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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

WQXR 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

Fourth Evening Concert

WEDNESDAY, February 12, at 8:45 o'clock

Program

Stravinsky "Agon," Ballet

(First concert performance in New York)

Ibert Chamber Concertino for Saxophone and Orchestra

Allegro con moto

Larghetto; animato molto

INTERMISSION

Tomasi Ballade for Saxophone and Orchestra

Mendelssohn Symphony No. 4 in A major ("Italian"), Op. go

I. Allegro vivace

II. Andante con moto

III. Con moto moderato

IV. Saltarello: Presto

SOLOIST

MARCEL MULE

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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'AGON," A Ballet for Twelve Dancers
By Igor Stravinsky

Born in St. Petersburg, June 17, 1882

The Ballet Agon was composed for the New York City Ballet on a grant from
the Rockefeller Foundation and is dedicated to George Balanchine and Lincoln
Kirstein. It was first performed as a ballet on December 1, 1957 by that company
at the City Center (there was a previous benefit performance on November 27 for
the March of Dimes).
There had been several concert performances of the complete score. (It lasts about

eighteen minutes.) The first was on June 17, 1957 (at a 75th birthday concert) in
the Hollywood Bowl by the Los Angeles Festival Orchestra, the composer conduct-
ing. Stravinsky also conducted performances with the Sudwestfunk Orchestra of

Baden-Baden, at the Salle Pleyel in Paris on October 11, and in Donaueschingen,
Germany, on October 19.

The score calls for 2 flutes and piccolo, 2 oboes and English horn, 2 clarinets and
bass clarinet, 2 bassoons and contra-bassoon, 4 horns, 4 trumpets, mandolin, harp,
piano, tom-tom (or high timpani), xylophone, castanets and strings. It is dated
April 26, 1957.
The mandolin part will be played by Martin Hoherman.

Qtravinsky's latest Ballet is severely non-representational in the

^ sense that there are no costumes other than the dancers' practice

costumes, no decor, no "story." The title, derived from the Greek,

meaning a "contest" or "struggle," is in itself decorative rather than

applicable. The ballet is "pure music" — a balanced co-ordination, a

matching of rhythms. Felix Aprahamian remarked in a review of the

Paris performance: "Its Greek title, denoting struggle, but used by

Stravinsky only in the sense of a dance competition, appears extremely

apt for a score so clean, sinewy, and stripped of inessentials, yet so

diverse." Balanchine, who made the choreography, has compared it

to "an I. B. M. electrical computer," adding, "It is a machine, but a

machine that thinks." John Martin, reviewing the Ballet premiere in

The Times, objects: "He is wrong, for not even the I. B. M. has

attempted a machine that deals in high wit. Agon certainly does.

Not that it is funny; when you find yourself smiling it is simply with

the pleasure of seeing the choreographer deliberately tie himself into

compositional knots and resolve them with ease and a touch of bravado

right on the final beat."

The Ballet requires four men and eight women. The orchestra is

larger than the composer has used since his Symphony of 1945. Its

use, however, is at no time massive. The many instruments are chosen

for alternation and variety of color. The principal dance subjects

(Sarabande, Gailliard, Bransle) upon which the score is built were

suggested by a French dance manual of the mid-seventeenth Century.

Jay S. Harrison, in the New York Herald Tribune, commented after

the Ballet performance upon the integration of the serial manner and

the earlier Stravinsky. "Here, for what is really the first time, the two

leading schools of twentieth-century musical thought — represented
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by Stravinsky on the one hand and Schoenberg on the other — are

joined so intimately that they become inseparable.

"The result of course is as nothing dreamed before. Though Agon
is wondrously danceable music, it is also, in the long haul, infinitely

more. For instance, Stravinsky, out of the depths of his uncanny
technique, has found a way of taking atonality and its linear concomi-
tants and giving them a backbone they have often lacked. Principally,

he does it with his rhythm, which is characteristically Stravinskian and
which, as such, absorbs the inherent aimlessness of atonal melodic
device — much as a blotter absorbs a pool of spreading ink.

"In addition, his rhythmic configurations, as is always true of

Stravinsky, even lend spine to the methods of orchestral disintegration

that he has learned from Webern. Thus, the several and individual

planes of Agon's sonority — the astral flecks of sound, the pulverization

of tune — do not appear in the least arbitrary. What emerges is a

network of sound consisting of bits and pieces of tone everywhere
harnessed to a rhythmic base that reassembles these bits and pieces

directly the ear has heard them."

Robert Craft, providing notes for the excellent Columbia recording

of this work, writes interestingly about the circumstances of its com-

position and gives a skeleton analysis here quoted.

"Agon is much more than merely the newest addition to the line of

neoclassic ballets, of course. It continues their style and their tradition

of ballet formulae. Its interior construction does not follow from them
and its technique is wider in scope and more concentrated in depth.

But Agon is also, I think, far richer in substance and, by whatever
techniques composed, it contains some of the most brilliant music
Stravinsky has written. (The quartet for mandolin, harp, violin, and
'cello seems to me the high point of all.)

"The dates of composition help to explain the more consistent and
fundamental use of serial technique as the work proceeds; they are in

accord with Stravinsky's own development in the direction of through-

^ flolaUe Qifl

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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composed serial music. In December 1953, i.e., before the In Memoriam
Dylan Thomas and long before the Canticum (which was begun in

June 1955), Stravinsky composed a fanfare for three trumpets. The
ballet begins and ends with this fanfare, albeit considerably expanded
and revised the following year and re-written a second time upon the

completion of the whole ballet (re-instrumented, especially; for in the

first revision the trumpets in the beginning were accompanied by harp
only, and in the second section a guitar had been indicated for the

part now played by the mandolin). Also dating from December 1953
is the latter part of the Double Pas de quatre. About two-fifths of the

Ballet were composed in Hollywood in 1954, the first two Bransles in

Hollywood in the spring of 1956, and the third in Venice in August
1956. The remaining portions were completed between February and
April 1957."

I

Pas de quatre (Quartet Variation). Four male dancers advance from the rear of

the stage with backs to audience.

Double Pas de quatre (Double Quartet Variations). Eight female dancers.

Triple Pas de quatre (Triple Quartet Variations). Eight female and four male

dancers. Coda. Musically this dance is a variation and development of the

Double Pas de quatre.

II

Prelude. Orchestra.

First Pas de trois. One male and two female dancers.

1. Sarabande step; male dance solo, two steps forward and three steps backward.

2. Gailliard; two female dancers.

3. Coda; male and two female dancers.

Interlude. Orchestra.

Second Pas de trois. Two male and one female dancer.

1. Bransle Simple; two male dancers.

2. Bransle Gay; female dance solo. Stravinsky's sketches indicate that the dancer

must turn the head towards each of the male dancers in turn at the two

points in the score where the instruments stop and the Castanet plays alone.

3. Bransle Double (de Poitou); two male dancers and one female.

Interlude. Orchestra.

Pas de deux. Adagio; one male and one female dancer.

Variation; one male dancer.

Variation; one female dancer.

Refrain; one male dancer.

Coda; one male and one female dancer.

Ill

"A la strette." Orchestra. Strings, brass, percussion, piano.

Danse des quatre duos (quartet of four pairs). Four sets of one male and one

female dancer.

Danse des quatre trios (quartet of four trios). Strings and trombones. Four sets

of one male and two female dancers.

Coda des trois quatuors. All the dancers. Strings and brass. Near the end, at the

place in the score where the brasses start to play alone, the female dancers

leave the stage and the male dancers return to their original positions with

their backs to the audience as at the beginning of the ballet.

[copyrighted]
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CONCERTINO DA CAMERA, for Alto Saxophone

and Eleven Instruments

By Jacques Ibert

Born in Paris, April 15, 1890

The "Chamber Concertino" which Ibert wrote for the saxophone was composed

in 1935. It had its first performance at a concert of "Le Triton" in Paris on May 2

of the year of its composition, when it was referred to in the programme as an

"allegro for saxophone and small orchestra." The soloist was Sigurd Rascher, to

whom the score is dedicated. It was performed under its present title by Mr.

Rascher at the Boston Symphony concerts, on October 20-21, 1939.

The solo instrument is the alto saxophone in E-flat. The score calls for 11 accom-

panying instruments: flute, oboe, clarinet, bassoon, horn, trumpet, and 5 string*.

The parts, of course, can be doubled if required.

T\ Tonsieur Ibert has treated the saxophone not as an instrument ot

-*--*• jazz or lush sentiment, but, in the words of a French critic, "with

a typical clarity, delicacy, balance, and a fantasy consistent with an

impeccable style." Roger Vinteuil remarked of the first performance

in Paris that the piece "went like a dream."

There are three movements, the slow movement and finale being

continuous. The Concertino opens with a few measures in which

the trumpet and horn predominate before the saxophone makes its

entrance with the principal theme. A second and broader melody

lightly accompanied is in contrast to the energetic and displayful

theme. The larghetto begins with a solo for the saxophone unaccom-

panied until chords from the strings lend their support. The trumpet

adds a counter melody which in development leads up to the final

animato molto, thematically allied with the opening section. The
finale, working up to a brilliant close, exploits the fullest possibilities of

the instrument, a cadenza taking its traditional position before the end.

KNEISEL HALL, BLUE HILL, MAINE
Summer School

July 7th to August 30th, 1958

INTENSIVE ENSEMBLE and INDIVIDUAL TRAINING
Distinguished Faculty includes:

ARTUR balsam
JOSEPH FUCHS - LOUIS PERSINGER - CARL STERN

MARIANNE KNEISEL, Director

190 RIVERSIDE DRIVE, NEW YORK 24, N. Y.
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Jacques Ibert was a pupil at the Conservatoire in Paris, studying

under Andre Gedalge when, in 1914, the war intervened. He enlisted

in the French navy and eventually served as officer in the naval reserve.

At the conclusion of the war, he resumed his study of music with Paul

Vidal and took, in 1919, the Prix de Rome, which had been suspended

since 1915. He was then twenty-nine. He lived in Rome until 1922,

occupying the same "romantic sunny tower" that had been the studio

of Charpentier. His "Escales," composed in 1922 and widely per-

formed, was the music that first made him known abroad. Ibert has

written a considerable amount of music in the years succeeding. In

1937 he was appointed Director of the French Academy in Rome, the

first musician to hold this post.

"In whatever Jacques Ibert presents to his hearers," Andre" George

has written, "there is clarity and good quality, an impression of work

well done. . . . There is always about his music, as about his person,

an air of good fellowship and delicate amiability that shows the artist

of breeding. He pleases without trifling. Generously gifted as he is in

many directions, his musical temperament expands with singular

felicity in the orchestra, where he revels in the subtlest management

of exquisite sound values. . . . His music is always found to reflect

his apt sense of color and his gifts for contriving those iridescent effects

which are so striking a feature of his work."

The following works of Ibert have been performed by this orchestra:

Oct. 9, 1925. "Escales." (First performance in America.)

Mar. 23, 1926. "Chant de Folie," for Orchestra and Chorus (Cecilia

Society). (First performance.)

Oct. 22, 1926. "Les Rencontres!' (First performance in America.)

Oct. 26, 1928. "Feerique." (First performance in Boston.)

Oct. 20, 1939. "Concertino da Camera," for Alto Saxophone and

Orchestra (Soloist — Sigurd Rascher).

Jan. 8, 1954. Concerto for Flute and Orchestra (Soloist — Doriot

Anthony Dwyer).

Dec. 7, 1956. "Escales."

M. Ibert visited America in the summer of 1950 to teach in the

Composition Department of the Berkshire Music Center. In that

season his Opera Le Roi d'Yvetot was the principal production of the

Opera Department. In the summer of 1952, his farcical one-act opera

Angelique was performed there. Other operas are Persee et Andro-

mede, Le Jardinier de Samos, L'Aiglon and La Famille Cardinal (the

last two in collaboration with Honegger), Gonzague, L'Uomo, la

bestia, e la virtu. His symphonic works include, besides Escales,
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Scherzo feerique, Ballade de la geole de Reading (after Oscar Wilde,
originally a ballet), Paris Suite, Ouverture de fete, Suite elisabethaine.

Ballets are: Les Rencontres, U&ventail de Jeanne, Diane de Poitiers,

Le Chevalier errant (ballet opera); choral works: Chant de folie, Le
Poete et la fee, Berceuse du Petit Zebu (a cappella). There are con-

certos for cello, for saxophone, and for flute, a Symphonie concertante

for two oboes and strings; the familiar Divertissement and other works
for chamber groups; music for piano solo, organ solo, the song suite

La Verdure doree.

[copyrighted]

MARCEL MULE
Marcel Mule was born in Aube

(Orne) in 1901, studied both piano and
violin, but in addition he learned to

play the saxophone under the instruc-

tion of his father, himself a virtuoso. In
1923 he was admitted to the Band of the
Garde Republicaine as saxophonist. In
1929 he founded, together with col-

leagues of that organization, the Quatuor
de Saxophones de la Garde which later

became the Saxophone Quartet of Paris.

In 1936 he left the Band to devote him-
self entirely to concerts. He has ap-

peared as soloist and toured with this

group in various countries in Europe.
In 1942 a class in saxophone was estab-

lished at the Conservatoire under his

direction. His present visit to this

country is his first.

THE SAXOPHONE

By Marcel Mule

(From "Symphony," 1950. Translated from the French by Leona Flood)

Certainly no instrument today knows such a vogue as the saxophone.

In the smallest village on the festival day of the local patron saint

they dance to the sound of this instrument which they completely

ignored thirty years ago. In effect, the saxophone, which has existed

for more than one hundred years, has had to wait for the advent of

jazz to reach its full blooming.

And meantime the genial Adolphe Sax had not foreseen that his

invention would have to wait for success, and that dance music would

take hold of it. He had conceived the saxophone as a bond between

the woods and the brass of the orchestra. He envisioned for it clearly

symphonic functions, and some composers of the last century utilized

it thus with happy results. Bizet gave a role of first importance to it in

L'Arlesienne, Massenet in Werther and Herodiade, Ambroise Thomas
in Hamlet. Later Claude Debussy wrote a Rapsodie and Florent

Schmitt a Legende for it.

Nevertheless the majority of composers ignored it, and one must

[9]



admit that the saxophone has never been definitely incorporated in a

large symphonic orchestra. A saxophone class had been created at the

Conservatoire National de Musique de Paris and entrusted to Adolphe
Sax himself, but it had to be suspended shortly after its creation. The
instrument did not vanish completely, however, since military bands

and choral societies hastened to adopt it.

The apparition of jazz was necessary for it to attain stardom, but

this is certainly not, we repeat, what Adolphe Sax would have wished.

Unfortunately, many people know the saxophone only under this

aspect, and to my mind, it is infinitely regrettable. Suppose for a

moment that you had heard the clarinet, the trumpet, the trombone,

indeed even the violin, only in jazz. There we have the drama of the

saxophone: an instrument conceived in order to bring its contribution

to the symphonic orchestra, it has been disdained by the symphonists

and been found useful only in jazz.

There are some reactions to be sure. In France eminent composers

currently employ it very much, and to cite only a few, Arthur Honeg-

ger, Jacques Ibert, and Darius Milhaud never forget it in their scores.

Personally, appreciating in the saxophone all the richness and nobility

of tone, the possibilities of expression, the evenness in virtuoso playing,

I have tried for a long while to make use of all of its resources. I have

founded a quartet which has been heard all over France and in many
of the countries of Europe for some twenty years.

I do not pretend to be the sole defender of the "serious" saxophone.

A number of artists in Europe and in the U. S. A. are passionately

interested in the question. Many quartets exist already, but we are a

minority. It will be necessary still to wait for a long time for this

movement to attain sufficient breadth, and for the general public to

discover finally the nobility of a spoiled instrument.

The saxophone can play a role of the first level in the symphonic

orchestra, with the same importance as all the wind instruments

habitually employed in the orchestration. In order that it does not

jar against its elders, it should obviously be played with as much care

as other instruments. That is to say, to cling to the quality of timbre,

to the intonation, to the precision of the attacks in all the nuances —
in a word, to acquire a very serious general technique. From the point

of view of virtuosity, the saxophonist ought to strive as hard as the

players of all other instruments, and it is necessary to submit to working

with scales, arpeggios and etudes in order to attain ease with certainty.

A numerous collection of exercises and studies exists already and amply

suffices for the formation of a beautiful technique.

As to the quality of the sound, it is of course a question of personal

taste, but allow me to give some counsel. In my opinion, in order to

have a beautiful sonority, first of all it is indispensable to have perfect
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freedom of the throat, which means prevention of any contraction.

It is necessary to send the air into the instrument while opening the

throat as though pronouncing an "o" or an "ah." Thus one obtains

at the same time volume of sound and facility in all registers. This

condition realized, hold the mouthpiece with enough firmness to avoid

vulgarity of sound, yet without exaggerated pressure on the reed.

These two elements, free throat and control of the embouchure, are

indispensable to the quality of tone.

There remains the expressive element which is not an attribute of

the saxophone, but which one should not pass over: the vibrato. One
could not conceive of the violin or cello with a "straight" tone. For

some years we have been perfectly accustomed to the expressive sonor-

ities of the flute, oboe, bassoon, or horn. These instruments vie with

the strings in expression, and add an element of intense emotion to

the orchestra. It should be the same for the saxophone in this connec-

tion, provided that a rigorous discipline be observed — a proper

"dosage."

The vibrato is composed of two elements: undulations obtained

by the variation of the height of the sound, and speed of the undula-

tions. In order to avoid all vulgarity in the tone, the undulation must

not be exaggerated, but sufficient so that we perceive it clearly. Con-

cerning the rapidity of the successive undulations, it is an excellent

practice to work with a metronome, imposing upon oneself a tempo

which avoids at once a quivering and that sort of wah-wah which

engenders too slow an undulation.

Through experience and taste, one will arrive at a vibrato which

will give the tone an emotion of quality.

Despite the brevity of this article, I think I have revealed clearly

enough my conception of the saxophone. In conclusion, I should like

to express the wish that many young amateurs will realize all the joys

to be expected of this beautiful instrument. I am the first to amuse

myself with effects obtained by the jazz saxophonists, but I deplore

that the saxophone should be known only under this guise by the

majority of the public, when this magnificent instrument should fulfill

a more noble mission.

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

THE BERKSHIRE INi\
GREAT BARRINGTON, MASSACHUSETTS

invites you to enjoy its New England Charm 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



BALLADE FOR ALTO SAXOPHONE AND ORCHESTRA
By Henri Tomasi

Born in Marseille, August 17, 1901

This Ballade was composed in 1939. It is scored for 2 flutes, 2 oboes and English
horn, 2 clarinets, 2 bassoons, 2 horns, 2 trumpets, 2 trombones, timpani, triangle,

side drum, cymbals, wood block, glockenspiel, harp, and strings, with solo saxophone
in E-flat.

HpHE Ballade is openly and lightly scored, rhythmic throughout. It

A opens andantino with an air derived, according to the score, from
a "popular English theme," first heard by the violins and English horn
and, together with arpeggios, developed by the soloist. The tempo
changes from triple to common time as the soloist plays the tripping

measures of a gigue, at first over plucked strings. A "tempo di. blues/'

developing a form of the first theme altered into 4-4 rhythm, follows

and alternates with the gigue section. The saxophone plays a cadenza

and the themes are finally developed with increasing orchestral

emphasis.

Tomasi has contributed a verse as suggestive of the Ballade as

follows:

Sur un vieux theme anglais, long, maigre et flegmatique comme lui,

Un clown raconte son histoire splenetique a la nuit.

L'ombre de son destin, le long des quais, zigzague, et le gout

De megot, qu'en sa bouche ont pris de vieilles blagues, le rend fou . . .

Fuir son habit trop large et sa chair monotone, en n'etant,

Entre la joie et la douleur, qu'un saxophone hesitant.

Son desespoir, au fond d'une mare sonore, coule a pic . . .

Et le clown se resigne a faire rire encore le public.

"With an ancient English theme, long, lean, contained as himself, a clown tells

his gloomy tale to the night. The shadow of his destiny zigzags the length of the

quai. The taste of the stub in his mouth, the odor of old jokes, drive him mad.

He escapes from his napping coat and his whitened skin, torn between joy and pain

like the hesitant notes of a saxophone. His despair sinks to the bottom of a pool

of sound and the clown resigns himself to make the public laugh once more."

Henri Tomasi's parents were Corsican. At the Conservatoire he

studied with* Caussade, Paul Vidal, Vincent d'lndy and Philippe

Gaubert. He took the Grand Prix de Rome in composition and the

first prize in conducting in 1927. He conducts the £.tat Radio. His

list of works is numerous and includes symphonic poems, orchestral

suites, ballets, "lyric dramas" and chamber music.

[copyrighted]
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SYMPHONY IN A MAJOR, NO. 4, "ITALIAN," Op. 90

By Felix Mendelssohn-Bartholdy

Born at Hamburg, February 3, 1809; died at Leipzig, November 4, 1847

Completed in 1833, Mendelssohn's Fourth Symphony was first performed by the

Philharmonic Society in London on May 13, 1833. The composer made a revision

which was completed in 1837, but not performed on the European Continent until

two years after his death — November 1, 1849 — when Julius Rietz conducted it at

the Gewandhaus concerts in Leipzig.

The orchestration calls for 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns,

2 trumpets, timpani and strings.

Mendelssohn visited Italy in 1831 (where, incidentally, he met

Berlioz) and filled his letters to his family with delighted

descriptions of the countryside and particularly the ancient city of

Rome.

It would be hard to come across the opinion that the "Italian"

Symphony is in any way a national document, or a piece of descrip-

tive music. There are those who have discerned Naples in the slow

movement, and others who, not unreasonably, have looked in vain

to justify such a reading. Those who are bound to find a true reflec-

tion of Italy in the Symphony can at least point to the Saltarello finale.

If a saltarello rhythm can make an Italian symphony, they are right.

It is true that this rhythm impressed itself on Mendelssohn at glam-

orous moments. On a certain occasion in the midst of his winter at

Rome (1830-1831), Louisa Vernet, daughter of his host, Horace

Vernet, delighted him by doing the saltarello steps with her father,

and by acquitting herself more than creditably upon the tambourine.

At Amain, when the nights had grown warm and the moon intoxicat-

ing, there was general dancing before the inn at Santa Lucia, in which

the young Mendelssohn and his bosom friend of the moment, Theodor
Hildebrandt, took part. Elise Polko, writing her romantic reminis-

cences of Mendelssohn, had from Hildebrandt intimations of a direct

connection between Amain and the "Italian" Symphony. "In the midst

of the dancing," writes Miss Polko, in what might be taken as a bit

of not unplausible biographical reconstruction, "Mendelssohn called
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out to his friend, 'Oh! that melody! mark it well, you shall find it

again, in some shape or other, in a work of mine; that I am resolved

upon.' And Hildebrandt did find it again in a movement of the Fourth

Symphony. 'Now listen, that is a fragment of Italy. Don't you see the

moon shining and the pretty girls dancing?' said Mendelssohn, when
subsequently playing portions of this great work to his former travel-

ling companion."

The twenty-one-year-old Mendelssohn, out for a holiday, was to all

appearances far more interested in directly absorbing the pageant of

color and sound which Rome, Naples, Amalfi, Sorrento, Capri offered

him, in recording these important matters in his discursive letters to

his family and his numerous pen or pencil sketches, than in the

elusive process of transforming them into matter for a classical sym-

phony. The wonder is that he had time for music at all. He was an

indefatigable "tourist"; spending Holy Week at Rome, he attended all

the services and remarked the chants, note for note, good and bad. He
described his experiences in elaborate detail in "diary" letters which,

together with his journal of subsequent travel in Switzerland, fill a

volume. "I work hard," he wrote in one of his letters from Rome,

"and lead a pleasant, happy life; my mirror is stuck full of Italian,

German, and English visiting cards, and I spend every evening with

one of my acquaintances." His host on such evenings would be sure

to ask him to exhibit his extraordinary improvisatory powers on the

piano — and he always graciously complied. Even in this busy round,

his intentions to compose were of the best, and if the landscape in

which the intense sky, the sea "like a meadow of pure ether as you

gaze at it," the gay peasant types, the blossoms of the acacias and

citrons tempted him to remain out of doors, a spell of rainy weather

would find him at his work, striving to make up for lost time. The
imagination of the young Mendelssohn was brimming with musical

plans in this winter. He wrote to Fanny of "two symphonies which
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have been haunting my brain," also a piano concerto, the "Hebrides"

Overture, which, begun in Scotland, was having its last touches, his

setting of Goethe's "Walpurgisnacht" which was claiming at that time

his more direct attention.

He wrote to Fanny from Rome on February 22, 1831: "I have once

more begun to compose with fresh vigor, and the Italian Symphony
makes rapid progress; it will be the most sportive piece I have yet

composed, especially the last movement. I have not yet decided on the

adagio, and think I shall reserve it for Naples." The "Reformation"

Symphony was in an unfinished state at this time; also the A minor —
the "Scotch" Symphony, which had its inception at Holyrood Palace,

Edinburgh, in 1829. But tms ne set aside, writing as the sunshine

poured in his window: "Who can wonder that I find it impossible

to return to my misty Scotch mood?"

It thus appears that when Mendelssohn was scarcely of age, all of

his symphonies had taken definite shape in his head. The "Italian"

was numbered "four" because, never quite satisfied, he held the manu-

script with the constant intention of revision, so that it was published

after his death. The official "First" was the symphony in C minor. It

was written in 1824, and the fifteen-year-old Mendelssohn had at that

time carefully recorded and dated twelve complete symphonies in his

voluminous notebooks — efforts which the adult Mendelssohn did not

see fit to acknowledge. The three symphonies which subsequently occu-

pied him were a matter for long delay and careful repolishing for

years to come. Mendelssohn was loath to commit his manuscripts to

the finality of publication. The "Italian" Symphony was finished, and

performed in London in 1833, while the completion of the "Scotch"

Symphony, more ambitious in design, still eluded him. It was not

until 1842 that Mendelssohn was ready to perform this work, at a

Gewandhaus concert in Leipzig — and then from the manuscript. With
the "Reformation" Symphony, performed at the Singakademie, Berlin,

in 1832, he was never satisfied, and he never allowed it to be pub-

lished.

As for the "Italian" Symphony, it was far from finished during

Mendelssohn's Italian winter (1831) . And to his sister's inquiry about

the progress of the work, he wrote from Paris in January, 1832, that

it was awaiting the completion of the "Walpurgisnacht" music, which
then took a prolonged share of his time and pains. The score of the

Symphony was completed in Berlin, March, 1833, and brought out in

London in the following May.

But Mendelssohn, always the rigorous self-critic, felt the need for

recasting this symphony, even as he ceaselessly looked for points of

improvement in the two oratorios, or the "Walpurgisnacht." His

letters reveal that he was in travail over the first movement which,
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he conjectured, might turn out to be something quite different. The
revision was completed in 1837, but not performed on the European

continent until two years after his death. He wrote to his friends

Ignaz and Charlotte Moscheles, the "amiable couple in Chester Place,"

from Dusseldorf, June 26, 1834: "The other day, Dr. Frank, whom
you know, came to Dusseldorf, and I wished to show him something

of my A major Symphony. Not having it here, I began writing out

the Andante again, and in so doing I came across so many errata

that I got interested and wrote out the Minuet and Finale too, but

with many necessary alterations; and whenever such occurred I

thought of you, and of how you never said a word of blame, although

you must have seen it all much better and plainer than I do now.

The first movement I have not written down, because if once I begin

with that, I am afraid I shall have to alter the entire subject, begin-

ning with the fourth bar — and that means pretty nearly the whole

first part — and I have no time for that just now. The dominant in

the fourth bar strikes me as quite disagreeable; I think it should be

the seventh (A-G) ."

It was probably the Finale, with which Mendelssohn was never

quite satisfied, which delayed the publication of the score (1851) until

after the composer's death. Tovey has examined with renewed care

this Finale, with all its delicate workmanship and neat realization,

and has admitted his entire inability to perceive where it could be

improved. "But the work may be perfect, though Mendelssohn was

disappointed in it; and an instinct deeper than his conscious self-

criticism may have prevented him from altering it." This writer finds

his way out of the enigma of Mendelssohn's discontent by deciding

that the mature man could not wholly concur with the product of

his own more youthful point of view. It is "rather an objection to

the laws of human growth than the recognition of defects that self-

criticism and revision can remedy. Certainly, in the first three move-

ments every bar and every note is in the right place, except for one

tiny oversight in the slow movement which only a mistaken piety

would leave uncorrected. As to the finale, no defect is discoverable;

but we can imagine that Mendelssohn could have wished to broaden

its design toward the end. On the other hand, it is possible that the

revising of it would have proved to be an arbitrary and endless busi-

ness, leaving the movement neither better nor worse than before."

[copyrighted]

Ga

[16]



kJ H"

for MUSIC

How much is our Boston Symphony

Orchestra worth to us? The Sym-

phony season . . . Tanglewood . . .

Pops . . . the Esplanade concerts?

Ticket sales, record sales and endow-

ment don't quite make ends meet.

Your help is requested to enable the

Boston Symphony to continue its great

tradition. Won't you join us by send-

ing a contribution?

FRIENDS of the

BOSTON SYMPHONY ORCHESTRA

SYMPHONY HALL
BOSTON

[t7]



SEVENTY-SEVENTH SEASON • NINETEEN HUNDRED FIFTY-SEVEN -FIFTY-EIGHT

Boston Symphony Orchestra

CHARLES MUNCH, Music Director

The remaining concert in the Wednesday evening series will be

as follows:

March 19 CHARLES MUNCH, Conductor

JOSEPH de PASQUALE, Viola

The remaining concert in the Saturday afternoon series will be

as follows:

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.

CARNEGIE HALL • NEW YORK
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SEVENTY-SEVENTH SEASON • NINETEEN HUNDRED FIFTY-SEVEN -FIFTY-EIGHT

Seventy-Second Season in New York

Fourth Afternoon Concert

SATURDAY, February 15, at 2:30 o'clock

Rameau Suite from the Opera, "Dardanus"

I. Entree

II. Rondeau du sommeil

III. Rigaudon

IV. Rondeau gai

Ibert Chamber Concertino for Saxophone and Orchestra

Allegro con moto
Larghetto; animato molto

INTERMISSION

Bruckner Symphony No. 7, in E major

I. Allegro moderato

II. Adagio: Sehr feierlich und langsam

III. Scherzo: Allegro; Trio: Etwas langsamer

IV. Finale: Bewegt, doch nicht schnell

SOLOIST

MARCEL MULE

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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SUITE FROM "DARDANUS"
By Jean Philippe Rameau

Born in Dijon, September 25, 1683; died in Paris, September 12, 1764

"Dardanus, Tragedie lyrique en cinq actes et un prologue" to the text of Le
Clerc de la Bruere, was first performed at the Academie Royale de Musique in

Paris, October 19, 1739. This Suite is drawn from two edited by Vincent d'Indy.

It was last performed at these concerts February 2-3, 1951.

A lthough Rameau showed himself a musician at the age of seven,

-£** playing upon his father's clavecin, and although in his early man-
hood he made his mark in Paris as organist, violinist, and musical

theorist, it was not until 1733, at the age of fifty, that he composed his

first ambitious stage work. This was "Hippolyte et Aricie," a setting

of Racine's "Phedre" It was as a musical theorist that Rameau had
attracted most attention. His several treatises on the science of his art,

and in particular the investigation of the disposition of chords, though

not always found acceptable according to later views, were undoubtedly

a stimulus to constructive thought on the subject.

The composer had long sought recognition in the profitable field of

opera, but success in opera at that time depended upon an alliance

with a librettist of the highest standing, and this alliance he had not

been able to make. A collaboration with the two-edged Voltaire did

him no good, for the resulting piece, "Samson," was banned on the

eve of performance. After "Hippolyte et Aricie," which gave him the

theatrical standing he had lacked, he produced operas, ballets and

divertissements in quick succession. "Dardanus" which was preceded

in the same year by his Ballet "Les Fetes d'Hebe," had an immediate

success and continued in the active repertory until years after his

death. It even inspired a parody by Favart, Panard and Parmentier

called "Arlequin Dardanus" in 1740. Rameau became the composer

of the day in Paris. He was thunderously applauded on his every

appearance at the Opera, appointed the successor of Lully as Com-

positeur de cabinet for Louis XV, and recommended for the badge

of nobility.

It has been said against Rameau, no doubt with justice, that he

lacked the true dramatic instinct of Lully before or Gluck after him;

that he was careless of the librettos he accepted, and was more inter-

ested in the treatment of his orchestra from the purely musical point

of view than in theatrical effect, or the handling of the voice. He is

said to have made the damaging admission that he could set even the

Gazette de Hollande to music. And in his old age he remarked one

evening to the Abbe Arnaud: "If I were twenty years younger, I would

go to Italy, and take Pergolesi for my model, abandon something of
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my harmony and devote myself to attaining truth of declamation,

which should be the sole guide of musicians. But after sixty, one can-

not change; experience points plainly enough the best course, but the

mind refuses to obey."

The defense of Rameau lies in his widespread and clamorous success,

based, not upon an easy acquiescence to popular mode, but in harmonic

innovation which was courageous as well as engaging, and made him
enemies in reactionary quarters. Rameau, delving deep in his earlier

years into the science of harmony, wrote voluminously and brilliantly

upon the subject. He was always ready to put his theory into practice,

and in turn to modify that theory to his practical experience.

[copyrighted]

CONCERTINO DA CAMERA, for Alto Saxophone

and Eleven Instruments

By Jacques Ibert

(For Notes see page 7)

ADOLPHE SAX AND HIS INVENTION

>T"^he saxophone was patented by its inventor as long ago as 1846.

•*- Oscar Commettant opened his biography of Adolphe Sax

("L'histoire d'un inventeur au dix-neuvieme siecle") with these words:

"The life of Adolphe Sax by force of his services rendered to musical

art, by the struggles he endured to place his discovery at the use of the

world, and to defend them against infringements; and by the recogni-

tion which he has received from all nations, rises, we have no fear to

state, to the height of a notable event in the history of man."

This opening may have seemed a bit sanguine to a reader of i860

when the book appeared, and when the saxophone was still a rare and

curious hybrid in the family of instruments. Its distinctive use in

recent years has vindicated the inventor and his biographer.

Adolphe Sax (1814-94) was a musician and instrument maker of

Dinant, Belgium. He grew up in the workshop of his father, Charles

Sax, a famous maker of instruments, working beside his brother

Alphonse, who likewise was to devote himself to the improvement of

musical mechanisms. Adolphe, having studied the flute and clarinet

at the Brussels Conservatoire, used his knowledge toward the better-

ment of their fingering and tonal response. Clarinets particularly

occupied him. He improved the bass clarinet and invented the

double-bass clarinet.

Deep in his clarinet problems, he made the singular experiment of
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fitting a clarinet mouthpiece, with its single reed, upon a brass instru-

ment. A clarinet of brass would have differed little from a wooden

one. But Sax contrived a horn of conical bore, that property which

gives all of the brass family their distinguishing timbre. The resulting

blend of dulcet sweetness and penetrating power was arresting. The
clever craftsman contrived his stops and keys for fluent manipulation.

In 1842, he went to Paris armed with a rather formidable outfit of

wind instruments — notably his reed-brass invention, which he called

the "saxophone." Sax was hampered by an entire lack of funds to

promote his cause. It was not long before such musicians as Berlioz,

Kastner, and Halevy had raised funds to establish him.

He exhibited his various instruments at the French Exposition of

1844, when, on account of the inability of any other musician to

handle a totally new instrument, he was forced to play the saxophone

himself. Various musical notables of Paris became actively interested

in the possibilities of the saxophone. Habeneck commended it, Fetis

wrote about it, Meyerbeer and Auber used it in certain scores. Rossini

bestowed upon its special quality one of his bon mots: "The most

beautiful tone paste that I know" ("la plus belle pate de son que je

connais"). Berlioz described the instrument with enthusiasm in his

treatise on instrumentation, an enthusiasm, however, which did not

lead him to actual use of the instrument:

"These instruments, newly added to the orchestra, have rare and
excellent qualities. They are gentle and yet penetrating in their high
notes, full and solid in their depth and most expressive in their

middle register; altogether a most uncommon sound, in a certain

measure like the sound of the violoncello, the clarinet and the English
horn, with a certain half-metallic mixture which somehow lends it an
unusual charm. Lively and just as suitable for quick passages as for

lovely melodious ones and for religious and dreamlike harmony effects,

the saxophone is of great value to every kind of music, but especially

in slow, dreamy pieces. Clever composers will in time produce mar-
velous effects by uniting it with the family of clarinets or by different

combinations."

Sax took out a patent for a new bugle which he called the "saxhorn,"

and a "saxo-tromba" which more nearly approached the trumpet

family. In 1846 he registered for patent the saxophone, but rival

instrument makers of Paris opposed the patent on the technical grounds

that it had already been demonstrated in public. Sax retorted by

withholding his invention for a year, and by challenging them to pro-

duce something comparable. This they could not do. Eventually he

obtained not only his patent but a government monopoly for the

French military bands. Saxophones accordingly were firmly planted

in the official band music, displacing horns, oboes and bassoons.*

* The doublebass clarinet is still used in the band of the "Garde Republicaine."
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Sax enjoyed many honors in his day, took medals at later exhibitions,

and had illustrious support. Nevertheless his lack of business acumen

resulted in his bankruptcy in 1852. In 1877, having again fallen into

adversity, he was forced to sell his entire collection of instruments.

The saxophone, persisting in brass bands, met with only occasional

use in orchestral music, mostly in France from such composers as

Meyerbeer, Saint-Saens, Thomas, Bizet and d'Indy. Outstanding

modern instances of the employment of the saxophone are generally

familiar. Strauss' use of a quartet of saxophones in his "Symphonica

Domestica" is often quoted. From the time of the emergence of the

jazz band, about 1915 or 1916, the saxophone, becoming a household

object, has inevitably insinuated itself, together with jazz rhythms,

into symphonic music. Those who attend concerts need only be

reminded of what Ravel has done in "Bolero" and in his orchestration

of Moussorgsky's "Pictures at an Exhibition."

j. N. B.

MUSICAL DOODLING
By Ernest Newman

(London Sunday Times, July 14, 1957)

T am afraid no one will write for me now a book that it has long
*- been my heart's desire to see — a history not of music or of

musicians — we have these in abundance — but of musical opinion.

It should be a most amusing volume, which is one of the reasons for

my longing for it as I have done. We are all familiar with and duly

tolerant of the conviction of the young men and women of each

generation that this fat-headed old universe never had a dog's chance

of really getting anywhere until they appeared on the scene. Less

familiar, though not actually unknown, is the belief of middle age

that it has seen the best this shoddy world can ever produce, and what

it is now producing is about the worst ever.

There mus,t be a lot of people still alive who used to wipe the Strauss

of "Till Eulenspiegel" and "Don Quixote" and "Salome" off the slate

with a contemptuous snort of "ultra-modern." A few of us can still

recall not merely the excited musical controversies of the period

between the two wars, but those that raged around the "Futurist"

manifestoes of fifty years or so ago. Today's cleavage between the two

main musical camps will, perhaps, seem as comical to our grandchildren

as the cleavages of a generation or two ago now do to us. But as to the

existence of a present-day cleavage there can be no doubt; and at no
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previous period in the history o£ music has it been so easy for two

people to start arguing about music without either of them being able

to agree with the other as to what "music" really means. This, of

course, is all to the good; the sooner the human race begins to realise

that "music" may mean any one of several mental activities the better.

• •

In the title of this article I have used the word "doodling." I have

done so in all seriousness, for a great deal of musical composition in

every epoch has been basically a sort of tonal doodling of one quality

or another. To say this is not to disparage the art in any way, but

merely to categorise it. We all know what happens when in an idle

moment we find a sheet of paper and a pencil in front of us and start

doodling. From an arbitrarily chosen point of departure we draw a

line; then another, in another plane or at another angle, that will at

once oppose and supplement its predecessor; then we go on adding

lines straight and curved here and there and everywhere until quite a

pleasing little pattern has come into being. The analogy in this respect

between music — or at any rate one species of music — and doodling

is curiously close; if the reader will draw a short horizontal line to

represent the first phrase of the "Tristan" Liebestod, for example, then

a succession of other lines, vertical and horizontal, at various other

heights and distances from each other, with a return at long last to

the starting-point, he will discover that he has achieved quite an

interesting little design.

A vast amount of the best music of the past is, as I have said, just

controlled doodling with sounds; the listener's pleasure comes from

the way he is made to start from an insignificant point, proceed out-

wards along certain lines and then inwards back again along these

lines with the delightful sense of achieving an interesting pattern. We
have supreme masters of this species of doodling in Bach and Mozart.

• •

But from the beginning of civilisation there has been another ele-

ment also in music — what we vaguely designate the emotional or

expressive or humanistic element. This can have so powerful an
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appeal that it can manage to get along quite comfortably with the

minimum of formal design; and for most listeners to and lovers of

music this "expressive" element is virtually all-sufficient. They must

recognise, however, that for many a present-day doodler in excelsis

"expression" counts for far less than "organisation." And it is just

here that the real cleavage between the two modern camps begins.

The plain musical man knows practically nothing about musical

materials and techniques, and cares less. His sole criterion is emo-

tional gratification. I can imagine him, as he listens to a work that

merely puzzles him, turning, like the Italian gentleman Stendhal tells

us about, to the occupant of the next seat during the performance of

a new opera and asking, "Will you be good enough to inform me, sir,

if I am enjoying myself?"

For if the work does not tickle him and make him purr in the way

he thinks any piece of music ought to do, he cannot warm to it simply

because some technical or doctrinaire commentator assures him that

its "structure" is a triumph of ingenuity. He knows nothing and cares

nothing about such marvels of professional doodling as canon and all

its derivatives. The expert can follow and enjoy all this, if not aurally,

at least on paper: but the Plain Musical Man judges the piece of

music he is listening to from the standpoint alone of pleasure given

or denied him. He has perhaps been alienated by the ugliness of it,

or moved to ribald laughter by what seems to him the silliness of it.

Until the new dogmas and techniques can manage to produce works

that will appeal to the P.M.M. not by reason of their "structure" alone,

but in virtue of their content, there can be, I am afraid, little or no

hope of rapprochement between the two camps. The P.M.M. regards

himself at present as a listener with a grievance. He has been told by

an expert that he ought to have listened for and enjoyed something in

the work which he has entirely missed. I can imagine him murmuring

to the composer as he switches his radio set off: "It's no use, my dear

fellow: after half an hour of music as ugly as this, a canon, even a

double canon, even a canon by reversion, thrown in by you at the

finish with no doubt the kindest intentions, can only alleviate; it

cannot cure."

Q^,

26]



ENTR'ACTE
A VANISHED MUSICAL UTOPIA

By Paul Henry Lang

(New York Herald Tribune, December 29, 1957)

The occurrence of three eighteenth-century operas at the Metropolitan Opera
House in New York within a single week brought the following interesting com-
ments from Mr. Lang.

'TpHE Metropolitan Opera presented within the compass of one week
•* three eighteenth-century operas. They were not only well received

but played to capacity audiences. Surely, this would have been

unthinkable a short generation ago, and speaks well for our rising

musical taste. The three operas, duck's "Orfeo," Mozart's "Don
Giovanni," and "Figaro," are all products of the so-called Viennese

School; there must be a quality and atmosphere about this school that

make it particularly attractive to enlightened audiences.

This eighteenth-century Austria was different from the contem-

porary Germany, which consisted of one new and as yet rather parvenu

kingdom, Prussia, several electorates, principalities, and a great number
of small ducal residences. Austria was a thousand-year-old empire

where the nobility and the bourgeoisie vied with each other to make
their beloved Vienna the proud metropolis of Eastern Europe.

Maria Theresa's capital was rich, rich in life and art to a degree

that is hard for us to imagine. Both the wealthiest and the most

talented of the Germans, Italians, Hungarians and Slavs who made
up the empire congregated in the city, which at that time numbered

about a quarter of a million inhabitants. "This is the only place to

grow old in," said one visitor, but another thought that "people die

here but they never grow old."

The nobility, in their Spanish Baroque or French Rococo palaces,

were large landholders who spent enormous sums on luxurious living,

which meant good food, entertainment, and especially music and the

theater. But not only the nobles, the whole of Vienna lived like that.

The Viennese were fundamentally different from the Germans

because of their humor and irony, an esprit that had a certain French
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tinge. But what was most characteristic of this luxury-loving capital

was the absorption of life into an artistic atmosphere dominated by

music. The spirit of North and South, German counterpoint and
Italian melody, met here in a felicitous union.

Participation in music was far more real in Vienna than in the

German courts. The enjoyment of music offered a frame within which
all strata of society could meet. Whether at the promenade, the innu-

merable cafes, the suburban inns, the summer-time outdoor balls, the

public concerts, or the opera, from emperor to coachman Austrians

were alike in their whole-hearted approval. The theaters just outside

the city gates, like the Kartnertor Theater where the "Magic Flute"

was first produced (placed there so that in case of a riot the guards

could quickly shut the gates), were for the populace, but the aristocracy,

too, liked to journey there to hear plays and operas.

The most astonishing aspect of this wealth of music was that no

sooner was a new type established than it immediately tended to gain

a higher sphere of art. The improvised outdoor music-making sired

the divertimento and serenade, the suburban slapstick comedy the

Singspiel; the family musicals prompted the composers to furnish

hundreds of quartets and other chamber music, and eventually the

divertimento itself developed into the symphony.

The imperial family, not especially bright in other matters, such as

statesmanship, set the pace. A number of Hapsburgs were excellent

musicians, and their love of opera was a family trait. Vivaldi, Salieri,

Gluck, Mozart, Paisiello, and many other famous composers were

engaged, and the court poet was none other than Metastasio, the most

sought after librettist of the century.

It was not at all unusual for the Emperor to order a private opera

performance which he conducted, while several archduchesses would

take various roles. There is an authentic story about the famous old

court composer and conductor, Johann Josef Fux, and the Emperor

Charles VI, himself an able conductor who like to direct operas from

the harpsichord. "It is a pity," said Fux sincerely, "that Your Majesty

did not become a professional conductor," whereupon the Emperor

replied with a smile: "Oh, I am getting along all right."

The wealthy nobles, the bishops and archbishops of the empire, all

maintained elaborate musical establishments, often both opera and

orchestra in addition to church music. They engaged first-class

musical directors, usually noted composers, and servants were preferred

if they could sing or play. The incessant demand for new compositions

explains the prodigious number of works. At times the urgency taxed

even such an old hand as Haydn. Told by Prince Esterhazy that in

a couple of days guests were expected who would like to hear a new

symphony, the composer of 104 symphonies had no time to prepare a
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score. Having planned the work in his head he simply wrote out the

orchestral parts.

A world so fantastic and bountiful does not seem real to us, but the

three masterpieces heard in New York are very real witnesses of the

truth. While such a musical Utopia can never return, its creations

will remain with us, and as our appetite for this refined music grows,

we shall discover that the libraries of the world contain many more

operas, symphonies, chamber music, and choral works which, if known,

would immeasurably brighten the drabness of the current repertory.

SYMPHONY NO. 7 IN E MAJOR
By Anton Bruckner

Born at Ansfelden, in Upper Austria, September 4, 1824;

died in Vienna, October 11, 1896

The Seventh Symphony was composed in the years 1882 and 1883. It had its first

performance at the Gewandhaus Concerts in Leipzig, Arthur Nikisch, conductor,

December 30, 1884.

The first performance in the United States was in Chicago by the orchestra of

Theodore Thomas, July 29, 1886. Mr. Thomas conducted the Symphony in New
York at a concert of the Philharmonic Society, November 13, 1886. The first per-

formance in Boston was at a Boston Symphony concert led by Mr. Gericke, January

5, 1887. Dr. Muck conducted the Symphony December 1, 1906; Mr. Fiedler, February

12, 1910, and January 5, 1912; Dr. Muck, January 4, 1913, and November 19, 1915;

Serge Koussevitzky, October 26, 1934, March 6, 1936, October 20, 1939 and April

22, 1949; Charles Munch, December 29, 1950.

The orchestra required consists of the usual wood winds in two's, in the brass

4 Wagnerian tubas and 1 bass tuba, in addition to the customary horns and trumpets.

The score bears the dedication: "To his Majesty, King Ludwig II of Bavaria, in

deepest reverence."

'TpHE Seventh Symphony was the direct means of Bruckner's general

-*• (and tardy) recognition. For years he had dwelt and taught in

Vienna under the shadow of virtual banishment from its concert halls.

In this stronghold of anti-Wagnerism there could have been no greater

offense than the presence of a symphonist who accepted the tenets of

the "music of the future" with immense adoration. Bruckner, with his

characteristic zeal to which nothing could give pause, composed sym-

phony after symphony, each bolder and more searching than the last.

On December 29, 1884, Hugo Wolf, the intrepid Wagnerian, asked

the rhetorical question: "Bruckner? Bruckner? Who is he? Where
does he live? What does he do? Such questions are asked by people

who regularly attend the concerts in Vienna."
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The answer came from Leipzig, where, on the next day, a young
enthusiast and ex-pupil of the sixty-year-old Bruckner gave the Seventh

Symphony its first performance. The place was the Gewandhaus; the

conductor, Arthur Nikisch. It was one of his flaming readings — an

unmistakable act of revelation which the audience applauded for

fifteen minutes. As Bruckner took his bows, obviously touched by the

demonstration, one of the critics was moved to sentiment: "One could

see from the trembling of his lips and the sparkling moisture in his

eyes how difficult it was for the old gentleman to suppress his deep

emotion. His homely but honest countenance beamed with a warm
inner happiness such as can appear only on the face of one who is too

good-hearted to succumb to bitterness even under the pressure of most

disheartening circumstances. Having heard his work and now seeing

him in person, we asked ourselves in amazement, 'How it is possible

that he could remain so long unknown to us?'
"

The symphony of the hitherto almost unknown Bruckner made a

quick and triumphant progress. Hermann Levi gave it in Munich
(March 10, 1885) and made the remark that this was "the most signifi-

cant symphonic work since 1827." An obvious dig at Brahms, who had

lately made some stir in the world with three symphonies. Karl Muck,

another youthful admirer of Bruckner, was the first to carry the sym-

phony into Austria, conducting it at Graz. Even Vienna came to it

(a Philharmonic concert led by Richter, March 21, 1886). Bruckner

tried to prevent the performance by an injunction, fearing further

insults, but the success of the work drowned out the recalcitrant

minority. Even Dr. Hanslick was compelled to admit that the com-

poser was "called to the stage four or five times after each section

of the symphony," but he held out against the music with the stub-

bornness of a Beckmesser, finding it "merely bombastic, sickly, and

destructive."

On Wagner's death, February 13, 1883, the Adagio was at once

associated with his memory, although this movement had been com-

pleted in October, 1882. The biographers refer to this as the adagio

of "premonition," and indeed Bruckner welcomed the connection

between this poignant movement and the memory of the "great

Master." He wrote to Felix Mottl about a coming performance

in Karlsruhe, in 1885, mentioning in connection with the adagio:

"Funeral music for tubas and horns" and "Please take a very slow and

solemn tempo. At the close in the dirge (in memory of the death of

the Master), think of our Ideal! — Kindly do not forget the /// at the

end of the Dirge."

Philip Hale adapted the following analysis from the notes of

Johannes Reichert, prepared for concerts of the Royal Orchestra in

Dresden:
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First movement: Allegro moderato, E major, 2-2. The first theme is announced

by horn and violoncellos against the violins, tremolo, and clarinets, violas, and
violoncellos add a subsidiary theme. The chief theme appears in a richer orchestral

dress. There is a crescendo based on the subsidiary theme, and the whole orchestra

enters, but there is quickly a diminuendo, and the mood becomes more nervous,

more uncertain. The second theme, one of complaint, is given to oboe and clarinet,

with horns and trumpet in the accompaniment. This theme with its peculiar instru-

mentation and its changing tonality is in marked opposition to the first. This second

chief theme is developed at length. (The first assumes greater importance later.)

In this development there are evidences in the manner of leading the voices of

Bruckner's partiality for the organ. The mood becomes more restful, although the

theme of complaint is not silent, but soon appears, inverted, in the violins. It may
here be said that Bruckner delighted in this manner of varying a theme. A mighty

crescendo is based on a phrase of this inverted theme over an organ-point, F-sharp,

but instead of the arrival of the expected climax a theme of somewhat mournful

character is given to wood wind instruments with counterpoint in the strings. The
rhythm of this counterpoint is maintained in the final section of the exposition

part. An episode for the brass follows. There is soon a calmer mood, and gentle

horn and clarinet tones mingle with the voices of the strings.

The free fantasia begins with an inversion of the first theme (clarinet). The
rhythm of the characteristic counterpoint just mentioned appears, but a solemn,

religious mood is soon established (trombones, pp). The second chief theme appears

in its inverted form, also the "contrapuntal figure." The mood is now one of doubt

and perplexity, but the decisive, inexorable first theme enters, inverted, C minor, in

the full orchestra, ff, and with canonic imitation.

The beginning of the third, or recapitulation, part of the movement is quietly

worked. The fist theme appears piano (violoncellos and horn); there is an inversion

of the theme for violins and flute, and there is canonic imitation for oboe and

trumpet. As in the first part, the subsidiary leads to the second chief theme, which

is now in E minor and is given to the clarinet. There is an end to the delicate

instrumentation. There is a great crescendo, which ends in an inversion of the

second chief theme, ff, for full orchestra. Other crescendos follow, one with the

second theme to an episode of choral character, others based on the "contrapuntal

figure." The great climax comes in the elaborate coda, which is built on a long

organ-point on the bass E, with the first subsidiary theme and with the first chief

theme, which now has its true and heroic character.

Second movement: Adagio, sehr feierlich und langsam (in a very solemn and slow

manner), C-sharp minor, 4-4. This movement is thought by many to be Bruckner's

masterpiece and monument. It undoubtedly established his fame when there were

few to recognize his irregular genius. The Adagio was played in cities of Germany

in memory of the composer shortly after his death, as at the Philharmonic Concert,

Berlin, led by Mr. Nikisch, October 26, 1896.

In this movement, as in the Finale, Bruckner introduced the Bayreuth tubas, to

gain effects of peculiar solemnity and also, no doubt, to pay homage to the master

whom he loved and venerated.

The chief melody of the Adagio is given to the lower strings and tubas, and is

answered by all the strings.

There is a passage of stormy lamentation, and then consolation comes in a melody

for violins (moderato, F-sharp major, 3-4). This theme is developed, chiefly by the

strings. Then there is a return to the first and solemn theme, with wood wind

instruments and strings in alternation. There is a great crescendo with bold modu-

lations until the entrance, C major, of the chief theme (second violins, supported
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by horn, oboes, and clarinets), which is soon followed by a variant of the answer to

this theme. The answer soon appears in E-flat major and in its original form, and
is maintained for a long time (G major). There is a modulation to A-flat major,

and the cantilena is repeated. After the entrance again of the chief melody
and the restoration of the original tonality there is a crescendo of great and imposing
force. This is over, and the tubas chant the answer to the chief theme and after an
interlude for strings the chief theme itself, C-sharp major. The horns take up the

cantilena, and the last chord, C-sharp major, dies away in brass instruments to a

pizzicato of the strings.

Third movement: Scherzo: Sehr schnell (very fast), A minor, 3-4. This scherzo

is based chiefly on two theme, — the first for trumpet {piano), then clarinet, with

a figure for strings; the second, a wild and raging one. This section ends after a

great crescendo. Drum beats lead to the Trio, F-major, Etwas langsamer (somewhat

slower), with an expressive melody for strings. The theme of this trio is made at

first out of an inversion of the scherzo theme, but the Trio is in all respects in

marked contrast to the Scherzo, which after the Trio is repeated.

Finale: Bewegt, doch nicht schnell (with movement, but not fast), E major, 2-2.

The first theme, given to the violins, has a certain resemblance, as far as intervals

are concerned, to the chief theme of the first movement, but it is joyous rather

than impressive. Flutes and clarinets enter at times, and horn tones also enter and

lead to the second theme, which has the character of a choral, with an accompanying

pizzicato bass. The tubas are then heard in solemn chords. A new theme of a

dreamy nature follows (strings), and then at the beginning of the free fantasia an

orchestral storm breaks loose. This dies away, and a theme appears which is derived

from the first and main motive, which in turn enters, inverted, and with a pizzicato

bass. The choral theme is also inverted, but it gives away to the chief motive, which

is developed and leads to another tempestuous burst, ended suddenly with a pause

for the whole orchestra. The repetition section brings back the theme in inverted

order. The second chief theme is heard in C major. After a time there is a cre-

scendo built on passages of this motive, which leads to a powerful episode in B

major, with a theme in the bass derived from the chief motive. This motive is given

to violins and clarinets, and there are contrapuntal imitations. The choral theme,

appearing at the end of the free fantasia, is heard no more. The first chief theme

dominates to the end. There is an imposing coda.

[copyrighted]
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