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Exquisite

Sound

From the palaces
of ancient Egypt
to the concert halls
of

our

modern

the wondrous
music of the harp has
cities,

f

compelled attention
all peoples and all
countries. Through this
from

passage of time many
changes have been made
in the original design. The
early instruments shown in
drawings on the tomb of

Rameses
were

II (1292-1225 B.C.)
richly
decorated but

lacked the fore-pillar.
Later
the "Kinner" developed by the
Hebrews took the form as we
know it today. The pedal harp
was invented about 1720 by a

Bavarian named Hochbrucker and
through this ingenious device it became possible to play in eight major
and five minor scales complete. Today
the harp is an important and familiar
instrument providing the "Exquisite
Sound" and special effects so important
to

modern orchestration and

arrange-

ment. The certainty of change makes
necessary a continuous review of your
insurance protection.
We welcome the
opportunity of providing this service for
your business or personal needs.

We

respectfully invite

CHARLES

H.

your inquiry

WATKINS & CO.
— Charles G. Carleton

Richard P. Nyquist
147 Milk Street

Boston, Massachusetts

Telephone 542-1250

PAIGE OBRION RUSSELL
Insurance Since 1876
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FRIENDS OF THE

BOSTON SYMPHONY ORCHESTRA

Mrs Albert Goodhue
Mrs John L. Grandin
Co-chairmen, Council of Friends

To

all

members

of our audience

You and many others are needed as new Friends of the Boston Symphony Orchestra. Membership is open to anyone who makes a contribution of whatever amount. Annual
to several

thousand

gifts

now

range from five dollars

dollars.

No

concert is more than partly paid for by the income from ticket
sales. By becoming a Friend you join the others who share the responsibility of lessening the Orchestra's sizeable annual deficit.

As a Friend you also receive certain privileges. If you are a Friday subscriber you are invited to the series of Pre-symphony Luncheons held
at Horticultural Hall. If you are a subscriber to one of the evening
series you will be invited to one of the post-concert evening receptions to meet guest artists and members of the Orchestra. All members
of the Friends are invited to the Annual meeting which will be held
this year on April 16 at Symphony Hall. On that afternoon there will
be a private concert followed by a reception for Erich Leinsdorf.
Please join the increasing

phony

is

Orchestra

to themselves
is

number who realize how important the symand to the community. Your support of the

vital.

(me)

Please enroll

(us)

as

member

a

of the

Friends of the

Boston

Symphony Orchestra

A
I

check for

$.

is

wish to pledge

Indicate series

Mr

Mrs

enclosed

—

-

$-

payable on or before

May

1

1969

you attend

—

Miss

Address
Zip code

make checks payable and
Boston Symphony Orchestra
Symphony Hall

Please

mail to
Inc.

Boston Massachusetts 02115
Gifts to the

Orchestra are deductible under Federal Income Tax Laws
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848-0300.

Trail, 140

Tremont

Street, 482-0260.
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Old
Faithful
For over 20 years the Altec
"Voice of the Theater" has provided recording studios with the

precise reproduction

demanded

—

by professional musicians
exceeding any other speaker in this

demanding

task.

New
Faithful
Now

"Voice of the Theater" compo-

nents are available in attractively styled
cabinets to provide the critical audiophile with precise musical reproduction
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Those new
book reviews in
The Boston Globe speak volumes.
The man responsible is The Globe's
Arts Editor, Herbert Kenny,

who has over 200 of the
most knowledgeable reviewers
around Boston on call.

There's more to

it.

Maybe that's how come
everybody's reading
The Globe these days.
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TICKET RESALE
The

ticket resale

AND RESERVATION PLAN

and reservation plan has

now

operated for the past

five

seasons and has proved a great success. The Trustees wish again to thank

who

subscribers
tion of

all

have taken

and to bring

part,

it

once more

to the atten-

other subscribers and Friends.

Should you find that you are unable to attend one of the concerts for

which you have

who

tickets, the Trustees

cannot obtain tickets for

this

hope

that

you

Hall (266-1492),

Subscribers

who

is

this

and giving your name and

the switchboard operator. Your ticket then

and the income gained

allow others,

subscription series, to

opportunity to hear the Orchestra. You can do

Symphony

will

becomes

have the

by telephoning

ticket location to

available for resale,

paid to the Pension Fund of the Orchestra.

release their tickets for resale will receive a

copy of the

program of the concert they miss, and written acknowledgment of
gift for their tax

Those

who

their

records.

wish to request tickets for a specific concert should tele-

phone Symphony
attended to

Management

in

Hall

and ask

the order

in

for

'Reservations'.

Requests will

be

which they are received, and, since the

has learned by experience

how many

returned tickets to

expect, no reservation will be confirmed unless the caller can be assured
of a seat. Tickets ordered in this

way may be bought and

the box office on the day of the concert

collected from

two hours before the

start of

the program. Tickets not claimed half an hour before concert time will

be released.

Last

season the ticket resale and reservation plan helped reduce the

Orchestra's deficit by

more than

$21,900.
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DO YOU

have a treasured possession

Will

repair?

skillful

©OUR

cherished object to

care

painting,

original use

its

Special
of

sewing,

in

need of mending or

or

refinishing

and beauty?

Order Department

your

a

restore

most unusual

is

prepared to take

request.

Call

us

at

536-5651.
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125

•

Individual Accounts from $10 to $30,000
Joint, Corporation, Pension, Charitable

and Retirement Accounts up

to $30,000.

Quarterly Dividends Paid Since 1881

HENRY

H. PIERCE, President

The 1969 Fleetwood Eldorado. Cadillac Motor Car Division

'ou don't

those

have to choose between a luxury car and a personal

car.

who appreciate the ultimate in motoring pleasure there is the

front-wheel-drive Eldorado,

most personal

most luxurious

of all luxury cars

of all personal cars.
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and
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silk shirtdress
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MORTON MYLES
has a fringed scarf and ostrich-
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.

.
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Young Bostonian Shop,
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"Can't anyone in this tribe tell me what Xerox closed at?"

An

investor and his worries.
They follow him to the office. They follow him home at night.
They spoil his safaris.
They say to him, "Wherever you go, we go."
Which is why it makes sense, if you're an investor, to turn some of
your worries over to Old Colony. Or even give us the whole job.
Just tell us what part of the job you want us to do, and we'll do it.
(We aren't too proud, for instance, to take over the mechanical
chores and leave the rest to you.)
At Old Colony we have the largest full-time staff of investment
experts of any bank in New England.
So before you schedule your next safari, give us a ring, won't you?

THE FIRST & OLD COLONY
The

First National

Bank

of Boston and Old

922

Colony Trust Company
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FIFTEENTH

PROGRAM

Friday afternoon January 31 1969 at 2 o'clock

Saturday evening February

GEORGES PRtTRE

1

1969

conductor

Symphony

BIZET

at 8.30

no.

1 in

C

Allegro vivo

Adagio
Allegro vivace- trio
Allegro vivace

intermission

BERLIOZ

Symphonie

fantastique op. 14a*

Day dreams; passions
Largo - allegro agitato

A

e appassionato assai

ball

Waltz: allegro non troppo

Scene

in

the fields

Adagio

March

to the scaffold

Allegretto

Dream

non troppo

of a witches' sabbath

Larghetto- allegro

Friday's concert will

end

at

about 3.40; Saturday's

BALDWIN PIANO
RCA RECORDS*
923

at

about 10.10

GEORGES BIZET
Symphony

no. 1 in

C

Program note by James Lyons
(whose baptismal name was Georges but was officially registered Alexandre
Cesar Leopold) was born in Paris on October 25 1838; he died in Bougival on
June 3 1875. He composed the symphony during November 1855. The first
performance took place sixty years after his death, on February 26 1935 at Basel;
Felix Weingartner conducted. Sir Hamilton Harty gave the symphony its first
English performance at a concert of the London Symphony Orchestra on December 2 1935, and its first American performance at a concert of the Rochester
Philharmonic Orchestra on January 30 1936. Charles Munch, who introduced the
symphony to Paris in June 1936, conducted the first performance by the Boston
Symphony on January 6 1950. The most recent performances in this series were
conducted by Thomas Schippers on March 10 and 11 1967.
Bizet

The instrumentation: 2 flutes, 2 oboes, 2
pets, timpani and strings.

clarinets, 2 bassoons, 4 horns, 2

trum-

symphony would make a book, and it could be
any cloak-and-dagger novel. It is true that the mass of
musical and extramusical data is rather overwhelmingly disproportionate
to the modest dimensions of this score. It is true also that the facts must
be mingled with conjecture. Even so, the composer's most esteemed
biographers have not begun to tell the tale.

The

story of Bizet's lone

as exciting as

untold

— conundrums

are out of character
with such sweet music. Bizet's little masterpiece is immediately endearing on its auditory merits alone. And yet this veritable paradigm of
expressive innocence, seemingly untouched by wile or guile, has been
o'erhung by a certain air of mystery ever since its belated arrival in the
concert hall some eighty years after it was composed.
Just possibly

it

is

The circumstances

best

left

of that 'discovery' are quickly summarized, as follows:

Bizet had been dead for five weeks when the latter-day French composer
and critic Reynaldo Hahn (1875-1947) was born in Caracas, Venezuela.
Decades later, in Paris, he became a 'regular' at the ultra-fashionable
salon of Madame Genevieve Bizet-Straus (in 1886 the composer's widow
a wealthy, Rothschild-connected attorney
had married Emile Straus
live
into
her
seventy-eighth
year, surviving her first husband
would
and
by fully a half-century). At some point she entrusted to Hahn a sizable
assortment of unpublished Bizet manuscripts, including the Symphony
in C. In 1933 he presented this collection to the Conservatoire.

—

—

no notice was taken of this event, probably because Hahn himdeprecated the musical value involved. D. C. Parker, the Scottish
scholar who had given us the original Bizet biography in English (1926),
Virtually

self

James Lyons, an alumnus of the New England Conservatory and a graduate of Boston University, was born in Peabody, Massachusetts. He wrote
about music for The Boston Post and The Boston Globe, and contributed
to The Christian Science Monitor. He was editor and critic for Musical
America, and has been for eleven years the editor of The American Record Guide. He is also a teacher of psychology at New York University.
924

confirmed in an exchange of correspondence with Hahn that the latter
found no composition of consequence except La jolie fille de Perth
'from which', as Parker
among those given to the Conservatoire
remarked in a brief 1966 note for The Cleveland Orchestra, 'one deduces
either that the symphony made no appeal to him or that his scrutiny of
the bundle had been exceedingly casual/

—

Undaunted by Hahn's estimate, Parker wrote to his old friend Felix
Weingartner, then director of the Allgemeine Musikgesellschaft in Basel,
and asked the famous conductor to examine the score on his next stay
in Paris. Weingartner happened to be there shortly thereafter, and he
did not fail to make a visit to the Conservatoire. He was impressed. As a
result, the Symphony in C was given its first performance anywhere not
in France but in Switzerland, on February 26 1935. The long-overdue
premiere was highly successful, and within a season the work had been
heard all over the world. (It will be not without interest to Boston audiences that the piece was introduced to its native Paris by the late Charles
in those days he spelled his surname with the diaeresis
Munch

—

—

during June of 1936.)

1938 the French critic Paul Bertrand credited Jean Chantavoine, since 1923 the General Secretary of the Conservatoire, with having 'discovered' the Symphony in C. It is charitable to assume that
Bertrand simply misread Chantavoine's own 1933 report on the Hahn
collection in Le Menestrel. In the 1935 Universal Edition score Bertrand
could have found a trilingual note on the exhumation which left little
room for doubt. The awkward but none the less unequivocal English
translation states: 'The Glasgow music writer, D. C. Parker, has called
the attention of General Music Director Felix von Weingartner upon the
.' It happens that no such note is to be found
autograph of the work.
in the Choudens score owned by the present annotator, but that French
edition was not yet published in 1938. In any case it is clear that Parker
and only Parker deserves the initial credit for rescuing this music from
[As late as

.

.

oblivion.]

—

—

So much
almost
for the Symphony's return to
that promised mystery story?

life.

But what about

its elements may be neatly contained, or at least implied, in a
question that none of the biographers really even bothered to ask:
given the manifest felicities of his Symphony in C, why did Bizet sup-

All of

press

it?

Admittedly, 'suppress' is a strong verb and it is used advisedly. Bizet did
stop short of destroying his manuscript, which would suggest that he
knew its worth. On the other hand he seems never to have sought performances of the work, though this is obviously a matter of conjecture;
Bizet's early career is not that exhaustively chronicled. What is less
conjectural, and perhaps relevant, is the following well-documented
colloquy:
Saint-Saens to Bizet (three years his junior), after both had suffered
persistent defeat in composing operas: 'Since we are not wanted [in the
opera house], let us take refuge in the concert hall.' Bizet to Saint-Saens:
'It
I

is

all

right for

must have

you

a stage

to say that, but

— without

that

I

925

I

am

am

not

made

nothing.'

for

symphonies;

later, Saint-Saens commented: 'It is
was mistaken. A composer of such value has his place

Recalling this conversation years
plain that he

anywhere/

Why, then, did Bizet apparently make no effort whatever to get his Symphony performed? And why did he never again address himself to the
symphonic form?
As of today, finally, there is some hard evidence with which to penethanks to some detective-type musicology by a
trate that enigma
young American which would have done honor to Sherlock Holmes. So

—

one can now begin to unravel the tangled threads of a 'whodunit'
which every future historian of music will be obliged to devote a

that
to

footnote.

them be extremely careful, however, about their secondary sources.
Pursuant to that warning, consider these two statements:

Let

the Mozart whom Bizet loved so
much, and the deftness of the scoring perhaps owes something to MenBut the
delssohn. There are surprisingly few signs of Gounod.
(1)

'Touches here and there

recall

.

.

.

not with any of these composers [mentioned earlier
.'
were Haydn, Beethoven, and Rossini], but with Schubert.
closest affinity

is

.

.

(2) 'Touches here and there recall the Mozart whom Bizet loved so
much, and the deftness of the scoring perhaps owes something to Mendelssohn. But the principal model was Gounod's first Symphony in D
The parallels, in all the movements except the scherzo, are
major.
sufficiently prominent to account for the suppression of Bizet's work.'
.

.

.

books by Winton Dean.
be by no means beside the point to date them precisely. No. 1 is
from the first edition of his Bizet, the author's Preface to which is dated
June 1947. No. 2 is from the corresponding page of Dean's subsequent
Georges Bizet: His Life and Work, the author's Preface to which is dated
April 1964. (Both books were published by the house of J. M. Dent and
Sons Ltd., respectively in 1948 and 1965.)
Incredibly, both of these quotations are from
It

will

How did the estimable Dean come to change his mind so dramatically
about the influence of Gounod? Some interpolations in the foregoing
chronology might be self-explanatory, as follows.

—

George Balanchine's balletic setting of this music
a choreographic
classic which has been presented hundreds and more likely thousands
of times
was given its world premiere at the Paris Opera in July of
1947. (For that original production only the dance work was entitled
Le pa/a/s de crista!. In 1948 it became simply Symphony in C, and ever
since without interruption it has adorned the international repertoire.)

—

1947 was barely a month after Dean's first Preface, and obviously
he could not have foreseen that Balanchine's ballet would make the
Bizet Symphony one of the most frequently performed pieces in all ol
the orchestral literature. What is striking is that the great choreographei
gets no mention of his contribution to the cause of Bizet even in Dean's
1965 book.

July of

Another name you
book,

is

that of the

will

not find,

in

the Index or elsewhere

young American alluded
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in

the 1965

to earlier: Professor

Howard

.

Shanet of Columbia University (who is not begrudged a note of acknowledgment by Mina Curtiss in her splendid overview of Bizet and His
World). This is a more serious omission, and indeed leaves the reader
with no graceful alternative for interpreting Dean's astonishing shift of
emphasis as regards the Symphony in C.

Gounod's D major Symphony lay neglected for a century until it was
performed by the Columbia University Orchestra on December 3 1955.
The conductor was Howard Shanet.
Soon this score, like Bizet's, would be choreographed by Balanchine;
and once again Balanchine's attention was to result in vastly increased
exposure for the music. His Gounod Symphony was mounted by the
New York City Ballet in January 1958, and since then it has been seen
and heard the world over.
For our purposes the significant fact is that this revival came about in
the first place because Shanet had undertaken a study of the Bizet Symphony. It was the latter that led him to the Gounod
and to lifting all
those clouds of doubt from the Bizet while he was at it.

—

What

follows

his) vis-a-vis

is

a precis of Shanet's extensive

remarks (the

italics

are

both works:

'The young Bizet had constantly in his ears the theater music of his
Gounod and Halevy, and of such composers as Auber, Rossini,
Meyerbeer and Offenbach. Why, then, in the midst of this theatrical
environment, had Bizet written a symphony? It seemed clear that he
must have been encouraged to write such a work by some specific
example in the symphonic form.
teachers,

'The next logical step, therefore, was to see whether any of the theater
composers mentioned above had written a symphony which was likely
to have influenced the youthful Bizet. Research revealed that Gounod,
his teacher and friend, had indeed written such a symphony about nine
months before Bizet wrote the Symphony in C major. The first glance at
the score of Gounod's Symphony No. 1 in D major made it clear that
the young Bizet had copied all its most conspicuous features in his
Symphony in CI This is not to accuse Bizet of plagiarism. Although there
are some minor thematic borrowings, most of Bizet's imitation is confined to the structural plan of his teacher's work
the way in which the

—

piece

is

put together.

In Bizet's first movement, for example, it is startling to find at least
two passages that are almost identical, note for note, to passages in
Gounod's first movement
rhythmically, mefodically and harmonically
although both composers developed them from different themes.
Also, Gounod ends the movement abruptly with the same brisk announcement with which he began it, framing the movement between
two epigrams, as it were; Bizet adapts the idea to his own first movement. In Gounod's second movement, the section which seemed most
striking to the Paris public of 1855 was the "development". This is in
the shape of a little fugue based on the opening theme of the movement. All the critics commented favorably on it. Now, Bizet not only
writes a fugue for the development section of his second movement; he
even has the instruments enter in the same order. There are actual the'.

.

.

—

—

matic resemblances

in

the fugues too.
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.

.

.

the most noticeable feature in Gounod's scherzo (third movement)
the droning bass in its trio. Bizet borrows this idea. Similarly, the final
movements of the two symphonies are remarkably alike in several
'.

.

.

is

respects.

.

.

turned out to be the surprise "hit" of the
'Gounod's Symphony in D
Moreover, the full score was promptly published by the firm of
Colombier; this meant that the work could be studied at leisure from
the printed page, as well as heard in live performance. In addition, a
four-hand piano arrangement of the score was issued by the same firm in
1855. The arranger was Georges Bizet!'
.

year.

.

.

.

.

.

Shanet's case
of attribution.

is

airtight,

and he should have been given the courtesy

Note, however, that his case

is

not at

all

a case for the prosecution:

the very success of Gounod's piece, which must have stimulated the
to copy some of its methods, would later have deterred him
having
from
his own symphony performed or published. For it must be
remembered that the Gounod symphony was one of the most famous
French works of its kind a hundred years ago, and that Bizet had borrowed from it precisely those features which everyone else had noticed
and admired. Yet, from an artistic point of view, Bizet did himself a
great injustice, which fortunately has been rectified by the restoration of
his symphony to the repertoire. He took from Gounod only some devices pertaining to form, and he filled them with new life. It is true that
the Gounod symphony is better integrated and more masterfully
wrought, but it is equally true that Bizet's is more vital and more
'.

.

.

young man

brilliant.
'In the sheer joy of making music, Bizet expanded everything he had
borrowed: each of his movements is much longer than the corresponding one of Gounod. Gounod's little fugue consists chiefly of a rather
formal exposition; Bizet's adds a whole set of strettos written in the
most natural manner. Gounod uses a rustic drone-bass in the scherzo;
Bizet colors it with a bit of local realism by actually reproducing the
peculiar scale of a bagpipe. And the melodies
they sing and dance in
the most original way in this precocious work. In following his model,

—

Bizet did not lose his

own

personality/

And remember:

the composer of this adorable music had just turned
if Saint-Saens had
Perhaps,
seventeen.
dealt more firmly with Bizet's
symphonic self-abnegation, opera's gain would not have meant such a
loss to the concert hall.
program note copyright

©
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HECTOR BERLIOZ
Symphonie fantastique op. 14a
Program note by John N. Burk
was born in la Cote-Saint-Andre (Isere) on December 11 1803; he died
on March 8 1869. His 'Episode in the life of an artist' op. 14
includes two works: the Fantastic symphony and Lelio, or the return to life,
a lyric monodrama. The symphony, composed in 1830, was first performed on
December 5 of that year at the Conservatoire in Paris; Francois Habeneck conducted. The first United States performance, at a concert of the Philharmonic
Society of New York on January 27 1866, was directed by Carl Bergmann. The
first performance in Boston was given by the Harvard Musical Association on
February 12 1880. The Boston Symphony first played the symphony on December
19 1885, when Wilhelm Gericke conducted. The most recent performances in
this series were conducted by Charles Munch on February 7 and 8 1964.
Berlioz
in

Paris

flutes and piccolo, 2 oboes, english horn, 2 clarinets and
4 bassoons, 2 cornets-a-pistons, 2 trumpets, 4 horns, 3 trombones,
2 tubas, snare drum, bass drum, cymbals, timpani, 2 harps and strings. The score
is dedicated to Czar Nicholas
of Russia.

The instrumentation: 2
E flat clarinet,

I

A few

times in musical history a composer has suddenly come forth
with something completely startling, opening a new road as if there
were no such thing as hereditary direction. There have been a half dozen
such unaccountable miracles where the composer, upsetting custom and
probably surprising himself, has discovered fresh territory where he will
dwell and where others will follow. Beethoven called his Eroica Symphony a 'new road', but there have been other new roads since then.
There is the Symphonie fantastique, Das Rheingold, Till Eulenspiegel,
Uapres-midi d'un faune, Le sacre du printemps. Berlioz's plunge into
descriptive tonal fantasy is not the least of these. Thus there began in
1830 program music in earnest and with it the perennial pastime of
trying to account for the art of tones in other than tonal terms.

There have been many attempts to explain the Symphonie fantastique.
Berlioz himself was explicit, writing of the 'Episode in the life of an
artist' as 'the history of my love for Miss Smithson, my anguish and my
distressing dreams'. This in his Memoirs; but he also wrote there: 'It
was while
was still strongly under the influence of Goethe's poem
[Faust] that wrote my Symphonie fantastique/
I

I

Yet the 'Episode' cannot be put down simply as a sort of lover's confession in music, nor its first part as a 'Faust' symphony. In 1830 Berlioz
had never talked to Miss Smithson. He was what would now be called a
'fan' of the famous Irish actress, for she scarcely knew of the existence
of the obscure and perhaps crazy young French composer who did not
even speak her language. Her image was blended in the thoughts of
the entranced artist with the parts in which he beheld her on the boards
Ophelia or Juliet
as Berlioz shows in his excited letters to his
friend Ferrand at the time. Can that image be reconciled with the
'courtesan' of the last movement, who turned to scorn all that was
tender and noble in the beloved theme, the idee fixe? The Berlioz specialists have been at pains to explain the 'affreuses verites' with which
Berlioz charged her in his letter to Ferrand (April 30 1830). These truths,

—

—

notes continued on page 942
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Steinberg's Choice: the

music

new records/by Michael
of The Boston Globe

Steinberg,

critic

The symphony: alive and well.
The symphony

is an art form
whose premature obituary has
appeared rather too often.
Strong and communicative symphonies have been written in
the 20th century, and interesting
records have recently come out

impressive. It is recorded by the
B.B.C. Symphony under Antal
Dorati (Seraphim) and the disk
is filled out with dances from

Gerhard's "Don Quixote" ballet,
an engaging extension of the
DeFalla world.
The Symphony No. 2 by the
English composer Michael Tippett (1957) owes something to
Stravinsky, but is as an artistic
entity quite unlike anything else
I know. This dramatic and arresting work gets a superb performance by Colin Davis and
the London Symphony, with a
couple of shorter pieces of Tip-

in this area. Kurt Weill, for example, wrote a one-movement
symphony at 21 and a more
conventionally ordered threemovement one 12 years later.

The

work is terrifically
imaginative, though Weill then
earlier

lacked the technique to write
what he imagined. The later
one is completely assured, an
concentrated, perintelligent,
sonal music in which one senses
some of the atmosphere of "The
Seven Deadly Sins," one of the
best of Weill's Brecht collaborations, and written at the same
time. The recording of Symphonies No. 1 and 2 is by
Bertini and the B.B.C.

phony Orchestra

tween

—

living

whom

disparity
excellence and

greater

is

Gary
Sym-

(Angel).

There is perhaps no
composer concerning
there

thrown in as well (Argo).
The Symphony No. 4 for Strings
(1947) and the Symphony No. 8
(1962) by the German composer,
Karl Amadeus Hartmann, are
both works of extraordinary
communicative power. The sense
of the man behind the music is
strong, and the man was one of
to
he died in 1963
the few
genuine
in
him
to
write
have it
pett's

music, filled with the
sense of mid-century terror, pasprotest

be-

sionate, intense, and truly expressive. The performances by

the
of him
than the 72-year-old Spaniard,

public's

his

—

unawareness

Rafael Kubelik

and the Sym-

phony Orchestra of the Bavar-

Roberto Gerhard. His Symphony
No. 1 (1953) offers an exciting
amalgam of lucidity and or-

ian Radio are

(Deutsche

first-rate

Grammophon)
These original record reviews by Michael
Steinberg are presented by
the Trust Department of New
England Merchants Bank,
which would also be pleased

chestral virtuosity,

and its Adagio
and a slow interlude in the
quick finale are

to

review your investment

portfolio with

particularly

improving

its

New England Merchants National Bank
Trust Department

•

28 State Street, Boston
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•

a view
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ENSEMBLES

OF THE

BOSTON SYMPHONY ORCHESTRA
The Boston Symphony Orchestra and the New England
Conservatory of Music present concerts on

MONDAY AND WEDNESDAY

EVENINGS AT

8.30

JORDAN HALL
Wednesday February 26

BOSTON SYMPHONY WIND QUINTET
Doriot Anthony Dwyer, Ralph Gomberg, Gino Cioffi, Sherman Wait, James
Stagtiano with Gilbert Kalish p/ano, Armando Ghitalia trumpet and William

Gibson trombone.

G

BEETHOVEN

Trio in

BLACHER

Trio for trumpet,

FINE

Partita for

THUILLE

Sextet op. 6

Wednesday

major for

flute,

bassoon and piano

trombone and piano op. 31

wind quintet

April 2

BOSTON STRING SINFONIETTA
Zazofsky, Wilfinger, Winder, Marshall, Dickson, Silberman,

Benson, Lipson, Kadinoff, Ripley, Geber, Portnoi

Monday

April 14

BOSTON SYMPHONY CHAMBER PLAYERS
Silverstein, Fine, Eskin, Portnoi,

Dwyer, Gomberg,

Walt, Stagliano, Ghitalia, Gibson,

Cioffi,

Firth, Kalish

Ticket prices: $1.50, $2, $2.50, $3, $4 and $5

Tickets

can

be ordered

JORDAN HALL BOX
BOSTON

in

person,

or

OFFICE, 30

02115 telephone 536-2412
932

by mail or telephone from

GAINSBOROUGH

STREET,

Rushing through dinner to make the Symphony can ruin the best
in fine food and good music.

Why

rush either? Symphony Hall is only three
minutes away from seven of the city's best y
restaurants. At Prudential Center.

The PRUDENTIAL
INSURANCE COMPANY OF AMERICA
Northeastern

Home

Office

Prudential Center Boston

933

5flw#JWM

ONE THING'S FOR SURE
rush you.

you want to stop

If

The

B

on the Jack Daniel's

for

tour,

we won't

something, go ahead and stop.
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And

over,
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if

you

find

anything you'd
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you missed from Mr. Garland
Dusenberry. (He's the

man who

takes you through.) Just

CHARCOAL

MELLOWED

tell

6

him what you missed and
he'll

take

from

it

there.

But

he's a talker.

DROP
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6
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might end up being with us more than an hour.
But

if

you don't mind,

we

certainly don't either.
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Something perfect and

just

A

cottage by the
sea ... a country manor
a penthouse against the city
skyline? We've an abundance
of ideas for expressing you
for you.

.

.

.

and your special tastes. Call
426-1500 for an appointment
with one of our thirty Paine
designers who will help you
create "something perfect."

PiageT
CHOICE OF
THE WORLD'S
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The ultimate
ultra-thin

in

elegance,

watches with dials of
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or other exquisite gemstone,
encircled
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round diamonds. Bracelet,

classic

motif of intertwining leaves in

white or yellow

1

8

Piaget, completely Swiss

E. B.

Horn

429 WASHINGTON STREET
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kt.

gold.

Mode.

Established in 1839
BOSTON, MASS.

You don't release
the eighteenth version
of a work
unless you have good reason.

We

have.
work in New York, to the
tune of praise like this, from the
Post : "Andre Watts played
as if he were a universe of music.
He possesses a gift

During Andre Watts* acclaimed
1961 European tour, he played
Brahms' monumental Second Piano
Concerto in B

Flat.

the

And he brought

down the hemisphere:
"Watts plays with
inhuman

practically

virtuosity" cried
"An outstanding virtuoso"
echoed Berliner

Die Welt

An International Triumph!

ANDRE WATTS/LEONARD BERNSTEIN
BRAHMS PIANO CONCERTO No.2 in B Flat

We have recorded

NewYork Philharmonic

Watts''

.

Upon his return
the States, the

triumph in

B Flat with Leonard
Bernstein leading the

NewYorkPhil-

Morgenpost.

pianist

that defies
explanation."

harmonic. Listeners
have said they do
Brahms Second, best.

to

young

1

performed

MS 7134

(Stereo Only)

Andre Watts /Leonard Bernstein
The Sound of Genius on

COLUMBIA RECORDSm
® "COLUMBIA."® MARCAS REG. PRINTED
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THE BOSTON SYMPHONY
ORCHESTRA IS THE
JOHN HANCOCK-INSURED
GROUP WE MOST ENJOY
HEARING FROM.
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My insurance company?
New England Life,
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\bu're here to listen
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Chances
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And

you discuss

tor. If
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snag

—

— such as

you can tell
the car in front of you
your lawyer. But who can you turn
to on the same continuing basis for
help with your finances?
find

you want

about trusts,
you have only to phone your lawyer
and your Personal Banker to start the
wheels in motion. In short, he's the

your health regularly with your doc-

if

to talk

financial adviser to the family, a pro-

fessional

who can shape Shawmut's

vast banking and trust services to

your family's individual needs. Not
just today, but tomorrow and tomorrow and tomorrow.
If you would like your own
Personal Banker, one will be assigned
to you at the Shawmut office most

Till now, it was difficult to
someone who would lend a con-

cerned ear to your money problems.
But your Personal Banker at Shawmut has changed all that. He's the
man a widow can turn to for financial advice on a continuing basis.

convenient for you.

The National
Shawmut Bank
of Boston
Personal Trust Department

A Shawmut Association Bank

Have a
Personal Banker
at your side,
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unexplained, may have been nothing more frightful than his realization
that Miss Smithson was less a goddess than a flesh and blood human
being who, also, was losing her vogue. The poet's 'vengeance' makes no
sense, except that illogic is the stuff of dreams. It would also be an oversimplification to say that Berlioz merely wanted to use a witches' sabbath in his score and altered his story accordingly. Berlioz did indeed
decide at last to omit the story from his programs (for performances of
the Symphony without the companion piece Lelio). (Lelio was intended
to follow the Symphony. The 'composer of music' speaks, in front of the
stage, addressing 'friends', 'pupils', 'brigands' and 'spectres' behind it. He
has recovered from his opium dreams and speculates on music and life in
general, after the manner of Hamlet, which play he also discusses.) He
no doubt realized that the wild story made for distraction and prejudice,
while the bare titles allowed the music to speak persuasively in its own
medium. At first, when he drafted and re-drafted the story, he cannot be
acquitted of having tried to draw the attention of Paris to his music,
and it is equally plain that to put a well-known stage figure into his
story would have helped his purpose. The sensational character of the
music could also have been intended to capture public attention
which it did. But Berlioz has been too often hauled up for judgment for
inconsistencies in what he wrote, said, and did. His critics (and Adolphe
Boschot is the worst offender in this) have been too ready to charge him
with insincerity or pose. His music often contradicts such charges, or
makes them inconsequential.

—

It would be absurd to deny that some kind of wild phantasmagoria
involving the composer's experience of love, literature, the stage, and
much else must have had a good deal to do with the motivation of the

Symphony. Jacques Barzun

book

and the Romantic Century
Chateaubriand Berlioz well
knew the affecting story of Paul and Virginia, of the fates of Dido and of
Phedre, of the execution of Chenier. E. T. A. Hoffmann's Tales filled him
with the fascination of the supernatural and De Quincey's Confessions
of an opium eater, in de Musset's translation, may well have contributed.
But who in this age, so remote from the literary aesthetic of that one,
will attempt to 'understand' Berlioz in the light of all these influences,
or reconcile them with a 'love affair' which existed purely in his own
imagination? The motivation of the simplest music is not to be penelet alone this one. Enough that Berlioz directed his rampant
trated
images, visual, musical or literary, into what was not only a symphonic
self-revelation, but a well-proportioned, dramatically unified symphony,
a revolution in the whole concept of instrumental music comparable
only to the Eroica itself.
in his

Berlioz

(1950), brilliantly demonstrates that through

—

(There

is

plentiful

evidence that

this

Symphony was no sudden

convul-

and carefully considassembled summation of the whole
artist at the time. The persistent and pervading theme of the Fantastique
grew from a melody which Berlioz composed as a song at the age of
twelve, and which was connected with a mute childhood infatuation
with a girl of eighteen whose 'pink slippers' and whose name
Estelle
were magic to him. Ernest Newman considered it probable that the
final witches' sabbath movement was first planned for a Walpurgisnacht

sion of the imagination, but the result of a long

ered germination

—

a masterfully

—

—
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on Faust which Berlioz had intended for the Opera, and that the
waltz and slow movement may have had similar beginnings. The sketches
for an intended opera on Les Francs-Juges contained, according to
ballet

Boschot, the

was

first

form of the march. After the first performances, Berlioz
slow movement and march.)

to rewrite the

For it should be borne in mind that symphonic music by the year 1830
had never departed from strictly classical properties. The waltz had
never risen above the ballroom level. Beethoven had been dead but a
few years and the Pastoral Symphony and Leonore Overtures were still
the last word in descriptive music. Even opera with its fondness for eery
subjects had produced nothing more graphic than the Wolf's Glen
musical cold shivers which Berlioz had
scene from Der Freischutz
heard at the Opera and absorbed with every fibre in his being. Wagner
was still an unknown student of seventeen with all of his achievements
still ahead of him. Liszt was not to invent the 'symphonic poem' for
nearly twenty years. That composer's cackling Mephistopheles, various
paraphrases of the Dies Irae, Strauss's Till on the scaffold
these and a
dozen other colorful high spots in music are direct descendants of

—

—

the Fantastique.

Since the Fantastique was the forerunner of a century of 'program
music', the blame for this miscegenation of the tone and the poetic idea
has been laid upon Berlioz. Barzun, defending him, has shown that 'imitations of nature' in music long antedated him, and that Berlioz expressed himself clearly and judiciously on what he called the 'genre
instrumental expressit', while composing in like good taste. Mr Barzun
makes a penetrating and illuminating study of program music in a iong
chapter which is recommended to those who may hope to reach an
understanding of that vexed subject. This writer clears away the considerable underbrush from what he calls 'the intellectual thickets' which

have grown up about Berlioz's supposed program intentions and draws
our attention to the fact that 'if we could by magic clear our minds of
cant, all we should need as an introduction to the score would consist
of a musical analysis such as Schumann wrote, or more recently T. S.
Wotton.' (Berlioz: Four Works (Musical Pilgrim Series) gives an admirable
detailed analysis with notations.)

The 'Estelle' melody is the subject of the introduction (played after the
opening chord, by the muted strings). The melody proper, the idee fixe,
which opens the main body of the movement and which is to recur,
transformed, in each succeeding movement, contains the 'Estelle' phrase
from its sixteenth bar, in mounting sequences of the lover's sighs.

The

movement,

like the slow movement, which makes full use of
characterized by its ample, long-lined melody, never in
the least obscured, but rather set off in high relief by the harmonic
color, the elaborate but exciting effect of the swift, running passages in
the accompaniment. Even the rhapsodic interjections accentuate and
dramatize the melodic voice of the 'artist' declaring his passion. For all
its freedom, there is a clear exposition with a second theme in the
dominant, followed by a repeat sign, a development (unorthodox and
first

the idee

fixe, is

richly resourceful), a return to the original form of the theme with the
added voice of the solo oboe (the happy inspiration of a re-working,
praised by Schumann) and a pianissimo coda, 'religiosamente'.
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same

thought, the 'ball scene' is the waltz-scherzo. Its
introduced simply by the violins after a sweeping
introduction of harp chords and string tremolos, is sinuous and swaying
in a way which must have revealed to audiences of 1830 new possibilities in the 'vaise' then still constrained by the stilted, hopping rotations
of the German dance. But presently the idee fixe (sounding quite natural
in the triple rhythm) is introduced by the flute and oboe. The waltz
In

the

line of

main theme, which

theme proper

is

returns to complete the

movement, except

simo interruption by the persistent motive

(clarinet

for a pianis-

and horn) before

the close.

The Scene aux champs opens with a gentle duet between the english
horn and the oboe 'in the distance', as of one shepherd answering
another. At the close of the movement, the voice of the english horn
returns, but the melancholy pipings have no response save the soft
rumbling of distant thunder, as in the last remnants of a dying storm.
This bucolic prelude and postlude have no relation to the main body of
the movement by notation, musical precedent, or any plausible 'program'. Yet any sensitive musician submits willingly to the spell of what
is probably the most intense and highly imaginative movement of the

symphony, where the idee fixe, by now pretty thoroughly worked,
in the fresh and entrancing guise of a sort of romantic exaltation.

appears

The march

to the scaffold rolls inexorably with resolute and unrelaxing
rhythm to its thundering close, just before which the clarinet fills a
sudden silence with a tender reminiscence of the idee fixe, heard only
this once, until it is cut short with a mighty chord. This ironclad movement is in complete and violent contrast with all that has gone before.
But the finale, the Songe d'une nuit de sabbat, is fearsome in another
its many weird effects, then undreamt of in a symphony, must
way
have been more than startling in the correct and musty concert world
of its day. Only Berlioz could have summoned such new colors from
the depths and heights of the orchestra. The first allegro again softly
brings in the ubiquitous theme, but now its grace and ardor is gone, and
presently the violins defile it with sharp accents and sardonic, mocking
trills. The E flat clarinet squeals it out and the whole orchestra becomes
vertiginous with it. Then come the tolling bells and the chant of death.
The theme which rocks along in a 6/8 rhythm, foreshadowing a certain
apprentice sorcerer, becomes the subject of a double fugue in the final
section, entitled 'Ronde du sabbat', where it is ingeniously combined

—

with the Dies

BERLIOZ
by

Irae.

AND THE FANTASTIC SYMPHONY

Philip Hale

Berlioz published the following preface to the

phony

(the translation

is

full

score of the sym-

by William Foster Apthorp):

PROGRAMME OF THE SYMPHONY
A young

musician of morbid sensibility and ardent imagination poisons
himself with opium in a fit of amorous despair. The narcotic dose, too
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.

him into a heavy sleep accompanied by
the strangest visions, during which his sensations, sentiments, and recollections are translated in his sick brain into musical thoughts and images.
The beloved woman herself has become for him a melody, like a fixed
idea which he finds and hears everywhere.

weak

to result in death, plunges

PART ONE
DAY DREAMS, PASSIONS

He first recalls that uneasiness of soul, that vague des passions, those
moments of causeless melancholy and joy, which he experienced before
seeing her whom he loves; then the volcanic love with which she suddenly inspired him, his moments of delirious anguish, of jealous fury,
his returns to

loving tenderness, and his religious consolations.

PART

TWO

A BALL
He

sees his beloved at a ball,

in

the midst of the tumult of a brilliant fete.

PART THREE
SCENE IN THE FIELDS

One summer

evening in the country he hears two shepherds playing a
Ranz-des-v aches in alternate dialogue; this pastoral duet, the scene
around him, the light rustling of the trees gently swayed by the breeze,
some hopes he has recently conceived, all combine to restore an unwonted calm to his heart and to impart a more cheerful coloring to his
thoughts; but she appears once more, his heart stops beating, he is agitated with painful presentiments; if she were to betray him!
One of
the shepherds resumes his artless melody, the other no longer answers
him. The sun sets
the sound of distant thunder
solitude
.

.

silence.

.

.

.

.

.

.

.

.

.

.

.

.

PART FOUR

MARCH TO THE SCAFFOLD
He dreams

that he has killed his beloved, that he

condemned

is

to

death, and led to execution.

The procession advances to the tones of a
march which is now sombre and wild, now brilliant and solemn, in
which the dull sound of the tread of heavy feet follows without transition upon the most resounding outbursts. At the end, the fixed idea
reappears for an instant,

like

a

last

love-thought interrupted by the

fatal stroke.

PART

FIVE

DREAM OF A WITCHES' SABBATH
He

sees himself at the witches' sabbath,

of ghosts, magicians,
for his obsequies.

and monsters of

He

in

the midst of a frightful group

all sorts,

who

have come together

hears strange noises, groans, ringing laughter,

which other shrieks seem to reply. The beloved melody again
reappears; but it has lost its noble and timid character; it has become an
ignoble, trivial, and grotesque dance-tune; it is she who comes to the
witches' sabbath.
Howlings of joy at her arrival
she takes part
in the diabolic orgy.
Funeral knells, burlesque parody on the Dies
Irae. Witches' dance. The witches' dance and the Die Irae together.

shrieks to

.

.

.

.

.

.

.
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program, relating mostly to some details of
la vie d'un artiste is given entire,
Berlioz also writes: If the symphony is played separately at a concert,
the program does not absolutely need to be distributed among the
audience, and only the titles of the five movements need be printed, as
the symphony can offer by itself (the composer hopes) a musical interest independent of all dramatic intention/

preamble to

a

In

stage-setting

.

.

when

this

the Episode de

.

This program
In a letter

from the one originally conceived by Berlioz.
Humbert Ferrand, April 16 1830, Berlioz sketched
the symphony 'as it will be published in the program

differs

written to

the argument of

and distributed in the hall on the day of the concert'. According to this
argument the 'Scene in the fields' preceded the 'Ball scene'. 'Now, my
friend/ wrote Berlioz, 'see how have woven my romance, or rather my
supstory, and it will not be difficult for you to recognize the hero.
pose that an artist endowed with a lively imagination, finding himself in
the mental state that Chateaubriand has painted so admirably in Rene,
sees for the first time a woman who realizes the ideal of beauty and
charms that his heart has long yearned for, and he falls desperately in
love with her. Strange to say, the image of the loved one never comes
into his mind without the accompaniment of a musical thought in which
he finds the characteristic grace and nobility attributed by him to his
constantly pursues
obsessing idea
beloved. This double idee fixe
him; hence the constant apparition in all the movements of the chief
I

I

—

melody

of the

first

—

allegro.

thousand agitations he entertains some hope; he believes that
he is loved in turn. Happening one day to be in the country, he hears
afar off two shepherds playing in dialoguing a ranz des vaches, and this
pastoral duet throws him into a delightful reverie. The melody reappears
a moment in the midst of the themes of the adagio.
'After a

'He

is

idea

tumult cannot distract him; the obsessing
haunts him, and the dear melody sets his heart a-beating during

at a ball, but the festal

still

a brilliant waltz.
'In
kill

a

fit

it

gives

him

a horrible

killed his loved one, that
at his

opium; the narcotic does not
which he believes that he has
condemned to death, that he is present

of despair he poisons himself with

him,

own

execution.

he

is

March

dream

in

to the scaffold:

executioners, soldiers, people. At the end the
a last thought of love,

and

it

is

immense procession
melody again appears,

of
as

interrupted by the fatal blow.

'He then sees himself surrounded by a disgusting mob of sorcerers and
devils united to celebrate the night of the Sabbath. They call to some
one afar. At last the melody arrives, hitherto always graceful, but now
became a trivial and mean dance tune; it is the beloved who comes to
the Sabbath to be present at the funeral procession of her victim. She is
now only a courtesan worthy to figure in such an orgy. The ceremony
begins. The bells toll, the infernal crew kneel, a chorus sings the prose
for the' dead, the plain-song (Dies Irae), two other choirs repeat it by
parodying it in a burlesque manner; then there is the mad whirl of the
Sabbath, and at its wildest height the dance tune is blended with the
Dies Irae, and the dream is at an end/
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Julien Tiersot published in the Menestrel (Paris), June 26 1904, a hitherto

unpublished draft of the program of this symphony; it is undoubtedly
the draft made by Berlioz for the first printed program. The manuscript
is in the library of the Conservatory of Paris.
is an introductory note: 'Each part of this orchestral drama being
only the musical development of given situations, the composer thinks
it indispensable to explain the subject in advance. The following pro-

There

gramme,

then, should be regarded as the spoken text of an opera,

which

serves to introduce the pieces of music, to describe the character, to

determine the expression.
'The author supposes a young musician affected by that mental disease

which

a

begins).

tence

is

celebrated writer calls le vague des passions' (thus Berlioz
The description of the motive is about as before; but this senadded: 'The transition from this state of melancholy reverie,

some fits of joy without true cause, to that
movements of fury, jealousy, its returns of

interrupted by

passion with

its

tears, etc.,

its

'The

artist

is

the subject of the

is

placed

in

of delirious

tenderness,

first part.

the most diverse circumstances of

life,

—

in

the

midst of a tumultuous festival, in the peaceful contemplation of the
beauties of nature; but everywhere, in town, in the fields, the cherished
image comes to his mind and throws trouble into his soul.

'One evening
des vaches:

in

the country, he hears two shepherds dialoguing a ranz

this pastoral duet, the

scene

itself,

the rustling of trees gently

—

all
by the wind, reasons for hope conceived not long ago,
in giving his heart an unaccustomed calm and
mind a more smiling complexion.

stirred

these things co-operate
his

"I

am

alone

in

"Soon perhaps
But

if

the world," he says to himself.
shall

I

no longer be alone,

she should deceive me!"

hope and

and these ideas of happiness disturbed by
certain dark forebodings, form the subject of the adagio.

This mixture of

'After having the sure

fear,

knowledge

that she

whom

comprehending

he adores does not
it, and furthermore

incapable of
it, the artist poisons himself with opium.'
practically the one already published.
follows
is
that
description
The
return his love, but

has

made

herself

is

unworthy of

the description of the Sabbath the composer does not frankly characterize the once loved one as a courtesan.
In

be seen that Berlioz changed fundamentally his original intention.
was originally supposed to live the experiences of the first
three scenes in the course of his normal life: under the influence of the
drug he dreamed the horrible dreams of his execution and the Sabbath.
It

will

The

artist

In the program finally printed at the beginning of his score,
scenes are an opium dream.

What was

the origin of this

spired the music and

symphony?

was so

bitterly

to Ferrand?
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Who

all

the

was the woman that inassailed in the argument sent

Harriet Constance Smithson,

known

in Paris as

Henrietta Smithson, born

March 18 1800, was seen as Ophelia by Berlioz at the
Odeon, Paris, September 11 1827, after engagements in Ireland and
England. She appeared there first on September 6 with Kemble, Powers,
and Liston. Her success was immediate and overwhelming. (Boschot
at Ennis, Ireland,

describes her as she looked in 1827: 'Tall, lithe, with shoulders rather
fat and with full bust, a supple figure, a face of an astonishing whiteness, with bulging eyes like those of the

glowing

Mme

de

Stael,

but eyes

gentle, dreamy, and sometimes sparkling with passion. And this Harriet
Smithson had the most beautiful arms,
bulbous flesh, sinuous line.
They had the effect on a man of a caress of a flower. And the voice of
Harriet Smithson was music.')

—

She appeared

September 15 of the same

as Juliet,

year. Berlioz

saw these

performances. He did not then know a word of English: Shakespeare was revealed to him only through the mist of Letourneur's translation. After the third act of 'Romeo and Juliet' he could scarcely breathe:
he suffered as though 'an iron hand was clutching' his heart, and he
exclaimed, 'I am lost.' And the story still survives, in spite of Berlioz's
denial, that he then exclaimed: 'That woman shall be my wife! And on
shall write my greatest symphony.' He married her, and
that drama
he was thereafter miserable. He wrote the 'Romeo and Juliet' symphony.
To the end he preferred the 'Love Scene' to all his other music.
first

I

Berlioz has told in his

Memoirs the

story of his wooing.

He was madly

in

Smithson went back to London, but

love. After a tour in Holland, Miss

saw her always by his side; she was his obsessing idea, the
Muse. When he learned through the journals of her triumphs
in June 1829, he dreamed of composing a great work, the
London
in
'Episode in the life of an artist', to triumph by her side and through her.
Berlioz

inspiring

He wrote

Ferrand, February 6 1830:

'I

am

again plunged

in

the anguish

of an interminable and inextinguishable passion, without motive, withfeel her near me:
out cause. She is always at London, and yet think
awake
and
unite
to
wound
remembrances
me;
hear my heart
all my
beating, and its pulsations shake me as the piston strokes of a steam
engine. Each muscle of my body shudders with pain. In vain! 'Tis terrible! O unhappy one! if she could for one moment conceive all the
poetry, all the infinity of a like love, she would fly to my arms, were she
was on the point of beginning my great
to die through my embrace.
symphony ("Episode in the life of an artist"), in which the development
have it all in my head, but
of my infernal passion is to be portrayed;
cannot write anything. Let us wait.'
I

I

I

I

I

I

He wrote Ferrand on
terrible hurricanes,
at last

it

and

has righted

my

itself;

my

have experienced
vessel has cracked and groaned horribly, but

April 16 1830: 'Since

it

now

sails

last

I

tolerably well. Frightful truths,

think that it
discovered and indisputable, have started my cure; and
am about to
will be as complete as my tenacious nature will permit.
confirm my resolution by a work which satisfies me completely.' He then
inserted the argument which is published above. 'Behold, my dear
I

I

friend, the

scheme

of this

immense symphony.

I

am

just writing the last

note of it. If can be ready on Whitsunday May 30, shall give a concert
at the Nouveautes, with an orchestra of two hundred and twenty players.
I

I
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I

am

afraid

shall

I

now

not have the copied parts ready. Just

am stupid;
my work

I

the frightful effort of thought necessary to the production of

my

has tired

But

if

imagination, and

I

should

like to

the brain sleeps, the heart keeps

He wrote

to Ferrand

on

with the scheme of

my

The vengeance

May

sleep and rest continually.

awake/

13 1830: 1 think that you will be satisfied

'Fantastic

symphony' which

I

sent you

in

my

not too great; besides, did not write the 'Dream
of a sabbath night' in this spirit.
do not wish to avenge myself. pity
her and
despise her. She's an ordinary woman, endowed with an
instinctive genius for expressing the lacerations of the human soul, but
she has never felt them, and she is incapable of conceiving an immense
and noble sentiment, as that with which
honored her.
make to-day
my last arrangements with the managers of the Nouveautes for my concert the 30th of this month. They are very honest fellows and very
accommodating. We shall begin to rehearse the 'Fantastic symphony' in
letter.

is

I

I

I

I

I

three days;

all

I

the parts have been copied with the greatest care; there

are 2,300 pages of music; nearly 400 francs for the copying.

We

hope

to

have decent receipts on Whitsunday, for all the theatres will be closed.
... hope that the wretched woman will be there that day; at any rate
there are many conspiring at the Feydeau to make her go.
do not
I

I

believe

it,

program of

however; she

my

will

surely recognize herself in

reading the

instrumental drama, and then she will take good care

God knows all that will be said, there are so many
He hoped to have the assistance of the 'incredible
and of Schroder-Devrient, who were then singing in

not to appear. Well,

who know my

story!'

tenor', Haizinger,

opera

The

at the Salle Favart.

'frightful truths'

made

about Miss Smithson were sheer calumnies. Berlioz

her tardy reparation

October

in

the extraordinary letter written to Ferrand,

11 1833, shortly after his marriage.

He too had been

slandered:

her friends had told her that he was an epileptic, that he was mad. As
soon as he heard the slanders, he raged, he disappeared for two days,
and wandered over lonely plains outside Paris, and at last slept, worn
out with hunger and fatigue, in a field near Sceaux. His friends had
searched Paris for him, even the morgue. After his return he was
obstinately silent for several days.

Hence his longing for public vengeance on the play-actress. After a
poorly attended rehearsal the managers abandoned the project, and
Berlioz was left with his 2,300 pages of copied music. He then tried to
console himself with his 'Ariel', Camille Moke whom he vainly endeavored to marry. (Marie Felicite Denise Moke, the daughter of a Belgian
teacher of languages, was born at Paris, September 4 1811; she died at
St Josse-ten-Noode, March 30 1875. As a virtuoso, she shone in her
Belgium, Austria, Germany, and Russia. She was a
From 1848 to 1872 she taught
at the Brussels Conservatory.) He was jilted by her, and, although he
was awarded the prix de Rome in 1830, he was profoundly unhappy in
consequence of her coquetry. The story of his relations with the pianist
Camille, afterwards Mme Pleyel, and her relations with Ferdinand Hiller
fifteenth

year

in

pupil of Herz, Moscheles, Kalkbrenner.
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is

a curious one,

and has been told

Boschet, and by Berlioz himself

'Euphonia, ou

by Hippeau, Jullien, Tiersot,
Memoirs, letters, and his bitter

at length
his

in

musicale/ a 'novel of the future', published in
Hippeau advanced the theory that it
was Camille, not Miss Smithson, on whom Berlioz wished to take vengeance by the program of his 'Sabbath', but Tiersot has conclusively disproved the theory by his marshalling of dates.
la

ville

Berlioz's 'Les soirees d'orchestre'.

last Berlioz determined to give a grand concert at which his cantata
Sardanapale, which took the prix de Rome, and the 'Fantastic symphony' would be performed. Furthermore, Miss Smithson was then in
Paris. The concert was announced for November 14 1830, but it was

At

postponed

till

November

19,

December 5 of
'at two o'clock,

that year.
at the

'I

he wrote Ferrand,

shall give,'

Conservatory, an

immense

concert,

which will be performed the overture to Les Francs Juges, the Chant
sacre and the Chant guerrier from the Melodies ['Melodies irlandaises',
composed in 1829, published in 1830 (op. 2), and dedicated to Thomas
Moore. The words were adapted from Moore's poem by F. Gounet. The
set, then entitled 'Irlande', was published again about 1850.], the scene
Sardanapale, with one hundred musicians for THE CONFLAGRATION,
and at last the "Fantastic symphony". Come, come, it will be terrible!
Habeneck will conduct the giant orchestra. count on you.' He wrote
have had a furious
to him on December 7: 'This time you must come;
success. The "Fantastic symphony" has been received with shouts and
stampings; the "March to the scaffold" was redemanded; the "Sabbath"
has overwhelmed everything by its satanic effect.' Camille after this
in

I

I

concert called Berlioz 'her dear Lucifer, her handsome Satan', but Miss
Smithson was not present; she was at the Opera at a performance for her
benefit, and she mimed there for the first and last time the part of
Fenella in Auber's 'Muette de Portici'. The symphony made a sensation;
it was attacked and defended violently, and Cherubini answered, when
he was asked if he heard it: 'Ze n'ai pas besoin d'aller savoir comment il

nefaut pas

faire'.

After Berlioz returned from

Italy,

he purposed to give

learned accidentally that Miss Smithson

was

a concert.

He

but she had
no thought of her old adorer; after professional disappointments in
London, due perhaps to her Irish accent, she returned to Paris in the
hope of establishing an English theatre. The public in Paris knew her no
more; she was poor and at her wit's ends. Invited to go to a concert,
she took a carriage, and then, looking over the program, she read
the argument of the 'Fantastic symphony', which with Lelio, its supplement, was performed on December 9 1832. Fortunately, Berlioz had
revised the program and omitted the coarse insult in the program
of the 'Sabbath'; but, as soon as she was seen in the hall of the Conservatory, some who knew Berlioz's original purpose chuckled, and spread
malicious information. Miss Smithson,

still

moved by

in

Paris;

the thought that her

adorer, as the hero of the symphony, tried to poison himself for her,

accepted the symphony as a flattering tribute.
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Tiersot describes the scene at this second performance in 1832.

The

pit

—

was crowded, as on the great days of romantic festival occasions,
with
Dumas's 'Antony' was then jamming the Porte Saint-Martin,
pale, long-haired youths, who believed firmly that 'to make art' was the
only worthy occupation on the earth; they had strange, fierce counte-

—

nances, curled moustaches, Merovingian hair or hair cut brushlike, extravagant doublets, velvet-faced coats thrown back on the shoulders.

The

women were

dressed

in

the height of the prevailing fashion, with

combs, shoulder-of-mutton sleeves, and
short petticoats that revealed buskins. Berlioz was seated behind the
drums, and his 'monstrous antediluvian hair rose from his forehead as a
primeval forest on a steep cliff'. Heine was in the hall. He was especially
impressed by the Sabbath, 'where the Devil sings the mass, where the
music of the Catholic church is parodied with the most horrible, the
most outrageous buffoonery. It is a farce in which all the serpents that
we carry hidden in the heart raise their heads, hissing with pleasure and
biting their tails in the transport of their joy.
Mme Smithson was
there, whom the French actresses have imitated so closely. M. Berlioz
was madly in love with this woman for three years, and it is to this passion that we owe the savage symphony which we hear today.' It is said
that, each time Berlioz met her eyes, he beat the drums with redoubled
fury. Heine added: 'Since then Miss Smithson has become Mme Berlioz,
and her husband has cut his hair. When heard the symphony again last
winter,
saw him still at the back of the orchestra, in his place near the
drums. The beautiful Englishwoman was in a stage-box, and their eyes
again met: but he no longer beat with such rage on his drums.'

coiffures a la girafe, high shell

.

.

.

I

I

Musician and play-actress met, and after mutual distrust and recrimination there was mutual love. She was poor and in debt; on March 16
1833, she broke her leg, and her stage career was over. Berlioz pressed
her to marry him; both families objected; there were violent scenes;
Berlioz tried to poison himself before her eyes; Miss Smithson at last
gave way, and the marriage was celebrated on October 3 1833. It was
an unhappy one.
'A separation became inevitable,' says Legouve. 'She who had been Mile
Smithson, grown old and ungainly before her time, and ill besides,
retired to a humble lodging at Montmartre, where Berlioz, notwithstanding his poverty, faithfully and decently provided for her. He went to see
her as a friend, for he had never ceased to love her, he loved her as
much as ever; but he loved her differently, and that difference had
produced a chasm between them.'

some years of acute physical as well as mental suffering, the once
famous play-actress died, March 3 1854. Berlioz put two wreaths on her
grave, one for him and one for their absent son, the sailor. And Jules
Janin sang her requiem in a memorable feuilleton.

After
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We're

sick of being served

baked beans on

plastic

by John Gale
London's Sunday newspaper The Observer,
recently visited Colin Davis at his home in London. He spoke to him on
various musical topics, particularly about Berlioz, who died 100 years
ago. The following is an extract from the interview, which is reprinted
by kind permission of the Editor of The Observer, and of the Los
Angeles Times-Washington Post Syndicate.

John Gale, a writer

for

Mr

Davis 'was a typical example of the discrepancy between
imagination and satanic fact. Yet he wasn't an impractical person. He
hated to be in debt and always paid them off, and he liked to live in a
don't think he was all that Bohemian. He had a tremencivilised way.
dous helping of vitality, like all these creative people, and it came out in
strange ways.
'Berlioz/ said

I

memoirs have some very tall stories in them, most of which now
believe to be true. He was engaged to a young girl called Camille; then
he went off to Rome, and he heard she'd decided to marry someone
else. He decided to make a scene and dressed up in women's clothes
and went off with a brace of pistols tucked in his knickers.
'His

I

'He got fed up with this idea and tried to throw himself into the sea
instead, which he did, and it rather sobered him up. They fished him out
and he hung around writing the overture for "King Lear" on the sea
shore, for which he was arrested, because the police commissioner didn't
see how anyone could compose without a piano and thought that anyone sitting on the shore making notes must be a spy.

way he was odd was that all his heroes were classical. He
had been taught Virgil when he was a boy and he got emotionally
involved with the story of Aeneas. This passion never left him, because
he wrote his greatest piece on the story of Aeneas. The other thing that
really floored him was Shakespeare. His musical heroes were the same
kind of people: Gluck, Beethoven, and Weber. And because he worshipped them so much he lived in their world and he didn't live, curiously, in the world of music round about him: which is why he got out
'The other

of date in his

own

time.

'Wagner developed musical language in the direction of harmony almost
exclusively: melody and rhythm were left behind; and this enabled the
nineteenth century to indulge

its

taste for the expression of personal

feeling/

Which Mr Davis did not like?
side here. The disaster was that

'I

think

it's

"Tristan"

were denied musical development

a total disaster. I'm

came 50

on

Berlioz's

years too early and

we

for that length of time.

'The curious thing about this is that Berlioz always talked about the
expression of purist feeling and emotion. What he meant by "pure"
was the extent of classical refinement: as though you had a length of
copper and beat and beat it till it became a rare and fine object. This
is the complete opposite to Wagner: Wagner is great lumps of ore
waiting for someone to work it.
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was primarily interested

'Berlioz
is

entirely subservient to his

in

melody and rhythm, and his harmony
is one of the great tune writers.

melody. He

'His mind was exceedingly original. He had an ear for sounds which is
unequalled by anybody, and he makes music do all sorts of things which
appear to be unmusical. When Cleopatra dies, all the music there is is
a sort of twitch: the twitch of a dying woman; you can't say it isn't music:
think what he did was
but it's not a logical kind of music at all. And
to make music do entirely what he wanted it to do. He didn't serve the
Great God of Music, like that organist in St Thomas's in Leipzig
J. S.
mean. People may not understand this. What I'm trying to
Bach,
express is why people really don't like Berlioz and why do.
I

—

I

I

I'm sympathetic with why they don't like him, but
think they're
denying something in themselves if they reject him. You won't find the
order, the beauty, the harmony and the intellectual dialectic that you
find in what Western Europe has found as its greatest music
and yet,
after all, this is a small part of the world. But you will find an archaic
grandeur, a real sense of terror and of destructive impulses that inhabit
all of us. To me this is why Berlioz is really on. Because he's telling us
something we all need to know. We need "The Damnation of Faust",
we need to know what this force is, this snarling destroyer; but we won't
face up to it; and it's what is the matter with us.
I

—

In the

first

part of

"The Trojans", the

fall

of Troy,

what could be

better

than this hysterical rejoicing, because the Trojans want to think that the

danger
in

is

past?

It's

just like us, burying

our heads deeper and deeper,

the sand of material comfort while the missiles pile up.

He

felt in

to.

By saying

something was going to happen to us? 'It's got
we're probably bringing it to pass; everyone has their
little crumb to add to it. The world has got to such a strange state so
quickly in the last 50 years that it can't go on with the old order. And
the

air that

it

1

think that's

what everybody

showing

is

this

is

trying

to

say.

All

these protests are

so.

1 don't know whether you've got to destroy everything to clear the
ground or whether we should hold on to what we've got until we can see
what will take their place. I'm sure you see what mean. But this is all
political, and not Berlioz.
I

'Yet musicians are getting mixed up in
scenes recently in Germany. Boulez has

it.

Henze has been involved

come

to stand for the

need

in

for

sometimes said dangerous and subversive things,
like "we must blow up the opera houses". At the same time as this
ferment of unrest, Western Europe, alas, seems to be moving to the right
and becoming more authoritarian and rigid. This, suppose, is inevitable,
change, and

he's

I

as a kind of reaction.

what seems to me to be at the bottom of this is that to turn
consuming animal is an affront to his dignity. And we won't
We're sick of this: being served up baked beans on plastic.'

'Personally,

man

into a

have

it.

copyright © 1969 by The London Observer; reprinted by permission of the Los Angeles TimesWashington Post Syndicate.
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CONDUCTOR

THE

GEORGES PRETRE was
1924.

He

tory,

then

born in France in
studied at the Douai Conserva-

moved

to

Paris

fourteen where he enrolled

at

the age of

the Conserva1944 with first
prize. After further studies with Andre
Cluytens, he made his professional debut
in
Marseilles, conducting 'Samson and
Delila'. For three seasons he stayed in
tory there.

Toulouse.

In

soon engaged by
guest

in

all

then

the major orchestras

in

Paris,

Belgium, Switzerland, Germany, Portugal and

He made

in

in

moved to other French
opera houses and became musical director
1956 he made his debut at the Opera comique, was
Marseilles,

at

He graduated

and appeared

as

Italy.

1959 at the Chicago Lyric
Opera, and returned in the autumn of 1963 when he conducted the
San Francisco Opera and the touring Royal Philharmonic Orchestra.
Early the following year he conducted a concert performance in
Carnegie Hall of The Carmelites by the American Opera Society in

memory

his

debut

in

the United States

in

of Francis Poulenc.

Meanwhile he appeared at the Vienna Festival conducting the State
Opera, of which he was appointed a permanent conductor, and gave
concerts with the Berlin Philharmonic and Vienna Philharmonic Orcheswell as fulfilling other engagements throughout Europe.

tras, as

Georges Pretre has returned several times to the United States. He has
conducted many of the major orchestras, including the Philadelphia,
the Cleveland, the Chicago Symphony and the San Francisco Symphony,
and has appeared with the Metropolitan Opera. He has recorded for
Angel and RCA. Georges Pretre made his debut with the Boston Symphony last week.
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The

recording of this
symphony by a major orches-

tra

first

and conductor. Both

works are spectacular. Dyna-

LSC-2934

groove.

Leinsdorf's genius with the

German Romantic

repertoire

immediately seen in this
superb performance. Dynais

groove.

LSC-2936

ItC/i
BUY YOUR RECORDS
BY MAIL To
the Boston

benefit

Symphony

Orchestra

Beethoven Piano Concerto No.3
Artur Rubinstein
Boston Symphony Orchestra
Erich Leinsdorf

*caVicto»

RED SEAL

Rubinstein's third great album
in his

Boston Symphony-

Leinsdorf recordings of the
Beethoven concertos. Dynagroove.
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LSC-2947

THE BOSTON HOME, INC
Established 1881

2049

DORCHESTER AVENUE

A Home

Who

•

BOSTON, MASS.

Care and Treatment of Women
Are Afflicted with Incurable Diseases
for the

Your Contributions and Bequests Are Earnestly Solicited
President Charles

E.

Cotting

Treasurer David

"Boraschi's is
Boston's Best
Italian Restaurant!"

W.

Secretary John H. Gardiner

Lewis, 40 Broad Street Boston

"Boraschi's is
Boston's best
American Restaurant!"

Who are we to argue? Boraschi's Restaurant,
793 BoylstonSt. (Opposite Prudential) 536-6300

—

DAY AND EVENING COURSES
Gregg and EZ Alphabetic Shorthand.

w

Start

anytime; graduate when ready. One Year
Executive Secretarial Course. Intensive Short
Courses. Typing individually taught.

w

U
u

INTENSIVE BRUSH-UP COURSES
for "RETURNEES" to JOB MARKET

HICKOX

SECRETARIAL SCHOOL
Founded

in

1879
Individual Promotion

Individual Attention

367 BOYLSTON

ST.,

BOSTON

(at

Arlington

St.

MBTA)

267-5920

his great Dictionary, Dr. Johnson
ve a definition for excise: "A hateful
x levied upon commodities/' Smith,
rney & Co. suspects you might somenes be willing to apply that adjective

any

tax.

Excises and commodities aside
ere

is

me

a

way

.

.

.

to gain additional in-

without additional tax. If the
come is from municipal bonds the
bt securities of state or city governInts or governmental authorities

—

it's

totally

tax.

exempt from Federal income

(Often from state income tax as

well, in the state of issuance.)

Smith, Barney's Municipal Bond Department can help you select the bonds
best suited to your needs. They know
municipals, out of long experience with
them. To begin with, they'll be glad to
send you, upon request, a booklet ex-

what municipals are.
thing they are: a legitimate way
to avoid "hateful" taxes.
plaining exactly

One

Smith, Barney
*

&

Co.

Incorporated

Members New York Stock Exchange and

other leading exchanges

125 High Street, Boston, Mass. 02110

V
957

Boston's Elizabeth Carleton House assures

h

Li

F

a gracious

o

and

,

fl

fl

B

^/^\

I'**
-«*

1

inri

over 65, couples or individu-

good health and buoyant temperament
Spacious private rooms in a
handsome environment ... A distinof

als,

£{<?

and dignified retirement to men

women
.

.

.

guished Board and administration provide
a secure and comfortable way of life for

•

members

House "Family."
The Committee on Admissions welcomes inquiries.

.

__mwj>,

)t^ll

.

.

of the Carleton

Financial plans are flexible.

ELIZABETH CARLETON HOUSE
2055 Columbus Avenue

Boston

Mass. 02119

Write for brochure

THE RITZ CARLTON HOTEL, BOSTON
PALM BEACH, FLORIDA
Pretty Clothes for

A

11

Occasions

WATCH HILL

MANCHESTER

mar ion ruth

WHERE TO BUY
A
Decorate your home with music

.....

ACHROMATIC
SPEAKER SYSTEMS
Wholly natural sound, free of spurious
resonances or artificial modulations

large and carefully selected variety
of china, stainless steel, furniture,
displayed for
glass and accessories
your convenience in co-ordinated
table settings in the contemporary
manner. Good design gift ideas by
outstanding international designers

—

and craftsmen.
Bridal Registry

"The

Bride's Headquarters for

China, Gifts, and Accessories"

1385 BEACON STREET
•
MASS.
BROOKLINE

For information about space

and

rates in the

BOSTON
W70D
*199 M

SYMPHONY ORCHESTRA
Six models: $52.95 to $317.60

Lechmere Sales • 88 First St., Cambridge
Lechmere Sales • 688 Providence Pike, Dedham
Route 9, Natick
Lafayette Radio •
Lafayette Radio • Route 1 and Walnut St., Saugus

World of Music

•

and 6ther high

25 West

St.,

Call Advertising

Symphony

Department

Hall •

266-1492

Boston

fidelity dealers

British Industries Corp., a division of Avnet, Inc.
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PROGRAM

Donald

T.

Gammons

A

Fine Specialty Shop

CO.

T.O.
ESTABLISHED 1871

from head to toe
to young gentlemen who
wear from size 6 to 42

catering

Da/iwe
FOR YOUR PRINTING DOLLAR

/
1-HOUR FREE PARKING
Church Street Garage (right
31

CHURCH

ST.

•

CALL

at the

426-5050

next door)

CAMBRIDGE

UNiversity 4-2300

51

MELCHER

ST.,

BOSTON

CO.

T.O.

Brilliant scoring!
The same footwear that's helped produce such great
scores for leading sports teams, also has a talent for
just playing
.

.

.

around. Equally noteworthy performers

Converse/Hodgman

foul

weather clothing and boots

for hunting, fishing, boating.

case the concert

In

SnOUlU
"Bravo",

Avenue

yell

Exit.

Turn

Turn

right.

GlIU. Clap

(If

someone

in

front yells

"Bravo"). Get up out of your chair and walk to Mass.

and walk 30 paces to Donald Cox Rogers Square.
Look right. Cross. Proceed straight to large

left

Look

left.

the ground. Follow the hurricane fence to large block of
granite on St. Paul Street inscribed, "1904". Turn left. Walk to
Christian Science Publishing Building. Circumvent it and proceed
to large hole. Turn left and walk two hundred paces. Walk inside
Sheraton-Boston Lobby (on the Symphony side of Prudential Center).
Stop. Decide between Mermaid Bar, Cafe Riviera
or Kon-Tiki Ports or turn left and take a waiting escalator to next

hole

in

level.

Falstaff

Get

Decide between Persian Lounge and
you want to go to El Diablo, you're on your own.

off.

Room.

If

Fleuriste Francais
Est. 1891
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CHARLES STREET
Tel. CA
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1
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|polc art's
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St.
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For
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i
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k t > > > >

n
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i
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i
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m

1863

on the menu

The dining room open till 9 p.m.
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GOMBERG
Individual

on

instruction

the

M

for

violin

U

and advanced students

intermediate

chamber music

—

to

under-

the

further

standing of music.

I

c

information write

For

ROBERT

I

GOMBERG

c

143 Beaconsfield Road, Brookline, Mass.
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FRUITS

— PRIME

MEAT
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Free Delivery

CONFIDENCE

•

^

266-1203

. .

Can be as simple as a visit to our Trust Department,
with your counsel, to make sure that your plans for
the future will be carried out exactly as you planned.
Our Trust Department specialists are always available to work with you, and your counsel, to see to it
that your instructions will be maintained. We think
you'll have every confidence in US and in the way we
will execute your wishes.

ES
UNITED
TRUST COM<m ANY

you
never

come
second
with

US

^iiltlll

Member
v

Federal Deposit
Insurance Corporation

30 Court
In the

Street,

Boston

New Government

Center

ACADEMIA
School of Languages
CAMBRIDGE

BOSTON

54 Boylston Street
tel: 354-2124

140 Newbury Street
tel: 266-0560

THE BOSTON COMPANY, INC

The

"Financial Cabinet" specializing in advisory
and management services for private capital.

INVESTMENT, TRUST AND
PERSONAL BANKING SERVICES
Boston Safe Deposit and Trust

Company

INVESTMENT COUNSELING
The Boston Company Investment Counsel,
Houston * The Boston Company of Texas
Los Angeles • Bailey and Rhodes
Louisville • Todd-Boston Company, Inc.
New York • John W. Bristol & Co., Inc.
• Douglas T. Johnston & Co., Inc.
San Francisco • Henderson-Boston Company, Inc.
Seattle • Loomis & Kennedy, Inc.

Boston

•

Inc.

INVESTMENT TECHNOLOGY
AND RESEARCH
The Boston Company,

Inc.

ECONOMIC AND FINANCIAL COUNSELING
Rinfret-Boston Associates,

OIL

Inc.,

New York

AND GAS INVESTMENT COUNSELING

The Boston Company

of Texas,

Houston

REAL ESTATE INVESTMENT COUNSELING
Henderson-Boston Company, Inc., San Francisco
The Boston Company Real Estate Counsel, Inc., Boston

MUTUAL FUND
The Johnston Mutual Fund

Inc.

MANAGEMENT CONSULTING
Boston

London

The Boston Consulting Group,

•

Inc.

Attwood-Boston Consultants Ltd.
Milan • Gennaro Boston Associati, S.p.A.
Tokyo • The Boston Consulting Group of Japan K.K.

We

•
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happy

to
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copy of our annua] report.

THE BOSTON COMPANY, INC.
100

FRANKLIN STREET

.

BOSTON, MASSACHUSETTS 02106

Telephone

(617)

542-9450

FUTURE PROGRAMS
SIXTEENTH

PROGRAM

Friday afternoon February 7 1969 at 2 o'clock

Saturday evening February 8 1969 at 8.30

PIERRE

BOULEZ

conductor

HAYDN

Sinfonia concertante

in

JOSEPH SILVERSTEIN
JULES ESKIN

B

flat

op. 84

violin

cello

RALPH GOMBERG

oboe

SHERMAN WALT

bassoon

poeme danse

DEBUSSY

Jeux

STRAVINSKY

Symphonies

STRAVINSKY

Four studies for orchestra

BERG

Three pieces for orchestra op. 6

Pierre Boulez,

-

who makes

of

(1912)

wind instruments

his first

(1920)

appearances with the Boston Sym-

phony Orchestra next week, is one of the most significant figures in
the world of contemporary music. Born in France in 1925, he studied
with Olivier Messiaen and Rene Leibowitz. He has devoted his life to
composition, conducting and teaching, and in recent years has appeared on the podium with the world's most distinguished orchestras,
the Berlin and Vienna Philharmonics, the Concertgebouw, the BBC
Symphony and the Cleveland Orchestra among them. He has also conducted at the Bayreuth Festival. Pierre Boulez lives in Baden-Baden
where he is conductor of the South-West German Radio Orchestra. It
was recently announced that he will succeed Colin Davis as Conductor of the

BBC Symphony Orchestra

1971.

in

SEVENTEENTH PROGRAM
Friday afternoon February 14 1969 at 2 o'clock
Saturday evening February 15 1969 at 8.30

JORGE MESTER

conductor

RESPIGHI

Gli uccelli (The birds)

MOZART

Symphony

STRAVINSKY

Petrushka (1947)*

programs subject

to

no. 34 in

change

BALDWIN PIANO
RCA RECORDS*

965

-

suite for small orchestra

C major

K.

338

-

MUSICAL INSTRUCTION

GERTRUDE

NISSENBAUM

R.

VIOLIN

TAPPAN STREET
MASSACHUSETTS

340

LOngwood 6-8348

Tel.

BROOKLINE

EDNA

NITKIN,

46,

m.mus.

PIANO
Telephone:

88 EXETER STREET

COPLEY SQUARE, BOSTON

KEnmore 6-4062

ROLAND
In

HAYES, Tenor

addition to his regular concert commitments, will accept a few

advanced students

for instruction in interpretative singing.

Concentration will be on the musical and emotional evaluation of the
word and phrase in Italian, French, German, and English poetry.

58

ALLERTON

ST.,

BROOKLINE, MASS.

"Mr. Sullo's piano playing represents genuine musicality and a formidable technic."
Cyrus Durgin, "Boston Globe," 4/18/53

SALVATORE SULLO
-

Foreign Judge at Final Degree Exams

2 Michelangelo

St.,

MINNIE

PIANO

in Principal

Italian Conservatories: 1965

Boston, Mass.

Tel.

WOLK

and 1967

227-8591

KATE FRISKIN

Pianoforte Studio

Pianist

42 Symphony Chambers

and Teacher

8 Chauncy Street

246 Huntington Avenue, Boston
opp.

Symphony

Cambridge, Massachusetts

Hall

ELiot 4-3891

Residence 395-6126

RUTH POLLEN GLASS
Teacher of Speech
•

in

Industry

•

in

Education

•

in

Therapy

•

in

Theatre

Near Harvard Square

Kl

7-8817

Mrs. Aaron Richmond and Walter Pierce

present

in

the 1968-69 Boston University

CELEBRITY SERIES

1

•

THIS SUN. FEB. 2 at 3

SYMPHONY HALL

ANDRES SEGOVIA

I

World Famous Master of the

Classical Guitar

SYMPHONY HALL

SUN. FEB. 9 at 3

EMIL GILELS
The Renowned Soviet

Pianist

Von Weber, A flat Major Sonata, No, 2, Op. 39; Beethoven, Thirty-two Variations in
C minor, Op. 191; Ravel, Pavane, Jeux d'eau; Medtner, Sonata in A minor, Op. 38;
Prokofieff, Scherzo and Marche from "Love for Three Oranges," Op. 33.
Remaining Tickets

Now

STEINWAY PIANO
at Box-Office

•

SUN. FEB. 16 at 3

SYMPHONY HALL

CLEVELAND ORCHESTRA
GEORGE

SZELL, Conductor

Weber, Overture to "Der Freischutz"; Mozart, Serenade No. 9 in D Major, K. 320
"With the Post Horn"; Schumann, Symphony No. 2 in C Major, Op. 61.

Remaining Tickets

Now

at Box-Office

SYMPHONY HALL

SUN. FEB. 23 at 3

LEONID

KOGAN

The Celebrated Soviet

Violinist

Brahms, Sonata No. 1 in G Major, Op. 78; Beethoven, Sonata No. 7 in C minor,
Op. 30, No. 2; Bach, Chaconne; Prokofieff, Five Melodies, Op. 35; Ravel, Tzigane.
Seats

Now:

$5.50, $4.50, $3.50, $3.

STEINWAY PIANO

NED. EVE. FEB. 26 at 8:30

•

SYMPHONY HALL

GINA BACHAUER
The Distinguished Greek
Mozart,

G

Pianist

major Sonata, K. 283; Schubert, Grand Sonata No. 3 in B flat major
11; Liszt, Rhapsodie Espagnole.
STEINWAY PIANO
Tickets on sale beginning Feb. 5: $5, $4, $3.50, $3.

Posthumous); Scriabin, Twelve Preludes, Op.

Magnificent
Possession

Baldwin
Baldwin Piano & Organ Company
160 Boylston Street
Boston, Massachusetts 02116
Telephone 426-0775
is the official piano of the Boston Symphony
Orchestra. Erich Leinsdorf, Music Director.

Baldwin

