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ABSTRACT 
 

Félix Godefroid was a concert harpist and composer of over 300 works for 

harp, piano, and opera.   His solo harp works Carnaval de Venise, Étude de 

Concert en Mi b mineur, and La Danse des Sylphes are still performed and 

revered, but very little has been written about him or any of his compositions.   

This document will present a brief biographical overview of the life of Félix 

Godefroid, followed by a short history of the evolution of the modern harp.   It 

will consequently provide examples from Godefroid’s works to demonstrate the 

virtuosic brilliance of his compositional style and attempt to make evident why 

his music still holds a prestigious place among virtuosic showpieces for the harp.       

 Félix Godefroid was a virtuoso in the truest sense, showing his command 

of the instrument by both composing and performing works of extreme technical 

difficulty.   He was considered the “Paganini of the harp,” touring Europe 

successfully by the age of 21 and associating with musicians such as Adrien-

François Servais and Franz Liszt.   Godefroid’s piano compositions were studied 

by George Bizet and César Franck.    

 Félix Godefroid found a way to make the mastery of one particular 

fingering (4-3-2-1) allow for successful execution of multiple effects previously 

thought to be difficult or impossible upon the harp, such as trills, tremolos, and 

complex finger-work patterns.   He experimented with the double-action harp, 
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utilizing its enharmonic capabilities to exploit the possibilities of one-handed 

arpeggios, trills and tremolos, and pure glissandi.    

 Félix Godefroid’s student Alphonse Hasselmans taught such renowned 

figures such as Henriette Renié, Marcel Tournier, Carlos Salzedo, Marcel 

Grandjany, Lily Laskine, and Pierre Jamet, thus earning the credit for beginning 

the French and Italian schools of playing.   Through their influence, Godefroid 

continues to impact the world of virtuoso harp playing not only by the techniques 

which he created and passed on, but also by the effects that mark the masterful 

compositions which his students contributed to the modern harp repertoire.  
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FIGURE 1 - Félix Godefroid1

1 Gallica:   Félix Godefroid.   <http://gallica.bnf.fr/ark:/12148/btv1b7720965k/f4.notice> 
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INTRODUCTION 

 

Félix Godefroid (1818-1897) was a concert harpist and composer of over 300 

works for harp, piano, and opera.   His solo harp pieces Carnaval de Venise, Étude de 

Concert en Mi b mineur, and La Danse des Sylphes are still performed and revered, but 

very little has been written about him or his other compositions for harp, piano, and 

opera.   This document will endeavor to demonstrate the virtuosic brilliance of 

Godefroid’s compositional style and make evident why his music still holds a prestigious 

place among virtuosic showpieces for the harp.       

 The New Grove Dictionary of Music and Musicians2 contains a short article on 

Godefroid which does not include a works list or a comprehensive biography of his life 

and influence;   it merely states that he composed over 300 works, including 

compositions for piano, harp, and opera. There have been no dissertations previously 

written on Félix Godefroid or his works.   Godefroid is mentioned in the sourcebook 

Harps and Harpists,3 but once again very little is said in depth about his life or 

compositional style.   There is a reference to his harp solo Marche Triomphale du Roi 

David, and a photocopy of one of the pages, as well as the statement that Félix, the 

younger of the Godefroid brothers, became a great virtuoso and was called the “Paganini 

of the harp.”   With this in mind, it is interesting that he does not appear in Wenonah 

 
2 Alice Lawson Aber-Count: ‘Félix Godefroid’, Grove Music Online ed. L. Macy (Accessed 07/11/06),     
 <http://www.grovemusic.com> 
3 Roslyn Rensch, Harps and Harpists (Bloomington: Indiana University Press, 1989), 198-99. 
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Govea’s Nineteenth and Twentieth Century Harpists:   A Bio-Critical Sourcebook,4

which discusses almost every harpist that has had a significant impact on the repertoire or 

performance aspect of harp.   Although his works list found in Pazdírek’s Manuel 

Universel5 contains 214 opuses plus 130 unnumbered compositions, the compositions 

that have not been recently republished are difficult or virtually impossible to find.  

 Because so little has been written about his music, the bulk of Félix Godefroid’s 

repertoire remains practically unknown, outside the before-mentioned and very 

impressive Danse des Sylphes, Carnaval de Venise, and Etude de Concert en Mi b 

mineur, pieces still often used to end concerts due to their impressive display of technical 

and musical virtuosity.   Despite the large quantity of material Godefroid wrote, only a 

few works are currently performed in tribute to his contribution to the repertoire of the 

instrument.    

 Recently, renewed interest in Godefroid’s harp solos has led to new published 

versions of a few of his masterpieces.   Clive Morley (of Clive Morley Harps in England, 

est. 1817) has begun to publish some of Godefroid’s lesser known compositions in 

combination with his more popular pieces, assisted in the compilation process by 

composer and performer David Watkins.   These editions couple the works La Jeune et 

La Vieille and Les Sommeil des Dieux with the well-known Étude de Concert en Mi b 

mineur, and present a collection comprised of Le Désir, Les Gouttes de Rosée, and Le 

Coucou. Harpist Dominique Piana has begun Harpiana Publications in Pleasanton, 

 
4 Wenonah Milton Govea, Nineteenth and Twentieth Century Harpists: A Bio-Critical Sourcebook                                                                                                                                                                

(Westport, Connecticut: Greenwood Press, 1995). 
5 François Pazdírek. Manuel Universel de la Littérature Musicale (Vienne, Autriche: Pazdírek & Co., 
 1904-1910?), 325-30. 



15

California and republished Godefroid’s works Les Adieux:   Romance sans Paroles and 

Marche Triomphale du Roi David. Additionally, Paul Hurst of Safari Publications in 

Monterey, California has reprinted the masterpieces Carnaval de Venise, La Danse des 

Sylphes, La Melancolie, and 20 Études Melodique.  
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I.   BIOGRAPHICAL OVERVIEW 

 

Dieudonné-Joseph-Guillaume-Félix Godefroid (1818-1897) was born in Namur, 

Belgium, on the 25th of July,6 1818, at nine o’clock in the evening, the third son to 

parents who had come from Liége, the largest metropolis in Belgium.   His father, 

Dieudonné-Wery Godefroid (1779-1836), described as a wise, constant, and 

conscientiously good Flemish man, had moved to Namur with his wife after their 

marriage and opened a public school of music in 1809.   It is written that women and 

music were his two great passions in life.   The first passion, he virtuously dedicated 

solely to his wife, who bore him ten children, but the second, he gave to the largest 

number of individuals that he possibly could.7 He became the head of the town theatre 

in Namur in 1825 when it opened.8 Unfortunately, the endeavor failed and the theatre 

went bankrupt in its first season, so Monsieur Godefroid moved, with his two oldest sons, 

to Boulogne-sur-Mer, a small city in northern France, and began a music school there.   

Félix’s mother lived for this time with Félix and the younger siblings in Douai, a larger 

city also in the north of France, where she had before been employed as a professional 

singer.9 They later rejoined as a family in Boulogne-sur-Mer.  

 It was with his father that young Félix began playing the piano and studying 

solfége.   He continued under Pierre Lecomte and gave his first concert on piano in 1827 

when he was 9 years old.   It is conjectured that it was around this time that his father 
 
6 Some sources say 24 July;   see Alice Lawson Aber-Count: ‘Félix Godefroid’, Grove Music Online. 
7 Léon Escudier.   “Felix Godefroid.” Mes souvenirs:   Les Virtuoses. (Paris, 1868). 
8 Manuel Couvreur: “Félix Godefroid et Félicien Rops”, (Accessed 2/26/07),    
 <http://www.ciger.be/rops/actualite/2006112102/> 
9 Escudier.   “Felix Godefroid.” 
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encouraged Félix to pursue the harp more seriously than the piano, expressing that upon 

the harp Félix would not have “to fear too formidable rivals.”   Félix conceded, but on the 

condition that he could continue playing the piano as well.   By this time, he considered it 

a “friend.”10 

His older brothers preceded him to the Paris Conservatoire.   Alphonse was a 

violinist, and Jules-Joseph (1811-1840) was also a harpist who began his study of harp 

under Jean-François-Joseph Naderman (1781-1835) in 1826.11 On October 11, 1832, 

Félix joined Jules-Joseph at the Conservatoire under the tutelage of Naderman and by 

1834 won a second prix in harp.    

 Naderman’s father was a famous manufacturer of the single-action harp, even 

providing the instrument played upon by Marie Antoinette.   Naderman, the founding 

professor of harp at the Paris Conservatoire in 1825, was the unchallenged virtuoso of the 

harp until the double action harp was invented and received acclaim because of 

performances by Charles Bochsa (1789-1856).   Undoubtedly because his father was a 

manufacturer of the single-action instrument and he himself was proficient upon it, 

Naderman would only allow study of the single-action harp at the Conservatoire.   

Unhappy with the teaching of Naderman on the single-action harp that was criticized as 

“obsolete” or “out-of-date,”12 Godefroid left the Conservatoire on December 9, 1835.   

He went on to study the double-action harp under Théodore Labarre (1805-1870) and 

 
10 Ibid. 
11 Aber-Count: ‘Félix Godefroid.’ 
12 Govea, Nineteenth- and Twentieth- Century Harpists.
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Elias Parish Alvars (1808-1849), and his skill as a performer on in the instrument 

improved over the next four years.     

Félix Godefroid was considered the finest player in Europe by the time he began 

to tour, and his concerts were often sold out.13 By 1839, his fame as a harp virtuoso had 

been established by performances in Germany and Belgium, followed by later tours of 

the Middle East, Spain, England and Holland.   In 1840, Félix Godefroid met Pierre 

Érard, manufacturer of pianos and harps, who would become a friend and fellow 

defender of the double-action instrument.   It was Érard who introduced Godefroid to 

Franz Liszt, in whose company Godefroid traveled to Great Britain.   At the London 

factory of the Érard harps, Godefroid worked with technicians and received as reward a 

new harp with improved mechanisms and pedals action.   He performed at the companies 

of instrument makers Pleyel and Érard, and as part of the Society of Concerts for the 

Paris Conservatoire in association with such illustrious musicians as opera divas Guiditta 

Grisi, Adelina Patti and Pauline Viardot; Joseph Joachim,14 violinist and Henri 

Vieuxtemps, 15 composer and violinist; and Sigismund Thalberg, pianist.    

 At the same time, Godefroid began to expand as a composer, writing mostly 

chamber works and showing great appreciation for the music of the “classics,” 

specifically Beethoven, Mendelssohn, and Schubert,16 upon whose melodies he would 

later write his series Ecole mélodique pour Harpe, Op. 201. In 1841, he composed his 

Sonate pour Violoncelle et Piano for his friend Adrien-François Servais (1807-1866), 
 
13 Watkins, introduction to The Clive Morley Collection editions of Godefroid’s works. 
14 David Milsom.   Theory and Practice in Late Nineteenth-Century Violin Performance:   An Examination 
 of Style in Performance, 1850-1900. Hampshire, England:   Ashgate Publishing Limited, 2003. 
15 George Hart.   The Violin: Its Famous Makers and Their Imitators. Oxford Press, 1875:   272. 
16 Couvreur: “Félix Godefroid et Félicien Rops.” 
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who was considered by Gabriel Rossini “the Paganini of the violoncello.”17 The two 

musicians played together on multiple occasions, after undoubtedly meeting in Hasselt, in 

the company of Ulysse Claes (1792-1880).18 

Despite his musical successes, the personal life of Félix Godefroid was not free 

from trouble.   His older brother Jules, in addition to being a harpist, was an opera 

composer.   Although Jules’ first opera was a success, his comic opera La Chasse Royale 

failed in Paris, which led to a decline in his health.   He died in Felix’s arms on February 

27, 1840.   By 1845, Félix had somewhat recovered from his loss.   For the first time, he 

began publishing his works for harp, and again went on a concert tour, this time of 

Belgium, the Netherlands, and Germany.    

 In 1847, with his fame firmly established as a great virtuoso, Godefroid settled in 

Paris.   Hector Berlioz testified to Godefroid’s reputation when he said, “One compares 

the talent of Monsieur Godefroid with that of Parish-Alvars, ‘the king of the harpists;’ 

there is no exaggeration in this judgment. Monsieur Godefroid, absolute master of his 

instrument, is of such power that he needs not fear any competition.”19 

Godefroid’s virtuosic skill upon the harp was recognized at a very important time.  

In 1821, the pianoforte was perfected by Érard20 and became the instrument of virtuosity. 

The harp was in danger of being relegated to salon music.  Godefroid was very influential 

in the re-establishment of the harp as a virtuosic force upon the concert stage. 

 
17 Servais Society (Accessed 2/26/07), <http://www.servais-vzw.org/en/pag_03.php> 
18 Peter François, De partituren van Adrien François Servais (De Bibliotheek van het Koninklijk         
 Conservatorium Brussel, 2005).  
19 Couvreur: “Félix Godefroid et Félicien Rops.” 
20 Don Micheal Randel, ed.   The New Harvard Dictionary of Music. Cambridge, Mass., 1986. 
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His student Alphonse Hasselmans later paid homage to Godefroid’s work in 

comparison to Godefroid’s teacher Théodore Labarrre:   “Labarre’s…compositions 

marked an obvious tendency to want to compare the harp to the piano;   it was a fault.   

Félix Godefroid could better understand his instrument, and, not asking of it more than it 

could give, he was satisfied to emphasize its exquisite qualities of smoothness and 

sonority.   Thus it is he, mainly, that receives the merit to have preserved in France the 

taste of an instrument of which the timbre, sometimes mellow and soft, sometimes silvery 

and clear, is based always so artistically in the polyphony of the orchestra.”21 

Godefroid also composed extensively for the piano.   Around 1850, he began 

publishing these piano works.   F.J. Fétis, a friend of Godefroid and a composer who 

wrote about many musicians and their works, stated that by this time Godefroid “had 

managed to play the most difficult music.”   In both his piano and harp music, Godefroid 

impacted the development of romantic music written for these instruments with his 

melodic elegance and graceful harmonies.   Antoine-François Marmontel, Francis Planté, 

and Louis Diémer included his works within their repertoire.   César Franck studied 

Godefroid’s Le Prière des Bards with Henry Duparc, and Georges Bizet chose to play 

Godefroid’s Les Soupirs in 1852 at his first public concert.  

 In August of 1856, the artist Félicien Rops (1833-1898) designed the portrait of 

Félix Godefroid that led to the lithograph which appeared in issue number 30, August 24, 

1856, of the satirical newspaper L’Uylenspiegel. The town of Namur was holding a 

festival in honor of Leopold I, and Godefroid was invited to attend and perform as an 

 
21 Couvreur: “Félix Godefroid et Félicien Rops.” 
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honoree in the place of his birth.   His was lauded as “the child of Namur, who with his 

magic harp has gained European renown.”22 

FIGURE 2 - Lithograph of Félix Godefroid, L’Uylenspiegel, August 24, 1856 

 

The 1850s were an extraordinarily successful time for Félix Godefroid.   In 1858, 

his opera La Harpe d’Or, containing a beautiful onstage harp part, was premiered at the 

Théâtre-Lyrique, enjoying performances in neighboring provinces.   In the spring of 

 
22 Ibid. 



22

1874, it was presented in Florence, Milan, Rome, and Naples, receiving as many as 

eighteen curtain calls.   

 Amidst the success, however, there was sadness.   Félix had married Elisabeth 

Bowles, and they had three children.   His only son William died in 1873.   His wife 

passed away five years later in 1878.   In 1860, Godefroid had begun composing religious 

works.   The mass which he wrote for the funeral of his daughter Jeanne when she died in 

1881 was sung by the famous Enrico Tamberlick.23 Also that year, he finished 

composing his opera La fille de Saül. In contrast to Godefroid’s harp works which are 

still performed, none of his operas are extant.   

 In his later years, Godefroid’s interests turned to pedagogy.   By 1878, Godefroid 

had published his Etude de Concert en Mi b mineur for solo harp. In 1891 he produced 

the celebrated Mes Exercises pour la Harpe which are still used extensively today.   

Godefroid was widely regarded as the best harpist of his time, and he bequeathed his 

knowledge to numerous students, among them the Welsh composer John Thomas (1826-

1913) and the famed Alphonse Hasselmans (1845-1912) who would go on to teach at the 

Paris Conservatoire.   It is very important to note the lineage of these students.   In many 

ways, Godefroid could be considered the father of the French school of harp playing.   

Hasselmans was the teacher of such dominant figures as Henriette Renié, Marcel 

Tournier, Carlos Salzedo, Marcel Grandjany, Lily Laskine, and Pierre Jamet, from whom 

most of the important harp schools of the world grew.   

 
23 John Rosselli, “The Opera Business and the Italian Immigrant Community in Latin  America 1820-
1930: The Example of Buenos Aires.”   p. 167.  
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In August 1894, Godefroid and Hasselmans solicited Gustave Lyon, director of 

the Pleyel harp manufacturer, to work on a chromatic harp with pedals.   Godefroid’s last 

compositions included Le Brenner:   Tyrolien pour Harpe, Le Revoir:   Romance sans 

Paroles pour Harpe, and Ballade de la Fée pour Harpe. These works portray the 

musical evolution of his time in the way they make use of colors of the instrument and 

surprising harmonies that were similar to the writings of Claude Debussy.   Félix died on 

July 7, 1897 at his home in Villers-sur-Mer, France.   He had one daughter who survived 

him;   Julia Godefroid, a singer and pianist, in 1899 married Adolphe-Édouard Sax, the 

son of the instrument maker who created the saxophone.24 

Félix Godefroid was a virtuoso in the truest sense, showing his command of the 

instrument by both composing and performing works of extreme technical difficulty.   He 

experimented with the capabilities of the double-action harp and found a way to make the 

mastery of the challenge of repeated notes affect the successful execution of the multiple 

enharmonic effects previously thought to be difficult or impossible upon the harp.   He 

courageously insisted on studying the double-action harp, even at the expense of the 

leaving the Paris Conservatoire.   By this action, he clearly supported the improvement of 

technical capabilities made possible by the double-action harp, which would be the harp 

used most often in concert still today.   His lineage of students continues to impact the 

world of virtuoso harp playing, not only by the technique he created and passed on, but 

also by the compositions which his students contributed to the pillars of modern harp 

repertoire. 

 
24 Couvreur: “Félix Godefroid et Félicien Rops.” 
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FIGURE 3 – Félix Godefroid25 

25 Gallica:   Félix Godefroid / Marie-Alexandre Alophe 
 <http://gallica.bnf.fr/ark:/12148/btv1b7720965k/f5.notice>  
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II.   THE MODERN HARP 

 

The technical capabilities required in the music of Felix Godefroid were only 

made possible by the advent of the modern harp.   The double-action harp, or concert 

harp as it has come to be known today, derives its beginnings from one of the oldest 

instruments known to mankind.   Ancient Egyptian drawings and sculptures show 

multiple versions of the harp, called “buni,” used in their civilization and dating from 

3000 B.C.   Originally shaped like a hunter’s bow with added strings, this “arched harp” 

was modified by the Celts or Anglo-Saxons into the “angular harp” with a post on the 

side that had been open.   This post added stability to the instrument, and allowed the 

tension on the strings to be greater.   The instrument was called a “hearpe,” derived from 

the Anglo-Saxon word which means “to pluck”.   This “angular harp” was very popular 

with the Vikings, and was likely brought to Europe during their eighth century conquests.    

 

FIGURE 4 - 22-string Gothic Harp26 

26 Replica built by George Stevens (Accessed 3-15-07), <http://www.btinternet.com/~george.stevens/> 
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In Europe, this three-sided form was developed into a “simple harp”, consisting of 

a rear hollow body, a curved or bowed column, and an angular top, or neck.   In this 

form, the harp contained a single row of diatonically tuned strings and no other 

mechanism upon the body or neck.    

 When styles of musical composition began to change with the addition of limited 

chromaticism during the Renaissance, the harp seemed unable to modify to provide 

accidentals.   This difficulty led to harps with two rows of strings, called double-strung 

harps, with one row of strings tuned diatonically, and the other half providing the 

accidentals.   Sometimes one row of strings was tuned half diatonically, and the other half 

to the accidentals, so that the other row of strings could be tuned opposite.   In the early 

17th century, the Welsh developed a triple harp, with three rows of strings.   The outer 

two rows were tuned in unison diatonically, and the inner row of strings was tuned to 

provide the necessary accidentals.   These large instruments sometimes contained up to 

ninety-eight strings. 

 

FIGURE 5 - Chromatic/Cross-strung Harp27 

27 History of the Harp (Accessed 3-15-07), <http://us.harp.com/history-of-the-harp.htm> 
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In the late seventeenth century, the idea of placing a row of pivoted hooks on the 

neck of the harp was formulated in Tyrol.   These devices were positioned along the left 

side of a single-strung harp which was tuned diatonically.   When the player moved the 

hook against a particular string, it would raise the pitch of that string a half-step or semi-

tone.   This necessitated the harpist using the left hand to move the hooks.  

 Jacob Hochbrucker in Bavaria created five pedals at the base of the harp, 

connecting them to the hooks for the C, D, F, G, and B strings.   Georges Cousineau in 

Paris improved the hook devices on the neck.   By 1720, the single-action harp evolved to 

have seven pedals, one for each note of the scale.   Although these advancements were 

extremely beneficial, they still only allowed two possibilities for each note:   either flat 

and natural, or natural and sharp. It was this single-action harp that was manufactured and 

sold by Naderman and first used at the Paris Conservatoire.  

FIGURE 6 - Single-action Pedal Harp28 

28 Ibid.  
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The double-action harp, patented in 1810, is credited to Sébastian Erard (1752-

1831) of France.   He created the fourchette or forked disc that is still used today on the 

neck of the harp, and he innovatively paired these discs.   This allowed the pitch of each 

string to be raised two half-steps, introducing the possibilities of three different qualities 

by octave.   Consequently, he made three positions for each pedal, thereby allowing each 

given note to be flat, natural, or sharp.  

 This new possibility allowed the harp to create enharmonics, or two different 

strings that sounded the same.  For example, a C could be sharped to sound the same as a 

D flat. The technical realities made possible by this invention included enharmonically 

chordal glissandi, trills on two notes which would sound like only one note, and easier 

fingerings for chords and arpeggios. 29 It was this type of harp that Félix Godefroid was 

determined to master and exploit in his solo harp compositions.  

FIGURE 7 - Double-action Pedal Harp30 

29 The information in this section was taken from Roslyn Rensch’s Harps and Harpists.   Bloomington:   
Indiana University Press, 1989. and The Harp.   New York:   Philosophical Library, Inc., 1950. 
30 History of the Harp. 
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This study will now explore Godefroid’s contribution to the harp repertoire of the 

nineteenth century, focusing in particular on several virtuosic works that make use of the 

technical capabilities of the double-action harp.   Although references will be made to 

multiple pieces by Godefroid, including La Danse des Sylphes, Les Gouttes de Rosée, La 

Melancolie, La Harpe Eolienne, and Le Sommeil des Dieux, the following works will 

receive the most extensive analysis:   Carnaval de Venise, Etude de Concert en Mi b 

mineur, and Marche Triomphale de Roi David. 
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III.   COMPOSITIONAL AND STYLISTIC FEATURES  

IN THE MUSIC OF FÉLIX GODEFROID 

 

A.   Unique Fingering Patterns:   4-3-2-1 Fingering and the Technical Ramifications  

 

In his Mes Exercise en forme de Methode, Godefroid propounded a particular 

four-finger pattern, using the fingering 4-3-2-1 played upon two notes to create multiple 

effects.   He used this prototype in combination with the enharmonic capabilities of the 

double-action harp to create effects that were previously very difficult if not almost 

impossible on the harp, such as tremolos and trills.   This new fingering of 4-3-2-1, 

always utilized in the right hand, allowed for extremely fast and fluid repetition while 

leaving the left hand free (m. 7;   see FIGURE 8). 

 

FIGURE 8 – Vingtième Exercice en Forme d’Étude Mélodique:   Le trille à quatre doigts, m. 7 
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1.   Tremolos 

 

This fingering pattern is used to play rapidly repeated notes (one of the meanings 

of tremolo) which would be almost impossible upon the harp were it not for the ability to 

rewrite notes enharmonically.   Whereas on a piano the same key is considered to be both 

an F sharp and a G flat, on the harp they are actually able to be played on two different 

strings, while sounding the same.   Utilizing enharmonically equivalent strings (like an F 

sharp and a G flat) reduces the sound of the re-articulation on an already-vibrating string 

and eliminates the cut-off of the previous note’s sound.   Only on the double-action harp 

is this enharmonic technique possible (if the harp is in tune and good regulation).    

 This use of enharmonics to execute the rapid repetition of a single repeated note is 

presented in the introduction of La Danse des Sylphes as part of a virtuosic passage of 

trills and rapid arpeggios in m. 26-29.   In m. 30 and 31, the 4-3-2-1 fingered trill with the 

right hand allows the accents to be easily pronounced in the left hand, with the tremolo 

accentuated by enharmonically equivalent grace notes (m. 26-31;   see FIGURE 9).  
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FIGURE 9 - La Danse des Sylphes, m. 28-31 

In his Etude de Concert en Mi b mineur, Godefroid used a section of repeated 

notes as a contrast to the melodic cantabile throughout the rest of the piece.   Here the 

pattern can still be applicable, as its printed directions indicate that it should be played 

with the familiar 4-3-2-1 fingering.   However, another possibility that could be utilized 

by a player unaccustomed to the 4-3-2-1 fingering is the fingering 1-2-3-2 to execute the 

pattern (mm. 40-45;   see FIGURE 10).   

 

FIGURE 10 – Etude de Concert, m. 41-42 
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A strikingly similar section is found near the beginning of Les Gouttes de Rosée.   

The right hand pattern is fingered identically to the above cited example, making it 

obvious that Godefroid favored this type of low note repetition.   Also, as in Etude de 

Concert en Mi b mineur, the left hand accompanies with moving harmonics which are 

written in the low register of the harp (mm. 10-15;   see FIGURE 11). 

 

FIGURE 11 - Les Gouttes de Rosée, m. 10-12 

Godefroid did not only alternate repeated notes in a pattern of one changing note 

to three repeated notes.   Later in the same piece, the G is repeated for 8 measures, with 9 

different notes interspersed to provide melodic interest above the repetitive ostinato (mm. 

26-33;   see FIGURE 12).  
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FIGURE 12- Les Gouttes de Rosée, m. 29-31  

In his Marche Triomphale du Roi David, Godefroid makes exceptional use of 

enharmonics to create the effect of the repeated notes in a trumpet fanfare (m. 30-42;   see 

FIGURE 13). 

 

FIGURE 13 - Marche Triomphale du Roi David, m. 31-34 

Tremolos as thirds are rarely written for the harp, but Godefroid wrote an 

extended tremolo passage at the beginning of Les Gouttes de Rosée. This writing was 

possible because the enharmonic capabilities of the double action harp allow this type of 

figure to be fingered the same as a trill.   Here, the notated G flat is replaced 

enharmonically by an F sharp (meaning that the E and G which sound are actually played 
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on strings next to each other - the E and F strings).   This allows the player to use the 

familiar fingering of 4-3-2-1 (m. 1-7;   see FIGURE 14).  

 

FIGURE 14 - Les Gouttes de Rosée, m. 1-3 

2.   Trills 

 

A trill is easiest when both hands are able to participate, making the repetitions 

able to be played very quickly.   It is slower and more difficult to only have one hand 

performing the trill.   However, Godefroid’s new fingering of 4-3-2-1 gave the potential 

to increase speed because of the alternation of 2 fingers (4 and 2, 3 and 1) upon the same 

string.   This technique is exemplified in Les Gouttes de Rosée, as typical in the right 

hand alone allowing the left hand to provide the accompanimental harmonics below the 

trill (mm. 22-23;   see FIGURE 15).    
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FIGURE 15 - Les Gouttes de Rosée m. 21-23 

A similar example can be found in the Carnaval de Venise, again allowing for left 

hand melody.   This time, the left hand plays both natural notes and harmonics as the 

melodic material during the constant right hand trill (m. 24-28;   see FIGURE 16). 

 

FIGURE 16 - Carnaval de Venise, m. 24-28 

3.   Complex Finger-work Patterns 

 

Some of Godefroid’s writing is virtuosic not in its creative uses of only one 

particular pattern, but instead in his passages requiring the use of intricate and sometimes 

complicated fingerings.   In his Carnaval de Venise, we see an extensive pattern of 32nd 
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notes of which the first and fifth are always different, while the inner notes alternate time 

and again E (or E flat) - F sharp - E (or E flat, determined by a pedal while the actual 

string remains unchanging).   Godefroid notated this to be played with a 1-4-3-2 

fingering, a derivative of 4-3-2-1, but another option would be 1-3-2-3 (mm. 137-153;   

see FIGURE 17). 

 

FIGURE 17 - Carnaval de Venise, m. 137-138 

Another example of this pattern is found in Le Coucou, with almost identical right 

hand finger-work over the left-hand chord and single note accompaniment.   This time, 

however, the pattern stays the same within the measure but typically changes after 3 

measures, with few exceptions (mm. 48-60;   see FIGURE 18).  
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FIGURE 18 - Le Coucou, m. 50-51 

B.   Use of Arpeggios to Create Virtuosity 

 

1.   One-handed Arpeggios  

 

Godefroid utilized arpeggios in a number of ways to create virtuosity in his 

compositional style.   One method that he exploited in his technique was allowing only 

the right hand for a passage containing arpeggios as the melody, with the left hand 

employed in providing accompaniment.                                                                                              

 In La Danse de Sylphes, Godefroid used arpeggios in the right hand as part of the 

melodic line.   These technically-challenging 32nd note passages ornament the simple left-

hand accompaniment of eighth notes;   both hands outline the A diminished-seven chord, 

but the differences in chord distribution used here creates a prototype of virtuosity.   This 

example is extremely difficult to execute in tempo, making its successful performance 

extremely impressive to observe (m. 68, 76;   see FIGURE 19).   
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FIGURE 19 - La Danse de Sylphes, m. 75-76                                                      

In his Carnaval de Venise, Godefroid used the same technique to create a melodic 

ornamentation to lead up to the resolution of the D diminished-seven chord to a C flat 

major chord again (m. 76;   see FIGURE 20).  

 

FIGURE 20 – Carnaval de Venise, m. 76      

Multiple times throughout this work, Godefroid also used this technique as a climactic 

way to finish the phrase, always with a C flat major arpeggio up, made possible by the B 

natural enharmonic (m. 38;   see FIGURE 21).   

 



40

FIGURE 21 – Carnaval de Venise, m. 37-38 

Later in the same piece, the accompaniment alternates between 32nd note scales 

and running 32nd arpeggios as variation on the theme which is made up entirely of 

harmonics.   The only way to successfully execute this passage is by alternating the 

melody and the scales or arpeggios between hands, a feat which requires much practice 

and skill to play smoothly because of the multiple leaps (m. 105-120;   see FIGURE 22). 
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FIGURE 22 – Carnaval de Venise, m. 105-108 

In Marche Triomphale du Roi David, the main triumphant theme is embellished 

with right-handed arpeggios spanning three octaves played very quickly in the time of a 

quarter note plus a 16th (m. 43-50;   see FIGURE 23).  

 

FIGURE 23 - Marche Triomphale du Roi David, m. 47-48 
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2.   Arpeggios Requiring the Crossing of Hands 

 

A similar technique involves the use of multiple arpeggios but instead of using 

one hand, Godefroid requires the crossing of hands.   This effect is used to give the 

impression of a chord that sustains, which is impossible upon the harp.   By re-

articulating the notes of the chord in different registers, it masks its real purpose and 

illustrates a very idiomatic method of writing for the harp. 

 This technique is exemplified in La Melancolie where the first fourteen measures 

of the introduction are repeatedly embellished by measures of complete chordal 

arpeggiation (mm. 1, 5, 9, 11, 13;   see FIGURE 24).   

 

FIGURE 24 - La Melancolie, m. 12-14 
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Similarly, in La Danse des Sylphes hand-over-hand arpeggiation is used as a 

flourish to end the entire showpiece (mm. 167-169;   see FIGURE 25).  

 

FIGURE 25 - La Danse des Sylphes, m. 166-169 

3.   Extended Passages of Arpeggios 

 

Unlike many earlier or contemporaneous composers who used arpeggiation 

sparingly, Godefroid occasionally wrote extended passages of almost nothing but 

arpeggios.   In one of his most technically challenging works, Les Gouttes de Rosée, he 

presented 21 measures of continuous 32nd note arpeggios intertwined with the melody, 

which transfers from arpeggios in the right hand to an eighth note melody as the left hand 

continues the running line of arpeggios after playing double harmonics.   The tempo 

marking indicates an overall animato for the section (m. 50-71;   see FIGURE 26). 
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FIGURE 26 - Les Gouttes de Rosée, m. 60-69 

C.   Extended Chordal Outlines 

 

Instead of always writing tertial chords, in La Danse des Sylphes Godefroid re-

arranged the A flat chord to be arpeggiated from the bottom C – A flat – E flat – high E 

flat in 32nd notes.   This arrangement alternates repeatedly with a dominant 10th of D flat 

and F, which provides repetitive V – I motion in 2 measure increments.   The effect 

creates anticipation because of the rapidly changing harmony, and virtuosity because of 
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the large stretch the hands have to make to execute this very fast pattern (mm. 82-83, 86-

87, 90, 92, 143-144, 147-148, 151,153;   see FIGURE 27).  

 

FIGURE 27 - La Danse des Sylphes, m. 143-144 

The chords that create the harmonies in Etude de Concert are arranged in an 

unusual manner in the right hand, creating the effect of 16th note accompaniment that is 

not harmonically relevant.   However, upon close inspection each right-hand pattern, 

fingered 1-4-2-3-1-2 throughout, spells out chords that correspond to the left hand 

chordal harmonies with an additional note added for ostinato.   Here Godefroid used the 

chords Eb minor - D minor - F diminished - Bb Major and interjected neighbor notes to 

embellish the melody (mm. 9-33, etc;   see FIGURE 28).  
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FIGURE 28 - Etude de Concert, m. 11-12 

Another example of a 16th note chordal outline can be found in La Harpe 

Eolienne.   In this work much like the preceding, Godefroid focused the bulk of the 

accompaniment of the piece around simple broken chords.   In this work, he used the left 

hand to add to the lower range of the chord as well as add visual interest by making the 

left hand leap up to assist the right hand (m. 3-10, 25-32, 55-62;   see FIGURE 29).  

 

FIGURE 29 - La Harpe Eolienne, m. 4-5 
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D.   Challenging Leaps 

 

One of the most difficult things to do on the harp is leap a large distance from one 

note to the next, especially quickly or in the extreme registers.   This is because part of 

the harp actually extends past the player’s right shoulder, limiting vision of that range 

unless the harpist turns his or her head.   Additionally, it is very difficult to keep both 

hands in even peripheral visibility especially if the hands are far apart.   If the player is 

not given time to visually establish where he/she wants the finger to land, it becomes 

questionable that the muscles will remember the exact distance of the leap to a fraction of 

an inch.   Of course, this becomes even more challenging if the harpist is not playing his 

or her own instrument, as harp strings can be spaced slightly differently per type / model 

of harp.  

 Godefroid used large rhythmically challenging leaps with great frequency.   In the 

introduction of La Danse des Sylphes he called for a leap up of two octaves in the right 

hand simultaneously with an octave leap down in the left hand, both in the time of a 16th 

note, in four consecutive measures (mm. 23-25;   see FIGURE 30). 

 

FIGURE 30 - La Danse des Sylphes, m. 21-25 
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The way in which Godefroid began the piece he ended it, this time with 

consecutive leaps.   Three times in a row, in 8th notes, the right hand adds the high E-flat 

to changing chords underneath (m. 166).   Godefroid ended the piece with one final leap 

to the high E flat again before resting on the final A flat octaves (m. 168;   see FIGURE 

31). 

 

FIGURE 31 - La Danse des Sylphes, m. 166-169 

Similarly, at the beginning of Carnaval de Venise, published 25 years later, there 

are expansive leaps in both hands.   In the right hand there is a leap of almost two 

octaves, and the left hand drops down by an octave.   This figure in 16th notes creates a 

definite visual and sounding virtuosity early in this masterful showpiece, especially as it 

is repeated throughout the first 8 measures twice (mm. 1-2, 4-7;   see FIGURE 32).  
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FIGURE 32 - Carnaval de Venise, m. 1-2 

This technique is seen in La Melancolie.    Godefroid began this piece of mostly 

homogeneous texture with a three octave leap in the right hand following a double 

handed arpeggio that creates the effect of a chord spanning five octaves, all in 32nd notes 

(m. 1-2;   see FIGURE 33).  

 

FIGURE 33 – La Melancolie, m. 1-2 

In his “dialogue for harp” La Jeune et La Vielle, there are three octave leaps in the 

right hand, moving up and then quickly back down to where they originated.   This time 
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the left hand leaps up with the right hand, but only by an octave to a chord.   This pattern 

is repeated six times in the first eight measures (m. 1, 3, 5-8;   see FIGURE 34). 

 

FIGURE 34 - La Jeune et La Vielle, m. 5-8 

E.   Endurance in Perpetual Motion 

 

A particularly challenging skill to hone on the harp or most other instruments is 

the potential for flawless repetition.  Godefroid afforded the harpist the chance to show 

off consistency of skill in the repetitive nature of his extended passages of perpetual 

motion. Godefroid’s extensive concert performances of these difficult compositions 

allowed harpists to broaden their understanding of virtuosic capabilities on the harp and 

elevated the performance standard on the instrument to a new level of excellence. 

 In Le Sommeil des Dieux, the opening motive of 32nd note arpeggiated chords 

with a thumb slide at the top is repeated 126 times in the first 17 measures.   While the 

chord does change periodically, the fingerings and note values remain the same, making 

the strain upon a harpist’s mind and muscles quite challenging.   Interestingly, after a 
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twenty three measure interlude he brought back this opening motive for the right hand for 

18 more measures and 144 repetitions before concluding the piece on a chord (m. 1-17, 

43-60;   see FIGURE 35). 

 

FIGURE 35 - Le Sommeil des Dieux, m. 1 

A similar passage is found in La Danse des Sylphes, in which case the 10 

measures preceding the ending are an endless stream of 16th notes and 32nd notes made 

more climactic by the animato that marks the section of repeating chordal arpeggiations, 

again with a thumb slide on the top.   Although in this section the right hand figure is 

only repeated 24 times, to put such a demanding section at the end of such a physically 

taxing work requires the artist to consciously save stamina to successfully execute the 

ending (mm. 155-165;   see FIGURE 36).  
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FIGURE 36 - La Danse des Sylphs, m. 162-163 

F.   Chord Expansion with Large Stretches 

 

Large hand stretches on the harp can be challenging, but a harpist who has large 

hands will reach them more easily.   Taking into account that Godefroid was a man, his 

hands could have been larger than most women’s hands; this may have contributed to the 

large stretches in his writing. 

 One example of an expansive stretch for the harpist’s right hand is in La Harpe 

Eolienne.   In this work, Godefroid wrote octaves containing a third in the middle moving 

up in triplets, but he accommodated for this stretch by including a rallentando in his 

notation.   It is obvious that he added the third to create the climax of the section, building 

towards the one f of this section in which the melody has been only in octaves before this 

point (mm. 18-20;   see FIGURE 37).  
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FIGURE 37 – La Harpe Eolienne, m. 17-20 

In Carnaval de Venise, Godefroid wrote two measures that repeat and are 

comprised of a 10th span with two 3rds in the middle.   These 3rds which are an octave 

apart cause quite a large space between the 2nd and 3rd fingers of the right hand.   The left 

hand is busy with accompaniment and can be of no assistance.   For the passage to be 

played correctly without being edited, the hands of the player must be relatively large and 

extremely dexterous.   As some assistance, Godefroid gave the marking of largement as 

an indication to the performer to broaden, which would be helpful to have time to 

adequately accent the 8th notes as specified (m. 96-98, 100-102;   see FIGURE 38).  

 

FIGURE 38 – Carnaval de Venise, m. 100-102  
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Later in the same piece, Godefroid wrote octaves which are expanded to moving 

10ths in 16th notes (m. 163-165, 167-169;   see FIGURE 39).  

 

FIGURE 39 - Carnaval de Venise, m. 163-165 

G.   Melodic Cantabile    

 

Just as Godefroid demonstrated perpetual motion in La Harpe Eolienne and his 

Etude de Concert, he used a similar technique in La Melancolie. In this case Godefroid 

built the piece around a right hand melodic cantabile with the left hand doubling the 

melody an octave below in single notes and occasionally providing chords as 

accompaniment.   Except for a 4-measure passage where this pattern is not present, the 

entire work is comprised of this model after the 24-bar introduction (m. 25-78, 83-92;   

see FIGURE 40). 
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FIGURE 40 - La Melancolie, m. 25-27 

At the end of Marche Triomphale du Roi David, the legato melody returns above 

a melodic cantabile pattern that spans both hands.   This section of the piece is very 

difficult because at one point both hands span an octave and a 5th individually.   It is 

important for the performer to be able to clearly articulate the melody presented in the 

right hand thumb in the midst of the 32nd notes (m. 143-155;   see FIGURE 41).  

 

FIGURE 41 – March Triomphale du Roi David, m. 150-151 



56

H.   Use of Thumb Slides       

 

In most schools of harp technique, sliding fingers is rarely encouraged because it 

can inhibit clear articulation.   However, because harpists only use 4 fingers, 5-note 

patterns or scales can be challenging.  

 In Godefroid’s works, however, thumb slides are often called for and used as a 

display of technical mastery. Far from being a way to make fingerings easier, they are 

often used extensively in difficult passages where the rhythmic effect and the evenness of 

tone and execution are a challenge to the harpist’s muscular strength and rhythmic 

capabilities. 

 

1.   Sliding in Scalar Passages  

 

In the introduction of La Danse des Sylphes, Godefroid used the thumb slide to 

free up the 4th finger so that it can play an octave below the ascending scale as 

embellishment (m. 10-12;   see FIGURE 42). 

 

FIGURE 42– La Danse des Sylphes, m. 11-12 
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In the Allegretto section, Godefroid used the thumb to slide down and allow 

execution of a 32nd note trill at the beginning of a 5 or 6-note scalar passage.   The 

challenge with this type of writing is to make sure that the thumb slides only down the 

prescribed number of times or the player will have to deal with a sudden confusing 

change of fingering to continue the passage.   Godefroid used this particular pattern 

throughout this section of the work, sometimes with the thumb sliding down twice, other 

times with it sliding down 3 notes (m. 33-34, 37-38, 41-44, 47-48, 51-52, 55-58;   see 

FIGURE 43).  

 

FIGURE 43 - La Danse des Sylphes, m. 32-34 

He continued this idea in diminution to create an ornamented scaled embellished with 

more 32nd note trills, before repeating the preceding section (m. 44-45;   see FIGURE 44).   
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FIGURE 44– La Danse des Sylphes, m. 44-48 

At the end of the piece, he brought back the scalar idea, but this time he wrote so 

that the entire 5-note scale would be played by the thumb sliding 4 times to allow the rest 

of the hand to be in position to play the chord that is below it (m. 155-156;   see FIGURE 

45).  

 

FIGURE 45 - La Danse des Sylphes, m. 155-156 

Godefroid then proceeded to an 8th note descending scale in 3rds with 16th note ornaments 

on top, which to articulate with two fingers would be cumbersome.   However, with the 

thumb slide it becomes almost easy to execute (m. 157- 158;   see FIGURE 46).  
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FIGURE 46– La Danse des Sylphes, m. 158 

In Carnaval de Venise, Godefroid required the harpist to play 5-finger scalar 

patterns during the introductory cadenza.     In this way, he brought harp technique closer 

to piano technique which uses all 5 fingers, and lends virtuosity to the section (m. 7;   see 

FIGURE 47).   

 

FIGURE 47 - Carnaval de Venise, m. 7 

Similarly, at the end of the piece he again utilized the thumb slide to allow the 5-finger 

pattern as a climactic ending to the showpiece (m. 188-189;   see FIGURE 48).  
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FIGURE 48 - Carnaval de Venise, m. 188-189 

In the same work, Godefroid used the thumb slide to play a descending grace note 

and the first note of the 4-note scale which follows.   This example illustrates that sliding 

is often preferred to fingering when speed is required;   it is far faster to slide across the 

strings than to place each individual note, and Godefroid obviously understood this (m. 

90-91;   see FIGURE 49). 

 

FIGURE 49 - Carnaval de Venise, m. 91 
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While thumb slides may not appear to be technically difficult, as it was alluded to 

earlier they can be difficult to execute rhythmically and accurately.   In addition to the 

thickening of the thumb callus, if the player is not used to sliding the thumb can actually 

be strained, especially when the technique is frequently repeated as it is in many of 

Godefroid’s pieces (i.e. 276 times in Le Sommeil des Dieux).   As with multiple 

techniques that Godefroid used, this skill must be built up to slowly and practiced 

repetitively over a period of time to build speed and endurance.  

 

2.   Sliding in Arpeggiated Passages 

 

Another use of sliding the thumb is to add embellishment to the top of an 

arpeggio.   This is identifiably a Godefroid technique. Instead of simple arpeggiation 

which is common in harp compositions, Godefroid, ever the virtuoso, often added a 

thumb slide above the top of the arpeggio.   At the beginning of his Marche Triomphale 

du Roi David, he used this technique to begin the introduction in a dramatic way (m. 1-4, 

see FIGURE 50).  

 

FIGURE 50 - Marche Triomphale du Roi David, m. 2 
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In the beginning of Le Sommeil des Dieux, the thumb slide is used in a similar 

way (m. 1-17;   see FIGURE 51). 

 

FIGURE 51- Le Sommeil des Dieux, m. 1 

In a similar passage in the finale of La Danse de Sylphes, Godefroid slid the 

thumb 24 times to add more excitement to the climactic ending section (m. 160-165;   see 

FIGURE 52).  

 

FIGURE 52 - La Danse des Sylphes, m. 162-163 
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3.   Sliding Octaves 

 

Repetitive rapid octaves are very difficult on the harp because of the distance of 

the octave stretch and because of an inability to place any fingers ahead.  By pre-placing 

the bottom notes of the octaves while sliding the thumb for the top notes, this technical 

challenge can be virtually eliminated.  This technique was used by Godefroid in a number 

of compositions and the composer always indicated the fingerings in the score.  

 In his Carnaval de Venise, Godefroid wrote a passage of octave 32nd notes 

descending between accented 8th notes.   He followed this section with scalar descending 

16th note octaves.   The effect of this variation of the theme is a broadening of the melody 

and a considerable virtuosity created by the repetition of the descending scales (m. 163-

169;   see FIGURE 53).   It is interesting to note that in these passages, Godefroid always 

wrote descending scales so that the thumb can slide and the scales can be executed 

quickly.   Not once do the octaves ascend.     

 

FIGURE 53 - Carnaval de Venise, m. 163-165 



64

I.   Innovative Use of Glissandi 

 

Enharmonic glissandi only became possible with the invention of the double-

action harp.   Typically, glissandi on the harp are not technically demanding.   They are 

the embodiment of the graceful harp sound to most people.   But even glissandi can be 

technically challenging if they are written in certain ways, such as glissandi in thirds and 

melodically important glissandi. 

 

1.   Glissandi in Thirds 

 

A glissando can by played in ascending 3rds by locking the 2nd and 3rd fingers in 

position a 3rd apart and brushing them up the strings.   The difficulty in the maneuver is 

keeping the fingers a perfect third apart as the string spacing and tension change with the 

range.   At the same time, it is also imperative that the glissando remains in tempo, which 

proves to be challenging because the fingers are not able to be moved independently but 

are literally locked into position.   

 This technique is exemplified in La Danse des Sylphes, where an upward 

glissando in 3rds is interjected in the middle of a very rhythmic single-finger glissando 

passage.   This one appears to have changing intervals within it, but because of 

enharmonic spelling and the pedal positions going into this passage, the entire glissando 

can be realized by playing a glissando in 3rds.   This passage is executed so quickly that it 
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would almost be impossible to count the sextuplets.   Instead, the left hand has to time 

where the chords occur within the sweeping glissando (m. 104;   see FIGURE 54). 

 

FIGURE 54 - La Danse des Sylphes, m. 104 

In Carnaval de Venise, Godefroid used glissandi in 3rds to cover a short range.   

These 16th note glissandi are meant to land on the beat and accent the 8th note at their 

arrival.   Importantly, the smaller the range and the larger the note values of these 

glissandi, the more difficult it is to be accurate (m. 82-83, 86-87;   see FIGURE 55). 

FIGURE 55 - Carnaval de Venise, m. 83-84 
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At another point in this piece, Godefroid used the same idea but in 32nd note value, 

lending the marking p to make it easier to accomplish because of the speed with which 

the strings are covered (m. 129, 131, 133, 135;   see FIGURE 56).  

 

FIGURE 56 - Carnaval de Venise, m. 129-131 

Godefroid used 3rd glissandi multiple times in his Marche Triomphale du Roi 

David as well.   Usually for the express purpose of reaching a climax in this piece, these 

glissandi are used as a bridge between large chords, spanning the leap up to the chord (m. 

108, 115;   see FIGURE 57). 

 

FIGURE 57 - Marche Triomphale du Roi David, m. 107-108 
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2.   Melodically Important Glissandi 

An example of this type of writing is in Carnaval de Venise where ascending 64th 

note glissandi crescendo to FFF and need to accurately end on a particular accented 8th 

note before leaping down close to an octave for the next 8th note.  This also presents a 

unique version of octave displacement especially suited to the harp (m. 171-178;   see 

FIGURE 58).  

 

FIGURE 58 - Carnaval de Venise, m. 172-174 

In La Danse des Sylphes Godefroid wrote a bridge to link his second theme back 

to a return of the first theme.   Five of the seven measures of this section are made up of 

glissandi.   These passages actually have glissandi spanning more than an octave that are 

to be played between the beats, linking specific notes.   Note that Godefroid notated them 

Veloce Glissez (or fast glissando) and included a crescendo on each.   The last one which 

he wanted Mesuré (measured) is to lie within the dotted 8th note and end on a 16th before 

another fast glissando, this one at fff. He ended the passage with a ppp glissando to be 

played Delicatamente (m. 102-106;   see FIGURE 59). 
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FIGURE 59 - La Danse des Sylphes, m. 102-106 

In antithesis, in La Harpe Eolienne Godefroid wrote melodic glissandi to end the 

entire piece extremely softly.   Again utilizing the glissando as a grace note idea, he wrote 

descending 64th notes to span a 10th at the dynamic of pp with accents on the top notes 

followed by alternating ascending and descending 32nd notes spanning 3 octaves.   

Accuracy is crucial in this section, as the ending note of each of the glissando is the 

melody (m. 63-67;   see FIGURE 60). 
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FIGURE 60 - La Harpe Eolienne, m. 63-65 

J.   Multiple Uses of Harmonics 

 

Harmonics on the harp are made by stopping the string at its half-way point with 

one part of the hand (the heel of the left, the 2nd knuckle of the right) and plucking the top 

half of the string with the thumb.   This produces the same note sounding an octave 

above, with a bell-tone quality.   For a harmonic to sound properly the cut-off point must 

be extremely close to the exact center of the string.   This center can change, however, 

depending on whether the note is flat, natural, or sharp, because of the different points at 

which the discs or pin stops the string, thereby altering the total length of the string.   It is 

consequently imperative that the player adjust to the varying center of the given note 

according to its accidental.   For clear harmonics, the harpist must be sitting at the proper 

height and keeping mental track of pedal positions to anticipate the changing centers.   It 



70

is extremely easy to miscalculate, in which case the note will not speak clearly and will 

instead sound muted and sometimes slightly off pitch.  

 

1.   Single Melodic Harmonics 

 

The difference in the tone of a harmonic from a regular plucked string makes its 

use a simple way to add variation to a melody while keeping it basically the same.   

Harmonics are also used sometimes to simply add interest, creating a line that is not 

necessarily melodic but sounds beautiful because of the tone of harmonics.    

 In Les Gouttes de Rosée, harmonics add interest to constant tremolos in the first 7 

measures.   In this particular example, it is also interesting to note the low range of the 

harmonics;   the lowest two, E flat and G flat, are both played on bass wire strings.   This 

is unusual for harmonics, because they are difficult to make sound on the low wires (m. 

2-7;   see FIGURE 61).  

 

FIGURE 61 - Les Gouttes de Rosée, m. 5-7 
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The more quickly that harmonics must be played, the more difficult they are 

because of the short time that the player has to move to the strings and calculate their 

center.   Additionally, the higher the harmonic, the less string there is to be able to stop in 

half with the hand, especially given the narrowness of the neck of the harp.   In La Danse 

des Sylphes, harmonics are written in descending and then ascending arpeggiation, 

alternating hands up to the B-flat above the staff (m. 8;   see FIGURE 62).  

 

FIGURE 62 - La Danse des Sylphes, m. 6-8 

In his Marche Triomphale du Roi David, Godefroid repeated the entire expressivo 

melody in harmonics, the highest of which is the C flat above the staff.   At this point, the 

strings are so short that to stop them in half with the hand is extremely challenging.  

Godefroid’s writing employed some of the highest harmonics written in any original harp 

music to this day (m. 70-77;   see FIGURE 63).  
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FIGURE 63 - Marche Triomphale du Roi David, m. 72-74 

In the 2nd variation of Carnaval de Venise, Godefroid wrote the response portion 

of the melody line in harmonics.   To embellish the theme he added scalar ornamentation 

that eventually carries the line up to the E flat above the staff (m. 66-68, 69-72;   see 

FIGURE 64).  

 

FIGURE 64 - Carnaval de Venise, m. 69-72 
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2.   Chordal Harmonics 

 

At times Godefroid wrote passages, always for the left hand, which contain a 

harmonic as the top note of a chord.   This requires a change of position for the hand 

between playing the large chord of the natural notes and the harmonic.   This is 

exemplified in the harmonic Lento section in Marche Triomphale du Roi David (m. 11-

14;   see FIGURE 65). 

 

FIGURE 65 - Marche Triomphale du Roi David, m. 13-14 

This technique is also found in Carnaval de Venise. While the right hand is 

occupied playing one-handed ascending arpeggios, the left hand accompanies with 

arpeggios followed by chords containing harmonics as the top note (m. 108, 112, 116, 

120;   see FIGURE 66).  
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FIGURE 66 - Carnaval de Venise, m. 112 

Harmonics can also be doubled within a single chord.   These double harmonics 

are possible only in the position of playing typically utilized by the left hand.   The chord 

of harmonics is provided by both the thumb and the second finger plucking strings which 

are stopped at their centers by the side of the hand and therefore sound the octave above.   

This technique is more difficult than single harmonics as it makes it necessary for more 

of the surface area of the hand to rest on the strings to dampen two instead of one.   In 

addition, the player much calculate the center part of the two strings which are usually a 

third apart, and try to achieve a middle ground that will allow both harmonics to sound. 

 This is illustrated in Carnaval de Venise where double harmonics provide 

accompaniment to the measured trill in the right hand (m. 24-25).   The passage continues 

with harmonics above natural eighth notes (m. 26-28;   see FIGURE 67).  
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FIGURE 67 - Carnaval de Venise, m. 24-28 

Godefroid did not only compose double harmonics standing alone, however.   In 

his Les Gouettes de Rosée he wrote double harmonics at the top of 3-note chords (m. 96-

103, 111-112;   see FIGURE 68).   

 

FIGURE 68 - Les Gouettes de Rosée, m. 99-100 

At times in this same piece, Godefroid even included triple harmonics at the top 

of a 4-note chord while the right hand was occupied with 32nd note one-handed arpeggios 

(m. 64, 66;   see FIGURE 69).    
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FIGURE 69 - Les Gouettes de Rosée, m. 64 

K.   Virtuosic Cadenza Sections 

 

Godefroid often included virtuosic cadenza sections at or near the beginning of 

his compositions for harp.   These segments are not marked cadenza but are able to be 

recognized by the presence of smaller print and many notes of extremely small note 

value.   

 Carnaval de Venise contains multiple virtuosic cadenza-like sections of varying 

lengths.   In the introduction, after the large leaps Godefroid wrote a measure with so 

many notes that it took two lines to notate it (m. 7;   see FIGURE 70). 
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FIGURE 70 - Carnaval de Venise, m. 7 

Before the restatement of the first theme, there is a free measure that links the trill 

to the main material.   This particular section shows off the technique of ascending with 

two fingers as well as playing a single finger staccato scale in the right hand (m. 29;   see 

FIGURE 71). 

 

FIGURE 71- Carnaval de Venise, m. 29 
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IV.   CONCLUSION 

 

A.   Félix Godefroid’s Contemporaries 

 

Robert Nicholas Charles Bochsa (1789-1856) was a French harpist and composer 

credited with introducing the wire bass strings to the harp.   He composed 130 works 

including operas, ballets, symphonies, and a requiem, as well as arrangements, ensemble 

music, transcriptions, and original solos for the harp.   Bochsa had a scandalous personal 

life, including forgery charges which forced him to tour outside of France, and elopement 

with the wife of the director of Covent Garden while on tour with her, which forced him 

to tour outside of England as well.  He wrote harp instruction books, including in them 

the merits of sliding the fingers in order to play 5-finger passages.   His music is now 

seldom programmed, but his études are still often used by teachers.  

 François Joseph Dizi (1780-1840) was born in Namur, Belgium, the same city as 

Félix Godefroid.   A self-taught harpist, he came to the instrument from playing the 

violin.   He traveled to London and was known to have performed with Bochsa.   Dizi 

was known at the time for his “elegant compositions,” which included 48 études and 

sonatinas.   His only extant pieces are a sonata-pastorale, and an Indian air with 

variations.  

 Théodore François Joseph Labarre (1805-1870), one of the men Godefroid 

studied with after he left the Paris Coinservatoire, was a prominent conductor of Louis 

Napoleon’s orchestra as well as a harpist, composer and teacher.   His studies were with 
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Bochsa and Naderman, and he composed a method collection as well as fantasies for the 

harp, and vocal works.   Labarre was the professor at the Paris Conservatoire from 1867 

to his death in 1870.   

 Elias Parish Alvars (1808-1849), also a teacher of Godefroid after he left the 

Conservatoire, was a brilliant harpist of the time.   He was noted by Felix Mendelssohn 

and Hector Berlioz, who called him “the Liszt of the harp”, doubtless because of his 

imposing personal figure and impressive playing ability.   Parish Alvars studied with 

Dizi, Labarre, and Bochsa, and after touring from 1838-1847 was appointed “Imperial 

Court Virtuoso” in Vienna.    

 The compositions of Parish Alvars did much in exploring the new possibilities 

brought about by the double-action harp.   His virtuosic writing used effects such as rapid 

repetition of a single note by enharmonics and arpeggios divided between both hands, 

and he was the first harpist to require a tuning key glissando.   He incorporated chordal 

glissandi and chordal harmonics, and combined harmonics and glissandi in passages.    

 Parish Alvars’ music was technically difficult both to finger and to pedal.   His 

large physical figure made it possible for his hands to reach for extended chords, making 

most of his music extremely challenging, if not impossible, for harpists who have smaller 

hands.   He wrote 2 concertos, a concertino, and over 80 solos.   His last appearance was 

in 1848, playing a concert of his own works.   After an 18-month illness, he died of palsy, 

believed to be a form of paralysis as a result of a hiking accident at Mt. Vesuvius.  

 It is not surprising that Godefroid and Parish Alvars are compared to each other as 

virtuosos and that their works are considered standards of harp repertoire because of their 
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similar virtuosic approaches to writing for the harp.   “Like Parish Alvars, Godefroid was 

one of the greatest nineteenth century performers.   He toured extensively and thrilled 

Europe with his playing.   His compositions are distinguished for their simple poetry and 

easy sounding virtuosity, worthy of the concert platform.   They are also essential study 

material for the aspiring solo harpist.”31 Although Godefroid and Parish Alvars were 

somewhat similar in their compositional techniques, Godefroid’s music has an 

identifiable uniqueness in its balance of virtuosic and melodic elements. 

 As Godefroid’s writing matured, he increasingly allowed the virtuosity of his 

music to compliment the melodic and harmonic contour of the work.   It is no 

coincidence that the works that are considered his greatest, and are still performed today, 

were published after 1875, when he was almost sixty.   He lived until 1897. 

 

B.   The Influence of Godefroid’s Compositions on Modern Harp Virtuosity 

 

1.   Lineage of Students and Resembling Works 

 

Félix Godefroid counted among his pupils Alphonse Hasselmans (1845-1912), a 

fellow Belgian who also became a renowned soloist.   Hasselmans’ solo works for harp 

are of medium difficulty and provided for his students an understanding of the instrument 

and natural fingering.   It is possible to see techniques reminiscent of Godefroid’s writing 

 
31 Morley Harps. Accessed 4-2-07 <http://www.morleyharps.co.uk/acatalog/Morley_Collection.html> 
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style, even though they are used sparingly.   In his Petite Valse he often ends the phrase 

with a hand-over-hand chordal arpeggiation (m. 16, 24, 44, 55, 63;   see FIGURE 72) 

much like Godefroid did with one hand in the Carnaval de Venise (m. 76;   see FIGURE 

20).

FIGURE 72- Petite Valse, m. 16  

Hasselmans’ work Gitana contains extended chordal outlines remarkably similar 

to those found in Godefroid’s La Danse des Sylphes, except that Hasselmans wrote the 

pattern moving up, while Godefroid’s was almost always stationary (m.53-56, 176-179;   

see FIGURE 73).

FIGURE 73- Gitana, m. 53-54 
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Hasselmans’ most important role was as professor at the Paris Conservatoire from 

1884 until his death almost 30 years later.   During that time, he taught such renowned 

figures such as Henriette Renié, Marcel Tournier, Carlos Salzedo, Marcel Grandjany, 

Lily Laskine, and Pierre Jamet, thus earning the credit for beginning the French and 

Italian schools of playing (see FIGURE 74).    

 

FIGURE 74 -Lineage of Harp Teaching and Influence32 

The harpists who were taught by Alphonse Hasselmans have greatly impacted the 

modern harp repertoire.   These great harpists’ opuses contain elements of the writing 

style which made Godefroid’s works so virtuosic.   For example, Henriette Renié (1875-

 
32 Les Amis de la Harpe Mosane. (Accessed 3/12/07) <http://www.harpemosane.be/en/decouverte.php> 
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1956) composed Ballade Fantastique, which features a virtuosic cadenza section at its 

beginning (m. 1;   see FIGURE 75), and later presents a whole section of entirely 

harmonics in both hands (m. 151-156;   see FIGURE 76).   These sections are similar to 

the ones often found at the beginning of Godefroid’s works, such as Carnaval de Venise 

(m. 7;   see FIGURE 70). 

 

FIGURE 75- Ballade Fantastique, m. 1 

FIGURE 76- Ballade Fantastique, m. 152-156 
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In the fifth variation of Variations sur un Thème dans le Style Ancien, Carlos 

Salzedo (1885-1961) wrote rhythmic glissandi in thirds, linking the different chords (m. 

110-111, 114-115, 126, 128;   see FIGURE 77), and at the end of the work included a 

Maestoso section almost entirely of glissandi in 3rds, before stating the final theme (m. 

325-331;   see FIGURE 78).   This is similar to Godefroid’s use of glissandi in Carnaval 

de Venise (m. 129-131;   see FIGURE 56).   Salzedo went on to begin the harp 

department at the Curtis Institute of Music. 

 

FIGURE 77 - Variations sur en Theme dans le Style Ancien, m. 110-114 

FIGURE 78 - Variations sur en Theme dans le Style Ancien, m. 326-328 
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Marcel Tournier (1879-1951) wrote Étude de Concert:   Au Matin, which is based 

largely on extended chordal outlines as accompaniment to the melody (m. 78-101;   see 

FIGURE 79), fingered at times 1-4-2-3-1-2, exactly like Godefroid’s Étude de Concert 

(m. 11-12;   see FIGURE 28).  

 

FIGURE 79 - Étude de Concert:   Au Matin, m. 78-80 

Marcel Grandjany (1891-1975), who taught at The Julliard School and the 

Manhattan School of Music, included a variation in his Fantaisie sur un Thème de J. 

Haydn in which the melody was introduced completely in harmonics, some of them 

chordal (m. 130-133, 137-139;   see FIGURE 80).   This recalls Godefroid’s writing in 

many works, such as Les Gouttes de Rosée (m. 5-7;   see FIGURE 61), and Carnaval de 

Venise (m. 24-28;   see FIGURE 67).  
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FIGURE 80 - Fantaisie sur un Thème de J. Haydn, m. 138-139 

Hand over hand arpeggios, which would become typical of great masterpieces for 

the harp, are seen in works such as the Mikhail Mchedelov’s arrangement of Variations 

on a Theme of Paganini for example (m. 256-258;   see FIGURE 81).   This virtuosic 

ending is reminiscent of Godefroid’s finale in La Danse des Sylphes (m. 166-169;   see 

FIGURE 25). 

 

FIGURE 81 - Variations on a Theme of Paganini, m. 256-258 

These and many similar masterful compositions for harp, utilized as competition and 

teaching pieces around the world, have become the pillars of harp repertoire and continue 

to pass on Félix Godefroid’s tradition of virtuosity.    
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2.   Recordings 

 

Many noted harpists perform and have released recordings of Godefroid’s works.  

Great masters like Marcel Grandjany, and competition winners and performers such as 

Catrin Finch, Jana Bousková, Marie-Pierre Langlamet, Susann McDonald, Carrol 

McLaughlin, Isabel Moretti, Marielle Nordman, Gwyneth Wentink, and Dan Yu have 

chosen his works to showcase their virtuosity and skill upon the harp.     

 

3.   Finale 

 

Félix Godefroid was a virtuoso in the truest sense, showing his command of the 

instrument by both composing and performing works of extreme technical difficulty.   He 

found a way to make the mastery of one particular fingering (4-3-2-1) effect the 

successful execution of multiple effects previously thought to be difficult or impossible 

upon the harp such as trills, tremolos, and complex finger-work patterns.   He 

experimented with the double-action harp, utilizing its enharmonic capabilities to exploit 

possibilities of one-handed arpeggios, trills and tremolos, and pure glissandi.   By 

insisting on playing the double-action harp even at the expense of leaving the Paris 

Conservatoire, he clearly supported the improvement of technical capabilities made 

possible by the harp used most often in concert still today.    

 Félix Godefroid’s compositions and his lineage of students continues to impact 

the world of virtuoso harp playing, not only by the technique which he created and passed 



88

on, but also by the multiple effects such as multiple glissandi, harmonics, and arpeggios 

which mark the masterful compositions which his students contributed to the modern 

harp repertoire.  

 



89

APPENDIX A 

 

CATALOGUE OF FÉLIX GODEFROID’S WORKS FOR HARP 

 

Title                                                                                   Date Published 

 

Allegretto 1878

Ballade de la Fée 1887

Berceuse 

Biniou, scène, bretonne 

Bonnie Prince Charlie 

Brenner tyrolienne                       1887

Carnaval de Venise, Op. 184                        1875

Chant d’Armide 

Chant des Exilés, Op. 188                          1874

Choeur de Nymphes, Op. 187                      1875

Dernière Rose d’été 

Ecole mélodique, Op. 201 

 No. 1 – Quand tu me vois souffrir 

 No. 2 – Sois toujours mes seules amours 

 No. 3 – Le désir 

 No. 4 – Les ris et les pleurs 
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No. 5 – La sérénade  

Etude de Concert en Mi b mineur, Op. 193 1878

Freischütz, choeur des chasseurs, Op. 186 

Harmonies célesteseune et Vieille, etude diolognée 

La Fidanzata del Marinajo, scène, Op. 192                          1877

Le Ruisseau, Op. 190 

Les Gouttes d’eau 

Les Plaintes de Corinne, Op. 185                      1875

Marche Triomphale de Roi David, Op. 194                    1877

Mélodie Arabe 

Mélodie Russe 

Mes exercises                                                                  1891

Mort d’Orphée 

Norma, fantasie 

Nuit Étoilée 

Paradisi-Gloria 

Pensées Musicales 

Psaume de David 

Revoir                      1887

Righi, chant des montagnes 

Robert, toi que j’aime, arr.  F.G.                         1845

(from Meyerbeer’s Opera of Robert le Diable),     



91

Rouet de Marguerite 

Sommeil des Dieux 

Songe de St. Cécile 

Souvenirs de Freischütz, Op. 186                     1874

Sur le Lac (Nuit d’été) pour Harpe, Op. 191                      1878

Trois Études caractéristiques pour la Harpe.                                      1850? 

 No.  1.   La Mélancolie,  

 2. Le Rêve  

 3. La Danse des Sylphes 

Twenty Études Mélodiques 

Venise, barcarolle 

Unpublished 

Duo sur Lucie de Lammermoor (Servais & Félix Godefroid) 
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APPENDIX B  

 

DISCOGRAPHY OF FÉLIX GODEFROID’S HARP SOLOS 

 
Baldry, Elizabeth Jane.   Victorian Fairy Harp Music.    Campion:   CAMEO 2025.  
 - Ballade de la Fée, Choeur de Nymphes.

Bousková, Jana.   Jana Bouskova Plays Virtuoso Encores. Prague:   Supraphon, 1998, 
 1997.   SU 3634-2 131. 
 
Chatelain, Nathalie.   Patchwork.   Creighton’s Collection, 1998.   NCHS- 049901.    

- Etude de Concert 
-

Chung, Hye-Yun.   A French Collection. Canada:   Centaur, 1983.   CRC 1010.   
 
Drake, Susan.  Echoes of a Waterfall:   Romantic Harp Music of the 19th Century.

London:   Hyperion, 1985, 1981.   CDA 66038.   - Bois solitaire:   Romance sans 
 Paroles - Etude de Concert. 
 
Finch, Catrin. Carnaval de Venise. Gwynedd, Wales:   Sain, 2001, 2000.   SCD2280. 
 
Grandjany, Marcel.   La Harpe, classique et moderne. United States:   Capitol, 1960-
 1969?. P 8514.

Kwok, Jung.   Jewels.   2001.   Atlantic/Wea.   B00005A8O6. 
 
Langlamet, Marie-Pierre.   Virtuoso etudes for harp. Italy:   Egan Records, 2001.   
 00006.   - Etude de Concert. 
 
de Maistre, Xavier.   Virtuose Harfe.   Lyon & Healy, 1998.   2958-05. 

Mathieu, Chantal.   Virtuose Harfe. München:   Eurodisc, 1981.   202 181. 
 
McDonald, Susann.   Caprice French music for harp.   Boca Raton, FL:   Klavier, 2002, 
 1975.   K 11133. - Étude de Concert - Romance sans paroles (Bois solitaire).  
 
_____.   Harp Spectacular.   3018-10. 
 
_____.   Susann McDonald plays the romantic harp. Klavier, 1973.   KS 525. 
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Michaud, Anne-Marguerite.   A Touch of Elegance:   Harpworks of Marcel Grandjany.   
 Tempe, AZ:   Summit, 1997.   DCD 216.   - Etude de Concert 
 

Moretti, Isabelle.   Französische Harfenmusik/French Harp Music. Germany:   Koch 
 Schwann Musica Mundi, 1999, 1991.   3-6734-2.   
 

Nordmann, Marielle.   Musique romantique pour la harpe oeuvres;  Romantische 
 Harfenmusik:   Werke. Austria:   Koch Schwann; Belgium:   Musique en 
 Wallonie, 1994, 1983.   3-1559-2.   - Etude de concert - Etude mélodique - 
 Romance - La Jeune fille et la vieille - Danse des Sylphes. 
 
_____.   Oeuvres pour harpe. Musique en Wallonie.   MW 80048.   
 

Owen, Thelma.   The Romance of Flute and Harp.   Elstree.   Regis RRC 1085. 

 
Piana, Dominique.   Beyond Dreams.   California, 1995-1996.   Harpiana 103-2.  
 - Etude De Concert in Eb Minor Op. 193 - Romance Without Words - La 
 Serenade Op.201, Fantasie on a Theme by Schubert  
 
Robles, Marisa.   Harp Music of France. London:   Argo, 1966.   ZRG 5458. 
 
Szmyt, Elzbieta.   Rhapsody. 3606-05. 
 
Toshkova, Youliana.   Harp’s Compositions and Interpretations.   Collegium Musicum 
 Bankia:   Gega New, 2000.   GD 167. 

Vandernoot, Gaelle.   Harpe & Divertissements. GB7951.   - La Danse des Sylphes. 
 
Wentink, Gwyneth.   Young Artists Series.   1998. 3726-05.   - La Danse des Sylphes.  

Yoon, Jane.   Jane Yoon Plays the Masters.   Egan Records.   00034.   - La Danse des 
 Sylphes. 
 
Yu, Dan.   The Nightingale.   2001. 3798-05.   - Carnival of Venice. 



94

REFERENCES 

 

Aber-Count, Alice Lawson:   ‘Félix Godefroid’, Grove Music Online ed. L. Macy 
 (Accessed 07/11/06), <http://www.grovemusic.com>. 
 
A Catalog of Music for the Harp & Related Items: International Music Service. New 
 York:   International Music Service. 
 
Berlioz, Hector and Richard Strauss, trans. Theodore Front.   Treatise on 
 Instrumentation. New York:   E.F. Kalmus, 1948. 
 
Blume, Friedrich von.   Die Musik in Geschichte und Gegenwart:   Allgemeine 
 Enzyklopädie der Musik.   Kassel:   New York:   Bärenreiter:   Stuttgart:   Metzler, 
 1956, 2002. 
 
Bochsa, Robert Nicolas Charles.   A New and Improved Method of Instruction for the 
 Harp, in which the Principles of Fingering and the Various Means of Attaining a 
 Finished Execution on that Instrument, are clearly Explained and Illustrated by 
 Numerous Examples and Exercises, Composed & Fingered by N. Chas. Bochsa. 

London:   F.T. Latour, 1820-1829?. 
 
_____.   Bochsa's Explanations of His New Harp Effects and Passages.   London: 
 Goulding & D'Almaine, 1832. 

_____.   L'anima di musica for the Harp:   A Series of Excerpts & Observations on Style 
 & Expression in the Performance on that Instrument.   London:   Goulding & 
 D'Almaine, 1830. 
 
Couvreur, Manuel.   “Félix Godefroid et Félicien Rops”, (Accessed 2/26/07), 
 <http://www.ciger.be/rops/actualite/2006112102/> 

Encyclopedie de la Musique et Dictionnaire de Conservatoire.   Paris:   Librairie 
 Delagrave, 1927.  
 
Escudier, L.   “Felix Godefroid.” Mes souvenirs:   Les Virtuoses. Paris, 1868:   197–
 219. 
 
Fétis, François-Joseph.   Biographie Universelle des Musiciens.   Paris, 1874. 
 
François, Peter.   De partituren van Adrien François Servais.   Brussel:   De Bibliotheek 
 van het Koninklijk Conservatorium, 2005. 



95

Gilson, P.   ‘Félix Godefroid harpiste-virtuose et compositeur’, Bulletin de la Société 
 liégeoise de musicologie, 40 (1983):   12–24. 
 
Glattauer, Annie.   Dictionnaire du répertoire de la harpe.   Paris:   CNRS éditions, 2003. 
 
Godefroid, Dieudonné-Félix.   20 Études Mélodiques pour la harpe:   Faisant suite aux 
 exercices. Paris:   F. Durdilly:   Ch. Hayet, succr., 1900-1909?.  

_____.   Allegretto pour harpe, op. 190. New York:   Lyra Music Co., 19--.  
 
_____.  Ballade de la fée pour harpe. Paris:   F. Durdilly. 
 
_____.   Carnival of Venice:   op. 184. New York:   Lyra Music, 19--.  
 
_____.   École mélodique pour la harpe:   No. 1: Quand tu me vois souffrir (Nur wer die 
 Sehnsucht kennt), Op.201.  Mayence:   Schott, 1880. 
 
_____.   École mélodique pour la harpe:   No. 2: Sois toujours mes seules amours (Sei 
 mir gegrüsst), Op.201.   Mayence:   Schott, 1880. 

_____.   École mélodique pour la harpe:   No. 3: Le désir (Frühlingsssehnsucht), Op.201.   
Mayence:   Schott, 1880. 

 
_____.   École mélodique pour la harpe:   No. 4. Les ris et les pleurs, (Lachen und 
 weinen), Op.201.   Mayence:   Schott, 1880. 
 
_____.   École mélodique: pour la harpe:   No. 5:  Fantaisies sur des motifs favoris: La 
 serenade, op. 201.   Milan:   Ricordi, 1880-1889?. 

_____.   École mélodique: pour harpe:   sur de mélodies de Schubert;   révision de 
 Odette Le Dentu.   Paris:   G. Billaudot, 1978-1979.  
 
_____.   Etude de concert pour harpe. New York, N.Y.:   Lyra Music Co., 1990. 
 
_____.   Etude de concert:   pour harpe;   transcription libre par Marcel Grandjany.   
 New York, N.Y.:   Lyra Music Co., 1990.  
 
_____.   Etude de concert en Mi b mineur pour harpe, op. 193. London, England:   
 Salvi, 1900. 
 
_____.   La Danse des Sylphes:   rondo brillante, etude.   Mayence:   Schott. 
 
_____.   La Garde passe:   Marche de Grétry. Paris:   Heugel, 1847-1850?. 



96

_____.   La Mélancolie:   Le rêve:   2 études caractéristiques. Mayence:   Schott. 
 
_____.   Les Soupirs:   Reverie caracteristique, op. 35.   Boston:   Oliver Ditson & Co. 
 
_____.   Mes Exercices pour la harpe. Paris:   F. Durdilly:   Ch. Hayet, succr., 1900-
 1909?.  
 
_____.   Romance without words:   Bois solitaire. Ed. Susann McDonald.   
 Bloomington, Indiana:   Musicworks-Harp Editions, 1982.  
 
_____.   Six nouvelles mélodies:   La Harpe eolienne. New York:   Lyra Music, 19--.  
 
_____.   Souvenirs de Freischütz pour harpe, op. 186. Milano:   Ricordi. 

_____.   Trois morceaux caractéristiques:   Romance sans paroles:   No. 1. Les adieux.
Mainz: B. Schott:   Söhne. 

_____.   Trois morceaux caractéristiques:   Andante pour la harpe:   No. 3. Les gouttes 
 de rosée. Mainz:   B. Schott. 
 
_____.   Trois études caractéristiques:   No 3. La Danse des Sylphs.   New York:   Lyra 
 Music Co., 19--.  
 
_____.   Waltz no. 2, in A flat. Ross, California:   Harp Publications, 1974. 
 
Govea, Wenonah Milton.   Nineteenth and Twentieth Century Harpists:   A Bio-Critical 
 Sourcebook.   Westport, Conn:   Grenwood Press, 1995. 

Harpe: Méthodes, traités, dictionnaires et encyclopédies, ouvrages géneraux, v.1-3.
Courlay, France:   Fuzeau, 2002.  

 
George Hart.   The Violin:   Its Famous Makers and Their Imitators. Oxford University, 
 1875:   272.  
 
Labarre, Théodore.   Méthode complète pour la harpe:   Contenant les notions 
 élémentaires qui concernent la position, le doigté, l'éxécution des formules les 
 plus usitées:   suivies de 20 exercises en formes d'études: op. 118.   Paris:    
 Alphonse Leduc, 1800-1899?. 
 
Michel, Catherine.   Répertoire de la musique pour harpe publiée du XVIIe au début du 
 XIXe siècle:   Bibliographie. Paris:   Aux Amateurs de Livres International, 
 1990.  
 
Mielke, D.C.   “19th-Century French Harpists.”   Harp News, iv/3 (1966): 11–12. 



97

Milsom, David.   Theory and Practice in Late Nineteenth-Century Violin Performance: 
 An Examination of Style in Performance, 1850-1900. Hampshire, England:   
 Ashgate Publishing Limited, 2003. 

Morley, J. George.   Harp playing:   Hints, Advice and Explanations, Very Useful and 
 Contradictory, Gathered from 30 "Methods" and Treatises written by 
 Distinguished  Harp Teachers of the 18th , 19th and 20th Centuries of English, 
 French, Italian, & German Nationality.   Marina Del Rey, CA:   Safari 
 Publications, 1997, 1918. 
 
Palkovic, Mark.   Harp Music Bibliography: Chamber Music and Concertos. Lanham, 
 Maryland;   London:   Scarecrow Press, 2002.  
 
_____.   Harp Music Bibliography: Compositions for Solo Harp and Harp Ensemble.

Bloomington:   Indiana University Press, 1995.  
 
Pazdírek, François.   Manuel Universel de la Littérature Musicale. Vienne, Autriche: 
 Pazdírek & Co., 1904-1910?. 
 
Randel, Don Micheal, ed.   The New Harvard Dictionary of Music.   Cambridge, 
 Massachusetts:   Belknap Press/ Harvard University Press, 1986. 
 
Renié, Henriette.   Complete Method for Harp. Paris:   A. Leduc, 1966. 
 
Rensch, Roslyn.   Harps and Harpists.   Bloomington:   Indiana University Press, 1989.  
 
_____.   The Harp.   New York:   Philosophical Library, Inc., 1950.  
 
_____. The Harp:   Its History, Technique and Repertoire. New York:   Praeger 
 Publishers, 1969.  
 
Rosselli, John.   “The Opera Business and the Italian Immigrant Community in Latin 
 America 1820-1930:   The Example of Buenos Aires.”   Past and Present, No. 
 127 (May, 1990), 155-182. 
 

Salzedo, Carlos.   L'Étude moderne de la harpe:   Considérations générales sur 
 l'instrument, avec cinq études poëtiques pour harpe  seule / Modern study of the 
 harp:   General survey of the instrument, with five poetical studies for the harp 
 alone. New York:   G. Schirmer, 1921. 
 
Schirinzi, A.   L'arpa:   Storia di un antico strumento. Milan, 1961. 
 



98

Scimeca, M.G.   L'arpa nella storia. Bari, 1938.  
 
Snoer, Johannes.   Praktische Harfen-Schule, für Doppel-Pedal-Harfe. Leipzig:   Rob. 
 Forberg, 1896. 
 
Tochkova, Youliana.   Harp's Compositions & Interpretations [sic]. Sofia, Bulgaria: 
 Gega New, 1994.   GD 167.  
 
Tournier, Marcel.   The Harp. Paris:   Henry Lemoine, 1959. 
 
_____.   The Harp:   a History of the Harp Throughout the World;   Harp Notation;   
 with a Préface by Marcel Dupré;   transl. by Rita H. Pitt. Paris:   H. Lemoine, 
 1959.  
 
Tournier, Renee Lenars.   “Chromatic Harp and its Technique.”   The American Harp 
 Journal, 13 (1997). 
 
Zingel, Hans Joachim.   Harp Music in the Nineteenth Century;   trans. and edit. by Mark 
 Palkovic. Bloomington:   Indiana University Press, 1992.  
 
_____.   Neue Harfenlehre: Geschichte - Spielart - Musik in vier Ba ̈nden.  Band 2, 
 Edition:   4. Aufl.    Leipzig:   F. Hofmeister, 1987.  

_____.   Harfenmusik; Verzeichnis der gedruckten und z. Z. greifbaren Literatur fu ̈r
Pedalharfe.    Hofheim am Taunus, F. Hofmeister, 1965. 


