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Gaspar Cassadó (1897-1966) achieved great success as both cellist and 

composer. He was the leading student of fellow Catalonian Pablo Casals, 

and studied composition with Maurice Ravel and Manuel de Falla. Many of 

his original works and transcriptions for cello are still played today. This 

dissertation examines Cassado's distinguished career as performer, 

composer, arranger and inventor. The first chapter of the paper outlines 

Cassado' s life and career, focusing in particular on his relationship with his 

mentor Casals. Cassadó enjoyed a thriving career in the 1920s and 1930s, 

but his reputation suffered enormously after World War II, when many 

musicians, led by Casals, accused Cassadó of having collaborated with the 

fascist government of Italy, where he had lived during the conflict. 

However, there is little or no evidence that Cassadó was a collaborator, and 

some to suggest the contrary. Special attention will be given to Casals' 

questionable attack on Cassadó and the devastating impact that it had on 

their friendship, as well as on Cassado's career. Cassadó composed and 

arranged a great deal of music for cello, as well as writing orchestral and 

chamber works. This dissertation includes the first definitive list of 

Cassado's compositions, as well as a discussion of their remarkable 

diversity. Like the great violinist Fritz Kreisler, Cassadó sometimes 

attributed his own music to other composers, and this practice is addressed 

as well. 

Gaspar Cassadó was one of the last great composer-performers, and his 

dual life was clearly represented in the concerts he gave. An appendix to 

the paper contains several of Cassado's recital programs, and their 

significance is briefly discussed. The combination of the standard cello 

repertoire with his own compositions and arrangements made for very 

personal programs; these concerts were not merely a good combination of 

pieces, but were a representation of Cassadó himself. His versatility stands 

out all the more from the perspective of today's highly specialized musical 

world. 
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Introduction 

This dissertation begins with an overview of Gaspar Cassadó's life and 

career, focusing in particular on his relationship with his teacher and friend, 

Pablo Casals. Special attention will be given to the period immediately 

following the Second World War, which had a dramatic impact on both 

Cassadó's reputation and his friendship with his mentor. In addition, the 

paper will discuss Cassadó's remarkable versatility as a musician, looking 

briefly at his activities as composer, arranger and inventor. Very few 

musicians have excelled in so many different areas, particularly in the 20th 

century. 

Though little scholarly research has been done on Cassadó, in recent years 

two volumes have been published which add a great deal to what is known 

about him. Elaine Boda's doctoral dissertation of 1998 contains an excellent 

biographical sketch, as well as good analyses of several of Cassadó's best 

known compositions. In 2000, Mònica Pagès Santacana published the first 

biography of Cassadó, in Spanish and Catalan. The book gives a detailed 

account of Cassadó's life and career, and includes many concert reviews, 

which amply demonstrate the popularity which Cassadó enjoyed. The book 

also contains numerous recollections of Cassadó by musicians who knew 

him, and these vividly convey the great affection which his colleagues felt 

for him. The existence of these studies by Boda and Pagès allows this paper 

to have a narrower focus, concentrating on Cassadó's relationship with 

Casals and his wide range of musical endeavor. 

In 1949, Cassadó was accused of having collaborated with the Axis powers 

during the Second World War. Leading the charges was his mentor, Pablo 

Casals. Their friendship and Cassadó's career were severely damaged. The 

nature of Cassadó's wartime activities is a very sensitive issue, and many 

writers tend to steer clear of it. In order to treat the subject fairly, one must 

consider the strong possibility that Casals was completely mistaken about 

what Cassadó had done during the war. Casals' reputation as a moral 

paragon was (and still is) quite strong, and few dared challenge him or 

question his opinions or motives, even posthumously. However, Casals 

himself occasionally acted in ways which seemed to contradict his well-

known stance against fascism, and in order to explore Cassadó's story 

completely, it is necessary to consider these inconsistencies. It is somewhat 

understandable that Casals attacked Cassadó as he did, for at best, 

Cassadó's political attitudes were hopelessly naive. However, the charges 

of active Nazi and Fascist collaboration that Casals and other prominent 

musicians made against him were almost certainly overstated, if not simply 

false. 



 

The second part of the paper is devoted to an exploration of Cassadó's 

varied musical activities. Cassadó was an extraordinarily inventive person, 

as well as an excellent mimic. He wrote several short pieces that he 

attributed to other composers. These works display an remarkable 

understanding of style, and were long thought to be genuine transcriptions. 

Because of this, Cassadó has been aptly compared to the great violinist 

Fritz Kreisler. Cassadó also wrote a great deal of music under his own 

name, much of it for cello, but also works for orchestra, piano and string 

quartet. Most of his music reflects both his Spanish roots and his studies 

with Ravel, but there are also pieces such as the Sonata in the Old Spanish 

Style which display Cassadó's great understanding of and affection for 

Baroque music. Included as an appendix to the paper is the most definitive 

list to date of Cassadó's compositions and arrangements, the first 

publication of the catalog of his manuscripts, now in possession of 

Tamagawa University in Tokyo. Most striking is the wide array of pieces 

which Cassadó arranged for cello and piano. 

Cassadó's recitals also reflected the great range of his musical interest, and 

the paper's second appendix includes several programs from concerts he 

gave at the Accademia Musica Chigiana in Siena, where he taught for 

many years. These concerts highlight not only Cassadó's versatility, but the 

different approach to giving concerts which existed in his time. The paper's 

final appendix contains the two programs of Cassadó's music performed by 

the author as the performance component of this dissertation, and they too 

reflect this old-fashioned approach to programming. 

Cassadó was also an inventor, and made several interesting modifications 

to his instrument and bow, which will be briefly discussed as well. 

Cassadó's wide range of achievements would have been impressive in any 

age, but is particularly striking today, when musicians are so specialized. 

This paper will attempt to highlight Cassadó's varied achievements, and 

place them in their historical context. In so doing, his remarkable career 

can be better understood. 

© Copyright by Nathaniel J. Chaitkin, 2001. 

(see original: Introduction ) 
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Chapter 1 -- CASSADÓ AND CASALS 

Gaspar Cassadó was born in Barcelona on September 30, 1897, into a 

musical family. His father, Joaquin, was a composer and church musician, 

and ran a piano store with his wife, Agustina Moreu. Gaspar began his 

musical training at the age of five, singing in the church chorus conducted 

by his father. He also began cello studies with Dionisio March, and his 

talent was quickly apparent. At the same time, Gaspar's older brother, 

Agustin, was demonstrating great promise as a violinist. Joaquin Cassadó 

was determined to give his sons the best musical training possible, and in 

1907 he moved the family to Paris, where they remained for seven years. 

With the help of a grant from the city of Barcelona, Agustin took lessons 

from the great French violinist Jacques Thibaud, while Gaspar began 

studying with the man who would become one of the central figures in his 

life, fellow Catalonian Pablo Casals.
1
 

Casals was at the height of his career at this time, touring for much of the 

year. Consequently, he taught very little; in fact he had just three students 

during this period. The first was an Englishman named Charles Kiesgen, 

who later became Casals' agent, the second was Cassadó, and the third was 

the soloist Guilhermina Suggia, who was also probably Casals' first 

wife.
2
 When first approached, Casals was reluctant to accept Cassadó as a 

student. Once he heard young Gaspar play, however, he immediately 

agreed to take him on, recognizing his tremendous talent. Cassadó quickly 

became Casals' devoted disciple, and the bond between the two was very 

strong. Cassadó would later refer to Casals as his "spiritual father." 
3
 For 

the 11 year-old Cassadó, Casals' way of making music was a revelation. In 

an interview many years later, Cassadó described his early impressions of 

his teacher: 

"Casals' playing . . . produced an indelible impression from the 

musical point of view. The study of each new piece meant methodical 

work aimed at the recreation of the character of the music studied. 

Just this made him an unsurpassed cellist. . . . I remember when as a 

pupil I came to a standstill: while studying one of the concertos in 

Casals' interpretation at the lessons, it seemed to me that, at last, I 

discovered the secret of his playing; but some time later I attended a 

concert of the Maestro-he performed the same concerto but not in 

the same way. Once, being in Berlin (1925), I went to a concert to 

hear Casals. The programme included the Bach Fifth Suite. This 

unsurpassed interpretation had had such a great impact on me that I 
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rushed to him to congratulate [sic] and say: 'Maestro, the time has 

come when you must publish this Suite in your edition.' 'Do you 

really think,' he said with sorrow, 'that if I could I wouldn't have 

done it long ago?' At that time I could not grasp the essence of his 

reply. But now when I became much older I understand my tutor well 

[sic]. Many essential points of the interpretation can't be fixed once 

and for ever, though a player must imagine them in his mind. But in 

the process of a performer's interpretation there appears a new 

factor: inspiration, enthusiasm borne [sic] of a moment. It is 

possible to assert that a great performer is an improvisor at the same 

time. He never performs the same composition twice in the same 

way."
4
 

While in Paris, young Gaspar was surrounded by some of the leading 

musical figures of the early 20th century, including Claude Debussy, 

Maurice Ravel and Erik Satie. Cassadó began studying composition with 

Ravel and with Manuel de Falla. He also befriended the composers Alfredo 

Casella, Joaquin Turina, and Isaac Albéniz.
5
 

During the family's time in Paris, Joaquin, Agustin, and Gaspar Cassadó 

gave many concerts as the Cassadó Trio. When the First World War broke 

out in 1914, the family returned to Barcelona, where Agustin died, most 

likely from influenza. Gaspar began to appear on concerts in the Palau de la 

Música Catalana, sharing programs with older, more established artists like 

Artur Rubinstein. By the end of the war, Cassadó had established himself 

as one of Spain's leading instrumentalists and was in great demand all over 

the country. In 1921, the Barcelona Symphony Orchestra gave a series of 

four concerts devoted to contemporary Spanish composers. Cassadó 

appeared as the featured soloist on two of the programs, premiering a 

concerto by Enric Morera as well as the concerto which had been written 

for him by his father, Joaquin Cassadó.
6
 

After the war ended, Cassadó's international career flourished. He returned 

to Paris to give concerts, and also began performing in Italy. Through his 

friend Alfredo Casella, he met composers like Ildebrando Pizzetti and 

Francesco Malipiero, and began a lifelong commitment to performing 

contemporary music. At the same time, Cassadó began his own career as a 

composer; in 1922, he gave the premiere of one of his first works for cello 

and piano, La hilandera, el reloj y el galán.
7
 Cassadó once modestly 

referred to his compositional activities as a "hobby,"
8
 but he obviously 

wanted to present himself to the public as both a performer and composer, 

for he included his own works on virtually every recital he gave. Cassadó's 

reluctance to declare himself a full-fledged composer, as well as his false 
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attribution of some of his works to other more famous composers like 

Schubert and Boccherini, will be briefly examined in the second chapter of 

this paper. Whatever Cassadó's reasons for downplaying his compositional 

talent, he initially became known internationally as much through his own 

works as for his outstanding cello playing. 

Cassadó first came to the United States in 1928, and during this visit he 

received an important premiere from the New York Philharmonic. On 

November 8, William Mengelberg conducted the first performance of the 

Rapsodia Catalana, a work for orchestra based on songs and dances from 

Cassadó's home state. The program notes from this concert placed Cassadó 

in a group of prominent young Spanish composers which included Albéniz, 

Turina and Federico Mompou. 

Also in 1928, Cassadó received another important premiere from an 

equally prestigious orchestra. He had recently arranged 

Schubert's "Arpeggione" Sonata for cello and orchestra, adding several 

transition passages of his own to the original work. In honor of the 100th 

anniversary of Schubert's death, Cassadó gave the first performance of this 

arrangement with the Berlin Philharmonic conducted by Wilhelm 

Furtwängler.
9
 

It was also during this period that Cassadó's relationship with Casals began 

to evolve, as student and teacher began performing together. Casals had 

returned to Barcelona after World War I and had founded the Orquesta Pau 

Casals, which he would conduct until 1939, when he went into exile in 

France. Cassadó was a frequent soloist, first appearing in the Barcelona 

premiere of the Beethoven Triple Concerto in 1921. Later in that same 

year, he played the solo part in Strauss' Don Quixote. He performed not 

only the standard concerto repertoire, but also new works by Spanish 

composers, including his own Concerto in D minor, dedicated to Casals, 

which the two men premiered in 1926. Casals also conducted the premiere 

of Cassadó's Variaciones Concertantes for piano and orchestra in 1930, and 

played Cassadó's music himself, appearing as soloist in the Concerto, and 

recording Cassadó's best-known work, Requiebros, in 1931. 

The great affection and respect which Casals had for his prize student was 

most clearly displayed on May 2, 1931, when the program of the Orquesta 

Pau Casals featured the Spanish premieres of two of Cassadó's works. 

Casals conducted the Rapsodia Catalana, and Cassadó was the soloist in 

his Arpeggione concerto.
10

 Casals' eagerness to help Cassadó further his 

career as both performer and composer was amply demonstrated during 

these years. However, the close relationship the two men enjoyed would 

soon be tested. 
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In 1936 the Spanish Civil War began, and by January 1939 Casals had fled 

to southern France, following Franco's conquest of Barcelona.
11

 During this 

period, Cassadó was touring all over the world, and had already made his 

home in Florence, Italy for over a decade. There is no documentation of the 

relationship between the two at this time, but the different directions their 

lives took after Franco seized power must have limited their contact. While 

Casals abandoned performing altogether for many years as a statement of 

protest, Cassadó was still building his career, and continued to give 

concerts, though he did not perform in Spain again until 1942. 

The Spanish Republican cause became Casals' primary focus; he would 

devote much of his time and energy to it for the rest of his life. Cassadó, on 

the other hand, tried to stay out of the way of both the Spanish Civil War 

and the Second World War which soon followed. Casals, who had 

abandoned his career, may have resented Cassadó for not making the same 

choice. It is important to remember, however, that Casals was 60 years old 

and one of the world's most beloved musicians. Cassadó, on the other hand, 

was 39, and still very much on the rise. In fact, Cassadó gave his New York 

debut on December 10, 1936, performing Haydn's Concerto in D 

Major with John Barbirolli and the New York Philharmonic. Two days 

later, he appeared again with the Philharmonic, this time performing his 

transcription of Weber's Clarinet Concerto, Op. 74.
12

 On January 9, 1937, 

he gave a recital at Town Hall, which received a glowing review in the New 

York Times: "One searches in vain to recollect another cellist possessing 

the fecund imagination, the tonal resourcefulness, and the infinite variety 
of effects made known by Mr. Cassadó. . . ."

13
 

Cassadó's career was just getting underway in the United States when the 

war began in Spain, whereas Casals had long been established as the 

world's preeminent cellist. Though Casals certainly made his decision to 

withdraw from performing for noble reasons, it must be noted that he could 

well afford to do so, as famous as he was. His fame also gave his cause its 

power, for had he not been so well-known, his decision not to perform 

would have had no impact. Casals was in a position to do something about 

the war, and his tireless efforts brought the world's attention to the plight of 

the Spanish Republicans. 

Cassadó, on the other hand, was unknown in the United States when the 

war began, and though he had established himself in Europe, his career 

hardly equaled those of the leading cellists of the day such as Gregor 

Piatigorsky, Emanuel Feuermann or Casals himself. This meant that had 

Cassadó followed his mentor's lead and withdrawn from performing, little, 

if anything, would have been accomplished. It is safe to say that even had 
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Cassadó been well-known enough for such a gesture to have had an impact, 

he probably would not have made it anyway. Yehudi Menuhin, who knew 

Cassadó well and played with him, described Cassadó as "a political 

innocent."
14

 Cassadó publicly professed to have no interest in such matters 

anyway. This attitude helps to explain his actions (or lack thereof) during 

the wars, and would also cost him dearly after their conclusion. It also 

suggests that Casals, who would turn so forcibly against Cassadó in 1949, 

might have harbored resentment against him as early as 1939, when Casals 

made his decision to abandon his own career for the cause he believed in, 

and his protégé did not follow. Casals had been the leading figure in 

Cassadó's development as a cellist and musician; that Cassadó broke from 

his guidance at such a decisive moment must have angered Casals. Casals 

expected a great deal from those around him; that his prize student chose 

not to join him in his cause would cause a rift between them that would 

take several years to repair. 

During the Second World War, Cassadó remained in Florence, where he 

had made his home since 1923. There is no published evidence that he 

performed in Italy during the war, although it has long been rumored that 

Cassadó did play once for Mussolini at the urging of his mistress. The only 

place this appears in print is in the autobiography of Yehudi Menuhin, who 

does not state the source of his information. Menuhin would be the pivotal 

figure in the reconciliation of Casals and Cassadó, and his perspective on 

the situation will prove enormously useful in examining what happened. 

Cassadó later admitted to having given one concert in Germany during the 

Second World War. However, there is also anecdotal evidence that he had 

previously attempted to distance himself from the Reich. 

By 1934, the Nazi government had established its own concert department, 

and all artists who wished to perform publicly in Germany needed to be 

registered with it and pay it commissions. This government management 

agency enabled the Nazis to allow performances only by artists whom they 

considered racially and politically acceptable. The head of the Reich's 

concert division was one Rudolph Vedder, who would later help launch the 

career of Herbert von Karajan. Cassadó made an unsuccessful effort to 

wriggle out of Vedder's grasp: 

When Gaspar Cassadó . . . no longer wanted Vedder to organise his 

tour for him, his secretary was brusquely informed by Vedder that he 

did not want to stop him going elsewhere [sic], but that he would 

regret it, if only because of the licences which the artist needed; he 

would try and see what he could do, but it was possible that there 
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would be problems with the licences and that limits would be fixed. 

This sort of blackmail was normally successful. 
15

 

Though it is not clear why Cassadó wished to separate himself from 

Vedder's agency, he obviously remained against his will. 

Shortly after the Allied liberation of Florence in August 1944, the city 

university organized a concert to celebrate the end of the Nazi occupation, 

and Cassadó was the star attraction. At the concert, which took place on 

October 31, 1944, the rector of the university described the occasion as a 

"triumph of art and a tribute to liberty."
16

 Cassadó also organized a series of 

concerts in Florence between 1945 and 1947 to to help revive the cultural 

life of the city.
17

 

In January 1949 Cassadó returned to New York to give a recital at Town 

Hall. He then began a tour of Central America. Meanwhile, Russian 

expatriate and Casals disciple Diran Alexanian wrote a letter to the New 

York Times, published on March 6, 1949, protesting Cassadó's positive 

reception in the press. Upon learning of Cassadó's appearance in New 

York, Alexanian had written a letter to Casals. Alexanian included Casals' 

reply in his letter to the newspaper, which is reproduced here: 

To the Musical Editor: 

Recently I read with great interest Gaspar Cassadó's press release in 

which he uses the name of his one-time teacher and my good friend 

Pablo Casals-who left Spain in protest against Fascist Franco in 
1936 [1939]. 

In view of my knowledge of my friend's experience during the fight 

against totalitarianism within the last twelve years, I felt compelled 

to inquire as to his present estimation of Cassadó as a human being. 
Here is his comment: 

Dear Friend: 

During the war Cassadó made himself a brilliant career in 

Germany, Italy and Franco Spain. Without scruple he presents 

himself in America and is received [Casals' emphasis]. This is 

deplorable. The presumption of Cassadó knows no limit, when 

knowing that I am undergoing exile for having played the opposite 
card, he uses my name to cover himself. A revolting cynicism! 
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I hope at least that the musicians of America will know how to act in 

this case, which in my opinion is more serious than either that of 
Furtwaengler or Gieseking. 

It is not a question of hatred, but one of dignity and justice. 

I embrace you. 

Your Pablo Casals. 

I protest the association of Casals' name with publicity for Cassadó. 

I believe that such association is an indignity against the name of 

Pablo Casals and what he means as an artist and as a man. To me it 

has seemed evident that his recent turn to democracy and the use he 

has made of the name of Pablo Casals couldn't have been profitable 
in Germany, Italy or Franco Spain during the war. 

Diran Alexanian.
18

 

The publication of the letter led to a public cry of outrage against Cassadó, 

and his upcoming tour of the United States was cut short. He also lost his 

chance to record for Columbia Records.
19

 Cassadó's reputation was 

permanently damaged, and his career would never be the same, particularly 

in the U.S. Most importantly, as Menuhin put it: "Casals's approval of these 

sanctions of course broke Cassadó's heart."
20

 

Soon thereafter, Cassadó responded with a letter of his own to the New 

York Times. The text of this letter follows: 

To the Musical Editor: 

On my arrival in New York the other day from Central America on 

my way back to Europe, I was shocked to learn of the letters which 

appeared in The Times on March 6th about myself. The inquisitorial 

tone of both letters accusing me of crimes I did not commit gave me 

much distress. 

My career is not a new thing. It is a matter of thirty years. My 

relationship with Maestro Casals began when I was 9 years old in 

1908. For many years we were as close as teacher and pupil can be. 

In the past twenty years, our courses have diverged, however; I was 

no longer able to remain under his influence, preferring to go my 
own way, and I have made my home in Italy since 1923. 
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During the Spanish civil war I did not take sides, having always been 

an "apolitical," a great failing in our time, without question. My only 

brother fought with the Loyalists. In Spain I did not play from 1936 

to 1942. I am not the only artist who has returned to Spain, nor am I 
the only one to be found in Germany. 

Played Once in Germany [newspaper subheading] Returning from 

the United States to Italy in 1940, I played only once in Germany in 

1941, where I had been playing since 1924. I have not been back 
since. 

As for playing in Italy, that is where I have lived and even there I did 

not play during the war. 

As to the accusation that I made use of Maestro Casals' name 

"cynically" or in any other manner, this I have not done. For my 

return to the United States last January my former managers, 

Coppicus and Shang, included in the biographical notes on my 

circular the fact that I am a pupil of Casals. They did this in utmost 

innocence, as they had every right to do. For Mr. Alexanian to make 

what he tried to make out of this is monstrous for a "colleague." I am 

sure that if Mr. Casals realized the machinations involved his 
nobility would have prevented him from taking part in them. 

Gaspar Cassadó, New York.
21

 

Despite Cassadó's attempts to defend himself, the damage was done. 

Casals' stature as musician and humanitarian was enormous and 

unquestioned, and in the political climate of the late 1940s, the charges of 

collaboration alone were enough to do great damage to Cassadó's 

reputation. In a letter to French cellist Pierre Fournier, Cassadó revealed the 

depth of his anguish over the fallout with Casals: 

 

Dear Friend: 

I have appreciated your letter very much; above all in a time so 

disconcerting in my life in which I am accused of certain crimes 

which I have not committed. And the saddest part of the matter is 

that the most important element against me is my own teacher. This 

makes my just and logical defense impossible, since one doesn't have 

the possibility of confronting one's own teacher. This is where I find 
myself. 
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As you can imagine, after the horrible accusation in my teacher's 

letter written to an "individual" in New York which appeared in 

the New York Times after my Town Hall recital last season, a 

disastrous opinion of me and an unbearable atmosphere have been 

created; and, nevertheless, I must remain impassive, for a just 
defense on my behalf will never arrive. 

Dear friend, I appreciate your offer with all my heart. Right now I 

see nothing clearly. Let us hope that time will reveal the truth, that 
the power of logic will always be victorious. 

I have suffered greatly over this and I assure you that my time in 

New York has cost me a little of my health. I know that the world is 

selfish and bad; but I can't understand what my teacher is doing. 

This overpowers all my abilities to understand. 

Thanks, once again, dear friend and esteemed colleague, and I ask 

you to accept all of my sincere friendship.
22

 

The letters of Casals and Alexanian have a highly charged tone, and claim 

the moral high ground with enormous certainty. Their statements are 

sometimes misleading, however, and even false. As Cassadó himself 

pointed out, he was hardly a "one-time" student of Casals; in fact, he 

studied with Casals longer than anyone else.
23

 Cassadó's claim to the right 

to include Casals' name in his publicity material was completely legitimate: 

Casals was his only major teacher, and they had performed together on 

numerous occasions. Casals' mentioning his own exile seems a bit extreme 

here; it reads as if Cassadó should have made his decision based on what 

Casals himself had done (perhaps Casals was thinking of himself as 

Cassadó's teacher, and that he still knew what was best for his student). 

Though Casals certainly made his decision to leave Spain for noble 

reasons, and brought a good deal of attention to the Spanish Republican 

cause as a result, his tone in this passage seems overly self-righteous. 

Alexanian's suggestion that using Casals' name in the Axis countries during 

the war "couldn't have been profitable" seems to imply that during the 

conflict, Cassadó would have tried to conceal the fact that he had studied 

with Casals. That such an effort would have been successful is very 

unlikely; Cassadó had achieved his success in no small part because of his 

status as Casals' protégé (and his successor), and this had happened long 

before the war began. Even if such a manipulation of the facts could have 

been achieved, what purpose would it have served? Casals himself was 

approached by the Nazis while living in Prades, and an offer was extended 

to him to come and play for Hitler, which he of course refused.
24

 The 
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Führer obviously understood the value of Casals as a symbol. If Casals 

could have been useful to Hitler, why would the Nazis have viewed 

Cassadó as tainted for having studied with him? 

In their letters, both Casals and Alexanian emphasize Cassadó's supposed 

misuse of Casals' reputation. By doing so, they turn Cassadó's simple press 

release into an attack on Casals, one of the world's most admired and 

beloved public figures. This not only made it seem as if Cassadó was 

actively attacking his former teacher (when in fact it was the other way 

around), but also shifted the attention of the public away from Cassadó and 

onto Casals, with whom sympathy was certain to lie. Whatever Casals' 

motives were, these letters have a calculated tone, and he and Alexanian 

appear to be using political tactics, which seems very much at odds with 

Casals' image as an artist and humanitarian. 

Casals also makes the remarkable claim that Cassadó's sins were graver 

than those of Wilhelm Furtwängler and Walter Gieseking, two of the most 

prominent musicians to be accused of wartime collaboration. In the late 

1940s, both men were vilified by the American musical community. 

Despite a good deal of evidence that suggests that Furtwängler worked very 

hard to undermine the Nazis and save German Jewish musicians, he 

remains one of the most controversial musical figures of the century. 

Whether he genuinely supported the Nazis or not, he did remain music 

director of the Berlin Philharmonic throughout the war and performed 

many times under a swastika banner. Whatever his private convictions may 

have been, Furtwängler's numerous and prominent public appearances 

during the war far exceeded those of Cassadó. Gieseking appears to have 

been an enthusiastic opportunist during the Nazi period, despite his claims 

of innocence after the war. He expressed a desire to perform for Hitler as 

early as 1933, and was awarded a medal by the Nazi regime in 

1944.
25

 Coincidentally, Gieseking also experienced difficulties arriving in 

New York to perform in 1949. Upon his arrival at Ellis Island, the U.S. 

Department of Justice called for a hearing to determine whether his visa 

should be honored. Gieseking, wishing to avoid an incident, canceled his 

tour and returned to Europe.
26

 Casals had no basis for his claim that 

Cassadó should be judged more harshly than these men; in 1949, as now, 

there was no evidence that Cassadó had been a Fascist sympathizer, 

whereas Gieseking and Furtwängler (perhaps wrongly) were the very 

symbols of Nazi collaboration. One can only assume that Casals felt 

personally betrayed by his protégé. 
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While Casals and Alexanian clearly overstated and misrepresented the case 

against Cassadó, his response was not completely forthright; in fact, it 

seems rather evasive. In his letter to the New York Times, Cassadó admits 

to having played once in Germany during the war, in 1941. He appears to 

imply that this performance was unimportant, since he was on his way 

home to Italy. This reasoning provides no justification whatsoever for 

Cassadó's actions; the fact that the concert site was convenient to his 

itinerary does not excuse his choosing to perform there. 

Cassadó also says that his only brother fought on the Republican side in 

Spain. Cassadó had three brothers, though Agustin, the violinist, had 

already died in 1914. Which brother does he mean, and why does he say he 

only had one? In any case, Cassadó seems to be using his brother's 

Republicanism as a cover for his own "apolitical" stance. 

To believe that people would accept his "apolitical" stand on the Spanish 

Civil War makes Cassadó seem very naive, but his justification for 

remaining in Italy and playing in Germany is not naive, but simply 

incomplete. Cassadó had his chance here to explain himself, and essentially 

declined to do so. It may have been that Cassadó did believe he could 

remain apart from the conflict of World War II as an "apolitical," but a 

more detailed explanation of his wartime activities would certainly have 

helped his cause. 

As previously mentioned, Yehudi Menuhin was very close to both men, 

and had performed with both of them on numerous occasions. Though 

Menuhin, like Casals, was an artist who used his fame to promote 

humanitarian causes in which he strongly believed, he had reservations 

about Casals' circle of followers and the extent to which Casals truly 

supported the boycott of his former pupil. In his autobiography, Menuhin 

wrote: 

And yet Casals' own heart wasn't in it. He had become, in a way, a 

prisoner of a coterie of my New York colleagues who more or less 

ran the first few festivals at Prades, making wonderful music with 

Casals but also using his prestige for their own purposes, including 

punishment campaigns against suspect musicians. . . . They 

demanded heroism of such as Cassadó; they were not heroes 

themselves, but, protected from the dilemmas he had faced, buttered 

their prosperous bread and called for vengeance on the erring. 
27

 

This passage clearly refers to people like Alexanian, and offers a good 

explanation for the tone of the letter he sent to the New York Times. One 
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gets the sense that Alexanian wanted Casals' stamp of approval on his 

attack on Cassadó, and knew that he could get it. 

Menuhin also detailed the difficulties he encountered because of his 

support of Furtwängler, and the interesting attitude that Casals had towards 

the German conductor. Menuhin asked Casals his opinion of Furtwängler, 

and Casals replied that he admired him, "not only as a conductor but as a 

German: he had been right to stay in Germany and do what he could for 

music and musicians."
28

 Menuhin then suggested that he and Casals make a 

recording with Furtwängler. Menuhin later described what followed: 

So I asked Casals if he would like to record the Brahms Double 

Concerto with me, with Furtwängler as conductor. "Yes, certainly," 

he said, but the correspondence dragged on for two or three years. 

Whenever I tried to finalize a date, there was always an obstacle. 

Finally I received a letter in which he said: "You will recall that I 

told you nothing would give me more pleasure than to record with 

Furtwängler. I still feel he is a man of integrity. However, I am seen 

by my colleagues in New York as a symbol of anti-Fascism, and I 

would let them down if I played under Furtwängler. They wouldn't 

understand." 
29

 

Menuhin described Casals as "trapped by his followers," and wrote: 

In other words, he was prepared to let me know he didn't have the 

courage of his convictions; so long as those convictions were 

approved by his admirers, they were strong convictions indeed, but 

in other circumstances not strong enough to withstand guilt by 

association with a man wrongfully accused. It was an honest letter 

and a disappointing one. Casals similarly disappointed me when he 

lent support to the New York boycott of his most beloved pupil and 

"heir apparent," as he himself had nominated him, Gaspar 

Cassadó.
30

 

Though it may be overstated, Menuhin's point is a good one. Casals clearly 

did feel influenced by his public persona, and he felt the need to 

compromise his own views for its sake. 

It is well documented that Casals never performed again in Spain, in protest 

against Franco. He had different feelings towards Germany, however, and 

in 1955 played a recital in Bonn at Beethoven's birthplace. This concert, as 

well as a subsequent visit to Bonn in 1958, angered many who remembered 

Casals' campaigns against Cassadó and Furtwängler after the war. After all, 

just a few years earlier, Casals himself had said: 

http://www.cello.org/Newsletter/Articles/cassado/chapter1.htm#fn28
http://www.cello.org/Newsletter/Articles/cassado/chapter1.htm#fn29
http://www.cello.org/Newsletter/Articles/cassado/chapter1.htm#fn30


I think it is immoral that people have forgotten that the German war 

cost about thirty million lives. . . . every nation has forgotten and 

receives-as if nothing has happened-all the people that took the side 

of the Germans. . . I do not want to mix up in this kind of a world.
31

 

One colleague who was particularly disappointed was Alexander 

Schneider, who had become very close to Casals while organizing the 

Casals festivals in Puerto Rico. Schneider, a Jew whose mother and sister 

had died at Auschwitz, maintained what one Casals biographer termed "a 

healthy realism about what he saw as Casals' flaws and 

inconsistencies."
32

 In his memoirs, Schneider commented: 

Somehow, even Casals always found a reason for excusing his 

actions. These excuses were nonsense in my opinion. It is 

unfortunate that most great artists...can be great compromisers, 

particularly when they want or need something for their personal 

beliefs.
33

 

Whatever Casals' motivations for attacking Cassadó as he did, the results 

were devastating, both personally and professionally, for his student. It 

would take several years for the two men to reestablish their friendship, and 

Cassadós career would never be the same. It seems fair to conclude that 

Casals was deeply hurt by what he perceived as a betrayal by his protégé 

and close friend; his angry reaction was emotional, and his accusations not 

entirely based on fact. Though it is not possible to be certain about the 

nature of Cassadó's wartime activities, examination of the situation in Italy 

during the conflict does suggest that Cassadó was not the collaborator 

which he was made out to be. 

The history of Italy is one of the most complex of any country in the world, 

and the Fascist period is certainly no exception. In his book, Music in 

Fascist Italy, Harvey Sachs examines the experiences of the country's 

leading musicians during this time, and paints a vivid picture of the mess 

created by both Mussolini's frequent, abrupt changes of policy and the 

efforts of Italy's musicians either to ingratiate themselves with him or 

simply to stay out of harm's way. Though Cassadó is not mentioned in the 

book, it contains information about some of his closest friends and helps 

place his decision to stay in Florence during the war in its proper context. 

Sachs spares no feelings in his book; he often shows people at their worst 

when discussing their shameful actions during this period. The book is not 

a witch hunt, however; Sachs also gives good explanations for people's 

sometimes self-contradictory behavior. Fascism's initial widespread appeal 

is particularly well-explained, and Sachs often tempers his condemnation 
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with a sense of understanding of the complexity of the situations in which 

people found themselves as Mussolini's power grew. This is perhaps the 

best feature of the book; though Sachs is quite critical of many of his 

subjects, he manages to put a human face on their actions. 

Of particular interest is Sachs' explanation of the great differences between 

Germany and Italy, particularly between 1933 and 1938. While Hitler 

began his campaign against German Jews as part of his rise to power, 

Mussolini largely left Italy's minuscule Jewish population alone until the 

fall of 1938, when, for what Sachs feels were motivations more political 

than anti-Semitic, the Italian government banned Jews from owning large 

businesses or plots of land, marrying Italians, or holding teaching positions. 

Most Jewish musicians lost their jobs. Once these decrees had taken effect, 

life for Italy's Jews worsened considerably, but still did not yet compare to 

what was happening in Germany.
34

 

One of Cassadó's colleagues who was greatly affected by the racial laws 

and their aftermath was Luigi Dallapiccola, whose wife Laura was Jewish. 

The two men became great friends and often gave recitals together. 

Dallapiccola wrote two works for Cassadó: the Ciaconna, Intermezzo e 

Adagio for solo cello, and the Dialoghi for cello and orchestra. The dates of 

completion of these works, in particular that of the solo piece, prove crucial 

to understanding Cassadó's wartime activities. 

Dallapiccola, born in 1904, was raised in the town of Pisino, which was 

then part of the Austro-Hungarian Empire. During the First World War, 

Dallapiccola and his family, suspected of "harbouring pro-Italian 

sentiments," were forcibly relocated by Austrian police to Graz, where they 

spent 20 months.
35

 After the war, the Dallapiccola family returned to 

Pisino, now a part of Italy. Sachs writes that initially Dallapiccola was 

quite supportive of Mussolini, and it seems reasonable to conclude that, at 

least in part, Dallapiccola responded favorably to Mussolini's promise of a 

strong, unified Italy because of his experiences in World War I. 

As time went on, however, Dallapiccola became an ardent anti-Fascist. He 

would later refer to the day of Mussolini's fall as "the happiest day of my 

life."
36

 By the time the Second World War began, Dallapiccola was one of 

very few Italian composers whose work protested what was happening. 

Sachs writes: "Amid all the nonsense and all the shabby acquiescence of 

the period, one musical protest stands out: Luigi Dallapiccola's Canti di 
Prigionia (Songs of prisoners). . . ."

37 
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Dallapiccola described the events surrounding the composition of 

the Canti, as well as his opera Il prigioniero (The prisoner), in an article he 

wrote for The Musical Quarterly in 1953. He makes clear the anti-Fascist 

message contained in both pieces, and relates the dire circumstances in 

which he and his wife found themselves during the latter part of the war, 

during the Nazi occupation of Florence. In November 1943, the Nazis 

began rounding up Italian Jews, and for the next nine months, Dallapiccola 

and his wife were forced to move around in order to evade detection. For 

some of that time, they were separated when Laura was forced to hide at 

the home of a friend. After the Allied liberation of Florence on August 11, 

1944, things began to return to normal, albeit slowly. Dallapiccola 

continued to work on Il prigioniero, as well as the Ciaccona, Intermezzo e 

Adagio, which was completed in September 1945, just a few weeks after 

the end of the war.
38

 

Considering Dallapiccola's wartime experiences, the fact that one of his 

first completed projects after the Allied liberation was a piece for Cassadó 

suggests very strongly that Cassadó was not the collaborator Casals and 

Alexanian made him out to be. 

It seems impossible to imagine Dallapiccola writing a piece for someone 

whose wartime actions were at all questionable while the conflict 

continued. Moreover, Dallapiccola would later compose his Dialoghi for 

cello and orchestra for Cassadó, and they played many concerts together 

after the war. Had Cassadó enjoyed the "brilliant career" in the Axis 

countries which Casals cited, Dallapiccola undoubtedly would have known 

about it. Dallapiccola is one of the very few people with whom Sachs does 

not find fault for his behavior during the Fascist period. It seems entirely 

reasonable to give weight to Dallapiccola's judgment about Cassadó's 

merits as a human being. It is also important to remember that, as 

previously mentioned, Cassadó was asked to play at the concert benefiting 

the University of Florence right after the liberation, and that he organized 

more concerts to help revive the city in the first years after the war had 

ended. Had he been a collaborator with the Fascists, would he have been 

chosen to be the star attraction of a concert celebrating the end of their 

control? 

It is impossible to make definitive judgments about Cassadó's guilt or 

innocence as a collaborator. However, it certainly seems reasonable to 

suggest that Casals and Alexanian overstated the case against him. Without 

any evidence of public performances aside from those few he admitted to 

giving, and given his closeness with Dallapiccola, it is hard to think of 

Cassadó as an active supporter of Mussolini and Hitler. 
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Whatever Cassadó may have done or not done during the war ultimately 

did not matter. The campaign against him had done its damage, both 

professionally and personally. He continued to have a successful career in 

Europe, but lost out on the opportunity to make himself well known in the 

United States. The loss of the contract with Columbia Records left him 

with no regular recording work, and as a result, very few recordings of 

Cassadó exist today. Most importantly, he had been publicly denounced by 

his mentor and idol, and had lost him as a friend. 

Yehudi Menuhin had remained close with both Casals and Cassadó, and 

formed a trio with Cassadó and pianist Louis Kentner in the early 1950s. 

Knowing of Cassadó's despair at having been "excommunicated" from 

Casals' inner circle, Menuhin approached Casals and asked him to forgive 

Cassadó. Casals agreed, and sent a letter to Cassadó in Florence, inviting 

him to serve as a judge at the 1955 competition in Paris which bore Casals' 

name. Cassadó, overjoyed, immediately flew to Prades, and the two men 

embraced in an emotional reunion. Casals asked Cassadó to be on the jury 

for the 1956 competition as well, and Cassadó also took part in the concert 

given at the competition celebrating Casals' 80th birthday. 

Cassadó returned the favor that same year, inviting Casals to give 

masterclasses at the Accademia Musica Chigiana in Siena, where Cassadó 

had been teaching since 1946.
39

 Casals made at least one other trip to Siena 

at Cassadó's request, in 1959, when Cassadó married Japanese pianist 

Chieko Hara, with whom he would play most of his recitals thereafter. 

Interestingly, also present at the wedding was Casals' former chamber 

music partner, the pianist Alfred Cortot, with whom Casals had had a 

similar falling out. (Cortot was an active collaborator with Vichy France, 

and Casals only forgave him in the late 1950s.)
40

 

In addition to teaching in Siena, Cassadó joined the faculty at the Musik 

Hochschule in Cologne in 1958. In that same year, he also founded, along 

with Andrés Segovia and Alicia de Larrocha, a summer festival in Santiago 

de Compostela.
41

 

Cassadó continued to concertize all over Europe, giving recitals with his 

friends Dallapiccola and de Larrocha, as well as performing concertos. In 

1959, Cassadó gave a recital in New York, his first American appearance 

in ten years. He would return once more, in February 1961. In 1962, 

Cassadó made his first tour of the Soviet Union, performing in Moscow, 

Leningrad, Kiev and Riga. During this trip, he served on the jury of the 

Tchaikovsky Competition and made several recordings with Chieko Hara. 

Cassadó returned to judge the 1966 Tchaikovsky Competition as well. 

While in Moscow, he made plans to celebrate his 70th birthday in Kiev, 
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performing the Brahms Double Concerto with David Oistrakh, with 

Mstislav Rostropovich conducting.
42

 Unfortunately, he did not live to enjoy 

the festivities. In the fall of 1966, Florence suffered terrible flooding, and 

Cassadó toured the area giving concerts in an effort to raise money for the 

city's recovery. His health began to suffer, and his doctors advised him to 

relax for a few months. He ignored them, and continued to perform 

throughout Europe. On Christmas Eve 1966, while visiting his brother José 

in Madrid, Cassadó died of a heart attack. 
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CHAPTER 2 -- CASSADÓ'S VERSATILITY 

Elizabeth Cowling, in her book The Cello, likened Cassadó to the great 

violinist-composer Fritz Kreisler, and the comparison is an apt one. 

Cowling was referring to Cassadó's claim that he had merely transcribed 

the Toccata which bears the name of Girolamo Frescobaldi, when in fact it 

appears that Cassadó wrote the piece himself. Kreisler had done this sort of 

thing several times, attributing his own works to Baroque and Classical 

musicians, usually ones whose names were known to Kreisler's audiences, 

but whose styles and output were not as well known as those of composers 

like J.S. Bach or Mozart. 

Kreisler included these pseudonymous works on many of his concerts, and 

no one publicly questioned their authenticity until 1935, when Olin 

Downes, chief music critic for the New York Times, was preparing to give a 

lecture recital with Yehudi Menuhin, the program of which was to include 

what was then known as Kreisler's transcription of the Praeludium and 

Allegro by Gaetano Pugnani, an eighteenth-century violinist and composer 

of some note. 

Downes began researching Pugnani for his lecture notes, and of course was 

unable to locate the original manuscript for the piece. He then contacted 

Carl Fischer, Kreisler's American publisher, who informed him that there 

was no manuscript and that Pugnani had had nothing to do with the piece. 

Just a few months earlier, Kreisler had told Carl Fischer that the Pugnani 

and several other pieces which he had claimed to have merely transcribed 

were in fact his own work, and had asked that they be listed in Fischer's 

catalog as such. 
1
 

Kreisler's admission was big news; the New York Times put the story on the 

front page. Many people were outraged by the "hoax," while others claimed 

to have known all along that these pieces were forgeries. Kreisler was so 

beloved, however, that the controversy eventually died down and all was 

forgiven. 

Cassadó too wrote several works which he claimed were transcriptions; 

the Toccata is the only one that appears regularly on concert programs 

today. The myth of its origin was debunked in 1978 by Walter Schenkman, 

a professor of piano at the University of Northern Colorado. In an article 

for American String Teacher, Schenkman examined the piece alongside 

several of Frescobaldi's organ Toccatas and found that the structure and 

tonality of this piece bore no resemblance to those used by Frescobaldi. 
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Frescobaldi generally wrote modal works of many sections which have 

little or no connection between them. In fact, Frescobaldi himself stated 

that these pieces didn't even need to be played in their entirety; after a few 

sections, the performer could simply stop. Cassadó's Toccata is tonal (in b 

minor and D major), is built primarily on one theme, and is very much 

through-composed. Schenkman further points out that its slow 

introduction-Allegro form is much more like Handel than Frescobaldi. 
2
 

One important (and amusing) story from Schenkman's article concerns an 

arrangement of the Toccata for orchestra by conductor Hans Kindler. 

Kindler completed his version in 1942, and it was performed quite 

frequently. When questioned about the manuscript, Kindler admitted that 

he had never seen it, and that he had used Cassadó's version as his source 

material. In an article in Notes in September 1955, Charles L. Cudworth, a 

music librarian, noted that this caused Kindler considerable embarrassment. 

Cudworth also questioned very seriously the authenticity of the Toccata, 

asserting that it was "almost certainly composed" by Cassadó. 
3
 

In December of that same year, the Boston Symphony programmed 

Kindler's arrangement of the Toccata, and program note writer John Burk, 

perhaps following Cudworth's lead, wrote to Cassadó, asking where he had 

found the original Frescobaldi manuscript. Burk included the following in 

his notes: 

Mr. Cassadó explains that the Toccata which he has arranged for 

cello was discovered by him in the archives of La Merced, the 

Conservatory of Music at Barcelona where his father was for a long 

time organist and Maestro di Cappela. The score bore the 

title Toccata and the name of Frescobaldi, and was presumably a 

copy originally written for organ solo. Mr. Cassadó adds: "I cannot 

be absolutely sure whether it was Frescobaldi or another author who 

did the rest, though in some passages one can easily find some 

characteristic "frescobaldiane." 
4
 

Burk accepted Cassadó's hilariously evasive explanation, while Schenkman 

was not convinced. Schenkman concluded that Cassadó wrote 

the Toccata and assumed he would never be asked to discuss its 

authenticity, probably as Kreisler had at first. The difference between the 

two, of course, is that when confronted, Kreisler freely admitted his 

forgery, and Cassadó did not. Perhaps Cassadó, having had such an 

unpleasant experience with bad publicity in 1949, did not wish to undergo 

anything similar. He also did not have the same popularity as Kreisler, and 

couldn't be sure of the same forgiveness. 
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In the 1920s, arrangements of Baroque and Classical pieces still reflected a 

nineteenth-century Romantic approach, and questions of authenticity and 

performance practice were rarely discussed. In fact, in his article on the 

Kreisler hoax, Olin Downes suggested that musicology was partly to 

blame: 

...the literary gentlemen, reviewers of music and the like, can be 

taken to task. The reason why the Kreisler pieces were not 

investigated sooner is simple. They were in almost all cases 

compositions in small forms, used between larger compositions or as 

features of the last group on violin programs. Nobody paid them 

special attention or deemed the matter momentous enough to sift 

thoroughly. It is a commentary, and not altogether a flattering one, 

on the manner in which all sorts of facts which should be promptly 

questioned are allowed to pass in this field. 
5 

 

By the time Schenkman wrote his article, however, the "original 

instruments" movement was well underway, and the validity of such 

arrangements came into question. 

Today, orchestrations such as Kindler's "Frescobaldi" or Stokowski's 

gloriously inauthentic Bach arrangements are rarely performed, and, sadly, 

seem out of place in the context of today's more historically informed 

performances. 

The Toccata was not the only piece Cassadó forged in this manner. In 

1925, Universal Edition published a set of pieces entitled Collection de 

Six Morceaux Classiques. Besides the Toccata, the set contained works 

attributed to Schubert, Boccherini, Couperin, Gottlieb Muffat, and Martin 

Berteau. Berteau was a cellist, and the arrangement in question is simply 

Cassadó's addition of a piano harmonization to one of his solo cello etudes. 

The Muffat is authentic, originally written for harpsichord. The 

Schubert Allegretto grazioso and the Boccherini Minuetto most likely are 

forgeries; though both works are very much in the styles of their supposed 

composers, neither one appears in the composer's thematic catalogue. The 

Schubert Allegretto in particular is an excellent imitation; it was played a 

great deal in Cassadó's time as an encore and is still occasionally heard. 

The Couperin Pastoral is also probably by Cassadó, as it does not appear in 

the composer's thematic catalogue, and seems overly "cellistic." 
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The angry reaction of Schenkman and others to Kreisler's and Cassadó's 

deceptions is striking. Olin Downes took a more measured perspective on 

the subject, calling his article "Kreisler's Delectable Musical Hoax," with 

the subtitle: "Should the man who has kissed the wrong girl in the dark 

condemn the practice of kissing?" He pointed out that Kreisler had had a 

good reason for not putting his own name on these pieces: 

He [Kreisler] told us years ago of his pride that by means of these 

short pieces he had been able materially to enrich the violinist's 

repertory. It was undoubtedly to the great advantage of the 

compositions that they did not bear his name as composer. For it is 

unfortunately true that there is a great deal in a name. Neither the 

public, the press, nor Mr. Kreisler's colleagues would have taken as 

kindly to these compositions had they been designated as being 

merely the creations of a living violinist. 
6
 

Downes went on to point out that no great crime had been committed. "Let 

us admit that Mr. Kreisler has hoaxed us rather handsomely. Has not the 

principal harm, if any, been done to the feelings of the hoaxed?" 
7
 This 

attitude seems an appropriate one to have about Cassadó's inauthentic 

transcriptions as well; no damage has been done by Cassadó's forgery, and 

indeed some good has come from it, namely, the addition of some excellent 

pieces to the cello repertoire that might otherwise have been ignored. 

Cassadó also made numerous legitimate transcriptions for cello and piano; 

the manuscript list at the end of this paper indicates close to 70. Most of 

these are of well-known works by composers like Bach, Chopin and 

Debussy, and there is therefore no question of their authenticity. The most 

popular transcription Cassadó made was of the Intermezzo from the opera 

Goyescas, by Enrique Granados, still a popular encore. The range of 

musical styles represented in the list of transcriptions is astounding; here is 

a brief representation of the diversity of Cassadó's arrangements: Bach 

chorales, Mozart piano sonatas, the Blue Danube waltz, a Minuet by Ignaz 

Paderewski, the Andante from Tchaikovsky's 5th Symphony, and Siboney, 

by the Cuban composer Ernesto Lecuona. Cassadó also wrote a suite for 

cello and piano based on themes from Richard Strauss' Der Rosenkavalier. 

Cassadó's transcriptions were not only for cello and piano, however. He 

also arranged various pieces for cello and orchestra, two of which have 

already been mentioned (the Arpeggione arrangement and the 

Weber Clarinet Concerto), but which also include a concerto version of the 

Bach G minor sonata for viola da gamba and harpsichord, as well as a 35-

minute concerto for cello and full orchestra based on piano music by 

Tchaikovsky. He also arranged music for other combinations of 
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instruments as well, including an arrangement for guitar and orchestra of a 

Boccherini cello concerto, and a setting of the famous Bach-Gounod Ave 
Maria for solo violin, four cellos, organ and harp. 

The variety of styles upon which Cassadó drew for his arrangements is but 

one indication of his versatility; his compositional range was similarly 

wide. Though Cassadó did write a great deal of music for cello (with and 

without piano), he also composed three string quartets, a piano trio, a violin 

sonata and several solo piano pieces. He also wrote a piano concerto and 

several works for orchestra, including the previously mentioned Rapsodia 
Catalana, which enjoyed a good deal of success. 

It is Cassadó's music for cello and piano, however, that is remembered and 

played today. Elaine Boda has written excellent analyses of these works in 

her dissertation; there is no need to duplicate her work here. Nevertheless, a 

few words about one of the lesser-known pieces are appropriate. 

The Lamento de Boabdil is almost completely unknown today; yet it is one 

of Cassadó's finest compositions. The harmonic language reflects Cassadó's 

study with Ravel, and goes beyond the already adventurous writing of 

pieces like the Suite for Solo Cello and Requiebros, the two pieces by 

Cassadó most commonly heard today. The Lamento is a short piece of the 

highest caliber; it deserves to be heard much more frequently. 

Cassadó's versatility did not end with his playing, composing and 

arranging, however. He was also an inventor, constantly tinkering with his 

instrument and bow to find ways to produce more sound, as well as play 

more comfortably. The cover of Monica Pagès' biography of Cassadó 

shows two of these inventions. Cassadó's bow has a piece of cork attached 

to the side of the frog where the fingers fall, so that his hand is more open 

and his fingers less curved. Also visible is his most notorious invention, a 

set of four springs which took the place of the cello's tailpiece. With these 

springs, Cassadó was able to control the tension of each individual string. 

The resulting sound was much larger than usual and proved especially 

useful in projecting over an orchestra, but it also had its drawbacks; the 

tone was somewhat brittle and metallic. Cassadó also invented a device 

which eliminated the need for switching bridges on the cello because of 

changes in humidity; he installed a screw in the foot of the instrument's 

neck, with which he could raise and lower the fingerboard as necessary. 

Cassadó's curiosity and inventiveness, as is evident, were far-ranging and 

enabled him to make many significant contributions to the cello and its 

literature. On at least one occasion, however, Cassadó's tinkering got him 

into trouble. In the summer of 1949, Joaquin Rodrigo was close to 

completing his Concierto Galante, which Cassadó had commissioned.  



 

Cassadó worked closely with Rodrigo for several days at the composer's 

home, helping to copy out the score. The premiere of the piece was given 

by Cassadó in Madrid that fall. In January of 1951, Cassadó performed the 

piece again, this time in Naples, with Rodrigo and his wife in attendance. 

Sra. Rodrigo described the performance: 

Nevertheless, a very disagreeable surprise awaited Joaquin. His 

concerto, which at first had aroused such enthusiasm in Cassadó, 

began to seem too long to him once he began to perform it. Neither 

reluctant nor lazy, Cassadó took scissors to the score, especially in 

the parts where the soloist didn't play. Joaquin complained bitterly 

about seeing his work mutilated . . . This "little caprice" of Cassadó's 

seemed a veritable heresy to us! 
8
 

This story clearly illustrates, among other things, Cassadó's enormous 

confidence in his own abilities and judgment. In this context, his 

willingness to perpetuate the myth of the Frescobaldi Toccata even when 

questioned directly about it makes sense. It is hard to imagine either of 

these episodes occurring today, and that actually helps explain, at least in 

part, how Cassadó pulled things like this off. 

Cassadó was the product of an age much less strict when it came to things 

like manuscripts, musicology and textual fidelity. Though his "editing" of 

the Rodrigo clearly overstepped acceptable boundaries, it is important to 

remember that forgeries like the Frescobaldi Toccata were commonplace in 

Cassadó's time. Performers had much more leeway in the 19th and early 

20th centuries, and this had both good and bad results. On the one hand, 

there were incidents like that involving the Rodrigo Concerto. On the other, 

without such freedom, there would not be works like Rachmaninoff's 

renderings of Kreisler's Liebesleid and Liebesfreud, which cannot be 

considered arrangements in any conventional sense, but which are 

remarkable precisely because they go beyond the dimensions of the 

original works themselves. Though the work of people like Cudworth and 

Schenkman is necessary and important, the pieces they expose as forgeries 

should not be discarded. Cassadó and others like him provided the 

repertoire with some wonderful pieces of music; that these works have 

spurious origins should not mean that they get put aside. These pieces also 

have great musicological value, as they give a good idea of Baroque and 

Classical performance practice in the early 20th century. 
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One of the appendices to this paper contains recital programs which 

Cassadó gave at the Accademia Musica Chigiana in Siena, where he taught 

for many years. These programs further highlight the difference between 

Cassadó's time and our own. Programs like these would be unthinkable 

today, and that is not all to the good. Lighter works like Cassadó's and 

Kreisler's pieces are now played much less frequently, and recital programs 

are too often unrelentingly serious. The mixture of sonatas and short pieces 

which used to be the norm allowed all the works on a program to be 

considered on their own merits, and the lighter works provided needed 

contrast from the bigger, more substantial ones. The short pieces also 

showed a side of the performer less often displayed today, a sense of 

humor. Cassadó's recitals seem to have been representations of Cassadó 

himself, rather than simply a group of masterpieces which fit together to 

form a program, as is often the case today. Perhaps as performers learn 

more about Cassadó and his music, they will follow his example by 

presenting more varied and personalized concert programs. 

© Copyright by Nathaniel J. Chaitkin, 2001. 
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CONCLUSION 

Gaspar Cassadó was one of the greatest cellists and most well-rounded 

musicians of the 20th century. Today, he is largely remembered for a 

handful of pieces for cello, which represent only a small fraction of his 

output as a composer. The list of works which follows comes from the 

collection of his manuscripts, and publication of many previously unknown 

pieces is being planned. Many of these works deserve a place in the cello 

repertoire, and some of the chamber pieces also deserve more frequent 

performance, particularly the Piano Trio. Publication of more of Cassadó's 

music will undoubtedly increase interest in his work. 

Most cellists today have never heard Cassadó play; until very recently, 

virtually none of his recordings were in print. The VOX label has reissued 

some of his concerto recordings from the early 1960s, but these 

performances do not show Cassadó at his best. One nice feature of the two 

CD set is that it includes a performance of Cassadó's arrangement of 

the Arpeggione Sonata for cello and orchestra, which most people have 

never heard. The additional passages that Cassadó wrote and inserted in 

Schubert's original are quite interesting, though it cannot be said that they 

blend in seamlessly. 

More recently, the French label LYS has released two CDs of Cassadó's 

recordings from the 1930s, when he was at the peak of his powers. One CD 

contains concerto recordings, made with the Berlin Philharmonic. The most 

interesting performance is of the Concerto in D by Tartini, which features 

an organ part which can charitably be described as inauthentic. The other 

CD features short pieces, including several by Cassadó himself, and here he 

best displays his remarkable abilities as a cellist and as a performer. Even 

on these old 78 transfers, Cassadó's captivating sound and singer's sense of 

phrasing come across beautifully. 

There can be little doubt that Cassadó would be more widely remembered 

today if the events of 1949 not taken place. Had Cassadó held onto his 

contract with Columbia Records, more people would now know his unique 

style of playing. Though only a few recordings exist of Cassadó in his 

prime, they reveal that he was a remarkable virtuoso and a highly 

communicative performer, and place him among the 20th century's greatest 

cellists. His additional achievements as arranger and composer set him 

apart from all but a few instrumentalists, and make him one of the most 

interesting musical figures of the 20th century. 

© Copyright by Nathaniel J. Chaitkin, 2001.      (see original: Conclusion ) 
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APPENDIX A -- LIST OF WORKS 

Cassadó's widow, Chieko Hara, left all of his papers to the Museum of 

Educational Heritage at Tamagawa University in Tokyo when she died. 

The museum's director, Dr. Takahiro Yamaguchi, was kind enough to 

provide me catalog of this collection, but it is not available to the public at 

this time. The list reveals the enormous breadth of Cassadó's compositional 

output, and gives a clear representation of his remarkable versatility. Many 

of the transcriptions listed have never been performed by anyone except 

Cassadó, and very few of them have been published. Dr. Yamaguchi has 

informed me that the University intends to publish many of his previously 

unknown works, and doing so will provide wonderful new repertoire for 

cellists, as well as make more people aware of Cassadó's considerable 

abilities as a composer and arranger. 

For more information about this list, please feel free to write to me 

at nchaitkin@erols.com. Also, please refer to Chapter 2 for a discussion of 

some of his many works. 

(see original: Appendix A: List of Works ) 
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APPENDIX B -- RECITAL PROGRAMS GIVEN BY 

CASSADÓ 

Gaspar Cassadó taught at Siena's Accademia Musica Chigiana from 1946 

to 1952, and again from 1955 until 1962, when he shared the cello teaching 

duties with André Navarra. Cassadó frequently gave recitals at the school, 

and the library there allowed me to copy down the programs which he 

offered on these concerts. These programs are a splendid example of 

Cassadó's versatility as a composer as well as performer, for his own music 

was well represented on nearly all the concerts. I have listed the works as 

they appeared in the printed programs; on occasion, the information given 

is incomplete. For example, some of the pieces were not arranged by 

Cassadó himself, and their arrangers are not always listed. When it seemed 

appropriate, I have included comments of my own in brackets. Aside from 

pieces like the "Frescobaldi" Toccata and the works by Couperin, most of 

the transcriptions listed here appear to be legitimate, whether by Cassadó or 

someone else. Despite their informational shortcomings, these programs 

are a marvelous snapshot of music-making at this time, and remind us how 

much has changed in the concert world in recent years. 

 

 

Sunday, 27 January 1946 

Gaspar Cassadó, cello 

Luigi Franchetti, piano 

Handel-Cassadó - Aria, Gavotta [from keyboard suites]  

Boccherini - Concerto in B-flat 

Chopin - Sonata 

--------------  

Schubert-Cassadó - Introduction and variations, Op. 82 [originally for piano 

4-hands]  

Debussy-Cassadó - Minuetto 

Tscherpine - Ode 

Cassadó - Dance of the Elves [originally by Popper?] 

 

 



 

 

Monday, 3 October 1949 

Gaspar Cassadó, cello 

Eugenio Bagnoli, piano 

Frescobaldi - Toccata  

C.P.E. Bach - Concerto No. 3  

Haydn - Sonata in C [arranged by Piatti?] 

-------------- 

Respighi - Adagio con variazioni 

Debussy - Menuet 

Fauré - Papillons 

Ravel - Habanera 

Weber-Christiansen - Introduzione, tema e variazioni 

 

 

Thursday, 29 November 1951 

Gaspar Cassadó, cello 

Maria Italia Biagi, piano 

Vivaldi - Sonata, Op. 3 No. 9 

Haydn - Sonata in C [No. 3]  

Strauss - Sonata, Op. 6 

-------------- 

Respighi - Adagio con variazioni 

Debussy - The girl with the flaxen hair 

L. Vierne - Poissons chinois 

Cassadó - Acquarelli Musicali 

 

 

 



 

Sunday, 7 March 1954 

Gaspar Cassadó, cello 

Helmuth Barth, piano 

Marcello - Sonata No. 4 in a minor 

Couperin - Pastorale  

Couperin -I Cherubini 

Beethoven - "Magic Flute" variations [which set is unclear]  

 

-------------- 

Strauss - Sonata 

-------------- 

Dvorak - Indian Lament 

Chopin - Minute Waltz 

Fauré - Aprés une Rêve 

Cassadó - Requiebros 

 

 

Friday, 18 June 1954 

Gaspar Cassadó, cello 

Alberto Ventura, piano 

Frescobaldi - Toccata 

Mozart - Sonata in F, K. 458 [originally for piano 4-hands]  

Beethoven - Sonata in G, Op. 5 No. 2 

-------------- 

Boccherini - Sonata in A 

Granados - Intermezzo from Goyescas 

E. Halffter - Habanera 

Cassadó - Achares [premiere] 

 

 



 

Friday, 5 June 1962 

Gaspar Cassadó, cello 

Chieko Hara de Cassadó, piano 

Marcello - 2 Sonatas [no keys or numbers given]  

Bach - Prelude, Suite No. 5 in c minor 

-------------- 

Chopin - Fantasy in f minor 

Chopin - Nocturne in f# minor 

Chopin - 2 Etudes [no keys or numbers given] 

-------------- 

Strauss - Sonata 

 

 

(see original: Appendix B: Recital Programs given by Cassadó ) 
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APPENDIX C -- DISSERTATION RECITAL 

PROGRAMS 

Two recitals of Cassadó's music performed by the author accompany this 

paper to make up the complete dissertation. The programs from these 

recitals are included here. 

 

 
University of Maryland School of Music  

Ulrich Recital Hall 

November 14, 1999 

8:30 PM 

Nathaniel J. Chaitkin, cello 

Marie-France Lefebvre, piano 

Toccata -- attributed to Girolamo Frescobaldi (1583-1644) 

Sonata in the Old Spanish Style 

III. Danza con Variazioni 

Allegretto grazioso attributed to Franz Schubert 

(1797-1828) 

Suite for Solo Cello 

Preludio-Fantasia 

Sardana 

Intermezzo e Danza Finale 

Intermission 

Sonata for Cello and Piano 

Rapsodia  

Aragonesa 

Saeta 

Paso-Doble 

 

 

 



 

 
University of Maryland School of Music  

Ulrich Recital Hall 

August 30, 2000 

8:00 PM 

Nathaniel J. Chaitkin, cello 

Marie-France Lefebvre, piano 

Regino Madrid, violin 

from Suite for Keyboard in G major (arr. Cassadó) (see note below ***) -- 

George Frideric Handel (1685-1759) 

Allemande  

Courante 

Gigue 

Intermezzo from Goyescas (arr. Cassadó) -- Enrique Granados (1867-1916) 

Minstrels (arr. Cassadó) (see note below ***) -- Claude Debussy (1862-1918) 

Sérénade 

Dance of the Green Devil 

Lamento de Boabdil 

Requiebros 

Intermission 

Trio for Piano, Violin and Cello 

Allegro risoluto 

Tempo moderato e pesante 

Recitativo (Moderato ed appassionato) - Rondo (Allegro vivo) 

*** These works are unpublished and appear on the program courtesy of the 

Museum of Educational Heritage at Tamagawa University in Tokyo, owner of 

Gaspar Cassadó's papers. 

 

(see original: Appendix C: Dissertation Recital Programs ) 
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