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Program music

• Instrumental music that is expressly about something non-musical
• Example: Vivaldi, Violin Concerto in E Major, “La Primavera,” Op. 8 No. 1

• In program music, composers often ask players to use special 
techniques to produce unique sounds
• Example: Vivaldi – birds, lightning, thunder

• Many genres can be programmatic: concertos, symphonies, chamber 
music, sonatas
• Not vocal music – why? 



Program music: special instrumental effects

• Special orchestration 
• New combinations of instruments 
• Featuring instruments that are rarely 

used (e.g. E-flat clarinet, piccolo, 
trombone, tuba, special or more 
percussion)

• Pitch bends – players cause the pitch of a 
note to sink

• Col legno – playing string instruments with 
the wooden part of the bow

Legno (wood)

Orchestration – how a 
composer uses the 
instruments in an ensemble 
(what instruments are 
used, what kind of lines 
they play, and how they are 
combined)



Program music: special instrumental effects

• Mutes – device that muffles the sound of an instrument (brass and 
strings)



Hector Berlioz (1803-69)

• Son of a doctor

• 1826-30 studied at the Paris Conservatoire 

• 1830 won the Prix de Rome

• Composer, music critic, conductor

• Orchestration – how instruments are used and combined in 
an ensemble

• Berlioz’s orchestral music is extremely colorful



Hector Berlioz (1803-69)

19th-century France was a literary-oriented society: audiences 
preferred music with words and plots because they could 
understand it

Oeuvre:

• 6 operas

• 4 symphonies (all programmatic)

• Dramatic pieces for chorus and orchestra

• Songs

• No chamber music“Generally speaking, my style is very bold… the prevailing characteristics of my music are passionate 
expression, intense ardor, rhythmical animations, and unexpected turns.” 

—Hector Berlioz

Oeuvre – the entire collection of 
works by a composer



Hector Berlioz, An Episode in the Life of an Artist, in Five 
Parts: Symphonie fantastique, Op. 14 (1830)

• 1827 – Berlioz fell obsessively in love with actress Harriet 
Smithson (1800-54) 

• Symphonie fantastique adapts Berlioz’s own life into a musical 
setting

• Plot: an idealized woman haunts an artist’s thoughts

• Program music (program symphony)

“The impression made on my heart and mind by her extraordinary talent, nay her dramatic genius, 
was equaled only by the havoc wrought in me by the poet [Shakespeare] she so nobly interpreted.” 

– Berlioz 



• Idée fixe - recurring musical figure (“fixed idea”)

• Represents the beloved woman and the artist’s obsession with her

• Lengthy written program given to the audience to accompany the 
performance

Hector Berlioz, An Episode in the Life of an Artist, in Five 
Parts: Symphonie fantastique, Op. 14 (1830)

5 movements

I. Allegro

II. Waltz (dance in triple meter)

III. Slow movement

IV. March

V. Finale 



The composer’s intention has been to develop various 
episodes in the life of an artist, in so far as they lend 
themselves to musical treatment. As the work cannot rely 
on the assistance of speech, the plan of the instrumental 
drama needs to be set out in advance. The following 
programme* must therefore be considered as the spoken 
text of an opera, which serves to introduce musical 
movements and to motivate their character and expression.

*This programme should be distributed to the audience 
at concerts where this symphony is included, as it is 
indispensable for a complete understanding of the dramatic 
plan of the work. [HB]

Hector Berlioz, An Episode in the Life of an Artist, in Five 
Parts: Symphonie fantastique, Op. 14 (1830)



Hector Berlioz, An Episode in the Life of an Artist, in Five Parts: 
Symphonie fantastique, Op. 14 (1830), I. Daydreams, passions

The author [Berlioz] imagines that a young musician [not Berlioz?], afflicted by the 
sickness of spirit which a famous writer has called the vagueness of passions (le vague des 
passions), sees for the first time a woman who unites all the charms of the ideal person his 
imagination was dreaming of, and falls desperately in love with her. By a strange anomaly, 
the beloved image never presents itself to the artist’s mind without being associated with a 
musical idea, in which he recognizes a certain quality of passion, but endowed with the 
nobility and shyness which he credits to the object of his love.

This melodic image and its model [the woman] keep haunting him ceaselessly like a 
double idée fixe. This explains the constant recurrence in all the movements of the 
symphony of the melody which launches the first allegro. The transitions from this state of 
dreamy melancholy, interrupted by occasional upsurges of aimless joy, to delirious passion, 
with its outbursts of fury and jealousy, its returns of tenderness, its tears, its religious 
consolations – all this forms the subject of the first movement.



Hector Berlioz, An Episode in the Life of an Artist, 
in Five Parts: Symphonie fantastique, Op. 14 
(1830), II. A ball

The artist finds himself in the most diverse 
situations in life, in the tumult of a festive party, in the 
peaceful contemplation of the beautiful sights of 
nature, yet everywhere, whether in town or in the 
countryside, the beloved image keeps haunting him 
and throws his spirit into confusion.



Hector Berlioz, An Episode in the Life of an Artist, 
in Five Parts: Symphonie fantastique, Op. 14 
(1830), III. Scene in the countryside

One evening in the countryside he hears two shepherds in 
the distance dialoguing with their “ranz des vaches”; this 
pastoral duet, the setting, the gentle rustling of the trees in the 
wind, some causes for hope that he has recently conceived, all 
conspire to restore to his heart an unaccustomed feeling of 
calm and to give to his thoughts a happier coloring. He broods 
on his loneliness, and hopes that soon he will no longer be on 
his own… But what if she betrayed him!… This mingled hope 
and fear, these ideas of happiness, disturbed by dark 
premonitions, form the subject of the adagio. At the end one of 
the shepherds resumes his “ranz des vaches”; the other one no 
longer answers. Distant sound of thunder… solitude… silence…



Hector Berlioz, An Episode in the Life of an Artist, 
in Five Parts: Symphonie fantastique, Op. 14 
(1830), IV. March to the scaffold

Convinced that his love is spurned, the artist poisons 
himself with opium. The dose of narcotic, while too weak to 
cause his death, plunges him into a heavy sleep 
accompanied by the strangest of visions. He dreams that he 
has killed his beloved, that he is condemned, led to the 
scaffold and is witnessing his own execution. The procession 
advances to the sound of a march that is sometimes 
somber and wild, and sometimes brilliant and solemn, in 
which a dull sound of heavy footsteps follows without 
transition the loudest outbursts. At the end of the march, 
the first four bars of the idée fixe reappear like a final 
thought of love interrupted by the fatal blow.



Hector Berlioz, An Episode in the Life of an Artist, in Five Parts: 
Symphonie fantastique, Op. 14 (1830), IV. March to the 
scaffold

Timpani
String melody (dark 

and ominous)

Triumphant 
fanfare 

(trumpet)

Grandiose
Swirling buildup

Excited and galloping 

Clarinet solo

Introduction 
(A)

B A B A
B and 

transition

A
(slower)

C Idée fixe
Concluding 

fanfare

Piano
(brief)

Piano
Loses steam, 
then marches 

furiously 
(crescendo)

Brass and 
percussion

Forte

Muted brass 
fanfare 

(trombones) Bassoon 
countermelody

More wild

Chop!



Hector Berlioz, An Episode in the Life of an Artist, 
in Five Parts: Symphonie fantastique, Op. 14 
(1830), V. Dream of a witches’ Sabbath

He sees himself at a witches’ Sabbath, in the midst of a hideous gathering of 
shades, sorcerers and monsters of every kind who have come together for his 
funeral. Strange sounds, groans, outbursts of laughter; distant shouts which seem 
to be answered by more shouts. The beloved melody appears once more, but has 
now lost its noble and shy character; it is now no more than a vulgar dance tune, 
trivial and grotesque: it is she who is coming to the Sabbath… Roar of delight at her 
arrival… She joins the diabolical orgy… The funeral knell tolls, burlesque parody of 
the Dies irae, the dance of the witches. The dance of the witches combined with 
the Dies irae.



Richard Wagner (1813-83)

• b. Leipzig, Germany

• Claimed to be an untutored genius (like Beethoven)

• 1834-38 musical theater director across Germany and Latvia

• 1839-42 Paris

• 1843-49 Kapellmeister at the court of the Duke of Saxony 
(Dresden)

• Revolutions of 1848-49

• New governments in France, German states, Italian 
states, Denmark

• Wagner argued for new social and musical systems

• 1849-60 exile in Zürich



Richard Wagner (1813-83)

1849-60 exile in Zürich

1849 Die Kunst und die Revolution (Art and Revolution)

• Commercialism hurts artistic production

1849 Das Kunstwerk der Zukunft (The  Artwork of the 
Future)

• All the arts should be united

• Theaters should be redesigned

1850-51 Oper und Drama (Opera and Drama)

• Music-dramas should be about folk-oriented 
ancient tales“An artwork is religion brought 

to life.”
–The Artwork of the Future



Richard Wagner (1813-83)

• 1856-59 wrote and composed Tristan und 
Isolde

• Had read the story in the library of the Court 
of the Duke of Saxony

• The music-drama reflects the intensity of the 
forbidden love of Wagner’s affair with his 
Zürich benefactor’s wife

Mathilde Wesendock, 
wife of Wagner’s host in Zürich

Minna Planer (1809-66)
Wagner’s first wife



Richard Wagner (1813-83)

• 1862 Wagner returned to Vienna

• 1864 began affair with Cosima, the wife of 
Hans von Bülow (the conductor of 
Wagner’s works)

• 1870 married Cosima

• Named their children after tragic characters 
in Wagner’s music-dramas

• Isolde (b. 1865)

• Siegfried (b. 1870)
W. Beckmann, Richard Wagner at 

Home in Bayreuth (1882)



Richard Wagner 
(1813-83)

• 1863 Wagner published the poetry 
(libretto) to his enormous four-opera 
set: The Ring Cycle

• Asking for money to support his 
artistic vision

• King Ludwig II of Bavaria (1845-86)

Ludwig II of Bavaria
Ludwig Koopa of Super 
Mario Brothers

Neuschwanstein Castle



Bayreuth Festspielhaus

Stadium seating – no private boxes and 
the audience’s attention is focused on the 

stage

Lights dimmed during performances

Sunken orchestra pit



Gesamtkunstwerk

• “Total art work” that unites music, poetry, dance (physical motion), and 
architecture

• Wagner eliminates familiar opera conventions 

• “Aria” and “recitative” do not exist; no ensemble singing

• Librettist and composer are now the same person

• The orchestra unifies the entire work and plays a central role

• Leitmotif – musical idea that represents people, places, events in the dramas of 
Wagner

• Similar to Berlioz’s idée fixe, but more subtle and more pervasive throughout 
the entire musical texture



Richard Wagner, Tristan und Isolde (1865)

• Composed 1856-59

• Libretto is by Wagner

• Based on 13th century poetry by 
Gottfried von Strassburg (d. 1210)

• Premiered 1865

• Hans von Bülow conducted

The story’s “all-pervading tragedy … impressed me so deeply that I felt convinced it should stand 
out in bold relief, regardless of minor details.” 

—Richard Wagner



Richard Wagner, Tristan und Isolde (1865), 
Prelude 

• Prelude – piece for orchestra 
alone played before the music 
drama begins

• Each act begins with a 
prelude

• Sets the tone for the drama

• Presents musical ideas that 
will return throughout the 
drama



Richard Wagner, Tristan und Isolde (1865), in 
Wagner’s words

An old, old tale, inexhaustible in its variations, and ever sung anew in all the 
languages of medieval Europe, tells us of Tristan and Isolde. For this king [Mark] the 
trusty vassal [Tristan] had wooed a maid he dared not tell himself he loved, Isolde; 
as his master's bride she followed him, because, powerless, she had no choice but 
to follow the suitor. The Goddess of Love, jealous of her downtrodden rights, 
avenged herself: the love potion destined by the bride's careful mother for the 
partners in this merely political marriage, in accordance with the customs of the 
age, the Goddess foists on the youthful pair through a blunder diversely accounted 
for; fired by its draught, their love leaps suddenly to vivid flame, and they have to 
acknowledge that they belong only to each other. Henceforth no end to the 
yearning, longing, rapture, and misery of love: world, power, fame, honor, chivalry, 
loyalty and friendship, scattered like an insubstantial dream; one thing alone left 
living: longing, longing unquenchable, desire forever renewing itself, craving and 
languishing; one sole redemption: death, surcease of being, the sleep that knows 
no waking!

(continued)



Richard Wagner, Tristan und Isolde (1865), in 
Wagner’s words
…insatiable longing swell[s] up from the timidest avowal of the most delicate 
attraction, through anxious sighs, hopes and fears, laments and wishes, 
raptures and torments, to the mightiest onset and to the most powerful 
effort to find the breach that will reveal to the infinitely craving heart the 
path into the sea of love's endless rapture. In vain! Its power spent, the heart 
sinks back to languish in longing, in longing without attainment, since each 
attainment brings in its wake only renewed desire, until in final exhaustion 
the breaking glance catches a glimmer of the attainment of the highest 
rapture: it is the rapture of dying, of ceasing to be, of the final redemption 
into that wondrous realm from which we stray the furthest when we strive 
to enter it by force. Shall we call it Death? Or is it the miraculous world of 
Night, from which, as the story tells, an ivy and a vine sprang of old in 
inseparable embrace over the grave of Tristan and Isolde?



Richard Wagner, Tristan und Isolde (1865), 
Plot and Leitmotif

Leitmotif: represents longing and desire

• Prelude

• Liebestod (just as Isolde dies)

Prelude to 
Act I 

(orchestra)
Act I

Prelude to 
Act II 

(orchestra)
Act II

Prelude to 
Act III 

(orchestra)
Act III

Liebestod

Tristan dies just as Isolde
arrives to see him.

Tristan and Isolde realize 
that they are happiest only 
at night when they are 
alone together, and that 
they will only truly be happy 
in the eternal night of 
death.

Tristan is bringing Isolde
on a boat to marry his 
uncle, King Mark.

They drink a magic love 
potion by mistake and are 
forever in love. Tristan is mortally wounded 

by a jealous friend.

Isolde joins him in eternal 
death, singing to him as if 
he had risen again.



Richard Wagner, Tristan und Isolde, (1865) Act 
III Liebestod [Love-death transfiguration]
• Idealizes death (a climactic, beautiful, romanticized 

event)

• Isolde hallucinates about Tristan

• The orchestra is equally important as the singer

• The voice is sometimes enfulfed by the orchestra 
(just like Isolde is engulfed by her passion)



Reactions to Wagner’s Tristan und Isolde

“Not to mince words, it is the glorification of sensual pleasure, tricked 
out with every titillating device, it is unremitting materialism, according 
to which human beings have no higher destiny than, after living the life 
of turtle doves, ‘to vanish in sweet odors, like a breath’… [Wagner] 
makes sensuality itself the true subject of his drama.... We think that 
the stage presentation of the poem Tristan und Isolde amounts to an 
act of indecency. Wagner does not show us the life of heroes of Nordic 
sagas which would edify and strengthen the spirit of his German 
audiences. What he does present is the ruination of the life of heroes 
through sensuality.”

–Allgemeine musikalische Zeitung, July 5, 1865



Reactions to Wagner’s Tristan und Isolde

It was "the most repugnant thing I have ever seen or 
heard in all my life.” 

–Clara Schumann (pianist and close friend of Brahms)

"I know of some, and have heard of many, who 
could not sleep after it, but cried the night away. I 
feel strongly out of place here. Sometimes I feel 
like the one sane person in the community of the 
mad.” –Mark Twain, 1891



Reactions to Wagner’s Tristan und Isolde

“There was only Beethoven and Richard 
[Wagner] – and after them, nobody.” 

–Gustav Mahler

"So there I sat in the topmost gallery of the Berlin Opera House, and 
from the first sound of the cellos my heart contracted 
spasmodically... Never before has my soul been deluged with such 
floods of sound and passion, never had my heart been consumed by 
such yearning and sublime bliss... A new epoch had begun: Wagner 
was my god, and I wanted to become his prophet.“ 
–Bruno Walter, 1889



Class business

• Revised course calendar with updated reading assignments is available online
• Reading questions are due via email any time before noon the day before class every week

• Student Blog Post
• #9 until Friday at 11:59pm: Nicole S. (F5A), Anabel L. AND Thomasina A. (J5)
• #10 Tuesday 3/29-Friday 4/1: Bryanna D. (F5A), Jeremy L. (J5)

• Concert response essays – we’ll discuss this formal assignment after the Easter 
break

• Starfish notices can be scary – start doing all the required participation 
assignments
• Weekly reading questions
• Commenting on student blog posts
• Come to class, stay away, and participate in in-class discussions



“Gentlemen may employ their 
hours of business in almost any 

degrading occupation and, if they 
have the means of supporting a 

respectable establishment at 
home, may be gentlemen still; 
while, if a lady but touch any 

article, no matter how delicate, in 
the way of trade, she loses caste, 

and ceases to be a lady.” 

–Sarah Stickney Ellis (1812-72)

Women in the 19th century

• Women are idealized in Romantic art (love, 
femininity, purity)

• A woman’s place is in the home

• Few professional female composers or 
performers

• Exceptions: Fanny Mendelssohn (1805-47), 
Clara Schumann (1819-96)



The feminine ideal in 19th-century writing

• Weakness

• Passivity

• Beauty

• Fragility

• Naturalness

• Obedience

• Loyalty

• Simplicity

• Childlike trust

• Naivety

• Innocence

• Self-restraint

• Gentleness

• Charm

• Wit

• Modesty

• The desire to please



Gendered instruments

Male

• Lower-pitched instruments
• Cello, double bass, bassoon

• Brass

• Percussion

• Things that sound heroic, loud, 
or confident

Female

• Higher pitched instruments
• Flute, violin

• Things that sound quiet, 
delicate, tender, or emotional



Sonata form

• Form comes from (noticing) repetition, variation and contrast

• Creating contrast
• Harmony (e.g., major vs. minor)

• Dynamic level (e.g., forte vs. piano)

• Mood 

• Register (e.g., low vs. medium vs. high)

• Orchestration

• These contrasts may seem to recall a gendered dichotomy



Gender in sonata form

“Feminine. As an aesthetic term, describing something characteristic of 
compositions, feminine indicates a predominant tenderness and 
gentleness in the shaping and expression of an idea. Feminine music 
stirs the heart more than the imagination, it is more gently moving 
than inspiring.

Masculine indicates the character of an art work that distinguishes 
itself by a bold élan, through power and vigor in the presentation of 
feelings, and through their violent agitation.”

--Heinrich Christoph Koch, A Dictionary of Music and Musicians (1807)



Gender in sonata form

“In this pair of themes… the first theme is the one determined at the outset, 
that is, with a primary freshness and energy – consequently that which is 
energetically, emphatically, absolutely shaped… the dominating and 
determining feature. On the other hand, the second theme… is the [idea] 
created afterward, serving as a contrast, dependent on and determined by 
the former – consequently, and according to its nature, the milder [idea], 
one more supple than emphatically shaped, as if it were the feminine to that 
preceding masculine. In just this sense each of the two themes is different, 
and only with one another [do they constitute something] higher, more 
perfect.”

--Adolf Bernhard Marx (1795-1866), A Practical and Theoretical Method of 
Musical Composition, 2nd edition (1845)

Marx’s book was the standard composition textbook and Germany and the most 
influential composition text of the 19th century



Gender in sonata form

“…almost all the master’s [Beethoven’s] symphonic works” can be 
conceived expressly as “representations of scenes between man and 
woman.”

--Richard Wagner, “Beethoven’s Coriolan Overture” (1870)



Sonata form: Mozart, Piano Sonata No. 14 in 
C minor, K.457 (1784), I. Molto allegro
• Form is a compositional process – the composer explores contrasting 

ideas and ways they can be combined, juxtaposed, and altered

First theme 
(masculine)

Stuff
Second 
theme 

(feminine)

First theme 
(masculine)

Stuff
Second 
theme 

(feminine)

Other 
stuff

Other 
stuff

Jumbled 
bits of 

everything

First theme 
(masculine)

Stuff
Second 
theme 

(feminine)

Other 
stuff

Coda

Many cadences 
and flourishes

Minor, dark, assertive

Going somewhere? 

Major, lighter, quieter

Minor Makes the piece feel finished

Many cadences 
and flourishes

Minor, dark, assertive

Going somewhere? 

Major, lighter, quieter

Snippets of themes (motives), new harmonies


