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The

Hail the Recording of

Critics*

"ROMEO and JULIET"
by

BOSTON SYMPHONY ORCHESTRA
SERGE KOITSSEYITZKY
CONDUCTOR
— "The

Boston Symphony Orchestra's recording of Tchaikovelectrifying an achievement as other triumphs of
."
Higher Fidelity in Symphony Hall would lead you to expect.
Scribner's

sky's

(Sept.):

'Romeo and

Juliet'

is

as

.

.

Moses Smith, Boston Transcript, Sept. 14: — "The performance of the Tchaikovsky Overture-Fantasy, 'Romeo and Juliet' (Victor Set M-347; three twelve-inch
records), prompted the record reviewer of the Manchester Guardian (a presumably
unprejudiced source) to say that 'for sheer brilliance and resonance of tone the
Boston players have no equals.' It is an exciting presentation, and the mechanical
recording is similarly brilliant."

Compton Pakenham, record editor of New York Times, Aug. 1: —"This album
who felt the bite of Koussevitzky's recent set of Tchaikovsky's Fourth Symphony. The passage describing the strife of the Montagues and
Capulets is given a magnificent sting. One can feel the venom of the contending
is

particularly for those

parties, visualize the shifting brawl,

and almost

see the flash of steel

Jerome D. Bohm, New York Herald-Tribune, Aug.

8:

— "The

on

steel."

performance

leaves little to be desired from the tonal aspect and the conductor has exercised
uncommon restraint in his treatment of the music."

Thomas Archer, Montreal Gazette, July 31:— "The work seems to glow and
throb with youthful passion and tenderness. This may be said in particular of
the wonderful cantilena theme obviously representing the lovers and which is
treated as the Boston Symphony Orchestra would treat it, namely with a surpassing sense of lyrical romance. The climaxes are tremendous."
Jay Walz, Washington (D.C.) Post, Aug. 8: — "Victor says the performance
turned in by Serge Koussevitzky and the Boston Symphony makes Album M-347
the peer of all 'Romeo and Juliets' in the catalogue. I would not be one to dispute that claim.
Any who sit down and wait for a better 'Romeo and Juliet'
are just wasting time."
.

.

.

Coincident with the surge of popularity of phonograph records, magazines and
newspapers are today establishing special reviewers for recordings.

Boston Music

Co.,

116 Boylston Street

Chas. W. Homeyer Co., 498 Boylston St.
Sons, 162 Boylston Street
M. Steinert
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Boston Symphony Orchestra
FIFTY-SEVENTH SEASON,

1937-1938

SERGE KOUSSEVITZKY,

FIRST

Conductor

CONCERT

THURSDAY EVENING,

October

14

Programme
Symphony No.

Beethoven
I.

II.

Allegro con brio
Marcia funebre: Adagio

3 in E-flat

major, "Eroica," Op. 55

assai

III.

Scherzo: Allegro vivace; trio

IV.

Finale: Allegro molto

INTERMISSION
"Lieutenant Kije," Orchestral Suite, Op. 60

Prokofieff
I.

II.

III.

IV.

V.

Birth of Kije

Romance
Kije's Wedding
Troika
Burial of Kije
(First

Strauss

performance

in

the United States)

Merry Pranks, after the
in Rondo Form," Op. 28

"Till Eulenspiegel's

Old-Fashioned Roguish Manner

—

STEINWAY PIANO

[33

SYMPHONY NO.

3

IN E-FLAT, "EROICA," Op.

55

By Ludwig van Beethoven
Born

at

Composed

Bonn, December

i6(?),

1770; died at Vienna,

March

Symphony was

802-1 8o4, the Third

26,

1827

performed at
a private concert in the house of Prince Lobkowitz in Vienna, December, i8o4,
the composer conducting. The first public performance was at the Theater an der
Wien, April 7, 1805. The parts were published in 1806, and dedicated to Prince
von Lobkowitz.
The symphony is scored for two flutes, two oboes, two clarinets, two bassoons,
three horns, two trumpets, timpani and strings.

**

in the years

y am not

X works

1

satisfied," said

up

Beethoven

to the present time.

to

Krumpholz

From today

I

first

in 1802, "with

mean

to take a

my

new

road." This was the critical year of the Heiligenstadt Testament, the

year also

when

the composer threw off the

mood

of tragic despair into

had thrown him, and seized
upon the mighty musical project of the "Eroica" Symphony.* Contemplating the harmless docilities of the First and Second Symphonies,
one looks in vain through all of music for a "new road," taken so readily, with so sure and great a stride. Wagner's "Ring," following
"Lohengrin," Brahms' First Symphony — these triumphant assertions

which the

full realization of his deafness

of will-power were achieved only after years of germination, of accu-

mulated force. With Beethoven, spiritual transformations often came
with inexplicable suddenness. Having completed his Second Symphony
in the summer of 1802, at Heiligenstadt, he simply turned his back
upon the polite patterns of Haydn and Mozart. As his notebooks
show, he forged his heroic score with a steady onslaught, expanding
the inherited form almost beyond recognition, yet preserving its balance and symmetry. The plans for each movement but the scherzo
were laid in the first fever of creation. But Beethoven seems to have
been in no great hurry to complete his task. The workmanship in
detail

and

is

at

largely attributed to his

summer

sojourns of 1803 at

Ober-Dobling. Ries remembered seeing the

finished state

upon

fair

Baden

copy in

its

the composer's table in the early spring of 1804.

Musicians have never ceased to wonder at the welded and significant
organism of the exposition in the first movement, the outpouring invention and wealth of episodes in the working out, the magnificence
and freshness of the coda. The unity of purpose, the clarity amid pro*There are indications that the Eroica was a veritable "rebound" from the Heiligenstadt
document is signed October 10. Nottebohm attributes the early sketches of the
symphony to October. Ries says that Beethoven began the Eroica at Heiligenstadt, and we
know that he was back in Vienna in November.
Will. This

[4]

fusion,

no

which the Symphony's early

less to

then

all

critics failed to perceive,

extends

the Funeral march, the scherzo, the variation finale

— forms

quite apart from symphonic practice.

One whose

forces ran in this wise could well ignore precedent,

creative

and extend

unheard of length of three quarters of an hour.*
Not fugitive legends, based on the too fertile memories of his

his

score to the

friends,

but certain definitely established facts surround Beethoven's programmistic intentions regarding the Eroica

Symphony. Ries

the early spring of 1804, he saw the completed sheets

work

table with

the

word "Buonaparte"

at

the

told

how

in

upon Beethoven's
"Luigi van

top,

Beethoven" at the bottom, a blank space between; how when he told
Beethoven a few weeks later that the "First Consul" had proclaimed
himself Emperor, the composer flew into a rage, and tore the title
page in two. Schindler confirms this tale, having heard it from Count
Moritz Lichnowsky. The manuscript copy (not in Beethoven's script,
but freely marked by him) which has come down to posterity and
which is now at the Library of the Gesellshaft der Musikfreunde in
Vienna, has a different

title

page.

It reads:

— IntituBeethoven —

"Sinfonia Grande

Bonaparte — 804 in August — del Sigr. Louis van
Sinfonia 3, Op. 55." The words "Intitulata Bonaparte" have been
blotted out, but can still be traced. Under his name in lead pencil,
now barely discernible, Beethoven has written: "Geschrieben auf Bonaparte/' Beethoven wrote to Breitkopf and Hartel, August 26, 1804,
offering them "a new grand symphony, really entitled Bonaparte, and
lata

in addition to the usual instruments there are specially three obbligato
horns. I believe

it

will interest the musical public. I should like

instead of printing only parts, to publish

it

in score." f

you

The symphony

"written on Bonaparte" was finally published as "Sinfonia Eroica 3

composed

to celebrate the

memory

of a great

Man," and dedicated

His Serene Highness, the Prince von Lobkowitz.
The recorded opinions of early performances have been

many

To

times

quoted for the delight of succeeding generations. Among several private or semi-private performances in Vienna in the year 1805 was one
in January, at the house of the banker Herr von Wurth. A reviewer
was present and wrote of it in the Allgemeine Musikalische Zeitung.
* Beethoven is said to have retorted to those who vigorously protested the length of the
Eroica: "If I write a symphony an hour long, it will be found short enough 1" And so he
did, with his Ninth. He must have realized, however, the incapacity of contemporary audiences, when he affixed to the published parts (and later on the score) of the "Eroica";
"Since this symphony is longer than an ordinary symphony, it should be performed at the
beginning rather than at the end of a concert, either after an overture or an aria, or after a
concerto. If it be performed too late, there is the danger that it will not produce on the
audience, whose attention will be already wearied by preceding pieces, the effect which the

composer purposed in his own mind
t

to attain."

Nevertheless the parts only were published in 1806. The printed score did not appear until

1820.

[5]

Whereas he

called the First

Symphony "a

glorious art-creation" with

"an extraordinary wealth of lovely ideas treated in the most splendid and graceful style, with coherence, order and clearness reigning
throughout," the new symphony was "virtually a daring wild fantasia,
of inordinate length and extreme difficulty of execution." The writer
found passages of beauty and force, "but," he said, "the work seems

He

condemned the score
as "odd and harsh," and expressed his preference for a symphony by
Eberl in the same key. It was at the first public performance, on
often to lose itself in utter confusion."

April

7,

that Beethoven, conducting,

finally

found himself

at

odds with the

movement, and
had to begin again. Ries tells how, at a first rehearsal, "which was horrible," he thought the horn had made a false entrance in the famous
passage where the composer, indulging an "evil whim" ("bose
Laune") introduces the principal theme in the original key against
the dominant B-flat — A-flat of the strings. "I stood beside Beethoven,
and thinking that a blunder had been made, I said: 'Can't the damned
hornist count? — it sounds infamously false!' I think I came pretty
close to receiving a box on the ear. Beethoven did not forgive the slip
orchestra in the vigorous, syncopated chords of the

first

for a long time."

Schindler

tells

us that the

Symphony was

officially

considered at

the Prague Konservatorium a "dangerously immoral composition"
(" sittenverderbendes
'

Werk"), but the Prague public took the "Eroica"

The symphony found

way to the Gewandhaus concerts at Leipzig on January 29, 1807, when the printed programme attempted to enlighten the public in this fashion: "Grand
heroic symphony composed by Beethoven, and performed for the first
time in Leipzig. (1) A fiery and splendid Allegro; (2) a sublime solemn
to its heart nevertheless.

Funeral March;

(3)

the strict style."

The symphony

its

an impetuous Scherzando;

(4)

a grand Finale in

apparently lived up to

— it

its

adjectives

was repeated twice within ten
months. First performed in England, February 21, 1814, the Symphony,
on each reappearance, was greeted with acerbities for some years. A
choice one, dated 1827, * s quoted by Sir George Grove: "The Symphony ought to have ended with the March, the impression of which
was entirely obliterated by the ill-suited Minuet which follows." Grove
also tells how Habeneck succeeded, about 1825, in introducing the
"Eroica" to a skeptical Paris. "His experiences with the Second Symphony had warned him of the necessity of caution, and accordingly
he invited the principal members of his band to dinner, and 'to make
a little music/ on St. Cecilia's Day. The 'little music' consisted of the
'Eroica' and Seventh Symphonies, which seem to have been introduced to these gentlemen on that day ('the better the day the better
in the opinion of the Leipzigers

C«3

the deed') for the

first time; and, thanks to the opportune time of the
have produced a favourable effect on the band. 'Under these
new conditions we found,' says one of the orchestra, 'that these two
Symphonies contained some tolerable passages, and that notwithstand-

ruse, to

ing length, incoherence, and want of connection they were not unlikely
"
to be effective.'

"LIEUTENANT

KIJE," Orchestral Suite, Op. 60

By Serge Prokofieff
Born

The

at Sontsovka, in the Ekaterinoslav

suite

government, Russia, April

23, 1891

was derived from the incidental music which Prokofieff composed for

a Soviet film, "Lieutenant Kije," produced by the studio Belgoskino in Leningrad,

The

completed and published in 1934, was first performed in Moscow.
It is scored for two flutes and piccolo, two oboes, two clarinets, two bassoons,
tenor saxophone, cornet, two trumpets, four horns, three trombones and tuba,

in 1933.

suite,

timpani, bass drum, military drum, triangle, cymbals, tambourine, sleigh

bells,

harp, celesta, piano and strings.

The

film "Lieutenant Kije"

description of

its

is

not

known

in this country, but a

subject kindly supplied by Nicolas Slonimsky

toward an understanding of the spirit of the music: "The
subject of the film is based on an anecdote about the Czar Nicolas I,
who misread the report of his military aide, so that the last syllable
of the name of a Russian officer which ended with 'ki' and the Russian intensive expletive 'je' (untranslatable by any English word, but
similar in position and meaning to the Latin 'quidem') formed a
non-existent name, Kije. The obsequious courtiers, fearful of pointing out to the Czar the mistake he had made, decided to invent an
officer by that name (as misread by the Czar). Hence, all kinds of
will help

comical adventures and quid-pro-quo's."
I.
The Birth of Kije (allegro). As befits one who is born in full
regimentals in the brain of a Czar, Lieutenant Kije is introduced by
a cornet fanfare off stage, followed by the tattoo of a military drum,
and the shrill of the fife. As the other instruments fall in line, the
music keeps its parade-like strut. There is a short andante (still in
character), a return of the fife, drum and cornet.
II.
Romance (andante). This movement and the fourth are written with a part for baritone solo, alternative versions following in
which this part is given to the tenor saxophone, and occasionally other
instruments. The song is thus translated in the score:

[7]

^4n Innovation in the

MON]

ANNOUNCES THAT THE ORCHESTRA'S TWO
SHORTER SERIES IN SYMPHONY HALL WILL BE COMBINED INTO
PAIRS OF CONCERTS, THE SAME PROGRAMME TO BE PERFORMED
AT EACH, ON MONDAY EVENING AND ON THE FOLLOWING
TUESDAY AFTERNOON. THE SIX PAIRS WILL BE GIVEN MONTHLY
THROUGH THE SEASON.
DR. KOUSSEVITZKY

Monday Evenings
October 25—26

December 27—28
[8]

at 8:15

'

Tuesday Afternoons at 3

January 17—18
February 2 1 —2 2

March 21—22
April

1

8—

1

g

Y and

TUESDAY SERIES

At one pair

young Russian
and Saturday

of concerts,
'cellist

series

Raya Garbousova,

who had

a

marked

two years ago,

Casadesus, the French pianist

A

Barera, the Italian

who was one
make

Robert

of the outstanding

appearance

his first

newcomer

distinguished

violinist.

success in the Friday

will be the soloist.

virtuosos of the past season, will

with the Orchestra.

the brilliant

is

Orlando

Daniele Amfitheatrof, the

conductor of Russian birth and Italian training, yet to be
heard in America, will be guest conductor of the January
pair of concerts.
illustrious

Richard Burgin and Jean Bedetti,

virtuosos

of

the

Orchestra,

will

be

the

heard in

Brahm's Double Concerto for Violin and Violoncello.

Season tickets for
Office,

all

Symphony Hall

series are

now on

(Telephone: com.

plans showing prices will be mailed

Seats are available for the

and

for the

Tuesday

upon

Monday

sale at the

1492).

Seating

request.

Series at $12

Series at $6, $9, $12,

Box

and $15,

and $15 (no

tax).

[9]

Heart be calm, do not flutter;
Don't keep flying like a butterfly.
Well, what has my heart decided?

Where
But

will

my

Beating

we

in

summer

rest?

heart could answer nothing,

my

fast in

poor breast.

My

grey dove is full of sorrow
Moaning is she day and night.

For her dear companion
Having vanished out of
Sad and dull has gotten

Wedding
movement suggests

—

left her,

sight,

my

grey dove.

The melodic

character of
that Kije was subject to sentiment in his
nuptials as well as his wooing, while never forgetting that he was a
Kije's

III.

this

(allegro fastoso).

soldier.

IV.
Troika (moderato). Again a tavern song is introduced to an
accompaniment suggestive of the motion of the Russian three-horse
sleigh

—

A

woman's heart

All those

And

they

is

like

an inn:

who wish go in,
who roam about

Day and night go

in

and

out.

Come here I say, Come here
And have no fear with me.

I say,

Be you bachelor or not,
Be you shy or be you bold,
I call you all to come here.
So

all

those

who

are about,

Keep going in and coming out,
Night and day they roam about.
V. Burial of Kije (andante assai). The description of the film
explains the entire cheerfulness which attended the laying away of
the imaginary lieutenant. His brief career is summed up in this
cornet fanfare off stage introduces him again, and the
movement.
themes of his romance and his wedding are invoked. The piece ends
with the voice of the muted cornet vanishing in the distance.

A

The

was performed at a Lamoureux concert in Paris, February 20, 1937, the composer conducting, and likewise figured in the
opening programme of the International Modern Music Festival in
Venice on September 6. There was an "incident" at the Parisian performance, wherein Eugene Bigot conducted other works of Prokofieff
and Miaskovsky's "Concertino Lyrique." "A well-intentioned gentleman with an accent," according to the correspondent of the Musical
Times (March), "attempted to tell the audience about Russian music
in general and Prokofieff in particular. But he did not get very far.
By the time he had reached his third or fourth platitude folk became
impatient, and when a French audience becomes impatient it lets it
be known in shrieks, hoots, howls, whistlings, and Gallic vociferations
suite

indicative of displeasure.

[10]

The

lecturer beating a retreat to the tune

what was by now a rather tumultuous invitation to disappear,
Bigot put in an appearance and got on with the concert."
of

The

Le Menestrel was more succinct. "At the beginning
'speaker' [the English word is used] came forth to

reviewer of

of the concert, a

read remarks which were loudly cut short by a public of little patience.
If he intended to elucidate the two composers, he taught us little. If
spread national propaganda, the attempt was clumsy and useless
as well." "Lieutenant Kije," the English writer remarked, "made a
to

stunning impression."

The

following compositions of Prokofieff have been performed at

the concerts of this orchestra:
1922.

March

Song Without Words

3,

(Nina Koshetz, singer; Pierre Monteux,

conductor).
1924.

October

1925.

April 24, Violin Concerto No. 1 (Richard Burgin, violinist).
formance in the United States.)

1926.

29, Piano Concerto No. 2 (Serge Prokofieff, pianist).
April 23, "Sept, Us sont sept," Incantation for tenor (Charles Stratton),
chorus (trained by Malcolm Lang) and orchestra. (First performances in
America.) The performance was repeated in the same programme.
October 8, Suite from the ballet "Chout."
November 12, Suite from the opera, "The Love for Three Oranges."

1927.

January

(Serge Koussevitzky, conductor).
(First

per-

January

March
April

28, Classical

21,

2,

October

(Mr. Stratton, tenor; Cecilia chorus).

Symphony.
Suite from the ballet, "Le Pas dAcier."

Classical

1,

March

Symphony.

Us sont sept"

4, "Sept,

October
1928.

24, Scythian Suite

Scythian Suite.

26, Classical

December

14,

Svmphony.

Violin Concerto No.

1

(Lea Luboschutz, violinist).

1930.

January 31, Scythian Suite.
January 31, Piano Concerto No. 2 in G minor (the composer as soloist;
first performances in the United States).
November i4, Symphony No. 4 (composed for the 50th anniversary of
the Boston Symphony Orchestra; first performances).

1932.

February

Symphony.
Four Character portraits from the opera "Le Joueur"

12, Classical

November

4,

(after

Dostoievsky).
30, Piano Concerto No. 5 in G major (the composer
performance in the United States).

December
first

1934.
2

935-

April

13, "Sept,

January

Us sont sept" (Charles Stratton, and Cecilia Society Chorus).

25, Suite

November

8,

as soloist;

from the Ballet "Chout."

Concerto No.

1

(Joseph Szigeti,

soloist;

Richard Burgin,

conductor).

Symphony.

1936.

January

1937.

February 5, March and Scherzo from "The Love for Three Oranges";
Piano Concerto No. 3 (the composer as soloist); Scythian Suite.

1,

Classical

[11]

Events at Symphony Hall
Boston Symphony Orchestra Friday Afternoon and Saturday
Evening Series in October: 15-16; 22-23; 2 9~3°Pursuing a custom of

Kreisler will give the
cert of the recital season, Sunday afternoon, October 17, at
years, Fritz

first

con-

3.30.

Boston Town Hall lecture by Boake Carter, Tuesday Evening,
October 19. The celebrated radio commentator opens a series of noteworthy lectures under the auspices of the newly formed Boston Town
Hall, which later in the season is to offer Mr. H. G. Wells on November 8, and Mr. Jacques Cartier on December 13.

The Wagnerian

Festival Singers. An ensemble of five celebrated
Konetzni, Noort, Krasova, and Berglund — in exfrom Richard Wagner's music dramas, under the direction of
Richard Hageman. At Symphony Hall, Sunday Afternoon, October

voices
cerpts

— Kipnis,

24, at 3.30.

Boston Symphony Orchestra Monday-Tuesday Series. The
concert will open on October 25, the first Tuesday the

Monday

first

fol-

lowing day, at 3 o'clock. An innovation will be the juxtaposition of
the Monday evening and the Tuesday Afternoon series into six pairs
of concerts with six programmes, to be given monthly through the
season.

Rosa Ponselle, of the Metropolitan Opera Company, will revisit
Symphony Hall after an absence of five years, in a recital on Thursday evening, November 4, at 8.30.

Don

Aaron Richmond's Series will open with the Don
Cossack Russian Male Chorus on Sunday Afternoon, November 21,
at 3.30.
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Boston Symphony Orchestra
SERGE KOUSSEVITZKY,

Conductor

SECOND CONCERT
Thursday Evening, November 4
at 8 o'clock
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MERRY PRANKS, AFTER THE OLDFASHIONED ROGUISH MANNER, - IN RONDO FORM,"

'TILL EULENSPIEGEL'S

for Full Orchestra, Op. 28

By Richard Strauss
Born

The

first

performance was

had completed

Munich, June

at

11,

1864

at a Gtirzenich concert in Cologne,

November

5,

1895.

Munich, the previous May. It had been published in September. The first performance at the Boston Symphony Concerts (and
in America) was February 21, 1896. The last performance was October 18, 1935.
The rondo, dedicated to Dr. Arthur Seidl, is scored for piccolo, three flutes, three
oboes, English horn, small clarinet in D, two clarinets, bass clarinet, three bassoons,
double-bassoon, four horns (with the addition of four horns ad lib.), three trumpets
(with three additional trumpets ad lib.), three trombones, bass tuba, kettledrums,
snaredrum, bass drum, cymbals, triangle, a watchman's lattle, strings.
Strauss

at

first,

his score in

Strauss was inclined to let the

JTjl lustige Streichce, nach

alter

title:

"Till Eulenspie gel's

Schelmenweise

— in Rondoform"

stand as sufficient explanation of his intentions. Franz Wullner, about

perform the work in Cologne, coaxed from him a
revealed a little more:
t
to

"It

is

impossible for

me

to furnish a

programme

letter

which

to 'Eulenspie gel';

put into words the thoughts which its several incidents
suggested to me, they would seldom suffice, and might even give rise
to offence. Let me leave it, therefore, to my hearers to crack the hard
nut which the Rogue has prepared for them. By way of helping them

were

I

to

to a better understanding,

it

seems sufficient to point out the two

'Eulenspie gel' motives, which, in the most manifold disguises, moods,

and

situations,

pervade the whole up to the catastrophe, when, after

he has been condemned to death, Till is strung up to the gibbet.
For the rest, let them guess at the musical joke which a Rogue has
offered them." Strauss finally noted three themes; the opening of the
introduction, the horn motive of Till, and the portentous descending
interval of the rogue's condemnation.
And again, Strauss was persuaded by Wilhelm Mauke, the most
elaborate and exhaustive of Straussian analysts, to jot the following
indications in pencil in his score:

"Once upon a time there was a Volksnarr; Named Till Eulenspie gel;
That was an awful hobgoblin; Off for New Pranks; Just wait, you
hypocrites! Hop! On horseback into the midst of the market-women;
With seven-league boots he lights out; Hidden in a Mouse-hole; Disguised as a Pastor, he drips with unction and morals; Yet out of his
big toe peeps the Rogue; But before he gets through he nevertheless
has qualms because of his having mocked religion; Till as cavalier
pays court to pretty girls; She has really made an impression on him;

He

courts her;
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A

kind refusal

is still

a refusal; Till departs furious;

He

swears vengeance on

mankind; Philistine Motive; After he has
propounded to the Philistines a few amazing theses he leaves them in
astonishment to their fate; Great grimaces from afar; Till's street tune;

The

court of Justice;

ladder!

part of

He

all

whistles to himself indifferently;

still

There he swings; he gasps
Till is no more."

THE FIRST CRITICS OF
that
The abuse
was new

upon

Up

the

for air, a last convulsion; the mortal

"TILL EULENSPIEGEL"

head of "Till Eulenspiegel" when the
piece
is less difficult to understand when one stops to
think of the punctilious and well-behaved musical world of 1895 into
which Strauss suddenly dropped his outrageous rogue. The squealing
and squirming music, appearing on a typical programme of the nineties (its innocuous companions at the first Boston performance, February 21, 1896, were a fantasia, "Midnight at Sedan" by Zollner and a
Violin Concerto of Moszkowski) must have had somewhat the effect,
as Lawrence Gilman once wrote, of "a lightning bolt at a family
fell

the

reunion."

A

glance at the newspaper reports of some of the

first

"Till" per-

formances will give some idea of the general consternation the piece
must have caused. The first American performances were brought to

Emil Paur and the Boston Symphony Orchestra in Boston and
New York (February, 1896). and in other cities on tour. The "musical
joke" had gone the rounds of Europe. The young German composer,
"brilliant but erratic," was not without fame and esteem in these
cities — but the reviews show ed no glimmer of consciousness that a
masterpiece had had its first hearing. Most of the critics gave it a
grudging paragraph near the bottom of the column, after lengthy dissertations on the "novelty" by Zollner and the performance by the
violinist Emile Sauret of the concerto of Moszkowski. Most were agreed
that Strauss had prodigious skill, however misguided, and all praised
the virtuoso performance which Paur led.
One critic in Boston referred to the new work as "a trifle from
Strauss — a nerve-distracting piece — worth a hearing, however, because of the composer." Another called it "a blood-curdling nightmare," and another " — a musical obscenity, an inexplicable hodgepodge, which should not have been heard at this concert, neither at
any respectable concert. The tone picture, with all its abnormal and
hideously grotesque proportions, is that of a heavy, dull, and witless
Teuton. The orchestration of the work is sound and fury, signifying
nothing. The very worthiest novelty of the concert was the concerto
by Moszkowski." Still another: "A noisy, nerve-destroying, heavy piece
of work, weak in ideas and strong in energy; a sketch of Beardsley
pass by

T
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music, crude in color, confusing in design, and utterly unlovable."
critic of some standing raised a voice of protest: "Strauss
set to

A

seems to have thought he could imitate Eulenspiegel by playing a
practical joke on the general public. Why should such things be given
at a

Symphony

concert?"

In New York also there was marked applause, which was taken as
intended for the performance rather than the piece. One critic called
Strauss "a

man

of

manner."

Two

further criticisms shall

"Strauss has

enormous

made an

talent

and

its

says

nothing in an unparalleled

suffice:

elaborate and intricate piece of work, very

unique and very charming
noisy,

who

to listen to,

though

it

is

inter jectional, spasmodic, jerky character

often painfully

makes

it

trying

to follow in certain portions."

"There was no doubt about the humor of it all; it would have made
even a doctor of music laugh. But it was a vast and coruscating jumble
of instrumental cackles for all that. — A horrible example of what
can be done with an orchestra by a determined and deadly decadent."
Similar opinions seem to have been freely expressed in Europe. Dr.
Hanslick, who, true to his colors, delivered an invective against each
of the Straussian tone poems as it appeared, called "Till" — "frankly a
crazy piece, in which each witty idea is followed by another which
jumps on its head to break its neck. It is a mistake to look on this
immoderate and masterless chase of pictures as an overflowing of
.

dawn

new

can see in it
only the exact opposite: a product of subtly calculated decadence." In
this way did the word "decadence," compounded of resentment and
youthful creative power, the

pursue Strauss for years, until
myths.

unease,
all

of a great

it

art; I

finally

evaporated,

like

Behind the impudent and leering Till, some discerned the brazen
face of the composer, recklessly and madly bent upon the destruction
of every musical principle. It took the passing of a generation to reveal Strauss as no revolutionist after all, but a deep respecter of the

musical tenets, in which he had been thoroughly schooled from childhood; a routined conductor who knew his orchestra with a special
sense, a lover of tradition, impatient only at the complacent stagnation into

The
of

which

first critics

its style

had

it

fallen.

more obvious points
melody. They might have seen that it was an

of "Till" could hardly miss the

of pure folk

honest rondo as its name implied — a marvelous application of structure to the matter in hand. They might also have realized that Strauss
was no Till upsetting the applecart, but a meek follower of the form

which Berlioz and

Liszt left him,

and which he found the most

suit-

able vehicle for his overflowing exuberance, his greatly enriched instrumental and harmonic color, his heavy complex of counterpoint.
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MUSICAL INSTRUCTION

LONGY SCHOOL OF MUSIC
Power Biggs

E.

Organist

Member

Longy School of Music.
Practice organ privileges available
TROwbridge 0956
Minna Fkanziska Holl, Director; Walter Piston, Chm'n Advisory Bd.
of the Faculty of the

Mrs. Charles Adams White
TEACHER OF SINGING
105

REVERE

ST.,

BOSTON

Tel. Capitol 6745

HARRIS
PIANO,
175

SHAW

S.

ORGAN, MUSICIANSHIP

DARTMOUTH

ST.,

BOSTON

Ken-more 6520

bound volumes
Concert Bulletins
analytical

and

of the

Boston Symphony Orchestra
containing

John N. Burk, on
performed during the season
"A Musical Education in One Volume"
"Boston's Remarkable Book of Knowledge"
Lawrence Gilman in the N. Y. Herald and Tribune
Price $6.00 per volume
descriptive notes by Mr.

Address,

SYMPHONY HALL, BOSTON,

MASS.

all

works

A

VISIT

to the Copley-Plaza, in beautiful Copley Square, is
always an event. For there are few hotels that can offer the
charm of age with the luxury of modern appointments.

At the Copley-Plaza you are aware of the linking of two generations.
Here you will find the perfection of detail that you associate with
the finest contemporary hotels. But you will also sense the traditions
of a quarter of a century, the atmosphere of dignity and graciousness.
And you will understand why to people all over the world the
Copley-Plaza has long been a symbol of Boston at its best.
Spacious rooms, charmingly furnished, for as
Illustrated folder on request

OL

little

as $4.00

COPLEY- PLAZA Baton

ARTHUR

L.

RACE,

MANAGING DIRECTOR

