
The Composer’s Mailbox: 
Documents from the Musical Archives 
of the Fondazione Giorgio Cini

The exhibit The Composer’s Mailbox. 
Documents from the Musical Archives of 
the Fondazione Giorgio Cini, curated by 
Francisco Rocca and Angela Carone, was 
held at the Fondazione Giorgio Cini from 
27 June to 30 September 2014. Inaugurated 
on the occasion of the conference Towards a 
Network of European Archives of Twentieth-
Century Music. Musicians’ Correspondence 
and Interaction between Archives, it 
brought together a selection of epistolary 
documents flanked by working materials, 
musical manuscripts, press clippings and 
photographs. Six thematic sections provide 
evidence of the wide range of information 
that can be gleaned from correspondence 

materials. From Gian Francesco Malipiero’s 
reflections on his own correspondence to the 
organisation of the 1964 Maggio Musicale 
Fiorentino, directed by Roman Vlad, or 
again the process that led to the creation 
of Alfredo Casella’s ballet La giara, the 
documents displayed various functions of the 
letter as a means of communication, as well 
as the links that emerge between the various 
correspondences conserved in the archives of 
the Istituto per la Musica. 
The following paragraphs reproduce a 
selection of the documents displayed 
(indicated henceforth as FIGURES) together 
with the texts from the six sections of the 
exhibit.
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1
RUMMAGING THROUGH OLD PAPERS

In the years 1945–1968 Gian Francesco 
Malipiero kept a daily record of his voluminous 
correspondence in four notebooks [CAT. 1–2]

[FIGURE 1]. These documents testify to the 
scope of his contacts and the care with 
which the composer kept up his epistolary 
exchanges. The letters and telegrams run into 
thousands, all scrupulously catalogued, and 
he would go back over them years later in 
order to ‘unearth episodes of interest to their 
discoverer […]’ [CAT. 3]. These explorations 
in his own archive were the origin of  ‘Ai 
direttori d’orchestra’, ‘posthumous answers’ 

which Malipiero wrote to letters he had 
received in the past. These ironic or slightly 
petulant missives immediately attracted the 
‘mordant curiosity, always on the lookout 
for scandal’ of Massimo Mila, to whom 
Malipiero entrusted the typescript. In a letter 
dated 14 July 1965, the critic wrote: ‘[…] 
the kind of scandal-based curiosity which 
impelled me to read them as soon as I opened 
the package should perhaps put us on our 
guard. It is not standard practice to make 
private letters public’ [CAT. 4]. The letters 
displayed in this section are from six famous 

FIGURE 1 [CAT. 1]

Malipiero’s register of 
correspondence
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FIGURE 2 [CAT. 5]

Letter from Wilhem 
Furtwängler to Gian 
Francesco Malipiero 
(Berlin, 24 April 1922)

FIGURE 3 [CAT. 6]

Letter from Leopold 
Stokowski to Gian 
Francesco Malipiero 
(Garda, 3 August 1926)

FIGURE 4 [CAT. 9]

Telegram from Serge 
Koussevitzky to Gian 
Francesco Malipiero 
(Washington, 14 April 1947)

conductors with whom Malipiero maintained 
epistolary exchanges of differing kinds. We 
can find expressions of appreciation for his 
music from Wilhelm Furtwängler [CAT. 5]

[FIGURE 2] and Leopold Stokowski [CAT. 6]

[FIGURE 3], as well as requests for insights 
from two conscientious interpreters: Sergiu 
Celibidache [CAT. 7] and Ernest A. Ansermet 
[CAT. 8]. A telegram from Serge Koussevitzky – 
transcribed in an almost unintelligible English 
by the Italian post office – provided the first 
seed for Malipiero’s Fourth Symphony [CAT. 9]

[FIGURE 4].
The correspondence he maintained with 
Hermann Scherchen deserves special 
consideration. In all Malipiero received 
some three hundred letters from the German 
conductor in the years 1925–1966, many 
of outstanding documentary value, like 
the one dated 17 March 1933 containing 
the programme for the conducting course, 
still going under the name of Musikfest, 
that Scherchen was to hold that summer in 
Strasburg [CAT. 10] [FIGURES 5-6].

THE COMPOSER’S MAILBOX
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FIGURES 5-6 [CAT. 10]

Letter from Hermann 
Scherchen to Gian 
Francesco Malipiero 
(Venice, 17 March 1933)

FRANCISCO ROCCA – ANGELA CARONE
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2
PIAZZA D’ITALIA

‘I can say that in the last eight years I have 
learnt more from some of our artists – in 
the sense of a healthy and fertile “return to 
antiquity” – than from any contemporary 
modern music’. Thus Alfredo Casella in 1930, 
in the preface to a collection of his writings 
entitled 21+26 (Rome and Milan: Augustea, 
1931, pp. 1–10: p. 7). The affinities linking 
the composer to the ‘modern movement 
in painting’ in the inter-war period, and 

FIGURE 7 [CAT. 17]

Ars Nova, 3/2, 1918

his significant activity as art collector, are 
extensively illustrated in the exchanges of 
letters featured in this section. Titles of 
paintings and projects for collaboration 
occur again and again in the letters he 
received from Fortunato Depero [CAT. 11]

[FIGURES 8-9], Giorgio de Chirico [CAT. 12–13], 
Carlo Carrà [CAT. 14], and Felice Casorati [CAT. 

15–16]. His relations with Alberto Savinio, 
who contributed regularly to Ars Nova, the 
bulletin of the Società Italiana di Musica 
Moderna [CAT. 17–18] [FIGURE 7], were not 
documented by epistolary exchanges.

Between the Twenties and the Thirties, 
Casella wrote a number of articles analysing 
the convergences between music and art in 
the new climate of heightened consciou-
sness, such as the article ‘Painting and Mu-
sic in Italy’ (1926) [CAT. 19]. Conversely the 
letter addressed to him by Filippo Tommaso 
Marinetti in February 1930, in response to 
a lecture he had given at the Galleria Bardi 
in Milan [CAT. 21], gives an insight into the 
on-going querelle between novecentisti and 
futuristi [CAT. 20] [FIGURES 10-11].
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FIGURES 8-9 [CAT. 11]

Letter with envelope from 
Fortunato Depero to Alfredo 
Casella (Rovereto, 
22 July 1928)
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FIGURES 10-11 [CAT. 20]

Letter from Filippo Tommaso 
Marinetti to Alfredo Casella 
(16 February 1930)
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At one time or another Casella’s collection 
contained works by de Giorgio de Chirico, 
Ferruccio Ferrazzi, Riccardo Francalancia, 
Felice Casorati, Carlo Carrà and Mario 
Mafai. A photograph taken towards the end 
of the Twenties shows his study in his house in 

FIGURE 12 [CAT. 22]

Casella’s studio at his home 
in Rome (1920s)

Rome. From left to right the pictures on the 
walls are L’attesa by Carrà, La conversazione 
platonica and a portrait of the composer 
by Casorati, Il pino sul mare by Carrà, and 
Mercurio e i metafisici by de Chirico [CAT. 22] 

[FIGURE 12].
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3
ELECTRONIC MUSIC IN ITALY: MILAN AND BEYOND

The Studio di Fonologia Musicale of the 
RAI in Milan played a prime role in the 
history of electronic music in Italy. Officially 
inaugurated in June 1955 by Luciano Berio 
and Bruno Maderna, it was conceived 
as a laboratory for creating background 
sound worlds for documentaries, television 
programmes and radio plays [CAT. 23] as well 
as for creating works of electronic music. 
It was inspired by similar centres already 
active in Cologne and Paris, but it soon 
became one of ‘the best there was in Europe’ 

for experimenting with non-traditional 
instruments [CAT. 24]. The Milan Studio 
attracted not only Italian composers, like 
Camillo Togni, who worked here in 1961 
[CAT. 25–26] and created Recitativo, but also 
foreigners including Henri Pousseur, who 
created Scambi here in 1957, and John Cage, 
who composed Fontana Mix on the same 
premises the following year. A number of 
events were held featuring this new repertory, 
notably the Congresso internazionale di 
musica sperimentale, organized by Alberto 

FIGURE 13 [CAT. 29]

Roman Vlad, Ricercare 
elettronico (1961).
Autograph score 
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Mantelli in collaboration with the Studio 
di Fonologia and Fondazione Giorgio Cini, 
held from 10 to 13 April 1961 on the Isola di 
San Giorgio Maggiore in Venice [CAT. 27–28] 

[FIGURE 14]. Among the speakers there were 
Pierre Schaeffer, Luigi Rognoni and Roman 
Vlad; the latter used musical examples from 
his Ricercare elettronico, composed early 
that year in the Studio di Fonologia [CAT. 29] 

	

[FIGURE 13]. The technical complexity of 
electronic language was reflected in the new 
modalities of notation: conventional music 
paper with staves gave way to sheets, often 
of graph paper ruled with millimetre squares, 
on which the composer set down his own 
complex and colourful graphics which could 
not always be reproduced as a printed score 
[CAT. 30] [FIGURE 15].

FIGURE 14 [CAT. 28]

Programme of the Congresso 
internazionale di musica 
sperimentale (1961)

FRANCISCO ROCCA – ANGELA CARONE
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FIGURE 15 [CAT. 30]

Letter from Edizioni Suvini
Zerboni to Roman Vlad
(Milan, 23 March 1961)
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4
EXPRESSIONISM 1964

The XXVII Maggio Musicale Fiorentino 
was held in Florence from 2 May to 23 
June 1964 [CAT. 31] [FIGURE 16]. The theme 
for the Festival was Expressionism, and 
it was a ground-breaking event, designed 
by its artistic director Roman Vlad as ‘an 
organic vision of this period of Modern Art’ 
[CAT. 32]. In addition to a rich calendar of 
musical events, Vlad organized exhibitions 
featuring Expressionism in the other arts 
(painting, dance, cinema) and above all an 
International Congress which took place 
from 18–23 May. Among the participants, 
of the calibre of Joseph Rufer and Hans 
Heinz Stuckenschmidt [CAT. 33], there was the 
music critic Massimo Mila. In 1959 he had 
published an article in L’Espresso on ‘Verdi 

espressionista’ [CAT. 34] [FIGURE 17] which had 
made a considerable impression on Vlad. At 
the Congress he read ‘Una specie di premessa 
teorica’ illustrating the relations between 
Expressionism in music and in the figurative 
arts [CAT. 35] [FIGURE 18].
This same Maggio Musicale also featured a 
much more controversial encounter between 
two other leading figures of the day: Gian 
Francesco Malipiero and Aurél Milloss. Vlad 
had engaged Milloss to stage Malipiero’s 
ballet Pantea (1919), and the choreographer 
wished to include the corps de ballet in the 
production, so as to give a more realistic 
representation of the protagonist’s obsessive 
hallucinations [CAT. 37]. But Malipiero refused, 
insisting that the only figure to appear on 
stage should be the female protagonist [CAT. 

38]. Even when the collaboration with Milloss 
had been abandoned, the composer continued 
to be intractable: he accused the new director, 
Beppe Menegatti, of creating an excessively 
elaborate staging around the protagonist 
Carla Fracci (Menegatti’s future wife) [CAT. 

36]. In spite of these conflicts, Pantea was 
given on 29 May 1964 with Bruno Maderna 
conducting [CAT. 39], and scored a notable 
success, at the première and in subsequent 
performances.

FIGURE 16 [CAT. 31]

Programme of the XXVII 
Maggio Musicale Fiorentino 
(1964)
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FIGURE 17 [CAT. 34]

Massimo Mila, ‘Verdi 
espressionista’ (L’Espresso, 
20 December 1959)

FIGURE 18 [CAT. 35]

Letter from Massimo Mila 
to Roman Vlad (Torino, 
26 November 1963)
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5
BACKSTAGE OF AN ITALIAN BALLET

In the years 1920–1925 the productions of 
the Ballets Suédois were a veritable laboratory 
for poets, painters and composers of the 
Parisian avantgarde, viz. Jean Cocteau and 
Les Six (Les Mariés de la Tour Eiffel), Darius 
Milhaud and Ferdinand Léger (La création 
du monde), and Erik Satie, Francis Picabia 
and René Clair (Relâche) [CAT. 42] [FIGURE 19]. 
In May 1924 the company’s founder, the 

impresario and art collector Rolf De Maré, 
was casting around for an Italian ballet to 
exploit the success achieved by the Ballets 
Russes with the Spanish-style El sombrero de 
tres puntas by Manuel De Falla. Through the 
good offices of Erik Satie, De Maré contacted 
Alfredo Casella [CAT. 40-41] [FIGURES 20-21], 
to whom Mario Labroca suggested Luigi 
Pirandello’s one act play La giara (1916), set 
in Sicily, for the ballet’s subject. 
Work was completed in the space of a few 
months, with the collaboration of Pirandello 
himself and the choreographer Jean Börlin 
[CAT. 43] [FIGURES 22-23]. As we see from the 
composer’s sketchbooks, the score was 
composed from 12 July to 27 August 1924 
[CAT. 44] [FIGURE 24]. Elements of Sicilian 
folklore play a fundamental role in the score, 
such as the folk dance ‘chiovu’ – brought to 
Casella’s attention by Ottavio Tiby [CAT. 45] 
– and Storia della fanciulla rapita dai pirati, 
taken from the song anthology by Alberto 
Favara Canti della terra e del mare di Sicilia 
[CAT. 46]. ‘I really think the outcome is very 
enjoyable – Casella wrote to his friend 
Malipiero –. In character it is somewhere 
between Sicilian folklore and the commedia 
all’italiana’ [CAT. 47]. 
The conductor Gino Marinuzzi contributed 
a ‘very authentic reproduction of a drill’ for 
the première in Paris [CAT. 48] [FIGURE 25], 
while Giorgio de Chirico was responsible 
for the costumes and scenery [CAT. 49–50]. 
La giara was performed at the Théâtre des 
Champs-Elysées on 19 November 1924 [CAT. 

51] and proved to be one of Casella’s most 
long-lasting successes.

FIGURE 19 [CAT. 42]

La danse, November-December 
1924
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FIGURE 20 [CAT. 40]

Letter from Erik Satie to 
Alfredo Casella 
(Paris, 15 May 1924)

FIGURE 21 [CAT. 41]

Enveloppe containing Erik 
Satie’s letter to Alfredo Casella 
of 14 September 1924
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FIGURES 22-23 [CAT. 43]

Alfredo Casella, Luigi 
Pirandello and Jean Börlin 
(Monteluco, Summer 1924)

FIGURE 24 [CAT. 44]

Alfredo Casella, La giara. 
Autograph draft
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FIGURE 25 [CAT. 48]

Letter from Gino Marinuzzi to 
Alfredo Casella (Palermo, 28 
October 1924)
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6
LETTERS AND CADENCES

	

Alfredo Casella to Gian Francesco Malipiero, 
5 August 1917: ‘Carissimo, I am amusing 
myself putting together a book on the 
“evolution of harmony through the centuries” 
which is coming on very well. By way of a 
commentary it occurred to me to sum up 
the history of music focusing on the perfect 
cadence (Vdom → Itonic), and I have 
assembled a fine collection of 130 cadences 
from the 13th century through to Schönberg’ 
[CAT. 52]. 

FIGURE 27 [CAT. 61]

Envelope containing 
Stravinsky’s letter to Alfredo 
Casella of 4 February 1934

FIGURE 26 [CAT. 53]

Alfredo Casella, L’evoluzione 
della musica a traverso la 
storia della cadenza perfetta 
(1924). Autograph

	

Among the hundreds of record cards Casella 
compiled during his work on The Evolution 
of Music throughout the History of the Perfect 
Cadence (London, 1924) [CAT. 53–57] [FIGURES 

26-29] there are examples from works by 
composers with whom he maintained 
professional or personal contacts as illustrated 
in many letters from Maurice Ravel [CAT. 58] 

[FIGURES 30-31], Béla Bartók [CAT. 59], Igor 
Stravinsky [CAT. 60–61] [FIGURE 27], and Richard 
Strauss [CAT. 62–63].
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FIGURE 28 [CAT. 54]

Record card n. 80: Daphnis et 
Chloé by Maurice Ravel

FIGURE 29 [CAT. 55]

Record card n. 84: 10 leichte 
Klavierstücke by Béla Bartók 
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FIGURES 30-31 [CAT. 58]

Letter from Maurice Ravel to 
Alfredo Casella (Saint-Cloud, 
5 November 1918)
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CAT. 1. Gian Francesco Malipiero’s register 
of correspondence (June 1945 – June 1950). 
Notebook.

CAT. 2. Gian Francesco Malipiero’s register of 
correspondence (June 1950 – October 1957). 
Notebook.

CAT. 3. Gian Francesco Malipiero, [‘Ai direttori 
d’orchestra (risposte postume)’]. Typescript 
with autograph annotations, 14 pp. (published 
in Gian Francesco Malipiero, Il filo d’Arianna. 
Saggi e fantasie, Torino: Giulio Einaudi editore, 
1966, pp. 285–296). 

CAT. 4. Letter from Massimo Mila to Gian 
Francesco Malipiero (Turin, 14 July 1965). 
Manuscript, 2 pp.

CAT. 5. Letter from Wilhelm Furtwängler to 
Gian Francesco Malipiero (Berlin, 24 April 
1922). Manuscript, 1 p.

CAT. 6. Letter from Leopold Stokowski to Gian 
Francesco Malipiero (Garda, 3 August 1926). 
Manuscript, 1 p.

CAT. 7. Letter from Sergiu Celibidache to Gian 
Francesco Malipiero (Rome, 18 January 1956). 
Manuscript, 4 pp.

CAT. 8. Letter from Ernest A. Ansermet to Gian 
Francesco Malipiero (Geneva, 29 November 
1963). Manuscript, 1 p.

CAT. 9. Telegram from Serge Koussevitzky to 
Gian Francesco Malipiero (Washington, 14 
April 1947).  

CAT. 10. Letter from Hermann Scherchen to 
Gian Francesco Malipiero (Venice, 17 March 
1933). Manuscript, 4 pp.

CAT. 11. Letter from Fortunato Depero to 
Alfredo Casella (Rovereto, 22 July 1928). 
Manuscript, 1 p.

CAT. 12. Letter from Giorgio de Chirico to 
Alfredo Casella (Paris, 10 February 1929). 
Manuscript, 1 p.

CAT. 13. Giorgio de Chirico, Ritratto di Alfredo 
Casella (1924). Photograph.

CAT. 14. Letter from Carlo Carrà to Alfredo 
Casella (Milan, 10 October 1930). Manuscript, 
1 p.

CAT. 15. Letter from Felice Casorati to Alfredo 
Casella (Turin, 10 May 1930). Manuscript, 4 
pp.

CAT. 16. Letter from Felice Casorati to Alfredo 
Casella (9 July [1942]). Manuscript, 1 p.

CAT. 17. Ars Nova, 3/2, December 1918. 
Printed copy.

CAT. 18. Alberto Savinio, ‘Una specie di 
programma’. Autograph manuscript (October 
1918), 2 pp.

CAT. 19. Alfredo Casella, ‘Painting and Music in 
Italy’, The Christian Science Monitor, May 1926. 
Newspaper cut-out, 1 p.

CAT. 20. Letter from Filippo Tommaso 
Marinetti to Alfredo Casella (16 February 
1930). Manuscript, 3 pp.

CAT. 21. Alfredo Casella, ‘Arte, stile e pubblico’ 
(lecture given at the Galleria Bardi, Milan, 30 
January 1930), Belvedere, 2/2, February 1930. 
Printed copy.

CAT. 22. Alfredo Casella’s studio at Rome (end 
of 1920s). Photograph.

CAT. 23. Letter from Luciano Berio and Bruno 
Maderna to Gian Francesco Malipiero (Milan, 
11 January 195[6]). Manuscript, 2 pp.

CAT. 24. Letter from Luciano Berio to Roman 
Vlad (Nervia, 28 April 1956). Manuscript, 1 p.

CAT. 25. Letter from Camillo Togni to Giulio 
Razzi (Brescia, 1 October 1960). Manuscript, 
1 p.

CAT. 26. Studio di Fonologia’s opening times 
noted by Camillo Togni ([1961?]). Manuscript, 
1 p.

CAT. 27. Letter from Alberto Mantelli to Roman 
Vlad (Venice, 26 March 1961). Typescript, 1 p.

CAT. 28. Programme of the Congresso 
internazionale di musica sperimentale (Venice, 
10–13 April 1961). Printed copy.

CAT. 29. Roman Vlad, Ricercare elettronico 
(1961). Autograph score.

CAT. 30. Letter from Edizioni Suvini Zerboni 
to Roman Vlad (Milan, 23 March 1961). 
Typescript, 1 p.

CATALOG OF EXHIBITED DOCUMENTS

1. RUMMAGING THROUGH OLD 
PAPERS

2. PIAZZA D’ITALIA 3. ELECTRONIC MUSIC IN ITALY:
MILAN AND BEYOND
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CAT. 31. Programme of the XXVII Maggio 
Musicale Fiorentino (1964). Printed copy.

CAT. 32. Letter from Roman Vlad to Gian 
Francesco Malipiero (Florence, 28 February 
1964). Typescript, 1 p.

CAT. 33. Letter from Roman Vlad to Massimo 
Mila (Rome, 26 December 1963). Typescript, 
2 pp.

CAT. 34. Massimo Mila, ‘Verdi espressionista’ 
(L’Espresso, 20 December [1959], p. 31). 
Magazine cut-out, 1 p.

CAT. 35. Letter from Massimo Mila to Roman 
Vlad (Turin, 26 November 1963). Typescript, 
1 p.

CAT. 36. Gian Francesco Malipiero’s album of 
press cuttings (1963-1966). 

CAT. 37. Letter from Aurél Milloss to Gian 
Francesco Malipiero (Rome, 20 July 1963). 
Manuscript, 4 pp. 

CAT. 38. Draft of a letter from Gian Francesco 
Malipiero to Aurél Milloss (26 July 1963). 
Manuscript, 2 pp.

CAT. 39. Letter from Bruno Maderna to Gian 
Francesco Malipiero (‘on route to Buenos 
Aires’, 24 July 1964). Manuscript, 1 p.

4. EXPRESSIONISM 1964 5. BACKSTAGE OF AN ITALIAN 
BALLET

6. LETTERS AND CADENCES

CAT. 40. Letter from Erik Satie to Alfredo 
Casella (Paris, 15 May 1924). Manuscript, 3 
pp. 

CAT. 41. Letter from Erik Satie to Alfredo 
Casella (Arcueil, 14 September 1924). 
Manuscript, 1 p.

CAT. 42. La danse, November-December 1924: 
numéro consacré aux Ballets Suédois de Rolf de 
Maré. Printed copy.

CAT. 43. Jean Börlin, Alfredo Casella and 
Luigi Pirandello (Monteluco, Summer 1924). 
Photograph. 

CAT. 44. Alfredo Casella, La giara. Autograph 
draft (Sketchbook n. 9), 31 pp.

CAT. 45. Letter from Ottavio Tiby to Alfredo 
Casella (Palermo, 10 July 1924). Manuscript, 
1 p.

CAT. 46. Letter from Ricordi to Alfredo Casella 
(Milan, 16 September 1924). Manuscript, 1 p.

CAT. 47. Letter from Alfredo Casella to Gian 
Francesco Malipiero (Caprarola, 3 September 
1924). Manuscript, 1 p.

CAT. 48. Letter from Gino Marinuzzi to 
Alfredo Casella (Palermo, 28 October 1924). 
Typescript, 1 p.

CAT. 49. Letter from Giorgio de Chirico to 
Alfredo Casella (Rome, 17 September 1924). 
Manuscript, 1 p.

CAT. 50. Giorgio de Chirico, scenery sketch for 
La giara. Photograph.

CAT. 51. Programme of the Ballets Suédois 
(Paris, Théâtre des Champs-Elysées, 7 
December 1924). Printed copy.

CAT. 52. Letter from Alfredo Casella to 
Gian Francesco Malipiero (5 August 1917). 
Manuscript, 1 p.

CAT. 53. Preparatory materials for Alfredo 
Casella, The Evolution of Music throughout 
the History of the Perfect Cadence (London, 
1924). Record card n. 89: La notte dei morti 
(Poemi Asolani) by Gian Francesco Malipiero. 
Typescript/manuscript, 1 p.

CAT. 54. Record card n. 80: Daphnis et Chloé by 
Maurice Ravel. Typescript/manuscript, 1 p.

CAT. 55. Record card n. 84: 10 leichte 
Klavierstücke by Béla Bartók. Typescript/
manuscript, 1 p.

CAT. 56. Record card n. 100: Petrushka by Igor 
Stravinsky. Typescript/manuscript, 1 p.

CAT. 57. Record card n. 83: Ein Heldenleben by 
Richard Strauss. Typescript/manuscript, 1 p.

CAT. 58. Letter from Maurice Ravel to Alfredo 
Casella (S. Cloud, 5 November 1918). 
Manuscript, 4 pp.

CAT. 59. Letter from Béla Bartók to Alfredo 
Casella (Budapest, 20 June 1924). Manuscript,    
2 pp.

CAT. 60. Postcard from Igor Stravinsky to 
Alfredo Casella (Clarens, 26 December 1914). 
Manuscript, 2 pp.

CAT. 61. Letter from Igor Stravinsky to Alfredo 
Casella (Paris, 4 February 1934). Manuscript, 1 p.

CAT. 62. Letter from Richard Strauss to Alfredo 
Casella (Garmisch, 24 February 1934). 
Manuscript, 1 p.

CAT. 63. Letter from Richard Strauss to Alfredo 
Casella (Garmisch, 9 July 1940). Manuscript, 1 p.


