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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 stimidation and

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

Join the growing group of people who have discovered that

n othing takes the place of good music—
Nothing takes the place of

iff l{A It 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

First Evening Concert

WEDNESDAY, November 13, at 8:45 o'clock

Program

Mozart Symphony in G minor, K. 550

I. Molto allegro

II. Andante

III. Menuetto: Allegretto

IV. Allegro assai

Stravinsky . . Canticum Sacrum, ad Honorem Sancti Marci Nominis,
for Tenor, Baritone, Chorus and Orchestra

Dedicatio

I. Euntes in mundum
II. Surge, aquilo (with tenor solo)

III. Ad Tres Yirtutes Hortationes
Caritas — Spes — Fides

IV. Brevis Motus Cantilenae (with baritone solo)

V. Illi autem profecti

Blake Stern, Tenor Donald Gramm, Baritone

SCHOLA CAXTORUM, Hugh Ross, Conductor

(First performance in New York)

INTERMISSION

Brahms Piano Concerto No. 1, in D minor, Op. 15

I. Maestoso

II. Adagio

III. Rondo: Allegro non troppo

SOLOIST

GARY GRAFFMAN
Mr. Graffman uses the Steinwav Piano

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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SYMPHONY IN G MINOR (K. 550)

By Wolfgang Amadeus Mozart

Born at Salzburg, January 27, 1756; died at Vienna, December 5, 1791

This symphony was composed in July, 1788, in Vienna.

The original orchestration calls for flute, 2 oboes, 2 bassoons, 2 horns and strings.

Mozart subsequently added parts for 2 clarinets, and this version is used in the

present performances.

'TpHE G minor Symphony is cast as plainly as any symphony of

* Mozart in a pervasive mood and style. It is a strongly incisive

music which attains its strength by deftness and concentration instead

of by massive means.* The special coloring of the G minor Symphony

is illustrated by Mendelssohn's retort to a declaration of Liszt that the

pianoforte could produce the essential effects of an orchestral score.

"Well," said Mendelssohn, "if he can play the beginning of Mozart's

G minor Symphony as it sounds in the orchestra, I will believe him."

(The Symphony begins with a delicate piano in the string quartet,

the lightly singing violins supported by darkly shaded chords of the

divided violas.)

The opening theme shows at once the falling semi-tone to the

dominant which for generations seems to have been the composers'

convention for plaintive sadness. (In Tchaikovsky's Sixth Symphony
it reaches a sort of peak.) The melodic phrasing tends to descend,

and to move chromatically. The harmonic scheme is also chromatic

and modulatory. Conciseness and abruptness are keynotes of the

score. The composer states his themes directly without preamble or

bridge. The first movement could be said to foreshadow the first

movement of Beethoven's C minor Symphony in that it is constructed

compactly upon a recurrent germinal figure which is a mere interval;

in this case, the falling second. The second theme is conspicuous by a

chromatic descent. The development, introduced by two short,

arbitrary chords which establish the remote key of F-sharp minor,

moves by swift and sudden, but deft, transitions. Its strength is the

strength of steel rather than iron, the steel of a fencer who commands

* Mozart dispenses altogether with trumpets and timpani, attaining contrasts by delicate
adjustment within a limited orchestral plan. The first autograph indicated two oboes but no
clarinets ; later Mozart wrote out extensive parts for two clarinets, robbing the oboes of
many passages and retaining the oboes principally for ensemble, as if to preserve a requisite
touch of acidity. Editions are current with clarinets and without.
Tovey has this to say about the use of the horns : "Another point in the study of the

small orchestra is the ingenious use Mozart makes in his symphony of two horns pitched in

two different keys, both of them high ; by which means he anticipates Berlioz in a device
which doubles the normal number of notes possible in his time on the limited scale of the
horn. Much of the surprising fullness of tone in the first movement and finale of this

symphony comes from the fact that the horns are able to contribute to the harmony when
in normal circumstances they would have to be silent."

[4]



the situation by an imperceptible subtlety, whose feints and thrusts

the eye can scarcely follow. After pages of intensity, the music subsides

softly to the last chord of its Coda.

The Andante states its theme, as did the first movement, in the

strings, the basses giving another chromatic figuration. The affecting

beauty of the working out has been praised innumerable times,

Wagner comparing the gently descending figures in thirty-second notes

to "the tender murmuring of angels' voices." Writers on Mozart have

found harshness and tension in the Minuet — all agree that the Trio,

in the major tonality, has no single shadow in its gentle and luminous

measures. The Finale has a bright and skipping first theme; a second

theme which shows once more the plaintive chromatic descent. Like

the first movement, the last is compact with a manipulation which

draws the hearer swiftly through a long succession of minor tonalities.

The development of the movement (which is in sonata form) reaches

a high point of fugal interweaving, the impetus carrying to the

very end.

The form of the G minor Symphony is as clear as crystal; about its

mood musicians have been at considerable variance. When Professor

Tovey found in it "the range of passion," as the artist Mozart saw fit

to express passion, he was concurring with an authority of traditional

opinion. Against him may be set, surprisingly enough, the opinion of

Berlioz, who, addicted as he was to emotional interpretations, found

in this Symphony nothing more deep-felt than "grace, delicacy, mel-

odic charm and fineness of workmanship." It is difficult, of course, for

a listener accustomed to the lusher music of two later centuries (out-

pourings never dreamt of in Mozart's philosophy) to project himself

into the pristine simplicity of the 18th century and respond adequately

to what was in its day taken as a new precedent in pathetic utterance.

If one is to move discriminately within those smaller confines, receive

what is fresh, personal and humanly revealing, one must surely

familiarize oneself with the run-of-the-mill music of Mozart's time.

Then only will Mozart's innovations, little matters of formal sequence,

modulation or instrumental coloring, become immediately outstand-

ing, as they were not only outstanding but startling to a listener oi

1790. It has required a scholar like Georges de Saint-Foix to make
himself so conversant with the style of Mozart's contemporaries that

he could perceive in all its force "points where Mozart in the ardor

of his subject was led to new boldness." That the G minor Symphony
seemed in its day a radical expression of emotion can be readily con-

firmed by an examination of early commentaries. It will be interesting

to review such commentaries through the century and a half which
has followed the writing of the G minor Symphony.
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Hans Georg Nageli in his Vorlesungen iiber Musik (1826) took

Mozart to task for his excessive melodiousness (Cantab ilitdt) which,

according to this writer, put a decadence of emotional ferment upon
all music. Among all of Mozart's instrumental works Nageli found
only the piano concertos undistorted by this quality.

F. J. F£tis, reviewing the Symphony in Paris (Revue Musicale,

May 11, 1828) wrote that, "although Mozart has not used formidable

orchestral forces in his G minor Symphony, none of the sweeping and
massive effects one meets in a symphony of Beethoven, the invention

which flames in this work, the accents of passion and energy that

pervade and the melancholy color that dominates it result in one of

the most beautiful manifestations of the human spirit."

The Chevalier Georg Nikolaus von Nissen, who married Mozart's

widow and wrote his first biography (published in 1828), there called

the G minor Symphony "the expression of a moving and restless pas-

sion, a struggle, a combat against a powerful penetrating agitation."

In 1843 there appeared the biography by Alexander Dimitrievitch

Oulibicheff in which this flowery writer of a flowery epoch wrote of

the slow movement of the G minor Symphony as "the divine balm
applied to the wounds of the soul" and said of the last movement,
"I doubt whether music contains anything more profoundly incisive,

more cruelly sorrowful, more violently abandoned, more completely
impassioned, than the reprise of the Finale."

Richard Wagner, hearing the Symphony at a concert of the Odeon
in Munich, perceived through a heavy and wooden performance,
which he deplored, "a beauty so indestructible that even such mutila-

tion could not obscure it." He found the Andante "exuberant with
rapture and audacity" and "the beatitude of its last measures"
reminded him of his favorite concept of "death through love."

Wagner did not have occasion to describe at length the G minor
Symphony, but he wrote thus of Mozart's symphonies in general with
his usual clairvoyance in setting down the essential nature of an artist

with a perception unobscured by the formal style of another epoch
antipathetic to his own:

"The longing sigh of the great human voice, drawn to him by the

loving power of his genius, breathes from his instruments. He leads

the irresistible stream of richest harmony into the heart of his melody,
as though with anxious care he sought to give it, by way of compensa-
tion for its delivery by mere instruments, the depth of feeling and
ardor which lies at the source of the human voice as the expression
of the unfathomable depths of the heart."*

While Wagner sensed and pointed out the universal beauty in

Mozart, the era which Wagner dominated neither remembered nor
performed Mozart to any appreciable degree.

* Kunstwerk der Zukunft (1860).
[copyrighted]
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"Canticum Sacrum, Ad Honorem Sancti Marci Nominis,"

for Tenor and Baritone soli, Chorus and Orchesira
By Igor Stravinsky

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

Stravinsky's "Sacred Canticle in Honor of Saint Mark" was composed in 1955.

and had its first performance at the Festival in Venice, on September 11, 1956. The
Canticum Sacrum had its first Western performance on June 17, 1957, at the Los
Angeles Music Festival. It was performed at the Berkshire Festival by the Boston
Symphony Orchestra on July 21, 1957.

Opening and closing with verses from the Book of Mark the

Evangelist, the work is appropriately devoted to the patron Saint

of Venice, where it was first performed. Jesus thus became the central

figure of the text while its contemplation is fulfilled by quotations

from the Old Testament. While working upon the score Stravinsky

at first thought of calling it a "Concerto sacre," a "spiritual cantata

based upon St. Mark."

Since he composed the Symphony of Psalms for this Orchestra in

1930, Stravinsky has several times turned to religious subjects. This,

his latest work, makes use of different Psalm texts than those of the

earlier work. It is less symphonic, has more and shorter sections in its

duration of seventeen minutes, but it is interesting to note that the

performing forces are similar: a full contingent of winds, without

clarinets, the lower strings only (violas and double basses). It differs

in the use of violas instead of cellos, and in the use of the organ and

the solo voices.

The dedication to the city of Venice is for the tenor and baritone,

with trombones. The tenor is given the second numbered section, the

verse from the Song of Solomon. The baritone has also one solo

number — the saying of Jesus on the strength of belief.

Dedicatio

Urbi Venetice, in laude Sancti suit Presidis, Beati Marci Apostoli.

Why Your
Grandfather Ran
Away, That Day

He was five years old, and he had seen
a red engine here on a visit to Schwarz
with his mother. Suddenly she missed
him. After quite a boy-hunt, your

grandfather turned up safe and sound,
back where he'd first seen that fascinat-

ing engine. No spanking from his re-

lieved mother. For 95 years, children

have been getting happily lost here,

among the red engines and other fas-

cinators we sell, at competitive prices.

Come in and get lost, and love it.

Send for free Catalogue BS

HSCHWARZ World's Most

Famous Toy Store

40 Newbury St., Boston 16, Mass., Telephone: Commonwealth 6-5101

New York • Ardmore. Pa.

§

%
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Dedication

To the City of Venice, in praise of its Patron Saint, the Blessed

Mark, Apostle.

/

Euntes in mundum universum, predicate evangelium omni creaturce.

(Vulgata, Evang., secundum Marcum, XVI, 7)

I

Go ye into all the world, and preach the gospel to every creature.
(St. Mark, XVI, 7)

II

Surge, aquilo; et veni, auster;

perfla hortum meum, et fluant aromata illius.

Veniat dilectus rneus in hortum suum,

et comedat fructum pomorum suorum.

Veni in hortum meum, soror mea, sponsa;

messui myrrham meam cum aromatibus meis;

comedi favum meum cum melle meo;

bibi vinum meum cum lacte meo.

Comedite, amici, et bibite;

et inebriamini, carissimi.

(Vulg., Canticum Canticorum — IV, 16, V, 2)

Awake, O north wind; and come, thou south;

blow upon my garden, that the spices thereof may flow out.

Let my beloved come into his garden,

and eat his pleasant fruits.

I am come into my garden, my sister, my spouse;

I have gathered my myrrh with my spice;

I have eaten my honeycomb with my honey;

I have drunk my wine with my milk:

eat, O friends; drink,

yea, drink abundantly, O beloved.
(Song of Solomon — IV, 16; V. 2)

III

Caritas

Diliges Dominum Deum tuum ex toto corde tuo, et ex toto anima

tua, et ex tota fortitudina tua.

(Vulg., Deuter. — VI, 5)

Diligamus nos invicem, quia charitas ex Deo est; et omnis qui diligit

ex Deo natus est, et cognoscit Deum.
(Vulg., Prima Epistola Beati Joannis Apostoli — IV, 7)

Spes

Qui confidunt in Domino, sicut mons Sion; non commovebitur in

ceternum, qui habitat in Jerusalem.

Sustinuit anima mea in verbo ejus; speravit anima mea in Domino,

a custodia matutina usque ad noctem.

(Vulg., Libr. Psalm -CXXV, 1; CXXIX, 1-5; CXXIV, 1)

[8]



Fides

Credidi, propter quod locutus sum; ego autem humiliatus sum nimis.

(Vulg., Libr. Psalm - CXV, 10)

Charity

Thou shalt love the Lord thy God with all thine heart, and with all

thy soul, and with all thy might.
(Deuteronomy — VI, 5)

Beloved, let us love one another: for love is of God; and everyone

that loveth is born of God, and knoweth God.
(First Epistle of St. John — IV, 7)

Hope
They that trust in the Lord, shall be as mount Zion, which cannot

be removed but abideth for ever.

My soul doth wait, and in his word do I hope. My soul waiteth for

the Lord more than they that watch for the morning.

(Psalms, King James - CXXV, 1; CXXX, 5-6)

Faith

I believed, therefore have I spoken: I was greatly afflicted.

(Psalms King James — CXVI, 10)

IV

Jesus autem ait Mi: Si potes credere, omnia possibilia sunt credenti.

Et continuo exclamans pater pueri, cum lacrimis aiebat: Credo,

Domine; adjuva incredulitatem meam.
(Vulg., Ev. secundum Marcum — IX, 22-23)

Jesus said unto him, If thou canst believe, all things are possible to

him that believeth. And straightway the father of the child cried out,

and said with tears, Lord I believe; help thou my unbelief.

(St. Mark - IX, 22-23)

V
Ille autem profecti prcvdicaverunt ubique, Domino cooperante et

sermonem confirmante, sequentibus signis. Amen.
(Vulg., Ev. secundum Marcum — XVI, 20)

And they went forth, and preached everywhere, the Lord working

with them, and confirming the word with signs following. Amen.
(St. Mark - XVI, 20)

An article by Robert Craft in The Score and I. M. A. Magazine

(December 1956) attributes Stravinsky's "method of sustaining rapid

movement and then stopping it periodically in order to allow the

sound to clear" to his awareness of the acoustical properties of the

Cathedral of St. Mark, a realization derived from an examination of

music by composers more familiar with its spaces than he. The absence

[9]



of an antiphonal procedure in his score after the tradition of Gabrieli

may be in part accounted for by the fact that the organ balconies have

been declared unsafe.

"The Canticum has five parts," writes Mr. Craft, in a detailed

analysis of the work. "Like the five domes of St. Mark's, the central

part, or dome, is the largest. The other parts are balanced, in different

ways: the first and fifth by their equal form and weight, the second

and fourth, despite their formal and stylistic dissimilarity, by their

constitution as movements with solo voice. The texts are taken from

both Testaments in the Latin of the Vulgate Bible. Whilst all five

parts do not amount to a single textual thesis, the words of the outer

movements provide a unifying message in the Lord's command to

'preach the Gospel to every living creature.' The middle movements

are related to this as architectural parts of the church to be preached.

Love, in the second movement, is an Eden of appetites. It is followed

in the third part by Caritas, which is the first in the trinity of virtues,

and is in turn followed by Spes and Fides. The latter connects with

the fourth movement and leads to St. Mark's words, 'Lord I believe,

help Thou mine unbelief.' The Virtues are thus flanked on the

Caritas side by prelapsarian love, and on the Fides side by the problem

of belief.

"Correspondences can be drawn between the musical form and the

subjects of the text. The first part tells the Lord's command, and the

last part its fulfillment, that is to say, the future which has become the

past. In correspondence to the text the first and last parts are exact

retrogrades, suggesting, symbolically, future-in-past and past-in-future.

The second part is a stylized lyric which, from the musical point of

view, is correspondingly stylized in its classical formality and in its use

of vocal and instrumental virtuosity and ornament. The third part's

exposition of the Virtues is accompanied by a corresponding exposi-

tion of formal musical art in its essence, that is, at its source in

counterpoint. In the fourth movement St. Mark's belief is dramatized.

(The third and fourth movements are constructed from the same

intervals, which may or may not be intended as a musical expression

of their close relation of subject.) The chorus echoes the solo baritone

as the congregation echoes the priest, or as the populace would echo

the apostle. The style is antiphonal and incantatory, and in effect,

equally liturgical. In the latter part of the movement the cries 'adjuva,

adjuva' are uttered by the solo voice, the self in isolation."

[copyrighted]
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ENTR'ACTE
THE PRIDE OF ALL THE PRIDES OF LIONS

By Cyrus W. Durgin

(Reprinted from the Report of the Harvard Musical Association, February, 1957)

Back in the old days, among all the prides of lions, there were three

musical varieties: singers, pianists and fiddlers. Occasionally a

cellist, too, and three times in recorded history a virtuoso of the

double-bass. Composers? Oh yes, they were around, too, but they

were persons who put notes on paper, mostly, and they didn't always

roam with the performing lions.

Over the last century and something more, a new musical lion has

come to range the jungle of professional, i.e., commercial, concert-

giving. He is bigger, stronger, with a handsomer mane and a louder

roar. He is the pride of all the prides, and he has all but put the other

lions in the shade of the thickly-growing brush.

The new lion is the musical conductor, more especially the sym-

phonic conductor, but operatic ones also are found among the breed.

These lions at work make no musical sounds themselves, and the usual

"conductor's voice" is bad, indeed, when inadvertently they happen to

sing along with the music as it is being performed. For the most part,

however, when they are heard it is in speech, as they admonish players

at rehearsals, or ask the management for a raise. While in the pursuit

of their art, conductors do not themselves make musical sounds but

conjure them from others; they are all capable of producing music in

one way or another. Only one, to my knowledge, ever had pretension

to a true singing voice, however, and he was Georg— later Sir George—
Henschel, first conductor of the Boston Symphony Orchestra.

Conductors have come out of several branches of music into the

fierce light that beats upon what, for better or worse, we call "the

podium." Some have been string players, like Charles Munch, Pierre

Monteux, Serge Koussevitzky and Arturo Toscanini. Others have

been pianists, like Hans von Biilow, Felix Mendelssohn and Karl

Muck. Leopold Stokowski was an organist, Hans Richter primarily

GEBELEIN'S is the workshop setting for the

selection of distinctive silver for the family,

"~
unusual gifts, antique and modern representatives

At the teapot sign

79 CHESTNUT ST. of an ancient craft. Retail to the Private Patron.

BOSTON 8
Repair Services

Foot of Beacon Hill



a horn player, and Arthur Bodanzky was a violinist in the Vienna

Opera Orchestra.

Artur Nikisch, Willem Mengelberg, Anton Seidl, Felix Weingartner,

Bruno Walter, Wilhelm Furtwangler, Sir Adrian Boult, Dimitri

Mitropoulos, Clemens Krauss and Giorgio Polacco are of an increasing

species who, variously and sometimes multivariously talented, com-

pleted their formal studies and went more or less directly into con-

ducting. Often the procedure was to obtain a job as opera repetiteur,

working with solo artists as accompanist, directing the chorus and

occasionally serving as an assistant conductor. From that lowly posi-

tion, the eventual lion conductor worked up in the opera house and

gradually branched out into symphonic music. Sir Thomas Beecham

was an amateur before he became a professional, but a most precocious

one. The story is that his wealthy, pill-manufacturing father hired

an orchestra to practice upon when Master Thomas was but 10!

But whatever the different backgrounds, every conductor who has

won his way to public eminence and the admiring respect of other

musicians has shared a common attribute: the ability to make a large

group of men play as he desires, and to "interpret" musical master-

pieces in a personal manner. Sometimes that personal manner, para-

doxically, is an accurate but impersonal treatment of a score. This has

been, notably, a characteristic of Toscanini and Walter, in my time,

and reportedly was the governing trait of the late Dr. Karl Muck.

Because they devoted fanatic effort to make the music sound for itself

as the composer wrote it down, impersonality became the personal

way of their conducting.

Others, according to the mysterious ways in which Providence has

given talent, have been men of powerful, even domineering musical

personality who have their own individual ways of treating a score.

These men are the ones who create "readings" of their own. Artur

Nikisch was said to have been the first and most brilliant ot the lot.

His successors have included, outstandingly, Koussevitzky, Beecham,

and, up to a point, Munch. No one ever performed Tchaikovsky, for

example, as did Koussevitzky, and likely no one else will in the fore-

seeable future. The intensity of Koussevitzky 's conducting of the

Fourth, Fifth and "Pathetique" Symphonies, coupled with the deep,

rich string tone he used to obtain and the somehow miraculously right

tempi, was Tchaikovsky fully revealed. A unique experience.

Beecham has had his share of such individual success, with Mozart

and Delius, and perhaps Handel. Stokowski has always had a magi-

cian's way with orchestral ensemble and a tone of purple satin dusted

with gold. Munch, as we Bostonians well know, has no peer at

re-creating the glittering conjurations of Berlioz, with the champagne-
fizz of Roussel or the incense of Debussy, all in a tidy ensemble and
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a light, clear French resonance. Since he is Alsatian, with Germany

on his left and France on his right as he faces south (and he does

face south), Mr. Munch also has his way very well with Brahms and

Beethoven and Bach.

Opinion over the relatively opposed merits of the two principles of

musical approach has differed, to a raging intensity, for many years.

Very likely it never will cease. The problem cannot be resolved or

abstract principle established. There is no one, all-inclusive answer

as to which is right. In the end, you perceive it is a matter of the

conductor's way and whether it appeals to you.

A colleague of mine, now long dead, was a Muck idolator and seldom

could find anything to approve in the art of Koussevitzky. Another

friend idolized Koussevitzky and found little in Toscanini. So it goes,

while numerous conductors flourish in their own different qualities

and command their own following among the public. In music, as in

Heaven, very fortunately, there are many mansions!

I daresay those of us who can enjoy the finer attributes in many
conductors are the luckiest of all. We have more enjoyment, more

adventure. We can revel in the pleasures of Verdi, Puccini and Wagner
as Toscanini conducted them, and yet find his Debussy tinny and dry,

his Beethoven of wire-drawn intensity. We can salute Bruno Walter,

today perhaps the supreme conductor of Mozart, for his soft flexibility,

his attention to very fine detail and his subordination of it to the

entire continuity of a work, his tonal sweetness. On the other hand

we can consider that while Bruno Walter has a general superiority

with all music of Germanic origin, with special competence in Mahler,

the Russians, Italians and French he performs less well. There are

few if any musicians who can play or sing the entire literature for

their instruments with equal feeling for all composers, and I have yet

to find a conductor who can tackle any item in the repertory with the

assurance that he can give it superlative performance.

Musicians, after all, are human, too. Furthermore, the modern
repertory a conductor is expected to have on tap is huge and of many
styles. The sheer labor of learning the number of scores involved is

tremendous. There is a good deal more than the casual public may
think, as well, in the matter of style. If a conductor does not master,

until it is second nature, the essential style of Bach or Mozart, or

Brahms or Hindemith, or Ravel or Verdi, he may sweat over their

music until doomsday without ever making it sound as it ought to

sound. Style, after the sheer accuracy of note, time and rhythm, is the

most important aspect of all music-making.

[13]



Gary Graffman was born in New York City October 14, 1928. His

father, a violinist, had been in Russia a pupil of Leopold Auer

and in this country served as Concertmaster of the Minneapolis Orches-

tra, later becoming Auer's assistant in New York. His son showed

remarkable aptitude on the piano and at the age of seven, using a

pedal extension, was accepted at the Curtis Institute of Music, where

he studied with Mme. Isabelle Vengerova. He graduated in 1946,

having already made appearances in public with orchestra and in

recital. He won the first Rachmaninoff Fund Piano Contest in 1947,

the Rachmaninoff Fund Special Award in 1948, and the Leventritt

Foundation Award in 1949. He played Prokofieff's Third Concerto

with this Orchestra on April 1, 1955.

CONCERTO FOR PIANOFORTE NO. 1 in D minor, Op. 15

By Johannes Brahms

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

I

Brahms composed his First Concerto through the years 1854-58. It had its first

performance at Hanover, January 22, 1859, with Joachim conducting, and the

composer as soloist. A performance in Boston was announced by Theodore Thomas
to be given on December 9, 1871, but was cancelled. The honor of the first per-

formance in this city belatedly fell to Harold Bauer and the Boston Symphony
Orchestra, on December 1, 1900. This was Mr. Bauer's first appearance in the

United States. The same pianist repeated the Concerto at these concerts in 1914,

1920, and 1925. Artur Schnabel played it at the Brahms Festival in 1930, and
Ossip Gabrilowitsch at the Brahms Festival in 1933. There was a performance by
Myra Hess, April 15, 1932; by Rudolf Serkin, December 30, 1938; by Claudio Arrau,

January 16, 1942; by Rudolf Firkusny, April 18, 1947; by Myra Hess, March 4, 1949;

by Solomon, January 12, 1951; by Leon Fleisher, January 29-30, 1954; by Rudolf
Serkin, January 20-21, 1956.

The Concerto is scored for 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2

trumpets, timpani and strings.

t must have been with an ever-present consciousness of the great

things expected of him that the youthful Johannes Brahms labored

upon his first venture into the orchestral field. The Brahms whom
Schumann received into his arms and publicly named the torchbearer

of the symphonic tradition was an obscure youth of twenty, and far

from ready to meet the requirements of the prophecy which, under

the caption "Neue Bahne," Schumann proclaimed on October 23, 1853.

Coming after his ten years of virtual retirement from the literary arena,

the pronouncement was the more sensational. The world, which has

always contained a plentiful portion of skeptics, was told that one had

come "who should reveal his mastery, not by gradual development,

but should spring, like Minerva, fully armed, from the head of Jove.

And now he has come, the young creature over whose cradle the

Graces and heroes have kept watch. His name is Johannes Brahms."

Schumann went further, and ventured to hope: "If he would only
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point his magic wand to where the might of mass, in chorus and

orchestra, lends him his power, yet more wondrous glimpses into the

mysteries of the world of the spirit await us."

The Jove-born hero must have been more than a little appalled

when this lofty obligation was publicly laid upon his sturdy but

inexperienced shoulders. Schumann's sanguine predictions had been

built upon nothing more tangible than a portfolio of piano pieces

in manuscript. But the young pianist from Hamburg had always a

stout heart. Indeed, he had in mind a symphony, and probably a

sketch or two in his portfolio. Characteristically, Brahms proceeded

with infinite care and labor, fully aware that the domain Schumann

had pointed out as his inheritance was mighty in precedent, sacred in

tradition. He was determined to do full justice to himself, his score,

and the expectations of his kindly prophet.

Brahms would never have achieved his first Herculean labor — the

labor which at last produced the D minor piano concerto — if he had

not been armed with an indispensable weapon which was to stand

him in good stead through life — rigorous self-criticism. So, when in

1854 he was ready to show three sketched movements of a symphony

(the first even orchestrated) to Clara Schumann and others of his

friendly advisers, probably not one of them was more aware than the

composer that all was not yet well. He had cast his score into a tran-

scription for two pianos, for ready assimilation, and frequently played

it over with Clara Schumann or Julius Grimm. In this guise, the

traits of the originally pianistic Brahms apparently asserted them-

selves. He seemed to be tending toward a sonata for two pianofortes,

and yet the work was far beyond the range of the two instruments,

as Grimm frequently pointed out. "Johannes, however, had quite con-

vinced himself," so relates Florence May, Brahms' pupil and biog-

rapher, "that he was not yet ripe for the writing of a symphony, and

it occurred to Grimm that the music might be rearranged as a piano

concerto. This proposal was entertained by Brahms, who accepted

the first and second movements as suitable in essentials for this form.

The change of structure involved in the plan, however, proved far

from easy of successful accomplishment, and occupied much of the

composer's time during two years." The advice of his friend Joachim,

who knew a thing or two about concertos, was often sought by Brahms.

The original third movement of the projected symphony, having no

place in a concerto, was laid aside and eventually used as the number
"Behold all flesh," in the German Requiem. The Piano Concerto in

D minor, which emerged in 1858 after these transformations, has every

mark of the organism which is held aloft by a Herculean arm, through

ordeal by fire and water, to final heroic metamorphosis.

No more masterful score has come from a comparative novice in
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the symphonic and in the concerto field. The wilful composer con-

quers both media, welds them into one close-wrought texture. The
piano speaks with a true orchestral voice — is identified rather than

contrasted with the "tutti." Gone is the easy give and take of Mozart's

concertos, the pearly cascades of piano virtuosity which Liszt had

provided. Even the Beethoven of the Fourth and Fifth Concertos,

in the slow movements of which piano and orchestra exchange

comments in a thoughtful dialogue, was superseded, from the point

of view of organic integration. "A symphony with piano obbligato,"

Biilow called it — an axiom not to be taken too literally, for a con-

certo, formally speaking, it remained. It was not surprising that this

bulky and formidable work should have repelled and antagonized

many of its first hearers. Even the devoted Clara Schumann was com-

pelled to admit a certain perplexity about the rugged and powerful

first movement. "Strangely enough," she wrote her young friend, "I

understand why the first movement of the concerto still troubles you;

it is so wonderful in detail, and yet the whole is not yet vivifying,

though it inspires enthusiasm. But what is the reason of this? I cannot

make it out." The composer must have been taken aback by the cool

initial reception of the concerto at Hanover, where he appeared as

pianist under Joachim's direction, in 1859.

He could hardly have expected a better fate when it was performed

at Leipzig five days later, again with the composer as pianist, in the

sacrosanct atmosphere of the Gewandhaus, where the well-groomed

measures of the late Mendelssohn were still held inviolate. The audi-

ence was duly frigid. The first and second movements were received

in ominous silence, and when at the conclusion two or three attempted

to applaud they were promptly hissed down. When various Leipzig

musicians pointedly refrained from so much as mentioning his new
concerto to Brahms, it appeared that musical factionism was mustering

a determined front against him. Ferdinand David alone among his

acquaintances spoke to him openly and warmly of the work. The
critic of the Signale gave the piece hard words, and spoke of it as

"born to the grave." Only the Neue Zeitschrift* considered it its duty
"to insist upon the admirable sides of the work, and to protest against

the not very estimable manner in which judgment has been passed

on it." Brahms reported these dismal results in a letter to Joachim,

describing the event as "a brilliant and decided failure." That his

beloved score, the result of years of struggle, had been received with

the silence of unconcealed dislike, must surely have wounded him.

But the doughty-spirited Brahms was far from crushed. "I believe it is

the best thing that could have happened to me," he wrote. "In spite of

all this the concerto will please some day when I have improved its

* Then no longer Schumann's organ.
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construction. It makes one pull one's thoughts together and raises

one's spirit."

The concerto made its way, though not too rapidly, into public

favor. The composer played it with success in his native Hamburg,
two months later. After its publication, in 1861, he played it in

Carlsruhe, Oldenburg, Vienna, Bremen, Munich, Utrecht, Wiesbaden.
When Clara Schumann played it at Leipzig in 1873, a slight thaw
was observable. But a performance of January 31, 1895, showed a

complete transformation in the Leipzig point of view. Brahms, then

much venerated, was making his final public appearance at the

Gewandhaus. He conducted while Eugen d'Albert played the two
piano concertos. Leipzig took this substantial musical fare with every

sign of enjoyment.

The fully developed and richly episodic first movement has impressed
writers with its intensely dramatic, even tragic import. There is a long
setting-forth of the principal theme by the orchestra before the piano
makes its entrance in continuation of what the orchestra has intro-

duced. The second theme, in a gentle and lyric F major, is contrasted

in character, and seems to be the particular property of the piano,

being announced by the soloist unaccompanied. There is a consid-

erable development, a recapitulation in which the piano takes the lead

in the initial theme, a recurrence of the second theme again by the

piano alone, and a long coda.

The second movement (adagio, D major) was inscribed in the manu-
script score, "Benedictus qui venit in nomine Domini/' This led Max
Kalbeck to an interpretation, for he noted that the music had been
drafted shortly after Robert Schumann's attempt at suicide by throw-

ing himself into the Rhine. Kalbeck, remembering that Brahms had
sometimes addressed Schumann as "Mynheer Domine" read the Latin
inscription as a reference to Schumann, and as Brahms' self-appoint-

ment as the custodian "blessed" with the artistic mission of the master.

Others have found a less preposterous construction — an allusion to

Clara Schumann, for Brahms wrote to her on December 30, 1856, in

connection with the Concerto: "I am also painting a lovely picture

of you; it is to be the Adagio."
The final movement is an orthodox rondo, an admirable example

of the composer's elaborate structural working-out. The principal

theme is at once stated by the piano and developed orchestrally. The
second theme is likewise given to the piano solo. There are extensive

developments and episodes, including a fugato by the orchestra, and
a cadenza before the extensive coda. Donald Francis Tovey, whose
analysis of this concerto is one of the most admirable he has written,

answers those who have found the lilting quality of the Rondo out
of keeping with the sombre first and second movements by pointing
out "the immense energy of Brahms' main theme," and the genuine
"symphonic power" in many of the pages which follow. Professor

Tovey believed that the rondo of Beethoven's C minor Concerto "has
had an extraordinarily strong influence" on this rondo, as also on the

rondo of Joachim's Hungarian Concerto.

[copyrighted]
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SEVENTY-SEVENTH SEASON • NINETEEN HUNDRED FIFTY-SEVEN -FIFTY-EIGHT

Boston Symphony Orchestra

CHARLES MUNCH, Music Director

The remaining concerts in the Wednesday evening series will be

as follows:

December 11 CHARLES MUNCH, Conductor
PIERRE FOURNIER, Cello

January 15 PIERRE MONTEUX, Conductor

February 12 CHARLES MUNCH, Conductor
MARCEL MULE, Saxophone

March 19 CHARLES MUNCH, Conductor

The remaining concerts in the Saturday afternoon series will be

as follows:

December 14 CHARLES MUNCH, Conductor
CLAUDIO ARRAU, Piano

January 18 PIERRE MONTEUX, Conductor
LEONID KOGAN, Violin

February 15 CHARLES MUNCH, Conductor
MARCEL MULE, Saxophone

March 22 CHARLES MUNCH, Conductor

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

First Afternoon Concert

SATURDAY, November 16, at 2:30 o'clock

Program

Handel Concerto Grosso for String Orchestra, Op. 6, No. 12

Largo — Allegro — Larghetto e piano — Largo — Allegro

Vaughan Williams

I. Variazione senza tema

II. Scherzo alia marcia

III. Cavatina

IV. Toccata

Symphony No. 8, in D minor

INTERMISSION

Brahms Symphony No. 4, in E minor, Op. 98

I. Allegro non troppo

II. Andante moderato

III. Allegro giocoso

IV. Allegro energico e passionato

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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CONCERTO GROSSO, Op. 6, No. 12, in B minor

By Georg Frideric Handel

Born at Halle, February 23, 1685; died at London, April 14, 1759

Handel composed his set of twelve concerti grossi for strings between September
29 and October 30, 1739. A notice in the London Daily Post on October 29 reads:

'This day are published proposals for printing by subscription with His Majesty's
royal license and protection, i welve Grand Concertos in seven parts, for four violins,

a tenor, a violoncello, with a thorough-bass for the harpsichord. Composed by
Mr. Handel. Price to subscribers two guineas. Ready to be delivered by April next.

Subscriptions are taken by the author at his house in Brook Street, Hanover
Square." The Concertos were published in the following April, and performed
at the Theater Royal in Lincoln's Inn Fields.

f~T^HE last of the dozen concerti grossi for strings has an introductory

* largo of twenty bars, with broad chords and sonorous figures

constantly alternating between the tutti and the concertino. The
following allegro, the longest movement, is the only fast one in a work

which moves throughout with an ample, comely style. Even here, we
have brightness and grace rather than excessive speed. The slow

movement, Larghetto e piano, is a typical Handelian air in 3/4 which

is varied in turn in the bass and treble with flowing eighth notes. A
largo of seven bars is a broadening of the foregoing mood and a prel-

ude to the final fugal allegro in a constant buoyant rhythm.

In 1739, twenty years after Bach composed his Brandenburg con-

certos, Handel in London wrote these concerti grossi. Both composers

based their style upon Italian models, whence instrumental music all

derived at that time. Both knew their Corelli and Vivaldi: Handel

had consorted with the former at Rome, and Bach had carefully copied

the works of the latter. Yet it takes no dissertation to show how very

different are the orchestral concertos of the Capellmeister at Cothen,

and the magnificent musician then so familiar in London's theatres,

who may almost be said to have composed before his public. Purists

have praised the carefully wrought three movement form of Bach to

the detriment of Handel's in four or six movements, "oscillating

between the suite and the sonata, with a glance toward the symphonic

overture. It is this for which the theorists blame him," writes Romain
Rolland,* one of Handel's most persuasive champions, "and it is this

for which I praise him. For he does not seek to impose a uniform cast

on his thoughts, but leaves it open to himself to fashion the form as

he requires, and the framework varies accordingly, following his

inclinations from day to day. The spontaneity of his thought, which

has already been shown by the extreme rapidity with which the Con-

certi were composed — each in a single day at a single sitting, and

* "Handel" by Romain Rolland, translated by A. Eaglefield Hull.
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several in a week — constitutes the great charm of these works. They

are, in the words of Kretzschmar, grand impression pictures, translated

into a form, at the same time precise and supple, in which the least

change of emotion can make itself easily felt. Truly they are not all

of equal value. Their conception itself, which depended in a way

on mere momentary inspiration, is the explanation of this extreme

inequality."

Indeed, Handel turned out his concertos with great fluency. Besides

the twelve concerti grossi there were six with wind instruments, haut-

boy concertos they were called, and three sets of six with organ, mostly

composed in this period which was profuse in operas and oratorios

("Saul," "Israel in Egypt," and his setting of Dryden's "Ode for St.

Cecilia's Day" were of 1739). Concertos were looked for and applauded

between the parts of the oratorios, Handel presiding at the organ, or

clavicembalo. Other musicians lost no opportunity to make use of them

at their performances, and Charles Burney said of Handel's organ

concertos: "public players on keyed instruments, as well as private,

totally subsisted on these concertos for nearly thirty years." The com-

poser published the concerti grossi by subscription in the following

year — "at two guineas the twelve," wrote Burney.

How the musicians were placed at a typical Handelian performance

may be reconstructed from old prints and descriptions. Handel pre-

sided at the harpsichord, establishing the tempi with his thorough-bass.

Grouped about him, and directly under his eye, were the soloists, called

the Concertino, consisting in the concerti grossi of two violins and

'cello, who in turn must control the body of the orchestra, the ripieno

or concerto grosso, for these players were directly behind the seated

Handel. Romain Rolland (with Volbach) saw a possible advantage in

this arrangement. "In place of the quasi-military discipline of modern

orchestras, controlled under the baton of a chief conductor, the differ-

ent bodies of the Handelian orchestra governed one another with

elasticity, and it was the incisive rhythm of the little Cembalo which

put the whole mass into motion. Such a method avoided the mechan-

ical stiffness of our performances. The danger was rather a certain

wobbling without the powerful and infectious will-power of a chief

such as Handel, and without the close sympathy of thought which was

established bjetween him and his capable sub-conductors of the Con-

certino and of the Grosso.

"It is this elasticity which should be aimed at in the instrumental

works of Handel when they are executed nowadays."

[copyrighted]
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SYMPHONY IN D MINOR, No. 8

By Ralph Vaughan Williams

Born in Down Ampney, Gloucestershire, October 12, 1872

Vaughan Williams' Eighth Symphony was first performed on May 2, 1956 in

Manchester, England, by the Halle Orchestra under the direction of Sir John
Barbirolli, to whom it is dedicated. It has been performed in this country by the

orchestras of Philadelphia, Cincinnati, Cleveland, and Dallas.

The orchestration is as follows: 3 flutes and piccolo. 2 oboes, 2 clarinets, 3
bassoons, 2 horns, 2 trumpets, 3 trombones, timpani, and the following percussion:

side drum, bass drum, triangle, cymbals, vibraphone, xylophone, glockenspiel,

tubular bells, tuned gongs in D, E, and A, celesta, 2 harps, and strings.

he first movement the composer calls a "Fantasia"; the second,

-* the Scherzo, is for wind instruments only; the third, the Cavatina,

for strings only. The last movement, which the composer calls

"Toccata (colle campanelle)," utilizes the percussion in extenso. Dr.

Ralph Vaughan Williams furnished a description of his symphony for

the magazine "Music and Musicians." The notes, copyrighted by the

composer and his publisher, the Oxford University Press, are here

quoted in brief form.

"The Symphony is scored for what is known as the 'Schubert

orchestra,' with the addition of a harp. Also there is a large supply

of extra percussion, including all the 'phones and 'spiels known to me.

The first movement, the Fantasia, is variazione senza tenia — variations

without a theme. It has been nicknamed 'seven variations in search of

a theme.' There is, indeed, no definite theme. The opening section

contains only a few isolated figures which are developed later, but

that is all. Three 'figures' are treated more or less in the variation

style. I understand that some hearers may have their withers wrung
by a work being called a symphony when its first movement does not

correspond to the usual symphonic form. ... It may perhaps be

suggested that, by a little verbal jugglery, this movement may be

referred to the conventional scheme.

"The second movement, the Scherzo, is as its title suggests for wind
instruments only: flute, piccolo, two oboes, two clarinets, three

bassoons (third ad. lib.), two horns, two trumpets, and three trom-

bones. . . . There is no complete recapitulation of the Scherzo, its

place being taken by a short stretto and a few bars of coda. I think

I may claim a precedent for this idea of the truncated recapitulation

— in the third movement of Brahms's Clarinet Quintet."

The third movement, the Cavatina for strings alone, opens with a

cantilena for the cellos and later the violins. There is a second section

in triple time which concludes with a cadenza-like passage for the solo

violin. There is a recapitulation.
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"The fourth movement (Toccata), besides full strings and wind,

commandeers all the available hitting instruments which can make
definite notes, including glockenspiel, celesta, xylophone, vibraphone,

tubular bells and tunable gongs. These last are ad. lib. — according

to the score they are 'not absolutely essential but highly desirable.'

After a short, rather sinister exordium the trumpet gives out the

principal theme, surrounded by all the tunable percussion. There are

thus two sections, each of which is repeated by full orchestra. Then
comes another tune, given to the strings and horns. This returns us

safely to the principal theme — indeed, we shall soon discover that

this movement is a modified rondo." The symphony ends with a

reference to the opening of this movement which Dr. Vaughan
Williams calls a "sinister exordium."

[copyrighted]

ENTR'ACTE
VAUGHAN WILLIAMS' "MUSICAL AUTOBIOGRAPHY"

Asa contribution to "Ralph Vaughan Williams, A Study" by
-*** Hubert Foss (George A. Harrap Sc Co., Ltd.), the composer has

provided a chapter with the above title. The account is characteristic

of him — conversational, completely unpretentious, with a kindly

humor as he touches upon the teachers and the companions he has

known through the years of his musical growth. He dwells upon his

early ineptitudes, his chance encounters, in such a way that a reader

who had not heard his music would have the picture of a good-natured

English amateur who has spent a good part of his life taking lessons

in rather haphazard sequence, and made of music a sort of full-time

hobby. To know his music is to realize that these are apparent truths

which conceal a deep purposefulness, an intense devotion, a sturdy

and self-reliant individuality. To tell the whole truth would have

required a burst of self-revelation quite impossible from an English-

man of good taste, who prefers simply to compose in his own way and,

excepting for »a bit of parenthetical jocularity, to allow his music to

speak for itself.

He begins with his first musical contact as a child with no claims

to special talent:

"My first teacher in musical theory was my aunt, Miss Wedgwood.

When I was about six I wrote a pianoforte piece, four bars long,

called, heavens knows why, 'The Robin's Nest.' It was shown to some

musical visitors, and my sister heard one of them say, 'Has he learnt

[24]



any thorough bass?' My sister and I pondered for long over what

thorough bass could be. Of course, it never occurred to us to ask.

However, soon after this my aunt took me through a book which I

still have, called The Child's Introduction to Thorough Bass in

Conversation of a Fortnight between a Mother and her Daughter

aged ten years old (London, printed for Baldwin Cradock and Joy,

14, Paternoster Row, 1819). Here is a specimen from Conversation 8:

Mary. Mama, have I anything more to learn about the chord of the seventh?

Mother. Yes, you already know how a simple chord of the seventh is formed, but

you are also to learn that there are four different kinds of sevenths.

"I had been taught pianoforte, which I never could play, and the

violin, which was my musical salvation. I remember as if it were

yesterday, when I was about, I think, seven years old, walking with

my mother through the streets of Eastbourne and seeing in a music

shop an advertisement of violin lessons. My mother said to me,

'Would you like to learn the violin?' and I, without thinking, said

'Yes.' Accordingly next day a wizened old German called Cramer

appeared on the scene and gave me my first violin lesson."

He took his violin to school with him and played it in the school

orchestra. A visiting piano teacher brought him the "Bach Album"

in the Novello edition and opened his eyes and ears to a composer he

had somehow missed. "Of Bach I then knew nothing, and I imagined

vaguely that he was like Handel but not so good. This Bach album

was a revelation, something quite different from anything I knew, and

Bach still remains for me 'in a niche by himself.'
"

His piano lessons equipped him for home performance.

"My brother, sister, and I were encouraged to play pianoforte duets

from funny old volumes containing choruses from Messiah and Israel,

which I loved, and arias from Don Giovanni and Figaro, which bored

me, though I have to admit that we played the Overture to Figaro at

about ^=50, my aunt complaining that it was the fashion to play it

much too fast."

At Charterhouse, he composed a trio with a "principal theme

distinctly reminiscent of Cesar Franck, a composer whose name I did

not even know in those days, and whom I have since learned to dislike

dinners of 'Distinction
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Number 9 Knox Street Edmund B. Stanley
by reservation only HU 2-3494

[25]



cordially. ... I remember that after the concert James Noon, the

mathematical master, came up to me and said in that sepulchral voice

which Carthusians of my day knew so well, 'Very good, Williams, you

must go on.' I treasured this as one of the few words of encouragement

I ever received in my life!"

Leaving Charterhouse in 1890, he entered the Royal College of

Music, where he came under the guidance of Sir Hubert Parry. "I

was quite prepared to join with the other young students of the

R. C. M. in worshipping at that shrine, and I think I can truly say

that I have never been disloyal to it. Perhaps I can no longer, owing

to the weakening digestion of old age, swallow Parry's music whole,

as I did then; but I still thrill to the magnificence of Job and De
Profundis, and I hereby solemnly declare, keeping steadily in view the

works of Byrd, Purcell, and Elgar, that Blest Pair of Sirens is my
favourite piece of music written by an Englishman." Parry gave him a

sense of independence, and forced upon him, to his subsequent grati-

tude, the Appassionata Sonata and the last quartets of Beethoven.

Vaughan Williams seems always to have acquired more from listen-

ing to music or studying scores than from teachers:

"During the intervening summer holidays one very important thing

happened. I went to Munich and heard my first Wagner opera. We
found that Die Walkiire was down for that evening. The opera, we
were told, would start at seven, so at six o'clock we sat down to have

a preliminary meal. Hardly had we started when the waiter rushed in

— he had made a mistake — on a Wagner Abend the Opera started at

six. The rest decided for dinner, but I, like the hero of a novel, 'left

my food untasted' and rushed off to the Opera House. I arrived just

in time to hear that wonderful passage for strings when Sieglinde offers

Siegmund the cup. This was my first introduction to later Wagner,

but I experienced no surprise, but rather that strange certainty that I

had heard it all before. There was a feeling of recognition as of meet-

ing an old friend which comes to us all in the face of great artistic

experiences. I had the same experience when I first heard an English

folk-song, when I first saw Michelangelo's Day and Night, when I

suddenly came upon Stonehenge or had my first sight of New York

City — the intuition that I had been there already."

A friend named Richard Walthew found that Ralph, who had once

openly espoused Gounod and his kind, had "become a complete prig"

and would admit to consideration no others but Bach, Beethoven,

Brahms, and Wagner. Walthew thereupon dragged him to Carmen:

"I remained to pray." Verdi's Requiem gave him a similar awakening

jolt:

"At first I was properly shocked by the frank sentimentalism and

sensationalism of the music. I remember being particularly horrified
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at the drop of a semitone on the Word 'Dona.' Was not this the purest

'village organist'? But in a very few minutes the music possessed me.

I realized that here was a composer who could do all the things which

I, with my youthful pedantry, thought wrong — indeed, would be

unbearable in a lesser man; music which was sentimental, theatrical,

occasionally even cheap, and yet was an overpowering masterpiece.

That day I learnt that there is nothing in itself that is 'common or

unclean'; indeed, that there are no canons of art except that contained

in the well-worn tag, 'To thine own self be true.'
"

At Cambridge, where he went in 1892, he learned the organ, and

conducted a small choral society. He values this experience. After

Cambridge he returned to the "R. C. M.," and studied with Charles

Villiers Stanford with whom he waged continual battle:

"The details of my work annoyed Stanford so much that we seldom

got beyond these to the broader issues, and the lesson usually started

with a conversation on these lines: 'Damnably ugly, my boy. Why
do you write such things?' 'Because I like them.' 'But you can't like

them, they're not music' 'I shouldn't write them if I didn't like

them.' So the argument went on, and there was no time left for any

constructive criticism. Stanford tried — I fear in vain — to lighten my
texture. He actually made me write a waltz. I was much bitten by

the modes at that time, and I produced a modal waltz! I really must

have been unteachable and hopelessly obstinate.

"Stanford never displayed great enthusiasm for my work. I once

showed him a movement of a quartet which had caused me hours of

agony, and I really thought was going to move mountains this time.

'All rot, my boy,' was his only comment.

"With Stanford," concludes the peace-loving Williams, "I always felt

I was in the presence of a lovable, powerful, enthralling mind. This

helped me more than any technical instruction.

"What one really learns from Academy or College," he says, "is not

so much from one's official teachers as from one's fellow-students. I

was lucky in my companions in those days. Other students at the

college were Dunhill, Ireland, Howard-Jones, Fritz Hart, and Gustav

Hoist. We used to meet in a little teashop in Kensington and discuss

every subject under the sun, from the lowest note of the double

bassoon to the philosophy of Jude the Obscure. I learnt more from

these conversations than from any amount of formal teaching, but I

felt at a certain disadvantage with these companions: they were all

so competent and I felt such an amateur. I have struggled all my life to

conquer amateurish technique, and, now that perhaps I have mastered

it, it seems too late to make any use of it. Curiously, however, as

regards orchestral texture, when I hear my early works, written when
my knowledge was still out of books and I had to sit for an hour
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wondering what to do with the 2nd clarinet in a loud tutti, my
orchestration seems fuller and richer than nowadays, when my writing

is backed by practical experience."

In 1895 he was appointed organist at St. Barnabas, South Lambeth.

A choral society which he formed, though none too expert, gave him

more valuable practical experience. He went to Berlin in 1897 to

study with Max Bruch. He derived less from Bruch than from the

large amount of music he heard there.

"Deliberate cribbing is all right, and the funny thing is that what

is most deliberately cribbed sounds the most original; but the more

subtle, unconscious cribbing is, I admit, dangerous. I was quite

unconscious that I had cribbed from La Mer in the introduction to

my London Symphony until Constant Lambert horrified me by calling

my attention to it.

"Why should music be 'original'? The object of art is to stretch

out to the ultimate realities through the medium of beauty. The
duty of the composer is to find the mot juste. It does not matter if

this word has been said a thousand times before, as long as it is the

right thing to say at that moment. If it is not the right thing to say,

however unheard of it may be, it is of no artistic value. Music which

is unoriginal is so, not simply because it has been said before, but

because the composer has not taken the trouble to make sure that this

was the right thing to say at the right moment.

"In 1908 I came to the conclusion that I was lumpy and stodgy,

had come to a dead-end, and that a little French polish would be of

use to me. So I went to Paris armed with an introduction to Maurice

Ravel. He was much puzzled at our first interview. When I had shown

him some of my work he said that, for my first lesson, I had better

'ecrire un petit menuet dans le style de Mozart/ I saw at once that it

was time to act promptly, so I said in my best French, 'Look here, I

have given up my time, my work, my friends, and my career to come

here and learn from you, and I am not going to write a petit menuet

dans le style de Mozart/ After that we became great friends and I

learnt much from him. For example, that the heavy contrapuntal

Teutonic manner was not necessary. 'Complexe, mais pas complique'

was his motto. He showed me how to orchestrate in points of colour

rather than in lines. It was an invigorating experience to find all

artistic problems looked at from what was to me an entirely new angle.

"Brahms and Tchaikovsky he lumped together as 'tout les deux un

peu lourds'; Elgar was 'tout a fait Mendelssohn'; his own music was

'tout a fait simple, rien que Mozart/ He was against development

for its own sake — one should only develop for the sake of arriving at

something better. He used to say there was an implied melodic out-

line in all vital music, and instanced the opening of the C minor
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Symphony as an example of a tune which was not stated but was

implicit. He was horrified that I had no pianoforte in the little hotel

where I worked. 'Sans le piano on ne pent pas inventer de nouvelles

harmonies.*

"I practised chiefly orchestration with him. I used to score some of

his own pianoforte music and bits of Rimsky and Borodin, to whom
he introduced me for the first time. After three months I came home

with a bad attack of French fever and wrote a string quartet which

caused a friend to say that I must have been having tea with Debussy,

and a song cycle with several atmospheric effects, but I did not succumb

to the temptation of writing a piece about a cemetery, and Ravel paid

me the compliment of telling me that I was the only pupil who

'n'ecrit pas de ma musique.' The fact is that I could not have written

Ravel's music even if I had wanted to. I was quite incapable, even

with the piano, of inventing his nouvelles harmonies. I sometimes

wish that I could think of the strange chords of my old friend Arnold

Bax. I hope I am not like the fox without the tail, but I usually feel

content to provide good plain cooking, and hope that the proof of

the pudding will be in the eating.

"My French fever soon subsided, and left my musical metabolism

on the whole healthier."

j. N. B.

SYMPHONY NO. 4 IN E MINOR, Op. 98

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

The first two movements were composed in the summer of 1884; the remaining
two in the summer of 1885. The Symphony had its first performance at Meiningen,
October 25, 1885, under the direction of the composer.
The Fourth Symphony was announced for its first performance in America by the

Boston Symphony Orchestra, November 26, 1886. Wilhelm Gericke duly conducted
the symphony on Friday, November 25, but he was not satisfied with the performance,
and withdrew the score for further preparation, substituting the First Symphony by
Robert Schumann. Since the Friday performance was considered a "public rehearsal,"

although, according to a newspaper account, Mr. Gericke did not at any point stop
the orchestra, this was not called a "first performance," and the honor went to the
Symphony Society of New York on December 11, Walter Damrosch conducting. The
Boston performance took place on December 23.

The orchestration includes 2 flutes and piccolo, 2 oboes, 2 clarinets, 2 bassoons
and contra-bassoon, 4 horns, 2 trumpets, 3 trombones, timpani, triangle and strings.

"ITThen Brahms returned to Vienna at the end of September 1885,

* » Max Kalbeck sat with him over a cup of coffee and pressed him
as far as he dared for news about the musical fruits of the past summer.

He asked as a leading question whether there might be a quartet.

' 'God forbid,' said Brahms, according to Kalbeck's account in his

biography, 'I have not been so ambitious. I have put together only a
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few bits in the way of polkas and waltzes. If you would like to hear

them, I'll play them for you.' I went to open the piano. 'No,' he

protested, 'let it alone. It is not so simple as all that. We must get

hold of Nazi/ He meant Ignaz Briill and a second piano. Now I

realized that an important orchestral work, probably a symphony, was

afoot, but I was afraid to ask anything more for I noticed that he

already regretted having let his tongue run so far.

"A few days later he invited me to an Ehrbar evening — a musical

gathering in the piano warerooms of Friedrich Ehrbar. There I found

Hanslick, Billroth, Brahms, Hans Richter, C. F. Pohl, and Gustav

Dompke. While Brahms and Briill played, Hanslick and Billroth

turned the manuscript pages. Dompke and I, together with Richter,

read from the score. It was just as it had been two years before at the

trying-out of the Third Symphony, and yet it was quite different. After

the wonderful Allegro, one of the most 'substantial, but also four-

square and concentrated of Brahms' movements, I waited for one of

those present to break out with at least a Bravo. I did not feel impor-

tant enough to raise my voice before the older and more famous friends

of the master. Richter murmured something in his blond beard which

might have passed for an expression of approval; Briill cleared his

throat and fidgeted about in his chair. The others stubbornly made no

sound, and Brahms himself said nothing to break the paralyzed silence.

Finally Brahms growled out, 'Na, denn mann writer!' — the sign to con-

tinue: whereupon Hanslick uttered a heavy sigh as if he felt that he

must unburden himself before it was too late, and said quickly, 'The

whole movement gave me the impression of two people pummelling

each other in a frightful argument.' Everyone laughed, and the two

continued to play. The strange-sounding, melody-laden Andante

impressed me favorably, but again brought no comment, nor could I

bring myself to break this silence with some clumsy banality."

Kalbeck, who had borne nobly with Brahms up to this point, found

the Scherzo "unkempt and heavily humorous," and the finale a splendid

set of variations which nevertheless in his opinion had no place at the

end of a symphony. But he kept his counsel for the moment, and the

party broke up rather lamely with little said. When he met Brahms
the next day.it was clear that the composer had been taken aback by

this reception of his score. " 'Naturally I noticed yesterday that the

symphony didn't please you and I was much troubled. If people like

Billroth, Hanslick, or you others do not like my music, who can be

expected to like it?' 'I don't know what Hanslick and Billroth may
think of it,' I answered, 'for I haven't said a word to them. I only

know that if I had been fortunate enough to be the composer of such

a work, and could have the satisfaction of knowing that I had put

three such splendid movements together, I would not be disturbed.
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If it were for me to say, I would take the scherzo with its sudden main

theme and banal second thoughts and throw it in the wastebasket, while

the masterly chaconne would stand on its own as a set of variations,

leaving the remaining two movements to find more suitable compan-

ions.' " Kalbeck was surprised at his own temerity in venturing so far

with the sensitive and irascible composer, and waited for the heavens

to descend, but Brahms received this judgment meekly, only protesting

that the piano could give no adequate idea of the scherzo, which had

no connection whatever with the keyboard, and that Beethoven in the

Eroica and elsewhere had made use of a variation finale. It was plain

that he was in serious doubt as to whether the symphony would be

accepted at all. He decided, however, after a long conversation, that

having gone so far he must see it through, and that a rehearsal with

orchestra at Meiningen could be hoped to give a more plausible

account of the symphony and even to give the "nasty scherzo" a pre-

sentable face.

The opinion of the discerning Von Biilow was more encouraging.

He wrote after the first rehearsal: "Number four is stupendous, quite

original, individual, and rock-like. Incomparable strength from start

to finish." But Brahms may have discounted this as a personally biased

opinion, as he certainly discounted the adoring Clara Schumann and

Lisl Herzogenberg, when he weighed their words against the chilling

skepticism of his male cronies.

The Fourth Symphony was greeted at its first performances with a

good deal of the frigidity which Brahms had feared. The composer

was perforce admired and respected. The symphony was praised —
with reservations. It was actually warmly received at Leipzig, where

there was a performance at the Gewandhaus on February 18, 1886. In

Vienna, where the symphony was first heard by the Philharmonic under

Richter, on January 17, it was different. "Though the symphony was

applauded by the public," writes Florence May, "and praised by all

but the inveterately hostile section of the press, it did not reach the

hearts of the Vienna audience in the same unmistakable manner as its

two immediate predecessors, both of which had made a more striking
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impression on a first hearing in Austria than the First Symphony in

C minor" (apparently Vienna preferred major symphonies!). Even
in Meiningen, where the composer conducted the Symphony with

Billow's orchestra, the reception was mixed. It took time and repetition

to disclose its great qualities.

Miss May further relates that at the first performance at Meiningen

the symphony was enthusiastically received, and that the audience

attempted to "obtain a repetition of the third movement." But the

report of another witness, the pianist Frederic Lamond, contradicts

this. He has told us that the concert began at five o'clock on a Sunday

afternoon, and that the symphony was preceded by the Academic

Festival Overture and the Violin Concerto, Adolf Brodsky appearing

as soloist. The composer conducted. "The Symphony," writes Lamond,
"brought little applause." And he goes on to relate an interesting

postlude to this occasion:

"The theater emptied itself; I went to my dressing room behind the

stage, and was about to go home. The members of the orchestra were
putting their instruments away and some had already left when young
Richard Strauss [then twenty], the second Kapellmeister in Meiningen,
came running up and called to me: 'Lamond, help me bring the

orchestra players together; the Duke wishes to have the symphony
played again for himself alone.' I got hold of the second horn player,

while Strauss mustered one player after another. The theater was
dimly lighted and no one had permission to enter the auditorium. I

slipped out on the stage. Through the peek hole in the curtain I

could see the silhouette of Brahms at the conductor's desk, and about
him the intent, deeply absorbed faces of the orchestra players, who
looked ghostly in the dim light. The loge in which the Duke sat was
also in semi-darkness; and now there began for the second time a per-

formance of the Fourth Symphony!
"The performance stays vividly in my mind, I have heard consum-

mate performances in later years, but never has the overpowering and
masterly finale sounded with such conviction as in the darkened
empty theater where Brahms, like a mighty conjuror, played with the

assembled group of musicians for the listening Duke of Meiningen."
• •

All was not serene between Brahms and Billow on this memorable

Sunday, a circumstance which Lamond has not mentioned. Although

Bulow had rehearsed the symphony, Brahms took over the baton for

the performance. Bulow, whose outstanding qualities as a conductor

were in complete contrast with the clumsiness of the composer, con-

sidered his abilities slighted, and shortly resigned from his post as

Hofkapellmeister at Meiningen. The incident proves the tactlessness

of Brahms and the touchiness of Bulow. Yet Bulow carried the sym-

phony, in that same season, through a "crusading" tour of Germany,

Holland, and Switzerland.

[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.

Records released since April 1956

Beethoven Overtures Leonore Nos. 1, 2, 3; "Fidelio";

"Coriolan"

Beethoven Symphony No. 6

Beethoven Violin Concerto (Heifetz)

Berlioz "L'Enfance du Christ"

Brahms Symphony No. 1

Brahms Symphony No. 2; "Tragic" Overture

Debussy "The Martyrdom of St. Sebastian"

Franck Symphony No. 1 in D Minor

Mozart

LM-2015

LM-1997

LM-1992

LM-6053

LM-2097

LM-1959

LM-2030

LM-2 131

Clarinet Concerto; Clarinet Quintet (Good-
man, Boston Symphony String Quartet) LM-2073

Tchaikovsky "Francesca da Rimini"; "Romeo and Juliet"

Overtures LM-2043

Wagner

Tchaikovsky
Elgar
Barber

Debussy
Ibert

Martinu
Piston

Debussy
Ravel

Munch Conducts Wagner

Overture and Bacchanale from "Tannhauser"
Magic Fire Music from "Die Walkiire"
Siegfried's Rhine Journey from "Gotterdam-
merung" LM-2 1

1

9

Serenade for Strings

Introduction and Allegro
Adagio for Strings

The Sea
"La Mer"
"Escales" (Ports of Call)

"Fantaisies Symphoniques"
Symphony No. 6

LM-2 105

LM-2111

LM-2083

The Virtuoso Orchestra

"Prelude to the Afternoon of a Faun"
"Bolero," "La Valse," "Rapsodie Espagnole" LM-1984
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