
Bartók composed the complete Miraculous Mandarin ballet in 1918 - 1919, orches-
trated it in 1923, and called the first six sections as a suite in 1927. Ernö Dohnányi 
conducted this suite in Budapest on October 15, 1928. Incorporating both a grim 
modernist outlook and the folk influences that would come to the fore later in 
Bartók's is scored for large orchestra including triple winds, four percussionists, 
celesta, and piano. Designated a pantomime, it is of an unusual length for a stage 
presentation -- a long single act. But longer would have diluted both the visceral 
music and enthralling eroticism. Consider the plot:
 Three ruffians hire brothel space and a girl, who stands in the window as bait; 
those who venture inside are robbed. The first to enter is an old, shabbily dressed 
cavalier; he is ejected when they discover him penniless. An impoverished young 
man is likewise thrown out. Then an apparition appears. In the score we read that 
"the Mandarin enters and remains motionless in the doorway; the girl flees terrified 
to the far part of the room. Urged by the [hidden] ruffians, she overcomes 
repugnance and begins to dance hesitantly, then faster. The Mandarin looks at her 
with a fixed, impassive stare. But when she sinks down to embrace him, he begins 
to tremble in feverish excitement. She shudders at his embrace and tries to tear 
herself from him. Briefly free, she runs but is stalked and finally caught. They 
struggle. The ruffians leap out...."
 Here the suite ends (merely a section of the whole ballet, it is not a true suite). 
But the ballet proceeds: "The ruffians seize the Mandarin and strip him of his 
jewelry and money. They drag him to a bed and try to smother him with pillows 
and blankets. Then they stab him three times with a rusty sword. He staggers, but 
still tries to embrace the girl. They drag him to the center of the room and hang 
him from an overhead lamp-hook; it falls, and in the darkness the Mandarin's body 
begins to glow with a greenish light. At last the girl realizes what will save them. 
She embraces the Mandarin. His longing now stilled, his wounds begin to bleed, 
he weakens, and dies after a short struggle."
 Bartók said, during a 1929 interview in London, that "people had [only] read the 
plot and decided it was objectionable. [The piece was not performed in Hungary 

until 1946.] From beginning to end the speed is almost breathless, and the effect 
accordingly is quite different from what had been imagined. The Mandarin is very 
much like an eastern fairy tale and contains nothing to which objection can be taken." 
(It wasn't reported whether his nose then grew six inches.)
 A vertiginous first section depicts the city's streets and the girl's instructions. Each of 
her "decoy games" (so called in the score) is lured inside with clarinet arpeggios and 
ejected clamorously. A lewd trombone glissando characterizes the old man; a solo 
oboe the young man. The clarinet's third lure is more shrill, accompanied by a long 
orchestral tremor, interrupted by trombones, that ends in a shriek when the Mandarin 
stands in the doorway. After a sudden hush, he begins a slow waltz that accelerates 
until the orchestra shudders convulsively at his embrace of the girl.
 She frees herself to whooping, pounding chords. A scurrying, Middle Eastern subject 
in the low strings gets hotly pursued by violins -- a fugue of scarifying intensity, 
twice interrupted when the Mandarin stumbles before he finally clutches the girl. This 
signals the ruffians' attack, and the crashing, crushing end of the concert suite.

Following his third trip to Turkey, where he helped to organize music education, Paul 
Hindemith traveled to Italy to discuss ballet projects with choreographer Leonid 
Massine. A ballet based on the Children's Crusade was considered and abandoned 
(music sketched for it, meantime, took new shape as the Symphonic Dances for 
orchestra), but a stage work based on the life of St. Francis of Assisi was fully 
realized as the ballet Nobilissima Visione, which was first performed in London in 
July, 1938. The three-movement suite derived from the score had its premiere in 
Venice in September that same year. Like the opera Mathis der Maler before it, 
Nobilissima Visione was inspired by art, in this case the famous Giotto frescoes in 
the church of Santa Croce in Florence depicting the life of the saint.
 The concert suite, in three movements, presents its music in somewhat different 
order than it appears in the ballet. The Introduction and Rondo begins with a serious 
and thoughtful meditation for strings alone, richly harmonized in the modern, tonal 
idiom Hindemith had brought to fruition in Mathis der Maler. In the ballet this music 

accompanies Francis' meditation after receiving his calling in St. Damian's Church 
outside Assisi. The brief Rondo (which depicts Francis' "marriage" to the allegorical 
figure of Poverty) features a lilting melody on solo flute over a discreet accompani-
ment from strings.
 In the ballet, the March and Pastoral precede Francis' commitment to the church. 
The young saint-to-be first pursues a career in the military, and his optimism about 
this seemingly glamorous pursuit is expressed in the lively march, scored for piccolo, 
side drum and triangle, much in the style of picturesque "janissary" or Turkish" 
military music of the late eighteenth and early nineteenth centuries. There is an 
impressive orchestral tutti on the march theme, followed by a triple-time middle 
section in ominous, galloping rhythm, in which the music becomes less picturesque 
and more vehement as Francis is disillusioned by the violence he witnesses. Over 
pounding drums, the trombones and tuba sound the brutal second theme before the 
opening march returns, once again lightly scored but now suffused with harmonic 
uneasiness.
 Low strings sounding a despondent note lead directly to the short Pastorale, which 
recalls the seriousness of the Introduction. A sad, thoughtful melody is taken up by 
solo flute; then the oboe sounds a somewhat more hopeful note over delicate strings, 
bringing the movement to a gentle conclusion.
 The last movement, a Passacaglia, is taken from the final scene of the ballet, 
wherein Francis receives the stigmata on Mount la Verna. Hindemith's solemn 
passacaglia theme is sounded first by unison brass, then repeated twenty-one times 
in varied settings of increasing contrapuntal complexity and masterful orchestration. 
The work concludes with a stunning peroration in which exciting trills are sounded by 
the full woodwind and string sections while fragments of the passacaglia theme are 
volleyed by fortissimo brass.



Bartók composed the complete Miraculous Mandarin ballet in 1918 - 1919, orches-
trated it in 1923, and called the first six sections as a suite in 1927. Ernö Dohnányi 
conducted this suite in Budapest on October 15, 1928. Incorporating both a grim 
modernist outlook and the folk influences that would come to the fore later in 
Bartók's is scored for large orchestra including triple winds, four percussionists, 
celesta, and piano. Designated a pantomime, it is of an unusual length for a stage 
presentation -- a long single act. But longer would have diluted both the visceral 
music and enthralling eroticism. Consider the plot:
 Three ruffians hire brothel space and a girl, who stands in the window as bait; 
those who venture inside are robbed. The first to enter is an old, shabbily dressed 
cavalier; he is ejected when they discover him penniless. An impoverished young 
man is likewise thrown out. Then an apparition appears. In the score we read that 
"the Mandarin enters and remains motionless in the doorway; the girl flees terrified 
to the far part of the room. Urged by the [hidden] ruffians, she overcomes 
repugnance and begins to dance hesitantly, then faster. The Mandarin looks at her 
with a fixed, impassive stare. But when she sinks down to embrace him, he begins 
to tremble in feverish excitement. She shudders at his embrace and tries to tear 
herself from him. Briefly free, she runs but is stalked and finally caught. They 
struggle. The ruffians leap out...."
 Here the suite ends (merely a section of the whole ballet, it is not a true suite). 
But the ballet proceeds: "The ruffians seize the Mandarin and strip him of his 
jewelry and money. They drag him to a bed and try to smother him with pillows 
and blankets. Then they stab him three times with a rusty sword. He staggers, but 
still tries to embrace the girl. They drag him to the center of the room and hang 
him from an overhead lamp-hook; it falls, and in the darkness the Mandarin's body 
begins to glow with a greenish light. At last the girl realizes what will save them. 
She embraces the Mandarin. His longing now stilled, his wounds begin to bleed, 
he weakens, and dies after a short struggle."
 Bartók said, during a 1929 interview in London, that "people had [only] read the 
plot and decided it was objectionable. [The piece was not performed in Hungary 

until 1946.] From beginning to end the speed is almost breathless, and the effect 
accordingly is quite different from what had been imagined. The Mandarin is very 
much like an eastern fairy tale and contains nothing to which objection can be taken." 
(It wasn't reported whether his nose then grew six inches.)
 A vertiginous first section depicts the city's streets and the girl's instructions. Each of 
her "decoy games" (so called in the score) is lured inside with clarinet arpeggios and 
ejected clamorously. A lewd trombone glissando characterizes the old man; a solo 
oboe the young man. The clarinet's third lure is more shrill, accompanied by a long 
orchestral tremor, interrupted by trombones, that ends in a shriek when the Mandarin 
stands in the doorway. After a sudden hush, he begins a slow waltz that accelerates 
until the orchestra shudders convulsively at his embrace of the girl.
 She frees herself to whooping, pounding chords. A scurrying, Middle Eastern subject 
in the low strings gets hotly pursued by violins -- a fugue of scarifying intensity, 
twice interrupted when the Mandarin stumbles before he finally clutches the girl. This 
signals the ruffians' attack, and the crashing, crushing end of the concert suite.

Following his third trip to Turkey, where he helped to organize music education, Paul 
Hindemith traveled to Italy to discuss ballet projects with choreographer Leonid 
Massine. A ballet based on the Children's Crusade was considered and abandoned 
(music sketched for it, meantime, took new shape as the Symphonic Dances for 
orchestra), but a stage work based on the life of St. Francis of Assisi was fully 
realized as the ballet Nobilissima Visione, which was first performed in London in 
July, 1938. The three-movement suite derived from the score had its premiere in 
Venice in September that same year. Like the opera Mathis der Maler before it, 
Nobilissima Visione was inspired by art, in this case the famous Giotto frescoes in 
the church of Santa Croce in Florence depicting the life of the saint.
 The concert suite, in three movements, presents its music in somewhat different 
order than it appears in the ballet. The Introduction and Rondo begins with a serious 
and thoughtful meditation for strings alone, richly harmonized in the modern, tonal 
idiom Hindemith had brought to fruition in Mathis der Maler. In the ballet this music 

accompanies Francis' meditation after receiving his calling in St. Damian's Church 
outside Assisi. The brief Rondo (which depicts Francis' "marriage" to the allegorical 
figure of Poverty) features a lilting melody on solo flute over a discreet accompani-
ment from strings.
 In the ballet, the March and Pastoral precede Francis' commitment to the church. 
The young saint-to-be first pursues a career in the military, and his optimism about 
this seemingly glamorous pursuit is expressed in the lively march, scored for piccolo, 
side drum and triangle, much in the style of picturesque "janissary" or Turkish" 
military music of the late eighteenth and early nineteenth centuries. There is an 
impressive orchestral tutti on the march theme, followed by a triple-time middle 
section in ominous, galloping rhythm, in which the music becomes less picturesque 
and more vehement as Francis is disillusioned by the violence he witnesses. Over 
pounding drums, the trombones and tuba sound the brutal second theme before the 
opening march returns, once again lightly scored but now suffused with harmonic 
uneasiness.
 Low strings sounding a despondent note lead directly to the short Pastorale, which 
recalls the seriousness of the Introduction. A sad, thoughtful melody is taken up by 
solo flute; then the oboe sounds a somewhat more hopeful note over delicate strings, 
bringing the movement to a gentle conclusion.
 The last movement, a Passacaglia, is taken from the final scene of the ballet, 
wherein Francis receives the stigmata on Mount la Verna. Hindemith's solemn 
passacaglia theme is sounded first by unison brass, then repeated twenty-one times 
in varied settings of increasing contrapuntal complexity and masterful orchestration. 
The work concludes with a stunning peroration in which exciting trills are sounded by 
the full woodwind and string sections while fragments of the passacaglia theme are 
volleyed by fortissimo brass.



For more info e-mail us:
admin@highdeftapetransfers.com

or visit our website:
www.highdeftapetransfers.com

Ba
rtó

k 
an

d 
Hi

nd
em

ith
 S

ui
te

s -
 M

ar
tin

on
 Th

e C
hi

ca
go

 S
ym

ph
on

y O
rc

he
st

ra
Bartók and Hindem

ith Suites - M
artinon The Chicago Sym

phony Orchestra

Released by RCA 1968
Engineer – Paul Goodman     Producer – Howard Scott

1 "The Miraculous Mandarin" Suite, Op. 19 18:20
"Nobilissima Visone" Suite 23:30
2 Introduction And Rondo 8:30
3 March And Pastoral 8:55
4 Passacaglia 6:00

Bela Bartók - The Miraculous Mandarin Suite, Op. 19
Paul Hindemith - Nobilissima Visone Suite

The Chicago Symphony Orchestra conducted by Jean Martinon


