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LEONID KOGAN
The appearances of Leonid Kogan

with the Boston Symphony Orchestra
are the first in America of the Soviet
violinist. He has had an extensive con-
cert career in Russia since 1948 and has
likewise played in countries of Western
Europe, in South America and Canada.
Following his debut in Boston he will

make his first New York appearance
with this Orchestra in Carnegie Hall on
January 18. He will later perform with
the New York Philharmonic Society,

the concert to be followed by recitals in

a tour of American cities.

The magazine USSR published an
account of his life in its fifteenth issue,

from which the following is quoted

:

"Some twenty years ago the famed
French musician Jacques Thibaud heard
the young violinist play in Moscow. He
was struck by the rich talent of the

twelve-year-old boy and predicted a

great future for him. In 1951, Thibaud,
pleased at his foresight, was a member
of the jury that awarded Kogan first

prize at the Brussels Music Festival.

"Leonid Kogan was born in the

Ukrainian city of Dniepropetrovsk in

1924. His father, a photographer by
trade and a music lover by inclination,

began to teach the boy to play the violin

when he was seven. Three years later

he moved the family to Moscow so that

Leonid could have the best teachers

available. The boy studied with a

specially talented children's group at

the Moscow Conservatory.
"He was graduated from the Con-

servatory in 1948 and was given the

post of assistant to his teacher, Profes-

sor Abram Yampolsky, and then taught

his own classes. He still combines his

teaching with extensive concert work
both in the Soviet Union and abroad.

He has played in England, Austria, Bel-

gium, Italy, France, China, Argentina,

Uruguay, Chile and Canada.
"In addition to his solo work, Kogan

forms a trio for chamber music with
Emil Gilels and Mstislav Rostropovich,

cellist. With his wife Yelizaveta, a sis-

ter of Gilels and a gifted violinist her-

self, he plays suites for two violins.

Their interpretation of Bach's concerto

for two violins is particularly well liked

by Soviet audiences. . . .

"The programs of his American con-

certs will include Prokofiev's Sonata for

Violin and Piano, Bach's Violin Sonata

in C Major, Ernest Bloch's Baal Shem,
Sarasate's Caprice Basque as well as

Mozart's and Brahms' concertos. He
will be soloist with the Boston Sym-
phony Orchestra."
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DOUBLE YOUR ENJOYMENT

OF THE BOSTON SYMPHONY

CONCERTS

1
Attend the Boston Symphony concerts at Carnegie Hall

or Brooklyn Academy as often as you can.

2 Listen to the full-length, "live" Boston Symphony concerts

which originate in Boston's Symphony Hall by tuning

to WQXR most Saturdays from 8 :30 to about 10 :30 PM.

For specific dates and selections to be played, consult your

WQXR Program Guide or The New York Times,

. . . and remember that good music can add stimulation and

satisfaction to your life, no matter what the time of day or evening.

Join the growing group of people who have discovered that

nothing takes the place of good music—
Nothing takes the place of

YltfAli 1560 AM • 96.3 FM
Radio station of The New York Times
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seventy-seventh season • nineteen hundred fifty-seven -fifty-eight

Seventy-Second Season in New York

Third Evening Concert

WEDNESDAY, January 15, at 8:45 o'clock

Program

PIERRE MONTEUX, Guest Conductor

Prokofieff "Classical" Symphony, Op. 25

I. Allegro

II. Larghetto

III. Gavotte

IV. Finale

Stravinsky "Petrouchka," A Burlesque in Four Scenes

People's Fair at Shrovetide

At Petrouchka's

At the Moor's

People's Fair at Shrovetide (towards evening)

Piano Solo: Bernard Zighera

INTERMISSION

Tchaikovsky Symphony No. 4, in F minor, Op. 36
I. Andante sostenuto; Moderato con anima in moviraento di Valse

II. Andantino in modo di canzona

III. Scherzo: Pizzicato ostinato; Allegro

IV. Finale: Allegro con fuoco

Music of these programs is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO RCA VICTOR RECORDS
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PIERRE MONTEUX
Pierre Monteux was born in Paris, ten years following he was a regular

conductor of the Amsterdam Concert-

gebouw and the Orchestre Symphonique

de Paris. He became conductor of the

San Francisco Orchestra in 1935, a posi-

tion from which he retired in 1952. Mr.

Monteux returned to conduct the Boston

Symphony Orchestra January, 1951, and

has conducted each season since, in

Boston, and at Tanglewood. He shared

with Dr. Munch the concerts of the

European tour in May, 1952, the trans-

continental tour in May, 1953, and the

European tour of 1956. He has con-

ducted notable performances as guest of

the Metropolitan Opera Company.

April 4, 1875. He began his career as

violist at the Opera Comique and the

Concerts Colonne. From 1912 he con-

ducted Diaghileff's Ballet Russe, in-

troducing such music as Stravinsky's

Petrouchka, Le Sacre du Printetnps, and

Le Rossignol; Ravel's Daphnis et Chloe

and Debussy's Jeux. He toured the

United States with the Ballet Russe in

1916-17. He conducted at the Paris

Opera and his own Concerts Monteux

in Paris. He became conductor at the

Metropolitan Opera House in 1917-18

and was the conductor of the Boston

Symphony Orchestra 1919-1924. In the

"CLASSICAL" SYMPHONY, Op. 25

By Serge Prokofieff

Born at Sontsovka, Russia, April 23, 1891; died near Moscow, March 4, 1953

The first performance of the "Symphonie Classique" was in Petrograd, April 21,

1918, the composer conducting. Prokofieff arrived in New York in September, and

in December the Russian Symphony Orchestra in New York played this symphony

for the first time in America. It was introduced at the Boston Symphony concerts

January 26, 1927. The work is dedicated to Boris Assafieff, a writer on musical

subjects whose pen name is "Igor Gleboff."

The symphony is scored for 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,

2 trumpets, timpani and strings.

TTTritten in 1916-17, considerably before "neo-classicism" set in,

vv this symphony in miniature surely cannot be looked upon as

a pledge to past ways. It might rather be considered a momentary

dalliance wi^h the eighteenth-century formula. It would probably be

as mistaken to look for reverence in the "Symphonie Classique" as to

look for irreverence in it. Let us say that the composer had a single

and passing impulse to weave his own bright threads into an old

pattern.

Prokofieff gives himself precisely the orchestra of Mozart or Haydn;

he is punctilious in his formal procedure. He is also concise — so much
so that the four movements occupy no more than eleven minutes —
about half the usual duration of the symphonies which he took as

model.
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D major is the prevailing key. The first movement, with clipped

phrases, staccato and to the point, sets forth its themes, its develop-

ment, its recapitulation and coda, all complete. The Larghetto is in

simple rondo form, beginning and ending with a charming pizzicato

in the strings, pianissimo, a. mere accompanying figure which never-

theless lingers in the memory. The theme and its development has a

suggestion of eighteenth-century ornamentation, but is in less serious

vein. Prokofieff departs from the letter rather than the spirit of his

models in choosing a gavotte instead of the rigidly customary minuet.

The Finale gives, naturally, a far greater freedom to his fancy,

although he sets himself a first theme upon the common chord which

his forbears might have found quite in order and to their own pur-

poses. The working out, recapitulation, and coda are virtuously

observed. The episodic byplay turns up a sauce of "modern" wit which

the periwigged masters could scarcely have approved.

In the spring of 1918, Prokofieff took an unusual step for a citizen

of Soviet Russia. He obtained a passport from the People's Com-
missar and made his way to the United States. He was then twenty-

seven, a celebrity of a sort in Petrograd and Moscow, a subject for

musical disputation there, if by no means for general acceptance. In

the Western world he was quite unknown, as was all current music in

Russia, excepting what Diaghileff had brought to Paris, and this con-

sisted principally of music by a real emigre, Stravinsky, whom he had

drawn into his orbit, and who would never return to his home land.

Prokofieff had penetrated to the powerful presence of the impresario,

and at his order composed the ballet Ala and Lolli, in which Diaghileff

sought to draw upon primitive, barbaric Russia as had Stravinsky in

Le Sacre du Printemps. Ala and Lolli offered another sort of bar-

barism. Diaghileff, lukewarm, had failed to produce it, and Prokofieff

had made his way back to Russia unheard. He had then turned Ala

and Lolli into an orchestral suite, the Scythian Suite, which fresh,

stimulating and highly colorful venture into the orchestral field made
a sensation in Russia.

In 1918, when Prokofieff first entered America, he was as complete

a stranger to us as we were unknown to him. His own country, since

the October Revolution, had been quite shut off from the rest of the

world. His ambition may have been to build a new fame in unknown
territory. Nestyev puts down his motive as "the thirst for new impres-

sions, the desire to breathe the fresh, invigorating air of seas and
oceans, a persistent and confident striving for world renown."

He made his way laboriously across Siberia, where he was delayed

by military skirmishes, to Japan where he lingered for two months,
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and thence to San Francisco and New York. Having left Russia in May,

he arrived in September. He carried with him, according to Nestyev,

"the scores of the Scythian Suite, the First Piano Concerto, the Classical

Symphony, and several piano pieces"; also sketches for an opera on

Gozzi's The Love for Three Oranges. He must have felt fortified in

his quest by the comforting awareness of his first-rate ability as a

pianist.

In Manhattan, "penniless and friendless," he may well have been

appalled at the problem of winning attention. He managed to give

a piano recital on November 20, 1918, and on December 10 Modeste

Altschuler with his Russian Symphony Orchestra asked the composer

to play in his First Concerto, and introduced the Classical Symphony.

Both occasions brought from the critics remarks typical of that epoch,

when music was so tied up with extraneous circumstances connected

with its title or its composer, that the musical point was quite missed.

"Russian chaos in music," "Godless Russia," "Bolshevism in art,"

"a carnival of cacophony," were remarks waggishly showered upon the

strange visitor, as if the adventurous spirit of this artist exclusively

absorbed in his art had been prompted by a political ideology. James

Huneker, who was sometimes more absorbed in turning a clever phrase"

than in lending a conscientious ear, called him a "Cossack Chopin," a

"musical agitator."

These phrases did not ring out as the clash of weapons in a lusty

battle over the rights and wrongs of new music, nor provoke sharp

retorts, as had been the case in Petrograd and would be the case in

Paris. It must be admitted that public opinion in this country had

not yet reached the point of militant factions over such problems.

Prokofieff received better attention in Chicago, probably because

the Scythian Suite, which achieved a performance under Frederick

Stock, is a work too arresting to dismiss offhand. Nevertheless, the

critics fell into the same hazy state of misapplication. The Scythian

Suite was "Bolshevist"; "The red flag of anarchy waved tempestuously

yesterday over Orchestra Hall." Prokofieff was a curious exotic to be

glanced at with a smile and quickly forgotten. He gave a few piano

recitals, but they were little noticed. The Chicago Opera Company
became interested in his opera project The Love for Three Oranges,

but the opera was not to achieve a production until 1921. Prokofieff

departed, discouraged and unnoticed, for Europe. He returned in

1920 and made a recital tour of California without causing any partic-

ular stir in that state. A third visit, in 1921, brought performances of

The Love for Three Oranges and the new Third Piano Concerto in

Chicago; but the Opera, which was produced under the insistence of

Mary Garden, and was carried to New York, was not well received

there. One wonders whether Prokofieff showed his Classical Symphony
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to any conductors besides Altschuler. This, or his vocal suite, The
Ugly Duckling, a precursor of Peter and the Wolf, might well have

wooed audiences to a due acclamation and awakened critics to a reali-

zation that he was something else than a "wild Bolshevik."

He dwelt in Western Europe until 1932, and, thanks to the ballets

Chout, Le Pas d'acier, and L'Enfant prodigue, produced by Diaghileff,

the first four symphonies, the opera The Gambler, the choral Sept,

ils sont sept, five piano sonatas, and several small works, his considera-

ble stature was more fully recognized. Meanwhile, Serge Koussevitzky

had been his consistent champion. He had been among the first to

introduce his music in Russia, and likewise became his publisher. He
had brought out each of his orchestral works in Paris, as they appeared.

It was in his third program in Boston that Koussevitzky began to make
known to us the music of Prokofieff with the Scythian Suite. He con-

tinued to conduct Prokofieff's works throughout his Boston career,

repeating the best of them, and carrying them to other cities. The
last country to become aware of Prokofieff thus became second to none

in admiration of his importance and the enjoyment of his music.

This Orchestra soon became and continued to be the principal one

to introduce the music of Prokofieff in this part of the world. Sixty-

one performances of twenty-two different works are listed in the

programs through the years. Of these the following had their first

performance in the United States: the two Violin Concertos; suite

from The Love for Three Oranges; suite from Le pas d'acier; the

Second and Fifth Piano Concertos; the Fourth and Fifth Symphonies;

suite from The Gambler; suite from Lieutenant Kije; the second suite

from Romeo and Juliet; Peter and the Wolf; the 'Cello Concerto.

Most of these works were likewise introduced in New York City by

Serge Koussevitzky.

ji flotdie Qift

Exceptional Original Prints

Old Master Modern American

Illustrated catalogues free upon request

R. M. LIGHT & CO.

Fine Prints

10 Dana Street, Cambridge

By appointment TR 6-1356
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1922 (Mar. 3)

1924 (Oct. 24)

J 925 (Apr. 24)

1926 (Jan.

(Apr.
29)

23)

(Oct.

(Nov.
8)

12)

1927 (Jan.

(Mar.
(Apr.

(Oct.

28)

4)

21)

1928 (Mar.
(Oct.

(Dec.

2)

26)

H)
1930 (Jan. 30

The list of his works, as performed at the Boston Symphony
Orchestra concerts, follows:

"Song Without Words" (Nina Koshetz)

"Scythian Suite"

Violin Concerto No. 1 (Richard Burgin)
(First performance in the United States)

Piano Concerto No. 3 (Serge Prokofieff)

"Sept, ils sont sept"

(Repeated in the same program)
Suite from "Chout"
Suite from "The Love for Three Oranges"

(First performance in the United States)

Classical Symphony
"Sept, ils sont sept"

Classical Symphony
Suite from "Le Pas d'Acier"

(First performance in the United States)

Scythian Suite

Classical Symphony
Violin Concerto No. 1 (Lea Luboshutz)

Piano Concerto No. 2 (Serge Prokofieff)

(First performance in the United States)

Scythian Suite

(Nov. 14) Symphony No. 4
(Composed for the 50th Anniversary of the Boston Symphony
Orchestra; First Performance)

Classical Symphony
Suite, "The Gambler"

(First performance in the United States)

Piano Concerto No. 5 (Serge Prokofieff)

(First performance in the United States)

"Sept, ils sont sept"

Suite, "Chout"
Violin Concerto No. 1 (Joseph Szigeti)

Classical Symphony

Scythian Suite

Suite, "The Love for Three Oranges"
Piano Concerto No. 3 (Serge Prokofieff)

(Oct. 15) "Russian Overture"
Classical Symphony
Suite, "Lieutenant Kije"

(First performance in the United States)

(Dec. 17) Violin Concerto No. 2 (Jascha Heifetz)

(First performance in the United States)

1938 (Mar. 25) (Concert conducted by the composer)
Suite, "Chout"
Piano Concerto No. 1 (Serge Prokofieff)

Suite No. 2, "Romeo and Juliet"

(First performance in the United States)

"Peter and the Wolf"
(First performance in the United States)

Violin Concerto No. 2 (Jascha Heifetz)

Cello Concerto (Gregor Piatigorsky)

(First performance in the United States)

Suite No. 2, "Romeo and Juliet"

Scythian Suite

Classical Symphony
Suite, "Lieutenant Kij£"
Classical Symphony
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9)
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1941 (Oct. 10)
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(Nov.
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6)

27)

27)

24)



1943 (
Feb. 26)

1945 (Oct. 26
(Nov. 9

(Dec. 14

1946 (Nov.

1948 (Jan. 9
(Mar
(Apr. 30
(Nov. 5

1949 (Apr. 1

1951 (Feb. 9

1952 (Apr. 4

*953 (
Mar- 20
(Mar. 27
(Nov. 27
(Nov. 27

1955 (Apr.

*956 (
APr - 6

(Apr. 13

1957 (Feb

Piano Concerto No. 3 (Alexander Borovsky)

Suite No. 2, "Romeo and Juliet"
Symphony No. 5

(First performance in the United Slates)

Symphony No. 5

Suite, "Chout"

Violin Concerto No. 1 (Isaac Stern)

Scythian Suite

Suite No. 2, "Romeo and Juliet"

Symphony No. 5

Violin Concerto No. 2 (Jascha Heifetz)

Symphony No. 6

Suite, "Chout"

Piano Concerto No. 3 (William Kapell)
Classical Symphony
Symphony No. 7
Scherzo and March, "The Love for Three Oranges'

Piano Concerto No. 3 (Gary Graffman)

Symphony No. 5
Violin Concerto No. 2 (Zino Francescatti)

Piano Concerto No. 2 (Henriot)

[copyrighted]

"PETROUCHKA," A Burlesque in Four Scenes

By Igor Stravinsky

Born at Oranienbaum, near St. Petersburg, June 17, 1882

The ballet "Petrouchka: Scenes burlesques en 4 Tableaux," scenario by Igor
Stravinsky and Alexandre Benois, was first produced at the Chatelet, in Paris,

June 13, 1911, by the Ballet Russe of Serge de Diaghilev.

The first performance of the suite at the concerts of this orchestra was given
November 26, 1920, under the direction of Pierre Monteux. The composer con-
ducted Scenes I and IV (in a reduced instrumentation) February 22, 1946. The
most recent performance of the suite was on January 28, 1955, when Mr. Monteux
conducted. The complete ballet score, as now presented, was conducted by Leonard
Bernstein, January 23, 1948.

The following instruments are required in the ballet: 4 flutes and 2 piccolos,

4 oboes and English horn, 4 clarinets and bass clarinet, 4 bassoons and contra-

bassoon, 4 horns, 2 trumpets and 2 cornets-a-piston, 3 trombones and tuba, timpani,
snare drum, tambour de Provence, bass drum, cymbals, tambourine, triangle,

glockenspiel, xylophone, tam-tam, celesta, pianoforte, 2 harps and strings. The
score is dedicated to Alexandre Benois, and was published in 1912.

Portions of this ballet, such as the third scene (the domain of the

puppet Moor), and the final tragedy of Petrouchka at the very

end, are usually omitted in concert performances. The present per-

formance will include the entire score. As indicated in the full score,

the scenes are as follows:

Scene I. Fete populaire de la Semaine Grasse.

Introduction. A group of drinkers pass dancing by — An old
man on a platform engages the crowd — An organ grinder appears
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with a dancer — He begins to play — The dancer performs, marking
the beat with a triangle — The organ grinder, while continuing to

turn his handle, plays a cornet — At the opposite side of the stage

a music box begins and another dancer performs — They cease — The
old man resumes — A merrymaking crowd passes — Two drummers
draw attention to the little theatre — The old showman appears be-

fore it and plays his flute — The curtain of the little theatre is drawn
and the crowd perceives three puppets: Petrouchka, a Moor, and a

Ballerina — The showman's flute gives them life — Russian Dance -
All three begin to dance, to the astonishment of the public.

Scene II. "Chez Petrouchka/' The door of Petrouchka's room
opens suddenly; a foot kicks him on stage; Petrouchka falls and the

door slams — Maledictions of Petrouchka — The Ballerina enters —
Despair of Petrouchka.

Scene III. "Chez le Maure" The Moor dances — Dance of the

Ballerina (Cornet in her hand) — Waltz (the Ballerina and the Moor)
— The Moor and the Ballerina listen — Petrouchka appears — Quarrel
of the Moor and Petrouchka; the Ballerina disappears — The Moor
pushes Petrouchka out.

Scene IV. Fete populaire de la Semaine Grasse (vers le soir).

Nurses' Dance — Enter a peasant with a bear — The crowd sepa

rates — The peasant plays the chalumeau and the bear walks on
his hind legs — There appears a rakish holiday merchant with two
gypsies — He tosses bank notes among the crowd — The gypsies

dance while he plays the accordion — Dance of the coachmen and
grooms — The nurses dance with the coachmen and grooms — The
masqueraders — A masker dressed as a devil incites the crowd to

fool with him — Altercation of maskers dressed as goat and
pig — The crowd joins the maskers — The dance is interrupted —
Petrouchka comes out from the booth pursued by the Moor while

the Ballerina tries to hold him back — The Moor strikes him with

his sword and Petrouchka falls, his head broken — He moans and
dies — The crowd surrounds him — The policeman is sent for to

find the Charlatan — The Charlatan arrives and lifts the body of

Petrouchka, shaking him — Alone on the stage the Charlatan drags

the body towards the booth — Above the booth the shade of

Petrouchka appears, threatening, and makes a long nose at the

Charlatan — The Charlatan drops the puppet in terror and goes out

quickly, glancing behind him.

Stravinsky • in 1911, still a recent "hnd" of Diaghilev, having

brought upon himself the world's attention by the production in

the previous spring of his 'L'Oiseau de Feu," soon became absorbed

in thoughts of a primitive ballet in which a young girl would dance

herself to death as a sacrificial pagan rite. Diaghilev was delighted

with the idea, and visited the young composer at Clarens on Lake
Geneva to see how "Le Sacre du Printemps" was progressing. Instead,

he found Stravinsky deep in a new idea, a Konzertstuck for Piano

and Orchestra, in which the solo part would suggest "a puppet sud-

denly endowed with life, exasperating the patience of the orchestra

with diabolical cascades of arpeggios." The orchestra would retaliate



with "menacing trumpet blasts. The outcome is a terrific noise which
reaches its clim;ix and ends in the sorrowful and querulous collapse

of the poor puppet."
In these words, Stravinsky describes in his autobiography the in-

< cpi ion of whai was to be his second ballet, pushing all thoughts of

"Le Sacre dn Printemps" for the time being into the background.
"Having finished this bizarre piece, I struggled for hours while walk-
ing beside Lake Geneva to find a title which would express in a word
the character of my music and, consequently, the personality of this

creature." These were the musical plans which Diaghilev found
Stravinsky working upon. "He was much astonished when, instead of

sketches of the 'Sacre/ I played him the piece I had just composed
and which later became the second scene of 'Petrouchka.' He was so

much pleased with it that he would not leave it alone and began
persuading me to develop the theme of the puppet's sufferings and
make it into a whole ballet. While he remained in Switzerland we
worked out together the general lines of the subject and the plot in

accordance wiih ideas which I suggested. We settled the scene of

ad ion: the lair, with its crowd, its booths, the little traditional theatre,

the character of the magician, with all his tricks; and the coming to

life of the dolls — Petrouchka, his rival, and the dancer — and their

love tragedy, which ends with Petrouchka's death."
Mr. Edwin Evans gives the following description of the ballet:

"The action takes place at St. Petersburg in the Admiralty Square
dining Carnival week, about 1830. Amid the popular merry-making
an old Showman of Oriental mien presents before the public of the

lair three animated puppets: Petrouchka, the Ballerina, and the Moor,
who perform a lively dance. The Showman's magic has imbued them
with human feelings and emotions. Of the three, Petrouchka is the

most nearly human, and therefore the most sensitive. He is conscious

of his grotesque exterior and bitterly resentful of the showman's
cruelty. He is romantically enamoured of the Ballerina, but she is

only repelled by his uncouth appearance. Compared with Petrouchka
the Moor is brutal and stupid, but he is sumptuously attired and
therefore more attractive to the Ballerina, who captivates him.
Petrouchka intrudes upon their love scene, but is ignominiously
thrown out. Meanwhile, the fun of the fair, which has suffered no
interruption, has reached its height. A roistering merchant, accom-
panied by two gipsy girls, throws bank-notes to the crowd. There are

dances oi Coachmen and of Nursemaids. A performing bear traverses

the scene with his trainer in attendance. Suddenly there is a commo-
tion in the Showman's booth, from which Petrouchka emerges, fleeing

for his life with the Moor in pursuit. He is overtaken and struck

"A Resort Of True Distinction in the Matchless Berkshire Hills"

I II E 11 1] K li S II IKE INN
GREAT HARRINGTON, MASSACHUSETTS

invites yon to enjoy its New England ('harm and Hospitality

Fine accommodations at moderate American and European Plan Rates

Dining Rooms open from early morning until midnight

Cocktail Lounge
Open from May into November James J. Joyce, Landlord



down, and he dies in the snow among the merry-makers who, mystified,

call upon the police to fetch the Showman. He comes and easily con-

vinces every one that Petrouchka is but a puppet, a thing of wood
and saw-dust. The crowd disperses, but the Showman is terrified to see,

above his booth, the ghost of Petrouchka, threatening him and jeering

at his dupes.

"It will be observed that the Russian Petrouchka, for all his

grotesque trappings, remains, like Pierrot, an essentially tragic figure

— the more tragic that he is fated to endure his troubles without the

solace of sympathy. The discomfiture of Petrouchka in his courting

of the Ballerina does not differ essentially from that of the gentle,

romantic-minded Pierrot at the hands of the realistic, worldly minded
Columbine, who prefers the cynical Harlequin. In fact Petrouchka
adds yet another chapter to the Commedia delV Arte, that fertile and
glorious tradition which the majority of Englishmen know only

through its dregs, the seaside Pierrot, and the harlequinade that until

recently followed the Christmas pantomime, though in recent years

the pathos of Pierrot has been recaptured elsewhere by Charlie

Chaplin."
[copyrighted]

ENTR'ACTE
IN DEFENSE OF "CORNO DI BASSETTO"

Jacques de Menasce, who possesses a straight and honest musician's

point of view, has been aroused by the stated opinion of W. H.

Auden that George Bernard Shaw "was the best music critic that ever

lived." The result is an article in the magazine High Fidelity for

October, entitled "Sour Notes on a Basset Horn." "A statement of

this kind coming from Mr. Auden," writes Mr. de Menasce, "should

be taken seriously; although it is gracefully couched in terms of sur-

mise, it is strong enough in formulation to assume the character of a

pronunciamento." Whereupon Mr. de Menasce proceeds not only to

take Mr. Auden seriously, but to take Mr. Shaw seriously. The result

is interesting and provocative.

No doubt Shaw himself wished to be taken seriously. He had

convictions on musical matters as strong as his convictions on politics

or the stage, while his style of presenting them had always the

palatability of wit. Surely the ability to handle language and gain

a large reading public is part of being a critic worth talking about.

Shaw acquired such an audience for the first time when in the nineties

he became a music critic and signed himself "Corno di Bassetto."

He was not laying down a musical gospel of the sort to be embalmed
in textbooks. He was writing entertaining stuff out of a genuine love

of music and a considerable knowledge of it, with many entertaining

[12]



excursions along the way. It is a point that what he wrote sixty odd

years ago now exists between covers, and is still read.

If we sift his musical conclusions from the reviews in which they

are characteristically set forth and examine them with the sober

judicious eye of 1957, they will not all stand up. Mr. de Menasce

quotes as an example Shaw's statement that ''Carmen is abysmally

inferior to Der Freischiltz." If a critic should proclaim Carmen as

"superior to Der Freischiltz" he would be promptly passed by for

sitting pedantically on what is obvious. Shaw did not expect his

remark to be swallowed whole. He was stressing the point, in his own

way, that while the English public listened to endless Carmens (he

betrays elsewhere an enormous respect for Carmen) they had been

deprived for years, by managerial unenterprise, of the "freshness and

charm," the "unaffected sentiment and sincerity" of Weber's opera.

When Shaw went to Bayreuth in September, 1894, he wrote of a

performance of Parsifal: "The bass howled, the tenor bawled, the

baritone sang flat, and the soprano, when she condescended to sing

at all and did not merely shout her words, screamed, except in one

unscreamable song of Herzeleide's death, in which she subsided into

commonplaceness." He had the effrontery to seek out Hermann Levi

afterwards and express his opinion about the bass in question to the

great Wagnerian conductor. Levi protested that the singer had "the

best voice in Germany." Shaw responded "by offering to sing it better

myself, upon which he gave me up as a lunatic." Shaw was sacrificing

the performers, with his customary exaggeration, to his ideal of how
Wagner, his god at the time, should be made to sound. It is easy to

read between the lines that he had expected to be lifted by a moving
performance of the superb "Herzeleide" scene, and that the Kundry,

in spite of all Levi's skill, had muffed it. His many pages covering

Wagnerian performances, and London performances in general, show
the same purpose — to uphold the highest standard, and ridicule those

who fell short of it. "It is one of the conditions of that high suscepti-

bility which is my chief qualification as a critic," he wrote with his

usual modesty on May 30, 1894, "that good or bad art becomes a
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personal matter between me and the artist. I hate performers who
debase great works of art: I long for their annihilation. . . . But
I am necessarily no less extreme in my admiration of artists who
realize the full value of great works for me or who transfigure ordinary

ones." He never hesitated to praise an artist who did justice to the

music; on the other hand, artists who are now sacrosanct memories —
Paderewski, Sembrich, Jean de Reszke, were hauled up for occasional

shortcomings. Emma Calve, who was the immediate cause of the above
quotation, gets the following tribute, with a reservation, however, on
her conception of the part of Carmen: "Calve is such an artist, and
she is also a woman whose strange personal appearance recalls Titian's

wonderful Virgin of the Assumption in Venice, and who has, in

addition to that beauty of aspect, a beauty of action — especially of

that sort of action which is the thought or conception of the artist

made visible — such as one might expect from Titian's Virgin if the

picture were made alive."

There is no point in taking Shaw's criticisms in the accepted sense

of honest, considerate and fair reviews of musical performances. They
were in themselves literary performances, for which the subject as

often as not furnished the excuse for divagations which were mostly

Shaw. There is something to be said for criticism as a literary per-

formance. Something more is expected of a superior critic than
judicious reporting of a momentary event. A judgment of music,

aside from its performance, is after all nothing else than a personal

opinion. When the person giving his opinion is G. B. Shaw, it will

be relished the more for its Shavian flamboyance. Many a singer or

pianist whom he sat before must have bitterly cursed him in their

hearts; one can imagine their resentment when he singled out small
flaws in order to parade his store of technical knowledge. A half a
century later, when his victims are long since gone, we can read his

opinions for their interest as Shaw, without too much concern for his

"whipping boys" of another century. One is reminded of the epilogue
to Saint Joan. Like the Maid, Shaw in his grave can be admired with
more equanimity than when he was a live and disturbing presence.

He was always ready to put an explosive under any manifestation of

traditional complacency that had the smell of smugness. His victims

would have considered the following later remark, quoted by Mr. de
Menasce, as simply an admission of complete critical ineligibility:

"I yield to no man in the ingenuity and persistence with which I seize

every opportunity of puffing myself and my affairs," and "every sort

of notoriety will serve my turn."

Posthumously, this remark no longer seems insufferable — it was to

be expected from this particular literary wit. No one would expect to

agree with all of his musical preferences — to do so we should have to

be little Shaws. It is enough if he can pique in us a sense of disputa-
tion, and generate some interest in the musical issues which occupied
that now long outmoded era. His reviews, speaking from the musical
nineties, showed considerable penetration. He perceived the "tonal
sensuousness" in Brahms, but missed the formal skill. Wagner he
admired without idolatry, saving his partiality for such a figure, then
neglected, as Mozart.
Mr. de Menasce, "at a loss to understand the exorbitance of Mr.



Auden's claim," cites more plausible candidates for the honor of the

"best music critic who ever lived." Joseph Haydn ("for his majestic

judgment of Mozart"), Schumann, Berlioz, Liszt, Wagner, Debussy,

Schoenberg, Stravinsky, Heine, Stendhal, Nietzsche, Faure\ Dukas,

Milhaud, Sauguet, Romain Rolland, Aaron Copland, Virgil Thomson,
Eduard Hanslick, Josef Marx, Paul Berker, Alfred Einstein, and Willi

Schuh! "I can find no good reasons to believe that Shaw was superior

as a music critic to any of these eminent and highly proficient men.
I can not even bring myself to state with any degree of conviction

that he was their equal." Let us venture that as a music critic "Corno
di Bassetto" was the equal of no one and that no one was the equal

of him. His printed opinions, however colored and personal, have at

least a literary superiority. They may outlast most of what the critics

mentioned above have written, on the principle that in controversy

there is life.

J. N. B.

SYMPHONY NO. 4, IN F MINOR, Op. 36

By Peter Ilich Tchaikovsky
Born at Votkinski, in the government of Viatka, Russia, May 7, 1840;

died at St. Petersburg, November 6, 1893

The Fourth Symphony, composed in 1877, was first performed by the Russian
Musical Society in Moscow, February 22, 1878.

The orchestration includes 2 flutes and piccolo, 2 oboes, 2 clarinets, 2 bassoons,

4 horns, 2 trumpets, 3 trombones and tuba, timpani, bass drum, cymbals, triangle,

and strings.

TriE year 1877 was a critical one in Tchaikovsky's life. He suffered

a serious crisis, and survived it through absorption in his art,

through the shaping and completion of his Fourth Symphony.

The dramatic conflict and emotional voice of this symphony and

the two that followed somehow demand a programme. It may be

worth inquiring to what extent the Fourth Symphony may have been

conditioned by his personal life at the time. Tchaikovsky admitted

the implication of some sort of programme in the Fourth. He volun-

tarily gave to the world no clue to any of the three, beyond the mere

word "Pathetique" for the last, realizing, as he himself pointed out,

the complete failure of words to convey the intense feeling which

found its outlet, and its only outlet, in tone. He did indulge in a

fanciful attempt at a programme for the Fourth, writing confidentially

to Mme. von Meek, in answer to her direct question, and at the end

of the same letter disqualified this attempt as inadequate. These para-

graphs, nevertheless, are often quoted as the official gospel ot the

symphony, without Tchaikovsky's postscript of dismissal. It would
be a good deal more just to the composer to quote merely a single

sentence which he wrote to Taneiev: "Of course my symphony is pro-
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gramme music, but it would be impossible to give the programme in

words; it would appear ludicrous and only raise a smile." The pro-

gramme devolves upon the cyclic brass theme of "inexorable fate"

which opens the work and recurs at the end. Again, a fragmentary

sketch of a programme for the Fifth Symphony has been recently

discovered, in which "fate" is found once more. The word, to most

of those who read it, is probably a rather vague abstraction. It would

be more to the point to know what it meant to the composer himself.

As a matter of fact, the months in which Tchaikovsky worked out

this symphony he was intensely unhappy — there was indeed a dread

shadow hanging over his life. He uses the word significantly in a

letter to Mme. von Meek, acquainting her with his intention to

marry a chance admirer whom he scarcely knew and did not love

(the reason he gave to his benefactress and confidante was that he

could not honorably withdraw from his promise). "We cannot escape

our fate," he said in his letter, "and there was something fatalistic

about my meeting with this girl." Even if this remark could be con-

sidered as something more sincere than an attempt to put a face upon

his strange actions before his friend, it is inconceivable that the un-

fortunate episode (which according to recently published letters was

more tragic than has been supposed) could have been identified in

Tchaikovsky's mind with this ringing and triumphant theme.* Let

the psychologists try to figure out the exact relation between the

suffering man and his music at this time. It is surely a significant fact

that this symphony, growing in the very midst of his trouble, was a

saving refuge from it, as Tchaikovsky admits more than once. He
never unequivocally associated it with the events of that summer, for

his music was to him a thing of unclouded delight always, and the

days which gave it birth seemed to him as he looked back (in a letter

to Mme. von Meek of January 25, 1878) "a strange dream; something

remote, a weird nightmare in which a man bearing my name, my
likeness, and my consciousness acted as one acts in dreams: in a mean-

ingless, disconnected, paradoxical way. That was not my sane self,

in possession of logical and reasonable will-powers. Everything I then

did bore the character of an unhealthy conflict between will and in-

telligence, which is nothing less than insanity." It was his music,

* Some connection between the symphony and Tchaikovsky's rash marriage and subsequent
collapse is inescapable, as an outline of dates will show. It was in May of 1877 that he
became engaged to Antonina Ivanovna Miliukov. In that month, too, he completed his

sketches for the symphony. The wedding took place on July 18, and on July 26 Tchaikovsky
fled to Kamenko ; there was a two weeks' farce of "conjugal" life at their house in Moscow
(September 12 to 24), and the distraught composer attempted to catch a fatal cold by
standing up to his waist in the frigid waters of the Moskva. Again the composer made a
precipitate flight, and never saw his wife again. Barely surviving a nerve crisis which
"bordered upon insanity," he was taken by his brother, Anatol, to Switzerland for a com-
plete rest and change. At Kamenko in August, in a condition which made peace of mind
impossible, he was yet able to complete the orchestration of the first movement. At Lake
Geneva, as soon as he was able to take up his pen, the convalescent worked happily upon
the remaining three movements.
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specifically his symphony to which he clung in desperation, that re-

stored his "sane self."

Let those who protest that Tchaikovsky fills his music with his per-

sonal troubles examine the facts of his life. Rasped nerves, blank,

deadening depression, neurotic fears — these painful sensations as-

sailed Tchaikovsky in his frequent times of stress. He turned from

them in horror. They are not within the province of music, nor did

he attempt to put them there. The pathological and the musical

Tchaikovsky are two different people. The first was mentally sick,

pitiably feeble. The second was bold, sure-handed, thoroughgoing,

increasingly masterful, eminently sane. It was precisely in the darkest

moment in Tchaikovsky's life that there surged up in his imagination

the outlines of the Fourth Symphony — music far surpassing anything

he had done in brilliance and exultant strength.

On the other hand, Tchaikovsky's music which more than any

other is drenched with lamentation, the "Pathetic" Symphony, he

wrote during comparatively happy and healthful months, in the com-

forting sense of having attained his fullest creative powers. Tchai-

Kovsky simply reveled in a poignant style of melody which somehow

fully expressed his nature, and was not unconnected with a strain of

Byronic melancholy, highly fashionable at the time. Tchaikovsky the

dramatist could easily throw himself into a luxury of woe in his

music — the more so when outwardly all was well with him. When,
on the other hand, trouble reared its head, he found his salvation

from a life that was unendurable by losing himself in musical dreams

where he was no longer a weakling, but proud and imperious in his

own domain. He wrote to Mme. von Meek, August 12, 1877, when,

shortly after his marriage and on the verge of a breakdown, he was

still at work upon the Fourth Symphony: "There are times in life

when one must fortify oneself to endure and create for oneself some

kind of joy, however shadowy. Here is a case in point: either live with

people and know that you are condemned to every kind of misery,

or escape somewhere and isolate yourself from every possibility oi

intercourse, which, for the most part, leads only to pain and grief."

Tchaikovsky wrote this when the shadow of his marriage was still

upon him, the longed-for escape not within his grasp. When he did

make that escape, and found virtually complete isolation from his

world in a villa at Clarens, where he could gaze across the fair ex-

panse of Lake Geneva, then did he bring his symphony and his opera,

"Eugene Oniegen" to their full flowering and conclusion.

[copyrighted]
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Boston Symphony Orchestra

CHARLES MUNCH, Music Director

The remaining concerts in the Wednesday evening series will be

as follows:

February 12 CHARLES MUNCH, Conductor
MARCEL MULE, Saxophone

March 19 CHARLES MUNCH, Conductor
JOSEPH de PASQUALE, Viola

The remaining concerts in the Saturday afternoon series will be

as follows:

February 15 CHARLES MUNCH, Conductor
MARCEL MULE, Saxophone

March 22 CHARLES MUNCH, Conductor
NICOLE HENRIOT, Piano

Tickets at the Carnegie Hall Box Office.

The concerts by this Orchestra in Symphony Hall, Boston, on

Saturday nights at 8:30 are broadcast complete by Station

WQXR, New York.
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SEVENTY-SEVENTH SEASON • NINETEEN HUNDRED FIFTY-SEVEN -FIFTY-EIGHT

Seventy-Second Season in New York

Third Afternoon Concert

SATURDAY, January 18, at 2:30 o'clock

Program

PIERRE MONTEUX, Guest Conductor

Beethoven "Grosse Fuge," Op. 133, for String Quartet

(Edited for String Orchestra by Weingartner)

Debussy Excerpts from "Le Martyre de Saint Sebastien"

(Mystery Play by Gabriele d'Annunzio)

I. Prelude: The Court of the Lilies

II. Dance of Ecstasy and Finale from Act I

Strauss "Tod und Verklarung," Tone Poem, Op. 24

INTERMISSION

Brahms Violin Concerto in D major, Op. 77
I. Allegro non troppo

II. Adagio

III. Allegro giocoso, ma non troppo vivace

SOLOIST

LEONID KOGAN

Music of these programs is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO RCA VICTOR RECORDS
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"GROSSE FUGE" for String Quartet, Op. 133
By Ludwig van Beethoven

Born at Bonn, December i6(?), 1770; died at Vienna, March 26, 1827
(Edited for String Orchestra by Felix Weingartner)

Composed in 1825 as tne finale of the String Quartet, Op. 130, the fugue was
published separately and posthumously, May, 1827, as "Grande Fugue, tantot libre,

tantot recherchee" ("sometimes free, sometimes strict"); dedicated to Rudoph,
Archduke of Austria.

npHE "Great Fugue" which Beethoven first intended as the finale oi

*- the Quartet in B-flat would, as the sixth movement of that already

extensive work, have reached into lengths far beyond contemporary

listening capacities. When the Quartet had been performed, Bee-

thoven's friends, so we are told, were as baffled by the fugue as they

were entranced by the Cavatina. They urged him to write a more
understandable finale, and when Artaria offered to publish the fugue

separately in such a case, Beethoven reluctantly consented. D'Indy has

argued for the restoration of the fugue to its proper position from

which it was ousted by the pressure of others, on the grounds that it is

a blood relative to the earlier movements — the first movement in

particular. Courageous players have on occasion so performed the

Quartet. The stand is arguable. Beethoven, who knew his own mind,

had elsewhere turned to the tense and concentrated logic of a fugue

as the culmination of a succession of not too weighty movements (the

Piano Sonatas, Op. 101 and Op. 109, the last Cello Sonata, Op. 102).*

And yet it is possible to wonder whether Beethoven, following

practical advice, did not really reach the same decision quite by him-

self on aesthetic grounds. Having completed the fugue, he may have

realized that he had in the heat of his subject exceeded his aim of

writing a properly terse finale to a long quartet. What may have

started out to be pointed summation had grown into an exhaustive

and involved piece of music, no mere fugue finale, but three fugues

erected upon a single theme, and bound by an introduction and a

coda. The Grosse Fuge, wherever it may belong, is a work of self-

standing proportions.

Seventeen minutes of fugal writing must be considered alien to any

sonata scheme. The listener who is accustomed to variety in color and

dynamics, the alleviations of frank chords and melodies, will not be

drawn by lengths of discourse which, however eventful as counterpoint,

are as sheer sonority unrelieved and lacking in ebb and flow. Beethoven

does not wrap his voices in velvet as he had done, for example, in the

Cavatina. In full pursuit of an idea, he forfeits the tonal amenities.

At times the spacing is wide, the high range of the violin strained, the

* It is interesting to note that the rhythm of the fugue subject is the favored joyous "alia

marcia" rhythm found in the Piano Sonata, Op. 101, the A minor Quartet, and indeed the
Andante of the Quartet to which this fugue belonged.
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subtle rhythmic variation less noticeable than the insistent beat of the

long and devious subject of the first fugue. These forbidding aspects

are gradually forgotten as the contrapuntal adventures of the theme

itself, with its striking physiognomy, are set forth.*

The introduction is marked "Overturn," and like an overture it is

a preliminary digest of what is to follow:

Allegro

k
S*

*#
\\v& m

s ss tf # •r 5/

It is nothing more than the bare exposition of the all-pervading

theme in each of the principal forms it is to assume: in majestic bar

lengths, in diminution and altered rhythm as it is to appear in the

third fugue, and in quarter notes as in the second fugue, with the

accompanying figure of that fugue:

Meno moss'O e moder

* The theme compares, note for note, with the theme which introduces the A minor Quartet,

Op. 132 (where, however, it is set in suave harmonies). The fugue theme of the C-sharp

minor Quartet, Op. 131, is also chromatically similar. Beethoven worked upon the three

quartets simultaneously.
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The ubiquitous theme is played in the bass as countersubject to the

subject of the first fugue:

Fuga

l~s

The second fugue offers the contrast of pianissimo, in G-flat, meno
mosso e moderato. It opens with the theme in double diminution

(sixteenth notes), and proceeds with a weaving second subject in the

same note value. The third fugue, allegro molto e con brio, states the

theme rhythmically, and combines it with a new subject, beginning

with a trill. The moderato section interrupts it, and reappears again

fleetingly just before the coda begins. The theme by this time has

been stretched and compressed, inverted, divided up, combined with

itself. In the coda, the inexhaustible Beethoven presents it in further

guises, but in harmonic clothing at last.

Gustav Mahler was one of the first to introduce a string quartet

of Beethoven into an orchestral concert with a full quota of strings.
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At the time when he was conductor of the Vienna Philharmonic

(1898-1900) he performed the Quartet in F minor (Op. 95) in this

way, and anticipated objections:

"Chamber music is written for a room. It is properly enjoyed only
by the performers themselves. The four players at their desks are the

audience to which the music addresses itself. If chamber music is

transplanted to the concert hall, that intimacy is lost, but also more is

lost. In a larger hall the sound of the four instruments is lost; they

do not speak to the listener with the power the composer intended.
I give them that power by multiplying the players. I set loose the

power of expansion slumbering in the parts. We reinforce the parts

in an instrumental composition by Haydn and an overture of Mozart's.

Do we thereby alter the character of those works? By no means. The
volume of sound we give a piece depends on the place in which it is

performed. I act not contrary but according to the composer's inten-

tions by so doing. In writing of his quartet, Beethoven was not
thinking of the limited little instruments. 'Do you think I am writing

for your stupid fiddles?' said he to Schuppanzigh. He carried out a

mighty idea in four parts. The idea must be given expression. The
sound of one violin in a chamber is as good as that of twenty violins

in a hall.

"The Greeks put sound-intensifiers into their theatre heroes' mouths
and made the actors wear cothurns. That was required by the dimen-
sions of their theatres.

"Our chamber music in concert halls suffers from the disproportion

of the room. If one wishes to produce an effect one must take account
of the size of the room. That I will do, and with the first two bars of

the quartet I shall win over the audience; I know I shall."

Other conductors had tried the experiment, notably Hans von

Biilow, but he had not repeated it. On December 26, 1884, Arthur

Nikisch had performed with the strings of the Boston Symphony
Orchestra the minuet and the fugued finale of the Quartet in C major,

Op. 59 No. 3, and repeated it in 1891. Dimitri Mitropoulos, as guest

conductor at these concerts, presented the Quartet in C-sharp minor,

Op. 131, entire, on January 15-16, 1937, and Leonard Bernstein

conducted the same quartet on March 7-8, 1952. Richard Burgin

conducted the entire Quartet in A minor, Op. 132, at a summer
concert by members of the Orchestra on August 29-30, 1943, in the

New England Mutual Hall. Dr. Munch performed the Lento assai

from the Quartet in F major, Op. 135, on October 26-27, 1956, in

memory of Leslie J. Rogers.

[copyrighted]
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EXCERPTS, "THE MARTYRDOM OF SAINT SEBASTIAN"
(Mystery Play of Gabriele d'Annunzio)

By Claude Debussy

Born at Saint-Germain (Seine-et-Oise), France, August 22, 1862;

died at Paris, March 25, 1918

Debussy composed his music to the play of d'Annunzio in the year 1911. The
first production took place at the Theatre Chdtelet in Paris, Monday, May 22, 1911.

The choreographer was Fokine; the designer of scenery and costumes, Leon Bakst.

D. E. Engelbrecht had trained the chorus, and Emile Vuillermoz supervised the

rehearsals. Andre Caplet, who was the conductor, assisted Debussy in the last

moment filling-in of the orchestration.

The instruments required are: quadrupled flutes, clarinets and bassoons, 2 oboes

and English horn, 6 horns, 4 trumpets, 3 trombones and tuba, timpani, bass drum,

cymbals, tam-tam, celesta, 3 harps, and strings.

Three numbers from the suite were performed at these concerts January 18, 1924,

under the leadership of Pierre Monteux. Serge Koussevitzky brought forward the

entire suite February 14, 1930 (with the Cecilia Society and Mme. Ritter Ciampi).

There was another performance December 24, 1936 (with the Cecilia Society and

Mme. Olga Averino), and a third, December 29, 1939 (with the Cecilia Society and

Cleora Wood). Two excerpts were performed on November 30, December 1, 1951,

Pierre Monteux conducting.

Charles Munch, as guest, conducted the entire score, with spoken lines taken

from the play, March 25, 1948, and as Music Director, January 27-28, 1956. On this

occasion, The New England Conservatory Chorus participated. The soloists were

Phyllis Curtin, Florence Kopleff, and Catherine Akos. The speaker was Arnold Moss.

The instrumental music performed on this program is derived from the first act.

The Prelude is followed by the "Ecstatic dance of Sebastian on live coals" from

Scene 2, and Scene 3 entire. In this scene the duet of the twins, beginning "Hymnes,

toute I'ombre s'efface" is given to four trumpets, and the seraphic four part chorus,

"Salut! O lumiere du monde, croix large et profonde" to the woodwind choir.

TT then, in the spring of 1911, a new score of Debussy was announced
* * for performance at the Chatelet — incidental music to a play of

d'Annunzio in French verse — "Le Martyre de Saint Sebastien" which

had been commissioned by Mme. Ida Rubinstein, musicians shook

their heads in doubt. It was probably just another of the commissions

which the composer accepted for the fee it would bring, and looked

upon with unmistakable dislike, such as the incidental music to "King

dinners of 'Distinction
in Old Boston

Number 9 Knox Street Edmund B. Stanley
by reservation only HU 2-3494
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Lear," or the ballet for Diaghilev, "Masques et Bergamasques" (which

he never wrote), or another ballet, "Khamma," which he sketched for

Maud Allan, and handed over to Charles Koechlin to orchestrate.

Those who looked for an ceuvre de circonstance of this sort in "Le

Martyre de Saint Sebastien" were mistaken.

The figure of the Archer of God, the fair "athlete of Christ," sug-

gesting at once sensuous grace and a pure flame of faith, an intriguing

symbolism clothed in an archaic simplicity of style, appealed to him
immensely. The Saint as d'Annunzio presented him to Debussy was

limned in a tragic mystery play, a figure as he might have been

depicted in a stained glass window. "I have dreamed for a long time

of the bleeding youth," wrote the Italian poet, "transfigured in the

Christian myth, like the beautiful wounded god mourned by the

women of Byblus before the catafalque of ebony and purple, in the

vernal equinox. I had chosen this line from a verse of Veronica

Gambara, the great Italian poetess of the Renaissance: 'He that loves

me most, wounds me.' My mystery play is a development of this theme.

The saint, holding fast the laurel at the hour of execution, said to the

archers of Emesa:

'/ say unto you, I say unto you,

He that wounds me the more deeply, the more deeply loves me.'"

Debussy has introduced each act, or "mansion" (according to an

antique terminology) by a prelude. The introduction to the final act

becomes an "interlude," because it follows without break upon the

fourth (the scene of the laurel grove). He has introduced choral pas-

sages freely through the score, and to the divine commentaries of the

groups are added single celestial voices, for soprano except in the case

of the two brothers, the martyrs of the first act, these parts being sung

by contraltos. The orchestra makes little use of the strings save for

reinforcement or a background of tremolo chords. Analysts speak of

a distinct use of Gregorian modes, which antique flavor is mated with

a touch of Oriental melody, in keeping with the decidedly Eastern

influence which was found in the court and the civilization of the

Roman Empire in the days of Diocletian.

[copyrighted]
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"TOD UND VERKLARUNG" ("DEATH AND
TRANSFIGURATION"), Tone Poem, Op. 24

By Richard Strauss

Born at Munich, June 11, 1864; died at Garmisch, September 8, 1949

Tod und Verkldrung was first performed from the manuscript, the composer
conducting, at Eisenach, June 21, 1890, when his "Burleske" was also first heard.

Anton Seidl gave the first American performance with the Philharmonic Society

of New York, January 9, 1892. Emil Paur introduced it at the Boston Symphony
concerts, February 6, 1897.

The tone-poem is dedicated to Friedrich Rosch and scored for 3 flutes, 2 oboes,

English horn,' 2 clarinets, bass clarinet, 2 bassoons, double-bassoon, 4 horns, 3
trumpets, 3 trombones, tuba, timpani, 2 harps, gong, strings.

ITThen Death and Transfiguration first appeared, an unrhymed
* * poem was printed in the score, giving a more explicit story than

Strauss, always reticent about such matters, usually attached to his

symphonic poems. The verses were unsigned but were soon discovered

to be from the pen of none other than Alexander Ritter, the militant

champion of Wagner and Liszt, who had recruited the youthful Strauss

at Meiningen to the cause of "programme music." The verses, it was

found out, were actually written after the music had been composed,

and were inserted in the score as it went to the printer. The analysts

forthwith questioned the authenticity of the words as a direct guide

to the music. But surely Strauss and Ritter must have been too inti-

mately associated at this time not to have a clear understanding.

It was Ritter who had goaded the brilliant young musician to set his

back firmly upon symphonies and sonatas, and fly the banner of

"Musik als Ausdruck." Assuming that the older man could hardly

have done more than help the younger one to find himself, the fact

remains that Strauss, embarking upon programme music with the Aus
Italien which he called a "symphonic fantasia," in 1886, made quick

and triumphant progress with three symphonic poems: Macbeth, Don
Juan, and Tod und Verkldrung, all within the space of three years.*

The work divides naturally into four parts:

1. In a dark room, silent except for the ticking of the clock, is a

dying man. He has fallen asleep and is dreaming of childhood.
2. The struggle between life and death begins anew.

3. He sees his life over again. He remembers childhood, youth, and
the strivings of manhood after ideals that are still unrealized.

4. From heaven comes to him what he had vainly sought upon
earth, "Welterlosung, Weltverklarung" : "World-redemption,
world-transfiguration."

* Strauss wrote of Ritter : "His influence was in the nature of the storm-wind. He urged
me on to the development of the poetic, the expressive in music, as exemplified in the works
of Liszt, Wagner and Berlioz. My symphonic fantasia, Aus Italien, is the connecting link
between the old and the new methods."
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The poem of Alexander Ritter has been paraphrased as follows:

A sick man lies upon his mattress in a poor and squalid garret, lit by

the flickering glare of a candle burnt almost to its stump. Exhausted

by a desperate fight with death, he has sunk into sleep; no sound

breaks the silence of approaching dissolution, save the low, monoto-

nous ticking of a clock on the wall. A plaintive smile from time to

time lights up the man's wan features; at life's last limit, dreams are

telling him of childhood's golden days.

But death will not long grant its victim sleep and dreams. Ominously

it plucks at him, and once again begins the strife; desire of life against

might of death! A gruesome combat! Neither yet gains the victory; the

dying man sinks back upon his couch, and silence reigns once more.

Weary with struggling, bereft of sleep, in the delirium of fever he sees

his life unrolled before him, stage by stage. First, the dawn of child-

hood, radiant with pure innocence. Next, the youth who tests and

practices his forces for manhood's fight. And then the man in battle

for life's greatest prize: to realize a high ideal, and make it all the

higher by his act — this is the proud aim that shapes his course. Cold

and scornful, the world heaps obstacle after obstacle in his path: if he

deems the goal at hand, a voice of thunder bids him halt — "Let each

hindrance be thy ladder," he thinks. "Higher, ever higher mount!"

And so he climbs, and so he pushes on, breathless, with holy zeal. All

that his heart had ever longed for, he seeks still in death's last sweat

— seeks, but never finds! Though now he sees it more and more

plainly; though now it looms before him, he can not yet embrace it

wholly, nor put the last touch to his endeavor. Then sounds the iron

stroke of Death's chill hammer; breaks the earthly shell, enshrouds

the vision with the pall of night.

But now from on high come sounds of triumph; what here on

earth he sought in vain, from heaven greets him: Deliverance,

Transfiguration!

[copyrighted]

CONCERTO IN D MAJOR FOR VIOLIN, Op. 77

By Johannes Brahms

Born at Hamburg, May 7, 1833; died at Vienna, April 3, 1897

Composed in the year 1878, Brahms' Violin Concerto had its first performance

by the Gewandhaus Orchestra in Leipzig on January 1, 1879, Joachim playing the

solo and Brahms conducting.

The orchestral part of the concerto is scored for 2 flutes, 2 oboes, 2 clarinets,

2 bassoons, 4 horns, 2 trumpets, timpani and strings.

The concerto has been performed at Boston Symphony concerts by Franz Kneisel

(December 7, 1889); Adolph Brodsky (November 28, 1891); Franz Kneisel (April
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15, 1893, February 13, 1897, December 29, 1900); Maud McCarthy (November 15,
1902, December 19, 1903); Fritz Kreisler (March 11, 1905); Hugo Heermann
(November 25, 1905); Carl Wendling (October 26, 1907); Felix Berber (November
26, 1910); Anton Witek (January 20, 1912); Carl Flesch (April 3, 1914); Anton Witek
(November 24, 1916); Richard Burgin (December 17, 1920); Georges Enesco (Jan-
uary 19, 1923); Jacques Thibaud (January 15, 1926); Albert Spalding (December
2, 1927); Jascha Heifetz (March 15, 1929); Nathan Milstein (March 13, 1931);
Jascha Heifetz (December 17, 1937); Joseph Szigeti (March 17, 1944); Efrem Zimbalist
(March 29, 1946); Jascha Heifetz (February 28, 1947); Ginette Neveu (October 24,

1947); Isaac Stern (January 23-24, 1953); Joseph Szigeti (December 31-January 1,

1 954~5)» David Abel (February 17-18, 1956). It was performed at the Pension Fund
Concert of December 15, 1955 by David Oistrakh.

T ike Beethoven, Brahms tried his hand but once upon a violin con-
-*—

' certo — like Beethoven, too, he was not content to toss off a facile

display piece in the style of his day. The result was pregnant with sym-

phonic interest, containing much of Brahms' best. Joachim, for whom
the concerto was written, might protest, argue, threaten, as violinists

or pianists have before and since against obdurate composers. Brahms
consulted his friend readily and at length, but mainly for such work-a-

day practicalities as fingering and bowing.* For years the concerto was

avoided as unreasonably difficult by the rank of violinists seeking a

convenient "vehicle" in which to promenade their talents. The work
has triumphantly emerged and taken its secure place in the repertory

of concertos for its high musical values — and as such has become the

ultimate test of breadth and artistic stamina in the violinist who dares

choose it.

It was inevitable that Hans von Bulow, who called the piano

concertos "symphonies with piano obbligato," should have coined a

corresponding epigram for this one. Max Bruch, said Bulow, wrote

concertos for the violin, and Brahms a concerto against the violin. We
hasten to add Huberman's improvement on Billow in his dissertation

about the concerto form: "Brahms' concerto is neither against the

violin, nor for the violin, with orchestra: but it is a concerto for violin

against orchestra, — and the violin wins." The word, "concerto," say

the etymologists, derives from the Latin "certare," to strive or wrestle.

"Your delightful summer holiday," wrote Elisabet von Herzogen-

berg to Brahms, "your beloved Portschach, with its lake from whose

waves there rise D major symphonies and violin concertos, beautiful

as any foam-born goddess!"

In other words, this idyllic spot on the Worther See in Carinthia,

Brahms' chosen retreat for three summers from 1877, gave birth to two

works in the sunny key of D major — the Second Symphony and the

* Karl Geiringer reproduces in his Life of Brahms a solo passage from the Concerto as

originally written, Joachim's suggested emendation of it in the interest of effectiveness, and
Brahms' ultimate alteration, accepting in general Joachim's configuration, but treating it in

his own way.
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Violin Concerto* — which were linked in character by his friends at

the time, and have been by his commentators ever since.

Dr. Dieters found in the two a similarity of mood; Miss May goes

so far as to say that "the sentiment is maintained at a loftier height

in the concerto, although the earlier composition, the symphony, has

a limpid grace which has an immediate fascination for a general audi-

ence." Walter Niemann associates the two as "among Brahms' great

idyllic instrumental pieces with a serious tinge." He thus compares

the two first movements: "The virile struggle of this so-called 'harsh'

composer against his tender North German emotional nature, his con-

flict with self, follows almost the same course as in the first movement

of the Second Symphony. Thus the entry, of the solo violin, after the

rush of the great, broad tutti of the orchestra which precedes it,

produces a truly regal effect, as it improvises freely on the principal

theme, and works it up from the idyllic to the heroic mood."

Individuals may differ about the justness of comparing the two

works quite so closely. Some may admit nothing more in common
between the two than a thematic simplicity, largely based on the tonic

chord, and a bounteous melodic fertility; in general — the familiar

and infinitely cherished "poetic" Brahms.

As usual in making his first venture in one of the larger forms,

Brahms, with the expectant eyes of the musical world upon him,

proceeded with care. In 1878, when he wrote his violin concerto, the

composer of two highly successful symphonies and the much beloved

Deutsches Requiem had nothing to fear for his prestige in these fields.

About concertos, matters stood differently. His single attempt to date,

the D minor Piano Concerto, had begun its career eighteen years

before with a fiasco, and was to that day heard only on sufferance,

out of the respect due to the composer of numerous far more biddable

scores. In writing a violin concerto, Brahms was looked upon as a

challenger of Beethoven, of Mendelssohn, and of his popular contem-

porary, Max Bruch.

Brahms wrote his concerto for Josef Joachim (Joachim's copy of

the score is inscribed "To him for whom it was written"). It is to be

taken for granted that Brahms, who had often consulted his old friend

about such works as the First Piano Concerto and the First Symphony,

should in this case have looked for the advice of the virtuoso who was

to play it. Writing to Joachim early in the autumn of 1878, he

hesitated about committing himself, yielding the manuscript for a

performance in the coming winter. He even "offered his fingers" as an

alternative, for a concert in Vienna. The score, with a fair copy of the

solo part, which he sent for Joachim's inspection, was in its ultimate

* Brahms completed his Second Symphony in the autumn of 1877 ; the concerto just a year
later.
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form of three movements, proper to concertos. He had first worked

upon the symphonic procedure of two middle movements, but gave

up the scherzo, and considerably revised the adagio. "The middle

movements have gone," he wrote, "and of course they were the best!

But I have written a feeble adagio." Kalbeck conjectures the derelict

scherzo may have found its way into the Second Piano Concerto, where

Brahms succumbed to the temptation of a symphonic four movement
outlay.

There was an interchange of correspondence about the solo part,

of which Brahms sent Joachim a rough draft on August 22. Joachim
complained of "unaccustomed difficulties." The composer seems to

have held his own with considerable determination. An initial per-

formance for Vienna was discussed, and given up. The problem was

approached once more in mid-December, when Brahms sent Joachim

a "beautifully written" copy of the solo part, presumably with correc-

tions. "Joachim is coming here," he then wrote from Vienna, "and I

should have a chance to try the concerto through with him, and to

decide for or against a public performance." The verdict is reported

on December 21: "I may say that Joachim is quite keen on playing

the concerto, so it may come off after all."

It "came off" in Leipzig, at a Gewandhaus concert on New Year's

Day, 1879. Joachim of course played, and Brahms conducted. The
composer had protested a plan to have his C minor symphony played

on the same program, "because the orchestra will be tired as it is,

and I don't know how difficult the concerto will prove." Accordingly,

Beethoven's Seventh ended the concert, which otherwise consisted of

an overture, and some airs sung by Marcella Sembrich (then twenty-

one), Joachim adding, for good measure, Bach's Chaconne. The critic

Dorffel, in a rapturous review, admits: "as to the reception, the first

movement was too new to be distinctly appreciated by the audience,

the second made considerable way, the last aroused great enthusiasm."

Yet Kalbeck reports a lack of enthusiasm, which he attributes to the

soloist: "It seemed that Joachim had not sufficiently studied the con-

certo or he was severely indisposed." Apparently the violinist was not

wholly attuned to the piece at first, for after he and Brahms had played

it in Vienna, the latter wrote from that city: "Joachim played my piece

more beautifully with every rehearsal, and the cadenza went so mag-

nificently at our concert here that the people clapped right on into

my coda" (so much for concert behavior in Vienna, 1879). In April

of that year, having further played the work in Budapest, Cologne,

and twice in London, Joachim seems to have had a musical awakening.

Writing to Brahms about further changes he said: "With these excep-

tions the piece, especially the first movement, pleases me more and
more. The last two times I played without notes."

[copyrighted]
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Boston Symphony Orchestra

CHARLES MUNCH, Music Director

Since the current recordings by this Orchestra for RCA Victor consist of 84

different numbers, too long to list in this space, selections are here presented.

COMPLETE WORKS FOR CHORUS AND ORCHESTRA
Berlioz

Romeo and Juliet LM-6011

Harvard and Radcliffe Choruses

Soloists: Margaret Roggero, Leslie Chab ay,

Yi-Kwei Sze

The Damnation of Faust LM-6114

Harvard and Radcliffe Choruses

Soloists: Suzanne Danco, David Poleri, Martial

Singher, Donald Gramm

L'Enfance du Christ LM-6053

New England Conservatory Chorus
Soloists: Cesare Valletti, Florence Kopleff, Gerard

Souzay, Giorgio Tozzi

Debussy

Ravel

The Martyrdom of Saint Sebastian LM-2030

New England Conservatory Chorus

Soloists: Phyllis Curtin, Florence Kopleff, Cather-
ine Akos

Narrator: Charles Munch

The Blessed Dam02el LM-1907

Radcliffe Choral Society

Soloists: Victoria de los Angeles, Carol Smith

(Reverse side: Berlioz, Nuits d'ete* (Victoria de los

Angeles)

Nocturnes LM-1939

Berkshire Festival Chorus

Conductor: Pierre Monteux
(Reverse side: "La Mer")

Daphnis and Chloe LM-1893

New England Conservatory and Alumnae Chorus
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