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This treatise is a study of the life and music of the [talian composer, Bruno
Bettinelli (b. 1913). His artistic development, which is traced from his early
musical training through his conservatory education and his appointment as
professor of composition at the Milan Conservatory, is examined within the
context of the political climate and musical trends that influenced his approach. A
prolific composer whose works include symphonies, concertos, chamber music,
opera, choral works, and art songs, he is also a published author and music critic.
The focus of this study is the musical style used in Bettinelli’s song literature for
soprano, specifically Cinque liriche di Montale (1948) for soprano, flute, clarinet,
and string quartet. This collection includes the following settings of five poems by
the twentieth-century Italian poet Eugenio Montale (1896-1981): “Sul muro
grafito,” “L’anima che dispensa,” “Gloria del distesa mezzogiorno,” “Debole

sistro al vento,” and “Portami il girasole.” Analysis of Bettinelli’s songs reveals a
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harmonic style synthesizing pentatonic-diatonic modalities with whole tone,
octatonic, and chromatic materials. For example, he combines tetrachords from
the diatonic modes to create octatonic collections and then by continuing the
process of combination arrives at the complete chromatic scale. Musical form is
determined by poetic structure, often delineated by dramatic tempo changes and
fermatas. His general composition style is a combination of a prominent linearly
(melodic) conception in conjunction with an innovative use of syncopation and
polyrhythms. Although Bettinelli uses many of the devices associated with the
atonal tendencies of the twentieth century, his vocal line resonates with bel canto
lyricism of his Italian heritage, as his harmonic language moves away from

functional harmony.
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INTRODUCTION

For the last twenty years, I have considered Busseto, a small village in
northern Italy, my home. This small town attracts singers, conductors, agents, and
opera buffs interested in the life and music of Giuseppe Verdi. What brought me
to this small town (with only one main street) was an opportunity to coach be!/
canto singing with Renata Tebaldi and Carlo Bergonzi. Their encouragement was
all I needed to remain in Italy for five years to seek a career as an opera singer.
Personal circumstances returned me to the United States and led me to the
University of Texas at Austin to begin a doctoral program in vocal performance.
It seemed natural to contemplate some aspect of Verdi’s life and music as a topic
for the required treatise.

In the summer of 1996, a friend, Fabrizio Cassi from Busseto, Italy,
suggested I look at the life and music of the twentieth-century composer, Bruno
Bettinelli. From that advice, [ explored the soprano vocal music of Bruno
Bettinelli and discovered a source of twentieth-century Italian compositions that
were relatively unknown to the American recitalist.

Bruno Bettinelli granted me the first of four interviews on July 12, 1998 in
his Milan, Italy apartment situated off one of the many feeder streets leading to
the center of the city. I was apprehensive that my linguistic abilities would be
inadequate to match the in-depth questioning that I had in mind for our first visit.
Knowing also that he had been the conservatory teacher of some of the most

famous Italian conductors of our day—Riccardo Muti and Claudio Abbado—I



was nervous and slightly intimidated by his importance in the Italian classical
music scene. I also feared my project to focus on his vocal literature for soprano
would not interest him. Instead, within minutes of making introductions and
exchanging pleasantries, Maestro Bettinelli and his wife Silvia immediately put
me at ease and appeared sincerely honored that [ had selected his music as the
topic of my treatise.

Bettinelli’s music has been described by Gianandrea Gavazzeni! as a
continuation of traditions that stem from twentieth century European music: Bela
Bartdk, Gian Francesco Malipiero, Giorgio Federico Ghedini, Paul Hindemith,
Igor Stravinsky and Benjamin Britten.2 Perhaps in referring to these contemporary
composers, Gavazzeni means that similar modernistic techniques, such as
pentatonic/modal interaction with chromatic constructions, more specifically,
symmetrical pitch formations such as octatonic and whole-tone collections, can be
found in Bettinelli’s music. Certain modemistic tendencies in which we see a
break from traditional musical language can be found in Bettinelli’s music, and is
certainly found in his vocal music. Gentilucci summarizes his viewpoint on
Bettinelli’s compositional style:

While in his music each detail appears to be animated by an
internal objective and is manipulated to fit in with the whole, it
should be noted that this operation is not carried out by means of
stylization. On the contrary, he remains sanguinely faithful to
impulse. Together with the outline of the design, rhythm
constitutes the soul of his impulse, its very reason for existence,
corresponding to the vigorous course of the gesture in sound.

l Gianandrea Gavazzeni. A famous Italian orchestral conductor whose friendship with Bettinelli
developed during their conservatory years of study.

2 Flizabeth Gabellich, Linguaggio Musicale di Bruno Bettinelli (Milano: Guido Miano Editore,
1989), p. 8.
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Melody is always the principal recapitulatory element, just as faith

. in music as continuous linear discourse persists. For this reason
Bettinelli has always been a contrapuntist, however, without
adhering to the Neo-classical movement. On the contrary, he has
given vigor to his music by means of harmonic restlessness caused
by the continuous presence of chromatic elements, which goes as
far as partial recourse to the dodecaphonic technique. To those
who affirm that it is no longer possible for the individual to have
an active role today, Bettinelli gives a practical reply in his
structured music, which, with its harsh profile, expresses an
enduring faith in constructive ability.3

By focusing on Bettinelli’s constructive abilities within a collection of
songs, this treatise demonstrates demonstrate how poetic language and design
inspire Bettinelli’s musical syntax in his song literature for soprano. The
distinctive nature of his art songs, liriche da camera, springs from a desire to find
the best possible musical solutions to communicate the meaning of the text.
Bettinelli, like his musical ancestor, Monteverdi, had as his intention “to make the
words the mistress of the harmony and not the servant.”* Bettinelli states:

My concern has always been to communicate directly, to transmit
a discussion of sounds for people to listen, who know nothing or
almost nothing about technicalities of music and in the end are able
to say to me, ‘Yes, it is difficult, however, this piece impressed me.
It touched me, or I was able to follow generally your idea.” This is
the best to which a composer of today could aspire.S

3 Bettinelli, Bruno. 4" Concerto per orchestra. Orchestra di Milano della Rai. Aldo Ceccato.
CRMCD 1016, pp. 4-5.

4 Giulio Cesare Monteverdi, “Il quinto libro de’madrigali” [1605]. Source Readings in Music
History, ed. Oliver Strunk. New York: W.W. Norton and Co., p. 406.

5 Elizabeth Gabellich, Linguaggio Musicale di Bruno Bettinelli (Milano: Guido Miano Editore,
1989), p. 74. Bruno Bettinelli: “La mia preoccupazione di sempre & quella di poter comunicare
direttamente, tramite un discorso fatto di suoni, con le persone che ascoltano, le quali, pur non
sapendo nulla or quasi di tecniche musicali, siano in grado di dirmi alla fine ‘Si, & difficile, perd
questo brano ci ha dato delle sesazioni, ci ha preso e lo abbiamo potuto seguire nelle sue linee
generali.” Questo ¢ il miglior risultato cui possa aspirare il compositore d’oggi.”

3



In the hands of Bettinelli, the aesthetics avowed by Monteverdi in his seconda
prattica thus become true in his vocal music.

The vocal works by Bruno Bettinelli span the years 1933-2000 and
represent a continuous presence of compositional skill in blending of words and
music. This treatise focuses, however, on only one collection of songs for
soprano, Cinque liriche di Montale [Five Poems of Montale]. The discussion of
Cinque liriche di Montale emphasizes emphasize Bettinelli’s style and structure
and how the two are related. These distinguishing features in this set forms the
basis for conclusions regarding the uniqueness of Bettinelli’s musical language.
The musicologist Francesco Degrada points out:

...the way Bettinelli constructs music reflects his roots in Central
European musical tradition...he did not need to absorb these skills
since, having been borm in Europe, he already possessed them
organically. In his relationship with music seen as a science...he is
like a physicist...who has shifted his predominant interest from the
study of the infinitely large to the study of the infinitely small,
having realized that the ‘cosmic’ structure of counterpoint
resembles, after all, its ‘subatomic’ structure.b

By studying the subatomic structure of form, melody, and rhythm, it becomes
evident how Bettinelli’s distinctly personal ways of expression are direct
derivatives of the design of the poem. Form is articulated through the use of
dynamics, fermati, changing meter, shifting tempi, interludes, and other devices.
Melody is an expressive enhancement of the poetic text. Rhythm is the energy

that gives life to his compositions. Bettinelli is conscious of his connection to

6 Bettinelli, Bruno. Sinfonia Breve. Orchestra del Teatro La Fenice. Leonard Berstein. CRMCD
1026.
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Caccini, Monteverdi, and Verdi, all of whom understood how best to express “la
parola scenica.” 7

Thls study provides a narrative of his life that includes an overview of his
prolific output in many musical genres and a brief biographical sketch. He often
speaks about how living through World Wars I and II greatly influenced him as a
man and as a composer, and this is explored within a political and musical
context. Finally, an analysis of Cinque liriche di Montale is rendered through a
discussion of the text, form, tonality or departure from tonality, tone color,
ostinati, and rhythmic devices, all of which make up the musical language of
Bruno Bettinelli. Other materials include a chapter on the poetic source, Eugenio
Montale, and an appendix of four personal interviews translated in English.

In several interviews, Bettinelli spoke of not ascribing to any specific
compositional system. The evolution of his musical language stemmed from an
internal fountain of ideas that were not explainable by the composer. He states:

The fact is that [ don’t have a system to follow. I write what comes
from my soul. I never calculate. Guilio Mercati too makes these
kinds of observations, but I can’t explain why I write in this way or
that...I do it naturally. I don’t know how to explain my musicality.
[ am not an accountant. Music is something that boils within me
and when it comes out [ must put it into an order for people. But
before, it is like lava that burns everything.8

Silvia, his wife, states:

7 Parola scenica were words first used by Giuseppi Verdi at the time of 4ida in a request to the
librettist, du Locle. “Verdi asked his librettist for irregular lines (versi sciolti)... so as to be able to
say clearly and plainly what the action requires,’...” Letter to Ghislanzoni, 17.8.1870.
Copialettere, pp.641-2, as quoted by Julien Budden, The Operas of Verdi from Don Carlos to
Falstaff New York: Oxford University Press), p. 174.

8 Bruno Bettinelli, interview by author, Milan, Italy, 10 July 2000.
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When my husband decides to write something, he begins preparing
the composition in his mind a long time before writing it. [ know it
because he becomes silent and withdrawn. This means he is
mentally working out musical ideas... The first ten measures then
become twenty, because they are so condensed [at the initial
stage]. Then he widens and amplifies them. It is like lava from a
volcano that expands. Afterwards he must cut and amplify what he
wrote.?

Even though he is an accomplished pianist, he never uses the piano to work out
his material. Once he commits his ideas to staff paper, he works like a sculptor in
carving out and refining his ideas. What follows are hours of reworking what was
originally conceived mentally.

The set of songs, Cinque liriche di Montale, presented in this treatise
represent only a glimpse of the composer’s creative output. His repertoire
includes thirty-six compositions for orchestra: seven symphonies; ten
compositions for soloist and orchestra; seven for chorus and orchestra; three
operas; twenty-nine choral works; twelve compositions for chorus, organ and
piano; seventy-three instrumental chamber works; seventeen vocal collections;

and five revisions and transcriptions.

? Ibid.



CHAPTER ONE AN HISTORCAL PERSPECTIVE

Se non scrivessi sarebbe come se mi mancasse 1’aria che respiro.
—Bruno
Bettinelli'0

Bruno Bettinelli, born 1913 in Milan, is known in Italy as one of
the most important composers of the second half of the twentieth century.
He is a complex and interesting individual who demonstrates a profound
wisdom that comes from a long life of personal experiences. Not to be
neglected in the long list of people whose influence greatly affected
Bettinelli’s outlook and intellectual capacities were his parents. As an
only child, he had a close bond with his family, in a special way with his
father, who was a remarkable and sophisticated painter and his mother,
who encouraged his education and his acute sense of music. In speaking
with this man, one remains struck by the vivacity of his intuition, and his
sharp, biting, rapid and lucid capacity for dialogue. For him nothing is
extraneous to his life, from his faith, to politics, to economics. He
demonstrates a rare quality for a musician: he can speak knowledgeably
about many topics outside his field and does not restrict his discussion to
music. In conversing with him one can not distinguish the man from his
thoughts, culture, artistry, or whether it is the the adviser, the friend, or

teacher speaking.

10 Elizabeth Gabellich, Linguaggio Musicale di Bruno Bettinelli (Milano: Guido Miano
Editore, 1989), p. 68. “...if I did not compose it would be like not having air to breathe.”
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As a teacher, he taught the music of past European masters and
believed firmly enough in their importance to fight drastic changes in the
Italian conservatory curriculum that would have removed such
fundamentals as counterpoint. Bettinelli believed strongly that students
needed a thorough foundation in theory, counterpoint, and fugue. He
believed that without these rigorous studies, students would not have the
multifaceted references to draw upon in synthesizing their own musical
language. He fought conservatory colleagues who wanted to eliminate
traditional studies based on the notion, that contemporary composers no
longer use past compositional models. As a result of this controversy,
many students seek out Bettinelli even today to learn from him the
fundamentals of composition that are no longer being taught with the
rigor of past instruction.

At the beginning of the twentieth century, young composers were
faced with the challenge of following the musical giants of the nineteenth
century. Bettinelli summaries the various schools and musical trends he
confronted as a young composer in the last written interview with the
author:

The period from the end of the nineteenth century to the
beginning of the twentieth century was extremely complex
because of the political and social situation in Italy and
France which exploded into World War I. In the music
field it was the most important period (that tended toward
exhaustion) of great German composers like Schuman,
Brahms, Mendelssohn, and, of course, Chopin (who was
Polish, but came from that camp). And, of course, Strauss
and Mabhler.



Then, there was the French reaction by Debussy and Ravel.
In the interim, the Russians, who certainly were not
inferior to the French, [gained prominence]. Tchaikovsky,
who was the greatest musician, was esteemed by
Stravinsky (something rare because he criticized
everyone).

As for me (born in 1913, graduated in piano in 1937), I had
to wait and see, because in the meantime everyone was
victim (in manner of speaking) of the melodrama of Verdi
and Puccini that prevented the development of other
musical forms, such as symphonic and chamber music.
This was, however, different for the French and Germans.

After Petrassi and Dallapiccola (who were nine or ten
years older than myself), young composers (myself
included) were left in limbo after such a marvelous century
(19") that had many more possibilities than the previous
century (18"). In fact this century was in general a
harmonic clich¢ (Mozart, Haydn, and then Beethoven,
even though he crossed over into the romantic period).

In comparison with this conglomeration of wonderful,
cultured French and German musicians (without including
the scholars), to the unrestrained reaction at the end of the
century of Debussy and Ravel—we enter into the 20"
century and the Viennese school begins.

In Italy we have the 1880’s generation of Respighi,
Pizzetti, and Malipiero. These were more ahead of their
times, headed toward a certain modernism. They were
influenced, as was Schoenberg, by the Viennese school.

Then we come to Petrassi and Dallapiccola, and, then, I
was bom in 1913.1!

At the time of Bettinelli’s birth, there were diverse musical, artistic
and political currents flowing through Milan. The most radical was the

movement known as Futurism founded in 1909 by thé artist and writer

11 Bruno Bettinelli, interview by author, 5 February 2001.
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Filippo Tommaso Marinetti. In a series of polemical manifestos, these
“Futurists” asserted a revolt against past artistic traditions in order to
develop a new kind of art suitable for an age based upon technology. This
took place in Milan in 1913-14, where they experimented with the
possibility of organized noise as music.!2 Bettinelli was directly exposed
to the thinking of the Futurists by occasionally attending meetings with
his parents. Bettinelli recalls one particular evening:

I have always been interested in knowing about new
artistic tendencies, so one night my parents took me to a
Futuristic meeting. This evening there was a humorous
situation between the fiery Futurists and those who
opposed them. In addition to the polemic discussions of the
argumentative Marinetti and his supporters, one could also
listen to the strange whispering that came from the famous
“intonarumori”[tone noise] of Luigi Russolo. This curious
machinery went through successive phases of development
acquired new names: hissing (sibilatore), buzzing
(ronzatore), howling (ululatore), rustling (frusciatore), and
so forth. At the end [of the meeting] momentary interest
would be revived in Edgard Varése, Stravinsky and others.
They [these meetings] were, in some way, an instrumental
precursor to the musique concrete of Pierre Schaeffer born
with the advent of electronic music.!3

Bettinelli was not connected artistically to the Futuristic endeavor and his
music was not influenced by their drastic break from the past. Yet, he was

always a curious observer of the artistic expression of others. Bettinelli

12 New Grove Dictionary of Music and Musicians, ed. Stanley Sadie (London:
Macmillan, 1980) Vol. F, 41. These demonstrations culminated in 1929 in the Parisian
presentations of the final form of Russolo’s most elaborate invention, the ‘russolofono’
or ‘rumorarmonio’. All of which were a precursor to musique concréte and electronic
music.

13 Elizabeth Gabellich, Linguaggio Musicale di Bruno Bettinelli (Milano: Guido Miano
Editore, 1989), p. 80.
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opposed the iconoclastic Futurists. He composed organically whereas the
Futurists synthesized collages of sound. It is safe to say the Futurists
views were too extreme to bring about a significant change in the musical
life in Italy.

Another musical trend in Bettinelli's formative years grew out of
the intensely chromatic idiom of Wagner, Richard Strauss, and early
Schoenberg. At the hands of Schoenberg and his followers, tonality was
stretched to the breaking point and succumbed to the equalization of the
twelve tones.

I was a student and my personal evolution was nothing
more than to wait and see. I tried to evaluate what I
believed to be valid, that is to say all of the 19th century,
without, however, trying to imitate / Colossi [the giants]. I
studied the new musical tends of Schoenberg and Berg that
I liked very much.

Consequently, [ experimented with all the various
movements: twelve-tone, but not serial. I tried to compose
using serial method, but it was like having a chain and ball
tied to my feet. It was too restraining in certain ways that I
did not like, because [ wanted to write what I felt inside. I
looked, however, to modernize my language based on the
collective experience which surrounded me (like the
French, Austrian, and German schools). My generation
was like a sponge absorbing something from everyone.
Like young shoots [trees] in music, we were a little
uncertain. !4

Composers of Bettinelli’s generation grew up with fluency in serial
techniques. Even though Bettinelli was not a serialist he did move toward

a kind of twelve-tone tonal language through the interaction of traditional

14 Bruno Bettinelli, interview by author, 5 February 2001.
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and non-traditional constructions. The pitch constructions that he used
were octatonic, whole-tone, modal, and gypsy mode. While belonging to
the atonal realm, he does not necessarily distinguish himself as an atonal
composer. These issues connects him to other twentieth-century
composers and place his musical language in the context of his style.

A third, equally vital development at this time, was an increasing
interest in the music of third-world nations and in the folk music of
developed nations. The World Exhibition in Paris in 1889 had a profound
effect on the thinking of artists of all media. The musical impact took the
form of scale structures beyond those of the tonal or dodecaphonic
systems, such as pentatonic and whole-tone scales, and alternative
modalities. Bettinelli studied the music of Bartdk, Janavek, Smetana,
Kodaily, and others, at whose hands these expanded scale possibilities
were explored. The first time Bettinelli heard Barték was on a radio
broadcast from the Festival in Venice.

[ would say that Bartok greatly influenced me in the
beginning. He was the first composer who broke from the
fixed patterns and risked, without failing, a method that
lends heavily on Hungarian folk music. The typical Bartok
scale, I tried not to use. In my search, however, [ drew
upon polytonality, free twelve-tone, total chromatic,
however, not serial. I have saved a few serial pieces as
study pieces, which I abandoned because it wasn’t
congenial to my way of understanding.

These were journeys of my youth. I had at my back the
wonderful nineteenth century, and in front of me all the
search and experimentation in reaction to the melodrama
even though Puccini’s music continued. (May God have
this great musician in Paradise).

12



I sought my way, and, I believe, that I found it: atonality,
polytonality. However, what always concerned me was
communicating with the public—all the things that connect
in a musical discourse (il famoso filo rosso del discorso
musicale).'5

Bartdk believed there was no such thing as atonality in his music.
Bartok, in his essays, explains that one arrives at atonality by adding more
and more dissonances. When smaller intervals are added one approaches
the atonal realm.

The music of our times strives decidedly toward atonality. Yet it
does not seem to be right to interpret the principles of tonality as
the absolute opposites to atonality. The latter is much more the
consequence of a gradual development, originating from tonality,
absolutely proceeding step-by-step without any gaps or violent
leaps.16

Although Bettinelli did not turn to folk sources as a means of
developing a national idiom, he was able to absorb modal structures by
way of his European colleagues and contemporaries. His own nationalism
is a fusion of the various European tendencies. This fusion is a
combination of his own native lyricism with the highly contrapuntal and
dense chromatic writings of a Germanic instrumentalist. As will be seen
in Cinque liriche di Montale, Bettinelli uses many of the same scalar
possibilities of his contemporaries such as octatonic, twelve-tone,
pentatonic, modal, and chromatic to organize his musical syntax.

Bettinelli’s musical syntax cannot be viewed, however, as

belonging to any one of these three movements, but rather was influenced

15 1hid.
6 Béla Bartok Essays, Benjamin Suchoff (New York: St. Martin's Press, 1976), p. 455.
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by certain elements from them. His expanded musical vocabulary grew
out of the modal and dodecaphonic tendencies and accounts for the
richness of his compositional output. As a young impressionable
composer, he could have easily followed current trends, however, he
preferred to follow his instinct to create his artistic path.

Bettinelli’s artistic path, however, was not an easy one. Italian
conservatories, musical organizations, composers, and performers
struggled to survive through a most difficult period in Italian history. In
the early 1920’s, which was the initial stage of Fascist indoctrination, the
arts enjoyed a certain amount of freedom of expression as long as artists
outwardly demonstrated their acceptance of the regime.!” Bettinelli
recalls:

We [young composers] were somewhat isolated. It was,
however, not because Fascism prohibited us (to go in the
direction we wanted). In fact Fascism was not interested in
intellectual pursuits. Although it is true that Sarfatti, Jewish
and a friend of Mussolini, was the one who founded an
artistic foundation for painters alone with Carra, Sironi, De
Chirico and others.

In music there was Respighi, who minded his own
business, Pizzetti, Ghedini, and, above all, Malipiero.
Malipiero (the good Venetian that he was) had contacts at
the festival in Venice. He was already ahead [of us
younger composers]. I remember the first time [ heard
Bartok was from a radio broadcast from this festival.!8

17 Harvey Sachs, Music in Fascist Italy New York: W.W. Norton and Co., 1987) p- 157.
I8 Bruno Bettinelli, interview by author, 5 February 2001.
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Many musicians, whether true believers or opportunists, perpetuated
Mussolini’s ideology and, in some cases, supported this regime blindly. It
was not until 1939 when Mussolini enforced racial laws that many
musicians became disillusioned with Fascist nationalism and took an
active stand against the regime.!9 In July 1939, Bettinelli experienced

directly the intolerance occurring in Germany.

I still remember a brief vacation in Frankfurt, Germany in
July 1939 as guest of my uncle Armando. During my visit
(in my opinion a moment of arrogance and ignorance) a
presentation of “degenerate art” (Entartete Kunst) was
organized by the Ministry of Nazi Propaganda. People saw
exhibited, with the intent to defame, beautiful paintings of
Picasso, Klee, Kandinsky, Mondrian, Kokoschka, Otto
Dix, Chagall, Braque, and others of the “Blue Riders” and
so forth. The music of Stravinsky, Barték, Hindemith,
Schoenberg, and others considered to be degenerate art
were broadcast over powerful speakers.

Unfortunately, Russian artists weren’t much better off.
Those who did not want to stay under the impositions of
Zhdanov...were frequently forced to choose between
abjuration, exile, Russian concentration camps, insane
asylums, or suicide. We know what happened to
Shostakovich...20

This experience and many like it left Bettinelli with a disapproving bias
toward the German people.
In spite of this bias, Bettinelli believed deeply in the innate

goodness of man, in spite of the chaotic times in which he lived. His

19 Harvey Sachs, Music in Fascist Italy (New York: W.W. Norton and Co., 1987) p. 146
20 Elizabeth Gabellich, Linguaggio Musicale di Bruno Bettinelli (Milano: Guido Miano
Editore, 1989), p. 14.
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symphonic and choral works reflect the disappointments of his times. Yet
even in his most tormented works one can find his profound trust in
mankind and his deep faith in his Maker. La Cantata, composed in 1971
for chorus and orchestra, is a complex choral setting of eleven Ungaretti
poems depicting various tormented situations of one’s search for God
such as verse four, “Whom do I long for? God?” The tormented soul
further questions in verse VI, “...soul...of tefrors, why are you not
gathered by the still sure hand of God?” And more poignantly, “You
never look at me anymore, Lord?”” These supplicating poems find hope
and peace in the final words of the last verse, “I am enlightened by the
immense” (M1 illummino d’immenso).

Another work considered by Bettinelli as one of the most
important of later years is Terza Cantata of 1984, which is dedicated to
his life-long friend Gianandrea Gavazzeni. He selected a dramatic sonnet
by Tommaso Campanella.2! At the end of the sonnet, Bettinelli designed a
“living circle” to poftray visually the content of the poem and to illustrate
man’s earthly journey. It is best described by the composer:

These selected words follow Campanella’s texts and are
articulated on words that must follow one another in
progressive order. For the best emphasis they are placed in
succession and read clockwise. The most important word,
placed at the beginning and end, is “love” which is meant
as the universal fundamental of good. This cycle is a
synthesis of various phases of life’s course recurring

21Tommaso Campanella was baptized Giovanni Domenico. He was a Dominican
philosopher and writer, born September 5 1568 at Stilo in the province of Calabria; died
at Paris, May 21, 1659. Catholic Encyclopedia, s.v. “Tommaso Campanella.”
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without end. It reflects the content of the sonnet. They [the
words] are repeated one after the other insisting almost
obsessively, again and again as in an invocation, a shriek
of dismay, an abuse, imploring, and finally as hope. The
final return of “love” soothes and renews Campanella’s last
verses. They complete the image of the wheel in eternal
movement that does not concede respite, alternating
between good and evil, in man’s earthly journey.?2

22 Elizabeth Gabellich, Linguaggio Musicale di Bruno Bettinelli (Milano: Guido Miano
Editore, 1989), pp. 71-72. Le varianti che fanno seguito al testo di Campanella si
articolano su alcune parole che dovranno susseguirsi in ordine progressivo. Per majjorie
evidenza sono state disposte in successione circolare e vanno lette in senso orario. Fra
queste predomina, all’inizio e alla fine, il termine “amore” inteso come fondamento
universale di Bene. Queste parole sintetizzano le varie fasi ricorrenti che condizionano,
da sempre e sneza soste, il divenire nel tempo delle vicend umnae, secondo quanto
suggerisce il contenuto stesso, terribilmente attuale, del sonetto. Vengono ripetute una
dopo I'altra con insistenza quasi ossessiva, volta a volta come invocazione, come urlo
sogomento, come invettiva, come implorazione e finalmente come speranza. II ritomo
conclusivo e rasserenante di “amore” e la rinnovata citazione degli ultimi versi di
Campenella, completano I’immagine di questa “ruota” in eterno movimento che non
concede tregua, nell’alternarsi del bene e del male, alla giornata terrena dell’uomo.”
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Bettinelli’s wheel captures the eternal battle between good
and evil.

nop® lovg

Convien al secol nostro abito negro,
pria bianco, poscia vario, oggi moresco,
notturno, rio, infernal, traditoresco,
d’ignoranze e paure orrido ed egro.
Ond’ha a vergogna ogni color allegro,
ché’l suo fin piaghe e’l viver tirannesco,
di catene, di lacci, piombo e vesco

di tetri eroi, ed afflitte alme intégro.
Dinota ancora la stoltizia estrema

che ci fa ciechi, tenebrosi e grami,
onde’l pitt oscuro il manco par che prema.
Tempo veggo io che a candidi ricami,
dove pria fummo, la ruota suprema,

da questa feccia, & forza ne richiami.?3

23 Ibid. p. 72. Come in our century black dress, formerly white, then various today dark,
nocturnal, river, infernal, traitor, of ignorance, fears, horrid and sick. Whence has every

color of shame made merry, that it cried in the end and the living tyrannous, in chains, in
lace, lead and blisters, gloomy heros hired souls entire. Denotes still extreme foolishness
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Bettinelli’s life journey resembles the images found in
Campanella’s verses. His pilgrimage has been and continues to be about
living life through the chiaroscuro events of his century and remaining
faithful to his beliefs. This honesty comes from the spiritual core of the

man and is found in all his music.

that makes us blind, tenebrous and miserable. Whence the most overcast defect that
weighs upon. Time I see that candid embroidery, where before was the supreme wheel,
from this dregs, it is the power in it that recalls me.
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CHAPTER TWO BRUNO BETTINELLI’S ARTISTIC
BACKGROUND

At the beginning of the twentieth century, Italians could not foresee how
the leadership of the étatesman and five times prime minister Giovanni Giolitti
would lead their country through one of the darkest periods of mankind.2¢ The
government took a nationalist-expansionist stand toward North Africa. Bank
scandals and financial speculations in which government officials were implicated
permeated the central government in Rome. There was unrest throughout the
country between the workers and peasants; unions were formed, and there were
widespread outbreaks of strikes in 1901 in which the government took a neutral
stand in labor disputes. In Italy, the leading class was a staunch, conservative
bourgeoisie. At the dawn of the industrial revolution, Italy was a predominately
agricultural country. Recent unification of the country in the late nineteenth
century was still plagued with cultural differences between the North and South,
which remains a serious problem of contemporary Italy.

The Italo-Turkish war (1911-12) culminated with Italian possession of
Libya and the long desired goal of colonization achieved. Although Giolitti
actively opposed intervention in World War I (1914-1918), Italy entered the war

on the side of the allies in May 1915, even after having declared neutrality in

24 Giolittismo means retaining power by using corruption and violence on election days and being
concerned with personal deals rather than party loyalty.
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August 1914. On the eve of this “sciagurato’?5 [unfortunate] era, Bruno
Bettinelli was born in Milan, Italy, on June 4, 1913.26 This period in which
Bettinelli grew up left two indelible memories. The first was as a child of five
while visiting a cousin who lived in an apartment in the Galleria across from La
Scala, Bettinelli remembers:

I watched the birth of Fascism in Milan. I went often to my Uncle
Angelo’s apartment in the Gallena. In 1917-1918, when
communism exploded in Russia, in Italy Red Squads formed. From
the window overlooking the Galleria, I saw the red squads assault
Italian soldiers. The communists tormented the veterans of WW [.
I remember them being dragged by the hair across the floor of the
Galleria. They accused the Italian soldiers of having supported the
war. I can still see it! The Arditi 27 were like the Italian marines
who wore black shirts, which became the fascist uniform. When
the Italian assault soldier saw their friends being assaulted by the
communists they defended their friends and fought for them. The
industrialist realized the power of the assault soldier and began
supporting them financially. Mussolini recognized an opportunity
and left the socialist party to support the Arditi; what followed was
the march on Rome. He was appointed President of the
government by the King and then became a dictator. He was a very
good speaker and writer. He put many things in order and realized
many wonderful works. Then he went with Hitler and that was the
end. He thought he could win the war in 5 minutes, while it had
just begun. Mussolini destroyed Italy.28

Another strong image that dominates his vivid memories of the past is his
tearful mother throwing small packages of wool clothing to young soldiers below

in the street as they marched towards Stazione Centrale (Milan train station) for

25 A word used by Bettinelli to describe this moment in his life.

26 Paola Petazzi, “Bruno Bettinelli,” New Grove Dictionary of Opera (London: Macmillan Press
Limited, 1992), vol. I, p. 461.

27 Ardito, an Italian assault soldier, 1915-18.

28 Paraphrase of Interview with Bettinelli, Milan, July 10, 2000.
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the front lines perhaps never to come home.?? Bettinelli has never forgotten these
experiences and many others too numerous to recount. In spite of the horrific
events surrounding him, he developed an internal will to survive.

Following the war in June 1920 Giolitti, prime minister for the last time,
began the difficult job of reconstruction. The weak central government of post
World War I could not handle the unrest. Giolitti prepared the way for the Fascist
take-over by tolerating the presence of Fascist squadristi [armed squads] who
assisted in maintaining order. Giolitti resigned in June 1921 appearing to back the
new regime, but shortly before his death in November 1924 he withdrew his
support.

In 1922, Bruno Bettinelli was nine years old when a general strike was
called and 40,000 Fascists threatened to march on Rome. On October 31, that
same year, Benito Mussolini became the youngest prime minister in Italian
history. His regime at the peak of its popularity, however, would shock what was
left of the moral fiber of the country with the political murders of Giacomo
Matteotti3® and the Rosselli brothers.3! People lived under the fear that if one

disagreed with the regime one was punished in humiliating ways, exiled, or

29 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), pp. 79-80.

30 Giacomo Matteotti was a socialist party leader 1885-1924. Harvey Sachs, Music in Fascist
Italy New York: W. W. Norton and Co.), p. 126.

31 Carlo Rosselli (1899-1937) was an [talian anti-Fascist who founded the ‘Justice and Liberty’
liberal-socialist movement and fought Mussolini’s regime at home and abroad until his
assassination during the Spanish Civil War. Nello Rosselli, an [talian historian, was murdered
alone with his brother on a country road in Normandy. Stanislao G. Pugliese, Carlo Rosselli:
Socialist Heretic and Antifascist Exile, (Cambridge: Harvard University Press, 1999).
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imprisoned. Political support for Fascism was obtained through demagoguery,
boisterous nationalism, and thuggery.

Bettinelli recalls his father, a staunch socialist, meeting with friends at the
store of the local antique dealer. In the back room, these men would boisterously
voice their opposition to the regime. One day a young zealot policeman stopped at
the store and belligerently stated: “It is said at police headquarters that there are
those of you who undermine the [Fascists] party all day long!” The storeowner
replied emphatically: “No, that isn’t true! We talk badly about the regime all day,
all afternoon, and all night!” The policeman-was so surprised at the truthfulness of
the response that he left without uttering a word. Luckily, nothing came of the
incident. It was the young Bettinelli who would caution the often outspoken
socialist father to remain calm and prudent.

Benito Mussolini, // Duce [The Leader] controlled the flow of information
and the social structure.3?2 The regime controlled the arts—Iliterature was used for
propaganda, painting, poetry and music for the celebration of the regime. Those
artist who refused to join the party, like Bettinelli’s father Mario, were prohibited
from displaying, performing, or printing their works. In spite of everything, the
young Bettinelli managed to maintain a positive outlook, complete his studies,
and begin a career as a teacher and composer.

These events, however, and many others like them influenced the manner

in which Bettinelli approached life. It affected his feelings towards the German

32 Benito Mussolini, born July 29, 1883, was the Italian Prime Minister from 1922-43 and the first
of twentieth-century Europe’s fascist dictators. He died April 28, 1945 near Dongo. Harvey Sachs,
Music in Fascist Italy New York: W. W. Norton and Co.), pp. 7-10.
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people and over the years developed into a negative bias. He openly regrets that
some of the most important musicians throughout the ages have been of German
descent. In living through these despicable times, Bettinelli’s moral convictions
and beliefs were constantly being tested. It would ultimately be his faith in God
that would give him the strength to surpass the difficult moments of childhood
and youth. He proudly exclaims “I am a Christian in belief and practice.”3 It is
surprising to find a contemporary [talian composer, prolific in secular genres (for
orchestra, the operatic stage, soloist and orchestra, choir and organ or piano,
orchestral and vocal chamber music, and revisions and transcriptions), who takes
the time to include sacred music in his compositional output. When asked why he
writes sacred music, whether instrumental or vocal, he responded with great
conviction, “To be a Christian is necessary for my soul.””3*

Bettinelli’s resilient faith saw him through the first half of the twentieth
century’s most difficult moments. It pulled him toward uplifting poetry and poets
and in a secondary way shaped the evolution of his musical language. He was
influenced by the most important Italian poets of the twentieth century. At our last
interview in Milan, on his work desk was a beautifully bound copy of a complete
edition of Ungaretti’s poetry. This poet was the inspiration for two important
choral works Tre liriche corali (1940), and Sono una creatura (1971). Bettinelli

set other important [talian poets such as Salvatore Quasimodo, Quirino Principe,

33Bruno Bettinelli, interview by author, Milan, Italy, 10 July 2000.
34 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), pp- 79-80.
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Guido Miano, Tommaso Campanella, and Eugenio Montale either in art songs or
in choral works.

The importance of his family and friends, his conservatory studies, and the
Milanese musical scene all contributed to Bettinelli’s highly personal and intuitive
approach to composing. Bettinelli’s mother encouraged his piano playing more
from a desire to shape her son culturally than from a hope he would become a
musician.3? His artistic temperament seems to stem from his father, who was a
well-known Milanese painter and caricaturist. Bettinelli has an extensive
collection of his father’s oil paintings and caricatures in his Milan apartment. In
particular Bettinelli remembers a caricature of the famous orchestral conductor
Antonio Guarnieri:

...a few years ago [before I met Antonio Guarnieri in Siena at the
“Corso di Composizione dell’Accademia Musicale Chigiana] my
father drew in pastel a caricature from life that almost resembled a
portrait [of Guarmnieri]. It was beautiful for its strength of design as
well as its psychological penetration [of the man]. I still have
many of these “caricatural mask,” as my father called them, that
were often published in art magazines or newspapers, often given
prizes, hence distinctive. They constructed in certain ways a live
documentation of an entire era. In addition to Guarnieri...Puccini,
Toscanini, Debussy, Boito, Mascagni, Ugo Ojetti, Ibsen,
D’Annunzio, la Duse, Tolstoy, Dina Galli, Adami, Zandonali,
Jambo, Liszt, Tostand, Gorki, Leoncavallo, Huberman, Caruso,
Ricordi  (Burgmein), Humperdinck, Montemezzi, Anton
Rubenstein, Grieg, Turati, painters Beltrame, Carrier, stage
designers from La Scala Benois, Rovescalli, Palanti, Secretary of
State Sonnino, Salandra and many others. Many of these were
drawn from life and others obviously from photographs.36

35 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 10.
36 Ibid., p. 84.
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Among his father’s collection is a caricature of Hitler, which Bettinelli refuses to
exhibit in the collection, nor does he show it privately. Bettinelli, to this day, is
repulsed by the name, Hitler.37

Another influential family member was his Uncle Angelo Bettinelli, one
of the most important voice teachers in Milan. His voice studio was in the
Galleria just minutes from the back stage door of the important [talian opera
house, La Scala. During Arturo Toscanni’s tenure at La Scala, singers who came
to him not knowing their music were unceremoniously sent to Angelo Bettinelli.
Toscanni is reported to have said to the singer: “Somaro! Andate da Bettinelli e
imparare la musica!” [Jackass! Go to Bettinelli and learn the music!].3¥ Angelo
Bettinelli’s wide circle of friends included Puccini, Giordano, and Richard
Strauss. Bruno Bettinelli recalls an incident that occurred when his uncle

collaborated closely during the preparations for the debut of Salome at La Scala:

Many years ago my Uncle Angelo was a substitute maestro at La
Scala when Richard Strauss’ Salome was to make its Italian
premiere. During a rehearsal break, my uncle was seated near
Strauss in the orchestra to coordinate certain aspects of particular
scenes. Taken with enthusiasm with the splendid score the young
substitute maestro exclaimed: ‘Maestro, how do you write these
splendid pages?” Mischievously yet pleased, without losing
composure, fixed his cerulean eyes through a kindhearted smile, he
responded, ‘Avec de la patience....”39

Young Bettinelli was born into the environment of La Scala. He spent

many evenings in the “loggione” [the upper balcony with the cheapest seats and

37 Bruno Bettinelli, interview by author, Milan, Italy, 10 July 2000.

38 Ibid.

39 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), pp. 79-80.
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many believe the best acoustics] of La Scala, where he heard the greatest singers,
musicians, and conductors perform at the beginning of the twentieth century.

At thirteen Bettinelli began his formal music studies at the Conservatory
in Milan. It was during this ten-year course of study that he would develop
important and long-lasting friendships with professors and students, who would
later become interpreters of his works. He studied harmony and counterpoint with
Giulio Cesare Paribeni (1881-1964),%0 orchestration with Renzo Bossi (1883-
1965),4! and piano with Santo Spinelli.#2 According to Guilio Mercati, the
influence of Bossi was in Bettinelli’s mastery of traditional compositional forms,
in particular the contrapuntal style of Brahms. Mercati further submits that these
years of artistic formation permitted the young composer to freely develop his
own style.#3> In 1931, Bettinelli received a diploma in piano from the Milan
Conservatory.# That same year he competed and won the Jounk Garbagnati
scholarship, which enabled him to continue his music studies.*> During these

years, Bettinelli studied as a composer, orchestral conductor, and choral

40 paribeni was an Italian composer and musicologist. He taught harmony, counterpoint, and
fugue at the Conservatory in Milan. He published many historical writings, critiques, and music
theories. Delfino Nava, Dizionario Musicale 11 (Milan, 1961) p. 539.

41 Renzo Bossi was the son of the famous organist Marco Enrico Bossi. Renzo Bossi, a composer,
took part in a short-lived initiative by the “Cinque italiani”’ ( Pizzetti, Malipiero, Respighi and
Bastianelli) to renew a nationalist musical language. He greatly influenced Bettinelli’s style of
orchestration and encouraged contrapuntal writing. Giulio Mercati, Bruno Bettinelli Il cammino di
un musicista (Milan: Rugginenti, 1998), p. 19.

42 Santo Spinelli was an Italian composer and organist. He taught Gregorian Chant at the Milan
Conservatory, and also taught at the Scuola superiore di musica sacra in Milan, and other colleges
and institutions. In 1924, he won the position as organist of the Cathedral of Milan and remained
in that position till his death. Delfino Nava, Dizionario Musicale U1 (Milan: Paoline, 1961) p.139.
43 Giulio Mercati, Bruno Bettinelli Il cammino di un musicista (Milan: Rugginenti, 1998), p. 19.
44 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan: Guido Miano Editore,
1989), p. 10.

45 Ibid., p. 11.
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conductor. He accompanied vocal and instrumental ensembles and participated in
all the “i saggi” [student recitals] of the institute.4¢ These years were spent
accumulating various disciplines, which would prove to be of great importance to
him later as a composer and teacher. Bettinelli conducted his first orchestral work,
Ascesa, at the final concert of the scholastic year 1933-34.47 It was Luigi Orsini,
professor at the conservatory, who wrote the poem that inspired the student
Bettinelli to write his first symphonic poem.48 His conservatory studies concluded
in 1937 with a diploma in composition and orchestral conducting.4?

After completing his Conservatory studies, Bettinelli took part in a
summer course at the Accademia Musicale Chigiana in Siena.’® This experience

allowed him to work closely with his professors and make important contacts with

46 I saggi” are end of the year recitals given by the most talented students of the Conservatory.
The entire faculty observes the improvement of the performers.

47 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 11.

48 Ibid., p. 11.

49 Guido M. Gatti, “Bruno Bettinelli,” La Musica Dizionario (Torino: Unione Tipografico, 1968),
p- 209.

50 The June 1932 issue of Musica d’oggi announced a new undertaking that proved to be of major
importance: ‘On the initiative of Count {Guido] Chigi-Saracini, and with the Government’s
approval, an Advanced School of Music will be founded in Siena under the auspices of the Italian
Inter-University Institute, with its headquarters at Count Chigi’s palace.” Courses ran from July to
September, and the original faculty included Vito Frazzi (composition), Arrigo Serato (violin),
Arturo Bonucci (cello), Ada Sassoli (harp), Gemma Bellinicioni (dramatic arts), Giulia Boccabati
and Adolfo Barutidella (voice), Fernando Germani (organ) and Claudio Gonvierre (piano). The
Count, a generous music-lover, was the last of a family that had been in the forefront of Italian
finance and culture since the Renaissance. He continued to support the school until his death in
1965, and he left his palace — one of the most beautiful buildings in Sienna — to the organization.
Many of the finest musicians in the world have received part of their training in master courses at
the Accademia Musicale Chigiana during the past half-century. Harvey Sachs, Music in Fascist
Italy New York: W. W. Norton and Co.), p. 43.
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other promising and talented students, who became excellent interpreters of his
works.5!

Two major occurrences—his first teaching position and his first
symphonic work—would change his life. Immediately following his graduation
from the Milan Conservatory he was asked to assume the teaching position of his
retiring theory professor Ettore Pozzoli.>?

That same year his first symphony, Sinfonia da camera began to give
Bettinelli important recognition. According to Armando Gentilucci, basic
characteristics of his musical language, i.e., contrapuntal manner of composing,
began to emerge in this early work. He further stated this symphony had some
elements resembling neoclassic influence of Hindemith.33 Elisabetta Gabellich
describes this work as being ‘based on a rigorous contrapuntal texture, in four
movements and further remarks that it evades any influence of post
Romanticism.>*

When Bettinelli was twenty-five years old, his friend Gino Marinuzzi, Jr.
invited him to his house so that his father, an important Italian orchestral director,

could review Bettinelli’s first symphonic work. Bettinelli remembers being

51 Delfino Nava, “Bruno Bettinelli ", Dizionario Musicale Larousse (Torino: Paoline, 1961), p.
198.

52 The director of the Milan Conservatory Riccardo Pick Mangiagalli selected Bettinelli to teach
beginning theory and solfeggio. This appointment lasted until the beginning of the Second World
War (1940), at which time Bettinelli was enlisted into military service. Luckily, he was not
assigned to the front lines, but to a regiment at Ufficio Comando (Headquarters) in Milan.
Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore, 1989),
p-LL

53 Ibid., p. 23. Armando Gentilucci was a classmate of Bruno Bettinelli and became an important
Italian conductor.

54 Ibid., p. 29.
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anxious and worried about this first meeting. He recalls, however, being put
immediately at ease by the famous conductor.

I will never forget the fascinating personality of this man. [He was]
tall, abrupt, a mass of white hair surrounding a pale face, a sharp
gentleman from another era. He wanted to immediately see my
score (my friend Gino had advised me to bring an additional copy).
After he had studied it for a while, which seemed to me an etemity,
he instructed me to take a seat at one of the two pianos in the room.
He sat at the other piano and said, “Now we will play it together.
When you hear a part missing—you supply it and I will do the
same.’...At the end of the score he immediately said to me, ‘Good,
I am interested, and I will direct it soon.” I was breathless...and
even today I ask myself how he could have understood with such
immediate perception my work that was anything but simple. It
had to have come from an exceptional musical ability.5>

Marinuzzi maintained his promise to the young Bettinelli and performed the
symphony in Florence.

The last movement of the Sinfonia da camera entitled Corale ostinato was
separated from the original work and reworked for large orchestra. Above the
rhythmic ostinato of a single note in the timpani, the theme is developed by means
of contrapuntal techniques such as augmentation, diminution, contrary motion and
retrograde. What results is a musical expression that grows in intensity to
powerful sonority. It was this kind of contrapuntal working out of musical ideas
that became a Bettinellian trademark. In its new version, the most important
orchestras have played it. The Corale ostinato has been inserted in the programs
of important conductors such as Gino Marinuzzi, Carlo Maria Giulini, Riccardo

Muti, and others.56

55 Ibid., p. 81.
56 Ibid., p. 30.
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The Due Invenzioni per archi, written in 1939, had its first hearing under
the baton of Carlo Maria Giulini. Guido Cantelli followed with a performance at
Carnegie Hall in New York, and Wolfgang Fortner conducted it in Germany.>’
The first Invenzione is calm and intensely lyrical. The second Invenzione contrasts
the lyricism of the first with an aggressive rhythmic motion. As per Mercati these
two inventions seem to recall Barték’s Deux Portraits which perhaps influenced
the young composer’s style and form.38

In 1941 Bettinelli won a composition competition, “Angelicum 1942, at
the Accademia Nazionale di Santa Cecilia in Rome with his Concerto per
Orchestra. Among the judges were Alfredo Casella, Vincenzo Tommasini,
Alessandro Bustini, and Bemardino Molinari. During rehearsals conducted by
Molinari, Goffredo Petrassi was present.6? It was at this first meeting with Petrassi
that a life-long friendship began. It continues today with phone calls to wish one
another a restful night’s sleep.6!

In 1941 Bettinelli was nominated for a permanent professorship in
harmony at the Milan Conservatory. Months later, he was discharged from the
military, which meant he could finally dedicate himself, uninterrupted by the war,

to his Conservatory teaching and composing. This teaching appointment lasted

57 Ibid., p. 30.

58 Giulio Mercati, Bruno Bettinelli Il cammino di un musicista (Milan: Rugginenti, 1998), p. 23.
59 Ibid., p. 26.

60 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 12.

61 Ibid., p. 12.
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from 1941 to 1956.62 Bettinelli recalls, “When I think on this period, I don’t know
how I could have found either the desire or the strength to compose.”63

Yet, in spite of the dark times, he did find the strength and the inspiration
to write Messa di Requiem (1942) for a cappella choir. He dedicated this Requiem
to the victims of this “sciagurata guerra” [wretched war]. This period clearly
reflects in his music the human tragedy of disharmony, political contradictions,
and incomprehensible cruelty toward humanity. Bettinelli was keenly aware of
how the time in which he lived would form his artistic expression. His friend
Gavazzeni relates:

In living the tragic human experience of these last years, Bettinelli
sensed the close similarity between the nature of an artist and his
reactions to the events of the world in tumult around him....and
was aware of how much, at least in the sadness and suffering, a
true artist is bound to the happenings of his time.%*

In 1947 Bettinelli again won another composition prize, “The Angelicum” for his
Messa di Requiem.$5

From 1938 to 1943, he wrote numerous art songs [liriche da camera] for
voice and piano. His interest turned toward poetry and vocal music, because he
considered this form “equally important for the expressive possibilities that the

human voice offers.”%6 In addition he continued writing choral works such as Tre

62 [bid., p. 13.

63 “Quando penso a quel periodo - dice- ancora oggi non mi so rendere conto di come potessi
trovare la voglia e la forza di comporre.” Ibid., p. 13.

64 “Trovandosi a vivere le tragiche esperienze umane degli ultimi anni, Bettinelli ha avvertitio
quanta stretta rispondenza esistesse fra la sua natura di artista e le sue reazioni a gli eventi del
mondo in tumulto; quella stessa rispondenza che rende consci di quanto, al meno nella tristezza e
nella sofferenza angosciosa, un vero artista sia legato alle vicende del suo tempo.” Ibid, p. 34.

65 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli Milan:Guido Miano Editore,
1989), p. 31.

66 Bruno Bettinelli, interview by author, Milan, [taly, 10 July 2000.
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espressioni madrigalistiche and Tre liriche di Ungaretti. Ungaretti was a poet
especially important to Bettinelli. Bettinelli’s choral works, according to Claudio
Martino:

...represent a way of composing choral music that is able to reread
tradition and history not like a stiff copy, but rather like an endless
source of materials that can be bent to his expressive requirements.
These characteristics are confirmed by his later works from a
careful contrapuntal handling, which constantly takes care of
writing always singable parts, especially in his sacred music
works, to the extremely hard vertical expressionistic-style
aggregates of more complex works like “Convien al secol nostro”
[It is Worth it to our Age], to a miniaturist’s delicacy in verbal
utterance, to an always lucid control of the correspondence
between the articulation of music and the structure of a text.67

Bettinelli continuously and consistently searches for sounds that make resonating
sense of the text he is setting. His ability to analyze words and create their most
significant meaning in vocal or instrumental sounds gives the listener a more
profound understanding of the text.

In the same period, 1943, Bettinelli wrote Sinfonia n. 2 for full orchestra
and Divertimento for chamber ensemble. “I do not know how [ named this piece
‘divertimento’ while outside it was raining bombs. Perhaps it was my attempt to

smile in the middle of a tragedy.”6® Gavazzeni wrote about Sinfonia n. 2:

...In this work the expressive world of the musical man appears
with a vigorous eloquence. The incisive way in which the sonorous
material flows in the structure, the nervousness of the treatment,
and the dramatization sets on fire each page of this new
orchestration. In regards to structure, the two extreme movements
of this symphony offer important documentation [of his musical

67 Bettinelli, Bruno. Opere corali. SARX Records, Milan, Italy. SX027-2, p. 5.
68 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 32.
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language]. If the language is not yet completely personal, it is
instead the individual’s expressive need that moves the musician
and provokes the formal birth of this genre. Therefore, it is the
unity of his moral and musical life.69

There is nearly a thirty year span between Sinfonia n. 3 (1946) and his next four
symphonies: Studio per orchestra (1974), Sinfonia n. 5 (1975), Sinfonia n. 6
(1976) and Sinfonia n. 7 (1978). Bettinelli explains why he waited so many years
before attempting to write his fourth symphony:

...Because, you know, it is not easy to write symphonies in series.
I wrote my first symphony in 1938: it had a “finale corale con
basso ostinato.” I orchestrated it for a large orchestra. Since then
the symphony has been performed all over the world even at La
Scala Theater with Maestro Muti. It makes an impression! I
realized that writing a symphony is no joke, especially if you think
of your predecessors: Haydn, Mozart, and Beethoven. It is enough
to turn your hair white! So I thought I had better take a break. In
any case, my first symphony really turned out all right. Then I
wrote another during the war.”0

The public, however, was not always ready to accept his innovative music.
Movimento Sinfonico n. 2 (1946) was performed by the Turin’s radio station’s
orchestra under the direction of Roberto Lupi. The piece ended with a chilling

silence from the public.”! “They say that silence is golden,” responded a

69« ¢ la prova maggiore offerta dal musicista fino ad oggi. Qui il mondo espressivo dell’'uomo
musicale si affaccia con una sua gagliarda eloquenza. Il modo icastico come la materia sonora
cola nelle sue strutture, la nervosita del tratto, il drammatismo affocat che ne fa una pagina vissuta
del nuovo sinfonismo: ecco i caratteri positivi di questa importante prova. Anche per cid che
riguarda la struttura, i due tempi estremi di questa Sinfonia offrono un documento singolare:
poich¢ se personale del tutto ancora non pud dirsi il linguaggio, personale & invece ’esigenza
espressiva che muove il musicista e che provoca nascite formali di tal genere. Unita di vita morale
e di vita musicale, dunque.” Ibid., pp. 31-32.

70 Bruno Bettinelli, interview by author, Milan, Italy, 18 August 1998.

7l Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), pp. 32-33.
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disappointed Bettinelli.”2 Courageously he never let the cold reception of his work
impede his judgment. One of Bettinelli’s gre;ltest strengths as a young composer
was his ability to trust his own instincts.

A year later a second version of Movimento Sinfonico n. 2 was performed
by John Barbirolli conducting the orchestra of the Accademia di Santa Cecila.
The composer placed the original version under the category of “pezzo di studio”
[study piece], useful for refining his orchestral technique.”

At the close of the war, Bettinelli wrote Tre Canti per coro e orchesta
(1945) based on his own text. Alongside these songs are some chamber works:
Sonatina da concerto (1945) for violin (or flute) and piano (performed often
today), Improviso (1944) for piano, a few songs and transcriptions for mixed choir
and male choir. His friend, Gavazzeni comments about Bettinelli’s need to write
less demanding works:

...From time to time Bettinelli needed to escape from the strong
and severe moral demand of a complex structure. He abandons
himself for a brief vacation where his hands are allowed to do what
they want. His fantasy is loosened in natural sounds.?#

These compositional practices are apparent when comparing the thick
contrapuntalism in his orchestral music to the lyricism found in his music for
soprano. Cinque liriche di Montale (1948) for soprano, flute, clarinet, and strings

published by Carisch is a lyrical setting of four poems from the Ossia di seppi and

72 Ibid., p. 33.

73 Toid., p. 33.

74 “Giova notare - scrive ancora Gavazzeni - la necesstia che di tanto in tanto preme in Bettinelli
di uscire dalle forti e severe istanze morali, dalle structure complesse, per abbandonarsi a ‘breve
vacanze’ dove la mano di sbizzarrisce e la fantasia si scioglie in una sorta di naturalismo sonoro.”
Ibid., p. 33.
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one from Le occassioni of Montale. This work won him the “Premio
Borgonuovo” in 1948 and is the focus of this treatise.”> Eugenio Montale was, by
all accounts, a difficult person. Consequently, Bettinelli only spoke with him long
enough to ask permission to set his verses to music.

During the same year, Bettinelli composed Due liriche lunari for soprano
and piano on a text by Salvatore Quasimodo and Laura Giuliani. The first of the
two selections, “Finita € la notte” is based upon the poem “Ora che sale il giorno,”
from Quasimodo’s collection Nuove poesie (1936). In essence Bettinelli’s setting
captures the atmosphere associated with that special moment of the day when all
things wait, as if immobile, for the sun to rise. This ethereal moment is suggested
by a simple piano part that plays one chord per measure, sustaining the equally
pensive lyricism of the soprano. The second strophe moves to a two part ostinato
in the piano. Bettinelli associates the original atmosphere of the opening with the
last strophe, which ends in a downhearted state associated with unattainable love.

Two years later ‘Bettinelli wrote two important works for soloist and
orchestra based upon King David’s text from the book of Psalms. Salmo IV
(1950) for soprano and orchestra, and Salmo I (1951) are examples of complex
compositions in which Bettinelli is able to move from dramatic gestures to tender
lyricism.7¢ The intent of Bettinelli in these two works seems to be to model his
musical discourse through the endless suggestions that the text offers through its

rich contrast.

75 Ibid, p. 34.
76 Ibid., p. 35.
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When I choose a text, I take care to choose one rich in contrasts,
otherwise it becomes a bore. Psalm IV gave me the possibility to
create musical chiaroscuro effects. There is the moment of prayer,
but there is also God’s anger toward men who never pray. Men
must fear God’s wrath and must not sin. This creates the contrast.

In Psalm I the two characters are the righteous and the unrighteous
man. The former prays to God, the latter is against God. I wanted
to point out the contrast between good and evil...But after praying
to God, everything seems brighter. In my music there is always the
aspiration, the desire for good. It is a circle—war, terror, silence
then back to love, which is the main characteristic of man, even if
he is also a scoundrel. I am sure that in each person the desire for
peace is very strong. The vocal music I composed is always
marked by contrasts—by a quest for something.?’

Bettinelli uses the twelve-tone as scale for the first time in the fourth
movement “Ostinato” of Divertimento (1951) for flute, violoncello, and piano.7
According to Gentilucci, the title reflects Bettinelli’s state of being which is more
serene and peaceful. He further states that his musical language is more lyrical
and light, and introduces a variety of expressive sounds.” Franco Abbiati notes
that “Bettinelli’s individualism in his approach to structure, tones (timbers) and
chromatic atonality is more solidified in this work.”80

Between 1949 and 1953, he composed a group of orchestral and chamber
works. Fantasia concertante (1949) for a quartet of strings and orchestra was
performed at the International Festival in Venice in 1950 and Paul Klecki

conducted it at the Theater La Fenice. Concerto da camera for chamber orchestra

77 Bruno Bettinelli, interview by author, Milan, Italy, 18 August 1998.

78 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 36.

9 Armando Gentilucci, “Presenza di Bruno Bettinelli,” I/ Convegno Muiscale (Torino: Giacomo
Caula, 1965), p. 53.

80 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 36
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(1951), Ricercari for orchestra (1952), Sonata for violoncello and piano, and Tre
invenzioni for six instruments are added to Bettinelli’s instrumental output.8!

Concerto n. 1 (1953) for piano and orchestra had its world premiere at
Theater La Scala when Paul Klecki conducted the La Scala orchestra and the
soloist was Ornella Puliti Santoliquido. Bettinelli, a gifted pianist, exploits all the
resources of the piano in the dialogue between orchestra and soloist.82 Quirino
Principe described the piano concerto in the following terms:

The Concerto n. I for piano and orchestra bears the direction “per
timpano obbligato.” In fact this instrument (the kettledrum) has a
leading role in the whole composition and is the antagonist of the
piano...The orchestral texture thickens, first with pizzicato strings,
then with the contrast between strings and the drums, until the
entrance of the piano which is mainly treated in the first part by
means of compositional blocks, often with accentuated rhythm and
extended harmonies. However, the second part, Tranquillo, the
solo instrument produces liquid sound that are almost
impressionistic and take part in a dialogue with the woodwinds,
seeking to imitate their sounds. In the third movement, Aosso, the
sharp contrast between piano and kettledrums returns until the
strings burst in, insistently and even obsessively.#3

When Leonard Bernstein selected Sinfonia breve from among many
submitted compositions for the Festival of Venice in 1954, the influential
conductor validated Bettinelli’s importance in the Italian musical scene. Bettinelli
recounts how it was selected:

Bernstein at the International Festival of Venice conducted it for
the first time in 1954. He chose my symphony from 20 scores sent
to him by the general manager of the Festival (Mr. Labrocca). He

81 Ibid., p. 38.

82 Ibid., p. 38.

83 Bruno Bettinelli, Sinfonia breve. Orchestra del Teatro La Fenice, Leonard Berstein, CRMCD
1026.
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had to choose one piece that would represent Italian music at this
festival. Originally, I had written my symphony for Sergiu
Celibidake. Scarcely had I completed work on this symphony
when I received a phone call from Labrocca who urgently told me
he needed an unpublished work of mine that had never been
performed for his festival in autumn. Since I had not heard from
Celibidake, I decided to give Labrocca my symphony. At the end
of the concert, Celibidake was in the audience and he asked me:
“You have chosen Bemstein instead of me?” “That is life,
Maestro!” I answered. “I did not think you would choose my
symphony, so [ sent it to Mr. Labrocca.”$4

“This Sinfonia breve,” writes Gentilucci, “develops symphonic dimension
as outlined in Divertimento for trio. One needs to observe this composition for
Bettinelli’s method of selecting interval relationships and the irregular distribution
of the rhythm as used in various instruments.’85

A year later Bettinelli won the international composition contest “Feruccio
Busoni” in Bolzano with Fantasia (1955).86 The musical language of this five-
movement work for piano alternates between refined moments that are thoughtful,
intimate, and lyrical with hard and percussive sonorities (reminiscent of
Stravinsky), and rhythmically pronounced marcari.87 Contrapuntal themes show
up as reassumed citations at the opening of last movement.$8

At forty-four years of age, Bettinelli believed he had the musical maturity

to confront the challenges of composing for the theater, but in a different form

84 Bruno Bettinelli, interview by author, Milan, Italy, 18 August 1998.

85 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli Milan:Guido Miano Editore,
1989), p. 38.

86 Ibid., p. 39.

87 Bettinelli subtitles the second movement “Ritmico” as “Omaggio a Stravinsky” [in honor of
Stravinsky]. Giulio Mercati, Bruno Bettinelli Il cammino di un musicista (Milan: Rugginenti,
1998), p. 92.

88 Ibid., p. 93.
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than the traditional idea of theater (i.e., lyric opera). In 1957 he wrote a dramatic
one act Il Pozzo e il pendolo [The Pit and the Pendulum], which was a liberal
interpretation of Edgar Allan Poe’s short story, by the same title (1842). The
libretto called for two solo voices, one mime, chorus, ballet, and orchestra.
Bettinelli allowed the first performance ten years later at the Donizetti Theater in
Bergamo. His doubts about the validity of his work and his own self-criticism
would never permit him to be satisfied with this work. The director was Armando
Gatto, stage director Antonello Madau Diaz, and the librettists were Clemente
Crispolti and Bettinelli. The opera then was presented in many Italian theaters:
L’Opera of Rome, La Fenice of Venice, Il Comunale of Bologna, Reggio Emila,
Modena, Ferrara, and Treviso.89

In this same period the RAI (Radio Televisione [taliana) asked Maestro
Bettinelli to write musical comments for Friedrich Hebbel’s tragedy Giuditta e
Oloferne. The most celebrated Italian actors of the day were involved in this
television production. After the success of this project, he was asked to contribute
to others, but he always refused, saying:

This type of musical work one can earn much, too much money, of
which, one is never rendered happy.... But the real reason, even if
I wanted to dedicate myself to this type of musical activity, would
never have allowed me the time, space, nor the concentration to be
occupied with the kind of music that is necessary for me, like the
air that I breathe. It was not a path for me to follow. Given the
mentality of the stage directors and Artistic Directors (except for
Fallini, Nino Rota and Vaccare), in Italy, a collaboration was not

89 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 40.
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possible with musicians and directors who could be as fulfilled and
happy as Eisenstein-and Prokofiev.%0

When Giorgio Federico Ghedini became the director of the Milan
Conservatory, he appointed Bettinelli as provisional professor of Composition in
195791 He urged Bettinelli to compete for the permanent position. After
completing the exams successfully, Maestro Bettinelli was appointed permanent
Chair of Composition at the Conservatory in 1959, where he remained until his
retirement in 1979.92

In 1958, Bettinelli composed Musica for string orchestra, and according to
Gentilucci, a further refinement of his chromatic language. Toccata fantasia for
organ, which is modeled after the Italian organ school (Frescobaldi, Merula,
Rossi, Trabacci, and others), displays a rigorous contrapuntal, articulated style of
writing.93

Between 1962 and 1971 Bettinelli wrote: Concerto for two pianos and
chamber orchestra, Concerto for two pianos and orchestra, La terra for soprano,
piano and clarinet *4and Sono una creatura, cantata for choir and orchestra.%>

During this same period the composer continued to dedicate himself to
chamber music (piano, strings, guitar, various combination of instruments), and

for chorus (Mass, motets, madrigals, transcriptions of popular songs), and they

90 Bruno Bettinelli, interview by author, Milan, Italy, 12 July 1998.

91 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 16.

92 [bid., p. 16.

93 Ibid., p. 42.

94 La terra (1968) was the only art song composed between 1961-1975. This was the first time
Bettinelli considered composing for soprano, clarinet and piano.

95 Giulio Mercati, Bruno Bettinelli Il cammino di un musicista (Milan: Rugginenti, 1998), p- 130.
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reflect the evolution of his technique and language.% In 1970 the virtuoso
guitarist Angelo Gilardino encourages Bettinelli to write for his instrument. From
that request, thirteen pieces were conceived between 1970 and 1994. In particular
Due liriche (1977) and Due nuove liriche (1978) for soprano and guitar.97

In 1976 Bettinelli dedicated his Sinfonia n. 6 to his wife Silvia Bianchera.
In October 1976 Aldo Ceccato directed its debut in Rome by the Santa Cecilia
orchestra. The next performance was by the RAI orchestra of Milan; Adam
Fischer conducted. Then in 1983 it was heard at the Teatro alla Scala.%®

A year before his retirement as a conservatory professor, he wrote his last
symphony, Sinfonia n. 7 (1978).9° The first performance was in Napoli with the
Orchestra Scarlatti directed by Mario Gusella, who was Bettinelli’s friend and
‘conservatory classmate. Bettinelli dedicated this symphony to Gusella who had
conducted many of Bettinelli’s works, including the opera Il pozzo e il pendolo.
Giuseppe Lozza described this symphony as “a terse, prominent design, thin
themes but not lean, on the contrary, articulate.”

Other important works for orchestra followed: Contrasti for orchestra
(1979), Quadruplum for chamber orchestra (1981), Omaggio a Stravinskij (1984),
Strutture for chamber orchestra (1985) and Quarto Concerto for orchestra

(1988).100

96 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 47.

97 Giulio Mercati, Bruno Bettinelli Il cammino di un musicista (Milan: Rugginenti, 1998), p. 174.
% Ibid., p.188.

99 Elisabeth Gabellich. Linguaggio Musicale di Bruno Bettinelli (Milan:Guido Miano Editore,
1989), p. 57.

100 Giulio Mercati, Bruno Bettinelli Il cammino di un musicista (Milan:Rugginenti, 1998), pp.
188-212.
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