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RCA VICTOR RECORDS
BOSTON SYMPHONY ORCHESTRA

Recorded under the leadership of CHARLES MUNCH
Barber Adagio for Strings, Op. 11

Beethoven Overtures Leonore Nos. 1, 2, 3 ; "Fidelio" ; "Coriolan" ; Symphonies Nos.
5, 6; Violin Concerto (Heifetz)

Berlioz "Fantastic Symphony"; "Romeo and Juliet" (complete) ; "Summer Nights"
(De Los Angeles) ; "The Damnation of Faust" (complete) ; "L'Enfance
du Christ"

Brahms Piano Concerto No. 2 (Rubinstein) ; Symphonies Nos. 1, 2; "Tragic
Overture"

Bruch Violin Concerto No. 1 (Mentjhin)
Chausson "Poeme" for Violin and Orchestra (Oistrakh)
Chopin Piano Concerto No. 2 (Brailowsky)
Debussy "The Martyrdom of St. Sebastian" ; "Prelude to the Afternoon of a Faun"

;

"The Blessed Damozel" (De Los Angeles) ; "La Mer"
Elgar Introduction and Allegro for Strings, Op. 47
Franck Symphony in D minor
Honegger Symphonies Nos. 2, 5
Ibert "Escales" (Ports of Call)
Martinu "Fantaisies symphoniques"
Menotti Violin Concerto (Spivakovsky)
Mozart Clarinet Concerto, K. 622 (Goodman) ; Clarinet Quintet, K. 581 (Goodman

and the Boston Symphony Quartet)
Piston Symphony No. 6
Ravel "Daphnis and Chloe" (complete) ; Newly Recorded: "Bolero"; "La Valse"

;

"Rapsodie Espagnole"
Roussel "Bacchus and Ariane," Suite No. 2
Saint-Saens "Introduction and Rondo Capriccioso" (Oistrakh) ; Piano Concerto

No. 4 (Brailowsky)
Schubert Symphonies Nos. 2, 8 ("Unfinished" Symphony)
Strauss "Don Quixote" (Soloist, Piatigorsky)
Tchaikovsky Violin Concerto (Milstein) ; "Francesca da Rimini"; "Romeo and

Juliet" Overture ; Symphony No. 4 ; Serenade for Strings
Wagner Overture and Bacchanale from "Tannhauser" ; Magic Fire Music from

"Die Walkure" ; Siegfried's Rhine Journey from "Gotterdammerung"

Among the recordings under the leadership of SERGE KOUSSEVITZKY
Copland "Appalachian Spring" ; "El Kije" Suite ; "Romeo and

Salon Mexico" Juliet," Suite No. 2; Sym-
Hanson Symphony No. 3 phony No. 5
Harris Symphony No. 3 Rachmaninoff "Isle of the Dead"
Haydn Symphonies Nos. 92, "Oxford"

;

Ravel "Bolero" ; "Ma Mere L'Oye" Suite

94, "Surprise" Schubert Symphony in B minor, "Un-
Khatchaturian Piano Concerto (Kapell) finished"

Mendelssohn Symphony No. 4, "Italian" Sibelius Symphonies Nos. 2, 5
Mozart "Eine kleine Nachtmusik" Tchaikovsky Serenade in C ; Symphonies
Prokofieff "Classical" Symphony; "Lt. Nos. 4, 5

Recorded under the leadership of PIERRE MONTEUX
Debussy "La Mer" ; "Nocturnes" Mozart Piano Concertos Nos. 12, 18

Delibes Ballet Suites "Sylvia," "Cop- ( LlLI Kraus)

pelia" by Members of the Boston Scriabm "The Poem of Ecstasy

Symphony Orchestra Stravinsky "Le Sacre du Printemps"

U»zt "Les Preludes"
Tchaikovsky Symphony No. 6, "Pathe-

The above recordings are available on Long Play (33% r.p.m.) and (in some
cases) 45 r.p.m.
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SEVENTY-SEVENTH SEASON • NINETEEN HUNDRED FIFTY-SEVEN -FIFTY-EIGHT

WEDNESDAY EVENING, November 20, at 8:30 o'clock

Program

Mozart

I. Molto allegro

II. Andante

III. Menuetto: Allegretto

IV. Allegro assai

Symphony in G minor, K. 550

Mendelssohn. Symphony No. 5, in D minor, "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

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

I. Allegro non troppo

II. Andante moderato

III. Allegro giocoso

IV. Allegro energico e passionato

The concerts of this orchestra are broadcast complete as follows in

Boston: Station WGBH (FM), the Friday afternoon and Saturday
evening concerts; Station WXHR (FM), the Friday afternoon, Sunday
afternoon and Tuesday evening concerts; Station WCRB (AM and

FM), the Saturday evening concerts. For dates see page 15.

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.

The 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

The next concert in the Humanities Series is scheduled for

Sunday afternoon, December 15 at 3:00 and will present the

CURTIS STRING QUARTET in the following program:

Haydn, Quartet in F minor, Opus 20, No. 5
Prokofieff, Quartet No. 2, Opus 92

Beethoven, Quartet in E minor, Opus 59, No. 2

(The Curtis String Quartet replaces the originally-scheduled

Pauk Quartet which has been forced to cancel its entire

American concert tour because of illness.)

Remaining single tickets at $1.75 at box office now or at

Room 14-N236, M.I.T.
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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 of

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.

Hans Georg Nageli in his Vorlesungen uber Musik (1826) took

Mozart to task for his excessive melodiousness {CantabHitat) 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

[6]



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.

* Kunatwerk der Zukunft (1860).
[copyrighted]

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.

0% $&2> •» %ft m®

fc Why Your grandfather turned up safe and sound,

Grandfather Ran back where he'd first seen that fascinat-
ing engine. No spanking from his re-

Away, That Day lieved motner. For 95 years, children
have been getting happily lost here,

He was five years old, and he had seen among the red engines and other fas-
a red engine here on a visit to Schwarz cinators we sell, at competitive prices,
with his mother. Suddenly she missed Come in and get lost, and love it. #him. After quite a boy-hunt, your Send for free Catalogue BS S
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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, "Kin' 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

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."

* 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.

[8]



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

Boston Symphony - Orchestra

CHARLES MUNCH, Music Director

6 CONCERTS I SANDERS THEATRE, CAMBRIDGE

Tuesday Evenings at 8:30

November 26 CHARLES MUNCH, Conductor

December 17 CHARLES MUNCH, Conductor

February 3 CHARLES MUNCH, Conductor

MARCEL MULE, Saxophone

February 18 CHARLES MUNCH, Conductor

March 25 CHARLES MUNCH, Conductor

April 8 CHARLES MUNCH, Conductor

Season tickets at $24 for the six concerts are still available.

Inquire at the Subscription Office, Symphony Hall. CO 6-1492.
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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

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]

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.

TTThen 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, T have not been so ambitious. I have put together only a

[10]
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CHAMBER ORCHESTRA

25 Virtuosi of the

BOSTON SYMPHONY ORCHESTRA

RUSSELL STANGER, Conductor

JORDAN HALL

Monday, Dec. 2 — 8:30 P. M.

Program
Benedetto Marcello Introduction — Aria — Presto

(arr. by Ettore Bonelli)

J. S. Bach Ricercar a 6

Mozart Divertimento in D major (K. 136)

Honegger Symphony No. 2, for String Orchestra

intermission

Schoenberg Verklaerte Nacht (Transfigured Night), Op. 4

Britten A Simple Symphony, Op. 4

Tickets, Mail Orders Now, Jordan Hall Box Office

$1.65, $2.20, $2.75, $3.30 (tax incl.)

Critics' Comments on the Conductor
PARIS: "Parisians will long remember the clear, precise, and colorful direction of
Russell Stanger."—Emile Vuillermoz, L'Intransigeant, Paris
"Russell Stanger conducted with youthful and sympathetic animation, an interpretation
of quality, excellent in movement, rich in sonority."—Clarendon, Le Figaro, Paris
"The orchestra of the Societe des Concerts du Conservatoire was conducted by Russell
Stanger, who left a deep impression."—Suzanne Demarquez, Musical Courier

PHILADELPHIA: "His debut was nothing short of a tremendous success. Stanger
revealed an amazing mastery of Hindemith's modern idiom in Mathis der Maler. His
inspired reading far surpassed the Malers of most of the so-called 'veteran' conductors.
In Ravel's La Valse he produced a wealth of stunning orchestral sounds."—J. Cartin
McKinney, Philadelphia Daily News

RICHMOND: "... A dynamic young conductor . . . concert a rare delight."

—

Helen de Motte, The Richmond News Leader

PORTLAND, OREGON: "Monday night's Portland Symphony audience engaged at
the end of the concert in what seemed almost a competition with the orchestral players
to see which could applaud longer and harder for the young conductor, Russell
Stanger."—Frederic Rothchild, Oregon Journal

BOSTON: "Russell Stanger is a conductor with a dynamic approach, and an exceed-
ingly musical spirit."—Rudolph Elie, The Boston Herald

Concert Management DEMETER ZACHAREFF, 25 Huntington Ave. — KE 6-7993
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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 weiterV — 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

dinners of Distinction
in Old Boston

Number 9 Knox Street Edmund B. Stanley
by reservation only HU 2-3494
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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.

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 —
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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

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!

KANEGIS GALLERY
123 NEWBURY STREET «$» BOSTON

COPLEY 7-6735

paintings • etchings • lithographs
FINE CUSTOM FRAMING MODERN AND TRADITIONAL
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Boston Symphony Orchestra

CHARLES MUNCH, Music Director

SCHEDULE OF CONCERTS, Winter Season mi-^S*
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
-2 Boston

(Fri.-Sat. I)

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

1-

3

5
8-9
11

12

»3

14

15
16

19
20

22-23
26

29-30

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

10-11 Boston

14 Hartford

15 New York
16 Storrs

(Fri.-Sat. Ill)

(Tues. B)
(Rehearsal I)

(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

(HI)

(Sat. Ill)

(HI)

(Fri.-Sat. XIII)

(Tues. F)

(Rehearsal IV)

(Fri.-Sat. XIV)

(Sun. d)

(HI)

(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

17

18

19

20
21

22

25

27
28-29

3°

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)
(Thurs.-Sat. XXI)
(VI)

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

(Rehearsal VII)
(Fri.-Sat. XXIV)
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"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 Bulow 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.

Florence May has remembered and described another notable per-

formance of this symphony, a decade later, in Vienna, on March 7,

1897, at a Philharmonic concert. Brahms was then a sick man; he had

less than a month to live:

"The fourth symphony had never become a favorite work in Vienna.
Received with reserve on its first performance, it had not since gained
much more from the general public of the city than the respect sure

to be accorded there to an important work by Brahms. Today, how-
ever, a storm of applause broke out at the end of the first movement,
not to be quieted until the composer, coming to the front of the

artist's box in which he was seated, showed himself to the audience.

The demonstration was renewed after the second and the third move-
ments, and an extraordinary scene followed the conclusion of the work.
The applauding, shouting house, its gaze riveted on the figure standing

in the balcony, so familiar and yet in present aspect so strange, seemed
unable to let him go. Tears ran down his cheeks as he stood there,

shrunken in form, with lined countenance, strained expression, white
hair hanging lank; and through the audience there was a feeling as of

a stifled sob, for each knew that they were saying farewell. Another
outburst of applause and yet another; one more acknowledgment from
the master; and Brahms and his Vienna had parted forever."

[copyrighted]

GERTRUDE R. NISSENBAUM

VIOLIN
TEACHER — COACH

500 BOYLSTON STREET
TEL. COMMONWEALTH 6-3361 BOSTON 16. MASSACHUSETTS
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BLACK LABEL BEER

ALWAYS STRIKE A CHORD

Notice the vibrant, golden tones

of Black Label Beer.

The composition is perfect,

a delightfully refreshing brew,

dry and light, sparkling bright.

And the bottle of Red Cap Ale,

a most unusual ale

that is light and delightfully pale.

Light hearted, yet hearty . . .

truly another master work in brewing.

Whether you prefer Brahms or Bartok,

you too will agree with the critics that

'The best brews in the world come from Carling."
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Your family deserves the Aerosonic
Touched by your fingers and those
of your children, the keys of your
Acrosonic will unlock, for a lifetime,

the marvelous world of musical
enjoyment.

. . . and only in the Acrosonic by
Baldwin, will you find . . . full tone

—

immediate response—perfect touch
. . . exclusive quality characteristics

of all world-famous Baldwin-built
pianos.

Remember, you buy so much . . .

when you buy . . . the Acrosonic
by Baldwin.

BALDWIN GRAND PIANOS
HAMILTON STUDIO PIANOS
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