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Program

THURSDAY EVENING, February 19, at 8:30 o'clock

Weber Overture to "Oberon"

Beethoven Piano Concerto No. 4, in G major, Op. 58

I. Allegro moderato

II. Andante con moto

III. Rondo vivace

INTERMISSION

Piston Symphony No. 3

I. Andantino

II. Allegro

III. Adagio

IV. Allegro

Ravel *La Valse, Choreographic Poem

SOLOIST

EUGENE ISTOMIN
Mr. IsTOMiN uses the Steinway Piano

BALDWIN PIANO *RCA VICTOR RECORDS
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OVERTURE TO THE OPERA "OBERON"
By Carl Maria von Weber

Born in Eutin, Oldenburg, in Germany, November i8,* 1786;

died in London, June 5, 1826

The Opera Oberon, or The Elf King's Oath, completed April 9, 1826, had its

first production at Covent Garden, London, on April 12, the composer conducting.

Weber composed it by order of Charles Kemble, Manager of the Covent Garden.

The text, by James Robinson Planch^, was an English translation of C. M. Wieland's

Oberon. Planch^ was helped by the earlier translation of W. Sotheby. Oberon was

first heard in Germany in Leipzig, December 23 of the same year. The first per-

formance in America has been stated as given at the Park Theatre, New York,

October 9, 1828. Philip Hale, remarking that Oberon has undergone many revisions

on account of its bulk of spoken text, doubts whether this performance was "exactly

as Weber wrote it" and names the "first veritable performance" as one given at the

Academy of Music in New York by the Parepa-Rosa English opera company, March

29, 1870. The first performance in Boston was in Music Hall by this same company.

May 23, 1870. The opera was revived at the Metropolitan Opera House in New
York, December 28, 1918, when Artur Bodanzky conducted; Rosa Ponselle sang

Rezia; Giovanni Martinelli, Sir Huon.

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

2 trumpets, 3 trombones, timpani, and strings.

A T THE end of the manuscript score of the romantic opera Oberon,
-^"^ the composer wrote the customary words ''Soli Deo Gloria!**

Weber had good reasons to offer this exclamation of pious relief. The
text of the opera had been hurried to him act by act for composition.

Its production at the Covent Garden on April 12 was but three days

away. He had been compelled to work in great haste and likewise to

learn English, for the libretto of James Robinson Planch^ was in that

* The date of Weber's birth is universally given as December 18, 1786. Nicolas Slonimsky,

who has profitably devoted his time to the checking and correction of wrong dates handed

down from one compiler of dictionaries to another, offers this information : "Music diction-

aries, the Encyclopedia Britannica, and other reference works all give the wrong date of

Weber's birth, December 18, 1786, I have obtained a copy of Weber's registry of baptism from

Eutin, Germany, which states that Carl Maria Friedrick Ernst von Weber (his full name)

was baptized on November 20, 1786. He was probably born on November 18, which was the

day on which he celebrated his birthday in later life. At any rate, the discovery of his bap-

tismal registry disposes of the December 18 date which for some reason has been accepted

even by Weber's German biographers."

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

THE BERKSHIRE I X IV

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
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language.* The plot was as involved as most opera plots were apt to

be at that time. He objected in a letter to the librettist, "The inter-

mixing of so many principal actors who do not sing — the omission of

the music in the most important moments — all these things deprive

our Oberon of the title of an opera, and will make him [sic] unfit for

all other theatres in Europe, which is a very bad thing for me, but —
passons la-dessus.'*

Weber was correct in his assumption. Oberon as a drama with

incidental music was not suitable for the opera houses of the con-

tinent, and accordingly was to undergo revisions with the insertion of

recitatives and even numbers from his other operas. The plot was full

of the extravagant conceits of magic and love under tribulation which

were the fashion of the time. Oberon quarrels with Titania (hers was

a silent part), swears that peace will not be made between them until

a pair of mortal lovers prove faithful under the severest trials. The
hero. Sir Huon, travels to the East under the supernatural guidance

of Puck as Oberon's agent, abducts the Princess Rezia. Both are cap-

tured by pirates and condemned to death. But the intervention of the

magic horn of Oberon (it is also heard in the Overture) saves their

lives. One suspects that the popularity of Oberon in London (it ran

through thirty-one performances in its first season) had something to

do with its resemblance to a pantomime even more than an opera.

Mr. Planche confirms this impression when in his "Recollections and

Reflections" he describes the unmusical nature of the London public:

"A dramatic situation in music was 'caviar to the general' and inevi-

tably received with cries of 'Cut it short!' from the gallery and obstinate

coughing and other significant signs of impatience from the pit."

On top of this series of tribulations Weber was a very sick man.

His system was so wasted with tuberculosis that he fulfilled his many
obligations only with great effort. He knew that a sentence of death

hung over him, and he undertook the English opera for the gold it

would bring to his wife and children. When his friend Gubitz, in

Berlin, tried to dissuade him from undertaking the journey to London,

he answered: "Whether I can or no, I must. Money must be made
for my family — money, man. I am going to London to die there. Not

a word! I know it as well as you." The completion of the last act

of Oberon was indeed a race with death. As his son and biographer.

Max Maria von Weber, wrote, "All the light and life and freshness and

geniality of the work gushed forth from the brain of a weak, sick,

bowed-down, irritated man, who was shattered by an incessant cough.

* Weber, in "one hundred and fifty-three lessons," made himself sufficiently familiar with
English for the purposes of composing Oheron. He could express himself in letters to
Planche at length and clearly, if not accurately. When Planche sent him a French translation
of the text, he answered : "I thank you obligingly for your goodness of having translated the
verses in French ; but it was not so necessary, because I am, though yet a weak, however a
diligent student of the English language."

[5]



who sat at his work table wrapped up in furs, with his swollen feet in

wadded velvet boots, and yet shivered with cold in his heated room;

as though the genius which created all had nothing in common with

the poor suffering body."

When he led performances for the fee they would bring, ladies,

observing his condition, would shower him the next day with lozenges

and jellies, but nothing was done really to spare him; over-adulation

hastened the end. He died in London within two months of the first

performance.

Max Maria von Weber wrote as follows about the Overture:

"Although the opera may bear unmistakable traces of weariness and
haste, and sad marks of the spur applied to the composer's flagging

genius, and may thus display Weber's mannerisms more than any other

of his works, yet that great symphonic introduction to the whole, the

Overture, which was completed only two months before his death, soars

triumphantly over the influence of the deadly faintness lying heavy on
him, and the pressure of outward circumstances. This Overture is

inferior to none of his others in life, fire, freshness, and wealth of ideas.

Combined with those of Der Freischutz and Euryanthe, and his Jubilee

Overture, it forms a magnificent constellation, each star in which
shines with a different light, but yet with co-equal splendor. From
first to last, the Overture to Oberon is in most intimate sympathy with
the subject. Every picture of the drama is mirrored forth in it — the

world of elves and spirits; the pomp and pride of chivalry and romance;
glowing love struggling against slavery, elemental might, separation,

and death; the majesty of Oriental enchantment. It has been asserted

that Weber went too far, in this Overture, in his conglomeration of

various musical intentions. . . . But still the Overture to Oberon will

always remain a monument of strength to the fame of the dramatic,

romantic composer."

The late Pitts Sanborn, a5 annotator for the Philharmonic-Symphony

Society of New York, has related interesting circumstances about the

preparation of Oberon:

When Weber composed Oberon he was a dying man and he knew

it. Yet the music in its sum total is cheerful, brilliant, abounding in

vitality, keen for the high emprise. Chivalrously the doomed musician

steps forth to face his chivalric theme, wearing bravely his gallant

plume without a difference. We may well doubt whether an artist's

physical state is necessarily mirrored in his work.

The writing of Oberon is a chronicle of courage and pathos. In

1824 the management of Covent Garden was in the hands of Charles

Kemble of the famous theatrical family — an eminent actor hiroself

and a brother of John Philip Kemble and Sarah Siddons, as well as

the father of Fanny Kemble and thus the great-grandfather of the

American novelist Owen Wister. Inspired by the immense vogue of

Der Freischutz, he desired an opera by Weber expressly composed to

[6]



please the British public. So in July, 1824, he went to Ems, where

Weber, already consumptive, was taking the waters, to discuss the

matter in person with the composer.

Kemble had two subjects for an opera in mind. One was Goethe's

Faust, the other Wieland's poem Oberon (derived from the chanson

de geste ''Huon de Bordeaux"). Weber had doubts concerning an

operatic Faust but Oberon seized his fancy. Planche was selected to

supply the book and Weber himself was to go to London to superin-

tend the rehearsals and conduct the earlier performances. Then came

the question of money.

Weber refused Kemble's first offer of £500, but when the manager

doubled it, he accepted. True, his doctor told him frankly that if he

were to go to London, between the climate and the work involved,

the end would be a matter of months or perhaps weeks, whereas if he

would spend one year in Italy he might live for four or five. Weber
thought of his wife and children and their needs after his death. "As

God wills!" he exclaimed and chose London.

[copyrighted]
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CONCERTO FOR PIANO AND ORCHESTRA, NO. 4,

IN G MAJOR, Op. 58

By LuDWiG VAN Beethoven

Born at Bonn, December i6(?), 1770; died at Vienna, March 26, 1827

The Fourth Concerto of Beethoven, performed at a subscription concert at the

house of Prince von Lobkowitz in Vienna, in March, 1807, was first heard at a public

concert at the Theater-an-der-Wien, Vienna, December 22, 1808, the composer as

soloist.

The orchestral portion of the Concerto is scored for flute, 2 oboes, 2 clarinets,

2 bassoons, 2 horns, 2 trumpets, timpani, and strings. It is dedicated to "His Imperial

Highness, the Archduke Rudolph of Austria."

"r)EETHOVEN offered his Fourth Concerto for pubHcation in the year^ 1806; just when he began and worked on it cannot be definitely

established.* It was first performed at one of two private concerts in

the house of his patron Prince Lobkowitz, in March of 1807. Other

works heard at these two gatherings, and likewise announced as "new,"

were the Fourth Symphony and the Coriolanus Overture. The first

public performance of the Concerto was at that famous "Academy"

on December 22, 1808 — the semi-fiasco at which the Fifth and Sixth

Symphonies and the Choral Fantasia were all heard for the first time.

Beethoven played the solo part in the Concerto and Fantasia, Seyfried

conducting. At a concert on the next night for the benefit of "Widows
and Orphans," the new concerto was scheduled to be performed by

Ries. Having only five days in which to learn the work, Ries asked

the composer to let him substitute the Third, in C minor. "Beethoven

in a rage went to young Stein, who was wise enough to accept the

offer; but as he could not prepare the concerto in time, he begged

Beethoven on the day before the concert, as Ries had done, for per-

mission to play the C minor concerto. Beethoven had to acquiesce.

Whether the fault was the theatre's, the orchestra's, or the player's,

says Ries, the concerto made no effect. Beethoven was very angry."

Of the further history of the G major — a Cinderella of concertos! —
Sir George Grove relates: "It remained for many years comparatively

unknown. Between the less difficult C minor ('No. 3') and the more

imposing E-flat ('No. 5') it was overlooked, and, strange as it may seem,

ran the risk of being forgotten. Its revival was due to Mendelssohn,

who seized the opportunity of his appointment as conductor of the

* With all the circumstantial records of Beethoven's life that exist, there remain many
mysteries' over which the authorities are sadly at variance. Nottebohm, stuyding the sketch-

books, decides that the Concerto in G major must have been composed in 1805. Schindler

dates it 1804, "according to information given by F. Ries." Breitkopf and Hartel's thematic
catalogue places it at 1805, and Thayer entertains the "confident opinion" that "this v^ork

remained still unfinished until the approach of the concert season, towards the end of the

year 1806. Beethoven offered it to Hoffmeister and Kiihnel in March, and to Breitkopf and
Hartel in July of that year," Sketches for the Fifth Symphony appear together with those

for the concerto.
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Gewandhaus Concerts at Leipzig to bring forward this and many
another fine composition which had been unjustly allowed to remain

in the shade. Schumann preserved the following little memorandum
of the performance, which took place on November 5, 1836:

" 'This day Mendelssohn played the G major Concerto of Beethoven
with a power and finish that transported us all. I received a pleasure
from it such as I have never enjoyed, and I sat in my place without
moving a muscle or even breathing — afraid of making the least

noise!'
"

Disregarding the usual requirements of flash and display in the first

movement of a concerto, Beethoven builds the initial allegro on gently

melodic material, through which the piano weaves its embroidery of

delicate figurations. The piano opens softly (and contrary to prece-

dent) with a five-bar phrase of the first theme, and then yields place

to the orchestra, which completes this and sings a second, again intro-

ducing it softly in the strings. The development, with voices of solo

and orchestra blended, brings to pass in its course two further themes,

each lyrical in character.

The andante con moto, which has no like in the literature of con-

certos, contains within its seventy bars a message whose import words

cannot convey. It consists of a dialogue between the string choir and

the piano. The former states a short, imperious phrase in octaves,

forte and staccato: it is a recitative, and yet it is more. The piano

answers with a melody of indescribable tenderness. The two opposing

voices continue their alternate phrases, but before the soft plea of the

piano, increasingly irresistible, the austerity of the strings is gradually

mollified, until its capitulates altogether, subsiding into a breathless

pianissimo. One is reminded of the similar opposition and capitula-

tion in the Overture to Coriolanus. The last whispering suspended

chord of the piano is gently swept away as the vivace theme of the

rondo (further brightened by the restoration of the major mode) is

delivered pianissimo by the strings, with its sprightly answering theme

BOSTON . . .

y^EllESlEY ...

and now in the

NORTHSHORE SHOPPING CENTER

W. W. WINSHIP
Fine Luggage and Leather Goods

Est. 1776
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in the piano. The finale follows a more usual course to a lively and

sparkling conclusion, light in mood, with memorable pianissimo

episodes.

The following interesting speculation about the slow movement is

taken from Donald Francis Tovey's "Essays in Musical Analysis"

(Volume III):

"If I am not mistaken, it was Liszt who compared the slow move-
ment of this concerto to Orpheus taming the wild beasts with his music.

This is so apt that it is almost free from the general objection that such
comparisons tend at first to substitute their own vividness for that of

the music and then to lose their vividness in the necessity for tiresome

qualifications of detail. But here the comparison is remarkably spiritual

and free from concrete externals. Note, in the first place, that, as in

Liszt's own symphonic poem Orpheus, it refers to the taming of wild
Nature, not to the placating of the Furies, though Liszt tells us that he
was inspired by the experience of conducting Gluck's Orfeo. But the

spiritual, or, if you prefer popular scientific jargon, psychological depth
of the analogy is best shown in the one point of resemblance between
this unique movement of Beethoven's and a very different one,

Orpheus's first sustained address to the Furies in Gluck's opera. The
pleadings of Orpheus are met phrase by phrase with a thunderous No
from the Furies in unison, until the last No is a chord which shows that

they will at length yield. In this andante the orchestra does not imitate

wild beasts or nature, and the pianoforte does not imitate a lyre or a

singer. But the orchestra (consisting of the strings alone) is entirely in

octaves, without a vestige of harmony, so long as it remains stubborn
and rough in its share of the dialogue with the quiet veiled tones of

the solo. After its first soft pizzicato note it melts into harmony. In the

supreme moment of darkness at the end, the orchestra and solo join in

the same material, whereas they had hitherto been totally contrasted."

[COPYRIGHlfiD]

EUGENE ISTOMIN

'ppuGENE IsTOMiN was bom in New York City, November 26, 1925,

-—
' of Russian parents, both of them singers. Studying first in New

York, he entered the Curtis Institute of Music at the age of fourteen

and there studied with Mieczyslaw Horszowski and Rudolf Serkin.

He made his first public appearance in 1943 with the Philadelphia

Orchestra. He has played with many orchestras since, with this

Orchestra at the Berkshire Festival, August 7, 1955. He has played

at the Festivals organized by Pablo Casals in Prades and Perpignan

and among many concerts in Europe has given joint recitals with

that artist.
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SYMPHONY NO. 3
By Walter Piston

Born in Rockland, Maine, January 20, 1894

Walter Piston completed his Third Symphony at South Woodstock, Vermont, in
the summer of 1947. He composed it by commission of the Koussevitzky Music
Foundation and dedicated the score "To the Memory of Natalie Koussevitzky." It

was first performed by this Orchestra, January 9, 1948, and again on December 31-
January 1, 1948-49. It was awarded the Pulitzer Prize for a musical composition in

1948.

The orchestration is as follows: 2 flutes and piccolo, 2 oboes and English horn,
2 clarinets and bass clarinet, 2 bassoons and contra-bassoon, 4 horns, 3 trumpets,

3 trombones and tuba, timpani, bass drum, snare drum, cymbals, triangle, xylo-

phone, glockenspiel, 2 harps, and strings.

'TpHE First Symphony of Walter Piston was introduced by this

-' Orchestra March 8, 1938, the composer conducting. The Second

Symphony was performed in Boston March 6, 1944, when G. Wallace

Woodworth was the guest conductor. The Fourth Symphony was

performed October 10-11, 1952; the Fifth, October 26-27, 1956; the

Sixth, November 25-26, 1955 (first performance). Mr. Piston kindly

provided the following analysis of his Third Symphony when it was

first performed:

I. Andantino 5-4 — based on three thematic elements: the first

heard as a melody for the oboe; the second, more sombre in character,

played by horn, clarinets, and English horn; the third, soft chords for

brass. These ideas are developed singly and in combination to form

a prelude-like movement. Tonality C.

II. Allegro 2-4 — a scherzo, in three-part form. The theme, stated

by violas and bassoons, is treated in contrapuntal, imitative fashion.

The middle part is marked by the melody for flute, accompanied by

clarinets and harps. Tonality F.

III. Adagio 4-4 — the movement has four large and closely con-

nected sections, or rather "phases" of the musical development. The
first of these is the statement by the strings of the theme, which is in

three parts (part one by violins, part two by violas and cellos, part

three by all except basses). The second section is a variation of the

theme, with woodwinds and harps predominating. The third section,

starting with basses and 'celli, builds up to the climax of the move-

ment, and the final section returns to the original form of the theme,

played by solo viola, the closing cadence recalling the variation by

clarinet and bassoon. Tonality G.

IV. Allegro 3-4 — a three-part form similar to that of a sonata-form

movement. There are two themes, the first being developed fugally

in the middle section. The second theme is march-like, first heard in

oboes and bassoons, over a staccato bass, and later played by full brass

at the climax of the movement. Tonality C.

[copyrighted]

[12]



*'LA FALSE/' Choreographic Poem
By Maurice Ravel

Born in Ciboure, Basses-Pyrenees, March 7, 1875; died in Paris, December 28, 1937

It was in 1920 that Ravel completed "La False." The piece was played from
the manuscript at a Lamoureux concert in Paris, December 12, 1920. The first

performance by the Boston Symphony Orchestra was on January 13, 1922.

The orchestration calls for 3 flutes and piccolo, 2 oboes and English horn,
2 clarinets and bass clarinet, 2 bassoons and contra-bassoon, 4 horns, 3 trumpets,

3 trombones and tuba, timpani, side drum, bass drum, cymbals, tambourine,
castanets, crotales, tam-tam, glockenspiel, 2 harps, and strings. The score was
published in 1921, and dedicated to Misia Sert.

"p AVEL was approached in 1920 to compose a ballet, and chose a

--^ subject he had long since considered, and sketched ajs long before

as 1906. He first mentioned it in a letter to Jean Marnold, the critic

of the Mercure de France:

"It is not subtle — what I am undertaking at the moment. It is a

Grand Valse a sort of homage to the memory of the Great Strauss, not

Richard, the other — Johann. You know my intense sympathy for this

admirable rhythm and that I hold la joie de vivre as expressed by the

dance in far higher esteem than the Franckist puritanism. I am so

little a Catholic."

In 1920, having composed nothing except Le Tombeau de Couperin

since the outbreak of the World War, he shut himself up in the house

of his poet friend, Andr^-Fernand Herold, in the Ard^che Valine until

La Valse was completed. The piece did nothing to mend his relations

with Diaghileff, strained by Daphnis et Chloe, which as a ballet had

not succeeded. Diaghileff did not consider La Valse suitable for his

purposes, and did not produce it.

Ravel based his ''poeme choregraphique/' upon measures which

one of the Strausses might have written, but used them with implica-

tions quite apart from the light abandon and sweet sentiment which

old Vienna offered him. Ravel gives the tempo indication: "Move-

ment of a Viennese waltz," and affixes the following paragraph to
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his score: "At first the scene is dimmed by a kind of swirling mist,

through which one discerns, vaguely and intermittently, the waltzing

couples. Little by little the vapors disperse, the illumination grows,

brighter, revealing an immense ballroom filled with dancers; the blaze

of the chandeliers comes to full splendor. An Imperial Court about

i855."

Raymond Schwab, listening to the first performance in Paris, dis-

cerned in the music an ominous undercurrent. "To the graces and
languors of Carpeaux is opposed an implied anguish, with some
Prod'homme exclaiming 'We dance on a volcano.' " H. T. Parker

described the gradual definition of the waltz rhythm from "shadowy,

formless spectres of dead waltzes, drifting through gray mists. . . .

"Then ensues a succession, as it were, of waltzes. The waltz sen-

suous and languorous, the waltz playful and piquant, the waltz

sentimental, the waltz showy, the waltz strenuous — the waltz in as

many variants and as many garbs as Ravel's imagination and resource

may compass. Like sleep-chasings, waltz succeeds waltz; yet Ravel is

wide-awake in the terseness with which he sums and characterizes

each, in the vivid and artful instrumental dress every one receives.

... Of a sudden, the chain of waltzes seems to break. Fragments

of them crackle and jar, each against each, in the tonal air. The
harmonies roughen; there are few euphonies; through a surface-

brilliance, harsh progressions jut; that which has been sensuous may,

for the instant, sound ugly. As some say, here is the music that

imaginative minds write in this world of the aftermath of war. . . .

On the surface, the sensuous glow and glint of neurotic rapture —
'Dance that ye may not know and feel.' Below the surface, and

grating rude and grim upon it, are stress and turbulence, despairs

and angers equally ugly, and, maybe, nigh to bursting. A troubled

'apotheosis,' then, in these culminating measures of the waltz in this

world of ours."

"La Valse" and Misia Sert

The dedicatee of La Valse, who was close to Ravel while he worked

upon the score, refers to it briefly in her Memoirs.* Misia Sert, of the

talented Polish family of Godebski, was married in turn to Thad^e

Natanson, the founder of the Revue Blanche, Alfred Edwards, a

Parisian of wealth, and Jos^ Maria Sert, the Spanish artist. She

surrounded, herself with the liberal poets, painters, writers and

musicians in the Paris of her epoch, the latter notably including

Satie, Stravinsky, Diaghileff and Ravel.

Mme. Sert calls Ravel "one of the few whose quarrels with Serge

[Diaghileff] were never provoked by money. His score for Daphnis

and Chloe, rather uneven but containing ten minutes of such exquisite

* Misia and the Muses, The John Day Company, New York.
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music that they alone would be enough to ensure a composer immor-
tality, did not achieve, in spite of excellent decors by Bakst and first-

rate choreography by Fokine, the success which it incontestably

deserved. This was simply because it was produced during the same
season as the Faun, which monopolized the attention of the audiences

and the critics. Daphnis, therefore, was from the first not regarded

as the 'hit' of the season, and underwent laborious modifications.!

So that when, in 1920, Ravel was again asked to collaborate with

Serge, he did so not without apprehension. His new work, which in

the end was never performed by the Ballets Russes, bore the original

title of Wien. (It is now famous under the name La Valse.)

" 'Many thanks for your reassuring letter (Ravel wrote to me).

However, I believe my anxiety to be legitimate: poor Daphnis had
a lot to reproach Diaghilev with. I admit that he could say the same

for me and that few works have caused more complications, but he

too was not without blame.
" 'Now, let us talk of Wien — . . . beg pardon, it's now going to

be called La Valse.

" 'I must ask you to forgive me, but I don't know if Serge is in

Paris, and as you know he never answers my letters.

" 'My choreographic poem will no doubt be finished, even orches-

trated at the end of this month, and I will then be able to let

Diaghilev hear it.

" 'But I would much prefer if he could wait till the middle of

February. At that time I shall be compelled to spend several days

in Paris (two first performances at Pas-de-loup, and other things).

I would thus be there for about ten days and would come quickly

to work. . . . Baton expects me to fix a date. . .
.'

"Baton did not rehearse for the Ballets. La Valse failed to find

favour with Serge (not from the musical point of view, but over the

lack of possibilities it could offer a choreographer). He considered

it a ravishing waltz, but declared that the subject did not lend itself

to any scenic development. He did not see what he could make of

it from the production point of view. He was totally uncompromising

in all that concerned his productions; considerations of previously

commissioned works, or even wounded pride, had no effect on him
at all. This meant a quarrel with Ravel.

"Shortly* before his death in 1929 he tried to make peace with a

composer whom he both admired and respected. But he died without

having had the opportunity for a gesture of reconciliation. The
Ravel case is one of the rare ones in which money was not at the

bottom of the trouble."
[copyrighted]

t Diaghileff's omission of the oflP-stage chorus in the London production became a point of

sharp dispute between the two.
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