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TANGLEWOOD
LENOX, MASSACHUSETTS

Boston Symphony Orchestra
CHARLES MUNCH, Music Director

BERKSHIRE FESTIVAL
There will be six week-ends of concerts on Friday and Saturday evenings
and Sunday afternoons—each week principally devoted to one composer.

Only a portion of the programs are here listed.

July 4, 5, 6 Series X (Theatre)
BACH

CHARLES MUNCH
Programs include: Suites, 1, 2, 3, 4; Art of Fugue; Piano Concerto in D minor
(Lukas Foss) ; B Minor Mass—conducted by G. Wallace Woodworth.

(Sunday in the Music Shed)

July 11, 12, 13 Series Y (Theatre)
MOZART

CHARLES MUNCH
Programs include: Piano Concerto (Seymour Lipkin) ; Two Piano Concerto
in E-flat, K. 365 (Lukas Foss and Seymour Lipkin) ; a choral work conducted
by Hugh Ross.

(Saturday evening concert in the Music Shed)

July 18, 19, 20 Series A (Shed)
BRAHMS

CHARLES MUNCH and PIERRE MONTEUX
Programs include: Symphony No. 4; Piano Concerto No. 1 in D minor (Leon
Fleisher) ; Requiem.

July 25, 26, 27 Series B (Shed)
DEBUSSY and RAVEL

CHARLES MUNCH and PIERRE MONTEUX
Programs include: Debussy, "La Mer"; Ravel, "La Valse"; Rachmaninoff,
Piano Concerto No. 3 (Byron Janis) ; Tchaikovsky, Violin Concerto (Zino
Francescatti).

August 1, 2, 3 Series C (Shed)
WAGNER

CHARLES MUNCH and PIERRE MONTEUX
Soloist: MARGARET HARSHAW, Soprano

Programs include: Siegfried Idyll; Prelude and Love Death; Siegfried's Rhine
Journey; Immolation Scene; Liszt, Piano Concerto No. 1 (Leonard Pennario).

August 8, 9, 10 Series D (Shed)
BEETHOVEN

CHARLES MUNCH and PIERRE MONTEUX
Programs include: Piano Concerto No. 5 (Eugene Istomin) ; Ninth Symphony.

(Programs subject to change)
For ticket information, write: FESTIVAL OFFICE

Symphony Hall, Boston 15, Massachusetts
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SEVENTY-SEVENTH SEASON • NINETEEN HUNDRED FIFTY-SEVEN-FIFTY-EIGHT

TUESDAY EVENING, March 18, at 8:30 o'clock

Program

Beethoven Symphony No. 7, in A major, Op. 92

I. Poco sostenuto; Vivace

II. Allegretto

III. Presto; Assai meno presto; Tempo primo

IV. Allegro con brio

INTERMISSION

Piston Concerto for Viola and Orchestra

I. Con moto moderato e flessibile

II. Adagio con fantasia

III. Allegro vivo

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

SOLOIST

JOSEPH de PASQUALE

The concerts by this Orchestra in Boston on Saturday Evenings at 8:30

are broadcast complete by Station WQXR (AM and FM), New York.

BALDWIN PIANO RCA VICTOR RECORDS
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SYMPHONY NO. 7 IN A MAJOR, Op. 92

By Ludwig van Beethoven

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

The Seventh Symphony, finished in the summer of 1812, was first performed on

December 8, 1813, in the hall of the University of Vienna, Beethoven conducting.

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

trumpets, timpani and strings. The dedication is to Moritz Count Imperial von Fries.

Beethoven was long in the habit of wintering in Vienna proper, and

summering in one or another outlying district, where woods and

meadows were close at hand. Here the creation of music would closely

occupy him, and the Seventh Symphony is no exception. It was in the

summer of 1812 that the work was completed.* Four years had elapsed

since the Pastoral Symphony, but they were not unproductive years,

and the Eighth was to follow close upon the Seventh, being completed

in October, 1812. Beethoven at that time had not yet undertaken

the devastating cares of a guardianship, or the lawsuits which were

soon to harass him. His deafness, although he still attempted to

conduct, allowed him to hear only the louder tones of an orchestra.

He was not without friends. His fame was fast growing, and his

income was not inconsiderable, although it showed for little in the

haphazard domestic arrangements of a restless bachelor.

The sketches for the Seventh Symphony are in large part indeter-

minate as to date, although the theme of the Allegretto is clearly indi-

cated in a sketchbook of 1809. Grovef is inclined to attribute the real

inception of the work to the early autumn of 1811, when Beethoven,

staying at Teplitz, near Prague, "seems to have enjoyed himself

thoroughly — in the midst of an intellectual and musical society —
free and playful, though innocent.

"Varnhagen von Ense and the famous Rahel, afterwards his wife,

were there; the Countess von der Recke from Berlin; and the Sebalds,

a musical family from the same city, with one of whom, Amalie, the

susceptible IJeethoven at once fell violently in love, as Weber had done

before him; Varena, Ludwig Lowe the actor, Fichte the philosopher,

Tiedge the poet, and other poets and artists were there too; these

formed a congenial circle with whom his afternoons and evenings

were passed in the greatest good-fellowship and happiness." There

•The manuscript score was dated by the composer *'181t; Slten " ; then follows the

vertical stroke of the name of the month, the rest of which a careless binder trimmed off,

leaving posterity perpetually in doubt whether it was May or July.

t Sir George Grove: Beethoven and his Nine Symphonies (1896).
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was more than one affair of the heart within the circle, and if the

affairs came to no conclusion, at least they were not unconducive to

musical romancing. "Here, no doubt," Grove conjectures, "the early

ideas of the Seventh Symphony were put into score and gradually

elaborated into the perfect state in which we now possess them. Many
pleasant traits are recorded by Varnhagen in his letters to his fiancee

and others. The coy but obstinate resistance which Beethoven usually

offered to extemporising he here laid entirely aside, and his friends

probably heard, on these occasions, many a portion of the new Sym-

phony which was seething in his heart and brain, even though no

word was dropped by the mighty player to enlighten them."

• •

It would require more than a technical yardstick to measure the true

proportions of the Seventh Symphony — the sense of immensity which

it conveys. Beethoven seems to have built up this impression by wil-

fully driving a single rhythmic figure through each movement, until

the music attains (particularly in the body of the first movement, and

in the Finale) a swift propulsion, an effect of cumulative growth which

is akin to extraordinary size. The three preceding symphonies have

none of this quality — the slow movement of the Fourth, many parts

of the "Pastoral" are static by comparison. Even the Fifth Symphony

dwells in violent dramatic contrasts which are the antithesis of sus-

tained, expansive motion. Schubert's great Symphony in C major, very

different of course from Beethoven's Seventh, makes a similar effect

of grandeur by similar means in its Finale.

The long introduction (Beethoven had not used one since his

Fourth Symphony) leads, by many repetitions on the dominant, into

the main body of the movement, where the characteristic rhythm,

once released, holds its swift course, almost without cessation, until

the end of the movement. Where a more modern composer seeks

rhythmic interest by rhythmic variety and complexity, Beethoven

keeps strictly to his repetitious pattern, and with no more than the

spare orchestra of Mozart to work upon finds variety through his in-

exhaustible invention. It is as if the rhythmic germ has taken hold of

his imagination and, starting from the merest fragment, expands and
looms, leaping through every part of the orchestra, touching a new
magic of beauty at every unexpected turn. Wagner called the sym-
phony "the Dance in its highest condition; the happiest realization of

the movements of the body in an ideal form." If any other composer
could impel an inexorable rhythm, many times repeated, into a vast

music — it was Wagner.
In the Allegretto Beethoven witholds his headlong, capricious mood.

But the sense of motion continues in this, the most agile of his

[5]



symphonic slow movements (excepting the entirely different Alle-

gretto of the Eighth). It is in A minor, and subdued by comparison,

but pivots no less upon its rhythmic motto, and when the music

changes to A major, the clarinets and bassoons setting their melody

against triplets in the violins, the basses maintain the incessant rhythm.

Beethoven was inclined, in his last years, to disapprove of the lively

tempo often used, and spoke of changing the indication to Andante

quasi allegretto.

The third movement is marked simply "presto," although it is a

scherzo in effect. The whimsical Beethoven of the first movement is

still in evidence, with sudden outbursts, and alternations of fortissimo

and piano. The trio, which occurs twice in the course of the move-

ment, is entirely different in character from the light and graceful

presto, although it grows directly from a simple alternation of two

notes half a tone apart in the main body of the movement. Thayer

reports the refrain, on the authority of the Abbe Stadler, to have

derived from a pilgrims' hymn familiar in Lower Austria.

The Finale has been called typical of the "unbuttoned" (aufge-

knopft) Beethoven. Grove finds in it, for the first time in his music,

"a vein of rough, hard, personal boisterousness, the same feeling which

inspired the strange jests, puns and nicknames which abound in his

letters. Schumann calls it "hitting all around" ("schlagen um sich") .

"The force that reigns throughout this movement is literally prodi-

gious, and reminds one of Carlyle's hero Ram Dass, who had 'fire

enough in his belly to burn up the entire world.' " Years ago the

resemblance was noted between the first subject of the Finale and

Beethoven's accompaniment to the Irish air "Nora Creina," which he

was working upon at this time for George Thomson of Edinburgh.*

December 8, 1813, is named by Paul Bekker as the date of "a great

concert which plays a part in world history," for then Beethoven's

Seventh Symphony had its first performance. If the importance of the

occasion is to be reckoned as the dazzling emergence of a masterpiece

upon the world, then the statement may be questioned. We have

plentiful evidence of the inadequacy of the orchestras with which

Beethoven had to deal. Beethoven conducting this concert was so

deaf that he could not know what the players were doing, and al-

though there was no obvious slip at the concert, there was much

* In an interesting article, "Celtic Elements in Beethoven's Seventh Symphony" (Musical
Quarterly, July, 1935), James Travis goes so far as to claim: "It is demonstrable that the
themes, not of one, but of all four movements of the Seventh Symphony owe rhythmic and
melodic and even occasional harmonic elements to Beethoven's Celtic studies."

However plausibly Mr. Travis builds his case, basing his proofs upon careful notation,
it is well to remember that others these many years have dived deep into this symphony in

pursuit of special connotations, always with doubtful results. D'Indy, who called it a "pastoral"
symphony, and Berlioz, who found the scherzo a "ronde dea paysans," are among them. The
industrious seekers extend back to Dr. Carl Been, who described in the work a revolution,

fully hatched, and brought from the composer a sharp rebuke. Never did he evolve a more
purely musical scheme.
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trouble at rehearsals. The violinists once laid down their bows and

refused to play a passage which they considered impossible. Beethoven

persuaded them to take their parts home to study, and the next day

all went well. A pitiful picture of Beethoven attempting to conduct is

given by Spohr, who sat among the violins. So far as the bulk of the

audience is concerned, they responded to the Allegretto of the sym-

phony, but their enthusiasm soon gave way to ecstasy before the excit-

ing drum rolls and fanfares of the battle piece, Wellington's Victory,

which followed. The performance went very well according to the

reports of all who were present, and Beethoven (whatever he may
have expected — or been able to hear) was highly pleased with it. He
wrote an open letter of gratitude (which was never published) to the

Wiener Zeitung. The newspaper reports were favorable, one stating

that "the applause rose to the point of ecstasy."

A fairly detailed account of the whole proceeding can be pieced

together from the surviving accounts of various musical dignitaries

who were there, most of them playing in the orchestra. The affair was

a "grand charity concert," from which the proceeds were to aid the

"Austrians and Bavarians wounded at Hanau" in defense of their

country against Napoleon (once revered by Beethoven) . Malzel pro-

posed that Beethoven make for this occasion an orchestral version of

the Wellington's Victory he had written for his newly invented

mechanical player— the "pan-harmonicon," and Beethoven, who then

still looked with favor upon Malzel, consented. The hall of the Uni-

versity was secured and the date set for December 8.

The program was thus announced:

I. "An entirely new Symphony," by Beethoven (the Seventh, in A major)

.

II. Two Marches played by Malzel's Mechanical Trumpeter, with full

orchestral accompaniment — the one by Dussek, the other by Pleyel.

III. "Wellington's Victory."

$
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All circumstances were favorable to the success of the concert. Bee-

thoven being now accepted in Vienna as a very considerable per-

sonage, an "entirely new symphony" by him, and a piece on so topical

a subject as Wellington's Victory, must have had a strong attraction.

The nature of the charitable auspices was also favorable. The vicis-

situdes at the rehearsals and their final smoothing out have been de-

scribed. When the evening itself arrived, Beethoven was not alone in

the carriage, driving to the concert hall.* A young musician by the

name of Gloggl had obtained permission to attend the rehearsals, and

all seats for the concert being sold, had contrived to gain admission

under the protecting wing of the composer himself. "They got into

the carriage together, with the scores of the Symphony and the Well-

ington's Victory; but nothing was said on the road, Beethoven being

quite absorbed in what was coming, and showing where his thoughts

were by now and then beating time with his hand. Arrived at the hall,

Gloggl was ordered to take the scores under his arm and follow, and

thus he passed in, found a place somewhere, and heard the whole con-

cert without difficulty."

[copyrighted]

CONCERTO FOR VIOLA AND ORCHESTRA
By Walter Piston

Born in Rockland, Maine, January 20, 1894

This Concerto, recently completed, was composed for the Boston Symphony
Orchestra and is dedicated to Joseph de Pasquale. The instrumentation follows:

2 flutes and piccolo, 2 oboes and English horn, 2 clarinets and bass clarinet, 2

bassoons and contra-bassoon, 4 horns, 2 trumpets, 3 trombones and tuba, timpani,

triangle, snare drum, bass drum, cymbals, harp, and strings.

Mr. Piston has kindly written for this program his observations on the viola under
the heading:

"VIOLA AND ORCHESTRA"

Musical instruments in evolution reflect the ever changing tastes

and preferences of players, composers, and listeners. During

one's lifetime nearly all instruments show remarkable modifications

in tone color, range, dexterity, dynamic power, and other details of

technique and expression. These variations are brought about not

only by mechanical alterations and improvements, but also by differ-

ences in the ideal of sound sought by the performer. The same instru-

ment may sound different when played by a different person.

At the present time the violin and the 'cello appear to be in a fairly

stable evolutionary state, whereas the viola seems reluctant to settle

* This incident actually pertains to the second performance, but the circumstances were
almost identical
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down to a well-defined standard measurement. Large and small violas

may be observed in the same orchestra, and it is evident to the ear that

the concept of a characteristic viola tone admits a wider variation than

is the case with violin or 'cello tone.

The viola should not be thought of as a "tenor violin" or a higher

pitched 'cello. It is a distinct and individual member of our modern
family of stringed instruments, its beautifully peculiar sound being

largely the result of physical circumstances governing its size and

proportions. Were the viola as long as it ought to be for its pitch,

relative to that of the violin or the 'cello, the left hand could not

negotiate the fingerboard, and if it were of sufficient thickness it could

not be held under the chin. As it is, very strong fingers are needed to

play it, and the extended position of the left arm can be extremely

tiring.

Compared with the violin, the viola has a warmer and richer tone

in the low and middle registers, while its upper string is characterized

by a certain sandy quality. The high notes are less shrill than those of

the violin, less "hi-fi," although they are no less rich in upper partials.

The viola has greater tone weight, but it cannot penetrate or soar,

unless permitted to do so by carefully adjusted accompanying parts.

The ranges of the two instruments are just about equal in extent, the

viola being of course pitched a fifth lower.

The Concerto is intended to set forth the resources of the viola in

melodic expressivity and technical agility, throughout its range. It was

not my intent, however, that the work should be merely a show piece,

but rather that the purely musical ideas and their development in a

formal design should remain predominant. The score is by no means a

subservient accompaniment. The orchestra is a cooperating partner.

The two most important problems in this combination of viola solo

with orchestra proved to be balance of sound and association of tone

colors. These problems are not exactly peculiar to this combination,

but they seemed here more pronounced and ever present. I was more

KNEISEL HALL, BLUE HILL, MAINE
Summer School

July 7th to August 30th, 1958

INTENSIVE ENSEMBLE and INDIVIDUAL TRAINING
Distinguished Faculty includes:

ARTUR BALSAM
JOSEPH FUCHS - LOUIS PERSINGER
CARL STERN - WILLIAM LINCER

MARIANNE KNEISEL, Director

190 RIVERSIDE DRIVE, NEW YORK 24, N. Y.
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than ever impressed with the necessity for the most intimate knowledge

of every instrument. Likewise indispensable is the faculty of hearing

mentally what one writes, and writing accurately what one hears

mentally. The scoring had to be of a transparency to allow the solo

voice to be heard in all registers at all times.

I venture to mention some of the instrumental combinations I found

attractive and appropriate to the music: viola above oboe, then above

flute; viola between oboe and horns, harp; viola high, over staccato

brass; viola low, under high flute and harp; viola an octave above

English horn; viola in middle register between flutes and bassoon,

'cellos; viola in figuration around oboe and bassoon octaves; viola

high in fast spiccato, over harp, bass drum, cymbals, triangle; viola in

canon with English horn; high viola with mirror in bass clarinet.

It is my belief that a creative artist cannot and should not resist the

urge to reach into the unknown. There are some moments in my
concerto the precise effect of which I am unable to predict with cer-

tainty, because of acoustical and psychological complications. At the

present writing I have not heard the work played by the orchestra, but

by the time these lines are read I shall know whether or not retouching

is called for. We are told the electronic millennium will do away with

all these uncertainties of art, and bless us with the security of accurate

and predictable rigidity. Until then, composers will continue to grope

for perfection.

The Concerto was written expressly for Joseph de Pasquale, and

many of its musical thoughts may be said to have been inspired and

motivated by his superb viola playing. Its composition was a stimulat-

ing and absorbing experience.

Walter Piston.
[copyrighted]

JOSEPH de PASQUALE

Joseph de Pasquale was born in Philadelphia, October 14, 1919.

He studied with Louis Bailly at the Curtis Institute, graduating with

honors. He has also studied with Max Aranoff and William Primrose.

For the duration of the war he played in the Marine Band of Washing-

ton, D. C, subsequently joining the viola section of the American

Broadcasting Company Orchestra in New York. Mr. de Pasquale

became first viola of the Boston Symphony Orchestra in 1947. He has

Deen soloist in performances of Berlioz' Harold in Italy, Strauss' Don

Quixote, Viola Concerto in B minor by Handel(?), and (with Ruth

Posselt) Mozart's Sinfonia Concertante.

In the present performances he plays a Gasparo da Sal6 instrument.
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MUSIC'S CHANGE OF FACE

By Ernest Newman

(London Sunday Times, July 7, 1957)

In a previous article on "Twentieth Century Music" I expressed the

opinion that there is really nothing to be astonished about in the

present division of the musical world into two opposing camps, and

still less reason to attribute the upsurge of a new spirit within the art

to the operation of forces in the outer world. When the domestic

kettle boils over, the housewife does not try to account for this

phenomenon by reference to internal or external politics or even to

changing relative attitudes of capital and labour in the coalfields:

she knows full well that the root of the trouble in the kitchen has

been purely and simply that the gas jet has been kept going too long

and too high.

Even so it is with such trifling matters as the languages and mecha-

nisms of the arts: something or other boils over there for no other

reason than that it has been allowed to accumulate too much energy

too long. The present situation in music has not been brought about

in any way by such things as war, changed political and social struc-

tures, scientific discoveries and so on, but simply by the operation of

internal forces: a change had to take place in the language of music,

and that's just when and where and how it did.

The situation about the beginning of the present century seems to

me to have been very much like that of English poetry after the

Elizabethan age. Shakespeare and his riotously energetic contem-

poraries had realised for the first time the copious resources of our

English language, and during something like a whole generation had,

to some degree, abused them; and against their occasional tumescences

and extravagances first of all the seventeenth century "metaphysical"

poets, then the cool precisians of the eighteenth century, had reacted

strongly.

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

THE BERKSHIRE INN
GREAT BARRINGTON, MASSACHUSETTS

invites you to enjoy its New England Charm and Hospitality

Fine accommodations at moderate American and European Plan Rates

Dining Rooms open from early morning until midnight

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



In music, by about 1900, three centuries of vigorous evolution had

placed the art in possession of a language to the spatial range and

inner power of which there seemed no possible limit. But its very

opulence was working now for its downfall. The great German masters

in particular had to all appearance covered once and for all the whole

field of expression in music, and smaller yet still gifted men began to

feel a certain resentment against them for standing so continually in

their way. Furthermore, no valid reasons could be given for supposing

that music had actually reached the end of its development either

linguistically or imaginatively: there still remained, it was felt, many
new things calling for expression in music, and presumably many new
ways of expressing them.

At no previous period in history could the "experimental" devices

that these new aspirations called into being have "got away with it":

but the whole civilised world had now become one gigantic music-

printing and music-performing factory, with powerful organisations

interested financially in the pushing of this "new" music, and the radio

placing its vast financial and organisational resources at the service

of it.

It further happened that in central Europe there existed just then

a group of musical practitioners and theorists of a very high intellectual

order, with Schonberg and Webern at their head. For a dozen reasons,

these people had either to find a new outlet for their musical mentality

or perish in the attempt.

Naturally they concentrated primarily on the making of a new
musical language; and here the Time Spirit obligingly played into

their hands. Melodically, harmonically, rhythmically and formally,

traditional music about 1900 was already, without most of its votaries

being conscious of the fact, heading for a break-up and a showdown.

The fundamental principles of its sovereignty — the major-minor

anthesis and all that flowed from this, certain principles of structure

^Dinners of 'Distinction
in Old Boston

Number 9 Knox Street Edmund B. Stanley
by reservation only HU 2-3494
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and form, sequences, imitations, cadences, neat symmetrical parallel-

isms — and so on — each seemed positively to invite scepticism and

attack; and attacked it all was.

What happened could easily have been foreseen. It is a law of

nature that the more complex a big organic structure is the more

impossible it becomes to alter it, even for the better, at one point

without setting up changes at a dozen other points that for a long

time at least may be almost fatally bad. Suppose, for example, that

by some well-meant but mistaken intervention of the cosmic powers

in human affairs the race were in the twinkling of an eye made com-

pletely virtuous; the imagination boggles at the economic results of

such a transformation, the sudden disaster that would overtake millions

of policemen, lawyers, judges, prison officials, the makers of all kinds

of weapons of attack and defence, the designers and constructors of

safes — to name only a few of the inevitable victims.

• •

If we doubt that a similar law is operative in the arts we have only

to turn a critical eye on what happened in the field of musical lin-

guistics during the last forty or fifty years. Each change, however

slight, in the musical language brought with it as an inevitable

corollary a number of others: alterations in the conventional tonal

relations, in phrase-building, key symmetries and one or two other

seemingly quite simple things of that sort have led of necessity to the

conscious elaboration of new principles of large-scale composition.

Schonberg and his associates faced courageously every one of the

new difficulties; it took them pretty nearly a whole generation of time

to take stock of these changes and accommodate them all to one

another, in theory if not invariably in practice. The new praxis of

composition is logically now foolproof; and, let it be added, any system

or ideal of composition that commands the allegiance of some of the

acutest musical intelligences of our day is not to be dismissed with a

shrug of the shoulders. But how has the system fared with the great

mass of the plain music-loving public?

ffilfr ^utglfelf ^tifrer teapot
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popular design, illustrates the "Queen
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classic revival form.

ANTIQUE SILVER at the SILVERSMITH'S
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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, Btilow 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

which has its emotional counterpart in the growing intensity of passion,

* The finale, now known as the "Love-Death," was named by Wagner "Transfiguration"
("Verklarung").
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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, aa

the legend tells us?"

Wagner's allusion to the vine on the lovers' grave is explained by

Ernest Newman in The Wagner Operas, a scholarly and absorbing

study of the composer's legendary sources. In recounting the story of

"Tristan et Iseut" by Joseph Bedier,* he writes:

"When Marc [King Mark] hears of the pitiful end of the lovers he

sails to Brittany, has the tombs opened, and carries the two dear bodies

back with him to Tintagel. There he buries them, Tristan on this

side of the chapel, Iseut on that. But when night fell there sprang

from the grave of Tristan a briar that flung its branches across the

roof of the chapel and sank them into the tomb of Iseut. Three times

the men of the country cut it down, and three times it grew afresh;

then Marc forbade that a hand should ever be laid on it again. . . .

* Bedier's poem is the basis for Frank Martin's Oratorio, Le Vin herbe.
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"The final testimony of the Middle Ages to its belief in the essential

innocence of Tristan and Isolde is the ending of the story, with that

exquisite symbolic figure of a tree springing from the grave of each of

them and twining its branches with those of the other. This, as

Wolfgang Golther points out, was the poetic mediaeval way of indi-

cating that physical love had been purified into the spiritual by death.

The 'flower-symbol,' he says, 'in the sense it carries in the legend,

means that before God's throne Tristan and Isolde are absolved of

all guilt. . . . An earnest, pessimistic spirit breathes through the

story from first to last; whoever turns away from it on moral grounds

has simply misconceived its profoundest being and its true worth,

which consist in this — that behind all the glitter of the incidents

there lies a conception of the utmost gravity. . . . Not every one of

the poets was conscious of it, of course; but the really great masters,

and Gottfried most of all, has at least an intuition of it.'

"Wagner penetrated as no other modern poet or dramatist has done

to this spiritual core of the saga, and thanks largely to the unique

expressive power of music he has been able to raise the lovers from

the plane of the individual to the higher sphere of the symbolic.

His poem is not a mere re-telling of the ancient story of Tristan and

Isolde but in several respects a radical re-creation of it."

[copyrighted]
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