
Pines of Rome (Pini di Roma) is chronologically the second install-
ment in Italian composer Ottorino Respighi's "Roman trilogy." It is a 
symphonic tone poem scored for a very large orchestra and cast in 
four movements, the musical content being representative of a literary 
plan. In Pines of Rome, Respighi succeeds spectacularly, producing 
a colorful and exciting montage of impressions that capture the 
imagination without wandering or becoming digressive.
 "The Pines at the Villa Borghese" depicts a scene at a once-private 
resort, and Respighi's music captures the energy and irreverence of 
children at play, including a discordant trumpet "raspberry" towards 
the end. This is contrasted by an austere phrase of plainchant that 
begins "The Pines near the Catacombs." Meditative in mood, the 
movement leads to a climax built around an insistent, repeated figure 
stated in fifths in the strings. This leads seamlessly into the next 
section, "Pines of the Janiculum." Opening with a spray of color from 
the piano, the piece slowly evolves into a beautiful nocturne punctu-
ated by the recorded sound of a nightingale's twittering, in one of the 
first instances where a recorded sound is specified for a concert 
score. This movement is successfully "impressionistic" without being 
particularly "French." "The Pines of the Appian Way" transforms from 
a slow, mysterious section into a loud, exciting march that evokes 
Ancient Rome, its gladiators, and its chivalry.

Respighi's affection for and knowledge of early music is amply 
demonstrated in his three suites of Ancient Airs and Dances. Gli 

ucelli (1928) represents another expedition into the past, in which 
Respighi transforms five characteristic keyboard pieces from the 
seventeenth and eighteenth centuries into a genial suite for orchestra.
 The orchestration of early keyboard music is a risky undertaking: The 
bright, uninflected timbre of an instrument like the harpsichord cannot 
adequately be conveyed by orchestral sonorities. Wisely, Respighi 
makes no attempt to do so. Instead, he uses the borrowed material to 
exploit the innate strengths of the orchestra, relying on melodic ingenu-
ity, sparkling instrumental color, and swift contrasts of volume and 
tempo for interest. While none of these five movements conveys the 
brittle brilliance of the original pieces, each is witty, playful, and 
unpretentious.
 After a graceful Prelude based on a work by Bernardo Pasquini, the 
"uccelli" (birds) of the title make their appearances as follows: the dove 
(after Jacques de Gallot), the hen (after Jean-Phillippe Rameau), the 
nightingale (Anonymous, seventeenth century), and the cuckoo (after 
Pasquini). The Prelude's main theme returns in various guises through-
out, and the work ends with a restatement of melodic fragments from 
earlier movements.

Ottorino Respighi explained that he composed his symphonic poem 
Fontane di Roma (The Fountains of Rome), "to reproduce by means of 
tone an expression of nature," and to impart a feeling for the "principal 
events of Roman life." Based upon the sentiments and visions 
suggested to him by four of Rome's fountains, he noted in the score 

that each movement was "contemplated at the hour in which their 
character is most in harmony with the surrounding landscape or in 
which their beauty appears most impressive to the observer." The 
poem is remembered as his most creative turning point, as it constitut-
ed his first great success as an orchestral composer and has become 
his best known work.
 Respighi arrived in Rome in 1913, when it was becoming Italy's most 
vigorous center of orchestral concert-giving, thus providing stimulation 
for Fontane di Roma. Prior to his arrival there, he taught at the 
Bologna Liceo Musicale. While in Bologna, he associated with the lega 
dei Cinque, an anti-establishment pressure-group, whose members 
included Pizzetti, Malipiero, Bastianelli, and Renzo Bossi. Although he 
had studied violin as a child, during this time he was more active as a 
piano accompanist than as a string player. When he was denied a 
permanent post in Bologna, he applied elsewhere, gaining a position 
as professor of composition at the Liceo Musicale di S Cecilia, Rome. 
He flourished there as a teacher. His students included Elsa Olivieri, 
whom he married in 1919. Rome, in its positive stage of musical 
development, provided Respighi with the perfect opportunity to present 
Fontane di Roma, which, although not immediately accepted, eventu-
ally brought him enormous success, wealth, and reputation.
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Respighi Pines Of Rome - The Birds - Fountains Of Rome - Kertesz LSO

Recorded by Decca 13-14 May 1968 Kingsway Hall
Producer David Harvey      EngineerKenneth Wilkinson

Fountains Of Rome 
10  I The Giulia Valley Fountain At Daybreak 4:00
11  II The Triton Fountain In The Morning 2:30
12 III The Trevi Fountain At Noon 3:22
13 IV The Villa Medici Fountain At Sunset 5:13
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The Birds 
5 I Prelude 2:59
6 II The Dove 4:34
7 III The Hen 2:50
8 IV The Nightingale 4:39
9 V The Cuckoo 4:22

   Pines Of Rome 
1 I The Pines Of The Villa Borghese 2:35
2 II Pines Near A Catacomb 6:30
3 III The Pines Of The Janiculum 6:39
4 IV The Pines Of The Appian Way 5:15


