
BOSTON SYMPHONY ORCHESTRA

Seiji Ozawa, Music Director

Bernard Haitink, Principal Guest Conductor

One Hundred and Eighteenth Season, 1998-99

COMMUNITY CHAMBER CONCERT VI
Sunday, April 25, at 3, at the Unitarian Church,

North Main Street, Sharon

The Community Chamber Concerts are supported by State Street Bank.

PRELUDE CONCERT V
Tuesday, April 27, at 6

VICTOR ROMANUL, violin

BURTON FINE, viola

JOEL MOERSCHEL, cello

TODD SEEBER, double bass

SCOTT ANDREWS, clarinet

RICHARD RANTI, bassoon

NEIL De LAND, horn

JTRAUSS

BEETHOVEN

Till Eulenspiegel Once Again, arranged by Franz

Hasenohrl for violin, clarinet, bassoon, horn,

and double bass

Septet in E-flat for clarinet, horn, bassoon,

violin, viola, cello, and double bass, Opus 20

Adagio—Allegro con brio

Adagio cantabile

Tempo di menuetto

Tema con variazioni: Andante

Scherzo: Allegro molto e vivace

Andante con moto alia marcia—Presto

Week 24

Richard Strauss/Franz Hasenohrl

Till Eulenspiegel Once Again, Strauss's orchestral tone poem transcribed by
Franz Hasenohrl for violin, clarinet, bassoon, horn, and double bass

Transcriptions are dangerous stuff, and the perils of the absurd are never far away.

Casella and Stokowski set Bach pieces for unaccompanied violin for orchestra (but

so did Bach), and the Hausmusik-mad nineteenth century produced renditions of

Beethoven's Ninth Symphony for two flutes. But such things, when masterfully

done, can delight and illuminate. Schoenberg's transcription (up) of the Brahms
G minor piano quartet for orchestra is an example, and so is his transcription



(down) of Strauss's Emperor-Waltzes for chamber ensemble. And without doubt

the Hasendhrl version of Strauss's Till Eulenspiegel's Merry Pranks is an enchanting

jeu d'esprit, carried out with wit and ingenuity.

This improbable enterprise goes back to 1945, when Vienna was just beginning

to collect its musical life from ruins again, and the figure most specifically behind it

is a certain Rudolf Effenberger, who had been in charge of backstage arrangements

at the hall of the famous Society of Friends of Music long enough to have known
Johannes Brahms. He had picked up considerable musical lore and knowledge

over the years, and, pretending great indignation when a musician was unable to

identify Strauss's Opus 28, he said that he would allay the fellow's ignorance by
arranging to have a few Philharmonic players acquaint him with this work. He then

went to Hasenohrl and asked him to prepare a transcription for "a few Philhar-

monic players," and Effenberger was enough of a fixture in Vienna's music world

that one didn't say no to him. Hasenohrl (1885-1970) was himself a prolific com-
poser whose esteem in Austria was certified by many awards and prizes, and many
performances. Strauss, it should be added, was enchanted by this transformation of

his fifty-year-old comic masterpiece and gave it his official blessing. For those need-

ing an introduction to Strauss's original orchestral tone poem, suffice to say that it

was inspired by the fictionalized exploits of a real-life fourteenth-century rogue

whose story passed into German folklore long before Strauss made him the subject

of his own dazzlingly inventive 1895 orchestral masterpiece.

—Michael Steinberg

Ludwig van Beethoven

Septet in E-flat, Opus 20

Beethoven composed this charming work between the summer of 1799 and March
1800. Following a private unveiling at the home of Price Schwarzenburg, it was
given publicly in Vienna on April 2, 1800—Beethoven's first concert in Vienna under

his own auspices. This concert, which also included the premiere of the First Sym-
phony, was one of the greatest successes Beethoven ever enjoyed. In December
Beethoven wrote to the publisher Hoffmeister to offer him, among other things, the

First Symphony and the Septet, which, he assured the publisher, "has been very

popular." It was, in fact, the last of his works that his erstwhile teacher Haydn fully

approved of, a fact that irked Beethoven, who was surely conscious of the weight of

the great Viennese tradition. For a time relations between the two composers grew

cool, though after Haydn's death in 1809 Beethoven never spoke of him with any-

thing but the greatest admiration. Still, as time passed, Beethoven more and more

belittled the significance of the Septet in an attempt to draw attention to his later

work. In the meantime the Septet was endlessly arranged for other instruments from

wind band to guitar duet (the arrangers included musicians as eminent as Hummel
and Czerny). Its lasting popularity may be gauged from the fact that at the auction

of Beethoven's effects after his death, the manuscript of the Septet fetched eighteen

florins as against the seven florins bid for the autograph of the Missa Solemnis.

The Septet has an unusual and attractive instrumentation: violin, viola, cello,

bass, clarinet, bassoon, and horn. The size of the ensemble might suggest a miniature

symphony, but Beethoven keeps the chamber music atmosphere with kaleidoscopic

regroupings of the instruments, giving each a chance to shine. The six-movement

layout recalls the leisurely structure of eighteenth-century serenades and divertimen-

tos, though the energy of the Septet is typically Beethovenian for all its grace. (If the



serenade genre was reactionary, Beethoven's Septet was still not the last example of

the type: in 1824 Schubert wrote his delightful Octet, modeled directly on Beethoven's

Opus 20 with the addition of a second violin.)

The Adagio introduction, a gracefully extended dominant pedal, leads to a fiery

movement of great energy in Beethoven's most characteristic tempo marking, Alle-

gro con brio. The beautiful Andante cantabile has a melody of bel canto lyricism, and

Beethoven gives each instrument a chance to sing its song. The minuet theme is a

self-borrowing, taken from an easy piano sonata that Beethoven composed about

1796 (he was later persuaded to publish it in 1805 with the misleadingly high desig-

nation of Opus 49, No. 2). Scholars have attempted to trace the folklike tune used for

the variations in the fourth movement. It was published in 1838, apparently as a folk

song, with the text "Ach Schiffer, lieber Schiffer" ("Ah sailor, dear sailor"), but there is

no evidence that the tune predates this Septet. The lively scherzo is a companion piece

to the third movement of the First Symphony, but in the symphony Beethoven still

followed convention in calling it a minuet. In both cases the verve of the music takes it

far from the sphere of the courtly dance. The final movement reveals Beethoven's

indebtedness to Muzio Clementi, from whose E-flat piano sonata, Opus 23, No. 3

(composed not later than 1789), he adapted the theme for the Presto. Beethoven's ver-

sion, though, is much faster and livelier; it whirls the Septet to a brilliant conclusion.

—Steven Ledbetter
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Violinist Victor Romanul joined the Boston Symphony at the beginning of the 1992 Tan-

glewood season and was an assistant concertmaster of the BSO for two years beginning in

April 1993. Mr. Romanul began performing at the age of seven. His first teacher was

Alfred Krips, former associate concertmaster of the Boston Symphony. He was soloist in

Beethoven's Triple Concerto at eleven, and in the Brahms Violin Concerto at thirteen. Sub-

sequently he studied with Ivan Galamian, former BSO concertmaster Joseph Silverstein,

and jascha Heifetz. In 1979 Mr. Romanul won the Pierre Mayer Award for Most Outstand-

ing String Player at the Tanglewood Music Center. In 1981, at twenty-one, he joined the

Pittsburgh Symphony as associate concertmaster, a position he held for six years, leaving

that orchestra in 1987 to perform as a chamber music and solo artist. Mr. Romanul is on

the faculty of the Boston Conservatory of Music, where he teaches violin, chamber music,

and string pedagogy. Recent activities have included the world premiere ofJohn Clement

Adams's Violin Concerto, as well as numerous chamber music concerts and solo recitals.

BSO violist Burton Fine joined the orchestra as a second violinist in 1963 after nine years as

a research chemist at the National Space and Aeronautics Administration's Lewis Research

Center in Cleveland. At the beginning of his second year with the orchestra he auditioned

for and won the position of principal violist, a position he held until the fall of 1993. Born in

Philadelphia, Mr. Fine studied violin for four years with Ivan Galamian at the Curtis Insti-

tute of Music before entering the University of Pennsylvania, where he earned a B.A. in

chemistry He also holds a doctoral degree in chemistry from the Illinois Institute of Tech-

nology. Mr. Fine has appeared in solo recital at London's Wigmore Hall, and has appeared

frequently as soloist on viola and viola d'amore with the BSO, the Boston Pops, and other

musical organizations. He has performed, toured, and recorded extensively with the

Boston Symphony Chamber Players. Mr. Fine is the solo violist on Seiji Ozawa's BSO
recording of Strauss's Don Quixote with Yo-Yo Ma and is featured in chamber music record-

ings on the CRI, Northeastern, and Gunmar labels. He is a member of the Melisande Trio,

which also includes his wife, harpist Susan Miron, and BSO flutist Fenwick Smith.

Born in Oak Park, Illinois, Joel Moerschel received his early musical training from
Chicago Symphony cellist Nicolai Zedeler and from Karl Fruh, professor of music at the
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Chicago Musical College. He received his bachelor of music degree with distinction from

the Eastman School of Music, where he studied with Ronald Leonard; he joined the

Boston Symphony Orchestra in 1970, following graduation. Besides his BSO commit-
ments, Mr. Moerschel has performed as soloist, chamber musician, and contemporary

music cellist with the Wheaton Trio, the Francesco and Amici string quartets, Boston

Musica Viva, and Collage New Music. He is on the faculty at Wellesley College and at

the Boston University Tanglewood Institute.

Todd Seeber joined the Boston Symphony Orchestra's double bass section in May 1988;

from January 1986 until he became a BSO member he was principal bass of the Buffalo

Philharmonic, which he joined at twenty and with which he appeared frequently as a

soloist. Born in Spokane, Washington, Mr. Seeber grew up in Canada, Hawaii, and Aus-

tralia. He began playing the double bass at eleven and attended high school in Portland,

Oregon, where he studied with Herman Jobelmann. Mr. Seeber won first prize in the

American String Teachers National Solo Competition in 1983 and was a 1984 winner of

the Boston University Concerto-Aria Competition; in May 1985 he graduated from

Boston University, where he studied with Henry Portnoi. Mr. Seeber was a fellowship

student at the Tanglewood Music Center in 1983 and 1984. Before joining the Buffalo

Philharmonic, he was assistant principal bass of the Boston Pops Esplanade Orchestra

and of the Handel and Haydn Society Orchestra. Mr. Seeber is a member of the double

bass faculty at the New England Conservatory of Music and at Boston University.

Scott Andrews was appointed second clarinetist of the Boston Symphony Orchestra dur-

ing the 1995-96 season. He has also performed with such Boston-area musical organiza-

tions as the Cantata Singers & Ensemble, the New England and Gardner Chamber Orches-

tras, and the AUROS Group for New Music. A frequent performer in the BSO's Prelude

Concerts at Symphony Hall and at Tanglewood , he has also appeared with the Boston

Symphony Chamber Players and on the First Monday concert series in Jordan Hall. Origi-

nally from Virginia, Mr. Andrews played piano and then violin before taking up the clar-

inet, studying with F. Edward Knakal of Virginia Beach; later he graduated with distinction

from the New England Conservatory of Music, where he studied with former BSO princi-

pal clarinetist Harold Wright. Fellowship Artist-in-Residence at the Kneisel Hall Chamber

Music Festival in 1992, and twice awarded fellowships to the Tanglewood Music Center,

he has given recitals and chamber music concerts throughout the United States.

Associate principal bassoonist Richard Ranti joined the Boston Symphony Orchestra at

the start of the 1989-90 season. Also principal bassoonist of the Boston Pops Orchestra,

Mr. Ranti was born in Montreal and started bassoon at age ten, studying with Sidney

Rosenberg and David Carroll. After graduating from Interlochen Arts Academy, he

studied with Sol Schoenbach at the Curtis Institute of Music. At the age of nineteen he

won the second bassoon position in the Philadelphia Orchestra; he spent six years with

that orchestra, the last as acting associate principal. A 1982 Fellow at the Tanglewood

Music Center, Mr. Ranti has also participated in theSpoleto and Marlboro festivals.

He won second prize in the 1982 Toulon International Bassoon Competition and is the

recipient of two Canada Council grants.

Horn player Neil De Land is a free agent based in Boston. As such, he is a member of

the Boston Philharmonic, Springfield Symphony, Portland Symphony, and the Boston

Modern Orchestra Project. He also performs regularly with Emmanuel Music and the

Boston Symphony Orchestra and has performed with the Boston Symphony Chamber

Players and the Moab Music Festival in Utah. He can be heard on the recent Boston

Philharmonic recording of the Shostakovich Cello Concerto. Mr. De Land studied at the

University of Minnesota and received his bachelor of music degree from the New Eng-

land Conservatory of Music. His principal teachers were BSO horn players Richard

Sebring and Jay Wadenpfuhl.


