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In 1943, during the celebrations for Alfredo Casella’s 60th birthday, Guido M. 
Gatti and Fedele d’Amico commissioned Luigi Rognoni to write an article on 
Casella the critic. To d’Amico’s complaint of a ‘major defect’ in the submitted text, 
‘namely that the article had nothing to do with the proposed subject’,1 Rognoni 
replied:  

You say that I only talk about Casella the polemicist and say nothing about C. the critic as such; 
however, it seems to me that the critical activity of a militant musician cannot be considered 
from any other perspective than that of his sense of taste and culture in contemporary art [...]: 
in short, even when C. talks about Schönberg, Stravinsky or Debussy, this means he adopts a 
quite di!erent position to the objective and “critical” position of a Schae!ner, a Bekker or a 
Pannain, or ultimately one of us critics who till now has been fortunate enough to keep their 
good name intact by never composing or performing a single note of music. [...] Take away his 
critical-polemical activity, the “evidence” of C. the musician, from his alleged purely “critical” 
activity and little is left.2
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Indeed, for a composer, analysing the music of another composer always 
involves an act of ‘self-analysis’: an important and often essential part in his own 
creative process, and thus primarily a private, personal and soul-baring act. On 
the contrary, writing a critical text on another composer’s works and artistic 
career, mostly dictated by editorial opportunities, is from the very start a public 
act always subject to external, contingent factors. !e dissemination of such a 
critical text places the composer-writer in a delicate position, since, having to "nd 
a compromise with the aesthetic orientation of the artist in question, the author 
is inevitably exposed to the risk of comprising himself, as well as his own creative 
present. Such a situation is further complicated when writer and subject are both 
composing music at the same time and when both their music is performed (in 
other words, listened to) contemporaneously. Indeed, since the addressee of both the 
music (by both composers) and the critical writing coincides, in terms of conveyed 
aesthetics, the third pole of the hermeneutic circle becomes a decisive factor for 
the critic.

For a comparative analysis of the three Stravinsky monographs under discussion,3 
the name of the subject alone, the cultural relevance of the two authors Alfredo 
Casella and Gian Francesco Malipiero, as well as the historical moment in which 
they were written and published, between 1926 and 1947, create an exceptional 
constellation of circumstances to be taken into consideration. Indeed, on the one 
hand, Stravinsky had embodied in the "rst half of the twentieth century

one of those “representative men” Emerson talks about, who seem to encompass every aspiration, 
every trend of their age [and thus] talking about Stravinsky, his work and its evolution is like 
embracing almost all the main problems a$ecting our art today.4

On the other hand, Casella and Malipiero were the most progressive members 
among the ‘Generation of the 1880s’, the very in%uential and ambitious artistic 
phenomenon that since the "rst period of war in Italy had seen musicians engaged in 
the renovation of Italian music in line with the new development of contemporary 
tendencies and tastes. Both considered !e Rite of Spring the most crucial moment 
not only for Stravinsky’s creative path, but also for European artistic development 
in general and for that of each musician. In 1947 Casella described the piece as ‘a 
telluric movement which [...] stuns all those who experience it’, and as ‘a step in 
the history of music, from which there is no going back’,5 while Malipiero still in 
1951 considered it as the sudden awakening from a ‘long and dangerous period 
of hibernation’.6 Nevertheless, although the close friendship and poetic-aesthetic 
convergence and a&nity between Casella and Malipiero, along with their active 
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and open personal involvement as champions of Stravinsky’s music in Italy already 
since the 1920s, had originally led both to assume a supportive position for this 
music,7 from the 1930s onwards each composer set o! on his own individual 
path, in both composing and in interpreting their time. "e two monographs 
written in the 1940s, at the peak of those respective curves, clearly show how each 
author dealt with the di#culties posed by the ‘iconic’ work of Stravinsky, thus 
re$ecting the incompatible critic-polemic positions with regard to the changes of 
the modern musical culture tout court. 

CASELLA’S IGOR STRAWINSKI 1926

"e %rst monograph on Igor Stravinsky came out in Italy in 1926, as part of the 
Medaglie collection published by Formìggini. In 1924 the publisher had brought 
out the %rst of such short biographies about those ‘%gures of our time […] for 
whom history has yet to give its %nal judgement’.8 "e ‘brusques détours’9 in 
Stravinsky’s stylistic path of the early 1920s, which had already ba&ed public 
and critics alike, made this ‘homme à surprise’10 a perfect candidate. Formìggini 
had laid down speci%c guidelines for his authors, who had to convey a sense of 
‘objectivity’ even in terms of the layout of their books (no subdivision into chapters 
or footnotes; a ‘Curriculum Vitae’, and a short bibliography in the appendix) and 
style (like an ‘entry’ in an Encyclopaedia). In fact, they should not indulge in any 
‘emphatic adulation or biting criticism’ and rather inform readers with ‘historical 
and critical honesty’ about other viewpoints, o!ering them a ‘guide to making up 
their own minds’ about the subject in question.11 

Fernando Liuzzi acted as mediator between Formìggini and the authors of 
the musical monographs. He had been in touch with Casella since the summer 
of 1924 and commissioned him to write Strawinski.12 In two letters written on 
September 22, 1925 Liuzzi rea#rmed on the one hand to Casella the validity of 
this proposal and the interest of the publisher, telling on the other hand the latter 
that the success of the book was guaranteed since ‘tanto il nome del medagliante 
come quello del medagliato sono di primo ordine e desteranno largo interesse [both 
author and subject are %rst-rate names and will arouse great interest]’.13 In the 
same letter to Formìggini, Liuzzi also reassured him that Casella would deliver 
the book on time, and certainly before leaving for his third American tour on 14 
October next.14 "e note in Casella’s agenda of a meeting with the publisher on 
October 12, 1925 suggests that by this date he had not only delivered the text, but 
also received the press proofs. In fact, on 19 January, 1926, he sent the proofs back 
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to Liuzzi from New York revised, as Formìggini had requested.15 !e carbon copy 
of the typescript housed in the Fondazione Giorgio Cini (Venezia), Fondo Alfredo 
Casella (henceforth FAC), and entitled Igor Strawinski corresponds to the proofs 
mentioned in the letter and is the only primary source of the genesis of the text 
still traceable today (FIGURE 1).16 Almost in line with the printed version, the date of 
completion at the end of the text (‘Roma, ottobre 1925’) shows that it was written 
in record time in less than three weeks. 

FIGURE 1. Alfredo Casella, Igor Strawinski: typescript with autograph corrections, proof copy, 
!rst page. Fondazione Giorgio Cini (Venezia), Fondo Alfredo Casella 
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!e ‘Curriculum Vitae’ at the end of the Medaglia reveals that the author 
supposes a classic tripartite division of the Russian composer’s œuvre: an early 
period (from the Symphony in E-!at to "e Firebird), a so-called ‘Russian’ period 
(from Petrushka to Les Noces) and a third period (from "e Soldier’s Tale to the 
Sonata of 1925). Within this ‘given’ framework, Casella then deals with the speci"c 
stylistic-aesthetic issues raised by each work. His naturalness and speed in writing 
were due to his deep and consolidated knowledge of the international critical 
debate on the Russian composer’s music, but also and above all to his familiarity 
with a certain kind of critical re#ection that he had matured both as an author 
of articles on Stravinsky’s music and in the drafting of concert programmes even 
prior to his return to Italy in 1915.17 Indeed, numerous themes from his previous 
essays or from the studies cited in the appendix tacitly "nd their way into the 
monograph and, for many years to come, remain the core of Casella’s argument 
about ‘the Stravinsky case’. As early as in an article written in 1915, for instance, 
he had voiced his criticism against the descriptive and anecdotal label given to a 
music he instead considered as essentially constructive and objective.18 !e idea of 
a dynamic and objective art, already expressed by De Schloezer in 1923, was restated 
in an unpublished note entitled L’evoluzione di Igor Strawinski (April 1925) written 
just before his monograph19 (FIGURE 2) . 
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FIGURE 2. Alfredo Casella, L’evoluzione di Igor Strawinski: handwritten note with corrections, 
unpublished manuscript, !rst page. Fondazione Giorgio Cini (Venezia), Fondo Alfredo 
Casella
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Casella furthermore raised Stravinsky to the rank of a champion who re-
established the ancient ideal of art as an end in itself (already noted in Ernest 
Ansermet’s 1921 study and the Chester Miniature Essay of the same year),20 as 
opposed to the romantic conception of music as an expression of human feeling. 
Hence the use of the ‘neoclassical’ ideal of composer ‘craftsman’, or rather an artist 
whose aim is not to ‘pursue moral, literary, philosophical or pictorial objectives 
with his own art’ but who ‘makes music destined to be heard’.21 Finally, in line 
with the European exegetes, Casella objects to the repeated criticism of Stravinsky’s 
stylistic inconsistency, arguing that his compositional development had followed an 
absolutely logical course. Just like in his 1925 note, he urges thus that the Russian’s 
‘constant desire – and capacity – for innovation’ should be understood as a necessary 
consequence of the artist’s ‘formidable technical skill’.22 !e new style, he rea"rms 
in the monograph, derives from ‘a heightened awareness of his own possibilities, 
and a technical and spiritual con#dence’.23 !us the Piano Sonata, performed at 
the International Society for Contemporary Music Festival held in Venice in 1925, 
is in the work for Formìggini the very culmination of a sought-after process leading 
to a ‘chiari#cazione e purezza dello stile [clari#cation and purity of style]’ and thus 
the perfect arrival for Casella’s narrative.24  

In 1926, such concepts and aesthetic positions were not at all new, nor had they 
been explicitly coined for Stravinsky’s music. Indeed, for some time they had been 
talking points in the debate on the renewal and creation of a new Italian art, which 
Casella himself had already been discussing on the pages of his Ars Nova review 
since 1918.25 Nevertheless, the shared beliefs and principles of the poetics that 
had united the musicians of the ‘1880 Generation’ at the time of the First World 
War, would gradually be transformed into even antithetical positions. In the case 
of Malipiero, the contradiction occurred even within his own utterances and led 
him, from the 1930s onwards, to openly express his aversion towards any kind 
of renewal rooted in a neoclassical revival of the past and a mere assimilation of 
the most popular modern European musical tendencies. A combination therefore 
whose most representative example lay precisely Stravinsky’s neoclassical art.

MALIPIERO’S STRAWINSKY 1945

Malipiero’s book came out in the autumn of 1945 for the Edizioni del Cavallino, 
a ‘kind of monograph […] on the most disconcerting of musicians’, as the author 
himself de#ned it a few years later:
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What is behind this book that bears my signature and the title “Strawinsky”? !e sadness at 
having lost the composer of Petrushka, !e Rite and Les Noces. It is therefore an exquisitely 
personal issue and closely related to certain youthful impressions and memories [...]. !at is 
why I have perhaps borne a grudge against the Strawinsky who let himself down in his later 
works. !e First World War (1914) uprooted him from his land and this is the key to all his 
evolutions.26

Malipiero’s plot proceeds from the depths of his personal experiences (in the "rst 
chapter, entitled ‘Incontri’), through the composer’s works (‘Le cronache della sua 
vita. Commentario’) to culminate in a critical review of the most eminent critics’ and 
musicians’ exegeses (‘Conclusione’). !e "rst chapter o#ers neither introduction 
nor any kind of contextualisation to lay the ground for the description of the six 
steps mirroring the six meetings between Malipiero and Stravinsky, which bear 
witness to the gradual dampening of the initial enthusiasm generated by !e Rite. 
After the third encounter, with the composer and his Sonata in Venice in 1925, 
the remaining steps come to be a pretext for addressing those ‘issues’ in the Russian 
composer’s art that have touched sensitive points of Malipiero’s poetic reorientation 
during the 1930 and 1940s. Harsh criticism is directed in particular to Stravinsky’s 
need for a ‘return to the past’, interpreted as a harmful reuse of tradition mixed 
with modernity for strictly personal and commercial ends, as well as to his recourse 
to a ‘practical’ style that aims to solve aesthetic problems by purely contingent 
solutions which basically guarantee an immediate impact on the audience. !e 
second chapter takes the form of a commentary on Stravinsky’s Chroniques de 
ma vie published in 1935.27 !e Russian’s memoirs become the central thread to 
polemically highlight the inherent contradictions with those beliefs Malipiero (no 
longer) agreed with. Instead of adding new critical viewpoints, the author prefers 
to amplify and corroborate previously exposed polemical assumptions presenting 
topics that are only apparently new. To conclude, he draws upon quotations of 
famous exegetes to reiterate, this time ex negativo, his convictions and misgivings. 
Again, no e#ort is made to enlarge on the various issues, and his apparently 
‘scienti"c’ and ‘objective’ discussion based on the literature veils his strategy to 
reveal the critics’ favouritism and, consequently, to support the legitimacy of his 
own disapproval and disappointment with Stravinsky’s recent evolution. 

!e working method that emerges from the analysis of the preparatory materials 
seems to con"rm a peculiarity of Malipiero’s style, often described as resorting to 
‘antithetical relations and ellipses rather than contiguity and resemblance’28 – just 
as his music (re)presented themes without developing them.29 A few letters to his 
wife, Anna Wright, and several slips of paper in her handwriting allow us to date 
the "rst phase of collection and examination of material to September 1944, the 
period of his residence at the Venice Conservatory.30 At the time she was compiling 
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the catalogue of his library in Asolo31 and not only traced the requested sources in 
books and magazines but also selected and excerpted further passages to send to 
her husband.32 

!e "rst phase of collecting and analysing this material took about a month to 
complete and was carried out in a planned methodical way, based on the clearly 
de"ned, though yet to be articulated, initial project to present the theme starting 
from the sources. If another typical feature of Malipiero’s theoretical writings is 
often said to be his way of putting ‘aside his personality so that the documents 
being presented (music, theoretical pages, letters, diaries and literary testimonies) 
speak, so to say, for themselves’,33 in his Strawinsky it is precisely the treatment 
of quotations that reveals his emotional implication. !ey are never cited in an 
impersonal way but prepare the ground for a timely outburst of sarcasm and 
scathing remarks, often embellished with rhetorical questions that serve as closing 
statements. Fifty loose sheets, grouped and numbered independently, bear witness 
to a second preparatory phase for the central part of the book. Some of these 
contain extracts from the mentioned sources in Malipiero’s handwriting, together 
with the relevant page numbers, often already with comments; the remainder are 
the "rst drafts of most of the passages that will be used in the "nal version. !e 
most advanced stage of the writing process, which started on 10 October 1944, is 
attested in a notebook containing the whole work (FIGURE 3). Here, the sheets have 
been re-arranged in a new order and revised so as to attenuate the more churlish 
and colloquial tone. !is phase marks the start of the work of examining and "ne-
tuning the text, which distinctly marks the change of the material’s nature, from a 
private to a public one. 
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FIGURE 3. Gian Francesco Malipiero, Strawinsky: handwritten manuscript with corrections, 
notebook, last page. Fondazione Giorgio Cini (Venezia), Fondo Gian Francesco Malipiero

Moreover, although the resulting sequence of ideas is intended to veil any 
continuous ‘thematic’ causality, the apparent ‘elliptical’ style – i.e. the missing 
logical links – reinforces the dramaturgic e!ect, increasing the expressive potential 
of the "nal message through the constant build-up of rhetorical energy.

CASELLA’S STRAWINSKI 1947

#e tone, structure and aesthetic judgement of Casella’s second monograph, 
published posthumously by La Scuola in the winter of 1947, a little more than 
a year after Malipiero’s, paints quite a di!erent picture. Despite Casella’s illness, 
it was written in quite a short time, probably between January and April 1946.34 
Compared to the 1926 monograph, it is explicitly divided into three parts, 
entitled ‘La giovinezza’, ‘La maturità’ and ‘Super-maturità’ [Youth; Maturity; 
Late-Maturity], with the third period now extended to 1940–1941, preceded by 
an ‘introduction’ and concluded by a fourth part entitled ‘L’enigma’.35 #e new 
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editorial goal and the consideration of a wider creative span called for a greater 
depth of discussion and a detached ‘objective’, almost ‘scienti!c’ approach to the 
subject, which seems to o"set the author’s even greater personal involvement. 
Although the style be!ts a non-specialist audience, the book is enhanced with 
analytical descriptions of the most signi!cant and best-known works, as well as 
with bibliographic references included directly in the text.36 Such a structure allows 
Casella to go deeply into Stravinsky’s last creative phase and consequently to stress 
the often doubted relationship of ‘necessity’ linking each work to the previous 
ones, thus assuming the organicity of the compositional path as a real solution to 
the ‘Stravinsky enigma’.37 

#e only record in the composer’s archival collection documenting the initial 
stage of this work is a pencil autograph in a notebook.38 #e !rst page (numbered 
23) outlines the information to be inserted in the new contextualisation in the 
opening paragraph (‘Il contesto storico’). Names, titles and dates of reference 
scores from twentieth century music history should allow the reader to understand 
‘the nature of the European musical world in which the young Igor took his !rst 
steps as a composer’.39 Moreover, here Casella notes down the structure of the !rst 
part of the book dedicated to a ‘special study’ of the three key works Petrushka, 
!e Rite and Les Noces. On the next three pages (pp. 24, 25, 28; FIGURE 4) he jots 
down some remarks that will be developed in the central and conclusive passages 
of the !nal text, as well as new topics with their respective bibliographic references 
intended for the conclusion, whose end is drafted in the last three pages of his 
notes (pp. 32–34; see FIGURES 5).40 
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FIGURE 4. Alfredo Casella, Strawinski: handwritten note with corrections, notebook, p. 25. 
Fondazione Giorgio Cini (Venezia), Fondo Alfredo Casella
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In the epilogue of the published text, Casella gives credit to Stravinsky’s ‘lezione 
che ha sostituito un nuovo, superiore ordine laddove la musica europea sembrava 
dovesse naufragare nell’anarchia [lesson for having supplied a new, superior 
order when European music seemed to be sinking into anarchy]’. His music and 
particularly the messianic Symphony of Psalms thus function as reminder and 
spiritual model on the road towards the salvation of European civilisation, ‘where 
music transcends any national limitations’, to reach ‘the luminous realms of the 
universal’.41 "is unexpected reappearance of a work of 1930 in the #nal chapter 
deserves further re$ection. Leaving behind the spirit of response towards the drama 
of the First World War, the poetics of neoclassicism of the 1930s gradually assumed 
features of a ‘classicismo [classicism]’ and a ‘stabilizzazione [stabilisation]’42 which, 
though quite natural for some, troubled many others. Casella himself had become 
personally involved in the debate, having to fend o% accusations of his alleged 
epigonism of Stravinsky.43 On the one hand, he devoted himself to the defence 
of that art which he felt embodied a ‘healthy reaction’, namely that ‘constructive 
work and stabilising factor that follows great cataclysms’ which should be seen 
as ‘synonymous of progress and not as a revival of the most terrible of pasts’.44 
However, at the same time, he warned of the risk of wrongly playing down the 
commitment of his generation ‘towards a structurally balanced and measured art, 
for a simple aping of Stravinsky’s latest works’.45 "e belief that, after a tormented 
quarter of a century, Italian music had gained its independence, led him in 1933 to 
talk about an ‘undoubted return to the “normality” of artistic expression’: 

Today […] musicians have acquired the richest and most accomplished language of sound in 
the history of mankind [...] a so-called “classic” period which has a new equilibrium between 
feeling and realisation [...] the age of experiments, of shilly-shallying, of the frantic search for 
tomorrow is over. Today, mankind expects from artists the art of its time.46 

Such optimism, ‘the faith (perhaps more of a public display than an intimate 
conviction) in the possibility that arts could $ourish under the aegis of a reactionary 
and dictatorial regime’,47 found little favour with both an artist like Malipiero and 
the younger generation. In November 1935, in reply to Casella’s outraged letter at 
having been labelled ‘Stravinsky’s epigone’ by Rognoni, the latter writes:  

You have declared a “return to normality”. "at’s #ne. But, what “normality”, please? How can 
you return to the normality of spiritual, cultural and artistic life in a country where freedom 
of action and expression is lacking, where everything is standardised, where spiritual values 
themselves   are su%ocated? [...] Our generation of 1910 is one of the unhappiest generations 
in history’s memory [...]. And all we can do in such a spiritual crisis is to desperately defend 
historical and intellectual values.48
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So, how can one interpret Casella’s wish in 1946 for an ideal return to 1930? 
Does it really display an ‘abstract’ point of view and ‘Casella’s serene optimism (the 
optimism that allowed him to weather every storm)’, as Rognoni wrote in 1943?49 

CONCLUSIONS

In a letter dated December 31 of the same year, Casella makes his belief known to 
Malipiero:

I still have the uttermost faith in the future of art (and especially our art). After a few bad years, 
music will take back its place in the new world that will arise on the ruins of what surrounded 
our youth.50

His concern over the dramatic situation a!ecting art and modern society found 
its resolution in a hope for rebirth, which was nothing else than the one endorsed in 
the "nale of Casella’s Strawinski.  #e Symphony of Psalms thus became the symbol 
of a belief in future salvation, in a re-emergence from the "res that still burned in 
the ruins left by the tragedy. Far from being a backward glance that nulli"ed the 
present, the comparison with the past, and with its ‘normality’, becomes therefore 
an awareness of the present and a driving force towards the future. #e original 
ending of the monograph, later replaced by the de"nitive version but documented 
on the last page of the notebook, reveals a ‘polemical’ vein, a personal involvement 
in, and a living ‘testimony’ of the political and cultural crisis, which, at that time, 
could only "nd such an explicit voice in the composer’s most private writings 
(FIGURES 5A AND 5B; for the transcription and the English translation, see footnote).51 
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FIGURES 5A AND 5B. Alfredo Casella, Strawinski: !rst draft of the conclusion with corrections, 
notebook, pp. 33–34. Fondazione Giorgio Cini (Venezia), Fondo Alfredo Casella
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Did Casella choose to publish a more ‘critical’ ending to dispel any doubts on 
a strategic legitimation of his own position? Of course, by avoiding any mention 
of the on-going debate on epigonism, he decided to close his work in an objective 
tone of ‘positive polemic’. Far from supporting a ‘revolutionary’ controversy so 
desired by the younger generations of people like Rognoni – whose very motivation 
and drive had come from Casella himself –,52 he instead preferred to choose as a 
reference a composer like Stravinsky, who came to terms with the present precisely 
by actively engaging with it. 

For Malipiero on the contrary, this same present does not contain any key to a 
true and peaceful vision of ‘modernity’,53 a modernity he nevertheless also yearned 
for. While Casella believed that the renewal of Italian art had been achieved by 
restoring the music of the past and by merging it with contemporary means and 
needs,54 Malipiero advocated a genuine modernity. !us, it is logical (and not at 
all elliptical) that at the end of his book he returns to the revelatory and ‘rousing’ 
Rite, whose apparent promise of renewal and progress was then disappointingly 
extinguished in a later development that, in a "rst private draft, he de"ned as a 
‘parabola discendente [descending curve]’.55 ‘If initially the neo-classical movement 
(that is between 1925 and 1930) might have seemed a process of simpli"cation – 
he notes on another sketch page also not present in the book – it then turned out 
to be a rather naïve response’.56 !at apparent ‘simpli"cation’ interpreted positively 
as a ‘reduction to essence’ which had won over Malipiero himself in the period 
around 1918, had thus proved to be ine#ectual and inadequate. !e Neoclassical 
revival of stability, he seems to say, had been guided by expediency and had come 
about too quickly (in other words, too easily). !e ‘stable’ elements of the past, 
rather than becoming models to study, understand and follow, had been used for 
‘practical’ compositional purposes, and therefore confused with the present, in 
order to please current taste.57 Malipiero’s alleged ‘anti-modernism’ was thus not 
‘against modern music, but against the modern world’,58 that selfsame world which 
Stravinsky, homme de métier, satis"ed. Hence the ensuing lack of involvement and 
detachment from any joyful expression of the present, as well as his profoundly 
pessimistic vision of his time,59 which led him to retreat into a solitary and isolated 
position.

 !e "nal words in his Strawinsky cannot but express his disappointment and 
distaste for the whole system that had accepted these conditions, which in Italy went 
under the name of ‘Stravinskian epigonism’, with Casella at the head of the queue. 
!is is why, on the last page of the book, he once again takes up the leitmotif of 
the ‘music craftsman’ by explicitly referring to the self-contradiction he recognized 
in the corresponding passage from Casella’s book of 1926.60 As Malipiero notes, 
although the author hoped for an art in the sense of a love for art and not a ‘love 



40

FEDERICA DI GASBARRO

for its creator’61 and for an ‘artist-man [who] puts himself aside before his work’,62 
in extolling Stravinsky he actually exalts the most emblematic case of  ‘those 
living musicians – writes Malipiero – who are performers, conductors and public 
speakers, whose lengthy “curriculum vitae” serves as their introduction’.63 !is 
was for Malipiero the real sign that the spark of renewal kindled by !e Rite had 
been lost and a new ‘dangerous hibernation’ restored. Nevertheless, he concludes 
by once again (re)a"rming the uselessness of research on present-day criticisms 
and the validity of his own ‘controversial’, albeit emotional and nostalgic position, 
by taking a leap backwards and declaring: ‘Instead, we prefer to ignore all the 
literature on Stravinsky, and let at least our mind take us back to Paris, May 28, 
1913’.64 In the last line of his book Malipiero leaves the arduous ‘Ai posteri l’ardua 
sentenza [judgment to posterity]’;65 and yet, in the depths of his notes, he too 
launches a positive vision of the future to be sought precisely in the example of the 
past, concluding his manuscript by stating that:

Now that we are at the end and that our clear preference is for !e Rite of Spring and Les Noces 
(1914) we ask ourselves: will time con#rm this assessment or will it be overturned or even 
nulli#ed? Oh to have a Father Anchises to accompany us on our journey into the future!66

And this common desire is exactly what unites the spirit and the argumentative 
edges of both composers who – one optimistically and the other far more sceptically 
– are hopeful that the younger generations, guided by the example of the past, will 
be able to not only judge the present, but also to build a new city that rises from 
its ashes and reaps the bene#ts of Troy’s legacy.  

Translated from Italian by Sally Davies
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