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CHAPTER 1 

DOMENICO DRAGONETTI 

Domenico Dragonetti was born April 7, 1763, in Venice, 

Italy. There is little information about his mother, Caterina 

Calegori, and conflicting information about his father, Pietro. 

According to the Storia della Musica, Pietro played the tympani, 

while the Sainsbury Dictionary of Musicians states that he played 

the double bass and guitar.' He performed only by ear, and excelled 

in accompanying bands at balls. Pietro's income was paltry, and 

Domenico had no formal education. In fact, he was partially 

illiterate throughout his life.2 

Dragonetti's early musical training began on the guitar, 

which was given to him by a secondhand goods dealer who was a friend 

of the family.3 By a slightly different account, Domenico played on 

his father's guitar, and made incredible progress in a very short 

time. Apparently this was highlighted by an incident with Doretti 

(a violinist and composer of Ball music). Pietro was having difficulty 

playing the accompaniment of one of Doretti's arrangements on the 

'Anthony Scelba, "Dragonetti: The Man and His Music," 
The International Society of Bassists (1977 -78), p. 361. 

2Neal O'Neal, "Domenico Dragonetti," The Bass Sound Post 
(1968), p. 9. 

3O'Neal, p. 9. 

4Raymond Elgar, More About the Double Bass (London: 
Baskerville Press, 1963), p. 57. 

1 
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guitar. Domenico asked to try the accompaniment, and with Doretti's 

encouragement, was given a chance, and did very well --much to the 

amazement of his father. (Pietro didn't even know Domenico played 

the guitar.) 

Later in Domenico's musical training, he received violin 

lessons in secret from Giacomo Sciarmadori, a friendly shoemaker 

whom Domenico had induced to teach him.5 After studying, Domenico 

applied these principles of violin playing to the string bass (his 

father's), without his father's knowledge. At the age of twelve, 

Domenico once again offered to play at a rehearsal with Doretti 

and Pietro, only this time on the string bass. He did such an 

impressive job that Doretti begged Pietro to allow Domenico to per- 

form in public, accompanying Doretti at the musical parties of 

Venice. At this time, Domenico's reputation as an extraordinary 

musical talent spread throughout Venice.6 

At the age of twelve, Dragonetti began his formal training 

on the string bass with Michele Berini, a contrabassist in the 

theaters, the principal in the orchestra of the Ducal Chapel at 

St. Marks, and the best bass teacher in Venice. Berini gave 

Domenico eleven lessons --then dismissed him, claiming that he could 

teach him nothing more. 

At this time, Domenico used to earn a little money by playing 

in a trio with a violinist and the celebrated singer Brigida Banti- Giorgi. 

5The New Grove Dictionary of Music and Musicians (1980), 
s.v. "Domenico Dragonetti". 

6Scelba, p. 361. 

7 Scelba, p. 361. 
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These three would tour the squares and cafes of Venice, begging small 

amounts for their musical offerings. Domenico played upon a half 

size bass during this period.8 

Typical of most virtuosos, Domenico practiced long hours on 

his contrabass. He would light a tallow candle at his music desk, 

and practice during the summer evenings until it was completely burned 

away. During the winter, he would use two candles each evening when 

he practiced.9 

Dragonetti made such progress on his instrument, that at 

age thirteen he was engaged as principal bass at the Opera Buffa 

in Venice. One year later, at age fourteen, he held the same position 

at the Grand Opera Seria, while also holding a position at the Opera 

in Vicenza.10 

One of Dragonetti's goals was to become a member of the 

orchestra at the Ducal Chapel of St. Mark's. At eighteen years of 

age, Dragonetti was invited by the famous Tommasini family to join 

them for an evening of chamber music playing. At their mansion, he 

met the procurator of San Marco, a nobleman named Morosini. Morosini 

was so impressed by Dragonetti that he asked him to audition for the 

orchestra of the Ducal Chapel.11 In 1784 Dragonetti auditioned for 

the orchestra, and lost the competition to Antonio Spinelli. He 

again auditioned for another opening on September 13, 1787, and was 

accepted as the last of the basses. It was soon apparent that 

8 
Elgar, p. 60. 

9Elgar, p. 57. 

lOGrove, 
p. 607. 

11Scelba, 
p. 361. 
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Dragonetti was the superior player, and he was asked to play principal 

bass over his old teacher, Berini. Dragonetti refused the position 

out of loyalty to his old teacher, but Berini insisted that 

Dragonetti should take his place --which he in fact finally did.12 

From the ages of fourteen to twenty -four, Dragonetti had 

spent long hours of practice, and had become the principal bassist 

of the main orchestra in Venice. One of his friends, Niccolo Mestrino 

(a celebrated violinist who was several years older than Dragonetti), 

was a most gifted player. Together they experimented with music 

written for other instruments, adapting the parts to their own 

instruments, and adding even more passages of utmost difficulty to 

increase their technique. Dragonetti was soon able to play cello 

parts in string quartets, and spent much of his time writing and 

adapting solos for the double bass. He sometimes played before 

royalty who visited the city and at times had to play up to seven 

concertos to satisfy the demand for encores.13 One of his solos 

so delighted the Queen of Naples that she had it played at fourteen 

consecutive concerts. Dragonetti then presented her with the music. 

Dragonetti's reputation as an outstanding virtuoso of the 

string bass became international, with his solo experiences and his 

appointment as principal of the St. Mark's Orchestra. Soon he 

received lucrative offers in both London and Moscow. As a consequence, 

the procurator of St. Mark's issued an extraordinary decree on 

December 15, 1791. It read: 

12Elgar, 
p. 62. 

13Elgar, 
p. 61. 
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Meriting the consideration of this directorate, the 
double bass player, Domenico Dragonetti, for his 
distinct ability and for having renounced advantageous 
stipends offered to him in London and in Moscow, so as 
not to abandon the chapel of St. Mark's, is awarded 
the sum of 510 lire (50 ducats): this must not be 
taken as a precedent for others.14 

Despite this commendation and monetary award, the enticements 

from abroad, especially London, became too strong for Dragonetti to 

ignore. In September, 1794, with the encouragement of Gimbattista 

Cimandor, one of his closest friends who had recently moved to London 

and had good fortune, Dragonetti requested a leave to visit London. 

The procurator gave him a leave of absence for two years from the 

tenth of September, with the unusual benefit that his position in 

the Chapel would be kept open for him, with the right to a full 

year's salary upon his return.15 

Before going into Dragonetti's career in London, it is 

important to know about his basses. The small half size bass that 

Domenico played in the trio with the famous singer Banti, had a 

very interesting story. The bass was originally sold to Luigi Menini 

(a good double bass player), who took the rather broad and beautiful 

ebony fingerboard off the bass --which he then sold to a bootlegger 

player who put it to a double use. He made the cover moveable, filled 

it with sugar, and with it slung over his chest, entered the city as 

a strolling player, but then emptied it and secretly set about his 

business at the music festivals, in the streets, in the cafes, in 

14Scelba, 
p. 363. 

15Elgar, 
p. 64. 



the taverns, not without jokes concerning the sweetness of his instru- 

ment. Its present owner is an organist in Bodia named Turola. 
16 

6 

Dragonetti owned many instruments, including an extremely 

large one that now hangs on display at the Victoria and Albert Museum 

in London. His favorite instrument was by Gasparo da Salo (1540- 1609), 

who was believed to have been the first maker of double basses. This 

bass was given to Dragonetti by Benedectine Nuns of St. Peters at 

Vicenza, as renumeration for having performed there. After receiving 

the Gasparo, Dragonetti fitted the instrument up, and the tone was so 

great that the vibrations made many articles rattle on the shelves.17 

He reportedly adjusted the bridge extra high (almost double the normal 

fitting), with the strings very high from the fingerboard. This high 

bridge gave more power to the tone, but it took a very strong hand to 

play or execute proficiently. Many other bass players tried to play 

the Gasparo, but quickly developed sore fingers. Due to Dragonetti's 

large tone, it was possible to tell if he were present in the Chapel 

Orchestra. Apparently in his early training, he developed a very 

strong hand, yet still developed his dexterity and agility. He used 

all four fingers and the thumb, and this undoubtedly aided his 

technique.18 

When Dragonetti first tried out the Gasparo, he took it out 

in the hall of his residence at Vicenza. After a few notes he 

observed the servants running from a distant kitchen in alarm because 

the brass vessels on the shelves began to shake as though they 

160'Neal, 
p. 10. 

17 Scelba, p. 362. 

18Elgar, p. 63. 
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were ready to fall. On another occasion, Dragonetti was at the Convent 

of St. Giustina. He described his instrument's excellence to Signor 

Turvini Bertoni, the Chapel Master, comparing his lower strings to 

the powerful effect derived from the bass of the organ at the Convent. 

Turvini laughed at Dragonetti with much ridicule --to the point that 

Dragonetti decided to have a little revenge. He put very thick 

strings on his bass, and that night, with the weather perfectly 

calm, he quietly carried his double bass into the corridor and pro- 

duced a small storm. The next morning everyone was talking about 

the storm of the preceding night. The next night, Dragonetti 

repeated this procedure, and inadvertently woke up one of the monks 

who discovered Dragonetti's scheme. 

Dragonetti played the Gaspard for fifty -two years, and highly 

cherished this instrument. One day a collector of old instruments 

offered him a fabulous sum of money and another distinguished 

master -made double bass, if he would relinquish his Gasparo.19 Still 

unwilling, Dragonetti shrugged his shoulders and answered in his 

Venetian dialect: "There is no amount of money, no pound sterling, 

sufficient to buy my violin. It would never do for me to cause this 

wrong to my Gasparo which has brought me so much honor! "20 Dragonetti 

even stipulated in his will that after he was gone, his beloved 

Gasparo de Salo should be returned to the Chapel of St. Mark's, and 

should be played occasionally at select music festivals. 

Dragonetti's move to London was from his thirty -first year 

(1794) until his death in 1846. Once in London, he received the 

190'Neal, 
p. 11. 

200' Neal, p. 12. 
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offer of a position in the King's Theatre Orchestra on the recommendation 

of his old friend, Brigida Banti, who was singing there. With the 

exception of a few occasions, he held this engagement for the rest 

of his life. 

Battista Viotti (the celebrated violinist and composer) was 

engaged by the King's Theatre as artistic director, and later as 

conductor. Viotti made known that he had recently composed some 

violin duets that he wished to prepare for public performance. 

Dragonetti, upon first meeting Viotti, offered to join him for a 

reading of his new works. Viotti was under the impression that 

Dragonetti would play a violin, since he was unaware of Dragonetti's 

bass playing, or that he was versatile on the violin as well as 

another instrument, since at that time most musicians were proficient 

on more than one instrument.21 When Dragonetti showed up to play 

the duets with his double bass, Viotti thought it was a joke. They 

proceeded to play the duets after Viotti understood that he was not 

the victim of a joke. Following this encounter, announcements were 

published stating that Viotti and Dragonetti would perform his new 

violin duets, with Dragonetti playing one of the violin parts on the 

double bass.22 The performance was so successful that the concert 

was repeated many times. (At the performance, they alternated parts, 

with Dragonetti occasionally adding his favorite virtuosic passage 

ad lib.) 

21Rodney 
Slatford, "Domenico Dragonetti," Royal Musical 

Association Research Chronicle (1970 -71), p. 22. 

22Scelba, 
p. 363. 
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Lindley Nunn, a violoncello player, wrote in his Musical 

Recollections: 

Dragonetti's marvelous powers as a double bass player 
may be imagined when it is related that Paganini 
challenged him to play the second part of a violin 
duet with him, on the double bass. This was 
Dragonetti's reply: "Write one, of any difficulty, 
and I consent to play it with you." And he did!23 

Since this story is uncorroborated, it is only reasonable to suspect 

that perhaps Nunn may have confused Paganini with Viotti. 

In 1794, Robert Lindley was hired as principal cellist of 

the Italian Opera Orchestra. Lindley was noted for having one of 

the most remarkable violoncello techniques of his age. It was 

customary for the violoncello principal and double bass principal 

to share the same stand. Eventually, Dragonetti and Lindley became 

inseparable friends. Lindley was especially famous for his style 

of accompanying recitatives. The combination of Dragonetti playing 

the supporting notes with Lindley outlining the harmony, created an 

impressive accompaniment. The extraordinary partnership of 

Dragonetti and Lindley lasted for over fifty years. During the 

years that these two performed together, they became one of London's 

foremost musical institutions, and were so appreciated and respected 

that "on their entry to the orchestra (at the Italian Opera) the 

whole house would rise en masse. "24 

When Dragonetti left Vienna for London, he received far less 

remuneration, since he only received 250 pounds and benefits, but he 

23Scelba, 
p. 363. 

24Scelba, 
p. 364. 
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apparently enjoyed his work and life in London.25 In 1795, Dragonetti 

gave a series of recitals. It was in this year that he met Haydn 

(who was on his second visit to London). In 1796, the chapel pro- 

curators of St. Mark's renewed Dragonetti's leave of absence for 

three more years, retaining the original terms, but Dragonetti never 

returned to take up the post. 

Dragonetti was known to many as "Il Caso Drago" or "Il Drago", 

and was always most concerned about his fees. On one occasion after 

performing a most fatiguing solo on the bass, he refused the calls for 

an encore. After considerable delay, he explained to the manager of 

the concert hall, "If I play encore, will you pay encore ?" It cost 

the manager ten guineas.26 

In 179827 or 179928, Dragonetti made a visit to Venice --a 

visit which marks his only return to his native province. This visit 

was brought to an abrupt end by an unfortunate experience. Due to 

the unpopularity of England which prevailed in French -dominated 

Venice at that time and because of his relationship to London, 

Dragonetti was arrested and jailed. Although released in a matter 

of hours, he was stamped an alien and was forced to leave Venice 

immediately. 

On Dragonetti's way back to London he stopped in Vienna. 

During his stay he renewed his acquaintance and deepened his friend- 

ship with Haydn. Dragonetti was said to have been much delighted 

25Grove, 
p. 608. 

26Elgar, 
p. 66. 

27Slatford, 
Royal Musical, p. 23. 

280'Neal, 
p. 13. 
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with Haydn's Creation score. Dragonetti was also shown Haydn's 

double bass Concerto in D Major, which tragically vanished without 

a trace. 
29 

Beethoven and Dragonetti apparently met at this time. Many 

years after this meeting, Dragonetti told Samuel Appleby of Brighton, 

England, what happened: 

Beethoven had been told that his new friend could 
execute violoncello music upon his huge instrument, 
and one morning, when Dragonetti called at his room, 
he expressed his desire to hear a sonata. The 
contrabass was sent for, and the Sonata No. 2 of 
Opus 5 was selected. Beethoven played his part, with 
his eyes immovably fixed upon his companion, and in 
the Finale, where the arpeggios occur, was so delighted 
and excited that at the close he sprang up and threw 
his arms around both player and instrument.30 

Dragonetti returned to Vienna in 1808 -1809. Some believe 

that this is the time that he played for Beethoven.31 Dragonetti 

did meet the organist and theorist, Simon Sechter (1788- 1867), who 

was the teacher of Vieuxtemps, Bruchner, and others. Sechter and 

Dragonetti became friends, and spent much time together. Sechter 

wrote the piano accompaniments to some of Dragonetti's compositions 

at Dragonetti's requests, and with his instructions. They corresponded 

throughout Dragonetti's life, and Sechter was mentioned in Dragonetti's 

last will and testament. During this stay in Vienna, Dragonetti refused 

to play any public concerts, since he was afraid that the occupying 

French authorities would force him to perform the same concert in 

29Scelba, p. 363. 

30Scelba, 
p. 363. 

31Slatford, 
Royal Musical, p. 24. 
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Paris.32 Some authors believe that it was at this time that Dragonetti 

returned to Venice, being subsequently jailed, rather than in 1799, as 

stated earlier.33 Whichever time this actually happened, the visit 

was the last for Dragonetti to his homeland. 

Dragonetti's next visit to Vienna was in 1813. Beethoven 

had orchestrated the "Victory" from Handel's Timotheus, to be 

performed for the benefit of the widows and orphans of the Austrians. 

Marion M. Scott describes the event of December 8, repeated on 

December 12: 

The programme opened with the premiere of Beethoven's 
Seventh Symphony; two marches by Dussek and Pleyel 
followed; and Wellington Victory capped the occasion. 
Everyone was wrought to a patriotic fervour. Spohr, 
Schuppanzigh, Dragonetti, Romberg (Bassoon), Meyerbeer, 
and Salieri gave their services in the band. Beethoven 
conducted.34 

Dragonetti returned to London in 1814 -16. He became a member 

of the "Philharmonic Society" founded in 1813. This was later called 

the "Royal Philharmonic Society ". The Philharmonic Society was an 

association of the finest musicians in London and its vicinity. 

Dragonetti first began to perform with the society in 1816. He 

remained with the society until 1842. During his tenure, he played 

a total of forty -six concerts; few other performers played nearly that 

many concerts. Dragonetti performed the Beethoven Septet in E -Flat, 

Opus 20, six times; the Hummel Septet in d minor, Opus 74, seven 

times; a septet for woodwinds, horn, trumpet, and double bass by 

Sigismund von Neukomm, five times; a Corelli Sonata for two violoncello 

32Scelba, 
p. 365. 

33O'Neal, 
p. 13. 

34Scelba, 
p. 365. 
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and bass, seven times; a sonata for violoncello and double bass 

(spuriously attributed to Corelli, which he performed many times with 

Lindley elsewhere), twice. In addition to these works, he performed 

many other quintets, sextets, septets, octets, and nonets, for various 

string and wind combinations, by Schubert, Spohr, Onslow, Ferdinand 

Ries, Philip Potter, A. A. Klengel, J. B. Cramer, and Ignaz Moscheles. 

Dragonetti also worked with such famous musicians as J. P. Salomon, 

F. Cramer, J. B. Cramer, Viotti, Spohr, Clementi, Weber, Liszt, 

Mendelssohn, Hummel, Vieuxtemps, and others. 

One interesting note on Dragonetti was a letter written 

January 21, 1825, in which he agreed to play at the first London 

performance of Beethoven's 9th Symphony: 

Have the goodness to inform the Director of the 
Philharmonic, that I will accept the engagement for 
the ensuing season at 10 Guineas per night, and play 
all the solo's in Beethoven's new symphony, but if 

I am called upon to play any other solo's, I shall 
expect to receive 5 Guineas for each night that I am 
called upon. I beg leave to add, that I saw the 
score of Beethoven last Sunday, and had I seen it 
before I sent in my terms, I would have asked double. 
I must be paid likewise 5 Guineas for each trial of 
Beethoven's Symphony.35 

Dragonetti refers to the double bass "solos" in Beethoven's 

Ninth Symphony because, in the early performances of the work by the 

Philharmonic Society, Dragonetti played as a solo passage, the recita- 

tive (scored for violoncello and double bass tutti), that introduces 

the fourth movement. The rumor was that the recitative was written 

for Dragonetti only. 

35Scelba, 
p. 365. 
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Dragonetti took part in almost every important musical event 

in London. At this time the principal bass was considered a very 

important element in keeping the ensemble intact. Dragonetti was 

accused many times of leading the orchestra, yet apparently he often 

brought the group back together after they literally disintegrated. 

Dragonetti developed a friendship with Vincent Novello 

(organist and famed English music publisher). Novello assumed the 

role of Dragonetti's confidant and adjutant and, at his death, 

became an executor of his estate. The following letter was written 

by Novello for Dragonetti. This letter was written in answer to 

a series of questions posed by Henry Philips, a bass singer, who at 

times performed with Dragonetti. 

Thursday, February 9, 1843 

My dear Sir, 
In compliance with your request, I send you an 

answer to your various questions, which I will treat, 
not seriously, but seriatim. 

To your first question, How old are you? I reply, 
that in April next (not on the 1st April) I shall be 
seventy -eight [sic] . 

To your second question, As to how many years I 

have been in England? My answer is, that in October 
next I shall have been here fifty -two years. 

To your third, I reply, that Lindley and myself 
have played out of the same book harmoniously together 
(that is to say, without any discord of a moral nature 
or misunderstanding having ever occurred between us), 
for fifty -two years also. 

To your fourth, As to whether I play on any other 
instrument than the double -bass? I am proud of 
stating that I have carefully cultivated the profound 
study of the melodious triangle, that I am generally 
considered a steady hand in performing a round on the 
barrel organ, and I am universally admired for my 
variety of sublime effects and pathetic expression on 
the Jew's harp. 

To your fifth question, As to whether I have 
always had the same tendency to collect rare music 
and good sterling compositions, besides paintings 
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and other productions of the fine arts, and in dis- 
covering and accumulating superior musical instruments 
by the first masters? I reply, yes, and have not only 
had the tendency, but have also succeeded in accumula- 
ting a very large collection of music, engravings, etc., 
and I am happy to add, that I have been so fortunate as 
to discover in Italy, and to still possess, the finest 
double bass in the world. 

To your sixth inquiry, I have to inform you that 
I have only one black doll. I have seven other dolls 
in my seraglio, two of which are finishing their 
education amongst the German literati, who are remarkably 
clever and experienced in their mode of treating block- 
heads, for I wish my dollies to have an education of 
the most polished kind, especially in the smoothness 
and waxen -brilliancy of their innocent faces, which 
never degenerates (as it sometimes happens with 
living dolls) into an ill -tempered frown. The other 
five dolls are such dolce companions, that they render 
my home a perfect dulce domum. 

Now as to the eighth question, Which I think was 
the greater singer of the two, Madame Mara or Mrs. 
Billington? I can only say that they were equally 
great in their different styles; the former, for the 
ancient classical school of music, and the latter, for 
her comprehensive skill in the more modern method of 
vocalization and the brilliant difficulties of execu- 
tion. 

As to the ninth inquiry, Whether we have singers 
now as great as those which existed fifty years ago? 
I have no hesitation in saying that for the sterling 
school of Handel and other really great composers of 
that elevated and intellectual class, whose produc- 
tions require both refinement of style and poetical 
feeling in the performer, Bartleman was, in my 
estimation, the finest singer I ever heard. Amongst 
the modern vocalists in that high department of the 
art, I can candidly make you the compliment of saying, 
that I consider Mr. Henry Phillips the best English 
bass singer now living. 

Believe me my dear Sir, 
Yours very truly, 

36 
DOMENICO DRAGONETTI. 

In 1824, Rossini visited England and had a meeting with 

Dragonetti. Rossini's conversations with Ferdinand Hiller, printed 

36Scelba, 
p. 366. 



17 

in various issues of the Musical World (1855, 1856) relates the 

meeting with Dragonetti: 

The first time that I undertook the task of accompanyist 
at a soiree . . . I was informed that Puzzi, the cele- 
brated horn -player, and Dragonetti, the more celebrated 
conntre- bassist sic would also be present. I thought 
they would perform solos; not a bit of it! They were 
to assist me in accompanying. "Have you then the parts 
to accompany these pieces ? ", I asked them. "Not we," 
was the answer, "but we get well paid, and we accompany 
as we think fit ". But these extemporaneous attempts at 
instrumentation struck me as rather too dangerous, and 
I therefore begged Dragonetti to content himself with 
giving a few pizzicatos when I winked at him, and 
Puzzi to strengthen the final cadenzas with a few notes, 
which, as a good- humoured musician as he was, he easily 
invented for the occasion. In this manner things went 
off without any disastrous results, and everyone was 
pleased.37 

An amateur cellist commissioned Rossini to write a duet for himself 

and Dragonetti. The work was composed on July 20, 1824, for the 

fee of fifty pounds. In 1968, the work was published for the 

first time. 

In 1845, Dragonetti took his final trip from London to Bonn, 

where he led thirteen bass players in a performance of Beethoven's 

Symphony No. 5, at the Beethoven Festival. Berlioz attended the 

concert and in his Les Soirees de l'orchestre he wrote that "he 

seldom heard the scherzo of the c minor Symphony played with such 

vigor and polish. "38 

Dragonetti's health had declined rapidly after his trip to 

Bonn, from probable exhaustion. On April 16, 1846, Dragonetti was 

dying in his apartment, as a string quartet of friends played at 

37Scelba, 
p. 367. 

38Scelba, 
p. 367. 
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his bedside. He was said to have been suffering from dropsy, and he 

died at 5:00 that evening. 

Dragonetti's personality was best reflected in his hobbies, 

and the following incidents and recollections about him. Lindley 

Nunn recounts: 

. . . something must needs be said of my first visit 
(to London) . . . I accompanied my father, and we 
stayed at Bertolini's hotel) . . . on account of 
it being daily visited by Dragonetti. It was more 
convenient to meet him here than to climb numberless 
stairs to the fourth floor room in Leicester Square, 
which he occupied. Ah! that room -- garret I should 
call it . . . 

The appearance of Dragonetti's own "den" corresponded 
with his extraordinary character. On the floor, I 

remember, there was almost every kind of toy, including 
six full -size dolls, one black. This reminds me that, 
while staying at our house in the churchyard, and 
sitting next to my sister at dinner, he said to her, 
"You are very like my 'Blackie'." A few days after, 
down came a huge case, containing this said "Blackie," 
which was a full life -size black doll. On one 
occasion he opened an old chest, and with a large 
knife cut off, regardless of size or shape, enough 
silk for several handkerchiefs. When staying with 
us, my father observed in the morning that the can of 
hot water was not taken in. After permission to 
enter the room, he found that Dragonetti had not 
risen, and had slept in full dress, making a point of 
putting on all his jewelery. When his attention was 
called to the neglected hot water, he said, "I never 
vash!" It is hoped that he meant to add, "in warm 
water." With regard to such a man, . . . we can 
only arrive at one conclusion, that, kind as he was, 
he was more than eccentric.39 

(These impressions were recorded by Nunn when he was a young boy.) 

39Scelba, p. 367. 
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A somewhat more mature view of Dragonetti was taken by 

Henry Philips: 

Then Dragonetti! in him what a strange being I shall 
have to describe: he was a kindhearted man, abounding 
with eccentricities; by nature a lover of the fine 
arts; on his instrument, the double bass, perfection 
. . . Take him out of his profession, he was a mere 
child, given to the greatest frivolities. He led a 

single life, and occupied one lodging for years; which 
lodging, consisted of a bedroom, sitting -room, and a 

vacant apartment, which contained his collection of 
paintings, engravings and dolls. Dolls --do not start, 
reader! a strange weakness for a man of genious to 
indulge in, but so it was; white dolls, brown dolls, 
dark dolls, and black, large, small, middling, and 
diminutive, formed an important feature in his 
establishment. The large black doll he would call 
his wife, and she used to travel with him sometimes 
to the festivals. He and Lindley generally journeyed 
together inside the coach, and when changing horses 
in some little village, he would take this black doll 
and dance it at the window, to the infinite astonish- 
ment and amusement of the bystanders. Such was one 
of the strange eccentricities of this really great 
man. 40 

Geoffry Shortbow, who was one of the few Dragonetti 

students, offers this account: 

After I was settled in my present whereabouts, I 

called on Dragonetti at his hotel in Leicester 
Square: I was ushered by a waiter into the front 
room on the second floor, where a scene met my 
eye which I never witnessed before: the room 
looked more like a broker's shop than anything 
else; for there were a dozen basses, several violins, 
violoncellos sic , harps, guitars, etc., with 
innumerable curiosities, antique furniture, pictures, 
prints, and, above all, some dozens of dolls dressed 
in costumes of various countries, which had a most 
whimsical effect. In the midst of this hetero- 
geneous assemblage sat I1 Drago, as he is called, 
in his morning gown, and wearing a velvet cap. I 

told him the object of my visit as well as my 

40Scelba, 
p. 368. 
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bewildered intellects would permit me, and he told 
me his terms, but in such a broken sort of English 
that I could scarcely understand him for although 
he has been in this country about thirty years, he 
cannot speak our language even decently; he recom- 
mended me to learn Italian . . 

Dragonetti expressed a wish to see my country bass, 
as I understood him, so the next morning I engaged 
a porter to carry it, and when Dragonetti saw it he 
burst into a loud laugh, then said . . . "Is tat 
your contrabass ?" "Yes sir ", said I, bowing. 
"What think you of it sir ?" "Tink ", said he, "Vhy 
he vill make a cood bonnefire." "What! ", said I, 

"make a bonfire of my most valuable and unique 
instrument! ", the very thought threw me into such 
a heat that I was nearly fainting. "Look at dis," 
said he, "dis is a brobber gountrabass" . . . If 
he thought little of my country instrument, I soon 
found that he thought a vast deal less of my 
country mode of performing on it, and he gave my 
right hand such a tap with his bow that it made it 
tingle again; in short, I had to commence di novo, 
and I must candidly own, that I learnt more of the 
true character and true nature of the instrument 
after one lesson from I1 Drago, than I had done 
during the many months I had been strumming on it 
myself . . . I take lessons three times a week, 
and am happy to say that I please my master, who 
invariably treats me with a glass of the finest 
Madeira wine I ever tasted. 

. . . my master, Il Drago, calls a woman he; so 
that I have the greatest difficulty to understand 
what he means, for as a matter of course, he calls 
a man, she! Speaking of the Queen he said, "HE 
tont like de English moosick --but SHE like de 
English moosick vere much." Now who on earth 
could understand this without the key; here the 
professor means to say, that although her Majesty 
is not fond of English music he (himself) is!41 

It is only natural that stories and anecdotes arise over 

such a character as was Dragonetti. One such follows: 

A brown dog he called Carlo was given to him by 
Brigita Banti on 20 December, 1794 and was always 
with him and used to sleep under his stool in the 

41Slatford, 
Royal Musical, p. 26. 
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theatre during each performance. However, on one 
occasion Carlo accompanied a long sustained note 
from the singer Grisi with a melancholy whine. 
Grisi looked daggers and muttered a few words to 

the conductor Costa. The musicians were convulsed 
with laughter (sotto voce), the occupants of the 
stalls were indignant and the Prince Consort was 
annoyed. Dragonetti was so upset that he shed 
tears. This outrage on the feelings of the prima 
donna deprived Carlo of his free admission ticket.42 

As the quotations have shown, Dragonetti was eccentric, 

collected musical instruments, took snuff, and had a large collection 

of dolls (as Haydn did), whom he considered his family --one he called 

his wife. He never married. He sent his only sister, Maria, an 

annual pension, and after her death he continued to send half the 

amount to her husband for the duration of his life. When he died, 

he left a large sum of money to the poor of Venice, for he had died 

a wealthy man. 

At Dragonetti's death, he left a music collection of nine 

bound volumes and two portfolios, besides a large collection of 

concertos, solos, capriccios, exercises, quintets, etc., for the 

double bass, with the complete orchestral accompaniment in separate 

parcels and detached papers. This library contained more than two 

hundred volumes of operas, symphonies, sonatas, and concertos, 

collected by Dragonetti.43 

For three years following Dragonetti's death, Vincent 

Novello began to organize the library, but was too busy to finish 

the project before his retirement. At that time, he donated the 

42Elgar, 
p. 67-68. 

43Slatford, 
Royal Musical, p. 25. 
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library to the British Museum. No one, until quite recently, has tried 

to sort or catalogue the library. Mr. Rodney Slatford is currently 

working on this project and hopes soon to finish and publish his 

results.44 

There was a great deal of music composed with Dragonetti in 

mind. Rossini wrote his cello and bass duet with Dragonetti as the 

intended bass player. The Viotti violin duets were performed with 

Dragonetti on the second violin part.45 Beethoven and Haydn were 

friends of Dragonetti. How much Dragonetti influenced them in writing 

bass parts requiring players capable of his own skill is debatable. 

Beethoven conducted and played a sonata with Dragonetti, and the 

Fifth Symphony was written with highly technical bass parts. When 

the Ninth Symphony was performed in London, Dragonetti played the 

recitative as a solo bass part, since the conductor felt this was 

written for Dragonetti.46 Berlioz's review of the Beethoven -conducted 

concert (with Dragonetti performing in the orchestra) could account 

for the extremely difficult bass parts in Berlioz's music, especially 

with his interest in orchestration and first -hand information of the 

most technically demanding virtuosity on the string bass. 

Dragonetti's only published original work was a song: 

"Oh! Yes, our Love, and All its Hours!" The only other edition 

printed before his death was his arrangement of "Mozart's Grand Waltz," 

to which were added two celebrated pollaccas by Jaeger and Himmel.47 

44Slatford, 
Royal Musical, p. 25. 

45Elgar, 
p. 66. 

46Scelba, 
p. 365. 

47Slatford, Royal Musical, p. 25. 
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Ironically, Dragonetti's best known Concerto in G Major, first 

published by Alphonse Leduc, Paris 1925, is now believed to be by 

Edouard Nanny, its original editor, who was professor at the Paris 

Conservatoire. 

In the Comprehensive Catalogue of Literature for the String 

Bass, published in June of 1958, five works of Dragonetti were being 

published and were available: Andante and Allegro, Grande Allegro, 

Variation Brilliante, the fake Nanny Dragonetti Concerto in G Major, 

and a Duo for Violoncello and Bass.48 Considering that Dragonetti 

wrote at least eight concertos and over forty works with solo double 

bass, it is no wonder that over the last few years, thanks to 

Mr. Slatford's research, newly published works are coming out annually. 

Dragonetti obviously had quite an influence on string bass 

technique. He was noted for his flashy harmonics. Up to this time, 

harmonics were not very prevalent on the string bass. Many of his 

newly published works, such as the Andante and Rondo, have these 

prominent harmonic sections. 

In 1800 there were over twelve standard tunings for string 

basses, with various string numbers (three to six) on each instrument. 

In performing compositions from 1600 to 1800 it is important to take 

careful consideration of the original tuning for that particular 

piece. It is known that Dragonetti had unorthodox methods of tuning 

for the special effects, which he kept his own secret. For solo 

performances, he used the three -string Gasparo tuned in fourths or 

48Murray 
Grodner, Comprehensive Catalogue of Literature for 

the String Bass (Bloomington: Indiana University Press, 1958), p. 15. 
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fifths, but in his orchestral performance he tuned his bass in fourths.49 

This became the standard tuning for orchestral playing. 

Dragonetti used what is currently called a German style 

(Gamba type) bow, as opposed to the French style (violin type) bow. 

Dragonetti's bow was the same as that of the old style double bass 

gamba. Bottesini, a well -known bass virtuoso following Dragonetti, 

used a French style bow, holding it like the violin bow. Apparently 

a few people heard both Dragonetti and Bottesini perform on the double 

bass, and they felt that Dragonetti was a far superior performer.50 

John Ella, a famous conductor, went so far as to say that 

Dragonetti was a clear example of selfishness in refusing instruction 

to young students on the instrument (Dragonetti had only a couple of 

students). In the strict sense of the word, Dragonetti did not create 

a distinct school of playing, but his method of approach and spirited 

outlook still exist through his followers. Many composers wrote 

music specifically for him. Not only were Dragonetti's performances 

memorable, but his natural and complete understanding of his instru- 

ment led the way for the bassists who followed him in history. The 

past two hundred years have given rise to all kinds of experimentation 

with the form, tuning, performance practices, and teaching methods of 

the double bass. Still, one must always look back to Dragonetti, to 

follow the unwritten practical and theoretical statements that he 

left as a tradition. 

49 
Lajos Montag, "Domenico Dragonetti: 200th Anniversary," 

The Bass Sound Post (November 1967), p. 5. 

50Elgar, 
p. 66. 



CHAPTER 2 

SERGE ALEXANDROVITCH KOUSSEVITZKY 

Serge Alexandrovitch Koussevitzky was born July 26, 1874, 

in Vishny -Volotchok, Russia (a town 160 miles northwest of Moscow). 

Serge's father, Alexander Koussevitzky (a musician with auxiliary 

occupations), and mother, Ann Barabeitchik (a pianist), were both 

musicians of Jewish ancestry. When Serge was three years old his 

mother died. With several brothers and sisters, the family discipline 

was very severe. Alexander insisted that his children rigidly observe 

the elaborate, taxing ritual of orthodox Judaism. 

Serge received his first musical training on the violin from 

his father. He was then taken under the wing of a local patroness 

named Maria Fiodorovna Ropenberg, at the age of eight years. She 

gave him lessons on the piano, and soon he was playing duets with her, 

thanks to his musical talent. Ignorant of music theory, Serge began 

to compose incidental music for dramatic performances at the local 

theater. He was put in charge of the music department of the theater, 

and between the ages of twelve to fourteen "he did all the musical 

work in connection with the town. "51 

Whatever the reason, Serge would run away from home several 

days at a time, following the itinerant musicians around. For some 

51Moses 
Smith, Koussevitzky (New York: Allen, Towne and 

Heath, Inc., 1947) , p. 5. 
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time, Serge would go to Moscow for private lessons on the cello. Since 

he was Jewish, he could not stay in Moscow without being formally 

enrolled at a Conservatory. On the train between Vishny -Volotchok 

and Moscow, Serge would entertain fellow passengers for tips. 

At seventeen years of age Serge left his family for Moscow, 

to become a candidate for admission to the Imperial Moscow Conservatory. 

Serge was immediately turned down, since they were in the middle of 

the term, and he was told to come back at the start of the next term. 

He promptly went to the rival conservatory, the Moscow Philharmonic 

Society. The Philharmonic refused him, too. Serge became furious, 

and rushed past the doorman into the director's office, and had quite 

a temper tantrum. (Later when he was with the Boston Symphony, he 

continued this type of behavior.) The director (Piotr Adamovitch 

Shostakovsky) tried to soothe him, and finally yielded by letting 

Serge join the Philharmonic, on the condition that he would play 

trombone or double bass, since Serge had no money for tuition.52 

Serge studied with Joseph J. Rambousek (a Czechoslovakian, 

trained in Prague) who was the principal double bass player at the 

Bol'shoi Theatre in Moscow. In 1892, Koussevitzky played the Andante 

Cantabile from Tchaikovsky's First String Quartet for the composer. 

He had made such rapid progress that he was presented to Tchaikovsky 

as a double bass virtuoso.S3 In 1894, at the age of twenty, Serge 

became a regular player in the Bol'shoi Imperial Theatre.54 

52Arthur Lourie, Sergei Koussevitsky and his Epoch (New York: 
Alfred A. Knopf, 1931), p. 29. 

53The 
New Grove Dictionary of Music and Musicians (1980), 

s.v. " Sergey Koussevitzky". 

54Lourie, 
pp. 32 -33. 
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Around this time, Koussevitzky learned of a vacancy in the 

Imperial Opera at St. Petersburg, and he entered the competition. 

After he played, half of the contestants did not even bother to try 

out! Serge was awarded the position, but in one of his typical 

boyhood pranks, refused to accept the desk. (He probably never 

had any intention of accepting the position.)55 

In 1896, Serge made his first appearance as a solo double 

bass player in Moscow, and occasionally played in St. Petersburg 

and other Russian cities. When Simandl, a well -known Viennese 

double bass player, appeared in a recital in Moscow, it was generally 

agreed that Koussevitzky was a superior performer. Serge was now 

principal of the Bol'shoi Theatre Orchestra. 

In 1901, Rambousek (Serge's bass teacher) died, and Serge, 

at twenty -seven years of age,was chosen to fill the Philharmonic 

School position. Apparently Serge was not a very good student in 

counterpoint, orchestration, etc. (excelling only in string bass), 

and to make his appointment more meaningful, they first presented 

Serge with the "Free Artist" diploma.56 

Around 1902, Serge married Nadezhda Galat, a ballet dancer. 

During this time they suffered from poverty on their meager salaries. 

They were divorced in 1905. 

In March of 1903 Serge made his first appearance as a 

soloist on the double bass in Western Europe, in Berlin. The agency 

in charge of the arrangements regarded him as the typical foreign star. 

55Grove, 
p. 219. 

56Smith, 
p. 16. 
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After obtaining the customary fee from him, they organized a concert- - 

but not a single poster was displayed in the city. When Koussevitzky 

expressed his concern over the subject, they replied: "You're 

surprised that there aren't any posters? You're a strange man! 

Why do you want them? Nobody knows you here, so who would read them ?" 

Koussevitzky was indignant. "What do you mean by who would read them ?" 

he demanded. "I should read them myself! "S7 The reviewers at the 

concert compared Koussevitzky to Bottesini. He performed a second 

recital in Berlin in December of 1903. Needless to say, this time 

there were several posters displayed around the whole city. One of 

the reviewers observed that Koussevitzky used a three -quarters or 

smaller size instrument that made it almost seem like a cello. 

In September of 1905 Serge married Natalya Konstantinovna 

Ushkov. They had met at the Philharmonic School, and he had attended 

many parties at her home. Natalya was a beautiful blonde who had 

attended the University of Moscow, and who spoke German, French, and 

English. She was the daughter of a very wealthy tea merchant. The 

tea firm did a gross business of approximately 38,000,000 rubles a 

year. Not only had Serge gotten a wife, but he had gained the 

effective control of a huge fortune. Soon after the marriage, Serge 

resigned for the Bol'shoi Theatre Orchestra. 

The Koussevitzkys moved to Berlin in 1906. (Russia was 

going through much political turmoil.) In Berlin the Koussevitzkys 

entertained lavishly, and met the outstanding musicians of the world. 

By the end of 1906 Serge was in full swing as a virtuoso of the double 

bass on the Western European scene. 

57 
Lourie, p. 35. 
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In 1906 he gave two recitals in Berlin. He toured Central 

Europe, playing at least twice in Vienna. In the spring of 1907 he 

gave two concerts in Paris, followed by two concerts in London. 

From 1903 -1908, with his abundant concert touring, Serge was very 

short on music to perform. Many times he shared the concert with 

other artists due to the limited amount of music available for the 

string bass. He wrote several transcriptions from cello music, small 

original works, and with the help of Gliere, he wrote a Concerto for 

String Bass and Orchestra.58 (Remember, he did very poorly in 

composition, counterpoint, etc., in school!) 

In 1908, having acquired some knowledge of conducting methods 

from observing Nikisch, he conducted a student orchestra at the Berlin 

Hochschule Fill- Musik. He then engaged the Berlin Philharmonic to 

make his public debut as conductor, thanks to his extreme wealth. 

Serge's method of learning to conduct was simply to observe Nikisch, 

Mahler, Weingartner, Mottl, Schuch, etc. He would follow their 

performances from the score, then imitate them, and would then hire 

a pianist to play through the work until he was ready to conduct an 

orchestra. Serge must have been quite successful as a conductor, 

since his reviews were very good. 

In addition to having a dual career as a double bass soloist 

and conductor, Serge now embarked on a third --as a music publisher. 

On March 16, 1909, the Russian Music Publishing House (Editions 

Russes de Musique) was formally organized, with a capital of half 

a million rubles, under the sponsorship of Koussevitzky and his wife. 

58Grove, 
p. 220. 
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The exclusive function of the firm was to publish works by Russian 

composers. Scriabin (Russia's most popular composer at the time) 

was the first to sign on with the new firm. Rachmaninoff became a 

member of the advisory board of the new enterprise.59 

In 1908 -1909 it became obvious that Serge's interest in 

playing the double bass was diminishing, at the same time that his 

ambition to conduct increased. During that two -year time period, 

Serge conducted the London Symphony, the Vienne Konzertverein, and 

the Colonne Orchestra in Paris. 

Serge returned to Russia in the fall of 1909 to conduct 

four concerts of the St. Petersburg Division of the Imperial Russian 

Music Society, and supervise the Society's concerts. St. Petersburg 

and Moscow were the most brilliant musical cultures of the world. 

They had fine conservatories with gifted students such as Leopold 

Auer, Elman, Zimbalist; and later on, Heifetz and Milstein would 

emerge.60 From 1909 -1920, Serge conducted, taking his orchestra by 

riverboat to townships along the Volga for many tours.61 During these 

tours, Serge always performed new music, and developed quite a rapport 

with his audiences. Serge's publishing company by then had contracts 

with Medtner, Prokofiev, Rachmaninoff, Scriabin, and Stravinsky. 

In 1920 Serge left Russia with as many personal effects as 

he could take and moved to Berlin. Serge's publishing firm, which 

had several locations in various countries, was much better off in 

Germany than the Koussevitzkys had anticipated, since they had heard 

59Smith, p. 16. 

60Smith, 
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61Grove, 
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stories of Germany melting most of the plates down for bullets in 

World War I.62 The gloomy post -war luster of Berlin was not the place 

for the Koussevitzkys, and they soon moved to Paris. Fortunately, 

the Ushkov fortune had not been limited to Russian holdings. For 

the next four years, Paris was to be their home. 

During those four years Serge started soloing more often on 

his double bass, giving several concerts in such places as London, 

Paris, and Rome (The Royal Academy of St. Cecilia). During the course 

of his concerts in Italy he was requested to give a recital in the 

town in which Bottesini was born, for which he could name his own 

terms. In this town was a " Bottesini cult ", and Koussevitzky was 

regarded as a worthy successor of the great contrabassist. He 

refused the offer, since he was in a hurry to get to England. 63 

He also made some solo double bass phonograph records, which are now 

collectors' items. Serge started out guest conducting in London and 

various places, and soon he organized his own concert series in Paris 

( "Concerts Symphoniques Koussevitzky "). He hired the top musicians 

and had as many rehearsals as were needed to perform such premieres 

as Mussorgsky's Pictures at an Exhibition, in Ravel's orchestration, 

commissioned by Koussevitzky, and Honegger's Pacific 231.64 

He also conducted Paris productions of Boris Godnov, Prince Igor and 

the Queen of Spada, but otherwise was seldom concerned with opera. 

His concert series was the most popular in Paris. 

62Smith, 
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Works by Ravel, Stravinsky, Prokofiev, Honegger, and Milhaud 

were presented in concert, and, of course, published by the 

Koussevitzky publishing firm. All three of Serge's professions did 

well during this time. In the fall Koussevitzky was to assume the 

conductorship of the Boston Symphony in America, since Pierre Monteux's 

resignation took effect at that time. 

When Serge started as conductor of the Boston Symphony it 

was in pretty bad condition. Many of the good musicians had defected 

to the greater centers: New York, Philadelphia, and Chicago.65 The 

first class musicians who still remained were swallowed up in the 

general mass. Apparently the concerts had lost their former prestige, 

and subscriptions had almost ceased. By the second season, Serge had 

dismissed a score of musicians, and had appointed foreign musicians- - 

old Russian friends and Paris musicians who had worked at the Concerts 

Koussevitzky. Several of the musicians, especially those who had 

been discharged, felt the reason for their dismissal was their having 

"found him out" (discovered his musical deficiencies).66 Serge fought 

with many of the fine musicians. Longy, the first oboe, and.Richard 

Burgin, the concertmaster, both had serious disputes with him. 

Fortunately for Burgin (a fine violinist who studied with Leopold 

Auer) his dispute was resolved. Longy was not as lucky, and his 

resignation was subsequently announced. 

It should be pointed out that Serge Koussevitzky was an 

extremely talented musician, but due to his poor training in conducting, 

he did have some serious problems in his technique. It was well known 

65Lourie, 
pp. 209-210. 

66Smith, 
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that he always hired a pianist- arranger, to break down the complicated 

scores to piano reductions with appropriate cues. He also practiced 

with the pianist until he had the score well in hand. Much of the 

criticism was well- founded, but Serge made up for his deficiencies 

by his vibrant concept of sound, excellent musicianship, and by 

surrounding himself with fine musicians. He was also a very quick 

learner, and became a fine conductor in spite of his limited training. 

Within six years Serge had made the orchestra the finest body 

of musicians in the world.67 The subscriptions were at an all time 

high, and the tours were always attended with enormous success. 

Even though Serge started out his tenure in Boston with rather con- 

servative programming, he was soon back to his usual practice of 

introducing new and exciting works.68 

In 1934 the Berkshire Symphonic Festival was organized by 

Henry Hadley, and in 1935 Koussevitzky and the Boston Symphony were 

invited to present the festival program for the following summer. 

Koussevitzky consented to the concerts even though he had refused 

previous summer offers in America. The location was ideal, and here 

was an opportunity to establish an important music festival. A 

permanent shed was inaugurated on August 4, 1938. In 1940 Koussevitzky 

established the Berkshire Music Center as a summer school of instruc- 

tion, with its own auditorium for public concerts. He taught classes 

67Lourie, 
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68Hugo 
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in conducting, and one of his students, Leonard Bernstein, was later 

to succeed him in this capacity.69 

After the death of his wife in 1942, Serge established the 

Koussevitzky Music Foundation in Mme. Koussevitzky's memory.70 Its 

first use was the financial sponsorship of the activities in Tanglewood, 

in the summer of 1942. Its primary service has been to provide 

commissions for specific works by contemporary writers. In 1950 a 

permanent endowment made the Library of Congress the repository of 

all scores commissioned by the Foundation. 

In 1946 Serge Koussevitzky resigned from the conductorship 

of the Boston Symphony. He married Olga Naumov, a niece of his 

first wife, in 1947. He occasionally guest conducted in Europe, 

and was always present at Tanglewood. On June 4, 1951, Koussevitzky 

died. 

Koussevitzky composed Concerto for Double Bass, Humoresque, 

Valse Miniature, and Chanson Triste, for the double bass, Overture 

and Passacaglia on a Russian Theme for Orchestra, transcribed 

J. S. Bach's "Christ lag in Todesbanden" for chamber orchestra, and 

Reria Paschatos, for woodwind and brass. Koussevitzky transcribed 

the following works for the double bass: 

Handel: Sonata (Violin) 
Galliard: Sonata (Cello) 
Eccles: Sonata (Cello) 
Mozart: Concerto (Bassoon) 
Bruch: Kol Nidrei 
Bach: Aria (from Cantata No. 12) 

R. Strauss: Sonata (Cello) 
Scriabin: two Etudes Opus 74 

69Grove, 
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Koussevitzky's influence on the technique of string bass 

playing seems almost inconsequential in view of his prominent position 

and great influence. He played the cello in his early training, and 

the Galliard, Eccles, Strauss, and Bruch transcriptions were all taken 

from the cello literature. He also used scordatura tuning on his 

bass, one whole step higher than the normal tuning (A E B Fit, from 

the normal tuning of G D A E). Considering this abnormal tuning and 

the fact that he used an extremely small bass (almost cello size), 

it appears that he could quite easily use his cello fingering on the 

bass, especially in the high register. The scordatura tuning by 

Koussevitzky became the standard tuning for the double bass solo 

literature. The new tuning created a more resonant bass that carried 

much better in concert halls, and gave the viol -type instrument the 

possibility of soloing with an orchestra and still being able to 

project. 

The fingering technique of using the third finger was very 

obviously required in order to play the Koussevitzky pieces and had 

been used by other bass virtuosos in the past (Dragonetti and Bottesini, 

especially). The advent of the electric bass, with the use of the 

third finger in low and high positions because of its small size, 

reinforced the use of this particular fingering. 

His use of a small size bass caused much consternation of 

the part of Serge's critics, who were, however, unable to agree on 

the proper size because of the many shapes and sizes of the double 

bass at that time. Koussevitzky owned several basses. In his early 

period from 1902 -1911 he owned at least three: a Maggini, an Andrea 

Guarneri, and an instrument dated 1889, from the Saxon firm of 
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Glaessel and Herbig. The Maggini had an interesting background, since 

Serge discovered it in Hungary, and its owner was an old gypsy musician. 

The gypsy was reluctant to part with the instrument because it was 

supposed to bring good luck to his family. His superstition yielded 

to the wad of bills Koussevitzky displayed! Later, in the 1920's, 

Serge bought an Amati which was a small size (approximately 38 inch 

string length), and which he used from that time on.71 

To increase the accessibility of his basses for solo purposes, 

Serge had the top of his instrument cut. The length of the belly was 

not affected, nor its width at the bottom, but the projecting corners 

at the top were shaved off. There was no effect on the sonority or 

tone -quality of the instrument. He was able to reach around the 

instrument much more easily, to come closer to the fingerboard near 

the bridge. His hands were small, and he was rather slight in 

stature, which might explain his use of small basses, and the cutting 

of the top shoulder. 

It is interesting to note that the double bass virtuosi, 

Dragonetti, Bottesini, and Koussevitzky, are separated from one 

another by intervals of fifty years. There were other great bass 

performers during these eras, such as Simandl and Nanny during 

Koussevitzky's time, but it appears that the musical culture only 

permits one double bass soloist to reign. The development of the 

double bass, and mastery and enrichment of the technical and tonal 

possibilities, lies directly with these three virtuosos. (It is 

interesting to note that Dragonetti and Bottesini were also 

conductors.) When Koussevitzky began his career as a double bass 

71Smith, pp. 41-42. 
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soloist, the memory of Bottesini still existed. Koussevitzky's 

playing, in comparison to his predecessors', was modernized. He 

toned down and transformed the typical sonority of the orchestral 

bass, approximating it to that of the cello. He gave us more of the 

straight -line contours, and simplified intonation characteristic of 

this type instrument. Like his orchestral interpretation, his 

playing was refined, exquisite and expressive. 

Koussevitzky's approach to the double bass, by virtuoso 

standards, was both conservative and limited. Even his own compo- 

sitions were very much in the traditional virtuoso style, and could 

at best be considered a poor imitation of Bottesini, his predecessor 

by more than half a century. His contributions to the bass repertoire 

are few. His Concerto for Bass, which he wrote in 1902 with the 

help of Gliere, was his only significant work. Even though Serge 

commissioned many works for the Boston Symphony Orchestra, not one 

appears to have been written for the double bass. When the 

Koussevitzky Foundation was established toward the end of Serge's 

life, it would seem to have been the ideal opportunity, and more 

importantly, a necessity, for this dedicated virtuoso of the double 

bass to commission a double bass concerto. 

Koussevitzky was an outstanding conductor of the Boston 

Symphony Orchestra. His flamboyant and dynamic personality, marked 

with frequent titanic rages, and his love for contemporary works, 

made him one of the truly great conductors. Since he was an out- 

standing bass virtuoso in early life, it seems tragic that his 

contributions directly affecting the bass world were not more 

significant and numerous, especially in view of his position and 

stature. He could have been our greatest virtuoso. 



APPENDIX A 

The following is a list of the world premieres presented by 

the Boston Symphony Orchestra during the tenure of Serge Koussevitzky 

(1924- 1946), in chronological order:72 

Composer 

Arthur Bliss 
Edward Burlingame 

Hill 
Adolphe Borchard 
Henry Eichheim 
Aaron Copland 
Henry F. Gilbert 
Germaine Tailleferre 
Timothy Mather 

Spelman 
Jacques Ibert 
Alexander Lang 

Steinert 
Filip Lazar 
Albert Roussel 
Aaron Copland 
Ottorino Respighi 
Alexander Tansman 
Edward Burlingame 

Hill 
Frederick Shepherd 

Converse 
Roger Huntington 

Sessions 
Vladimir Dukelsky 

Bohuslav Martinu 
Alexander Tansman 
Conrad Beck 

Composition 

Concerto for Two Pianos 
Scherzo for Two Pianos 

and Orchestra 
L'Elan 
A Chinese Legend 
Music for the Theatre 
Symphonic Piece 
Jeux de Plein Air 
Assisi, the Great Pardon 

of St. Francis 
Chant de Folie 
Southern Night 

Tziganes 
Suite in F major 
Piano Concerto 
Vetrate de Chiesa 
Symphony in A minor 
Lilacs 

Flivver Ten Million 

Symphony in E minor 

Suite from the ballet, 
"Zephyr et Flore" 

La Bagarre 
Second Piano Concerto 
Symphony No. 3 for 

String Orchestra 

72Smith, 
pp. 363-369. 
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Date of First 
Performance 

December 19, 1924 
December 19, 1924 

March 20, 1925 
*April 3, 1925 
November 20, 1925 
February 26, 1926 
March 5, 1926 
March 26, 1926 

April 23, 1926 

October 15, 1926 

October 29, 1926 
January 21, 1927 
January 28, 1927 

February 25, 1927 
March 18, 1927 

March 31, 1927 

April 15, 1927 

April 22, 1927 

April 29, 1927 

November 18, 1927 

December 29, 1927 

February 10, 1928 

*Conducted by composer. 



Composer 

Filip Lazar 
Walter Piston 
Edward Burlingame Hill 
Frederick Shepherd 

Converse 
Luigi Lorenziti 
Nicolas Lopatnikoff 
Aaron Copland 

Bohuslav Martinu 
Jacques Janin 
Werner Josten 
Blair Fairchild 
Arnold Bax 

Marcel Lucien Tournier 
Filip Lazar 
Walter Piston 
Vladimir Dukelsky 

Samuel Gardner 
Edward Burlingame Hill 

J.S. Bach (arranged for 
string orchestra by 
Pick -Mangiagalli) 

Albert Roussel 
Ottorino Respighi 
Serge Prokofiev 
Howard Hanson 

Edward Burlingame Hill 
Arthur Honegger 
Paul Hindemith 

Harold Morris 
Harl McDonald 
Serge Rachmaninov 

(arranged by Ottorino 
Respighi) 

Nikolai Tcherepnin 

Nikolai Tcherepnin 

George Gershwin 
Aaron Copland 
Vladimir Dukelsky 

Composition 

Music for Orchestra 
Symphonic Piece 
Symphony in B -flat major 
California 

Venetian Symphony 
Scherzo 
Two Pieces for String 

Orchestra 
La Symphonie 
Symphonie Spirituelle 
Jungle 
Chants Negres 
Symphony No. 2 in 

E minor and C 

Feerie 
Concerto Grosso No. 1 

Suite for Orchestra 
Symphony No. 2 in 

D -flat major 
Broadway 
Ode for Chorus and 
Orchestra 

Two Preludes 

Symphony in G minor 
Metamorphoseon Modi XII 
Symphony No. 4 

Symphony No. 2, 

"Romantic" 
Symphony No. 2 in C major 
Symphony 
Konzertmusik (for brass 

and string instruments) 
Piano Concerto 
San Juan Capistrano 
Five Picture -Studies 

Eight Miniatures (after 
a Russian illustrated 
alphabet) 

Prelude: In Memory of 
Rimsky- Korsakov 

Rhapsody No. 2 

Symphonic Ode 
Epitaph 
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Date of First 
Performance 

March 23, 1928 
March 23, 1928 
March 30, 1928 
April 6, 1928 

April 20, 1928 
April 27, 1928 
December 14, 1928 

December 14, 1928 
March 1, 1929 
October 25, 1929 
December 6, 1929 
December 13, 1929 

December 20, 1929 
February 21, 1930 

*March 28, 1930 
April 25, 1930 

*April 18, 1930 
October 17, 1930 

October 17, 1930 

October 24, 1930 
November 7, 1930 
November 14, 1930 
November 28, 1930 

November 28, 1930 
March 19, 1931 
April 3, 1931 

October 23, 1931 
October 30, 1931 
November 13, 1931 

*November 27, 1931 

*November 27, 1931 

January 29, 1932 
February 19, 1932 
April 15, 1932 

*Conducted by composer. 



Composer 

Henri Martelli 
Edward Burlingame Hill 

John Alden Carpenter 
Florent Schmitt 

Frederick Shepherd 
Converse 

Louis Gruenberg 
Nikolai Tcherepnin 

Emerson Whithorne 
Roy Harris 
Nicolai Berezowsky 
Serge Koussevitzky 

Ernst Toch 
Frederick Shepherd 
Converse 

Alexander Lang Steinert 

Nicolai Berezowsky 

David Stanley Smith 
Roy Harris 
Carlos Chavez 
Allan A. Willman 
Werner Josten 
Leo Sowerby 
Edward Burlingame Hill 
Walter Piston 
Thomas de Hartmann 
Leo Sowerby 
Nicolai Berezowsky 

Edward Burlingame Hill 
Vladimir Dukelsky 
Roy Harris 
David Stanley Smith 
William Schuman 

Howard Hanson 
Nicolas Lopatnikoff 
George Foote 

Edward Burlingame Hill 

Composition 

Concerto for Orchestra 
Concertino for Piano and 
Orchestra 

Patterns 
Symphonie Concertante 

for Piano and Orchestra 
Prophecy 

Symphony No. 1 

Three Pieces for 
Orchestra 

Moon Trail 
Symphony: 1933 
Symphony No. 2 

Passacaglia on a Russian 
Theme 

Big Ben 
American Sketches 

Concerto Sinfonico for 
Piano and Orchestra 

Concerto Lirico for 
'Cello and Orchestra 

Epic Poem 
Symphony No. 2 

Sinfonia India 
Solitude 
Symphony in F 

Piano Concerto No. 2 
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Date of First 
Performance 

April 22, 1932 
April 25, 1932 

October 21, 1932 
November 25, 1932 

December 16, 1932 

February 10, 1933 
October 13, 1933 

December 15, 1933 
January 26, 1924 
February 16, 1934 
October 12, 1934 

+December 21, 1934 
February 8, 1935 

February 8, 1935 

February 22, 1935 

*April 12, 1935 
+February 28, 1936 
*April 10, 1936 
April 20, 1936 
*November 13, 1936 
November 30, 1936 

Symphony No. 3 in G major December 3, 1937 
Symphony No. 1 *April 8, 1938 
'Cello Concerto April 14, 1938 
Organ Concerto in C major April 22, 1938 
Variations and Finale for October 21, 1938 

String Quartet and 
Orchestra 

Violin Concerto 
Dedicaces 
Symphony No. 3 

Symphony No. 4 

American Festival 
Overture 

Symphony No. 3 

Symphony No. 2 

Suite, "In Praise of 
Winter" 

Concertino for String 
Orchestra 

November 11, 1938 
December 16, 1938 
February 24, 1939 
*April 14, 1939 
October 6, 1939 

*November 3, 1939 
December 22, 1939 
January 5, 1940 

April 19, 1940 

*Conducted by composer. 

+Conducted by Richard Burgin. 



Composer 

Mario Castelnuovo- 
Tedesco 

Paul Hindemith 
J.S. Bach -Serge 

Koussevitzky 

William Schuman 
Arthur Lourie 

Bohuslav Martinu 

Nicolas Lopatnikoff 
Bohuslav Martinu 
Roy Harris 
Vladimir Dukelsky 

William Schuman 
Igor Stravinsky 
Lukas Foss 
Nicolai Berezowsky 
Arcady Dubensky 
Walter Piston 

William Schuman 
Gardner Read 
Howard Hanson 
Bohuslav Martinu 
Igor Stravinsky 
Igor Stravinsky 
Alexander Gretchaninov 
Samuel Barber 
Roy Harris 
David Diamond 
Arnold Schonberg 
Bela Bartok 
Arthur Lourie 

Heitor Villa -Lobos 
Edward Burlingame Hill 

Nicolas Lopatnikoff 

Bohuslav Martinu 
Gian -Carlo Menotti 

Composition 

Cipressi 

'Cello Concerto 
Prelude and Fugue in C 

major, No. 17, tran- 
scribed for wind 
orchestra 

Symphony No. 3 

Symphony No. 2, 

"Kormtchaia" 
Concerto Grosso for 

Chamber Orchestra 
Violin Concerto 
Symphony No. 1 

Symphony No. 5 

Violin Concerto in G 
minor 

A Free Song 
Ode 
The Prairie 
Symphony No. 4 

Prelude and Fugue 
Prelude and Allegro for 

Organ and Strings 
Symphony for Strings 
Symphony No. 2 

Symphony No. 4 

Violin Concerto 
Circus Polka 
Four Norwegian Moods 
Missa Oecumenica 
Symphony No. 2 

Symphony No. 6 

Symphony No. 2 

Theme and Variations 
Concerto for Orchestra 
The Feast During the 

Plague 
Choros No. 12 

Music for English Horn 
and Orchestra 

Concertino for 
Orchestra 

Symphony No. 3 

Piano Concerto in 
F major 
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Date of First 
Performance 

October 25, 1940 

February 7, 1941 
+March 21, 1941 

October 17, 1941 

November 7, 1941 

November 14, 1941 

April 17, 1942 
November 13, 1942 
February 26, 1943 

+March 19, 1943 

March 26, 1943 
October 8, 1943 
October 15, 1943 
*October 22, 1943 
April 12, 1943 
October 29, 1943 

November 12, 1943 
*November 26, 1943 
*December 3, 1943 
January 7, 1944 
*January 14, 1944 
*January 14, 1944 
February 5, 1944 
March 3, 1944 
April 14, 1944 
October 13, 1944 
October 20, 1944 
December 1, 1944 
January 5, 1945 

*February 23, 1945 
March 2, 1945 

March 2, 1945 

October 12, 1945 
+November 3, 1945 

*Conducted by composer. 

+Conducted by Richard Burgin. 



Composer 

Vladimir Dukelsky 
Alexander Gretchaninov 
Samuel Barber 

Composition 

'Cello Concerto 
Elegy, Opus 175 
'Cello Concerto 

Date of First 
Performance 

January 4, 1946 
March 29, 1946 
April 5, 1946 
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APPENDIX B 

The following are compositions by American composers, presented 

by the Boston Symphony Orchestra during the tenure of Serge Koussevitzky 

(1924- 1946). This list includes composers born in the United States, 

or a few, such as Berezowsky, whose entire careers were in the United 

States. Stravinsky would be classified as European. (This list does 

not include Latin American composers such as Chavez.)73 

Achron, Joseph 
Barber, Samuel 

Bennett, Robert Russell 

Berezowsky, Nicolai 

Bernstein, Leonard 
Bloch, Ernest 

73Smith, 
p. 370. 

Concerto for Violin and Orchestra 
Commando March 
Concerto for 'Cello and Orchestra 
Concerto for Violin and Orchestra 
Essay for Orchestra 
Overture, The School for Scandal 
Second Symphony 
Sights and Sounds, an Orchestral 

Entertainment 
Concerto for Violin and Orchestra 
Concerto for Viola and Orchestra 
Concerto Lirico for 'Cello and 
Orchestra 

Symphony No. 1 

Symphony No. 2 

Symphony No. 3 

Symphony No. 4 

Toccata: Variations and Finale 
for String Quartet and Orchestra 

Symphony, "Jeremiah" 
America 
Concerto for Violin and Orchestra 
Concerto Grosso 
Four Episodes for Chamber Orchestra 
Helvetia 
Macbeth 
Shelomo 
Suite for Viola and Orchestra 
Three Jewish Poems 
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Carpenter, John Alden 

Chadwick, George 

Converse, Frederick 
Shepherd 

Copland, Aaron 

Cowell, Henry Dixon 
Creston, Paul 

Daniels, Mabel W. 

Diamond, David 

Dubensky, Arcady 
Dukelsky, Vladimir 

Eichheim, Henry 

Fairchild, Blair 
Foote, Arthur 

Foote, George 

Foss, Lukas 
Gardner, Samuel 

Adventures in a Perambulator 
Concerto for Violin and Orchestra 
Danza 
Patterns 
Skyscrapers 
Song of Faith 
Noel (from Symphonic Sketches) 
Overture, "Melpomene" 
Sinfonietta in F major 
Tam o' Shanter 
American Sketches 
California 
Flivver Ten Million 
Prophecy 
A Lincoln Portrait 
Appalachian Spring 
Billy the Kid 
Concerto for Piano and Orchestra 
Danzon Cubano 
El Salon Mexico 
Music for the Theatre 
Quiet City 
Symphonic Ode 
Symphony for Organ and Orchestra 
Two Pieces for String Orchestra 
Hymn and Fuguing Tune 
Frontiers 
Pastorale and Tarantella 
Symphony No. 2 

Exultate Deo 
Prelude, "Deep Forest" 
Rounds for String Orchestra 
Symphony No. 2 

Prelude and Fugue 
Concerto for Violin and Orchestra 
Concerto for 'Cello and Orchestra 
Dedicaces 
Epitaph 
Symphony in F major 
Symphony in D -flat major 
Zephyr et Flore (excerpts) 
Bali 
Burma 
A Chinese Legend 
Java 
Chants Negres 
A Night Piece 
Suite in E major for Strings 
Suite, "In Praise of Winter" 
Variations on a Pious Theme 
The Prairie 
Broadway 
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Gershwin, George Concerto in F for Piano and Orchestra 
Porgy and Bess (A Symphonic Picture 

by Robert Russell Bennett) 
Rhapsody No. 2 

Gilbert, Henry F. Symphonic Piece 
Goldmark, Rubin A Negro Rhapsody 
Gould, Morton Concerto for Orchestra 

Cowboy Rhapsody 
Harvest 
Spirituals 

Griffes, Charles Poem for Flute and Orchestra 
Tomlinson The Pleasure Dome of Kubla Khan 

Gruenberg, Louis The Daniel Jazz 
The Enchanted Isle 
Jazz Suite 
Symphony No. 1 

Hadley, Henry Andante from Symphony No. 3 

Angelus from Symphony No. 3 

Salome 
Suite, "Streets of Pekin" 
Symphony No. 4, "North, East, South, 
West" 

Hanson, Howard Symphony No. 1, "Nordic" 
Symphony No. 2, "Romantic" 
Symphony No. 3 

Symphony No. 4 

Harris, Roy Folk -Song Symphony 
Symphony: 1933 
Symphony No. 2 

Symphony No. 3 

Symphony No. 5 

Symphony No. 6 

Hill, Edward Burlingame An Ode 
Concertino for Piano and Orchestra 
Concertino for String Orchestra 
Concerto for Violin and Orchestra 
Lilacs 
Music for English Horn and Orchestra 
Scherzo for Two Pianos 
Sinfonietta in One Movement 
Sinfonietta for String Orchestra 
Symphony No. 1 in B -flat 
Symphony No. 2 in C major 
Symphony No. 3 in G major 

Jacobi, Frederick Indian Dances 
Ode 

James, Philip Station WGZBX 
Josten, Werner Jungle 

Symphony in F 

Two movements from Concerto Sacro 
Koutzen, Boris Concerto for Five Solo Instruments 

and String Orchestra 



Langendoen, Jacobus 

Levant, Oscar 

Loeffler, Charles 
Martin 

McDonald, Harl 
MacDowell, Edward A. 

McKinley, Carl 
Mason, Daniel Gregory 
Menotti, Gian -Carlo 
Morris, Harold 
Piston, Walter 

Read, Gardner 

Schelling, Ernest 
Schuman, William 

Sessions, Roger H. 

Shepherd, Arthur 
Smith, David Stanley 

Sowerby, Leo 

Spelman, Timothy Mather 

Steinert, Alexander 
Lang 

Improvisations 
Variations for String Orchestra on 

a Dutch Theme of A. Valerius 
Dirge 
Overture 1912 
Canticum Fratris Solis 
Evocation 
La Bonne Chanson 
La Mort de Tintagiles 
Memories of My Childhood 
A Pagan Poem 
San Juan Capistrano 
"Hamlet; Ophelia," Two Poems for 

Orchestra 
"In War Time" from Indian Suite 
Piano Concerto No. 2 in D minor 
Masquerade 
Symphony in C minor 
Piano Concerto in F major 
Piano Concerto 
Concertino for Piano and Orchestra 
Concerto for Orchestra 
Concerto for Violin and Orchestra 
Prelude and Allegro for Organ and 

Strings 
Sinfonietta 
Suite for Orchestra 
Symphonic Piece 
Symphony No. 1 

Symphony No. 2 

Suite for String Orchestra 
Symphony No. 2 

Morocco 
American Festival Overture 
A Free Song 
Prayer in Time of War 
Symphony No. 2 

Symphony No. 3 

Symphony for Strings 
Symphony in E minor 
Symphony No. 2 in D minor 
Epic Poem 
Symphony No. 4 

Organ Concerto in C major 
Piano Concerto No. 2 in E major 
Prairie 
Assisi, the Great Pardon of 

St. Francis 
Concerto Sinfonico for Piano and 
Orchestra 

Leggenda Sinfonica 
Southern Night 
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Still, William Grant 

Taylor, Deems 
Thompson, Randall 

Wetzler, Hermann Hans 

Whithorne, Emerson 
Willman, Allan Arthur 

In Memoriam: The Colored Soldiers 
Who Died for Democracy 

Through the Looking -Glass 
Symphony No. 2 in E minor 
The Testament of Freedom 
Symphonic Dance from "The Basque 

Venus" 
Moon Trail 
Solitude 
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APPENDIX C 

Listed below are the compositions commissioned by the 

Koussevitzky Music Foundation, complete to March 15, 1946:74 

1942 

Nicolai Berezowsky: Symphony No. 4 

Benjamin Britten: opera, "Peter Grimes" 
Samuel Barber: opera (in preparation) 
Bohuslav Martinu: Symphony No. 3 

1943 

Bela Bartok: Concerto for Orchestra 
Igor Stravinsky: Ode for Orchestra 
William Schuman: Symphony for Strings 
William Bergsma: Second String Quartet 
Robert Palmer: String Quartet 

1944 

Darius Milhaud: Second Symphony 
Aaron Copland: Third Symphony 
Nikolai Lopatnikoff: Concertino for Orchestra 
Burrill Phillips: Overture for Orchestra, "Tom Paine" 

1945 

Olivier Messaien: Symphonic work (in preparation) 
Heitor Villa- Lobos: Madonna 
Howard Hanson: Symphony (in preparation) 
Lukas Foss: Capriccio for 'cello and piano 
David Diamond: Fourth Symphony (in preparation) 
Harold Shapero: Symphony (in preparation) 

74Smith, 
p. 376. 
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APPENDIX D 

Due to Koussevitzky's extreme popularity and the quality of the 

Boston Symphony, they recorded many Gramophone records together. This 

in turn further increased the popularity of the Boston Symphony.75 Here 

is a list of records bearing the name of Koussevitzky:76 

Composer 

Bach, C. P. E. 

(arranged by Steinberg) 
Bach, J. S. 

Beethoven 

Berlioz 

Brahms 

Copland, Aaron 

Debussy 

75Grove, 
p. 220. 

76Smith, 
pp. 378-382. 

Name of Composition 

Concerto in D for Orchestra 

Brandenburg Concertos No. 3 and 4 

Prelude in E (arranged by Pick - 
Mangiagalli from Violin Sonata 
No. 6) 

St. Matthew Passion 
Symphony No. 2 

Symphony No. 3, Eroica (with the 
London Philharmonic Orchestra) 

Symphony No. 5, (with the London 
Philharmonic Orchestra) 

Symphony No. 6, Pastoral 
Symphony No. 8 

Harold in Italy 
Roman Carnival Overture 
Presto and Waltz, Rakoczy March and 
Minuet of the Will o' the Wisps 
from Damnation of Faust 

Symphony No. 3 

Symphony No. 4 

Violin Concerto (Jascha Heifetz, 
violin) 

Appalachian Spring 
El Salon Mexico 
Danse (arranged by Ravel) 
La Mer 
Sarabande (arranged by Ravel) 
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Composer 

Faure 

Foote, Arthur 
Grieg 

Handel 

Harris, Roy 

Haydn 

Koussevitzky 
Liadov 
Liszt 
Mendelssohn 
Moussorgsky 
Moussorgsky -Ravel 
Mozart 

Prokofiev 

Rachmaninov 

Ravel 

Rimsky-Korsakov 

Satie 
Schubert 

Schumann, Robert 
Sibelius 
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Name of Composition 

Elegie 
Pelleas et Melisande 
Suite in E for strings 
The Last Spring 
Remake of the same 
Larghetto (from Concerto Grosso 

No. 12) 

0 Sleep! Why Dost Thou Leave Me? 
(Dorothy Maynor, soprano) 

Symphony: 1933 
Symphony No. 3 

Finale from Symphony in G (London 
Philharmonic Orchestra) 

Symphony in G (Surprise) 
Symphony in B -flat 
Arrangement of Fair Harvard 
The Enchanted Lake 
Mephisto Waltz 
Italian Symphony 
Introduction to Khovantchina 
Pictures at an Exhibition 
Pamina's Aria from The Magic Flute 

(Dorothy Maynor, soprano) 
Symphony in A (K. 201) 
Symphony in C (K. 338) 
Symphony in G minor (K. 550) 

(London Philharmonic Orchestra) 
Classical Symphony 
March and Scherzo from The Love for 

Three Oranges 
Peter and the Wolf (Richard Hale, 

Narrator) 
Second Violin Concerto (Jascha 

Heifetz, violinist) 
Suite, Lieutenant Kije 
Isle of the Dead 
Vocalise 
Bolero 
La Valse 
Second Suite, Daphnis et Chloe 
Suite, Ma Mere l'Oue 
Arrangement of Dubinushka 
Battle of Kershenetz 
Gymnopedie (arranged by Debussy) 
Ballet music, Rosamunde 
Unfinished Symphony 
Symphony No. 1 

Maiden with the Roses (from Swan -White) 
Pohjola's Daughter 
Symphony No. 2 

Symphony No. 5 

Tapiola 



Composer 

Strauss, Richard 

Stravinsky 

Tchaikovsky 

Vivaldi (arranged by 
Siloti) 

Name of Composition 

Also sprach Zarathustra 
Till Eulenspiegel 
Apollon et Terpsichore from Apollon 

Musagete 
Capriccio (Jesus Maria Sanroma, 

pianist) 
Petrouchka 
Arrangement of Volga Boatmen's 

Song 
Romeo and Juliet 
Symphony No. 4 

Symphony No. 6, Pathetic 
Waltz from String Serenade 
Concerto Grosso in D minor 

(Except where indicated, performances are by the Boston 
Symphony.) 

Double Bass Solo Records: 

Beethoven 
Eccles (arranged by 
Koussevitzky 

Koussevitzky 

Minuet in G 

Largo from Sonata 

Chanson Triste 
Valse Miniature 
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