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Abstract

The Tristan Chord is possibly the single most famous chord in mssanhiln fact,

we might not exaggerate if we claimed that much of Rathdagner's fame is based
upon Tristan und Isoldewhere the Tristan Chord powerfully opens the overture.
However, this chord does not only open the overture of the opera but ¢annoe
throughout the opera and forms the backbone duringi¢iestot

Now, the Tristan Chord has received attention by numerous musicslstistching
more than over one century. Most of these musicologists focuseoharmonic or
hermeneutic analysis of the passage. However, little sitesgems to exist in the
guestion of the ontogenesis of the Tristan Chord passage. Althougintharity
between the Tristan Chord and Liszt'€HImochte hingehérhas been observed
within the existing literature, the fact that the Tris@mord and its entire surrounding
passage are identical with a passage within Chopin's op.&8 doh been noted.

This paper briefly touches on the observation made as by majocalogssts in
regards to the Tristan Chord, and touches on pre-runners of theashianaghd within
the music by earlier composers. However, there will befbwos areas.

Firstly, op 68.4 by Chopin survives only in an original fragment andihdsrgone a
complex editorial process which will be disseminated. Secondlyguastion will be
asked if Richard Wagner can rightly be accused of intellectgyright theft or not.
This issue itself will be divided into three questions of a) iereChopin's op 68.4
predates the opefEristan und Isoldeb) whether Richard Wagner had access to the
music and c¢) whether Richard Wagner would be motivated tomitoropyright
infringement. This last question will be supported by producing amagsid
probability as to whether the Tristan Chord passage and Chqumesage are
identical by chance. It will be demonstrated that there €rgtrwhelming evidence
to classify the Tristan Chord as a copyright infringement indedtch puts into
guestion who ought to profit from the Wagner logo.

1. Introduction

There exists little doubt that the Tristan chord has fetcheshtain within the
community of musicologists and composers like no other. In fact, iglet eiaim that

any musicologist and composer who aspire to be of high raking wa! imade some
remarks on the Tristan chord and a potential list of such highftientains names
such as Dahlhaus (1970), Forte (1988), Hindemith (1940), Kurth (1920), Lorenz
(1926), de la Motte (1976), Nattiez (1985), Schoenberg (1967) and Tovey (B989).



even the year 2007 has seen several publications on the topic indWaysg and
McClatchie. However, while the vast majority of publicatioosus on analytical and
hermeneutic issues, Vogel (1962) appears to be an exception in lassnue pointed
out that the Tristan chord can be found in earlier works. Nergel (1962) points to
composers such as Purcell, Bach, Mozart, Spohr and BeethovdrculRdy
Beethoven appears interesting as the Tristan chord appears utmedeat times
during quasi-cadencial passages (op 31, No 3, first movemed3 ba 42) and in not
entirely dissimilar meaning. However, what does seem ashnstriking as it is
puzzling is the fact that none of these researchers and compppea & have
noticed that the entire Tristan chord passage can be found in thesarae key,
harmony and melodic progression in a fragment by Chopin which latéo basome
known as op 68.4 by Chopin.

This paper will examine some of the more profound analytical wéisen in regards
to the Tristan chord passage and will offer an alternativéysiagbased on virtual
pitch. It will look at some of the pre-runners to the Tristan @ladth an emphasis on
Beethoven. This will be followed by a scrutiny of Chopin’s fragnaamt whether the
Tristan chord passage can be attributed to Chopin indeed and not titioeeditors.
In a final step, the question of whether Wagner copied the paseag€hopin or not
will be investigated.

2. The chord, the passage and its analysis

The piano reduction of the Tristan chord passage is the folipane:
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Figure 1: The Tristan chord passage as it appears apémeng of the overture

Possibly the first formal analysis of this passage can be fouRdrith (1920) who
considers this to be dominantische Kaden@ominant cadence) moving froim
major 7" to e-major 7' with the impliedtonic of a-minor. However, while thee-
major 7" chord is clearly visible (2 beat bar three), the same is not true fortthe
major 7". The chord at the end of barf2lf, d#, & might seem similar to the-major
7" chord, but thd in the bass destroys any actual similarity.

A second analysis some years later was offered by Lorenz (886as much as this
analysis clearly anchors the passaga-minor, it reduces the passage to a two bar
phenomenon which renders the passage almost unrecognizable @figurar?).
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Figure 2: Lorenz’s reduction of the Tristan chord passage

Most strikingly the harmonyf(b, d#, g# has been entirely removed which de facto
means that this reduction omits the Tristan chord itselttaisdn the light that this is
the very chord which propelled this passage to unprecedented fam

Adding to the overall existing confusion, Hindmith (1940) offered thiowing
analysis (figure 3).
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Figure 3: Hindemith’s analysis of the Tristan chord passag

Quite rightly and in line with other analytics such as Nafi€87), Hindemith places
the passage into the keyafminor/major He then exclaims that the passage is based
on a 2 part counterpoint by omitting the alto and tenor part. Thanahtfor this
remains utterly unclear. However, how he arrives at the gsiotl that the underlying
harmonies aréfor bar 1,g# for bar 2 and for bar 3 is a mystery. Particularly tg#

for bar 2 is truly amazing. The fact that he opens his aisapompously with “The
prelude to Tristan’ is one of the most beautiful examples of ingeniously worked-out
two part counterpoint” does not help and we might feel inclined tmisis this
analysis all together.

Forte (1988), in his attempt to persuade us that pitch class tisetwy long awaited
promise finally fulfilled, understands the chord as the atonad-gat Not only that
this explanation does little to explain anything, it is based upohyghethesis that the



passage is neither in a minor nor major key. This is a posiilanoh the author
personally — alongside with the majority of other researchiamds indefensible.

Quite unexpected perhaps, a more interesting analysis of tst@anfchord was put
forward by the electric engineer Terhardt in 1982 (figure 4).
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Figure 4: The roots to the Tristan chord according to Terhardt

Even without knowledge of Terhardt’s virtual pitch theory, tteenclthat the chord

b, d#, g#ought to fetch the roat# makes perfect sense. This is, we are simply dealing
with the c# major " 9" chord without tonic in its first inversion (as pointed out by
Terhardt). It seems unclear to the author why apparently no ooeebiegrhadt had
made this observation officially. Terhardt’'s assignmenhet# to the Tristan chord

is in agreement with Hofmann-Engl’s virtual pitch (1991, 1999).

Interestingly, the#implies that we are ia-majorrather thara-minor. If we agree to
consider the B beat in bar 2 and thé'beat in bar 3 to be passing notes, we might be
inclined to interpret théin bar 1 to be a quasi-passing note.tdéf we are willing to
agree to this, we get figure 5:

Figure 5: Roots to the Tristan chord passage tregtemgnda# as passing notes

As we will find later in the context of Chopin’s op. 68.4, theaitie relate the passage
to a-majorrather thara-minorwill be of great importance.



Summarising, we conclude that a number of interpretations eofTtistan chord
passage have been discussed but the most satisfying one appearant extended
form of Terhardt's interpretation.

3. Pre-runners to the Tristan Chord

While it is correct that pre-runners to the Tristan chord canobadf it might be
difficult to sustain the claim that it can be found in the ksoof Purcell (Dido and
Aeneas) or in the works of Bach (Cantata No 82) simply becalsther these works
contain the Tristan Chord or not depends on the interpretation ofgimed bass
instructions. However, it exists, according to Vogel (1962) witlie works by
Mozart (requiem) and Spohr (concerto for two violins). Even sojew8phor’'s
‘Tristan chord’ passage contains a chromatic melodic line isdpeano just as does
Wagner’s prelude, it actually does not contain the Tristan chordp@enfigure 6).
Additionally, it can be found in op 81a by Beethoven, and we carysafelme that
there are a variety of other compositions where the samd basrbeen made use of.
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Figure 6: Passage taken from Spohr’s concerto for 2 violins

However, op 31 No 5 {1 movement, bar 33 to 42) by Beethoven takes in a
particularly interesting position. The extract is given befbgure 7).
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Figure 7: op 31.5, first movement, bar 33 — 42 by Beethoven

Comparing this to the first eleven bars of the prelude (fig)yreve can observe two
similarities. Firstly, the Tristan chord is surrounded by a weidé passage without



resolution in both cases and secondly, both passages transposet#mechasd with
Beethoven doing so three times and Wagner doing this two times.

Figure 8: The first eleven bars of the Tristan prelndg piano reduction

However, maybe the most striking exposure of Wagner to the Mehtard before the
completion of the Tristan prelude in 1858, is the anecdote aslegtby Witeschnik.
This anecdote describes Liszt playing at Wagner's home ineBtyexcerpts from
his Dante symphony on the ®August 1878. At one point, as Wagner appeared to
notice a resemblance between a certain passage and sepadsag/Valkire, Wagner

is said to have exclaimed: “Listen, that’s what | hatmen from you.” Liszt is said to
have replied: “Well, at least someone will hear it thigy.” This in addition that
Cosima noted in her diary on®and 28' Augsut 1878 that Wagner had confessed to
her that he had “vieles gestohlen” (stolen a lot), prompted Win(#864) to assume
that Wagner had stolen the Tristan chord from Liszt’s “Ich mobitgehen” (bar 1

to 3, compare figure 9).

’Zicmlich langsam,schr leidenseha

Ningstimme. [y

Piano.

Figure 9: Bar 1 to 3 of “Ich mdchte hingehen” by Liszt frb844

As much as it correct that the Tristan chord appears irp#ssage, the fact that it is
resolved into the relative tonic (deceptive cadence), Whidggner's prelude leaves
the passage as did Beethoven without resolution, alters theatenganing enough,
so the author argues, to considers Wundisch’s far stretched.

We can conclude with certainty that the Tristan chord appeding iliterature before
Wagner making use of it within hibristan and Isolde However, whether Wagner
was aware of this is a question which cannot be answered asEsechif we agree



that Beethoven’s example bears some resemblance to WagnistanTchord, the
author argues that the position of the chords is quite differerg.i3hvhile Wagner
resolves the Tristan chord into dominarf @hord, Beethoven's Tristan chord
progresses into a diminished chord.

4. Chopin’s op 68.4

Op 68.4 by Chopin is a rather troublesome composition for more than one.reason
According to Brown (1972) the first publication of the piece in questatesdback to
1852. However, according to Kallberg (1996), it is unlikely that i ywablished
before 1855. This is, we can trace it back with certaiatyhe supplement of the
musical journalEcho published in its fifth year in Berlin in 1855. Kallberg is
guestioning the date 1852 further by referring to a letter frothalvinina Stirling to
Ludwika J drzejewiczowa dated 12.12.1853 indicating that Fontana was atilhg/
to obtain a copy of Franchomme’s edition. Whatever, the exactisih was, it
appears to be agreed that the composition was published beforeab@b&his is
sufficient knowledge in this context as we will see later.efting Kallberg's view,
we take it that the first publication of op 68.4 was diti@n by Fontana in 1855.

A second troublesome issue is to do with the question of who exaatlyosed what.
The fact, that Fontana printed the following remark on thedulgion

Diese Mazurka ist die letzte Inspiration des Meisters, karseinem Tode; - er
fuhlte sich bereits zu schwach um dieses Stlick auf dem Riasbzai
versuchen.

[This Mazurka manifests the last inspiration of the nrasteortly before his
death; - he already was too weak to try this piece hinosetiie piano.]

might have enhanced sales, but was a distortion of the truth antexatel distortion
of the truth by Fontana.

In 1951, as Kallberg (1996) reports, Arthur Hedley was the fitsticologist of the
20" century to view the apparently only existing original sketch 06®g which at
the time was in the position of a descendant of Franchomme. &tah $& now in the
possession of the Fryderyk Chopin Society, Warsaw (compare WrébkSirskes,
1995).

Looking at the sketch (figure 10), it is no surprise that Hesleliscovery caused
some furore. In fact, it prompted a number of authors to attenpotuce the most
authentic rendition to what they felt was a betrayal by Framene and Fontana. As
pointed out by Wroblewska-Straus (1995), there have been at leasntat to
reconstruct op 68.4 from the sketch. These attempts were takelerby Arthur
Hedley (1991), Ludwik Bronarski (1955), Jan Ekier (1965), Wojciech N¢®869),
Ronald Smith (1975) and Mi osz Magain (1983). However, the question wehath
interest in the context of the Tristan chord is clearly not wise eroduced yet
another version of op 68.4, but whether the Tristan chord passpgeg & Chopin’s
sketch, whether Franchomme ‘composed’ the passage or whetlsrFontana.



Figure 10: Chopin’s sketch for op 68.4

In order to answer this question, we enlarged the last bhe dirst stave and the first
bar of the second stave of the sketch which can be séiguria 11.

Figure 11: Showing th&ristan chordpassage within Chopin’s sketch to op 68.4

There can be no doubt that bar 14 of op 68.4 as published by Fontana in di8sB is
match to Chopin’s sketch. However, bar 13 of this publication doeswhat differ
more considerably when compared to the sketch.



We can agree that the melodic lines are somewhat iderHicakever, the two chords
and in particular the Tristan chord are more problematic. Welean even go so far
as to say that the second chafrdidt, c flat, e double flatis rendered identically in
Fontana’s version, the first chord either readdouble flat, ¢ flaandf or e flat (if we
accept that Chopin crossed out the filst on purpose)c flatandf. It further appears
that the first option is exactly what Franchomme read, wheprdauced his version
in 1852 as can be seen in figure 12.

Figure 12: Franchomme’s version of op 68.4 from 1852

Fontana’s version in comparison reads (figure 13):

Figure 13: Fontana’s version of op 68.4 from 1855

We might wish to argue that maybe a more elaborated or séegmlent to op 68.4
existed, but the letter by Sterling written on th& I8ne 1852 makes this an unlikely
assumption. The letter reads:

[quote from Sterling's letter]

En attendant, je vous envoie pam9| P.[us owska] ce que F[ranc]h.[omme] a
pu débrouiller la derniere Maz[urka] écrite & Chaillot [que] teunonde a cru
parfaitement indéchiffrable, mais F[ranc]h.[omme] est pangfiécrire. Il me
I'a apportée d'abord sur deux morceaux de papier, comme il n'csaihipdes
deux parties, mais en y ajoutant une note (le mi) dans la Bessde si, cela
fait un tout. Je sais que vous en serez contente.

[unquote]
[While waiting, | send you through Mme P.[usowska] that which

F[ranc]h.[omme] was able to unravel of the last Maz[urkaitevr at Chaillot
[i.e. rue Chaillot, Chopin’s penultimate address], [which] eveey believed



perfectly indecipherable, but F[ranc]h.[omme] managed to wtiteut. He

brought it to me first on two pieces of paper, as he did not damngtethe two
parts, but in adding one note (the e) in the Bass to the b, tdatanahole. | am
sure you will be satisfied.]

Translation: Kallberg

Hence, it seems most sensible to assume that Fontana basedlittua on
Franchomme’s deciphered version alteringergouble flaof chord one te flatand
inserting thee double flabnly for the second chord.

We conclude that op 68.4 was firstly published in 1855 by Fontana contair@ng
Tristan chord. Whether the Tristan chord was intended by Chopinnmsigghtly
unclear, but both Franchomme and Fontana seem to have thoughtlithat it

5. The writing of the prelude fbristan und Isolde

We know that op 68.4 was published in 1855 and that it was talked abeastafrom
1852 on and that Franchomme produced a first version to it in the sameThie
sketch itself appears to date back to 1845 to 1849 (Kallberg, 1996)vdnwa
minimum requirement to support a claim that Wagner stole tis¢aiirchord passage
from op 68.4 is, that Wagner’'s composition does not predate 1855. Hdhece,
question: When did Wagner write the prelud@tistan und Isolde

There are two primary sources which put an exact date to the ¢mmpdé the
prelude. These are Wagner's autobiograpisin Lebenand Wagner's letters (ed.
John N. Burk). Additionally, a secondary source supports both primaryesourc
(Bailey, 1985).

Wagner sent off the first act Tristan und Isolden the &' April 1858 and just a few
days later on the™April 1858, he instructed a servant to deliver a letter togethir

the penciled draft of the prelude to Mathilda Wesendonck in oatehdr to trace
over the script with ink.

In spring 1858, Otto Wesnedonck had made available a small housesm c
proximity to his own villa in Zirch for Wagner to write on fAigstan und Isolde
Some sort of infatuation between Wagner and Mathilda Wesendomskea
prompting much speculation in years to come on whether the two hatbaiplar
sexual relationship as well. Considering that Wagner was gmted by his then
wife Minna and that Mathilda was married to Otto renders ttigguation pathetic in
either case. At least this appears to be the stand Miragm&Y had taken.

Unfortunate for Richard and his lover Mathilda, Minna interagpiis love letter sent
together with the prelude on th& April 1858. Fortunate for us, this means we can
put an exact date for the completion of the prelude and unfortwraRidhard, this
event made his departure from Zurch necessary. Yet agalmiwas on the run.



6. Wagner’s knowledge of Chopin

Quite clearly, Wagner was well aware of Chopin existence.

Firstly, we might want to take into account that Chopin was lhestablished figure

as a composer of international status. In fact, we mighbt darsas to say that Chopin
was asuperstar. Not only can we conclude this from Schumann’s (1831) response in
the Allgemeinen Musikalischen Zeitunigut Kallberg’'s (1982) painstakingly precise
analysis of Chopin’s late manuscripts and editions leaves no dailthib was the
case.

Additionally, Chopin’s late lover George Sand had a close relationsitiip Franz
Liszt who did not only support Wagner by performing his music (e.ivediglg the
second performance of the Tristan prelude during Toeklnsterversammliung
between the first and fourth of June in 1859), but also a very persta@Ebnship in
later years through the marriage of Wagner to Wagner's secdadOesima, who
was the daughter of Liszt. The fact, that Liszt had a getadionship with Sand and
that he was kept informed about Chopin, is documented within thoeviog letter
written by Sand to Liszt probably in spring 1841 (La Mara, 1895):

[quote]
Monsieur Liszt

Cher vieux, Je vous remercie de la pipe que vous m’annoncez & aepas
recue. Je sais d’avance gu’elle sera charmante, etfaedée pas, elle ne me
sera pas moins chére, venant de vous.

Pourvu que vous ne veniez pas avant 3 heures, je vous recewardpspuf a
vous faire attendre 3 minutes pur sortir des limbes du sommjglsalis encore
guelquefois a cette heure-la. Chopin est malade aujourd’hui, edussi; mais
Nnous n’en sommes pas moins vivants pour vous aimer de ceaeur.

[unquote]

This letter does not surprise if we take into account that it vss himself who
introduced Sand to Chopin in 1836, and it was Liszt (1841) who reviewedfone
Chopin’s more important concerts which took place on tHe/Agil 1841 in Paris.
The fact that Liszt (1852) also produced the first biography on Clsbprtly after
his death in 1849 just adds momentum to our argument that Wagnehamashad
substantial insight into Chopin’s oeuvre.

However, we face the particular problem with Wagnktésn Leben(1963) written in
1880 which does not once mention the name Chopin. True, that Waggtdr nat
wish to mention every composer, but looking at the list of composerdobs
mention, we might wonder:



Composer Occurrences withitein Leben
Liszt 194
Beethoven 50
Meyerbeer 42
C. M. Weber 31
Mendelssohn 26
Berlioz 17
Mozart 16
Domizetti 10
Schumann 9
J.S. Bach 5
Spohr 3
Johann Strauld 2
Brahms 1
Chopin 0

Table 1: Indicating how often Wagner mentions major composers in hi
autobiographyein Leben

Not only does this table confirm Wagner’s close relationship wght, but it seems
to indicate that he either was unaware of Chopin, considered hitme téoo
unimportant or did not want to mention Chopin for personal reasons.

Cosima Wagner’s diary (1978 edition) is most interesting in thmsext as she noted

in her diary that Chopin’s music was clearly part of the Wagnerehéior instance,
Cosima reports, that on the™8uly 1872, Rubinstein played Chopin at their home. A
few months later Liszt does the same on t'ﬁéSéptember 1872. On th& &4arch,
Richard and Cosima quarrel over Chopin, on th& 8fL October 1874, Richard
explains that he disapproves of Chopin’s modern style only to be found playing
himself Chopin on the 31 December 1879 after he apparently improvised in
Chopin’s style on the 2DAugust 1879. There can be no question that Richard was
more than aware of Chopin, but clearly deeply jealous about Chogpparent
success.

7. Estimated probability of random similarity

Interpreting Wagner’s melody as a prolongg#d followed by a, a# and b and
interpreting Franchomme’s and Fontana’s version as an ornanggtfidtbwed bya,
a# b,we get:

Wagner: g g# gt gt gH gH g# aaft b
Franchomme: g#b a#tg# g g g#taatt b
Fontana: g#b a#tg#tg g g# aa#b

We, obtain a melotonic (pitch) similarity of 65% between Wagmet Fontana and
80% between Franchomme and Wagner (With= 1.9 * 10° andk, = 3.3 * 105,
compare Hofmann-Engl, 2003).



Additionally, Franchomme’s harmony progressiénc, €, &) — (, ¢, &, b°) - ,
b, d, g — e, o# d, af — e, g# d, b seems random in terms of its
dissonance/consonance progression. This is, the sonance factorsrécbtofmaann-
Engl, 1990, 1999) predicting the degree of dissonance (from 0 (noide)siagle
tone)) are the following ones:

0.4

0.35 —

sonance degree
o
N
(6]

0.15

chord number

Figure 14: Sonance progression according to Franchomme
Fontana’s progression on the other hand’(€”, &) — (*, ¢°, &° B") — @, 1°, d, g#) —

(e, g#, d, aff— (e, g#, d, bis a clear build-up of the dissonance and its resolution into
e g# d b(compare figure 15).
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Figure 15: Sonance progression according to Fontana

Now, considering that Wagner's melody is substantially more aimiio
Franchomme’s version (23%), we will assume that Wagner basegdrélude on
Franchomme’s version. Wagner, noticing that the two middle chords dsupport
the passage, deletes those two chords, deletes the ehmbeilisof theg# and obtains
the exact passage for his Tristan chord passage.

Further, the and ain the previous bar gets reversed aandf. Finally, the semi-
tone betweem andg# leads easily to adding another minor seconfiip addinge
creatié?g the symmetrical pitch set:f, g# aThis would explain the opening melody:
afead.

An estimated probability could be the following: If we agrepuba large probability
to the dominant chorde, g#, d, b (as it forms the quasi-end) of 80%, an exaggerated
probability to make use of the Tristan chord of 10% and the probafulityhe



melody to be similar by chance as estimated as 20% (100% - 8@%@ptain: 01. *
0.8 * 0.2 = 0.016. This is, we can assume safely that theasityibetween Chopin’s
and Wagner’'s passages is with great certainty not chancéhebuesult of Wagner
copying from Chopin.

8. Would Wagner copy Chopin?

We established that there exists a high probability that Wagpmed from op 68.4.
However, in order to close this case, we might wish to ponder upoguggtion
whether Wagner would want to copy Chopin or whether the similabgéseen op
68.4 and the Tristan prelude are one of those rare and strangesncesrwithout
further meaning.

Firstly, as mentioned above Wagner admitted to Cosima Wadlgaehe stole much
from others (diaries 27and 2§' August 1878). This is certainly not a good starting
point.

Secondly, the fact that Wagner does not mention Chopin once in btscgraphy,
although Chopin formed a large part of his life, might be seemdisative that
Wagner wanted to hide the fact that he stole from Chopin ks we

However, the third and maybe strongest argument arises Famana’s selling
strategy of op 68.4 claiming that this was Chopin’s last w@dasidering that the
German Romantics had an obsession with last sayings and exgmslsuch as
storms (compare Steen, 2003), we can assume with greanmtyetitat op 68.4 would
be of particular interest to all living composers includinggiver.

9. Conclusion

We set out showing that a few isolated pre-runners exist to tepassage. We
further established that op 68.4 by Chopin underwent a long editoriaégstoc
However, the Tristan passage can be found in high similaritye sketch to op 68.4.
We then established that Wagner was very familiar with Chapid that the
similarity between the Tristan chord passage and op 68.4 atdebeyond
reasonable doubt. Finally, taking Wanger’'s general conduct and aititodeccount,
we conclude that Richard Wagner had access to op 68.4 — probably inoform
Franchomme’s edition - and that Wagner copied the passage bygléVvedi chords
and a melodic embellishment.

Considering the enormous impact the Tristan passage had ovethaworg50 years,
we might be willing to view this as one of the greatksfts in music history.
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