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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

toWQXR 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

Wll|All 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

Second Evening Concert

WEDNESDAY, December 11, at 8:45 o'clock

Program

Brahms Academic Festival Overture, Op. 80

Sessions Symphony No. 3

I. Allegro grazioso con fuoco

II. Allegro un poco ruvido; Piu mosso e appassionato — Tranquillo

III. Andante sostenuto e con affetto

IV. Allegro con fuoco

(Composed for the Seventy-fifth Anniversary of the

Boston Symphony Orchestra; First performance in New York)

intermission

Schumann Concerto for Violoncello and Orchestra

in A minor, Op. 129

Nicht zu schnell — Langsam — Sehr lebhaft

Wagner Prelude and Love-death from "Tristan und Isolde"

SOLOIST

PIERRE FOURNIER

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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ACADEMIC FESTIVAL OVERTURE, Op. 80

By Johannes Brahms

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

The overture was composed in 1880; first performed January 4, 1881, at the

University of Breslau.

The orchestration: 2 flutes and piccolo, 2 oboes, 2 clarinets, 2 bassoons and
contra-bassoon, 4 horns, 3 trumpets, 3 trombones, tuba, bass drum, timpani,

cymbals, triangle and strings.

T)rahms' two overtures, the "Akademische Fest-Ouvertiire" and the

*-* "Tragische Ouvertiire" were composed in one summer — in 1880

at Bad Ischl. It was his first summer in this particular resort, and

although he was somewhat discouraged by an abundance of rainy

weather, its charms drew him again in later years (1889-96). "I must

give high praise to Ischl," he wrote to Billroth in June, 1880, "and

although I am threatened only with one thing — the fact that half

Vienna is here — I can be quiet here — and on the whole I do not

dislike it." Which is to say that Ischl had already become the gather-

ing point of a constant round of cronies from Vienna. Brahms' friends

of course would scrupulously respect the solitudes of the master's

mornings — the creative hours spent, partly in country walks, partly

in his study. Later in the day he would welcome the relaxation of

companionship — of conversation to an accompaniment of black cigars

and coffee, of mountaineering (Brahms was a sturdy walker), or of

music-making together.

When the University at Breslau conferred upon Brahms, in the

spring of 1879, the degree of Doctor of Philosophy, the composer

responded in kind, and made the institution the handsome present of

an overture on student airs. Presents of this sort are not to be unduly

hastened when artistic good faith and the heritage of the musical

world are considered. Brahms composed and destroyed another

"Academic" overture before this one, if Heuberger is not mistaken.

The performance came the following January, when Brahms con-

ducted it at Breslau, while the Herr Rektor and members of the

philosophical faculty sat in serried ranks, presumably gowned, in

the front rows.

It goes without saying that both Brahms and his overture were

quite innocent of such "academic" formality. It is about a tavern

table, the faculty forgotten, that music enters spontaneously into

German college life. Although Brahms never attended a university he

had tasted something of this life at Gottingen when, as a younger man,

he visited with Joachim, who was studying at the University. Brahms
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did not forget the melody that filled the Kneipe, inspired by good

company and good beer. Student songs, with their Volkslied flavor,

inevitably interested him. He found use for four of them. "Wir hatten

gebauet ein stattliches Haus" is first given out by the trumpets. "Der

Landesvater" ('Hort, ich sing' das Lied der Lieder") is used rhyth-

mically, delightfully developed. The "Fuchslied" or Freshman's Song

("Was kommt dort von der Hoh' ") is the choice of the unbuttoned

Brahms, and leaves all educational solemnities behind. The air is

introduced by two bassoons. When Brahms wrote Kalbeck that he had

composed "a very jolly potpourri on students' songs a la Suppe/'

Kalbeck inquired jokingly whether he had used the "Fox song." "Oh,

yes," said Brahms complacently. Kalbeck, taken aback, protested that

he could not imagine any such tune used in homage to the "leathery

Herr Rektor," and Brahms answered: "That is wholly unnecessary."

Brahmsian horseplay does not get quite out of hand, and the dignities

are saved beyond doubt when the full orchestra finally intones the

hearty college hymn, "Gaudeamus Igitur."

[copyrighted]

SYMPHONY NO. 3

By Roger Sessions

Born in Brooklyn, New York, December 28, 1896

Commissioned for the Seventy-fifth Anniversary of the Boston Symphony
Orchestra and the Koussevitsky Music Foundation, this Symphony was composed
during the years 1955-1957 from sketches made several years previous.

The Symphony is dedicated to the memory of Serge and Natalie Koussevitzky.

It is scored for 2 flutes and 2 piccolos, 2 oboes and English horn, 2 clarinets, E-flat

clarinet and bass clarinet, 2 bassoons and contra-bassoon, 4 horns, 3 trumpets,

3 trombones, timpani, percussion, harp, celesta, and strings. The percussion is as

follows: xylophone, vibraphone, tambourine, cymbals, snare drum, tam-tam,
military drum, Chinese wood blocks, small Chinese drum, bass drum, and triangle.

"O oger Sessions' First Symphony, completed in 1927, had its first

^^ performance by this Orchestra, under the direction of Serge

Koussevitzky. His Second Symphony was first performed in 1946 by
the New York Philharmonic-Symphony Society, Dimitri Mitropoulos,

conductor. The only other previous performance of this composer's

music by the Boston Symphony Orchestra was when Pierre Monteux
introduced to these concerts the orchestral suite from The Black

Maskers, January 28, 1955.

The composer has provided the following description of the new
Symphony: "The first movement is in three large sections, which may
be compared approximately to the three sections of a classic 'Sonata'
form. The first and last of these sections are composed — like the
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'Sonata' — of two contrasting groups, of which the second begins with
a melody for oboe. These two groups are varied, though readily

recognizable, in the 'recapitulation.' The middle section introduces
new elements, is stormier in character, and less concentrated in pace.

"The second movement is likewise in three sections — corresponding
to the three sections of the classic 'minuet' or scherzo. Here again,

however, the third section is a variant, not a repetition, of the first.

The middle section, or 'trio,' is quite simple in conception; it is

essentially a dialogue consisting on the one hand of florid and agitated

declamatory passages for violins, over trombones in unison, answered
by much quieter phrases (tranquillo) in the wood-winds and horns.

"The third movement is based on two contrasting themes — (1)

clarinet, harp, and muted horns; (2) violins, answered in imitation

by 'celli — connected by a passage given at first to muted trombones,
which assumes each time a different character and greater importance
in the two variations which follow. The first of these variations leads

to a big climax. The movement ends with a return of the music and
the coloring of the opening measures.
"The final movement is built of five sections, separated clearly by

quiet and relatively static passages, in which various orchestral colors

are played off against each other, and the persistent recurrence of

short motifs, of sometimes purely rhythmic character, maintains the

pulsation. Once again variation is the guiding principle; the third

and fourth sections are extended variations of the first and second,

respectively. Each of the two main sections contains a number of

elements proper to itself. The final section is a kind of 'coda' which
brings back in summary form the various elements of the opening
section.

"The above description is entirely ex post facto and not the outline

of a preconceived plan. I would like to make clear, too, that I speak
of analogies to so-called 'standard' forms (which are in reality any-

thing but 'standard'!) purely for convenience; the real forms in

contemporary music are actually quite different both in principle and
in effect. The basic patterns which music can take are really very few
in number, if one thinks of them in what are after all the primary
terms of repetition and contrast; but they can be applied in an infinite

number of ways. Today, for reasons which I think are quite clear in

fact, though perhaps intricate in theory, the principle of exact repeti-

tion no longer works as it once did; it simply does not suit the

materials of contemporary music as it did in former periods. Hence
the inevitable importance, today, of the principle of variation. Some
degree of repetition is always necessary for structural purposes; and
the larger the design, the more important the role which repetition

must play."

• •

A glance at the record of Roger Sessions' career shows that he has

composed at fairly regular intervals, but slowly and with evident

discrimination, writing few works in any one category. The list to

date shows one opera (The Trial of Lucullus, 1947), a suite of inci-

dental music (The Black Maskers, 1928), a violin concerto (1935),

two string quartets (1937, 195 1), two piano sonatas (1930, 1946) a
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duo for vioiin and piano (1942), chorales and chorale preludes for

organ (1924-1938), a sonata for violin unaccompanied (1953). His

most recent works are the Idyll of Theocritus, for Soprano and

Orchestra (1954), Mass for the Fiftieth Anniversary of Kent School

(1955), and a piano concerto (1956).

The sum of his music to date prompts the thought that a handful

of scores written on the basis of withholding nothing less than one's

utmost can be of more value to the world at large than a barrelful

more casually produced at any bidding. Artists differ, of course —
facility, sometimes fatal, has sometimes proved happy. Great pains

have sometimes produced music stillborn — they have at other times

produced the noblest music of all.

Simultaneous with the record of Sessions' creative career is his

teaching career. Since the earlier years of his sojourn in Europe,

assimilative years surely, he has been active as a teacher, notably at

Princeton University, where he now holds a professorship, and at the

University of California, where he held a similar position from 1945

to 1951. His pupils attest that he is invaluable in imparting the ways

of his art and stimulating individual expression. He has evidently

found a sense of satisfaction and achievement in teaching (aside from

its necessity, bread-and-butter wise, to almost any incorruptible com-

poser), but he once wrote:

"First, everything stands or falls on my music. I am first and

foremost a composer, and all my ideas (even about teaching) derive

their essence from my experiences as a composer, and my first-hand

knowledge of a composer's psychology. Any value which these ideas

have derives directly from that knowledge and is entirely illusory

apart from it. ... I am not a pedagogue, and if I am a good teacher

at all it is not because I have the patience or the energy to formulate

principles or theories or methods of teaching, but because I have a

fairly large amount of experience and intuition, gained from produc-

tion, and a capacity for awareness."

0* %« m® %» m® %# m® «&» <atf» <** «» %* #^ «» ®n *» #« m® _
ft ^
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• Away, That Day lieved mother. For 95 years, children &
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[7]



Roger Sessions as a small boy in Connecticut where he grew up
(in Hadley) and attended school (at Kent) was precocious mentally

and musically. He graduated from Harvard College in 1915 at the

age of 18. I knew him at college and was more or less swept along by

his zeal for his gods at the time — Wagner, Strauss, Bruckner. A maga-

zine, the Harvard Musical Review, served principally as a receptacle

for the testing out of its editors' opinions and soon collapsed for want

of readers (and advertisers). Brahms was an unhonored part of

Sessions' cosmos at the time. His intolerance — his musical loves and

hates — were no doubt guided by some inner urge to absorb what he

needed. Later his idols were Franck, d'Indy and the Schola Cantorum.

After Harvard he studied with Horatio Parker at the Yale School of

Music. Since his gods then had become such challengers as Schoenberg

and Stravinsky, whom he defended with loyalty to the courageous

forefront of his art, it is to be doubted whether Professor Parker,

helpful as a technical adviser, could have been congenial in matters

musical. In 1917 Sessions became a teacher at Smith College and

thence went to Cleveland to study with Ernest Bloch, later teaching as

his assistant at the Cleveland Institute of Music. He admits to great

admiration for Bloch and invaluable guidance from him. When Bloch

left the Institute as the result of a disagreement and an explosion,

Sessions left too. From 1925 to 1933 he spent most of his time in

Europe, profiting by the opportunity for study and creative work

from fellowships (Guggenheim, The American Academy in Rome,

and Carnegie). In New York he joined with Aaron Copland in the

Copland-Sessions Concerts. He has been active in the League of

Composers (ISCM).

The most detailed and perceptive account of what Roger Sessions

is and has done was written for Musical Quarterly (April, 1946) by

Mark A. Schubart (a keen writer on things musical who was inci-

dentally one of his pupils). "Of composers practicing their art in the

United States today," wrote Mr. Schubart, "few have had a more

profound influence on the course of music here than Roger Hunt-

ington Sessions. It has not been a spectacular influence in that it is

not often discussed in our more fashionable salons, or written about

extensively in our widely circulated journals. But it is a substantial

and important influence nonetheless. For it springs directly from the

integrity of Sessions as a composer and as a teacher. Sessions is not a

composer's composer: his music is too free to fit such a cramped

description. But in the validity of his actions and the breadth of his

knowledge and experience, he is most certainly a musician's musician."

[copyrighted 1
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A NEW SYMPHONY

p oger Sessions has kindly written the following remarks about his

-"- new Third Symphony for this publication:

The dedication to the memory of Serge and Natalie Koussevitzky

means a great deal to me, and the work is in a very real sense a very

warm and deeply felt tribute to them. It is unnecessary to dwell on

the great and obvious debt which all composers, and indeed all

musicians, in the United States owe to Koussevitzky, whose role in

the development of music, and in the recognition of composers, in

this country it would be impossible to overestimate.

In another and equally real sense the work is a tribute to the Boston

Symphony Orchestra — not only for its pre-eminence among our orches-

tras but because it has furnished me with some of my most important

musical experiences. For four very important years— 1911 to 1915 —
I heard the orchestra at least once a week, and very frequently twice

or even three times; and in the following years I travelled frequently

to Boston, to hear programs of special interest to me. These were

impressionable years of adolescence, which left me memories which

are still vivid and concrete — both of the classics and of the contem-

porary music of that time. I realized long ago that my whole concep-

tion of orchestral sound and all that goes with it were formed by those

experiences; and have often said that all of my orchestral music, which

now includes eight major works, has been written essentially for the

Boston Symphony as I heard it then.

My Symphony is larger in conception and scale than the First, and

does not contain the sharp and even violent contrasts of the Second.

In saying this I am simply noting a difference in character, not

implying a fundamental change of artistic direction. I regard this

symphony as belonging very definitely among a series of works which

began with my Second String Quartet (1951). It contains new ele-

ments, however, even with respect to these works.

As far as the symphony itself is concerned, I feel, as I have always

felt, reluctant to write extensive program notes for my own work.

I do not, to begin with, consider it of any value to try to describe

what is sometimes called the "emotional content" of a musical work.

Of course, very many feelings, impressions, and experiences lie behind

a composer's musical vision; but the work itself — any work — achieves

by its very nature an autonomous existence; it becomes something

quite independent of those specific feelings, and arouses in the listener

feelings which are molded by the latter's own experience. What the

composer actually conveys in the music cannot be elucidated; this can

be really approached only through listening to it. Possibly when a

piece has become quite familiar, interpretative comments can be of
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interest and value; but the music must first of all be heard, and make
its impact unaided. In the case of this symphony the indications

furnish a key to the performer and perhaps in the same sense to the

listener. I can add too that the third movement is of a generally

elegiac character. But I believe this is clear in the music itself, and
I actually decided against giving it the general title "Elegy" which
I considered for a while. I felt that this would tend to lift it out of

the framework of the symphony as a whole. This larger framework

was in my mind from the first moment of conception; actually, as has

happened in the case of a number of my works, the opening measures

of all four movements were all sketched, in rapid succession, at one

sitting, and have remained virtually unchanged since that time.

I do not believe much in the efficacy of technical description of

new music, either. These matters are essentially the affair of com-

posers themselves, and I find that much misunderstanding has been

created by the indiscriminate tossing about of technical terms. These

can, at best, have no meaning except in the light of careful and precise

elucidation, which is inevitably boring to the listener.

A great deal of confusion, for instance, has been created by the use

of the word "atonal" in connection with certain tendencies in con-

temporary music. The term was originally coined in a frankly polemic

spirit, and was then taken up by partisans on both sides of the fence.

Actually there is no such thing as really "atonal" music. The relations

between tones are the same as they always have been. Composers —
all composers — are as aware of these relationships as ever, and write

their music as much in terms of the relationships as they have ever

done. To point this out is not to minimize the changes which have

taken place over the last hundred years — a "transitional" period,

possibly, but one of great and genuine creative richness and exub-

erance. It is simply to point out that these changes have yet to be

fully or accurately defined. This is inevitably so; theory must always

follow, not precede, creative practice; and it is musical theory, not

practice, which is involved here. Meanwhile music must be listened

to, as it has always been, without preconceived ideas or forced

attitudes.

It is not that these matters are especially esoteric — it is easy enough

to explain them if one has plenty of time. But what contemporary

music demands is simply — to quote a highly esteemed friend and

colleague of mine, the Spanish composer Roberto Gerhard — a "will-

ing ear"; an ear, that is, willing to make the effort which any fresh

experience, of music or anything else, demands. In the absence of a

willing ear, knowledge of the processes is no help at all; and at the

very best it is actually a hindrance unless such knowledge is both

precise and fully digested through direct experience.

[10]



Furthermore, my own experience is that while, not only as a com-

poser of nearly fifty years' practice, but as a teacher as well, I am quite

aware of the processes while I am at work, I find myself disinclined

to remember them after the work is finished.

Actually, just after finishing a work I sometimes find myself con-

fronting an experience which used to be very disconcerting until I

discovered — by comparing notes with composers and performers alike

— that it is a quite common experience among composers, and pre-

cisely the most mature and practiced ones. I have found that for a

quite considerable time others seem to "understand" my music more

readily than I do myself. What this means is that a composer who
has just finished a work has to slough off his memory of the process

of composition and that, until he has accomplished this, he may easily

tend to be over-aware of details, and to miss the forest for the trees.

ENTR'ACTE
WAGNER STILL TRIUMPHANT

By Neville Cardus

(Quoted from THE MANCHESTER GUARDIAN WEEKLY, October ij, i95y)

IT is possible, as our senior and greatest music critic has demonstated,

for a man to remain a perfect Wagnerite throughout a long life,

but many of us are made weaker than Mr. Newman, so we faint at

times by the way, if we do not actually backslide. We find, in partic-

ular, that a journey through "The Ring" is often a trying pilgrimage,

apparently unending, with the same view returning, while all the time

our boots seem more and more to fill with peas. The music is repeti-

tive, the leitmotiv principle is productive of mechanical statement and

transition. Wagner composes at the top of his voice (so the general

indictment runs, then we are rendered silent and put off our guard by

the solemn strains of Brunnhilde's warning to Siegmund, or our ears

are allured by the chamber music of the Sieglinde-Siegmund scene in

Act I of "Die Walkure"). But on the whole "The Ring" makes severe

claims on a mind, taste, and aesthetic of definitely modern nurture.

Wagner has few reticences, leaves nothing to the imagination; he is

fulsome, prolix, too overwhelmed, too much suffused by genius to

pick and choose from his own treasure house.

There was never a time that somebody wasn't reacting against

Wagner. And the reactions were not led by young music critics, but,

more important, by men of recognised stature and genius and authority

— Nietzsche had his revulsion, Debussy and Tolstoy, too, and hosts of



others whom Wagner would have recognised as worthy opponents

and haters. "He has been displaced. A new music has come into

being," wrote the American critic Paul Rosenfeld thirty-five years ago.

Artur Schnabel called Wagner a "swimmer," soon to be drowned in

the seas of his "own so-called continuous melody and harmonic transi-

tions." For nearly a hundred years whole oceans of reactions have

beaten wave on wave against Wagner and they have receded and lo!

the great ship sails on in the now more amenable and flowing seas.

What other composer could so long withstand entire schools and move-

ments of animosity, could so long set changes of fashion at defiance,

go his ways impervious to inevitable changes of taste, and remain to

this day a terrific force and fascination not only to the old and broken-

in but to the new generations?

What is the secret, by what power does Wagner override critical

assault on him, and compel unconditional surrender to him, year after

year? Any announcement of a performance of "The Ring" means a

sold-out opera house "months in advance." He demands that an audi-

ence mainly compact of the world's workers attend to him at six

o'clock in the evening, to remain under his spell for five hours or

thereabouts, unrefreshed except for a dubious and quickly snatched

sandwich. Gone the nights at Covent Garden when a "Ring" audience

was liberated for an hour to dine at some ease. Wagner's tryranny in

fact grows, not decreases; it becomes more and more insistent on

unconditional surrender. He even expects us often nowadays to give

ourselves to him utterly, in spite of a wholesale shortage of great

Wagnerian singers. We are lucky this year to be able to hear a Briinn-

hilde of radiant promise, to hear a Wotan of majesty, and to revel in

a Mime as well acted and sung as any seen and heard at Covent Garden

since Hans Bechstein. And Covent Garden is more than lucky when
Kempe conducts "The Ring" there, though some of us, who are old

enough to know better, are too eager to announce him already as a

great Wagner conductor. As Mrs. Gamp says, let us not "procipitate."

The secret of it all is so simple that no sophisticated critical

explanation will get near it. It has nothing to do with the Wagnerian

aesthetic of music drama. The appeal of "The Ring," I am assured

by a private Gallup poll to the audiences that flock to it in 1957, is

the exciting story and the vivid illustrative orchestral sound with its

hammer rhythms for Nibelheim, its lilt and surge for the Rhine

scenes, the tumult of the Valkyries' ride, the gigantic stamping of the

giants, the forging of Siegfried's sword, the low-crawling heaving of

Fafner the dragon, the pathos of Sieglinde, the evocation of fire for

the sleep of Bninnhilde; the scope for all sorts of singing — heroic,

lyrical, vehement, ironical. The public are, after all, not very much
different from assembled humanity as it always has been. The interest
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in elemental things remains much the same as of old, in the urge of

nature, of rivers, fire, wrack and storm, wood-song and summer heat

under the forest leaves. The interest is the same in old-fashioned

matters such as idealism matched against corruption, in the revolt of

youth against custom, in love as a solvent. And ordinary human
nature, with which much music criticism today seems distantly

acquainted, still will respond to an imaginative presentation of crude

villainy and of selfless heroism soon to suffer disillusionment. Also

the superstition clings to many, even in the age of the hydrogen bomb,

that a god can be symbolised by genius, even if it is a god in chains.

The most likely explanation of the Wagner resurgence is one which,

I fancy, has not occurred to his critics. It is generally assumed by them

that the present time, with its scientific preoccupations and non-

romantic attitudes, is allergic to Wagner. On the contrary, the feeling

and climate, away from the cliques, are extremely susceptible to

Wagner. For long the public have been rationed on stuffs much too

fine, if not too good, for human nature's daily food — bloodless stuffs,

of the intellect theoretical, untouched by mortality. With the cus-

tomary instinct the public have turned to Wagner, attracted by his

dramatic genius and the range of it. In time they may discover the

deeper significances. It is not on the strength of music alone that

Wagner has conquered and defies dethronement. It is not by music

suitable to abstract analysis or by music that sounds well on the harpsi-

chord that Wagner has maintained his hold not only on the crowd

but on some penetrating minds not particularly interested in music

qua music. Wagner was among the greatest and completest of

musicians and needs study as such. But there was more to him than

that.

e^j-
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CONCERTO FOR VIOLONCELLO AND ORCHESTRA,
IN A MINOR, Op. 129

By Robert Schumann

Born at Zwickau in Saxony, June 8, 1810;

died at Endenich, near Bonn, July 29, 1856

Schumann composed his Violoncello Concerto in October, 1850. It was probably

not performed in his lifetime. The first recorded performance was one given at

the Leipzig Conservatory to celebrate the fiftieth anniversary of his birth. The date

was June 9, i860, and the soloist, Ludwig Ebert.

The following performances by the Boston Symphony Orchestra are listed:

February 3, 1888 (Soloist, Fritz Giese); March 6, 1896 (Leo Schulz); October 7,

1910 (Alwin Schroeder); January 30, 1920 (Jean Bedetti); April 17, 1931 (Gregor

Piatigorsky); January 23, 1942 (Emanuel Feuermann); December 24-25, 1943

(Gregor Piatigorsky).

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

2 trumpets, timpani, and strings.

It was in new surroundings, which might not have been considered

favorable for composition, that Schumann wrote his Concerto for

Violoncello. About two months before, he had installed himself at

Diisseldorf. He had accepted the post of orchestral and choral leader,

not without some hesitation, for Mendelssohn, who had conducted

there, spoke not too well of the quality of the musicians. But the

duties were light enough not to tax his strength or to intrude seriously

upon the realm of the creative imagination.

The Schumanns, taking their farewell of Dresden, accordingly

moved to the Rhine city on September 2, 1850. Clara was distressed

at the noisy lodgings they were at first compelled to take, because her

husband's failing health required a peaceful environment. But the

local musicians gave the pair a heartening welcome, with a serenade,

a combined concert, supper and ball on September 7. Choral and

orchestral rehearsals began and promised well. This promise was not

to be fulfilled; Schumann, unequal to the requirements of the posi-

tion, later encountered friction which resulted in his forced resigna-

tion. But in October, 1850, Schumann was still optimistic over his new
situation. Neither the necessity of adjustment to new routine, nor the

strain of making new acquaintances prevented him from composing

industriously. A visit to Cologne and the Cathedral there on Sep-

tember 29 made its impress upon the "Rhenish" Symphony, which

he composed in November.

Before this he composed his concerto for violoncello and orchestra.

The work was sketched between October 10 and 16; the full score

completed by October 24. Clara Schumann entered in her diary,



November 16: "Robert is now at work on something. I do not know
what, for he has said nothing to me about it [this was the Symphony

in E-flat]. Last month he composed a concerto for violoncello that

pleased me very much. It seems to me to be written in true violon-

cello style." There is another reference to the concerto the following

year. "I have played Robert's violoncello concerto again," Mme.
Schumann wrote, October 11, 1851, "and thus gave to myself a truly

musical and happy hour. The romantic quality, the vivacity, the

freshness and the humor, and also the highly interesting interweaving

of violoncello and orchestra are indeed wholly ravishing, and what

euphony and deep feeling there are in all the melodic passages!"

Schumann himself does not seem to have been entirely satisfied.

He contemplated a performance at one of the Diisseldorf concerts two

years later (May, 1852), but apparently withdrew the work. He did

not give it to a publisher until 1854, and corrected the proofs early

in that year, shortly before the sorrowful event which made restraint

necessary — his attempt at suicide by throwing himself into the river

Rhine.

The three movements of the concerto are played without a break.

In the first, which is in A minor, nicht zu schnell, the two themes are

first presented by the solo instrument — the first after a few measures

of orchestral introduction, the second after an intervening tutti. The
slow movement, langsam, is in F major. It is based principally upon
the expressive subject which the violoncello first discloses. An accel-

erando passage for the solo 'cello leads into the finale (sehr lebhaft,

in A minor). A cadenza is introduced before the conclusion.

[copyrighted]

PIERRE FOURNIER

Pierre Fournier, born in Paris, studied music with the intention

of becoming a pianist until a partial paralysis from polio, which
interfered with his pedalling, obliged him to change his instrument.

His only master of the 'cello was the Dutch 'cellist, Andre Hekking.

He began his career in Europe before the Second World War and,

unable to serve in the Army, accepted a post at the Conservatoire. In

1945 he resumed his concert tours both as soloist and in quartet play-

ing. He made his American debut in November, 1948, in New York.

The music dedicated to him includes sonatas by Martinu and by

Poulenc. Mr. Fournier appeared with the Boston Symphony Orchestra

on January 5, 1951, in the Concerto by Lalo, on January 24, 1954 in

the Concerto by Dvorak.
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PRELUDE AND "LOVE-DEATH" FROM "TRISTAN
AND ISOLDE"

By Richard Wagner

Born at Leipzig on May 22, 1813; died at Venice on Febiuary 13, 1883

Wagner wrote the poem of Tristan und Isolde in Zurich in the summer of 1857.

He began to compose the music just before the end of the year, completed the

second act in Venice in March, 1859, and the third act in Lucerne in August, 1859.

The first performance was at the Hoftheater in Munich, June 10, 1865. The first

performance in America took place at the Metropolitan Opera House in New York,

December 1, 1886; the first Boston performance, at the Boston Theatre, April 1, 1895.

The Prelude was performed in concert shortly before the opera itself: at Prague,

March 12, 1859, Biilow conducting, and in Leipzig, June 1, 1859. Wagner himself

conducted the Prelude and "Liebestod" several times in concert, having arranged

the latter for performance without voice.

The score requires 3 flutes and piccolo, 2 oboes and English horn, 2 clarinets

and bass clarinet, 3 bassoons, 4 horns, 3 trumpets, 2 trombones and tuba, harp,

and strings.

Wagner's subjects usually lay long in his mind before he was

ready to work out his text. And he usually visualized the opera

in hand as a simpler and more expeditious task than it turned out

to be. He first thought of Siegfried as "light-hearted" and popular,

as suitable for the small theater in Weimar, for which its successor, Die

Gotterdammerung, was plainly impossible. But Siegfried as it developed

grew into a very considerable part of a very formidable scheme, quite

beyond the scope of any theater then existing. When Siegfried was

something more than half completed, its creator turned to Tristan

und Isolde for a piece marketable, assimilable, and performable. It is

true that Tristan was composed in less than two years. But the fateful

tale of the lovers carried their creator far beyond his expressed musical

intentions. Tristan und Isolde waited six years for performance. Dur-

ing two of them Wagner was still an exile and barred from the

personal supervision which would have been indispensable for any

production. After a partial pardon he negotiated with Carlsbad, with-

out result, and made protracted and intensive efforts to prepare a

production at -the Vienna Opera, which collapsed for want of a tenor

who could meet the exactions of the third act. When Wagner heard

Ludwig Schnorr von Carolsfeld that problem was solved and the opera

accordingly produced in Munich six years after its completion.

The Prelude which, rather than the finale, the composer called

"Liebestod"* is built with great cumulative skill in a long crescendo

* The finale, now known as the "Love-Death," was named by Wagner "Transfiguration*
("Verklarung"),
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which has its emotional counterpart in the growing intensity of passion,

and the dark sense of tragedy in which it is cast. The sighing phrase

given by the 'cellos in the opening bars has been called "Love's Long-

ing" and the ascending chromatic phrase for the oboes which is linked

to it, "Desire." The fervent second motive for the 'cellos is known as

"The Love Glance," in that it is to occupy the center of attention in

the moment of suspense when the pair, having taken the love potion,

stand and gaze into each other's eyes. Seven distinct motives may be

found in the Prelude, all of them connected with this moment of the

first realization of their passion by Tristan and Isolde, towards the

close of the first act. In the Prelude they are not perceived separately,

but as a continuous part of the voluptuous line of melody, so subtle

and integrated is their unfolding. The apex of tension comes in the

motive of "Deliverance by Death," its accents thrown into relief by

ascending scales from the strings. And then there is the gradual decre-

scendo, the subsidence to the tender motive of longing. "One thing

only remains," to quote Wagner's own explanation — "longing, insatia-

ble longing, forever springing up anew, pining and thirsting. Death,

which means passing away, perishing, never awakening, their only

deliverance." When the music has sunk upon this motive to a hushed

silence, there arise the slowly mounting strains of a new crescendo, the

"Liebestod" Wagner preferred "Verklarung" and never was the word
used with more justification. Never has the grim finality of death been

more finely surmounted than in the soaring phrases of Isolde, for whom,
with the death of her lover, the material world has crumbled. Her last

words are "hochste Lust!" and the orchestra lingers finally upon the

motive of "Desire." Wagner concludes: "Shall we call it death? Or is

it the hidden wonder world, from out of which an ivy and vine, en-

twined with each other, grew upon Tristan's and Isolde's grave, as

the legend tells us?"

Mild und leise wie er lachelt,

Wie das Auge hold er offnet:

Seht ihr, Freunde, seh't ihr's nicht?
Immer lichter wie er leuchtet
Wie er minnig immer macht'ger,
Stern-umstrahlet hoch sich hebt:
Seht ihr Freunde, seh't ihr's nicht?
Wie das Herz ihm muthig schwillt,

Voll und hehr im Busen quillt:

Wie den Lippen wonnig mild
Siisser Athem sanft entweht: —
Freunde, seht — fuhlt und seht ihr's

nicht? —
Here ich nur diese Weise,
Die so wundervoll und leise,

Wonne klagend, alles sagend,

Mild versohnend aus ihm tonend,
Auf sich schwingt, in mich dringt,

Hold erhallend um mich klingt?

Heller schallend, mich umwallend,
Sind es Wellen sanfter Liifte?

Sind es Wogen wonniger Dufte?
Wie sie schwellen, mich umrauschen,
Soil ich athmen, soil ich lauschen?
Soil ich schliirfen, untertauchen,
Suss in Duften mich verhauchen?
In dem wogenden Schwall, in dem

tonenden Schall

In des Welt-Athems wehendem All —
Ertrinken — versinken —
Unbewusst — hochste Lust!

[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:

January 15 PIERRE MONTEUX, Conductor

February 12 CHARLES MUNCH, Conductor
MARCEL MULE, Saxophone

March 19 CHARLES MUNCH, Conductor
JOSEPH de PASQUALE, Viola

The remaining concerts in the Saturday afternoon series will be

as follows:

January 18 PIERRE MONTEUX, Conductor
LEONID KOGAN, Violin

February 15 CHARLES MUNCH, Conductor
MARCEL MULE, Saxophone

March 22 CHARLES MUNCH, Conductor
NICOLE HENRIOT, Piano

Tickets at the Carnegie Hall Box Office.

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

Saturday nights at 8:30 are broadcast complete by Station

WQXR, New York. For dates see page 32.

CARNEGIE HALL • NEW YORK
[18]



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

Seventy-Second Season in New York

Second Afternoon Concert

SATURDAY, December 14, at 2:30 o'clock

Program

Haydn Symphony No. 101 in D major ("The Clock")

I. Adagio; Presto

II. Andante

III. Minuet: Allegretto

IV. Finale: Vivace

Mendelssohn. Symphony No. 5, in D major, "Reformation," Op. 107

Andante; Allegro con fuoco

Allegro vivace

Andante

Chorale: Ein' feste Burg ist unser Gott (Andante con moto);
Allegro vivace; Allegro maestoso

INTERMISSION

Beethoven . . . Concerto for Pianoforte, No. 5, in E-flat major, Op. 73
I. Allegro

II. Adagio un poco mosso

III. Rondo: Allegro ma non tanto

SOLOIST

CLAUDIO ARRAU
Mr. Arrau uses the Baldwin 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 D MAJOR, NO. 101 (THE "CLOCK")

By Franz Joseph Haydn

Born at Rohrau, Lower Austria, March 31, 1732; died at Vienna, May 31, 1809

Begun in Vienna and completed in London for the second set of Salomon concerts,

this Symphony was first performed at Hanover-Square on March 3, 1794. It opened

the second part of the program.

The Symphony has appeared four times upon the programs of the Boston

Symphony Orchestra in Boston: on April 5, 1895, when Emil Paur was conductor;

on December 22, 1948, when Leonard Bernstein conducted; on November 13, 1954,

when Ferenc Fricsay conducted.

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

2 trumpets, timpani and strings. (The manuscript score does not call for clarinets.

Whether they were later inserted by Haydn or another is not known.)

'TpHE critic of the Morning Chronicle of London, reporting the first

•* performance, was not reminded of a clock for the symphony had
not yet been so labelled:

"As usual the most delicious part of the entertainment was a new
grand Overture by Haydn; the inexhaustible, the wonderful, the

sublime Haydn 1 The first two movements were encored; and the

character that pervaded the whole composition was heartfelt joy.

Every new Overture he writes, we fear, till it is heard, he can only

repeat himself; and we are every time mistaken. Nothing can be more

original than the subject of the first movement; and having found a

happy subject no man knows like Haydn how to produce incessant

variety, without once departing from it. The management of the

accompaniments of the andante, though perfectly simple, was masterly;

and we never heard of a more charming effect than was produced by

the trio to the minuet. — It was Haydn; what can we, what need we
say more?"

The introduction modulates from D minor to F major and settles

in A major, a key which is to dominate (in two senses) the first

movement. The principal subject begins on an ascending scale by

the violins staccato (it is to be inverted in development). The second

theme is not ushered in with a flourish, but insinuated as the dominant

key creeps in. The development is long and principally occupied by

this theme. The Andante (in G major) gives the symphony its tag

name by a "tick-tocking" pizzicato accompaniment (staccato strings

and bassoon). A middle section in G minor reaches the peak of

intensity as the delicately persistent rhythm becomes incisive. In the

return, the flute and oboe add new color to the accompaniment. The
Minuet (Allegretto in D major) has a characteristic alternation of
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loud and soft phrases and a delightful trio with a subject for the solo

flute staccato.* The theme of the Finale is at least as vivacious as any

of Haydn's final rondo themes. It is much manipulated in develop-

ment, going into a minor phase and a fugato before the close. Karl

Geiringer remarks: "how solidly this finale is constructed may be

gathered from the fact that the first three notes of the main subject

are used all through the movement, giving the greatest amount of

unity to the composition. The use of the 'germ cell' motives in Brahms'

symphonies is not very different." He further notes that the construc-

tion of this movement and the Andante as well "are the combination

of rondo and sonata form which Haydn liked so much in his last

period of composition."

• •

The fact that Haydn, before he used the theme of the Minuet in his

"Clock" Symphony, composed it for a mechanical clock in the year

previous is an indication that he had this contrivance in his memory
when he wrote his symphony. This symphony, with its parody on a

ticking mechanism, may well have suggested to Beethoven the Alle-

gretto scherzando of his Eighth Symphony eighteen years later. Music

mechanically produced was a familiar phenomenon of long standing,

even in Haydn's time, and the automatic music makers of Johann

Nepomuk Maelzel, such as the "Panharmonicon" for which Beethoven

originally intended his Battle of Vittoria Symphony, were the grand

outcome of many years of experimentation with contrivances based

on the principle which now survives only in the barrel organ. These

automata, which seem more than a little ridiculous in the light of

modern science, were taken quite seriously in their day, and if Haydn
and Beethoven found something humorous in the mechanization of

their art, they were also ready to profit by commissions for mechanical

tunes.

The inventors through many years had made extraordinary claims

for their machines which could "duplicate the sounds of a full orches-

tra," present the figure of a shepherd "actually blowing upon a flute

and fingering the stops," or artificial canary birds in cages. Willi Apel

in his Harvard Dictionary of Music relates that Henry VIII on his

death in 1547 left a "virginal that goethe with a whele without playing

uppon." Queen Elizabeth sent "to the Sultan of Turkey in 1593 an

instrument which included an organ, a carillon, 'trumpeters/ 'singing

byrds,' etc., and which had the particular distinction of going into

action automatically every six hours." All of these marvels were built

* Considerable speculation has been caused by the persistence of the tonic chord of D in the
accompaniment while the solo flute dwells upon E through the sixth bar. When the passage
returns, the harmony changes to the expected dominant. Some have considered this an error.
Tovey calls it a "practical joke," and "perhaps a bad one." In any case, the modern ear,
accepting the ostinato bass, scarcely notices it.
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upon the principle of the revolving cylinder or barrel, upon which

were attached knobs which released at appropriate intervals notes

played by air pipes, bells, or vibrating comb-like spikes such as are

remembered in the music boxes of our grandparents. The oldest form

of the cylindrical mechanism is found in the carillon as early as the

14th century.

In the time of Haydn and Mozart the Flotenuhr, or "flute-clock,"

came into vogue, wherein, as each hour was struck, a different tune

came wheezing forth. Even before their time, Frederick the Great

possessed musical clocks and engaged the brothers Bach (Karl Philipp

Emanuel and Wilhelm Friedemann) to compose for them. Michael

Haydn likewise composed pieces for a musical clock-maker in Salz-

burg. Mozart wrote two pieces (K. 594 in 1790, and K. 608 in 1791)

"fur ein Orgelwerk in einen Uhr" or "for an organ mechanism in a

clock." The latter was not a mere tune for a toy, but a serious and

beautiful composition ending in a fugue. He also wrote an Andante

"fur eine Walze in eine kleine Orgel" ("for a small barrel organ")

in 1791 (K. 616). This and K. 608 were written for Count Deym-

Muller, who later ordered and received music from Beethoven for a

similar purpose. Haydn's interest in musical clocks grew from his

friendship with Pater Primitivus Niemecz. Niemecz was librarian to

Prince Esterhazy at Eisenstadt and played 'cello in Haydn's orchestra.

His ultimate achievement was a mechanical organ with no less than

112 pipes which was displayed in Vienna and then proved its ability

to perform the entire Magic Flute Overture of Mozart. It was super-

seded by the "Mechanical Orchestra," an invention of Johann Strasser

in 1802. This wonder of the age played Haydn's "Military" Symphony.

But earlier and more modest mechanisms of Niemecz brought from

Haydn his direct contributions to this particular field of musical

endeavor. "Niemecz built three clocks," so Karl Geiringer tells us

(in his book on Haydn), "equipped with tiny mechanical organs, the

first in 1772, the other two in 1792 and 1793. In these he used only

music composed by his friend and teacher, Joseph Haydn. Haydn
gave the organ of 1772 to the wife of his friend, the Austrian court

conductor, Florian Gassmann, at the christening of their daughter

Anna. The gift was received with the greatest enthusiasm and the

family still treasures the little instrument which has a weak but light,

gay, and very clear tone. Ernst Fritz Schmid, who edited these com-
positions for the first time, has compiled thirty-two pieces, partly from
autographs of Haydn and old manuscripts and partly from notes

written down while the tunes were played by the instruments. By
making slight alterations he has adapted them for the piano. They are

short and unpretentious though very charming pieces.

"Haydn's Compositions for musical clocks are related to his works
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for the piano. Of the three musical clocks mentioned, two were con-

structed during Haydn's last period of composition. The clock of 1792

was built for Prince Liechtenstein. This tiny instrument with its

sweet, weak tone plays twelve pieces, one every hour. Twelve numbers

also form the repertory of the clock of 1793 which Haydn gave to

Prince Esterhazy before leaving on his second trip to England. Of the

twenty-four numbers performed by the two instruments, ten (Nos. 2,

6, 8, 11, and 19-24 of Schmid's edition) were already played by the

clock of 1772. This proves the early date of their composition. The
remaining fourteen numbers belong partly to the eighties and partly

to the nineties. No. 4 is an altered version of Haydn's song "Warnung
an ein Madchen" and No. 5 shows a certain relationship to the trio

of the minuet from Symphony No. 85, La Reine. No. 25, a march in

D major, is also in the repertory of a musical clock constructed in the

beginning of the nineteenth century. This instrument plays it together

with a grenadier march by Beethoven, a fact responsible for the errone-

ous attribution of the D major march to the younger composer. No.

28 is a simplified version of the finale of the string quartet, Op. 71,

No. 1 (composed in 1793). No. 29 is a minuet which was used in the

following year in symphony No. 101 ("The Clock") and No. 30 is a

sort of piano arrangement of the perpetuum mobile from the quartet,

Op. 64, No. 5 (published in 1790). Two pieces (Nos. 31 and 32) are

preserved in Haydn's original manuscripts, but no clock has yet been

found which plays them. No. 32 is a sketch for the finale of symphony
No. 99 of 1793-94-"

[copyrighted]
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SYMPHONY NO. 5, "REFORMATION," in D minor, Op. 107

By Felix Mendelssohn-Bartholdy

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

Mendelssohn composed his "Reformation" Symphony between the autumn of

1829, and April, 1830 and first performed it at a concert in the Singakademie, Berlin,

November 15, 1832. The score was published posthumously in 1868 and, performed

in many cities in that year, was first heard in the United States at a concert of the

Handel and Haydn Society in the Boston Music Hall on May 9, Karl Zerrahn con-

ducting. The symphony has been performed at the concerts of this orchestra

January 20, 1882, November 2, 1883, March 12, 1886, January 2, 1920, March 29, 1945,

and February 10-11, 1950.

The score calls for 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 trumpets,

3 trombones, timpani and strings. A serpent doubling a contra-bassoon is indicated

in the last movement.*

When Mendelssohn composed his "Reformation" Symphony in

North Wales in September, 1829, he had in mind the celebration

planned in Germany for the following year of the Tercentenary of

the Augsburg Confession, the drawing up of the Constitution of the

Protestant faith in June, 1530. The composer used in the introduc-

tion to the first movement the so-called "Dresden Amen," otherwise

known to us as the cadence of the Eucharist motive in Wagner's

"Parsifal." Each composer had undoubtedly heard, while living in

Dresden, this response of Roman Catholic sources, then familiar in

the churches of the Saxon capital. It exists in two forms, and the

cadence with the familiar rising sixths was used by both composers.

The chorale attributed to Luther, "Ein' feste Burg ist unser Gott"

becomes the subject of the introduction to the Finale. It appears at

the beginning, first heard from the solo flute. It undergoes proud

returns in the body of the movement, in augmentation. The old

chorale melody which Mendelssohn resurrected differs from the form

familiar to us in Bach's arrangement of the chorale and his Cantata

based upon it. When the "Reformation" Symphony was generally

made known to the musical world in 1868, enthusiasts first remarked

* The serpent, obsolescent at that time, was used in the sixteenth and seventeenth centuries
to accompany plainsong in churches. Marin Marsenne, in his "Harmonie Universelle" (1636-
37) claimed that the serpent, even when played by a boy, could well support "the voices of
twenty robust monks." It may have been on account of the religious association that Mendels-
sohn introduced the serpent in the bass of his orchestra for the chorale (however, he used a
serpent in his "Sea Calm and Prosperous Voyage," and also in his "St. Paul"). The serpent,
once a popular brass bass (to which family it belongs by virtue of its cup mouthpiece) was
last heard in military bands, but was abandoned, largely because it was so awkward to carry.
Cecil Forsyth, in his invaluable book on orchestration, describes its legendary virtues and
obvious deficiencies, and concludes: "The old instrument presented the appearance of a
dishevelled drain pipe which was suffering internally." Now, the serpent is to be found in glass
cases, seen but not heard. There are two specimens in the Casadesus Collection of the Boston
Symphony Orchestra.
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that the use of the Roman Catholic response, the "Dresden Amen/'

in the introduction to the first movement was followed by an Allegro

con fuoco of "ferocious sectarian struggle." The emergence and ulti-

mate prevalence of the chorale at the end of the Symphony fitted into

their picture, but the airy middle movement did not. They could do

no better than point to the fact that Mendelssohn had not specifically

called it a "scherzo" in his score.

When the celebration of the anniversary failed to take place in 1830,

Mendelssohn was apparently relieved. He wrote to Dorn in June:

"Perhaps it is as well for some reasons that the performance has been

postponed, for it occurred to me afterwards that the chorale part and

the other Catholicisms would have a strange appearance in a theatre,

and that the Reformation song would not sound very well at Whit-

suntide."

One curious fact about Mendelssohn the composer, often remarked

by his friends, was his ability to carry a new score in his head, remem-

bered in every detail. Mendelssohn's friend Eduard Devrient has

written in his "Recollections" of Mendelssohn that the composer

talked over the plan of the "Reformation" Symphony freely in the

year of its composition and played the leading subjects to him. "With

the greatest expectations I saw the work arise. In this work he tried

a strange experiment in writing down the score, which I had scarcely

deemed practicable. It is well known that scores are generally written

by noting down only the bass, the leading phrases and effects in their

appropriate lines, thus giving a complete outline of a movement, and

leaving the remainder of the instrumentation to be filled in afterwards.

Felix undertook to write bar by bar, down the entire score, the whole

of the instrumentation. It is true that he never wrote out a composi-

tion until it was quite completed in his head, and he had played it

over to those nearest to him; but nevertheless this was a gigantic effort

of memory, to fit in each detail, each doubling of parts, each solo effect

barwise, like an immense mosaic. It was wonderful to watch the black

column slowly advance upon the blank music paper. Felix said it was

so great an effort that he would never do it again; he discontinued the

process after the first movement of the symphony. It had proved his

power, however, mentally to elaborate a work in its minutest details."

The fact that Mendelssohn could so clearly visualize an unwritten

score is not the only remarkable thing about the way he composed. The
summer which produced the "Scottish" and "Reformation" Symphonies

and the "Hebrides" Overture would surely have been a summer of

postponement for any usual young man of twenty, whatever his abilities

and ambitions. He then went to England as the first venture in his

pilgrimage to see the world with the avowed purpose of generally
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broadening himself. Between visits to London, where he conducted

and played the piano, he had time to travel about Scotland, taking in

every historical relic, sketching scenery, and describing his experiences

at great length in letters to his family in Berlin. During all this time

he was being perpetually entertained and responded in kind. Where

he found leisure to dream out his scores it would be hard to say. It is

often true that a composer's outward life, although recorded in great

detail, quite fails to account for the secret creative life of the artist.

[copyrighted]

Claudio Arrau was born in Chilian, Chile. February 6, 1904. Be-

ginning his musical studies there, he was sent by his government

to Europe to complete them. In Berlin he was the pupil of Martin

Kraus. After tours of Europe and South America he came to this

country, where he appeared as soloist with the Boston Symphony
Orchestra on February 4, 1924, playing Chopin's Concerto in F minor.

In the season 1940-1941 he toured the United States after an absence

of fourteen years. He appeared as soloist with the Boston Symphony
Orchestra in Symphony Hall, in 1942, 1953, and 1955, and at Berkshire

Festival concerts, 1946, 1949, 1951, and 1954.
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CONCERTO NO. 5, E-flat, for Pianoforte and Orchestra, Op. 73

By Ludwig van Beethoven

Born at Bonn, December 16 (?), 1770; died at Vienna, March 26, 1827

Beethoven's "Emperor" Concerto was completed in the year 1809. Its first per-

formance took place in Leipzig probably in the year 1810 when Johann Schneider

was the pianist. The first performance in Vienna was on February 12, 1812, Karl

Czerny taking the solo part. The first performance by the Boston Symphony

Orchestra was on January 27, 1882, Professor C. Baermann, soloist. Subsequent

soloists performing the concerto with this orchestra in Boston have been Carl

Faelten, Adele aus der Ohe, Eugen D'Albert, Helen Hopekirk, Ignace Paderewski,

Frederic Lamond, Ferruccio Busoni, Wilhelm Bachaus, Teresa Carreno, Leonard

Borwick, Harold Bauer, Josef Hofmann, Alfred Cortot, Rudolph Ganz, Walter

Gieseking, Leonard Shure, Jesus Maria Sanroma, Rudolf Serkin, Alexander Borovsky,

Nadia Reisenberg, Clifford Curzon, and Robert Casadesus.

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

trumpets, timpani and strings. The dedication is to the Archduke Rudolph, of

Austria.

Notations for the last of Beethoven's piano concertos appear in

the sketchbooks of 1808, together with sketches for the choral

Fantasia. Evidently he put his ideas for the concerto aside, to resume

and complete the work in the summer or early autumn of 1809. The
conditions in Vienna at that time were anything but conducive to

creative contemplation, and it is additional proof of Beethoven's

powers of absorption and isolation in his art that he could compose

this work of proud assertion, and others as well, in such a period.

The vanguard of the French army marched upon Vienna, and when
the Archduke Maximilian refused to capitulate, erected a battery

on the Spittelberg and opened fire on the night of May 11, with

twenty howitzers. The population crowded indiscriminately into every

possible underground shelter. Beethoven's windows on the Wasserkunst

Bastei, chosen for their outlook, were in direct line of the bombard-

ment. He fled to the house of his brother Karl on the Rauhensteingasse,

and crouched in the cellar, holding a pillow over his head to spare

his poor, sensitive ears the pain of the concussive reports. Shells were

fired into the city without cessation through the night. Many houses

burst into flames; wounded civilians were carried through the streets

to safety. On the following afternoon, Vienna capitulated — it could

have done nothing else — and forthwith endured the French occupa-

tion for the two months that remained of the campaign. Napoleon

set himself up in state at the Schonbrunn Palace once more. General

Andreossy had issued a proclamation to the inhabitants of Vienna,

assuring them of the good will of his sovereign the Emperor Napoleon,

"King of Italy, Protector of the Confederation of the Rhine." On
May 15th the Commandant Razout quartered the soldiery upon all
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WILL YOU HELP?

Every subscriber attending this concert has already-

been invited to become a Friend of the Orchestra.

To all others present we extend the same invitation.

Let every one assume a share in maintaining this

great Orchestra.

To the Trustees of Boston Symphony Orchestra, Inc.

Symphony Hall, Boston

I ask to be enrolled as a member of the

Friends of the Boston Symphony Orchestra

for the year 1957-1958 and I pledge the sum of % for the

current support of the Orchestra, covered by check herewith or

payable on

Name

Address

Checks are payable to Boston Symphony Orchestra, Inc.

Gifts to the Orchestra are deductible under the Federal Income Tax laws.
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lodgings in Vienna. Next, a levy was imposed upon house rentals,

whereby a quarter of Beethoven's rent money went to the conquerors.

Beethoven's well-born acquaintances had for the most part fled to

other parts. The parks about Vienna, his favorite haunts in the summer
season, were closed to the public until the end of July. Young Rust

met him one day in a coffee-house and saw him shake his fist at a

passing French officer, with the exclamation: "If I were a general, and

knew as much about strategy as I know about counterpoint, I'd give you

something to do!"

In spite of these disturbing conditions, Beethoven probably com-

pleted the "Lebewohl" Sonata at this time, as well as this Concerto

and the String Quartet, Op. 74 (called the "Harp Quartet"); he also

devoted many hours to the laborious task of copying extracts from

earlier musical theorists for the use of his aristocratic pupil of twenty-

two, the Archduke Rudolph. It was to the Archduke that Beethoven

dedicated the Concerto, and the Sonata as well, the titles of the move-

ments — "Farewell, absence, and return" — being occasioned by this

gentleman's flight from existing conditions in Vienna. The tonality

of E-flat seems to have possessed Beethoven at the time, for the Con-

certo, the Sonata, and the Quartet are all in that key.

The Concerto was performed at Leipzig by Johann Schneider, prob-

ably towards the end of 1810, about the time it was sent to the pub-

lisher. The concert was reported a success, the Allgemeine Musikalische

Zeitung stating that a numerous audience was moved to "a state of

enthusiasm that could hardly content itself with the ordinary expres-

sions of recognition and enjoyment." The first Viennese performance,

and the first over which Beethoven himself had any direct super-

vision, was on February 12, 1812. Beethoven's career as pianist had

ended on account of his deafness, and the honors on this occasion fell

to his pupil, Karl Czerny. The concert was "for the benefit of the

Society of Noble Ladies for Charity." At this affair three tableaux were

shown, representing three pictures by Raphael, Poussin, and Troyes,

as described by Goethe in his Elective Affinities. "The pictures

offered a glorious treat," wrote Theodor Korner in a letter, "a new
pianoforte concerto by Beethoven failed." And Castelli's Thalia

gives the reason: "If this composition, which formed the concert

announced, failed to receive the applause which it deserved, the

reason is to be sought partly in the subjective character of the work,

partly in the objective nature of the listeners. Beethoven, full of proud

confidence in himself, never writes for the multitude; he demands

understanding and feeling, and because of the intentional difficulties,

he can receive these only at the hands of the knowing, a majority of

whom is not to be found on such occasions."

The assemblage at this concert, probably in the mood for light
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diversion, no doubt missed altogether the very different voice of

Beethoven which underlay its expected aspect of thundering chords,

cadenza-like passages in scales, trills, arpeggios, forms which in lesser

hands are so often the merest bombast. They failed to see that, ac-

cepting the style which custom had dictated to him, Beethoven had

transformed it into something quite different, had written his signa-

ture into every measure. The three emphatic chords from the orches-

tra in the introduction, each followed by solo passages of elaborate

bravura, establish at once a music of sweeping and imperious grandeur

unknown to any concerto written up to 1812, and beside which the

dignity of emperors or archdukes loses all consequence.*

There follow almost a hundred measures in which the orchestra

alone lays forth the two themes and develops them in leisurely ampli-

tude. The piano from this point assumes the first place, and makes

the themes, so symphonically cast, now primarily its own. The solo

part traverses elaborate figurations which, however, never obscure the

thematic outlines, but unfailingly intensify it and enhance the de-

velopment. Beethoven writes his own cadenza into the score, and, by

explicit direction, forestalls weakling interpolations. The slow move-

ment (in B major) is short, like that of the G major concerto, and

like that illustrious predecessor consists of a sort of duologue between

orchestra and piano. Here the muted strings intone their noble and
tender theme, which the piano answers with a pianissimo passage of

its own, in gently descending triplets. The free, searching improvisa-

tion of the piano ascends by trills in half-steps, arousing a sense of

expectancy which is resolved as it clarifies at last upon the theme of

the orchestra. The piano sings the theme in a full exposition. Wood
winds and strings are then softly blended with a dreamy and con-

stantly shifting figuration of the piano. The music dies away upon a

mysterious sense of anticipation, and over a sustained note of the

horns the piano gives a soft intimation, still in the adagio tempo, of

the lively rondo theme which immediately follows. The piano takes

the thematic lead in this finale, which is long, and brilliantly

developed.
* Beethoven once wrote : "There is nothing smaller than our great ones — I make an ex-
ception in favor of archdukes."

[copyrighted]
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Boston Symphony Orchestra
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SCHEDULE OF CONCERTS, Winter Season 1957-1958

OCTOBER
4-5 Boston

8 Boston
11-12 Boston

15 Rochester
16 Toronto
17 Ann Arbor
18 Detroit

19 Lexington
20 Bloomington
2

1

Cincinnati

25-26 Boston

29 Boston

31 Boston

NOVEMBER

(Fri.-Sat. I)

(Tues. A)
(Fri.-Sat. II)

1-2

3

5
8-9
11

12

*3

14

16

*9
20

22-23
26

29-30

Boston
Boston
Providence
Boston
Northampton
New Haven
New York
Newark
Brooklyn
New York
Boston
Cambridge
Boston
Cambridge
Boston

DECEMBER
1 Boston

3 Providence

5 Boston
6-7 Boston
10 Boston
11 New York
12 Washington
13 Brooklyn

14 New York
17 Cambridge

20-2

1

Boston
27-28 Boston

JANUARY
3-4 Boston

5 Boston

7 Boston
8 Boston

xo-11 Boston

14 Hartford

15 New York
16 Storrs

(Fri.-Sat. Ill)

(Tues. B)
(Rehearsal J)

(Fri.-Sat. IV)

(Sun. a)

(I)

(Fri.-Sat. V)

(I)

(Wed. I)

(I)

(Sat. I)

(Tues. C)
(Kresge Aud. M.I.T.)

(Fri.-Sat. VI)
(I)

(Fri.-Sat. VII)

(Sun. b)

(II)

(Rehearsal II)

(Fri.-Sat. VIII)

(Tues. D)
(Wed. II)

(I)

(II)

(Sat. II)

(II)

(Fri.-Sat. IX)
(Fri.-Sat. X)

(Fri.-Sat. XI)
(Sun. c)

(Tues. E)

(Rehearsal III)

(Fri.-Sat. XII)

(Wed III)

17 Brooklyn
18 New York
2

1

Providence
24-25 Boston

28 Boston

29 Boston

3 1"

FEBRUARY
1 Boston
2 Boston

4 Cambridge
7-8 Boston
10 Bridgeport
11 New Haven
12 New York
13 Washington
14 Brooklyn

15 New York
18 Cambridge

21-22 Boston

23 Boston

25 Providence

27 Boston
28-

MARCH

(III)

(Sat. Ill)

(III)

(Fri.-Sat. XIII)

(Tues. F)

(Rehearsal IV)

(Fri.-Sat. XIV)

(Sun. d)

(III)

(Fri.-Sat. XV)

(II)

(Wed. IV)

(II)

(IV)

(Sat. IV)

(IV)

(Fri.-Sat. XVI)
(Sun. e)

(IV)

(Rehearsal V)

(Fri.-Sat. XVII)

1

4
7-8

9

10

11

18

19

20
21

22

25

27
28-29

30

APRIL
1

3-5
8

11-12

18-19

22

24
25-26

Boston
Boston
Boston
Boston

Worcester
Providence
Boston
Springfield

New London
New York
Philadelphia
Brooklyn
New York
Cambridge
Boston
Boston
Boston

Boston
Boston
Cambridge
Boston
Boston
Boston
Boston
Boston

(Tues. G)
(Fri.-Sat. XVIII)

(Pension Fund Concert,

Aft. and Eve.)

(V)

(Fri-Sat. XIX)

(Wed. V)

(V)

(Sat. V)
(V)

(Rehearsal VI)
(Fri.-Sat. XX)
(Sun. f)

/Tues. H)
(fhurs.-Sat. XXI)
(VI)

(Fri.-Sat. XXII)
(Fri.-Sat. XXIII)
(Tues. I)

(Rehearsal VII)

(Fri.-Sat. XXIV)
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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.

Heifetz

MlLSTEIN

Menuhin

OlSTRAKH

Spivakovsky

Brailowsky

Rubinstein

WORKS WITH SOLOISTS

Violinists

Beethoven: Violin Concerto

Tchaikovsky: Violin Concerto

Bruch: Violin Concerto No. 1

Chausson: Poeme
Saint-Saens: Introduction and Rondo
Capriccioso (together with excerpts from

Berlioz' Romeo and Juliet)

Menotti: Violin Concerto (together with

Honegger's Symphony No. 2)

Pianists

Chopin: Piano Concerto No. 2

Saint-Saens: Piano Concerto No. 4
Brahms: Piano Concerto No. 2

Cello

Piatigorsky Strauss: Don Quixote

Soprano

De los Angeles Berlioz: Summer Nights

Debussy: The Blessed Damozel

Clarinet

LM-1992

LM-1760

LM-1797

LM-1988

LM-1868

LM-1871

LM-1728

LM-1781

LM-1907

Goodman Mozart: Clarinet Concerto (together with
the Clarinet Quintet) LM-2073

There are also choral works with vocal soloists.



the master

at the grand

Does it matter that he may never appear at Carnegie Hall?

Does it matter that he may never master a Scriabin sonata?

Not at all . . . All that matters is that he will have

at his fingertips a lifetime of music . . .

music he can conjure up in all its living beauty

at the
#
keyboard of a Baldwin—standard of piano excellence*

THE BALDWIN PIANO COMPANY
CINCINNATI
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