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Saturday evenings at 8:30 WQXR brings you

the concerts of the Boston Symphony direct '

from Boston. And every day^ early morning

to late at nighty rVUJLJx broadcasts fine

music and the hourly news bulletins of The

New York Times. Treat yourself to wonderful

listening. Tune to WQXR, 1560 AM, 96.3 FM,

the radio station of The New York Times.
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SEVENTY-EIGHTH SEASON • NINETEEN HUNDRED FIFTY-EIGHT - FIFTY-NINE

Seventy-third Season in New York

First Evening Concert

WEDNESDAY, November 12, at 8:45 o*clock

Program

Berlioz Overture to "Beatrice et B^n^dict"

Blackwood Symphony No. 1

I. Andante maestoso; Non troppo allegro, ma con spirit©

II. Andante comodo

III. Scherzo: Allegretto grotesco — Molto rigoroso il tempo

IV. Andante sostenuto

(First performance in New York)

INTERMISSION

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

I. Allegro non troppo

II. Andante moderato

III. Allegro giocoso

IV. Allegro energico e passionato

Music of these programs is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO RCA VICTOR RECORDS
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OVERTURE TO ''BEATRICE ET B£N£DICT"
By Hector Berlioz

(Born at Cote-Saint-Andr^, December ii, 1803; died at Paris, March 8, 1869)

Berlioz' Opera Comique, Beatrice et Benedict, was first sketched in the autumn of
i860, completed February 25, 1862, and first performed at Baden, August 9, 1862, at
the Theatre de Bade, the composer conducting. There followed a production at

Weimar April 8, 1863. It did not reach France until June 5, 1890, when Lamoureux
conducted it at the Odeon. There was a revival at Leipzig April 19, 1913, under the
direction of Josef Stranski, who revised the score and text. The opera was performed
in English at Glasgow, March 24, 1936.

The overture calls for flute and piccolo, 2 oboes, 2 clarinets, 4 horns, 2 bassoons,

2 trumpets, cornet-a-pistons, 3 trombones, timpani and strings.

ON January 19, 1833, Berlioz wrote to his friend d'Ortigue: "A
propos, I am going to write a very lively opera upon Shakespeare's

comedy. Much Ado About Nothing. Such being the case, I will ask you

to lend me the volume containing it." This plan, formed at a time

when Berlioz was deep in Shakespeare, did not take effect for twenty-

seven years, and indeed his single venture into a comedy was destined

to become his last work. He composed it at the insistence of Benazet,

the manager of the theatre at Baden-Baden. He expanded his original

plan of one act into two as the music progressed. He wrote the libretto

himself, faithfully following Shakespeare's text and concentrating upon
the characters of Beatrice and Benedick.* Berlioz admitted in a letter

that Shakespeare's original title, which he quoted as "Beaucoup de

bruit pour rien" (in German it becomes Viel Ldrm um Nichts) was a

dangerous one which would enable his enemies to apply the phrase to

the music contained. His text was a close translation of chosen passages

from the original Shakespeare, with the interpolation of the character

of Somarone, a musician ('maitre de chapelle"), which was considered

as a caricature of his adverse critic, Fetis. Berlioz was 59 when he first

conducted his opera comique, and far from well. In fact, he was in

acute distress during the performance. According to the medical

enlightenment of that time his ailment was "intestinal neuralgia." The
composer was honored and applauded, the production given him was

excellent, and the Beatrice, Mme. Charton-Demeur, so delighted him

that he insisted none other must sing Dido in his Les Troyens. This

she did, to his great satisfaction. There was a second performance and

a produ;:tion of Beatrice at Weimar on April 8, 1863, the libretto hav-

ing been translated from the French into German by Richard Pohl.

Berlioz reported to his friend Ferrand a "signal success," the same

phrase he had used in reference to the Baden performance. But the

reviews were not all that he made them out to be. He was not looked

upon as suited for the opera comique style. The grudging Hanslick,

who reviewed the Weimar production in "The Musician," could not

* The title-page of the published score gives the title in English as "Beatrice and Benedict,"

an error generally made on account of the French version of the name.
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imagine "the man with the unkempt gray forest of hair, with the

gloomy glance and the pessimistic contempt for the whole world as cut

for this pattern." The overture in part he praised, calling it: "No
masterpiece, it is true, but a genuine comedy overture, and in any case

a great deal more natural, I may say; musically speaking more seemly

than the overtures to Waverley, Les francs juges, and Le Corsaire."

The general opinion seems to have been that whereas the musical

genius of Berlioz had produced a charming score with some delightful

moments, the stage piece as a whole, with its spoken dialogue, did not

come off, and the composer's literal translation of the original banter

of the reluctant lovers seemed to have lost its lightness, without which
the adroit thrusts in word play become merely rudeness. Says "Signior

Benedick of Padua" on first encountering Beatrice:

"What, my dear Lady Disdain! Are you yet living?"

Berlioz renders this:

''Eh! quoi, Signora Dedain, vous vivez encore?"

In German it comes out this way:

"Wie! Mein liehes 'Frdulein Verrachtung'l Lebt Ihr auch nochl"

Berlioz was well aware that Beatrice et Benedict was not likely to be

embraced by his French public, nor did it make much of an impression

when it was there produced after his death. However, the duo nocturne

between Hero and Ursula, "Vous soupirez, madame," became a popular

concert number.

The overture is principally based upon the allegretto from the

duettino at the end of the opera where the lovers are at last reconciled,

"L'amour est un flambeau/' A second theme, andante, is found in

Beatrice's air in the second act, "// m'en souvient le jour du depart de

I'aimee," which Tiersot has referred to as "une magnifique phrase a

la Gluck."
[copyrighted]
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SYMPHONY NO. i

By Easley Blackwood

Born in Indianapolis, Indiana, April 21, 1933

Mr. Blackwood completed his Symphony in December 1955 in Paris. It is scored
for 4 flutes and 2 piccolos, 3 oboes and English horn, 3 clarinets, E-flat and bass

clarinet, 3 bassoons and contra-bassoon, 6 horns, 4 trumpets, 3 trombones and tuba,

timpani (including small timpanum in B-flat), percussion (cymbals, paired and
suspended, antique cymbals, bass drum, triangle, snare drum, gong, celesta) and
strings.

The Symphony had its first performance at the concerts of the Boston Symphony
Orchestra, April 18, 1958.
This Symphony was recorded on tape during last season's performance as part of

the Recording Guarantee Project of the American International Music Fund, and
having been chosen, together with Haieff's Second Symphony, as one of the two
foremost new works of the season, will be commercially recorded by RCA Victor.

TT^ASLEY Blackwood studied piano at an early age, reaching the point

-'--' o£ playing as soloist with the orchestra of his native city when he

was fourteen. In the summer of the following year he attended the

Berkshire Music Center at Tanglewood, returned in 1949 and studied

composition with Olivier Messiaen. He also attended the school in

1950. He later studied composition with Bernhard Heiden and at Yale

with Hindemith. He was awarded a Fulbright grant for three years in

Paris, during the first two of which he studied with Nadia Boulanger.

In the summer of 1955 he attended the American Conservatory at

Fontainebleau, taking the first prize in composition, a Lili Boulanger

Memorial Award. He received a commission from the Fromm Music

Foundation for a string quartet which has been played by the Kroll

Quartet and the Budapest Quartet.* He has composed a sonata for viola

and piano, and a chamber symphony for fourteen wind instruments.

Mr. Blackwood informs us that he began his Symphony in November

1954 in Paris and had sketched most of the first three movements, when
in the Spring the progress of the Symphony was interrupted for a

summer at the American Conservatory at Fontainebleau where he

composed another work in a competition. In the autumn he completed

the orchestration for the first part and finished the entire Symphony
on December 9th of that year.

The Symphony, according to the composer, "is conceived along

completely abstract lines, and has no direct or implied parallel with

literature or any of the other arts. It is an expression of musical ideas

and nothing more. There are no radical innovations in the handling

of any of the material, formal or otherwise; I am convinced that such

innovations are too often inherently non-musical in their approach.

"The work is in four movements, and lasts about 30 minutes. The
first movement is a modified sonata form with a slow introduction.

* First performed at Tanglewood July 23, 1957 by the Boston Symphony String Quartet.
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From this introduction grows the first theme, which is then elaborately

developed right away. The second theme is entirely new material,

and is of a much different nature. It too is developed immediately after

its first appearance. The unusual feature of this movement is that

the development and recapitulation are combined. The development
is actually a variation on the exposition, all in the proper sequence.

The movement ends with a brief coda, the material of which is used
to conclude each of the four movements. This motif also serves as the

starting point for several of the themes in other movements: namely
the first theme of the second movement and the second theme of the

third movement.

"The second movement consists of two themes which are much more
alike in character than are those of the first movement. There is no
real development of either theme; they are juxtaposed and changed in

register and harmony rather than being worked out.

"The third movement is a scherzo, but is in classical sonata form.

The striking feature of this movement is that it is entirely built on
ostinato figures which range in length from one to eighteen measures.
The second theme is based on the material which concludes each
movement. This is heard near the beginning played by a single horn
unaccompanied. The first part of the development is entirely canonic;

later, the two themes are heard together. The recapitulation is in the

proper order, but the first theme is considerably curtailed, while the

second is changed in character.

"The last movement is much freer in form than are the other three.

This movement is in large part a variation on the first, although it

contains some new material which has not been heard before. Of
special interest is a progression of two chords which recurs throughout,
taking on greater importance as the end is reached. This movement is

quiet throughout, except for a brief climax near the end. There is a

coda immediately following the climax which makes extensive use of

the material which concludes all of the movements (this has not pre-

viously appeared in the fourth). The work concludes on the progres-

sion of two chords reiterated by muted violins pianissimo."

[copyrighted"]
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ENTR'ACTE
THE CONVERSATIONAL MEMOIRS OF IGOR STRAVINSKY
From: The Conversational Memoirs of Igor Stravinsky, copyright 1958 by Igor

Stravinsky. This material is taken from the volume CONVERSATIONS WITH
STRAVINSKY by Igor Stravinsky and Robert Craft, to be published early in 1959
by Doubleday & Co., Inc.

Born near St. Petersburg in 1882, Igor Stravinsky found him-

self domiciled in Hollywood last year as his seventy-fifth birthday

approached, and besieged there by requests for interviews to honor the

occasion. To avoid repetition and triviality and to be sure of saying

what was really on his mind, he conceived an interview of his own, in

collaboration with a friend and colleague of long standing, Robert

Craft. Beginning with questions put to him by Craft on his methods

of composition, Stravinsky gradually widened the scope of the ques-

tions to include recollections of his contemporaries, reminiscences of

his early life, and his opinions on music in general. The resulting

dialogue, with answers sometimes given directly in English and some-

times first cast in Russian or French on small scraps of paper, was begun

in California and finished in Venice eight months later.

Q. From 1903 to 1906 you studied with Rimsky-Korsakov in St.

Petersburg. Would you describe him as a teacher?

A. Although he was a professor at the St. Petersburg Conservatory

at the time, he advised me not to enter it; instead, he made me the

most precious gift of his unforgettable lessons. He gave me Beethoven

piano sonatas, quartets, and his own music to orchestrate (when his

own orchestrations were still unpublished). Then as I brought him my
work, he showed me his own orchestra score, which he compared with

mine, explaining his reasons for doing it differently. He never com-

plimented me, he was always very close-mouthed and stingy in praising

his pupils.

Q. When you were Rimsky's pupil, did you esteem Tchaikovsky as

much as you did later, in the 1920's and '30's?

A. Then, as later in my life, I was annoyed by the too frequent

vulgarity of his music — annoyed in the same measure as I enjoyed the

real freshness of Tchaikovsky's talent and his instrumental inventive-

ness, especially when I compared it with the stale naturalism and ama-

teurism of the *Tive" (Borodin, Rimsky-Korsakov, Cui, Balakirev, and

Moussorgsky).

Q. During your years with Rimsky-Korsakov, what opinion did you

have of Moussorgsky?

[8]



A. Being influenced by the master who re-composed almost the whole

work of Moussorgsky, I repeated what was usually said about his "big

talent" and "poor musicianship," and about the "important services"

rendered by Rimsky to his "embarrassing" and "unpresentable" scores.

Very soon I realized the partiality of this kind of mind, however, and

changed my attitude toward Moussorgsky.

Q. Your father and Dostoyevsky were friends. I suppose you as a

child heard a great deal about Dostoyevsky.

A. Dostoyevsky became in my mind the symbol of the artist con-

tinually in need of money. My mother talked about him in this way;

she said he was always grubbing. He gave readings from his own works

and these were supported by my parents, although they complained

that they were intolerably boring. Dostoyevsky liked music and often

went to concerts with my father. Incidentally, I still consider Dostoyev-

sky to be the greatest Russian writer after Pushkin. Today, when one

is supposed to reveal so much of oneself by one's preference for Freud

or Jung, Stravinsky or Schonberg, Dostoyevsky or Tolstoi, I am a

Dostoyevskyan.

Q. Were you impressed by any visiting foreign musicians in your

student days in St. Petersburg?

A. Gustav Mahler impressed me greatly — the man himself and his

conducting. His concert in St. Petersburg was a triumph. Rimsky was

still alive, I believe, but he wouldn't have attended because a work by

Tchaikovsky was on the program.

Q. What do you recall of the composer Erik Satie?

A. He was certainly the oddest person I have ever known, but also

the most rare and consistently witty person, too. I had a great liking

for him and he appreciated my friendliness, I think, and liked me

BOSTON ...

WELLESLEY . . .

and now in the

NORTHSHORE SHOPPING CENTER

W. W. WINSHIP
Fine Luggage and Leather Goods

Est. 1776
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in return. He spoke very softly, hardly opening his mouth, but he
delivered each word in an inimitable, precise way. No one ever saw
him wash: he had a horror of soap. . . . Instead he was forever rubbing
his fingers with pumice. He was always very poor — poor by conviction,

I think. He lived in a poor section, and his neighbors seemed to appre-

ciate his coming among them: he was greatly respected by them. His

apartment was also very poor. It did not have a bed, but only a ham-
mock. In winter Satie would fill bottles with hot water and put them
flat in a row underneath his hammock. It looked like some strange

kind of marimba. I don't think he knew much about instruments, and
I prefer his Socrate as he played it for me on the piano to the clumsy

orchestra score. But the real trouble with Socrate is that it is metrically

boring. Who can stand that much regularity?

Q. What do you think of Ravel?

A. In relation to Satie he appears quite ordinary. He was dry and

reserved and sometimes little darts were hidden in his remarks, but he

was always a very good friend to me. He drove a truck or ambulance

in the war, as you know, and I admired him for it because at his age

and with his name, he could have had an easier place— or done nothing.

He looked rather pathetic in his uniform; so small, he was two or three

inches smaller than I am.

I think Ravel knew when he went to the hospital for his last [brain]

operation that he would go to sleep for the last time. He said to me,

"They can do what they want with my cranium as long as the ether

works." It didn't work, however, and the poor man felt the incision.

I did not visit him in the hospital, and my last view of him was at the

funeral home. The top part of his skull was still bandaged. His final

years were cruel, for he was gradually losing his memory and some of

his coordinating powers, and he was, of course, quite aware of it. Gogol

died screaming; Diaghilev died laughing; and Puccini, singing. But

Ravel died gradually. That is the worst.

Q. What were Diaghilev's powers of musical judgment? What, for

example, was his response to Le Sucre du Printemps when he first

heard it?

A. Diaghilev did not have so much a good musical judgment as he

did an immense flair for recognizing the potentiality of success in a

piece of music or a work of art in general. In spite of his surprise when
I played him the beginning of the Sacre at the piano, in spite of his

ironical attitude at first to its long line of repeated chords, he quickly

realized that the reason for these was something other than my inability

to compose more diversified music. He realized at once the seriousness

of my new musical speech, its importance, and the advantage of capi-

talizing on it.

[lO]



Q. Was the first performance of Le Sucre du Printemps reasonably

correct? Do you recall anything more about that night of May 29,

1913, beyond what you have already written?

A. I was sitting in the fourth or fifth row on the right and the image

of Monteux's back is more vivid in my mind today than the picture of

the stage. He stood there apparently impervious and as nerveless 35 a

crocodile. It is still almost incredible to me that he actually brought

the orchestra through to the end. I left my seat when the heavy noise

began — light noise had started from the very beginning — and went

backstage behind Nijinsky in the right wing. Nijinsky stood on a chair,

just out of view of the audience, shouting numbers to the dancers. I

wondered what on earth these numbers had to do with the music, for

these are no thirteens and seventeens in the metrical scheme of the score.

From what I heard of the musical performance, it was not bad. Six-

teen full rehearsals had given the orchestra at least some security. After

the performance we were excited, angry, disgusted, and happy. I went

with Diaghilev and Nijinsky to a restaurant. Far from weeping and

reciting Pushkin in the Bois de Boulogne, as the legend is, Diaghilev's

only comment was, "Exactly what I wanted." He certainly looked

contented.

Q. Do you now admit any of the operas of Richard Strauss?

A. I would like to admit all Strauss operas to whatever purgatory

punishes triumphant banality. Their musical substance is cheap and

poor; it cannot interest a musician today. His now so ascendant

Ariadne auf Naxos? I cannot bear Strauss's 6/4 chords: Ariadne

makes me want to scream. Strauss himself? I had the opportunity to

observe him closely during Diaghilev's production of his Josephs-

legende — more closely than at any other time. He conducted the

premiere of that work and spent some time in Paris during the prepara-

tion. He never wanted to speak German with me, though my German
was better than his French. He was very tall, bald, energetic, a picture

of the bourgeois allemand. I watched him at rehearsals, and I admired

the way he conducted. His manner to the orchestra was not admirable,

however, and the musicians heartily detested him. But every corrective

remark he made was exact: his ears and his musicianship were

impregnable.

Q. What is good instrumentation?

A. When you are unaware that it is instrumentation. It is not,

generally, a good sign when the first thing we remark about a work is

its instrumentation; and the composers of whom we say this — Berlioz,

Rimsky-Korsakov, Ravel — are not the best composers. Beethoven, the

greatest orchestral master of all, is seldom praised for his instrumenta-
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tion; his symphonies are too good music in every way, and the orchestra

is too integral a part of them. How silly it sounds to say of the trio of

the scherzo of the Eighth Symphony, "What splendid instrumentation"

— yet, what incomparable instrumental thought it is.

What instruments do I like? I wish there were more good players

for the bass clarinet and the contrabass clarinet, for the alto trombone,

for the guitar, the mandolin, and the cimbalom. Do I dislike any

instruments? Well, I am not very fond of the two most conspicuous

instruments of the orchestra for Alban Berg's opera Lulu, the vibra-

phone and the alto saxophone. I do admit, however, that the vibra-

phone has amazing contrapuntal abilities; and the saxophone's juvenile-

delinquent personality floating out over all the vast decadence of Lulu
is the very apple of that opera's fascination.

Q. What do you mean when you say that critics are incompetent?

A. I mean that they are not even equipped to judge one's grammar.

They do not see how a musical phrase is constructed, do not know how
music is written; they are incompetent in the technique of the contem-

porary musical language. For example, a new American critic com-

paring my Rake's Progress and [Alban Berg's] Wozzeck describes the

latter as a twelve-tone work. Critics misinform the public and delay

comprehension. Also, how often do we read criticisms of first per-

formances of new music — that is, unknown music — in which the critic

praises or blames (but usually praises) performance. Performances are

of something; they do not exist in the abstract, apart from the music

they purport to perform. How can the critic know whether a piece of

music he does not know is well or ill performed?

Q. You have known American musical life since 1925; would you

comment on any aspect of its development since then?

A. I hope I am wrong, but I fear that in some ways the American

composer is more isolated today than he was in 1925. He has at

present a strong tendency to say, "We'll leave all of that avant-garde

stuff to Europe and develop our own musical style, an American style."

The result is embarrassing to everybody; compared to Webern, for

example, gur "American style" is fatuous in expression and in tech-

nique the vilest cliche. In the phrase "American music," "American"

not only robs emphasis from "music," but it asks for lower standards.

Of course good music that has grown up here will be American.

Varese's lonisation is, and Copland's Piano Variations and the alle-

gretto in Sessions' Second Symphony are examples.

We have no American capital of new music as New York was a

capital in 1925. True, we have wonderful orchestras, but they are

growing flabby on their diet of repertory and second-rate new music —

too much sugar. Boards of directors and orchestra managers must stop

[12]



assuming that their limited educations and tastes are reliable gauges for

an audience's. An audience is an abstraction; it has no taste. It must

depend on the only person who has (pardon me, should have) — the

conductor.

The United States as a whole certainly has a far richer musical life

today, with first-rate orchestras everywhere and good opera production

in places like San Francisco, Santa Fe, Chicago, and the universities.

But, the crux of a vital musical society is new music.

Q. Do you think some of the new "experimental" composers may
be going too far?

A. I have all around me the spectacle of composers who, after their

generation has had its decade of influence and fashion, seal themselves

off from further development and from the next generation (but as I

say this, exceptions come to mind — Ernst Krenek, for instance). Of

course, it requires greater effort to learn from one's "youngers," and

their manners are not invariably good. But nevertheless, when you are

seventy-five and your generation has overlapped with a younger one,

it behooves you not to decide in advance "how far composers can go"

but to try to discover whatever new thing it is that makes the new
generation new.

The very people who have done the breaking-through are themselves

often the first to try to put a stop on their achievement. What fear

tells them to cry halt? What security do they seek, and how can it be

secure if it is limited? How can they forget that they once fought

against what they have become?

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
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Symphony Society of New York on December ii, 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.

WHEN Brahms returned to Vienna at the end of September 1885,

Max Kalbeck sat with him over a cup of coffee and pressed him

as far as he dared for news about the musical fruits of the past summer.

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

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

biography, *I have not been so ambitious. I have put together only a

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
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party broke up rather lamely with little said. When he met Brahms

the next day it was clear that the composer had been taken aback by

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

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

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

expected to like it?' *I don't know what Hanslick and Billroth may

think of it,' I answered, 'for I haven't said a word to them. I only

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

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

three such splendid movements together, I would not be disturbed.

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 Bulow was more encouraging.

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

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

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

opinion, as he certainly discounted the adoring Clara Schumann and
Lisl Herzogenberg, when he weighed their words against the chilling

skepticism of his male cronies.

The Fourth Symphony was greeted at its first performances with a

good deal of the frigidity which Brahms had feared. The composer
was perforce admired and respected. The symphony was praised —
with reservations. It was actually warmly received at Leipzig, where
there was a performance at the Gewandhaus on February 18, 1886. In

Vienna, where the symphony was first heard by the Philharmonic under
Richter, on January 17, it was different. "Though the symphony was
applauded by the public," writes Florence May, "and praised by all

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

hearts of the Vienna audience in the same unmistakable manner as its
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two immediate predecessors, both of which had made a more striking

impression on a first hearing in Austria than the First Symphony in

G 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 performance of

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

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

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

All was not serene between Brahms and Bulow on this memorable

Sunday, a circumstance which Lamond has not mentioned. Although

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

the performance. Biilow, 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 Biilow. Yet Biilow carried the sym-
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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."

Still another interesting tale is told by Miss May about the Fourth

Symphony, and this refers to the summer of 1885, at Miirzzuschlag,

when it was nearing completion: "Returning one afternoon from a

walk, he [Brahms] found that the house in which he lodged had caught

fire, and that his friends were busily engaged in bringing his papers,

and amongst them the nearly finished manuscript of the new symphony,

into the garden. He immediately set to work to help in getting the fire

under, whilst Frau Fellinger sat out of doors with either arm outspread

on the precious papers piled on each side of her."

There was another moment in the history of the symphony when
the score might conceivably have been lost. Brahms dispatched the

manuscript to Meiningen in September, 1885, a few days before his

own arrival there. "I remember," so Frederic Lamond has written,

"how Biilow reproached Brahms about it, protesting that so valuable

a manuscript as the symphony had been sent to Meiningen by simple

post without registration!

" 'What would have happened if the package had been lost?' asked

Biilow.

" 'Well, I should have had to compose the symphony again' ('Na,

dann hdtte ich die Sinfonie halt' noch einmal komponieren miissen'),

was Brahms' gruff answer."

[copyrighted]
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SEVENTY-EIGHTH SEASON • NINETEEN HUNDRED FIFTY-EIGHT - FIFTY-NINE

Boston Symphony Orchestra

CHARLES MUNCH, Music Director

The remaining concerts in the Wednesday evening series in

Carnegie Hall will be as follows:

December lo CHARLES MUNCH, Conductor

January 14 ROBERT SHAW, Conductor

February 18 CHARLES MUNCH, Conductor

HENRYK SZERING, Violin

March 11 CHARLES MUNCH, Conductor

CHRISTIAN FERRAS, Violin

The remaining concerts in the Saturday afternoon series will be

as follows:

December 13 CHARLES MUNCH, Conductor

January 17 ROBERT SHAW, Conductor

February 21 CHARLES MUNCH, Conductor

EUGENE ISTOMIN, Piano

March 14 CHARLES MUNCH, Conductor

Tickets at the Carnegie Hall Box Office.

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

Saturday nights at 8:30 are broadcast complete by Station

WQXR, New York.

CARNEGIE HALL • NEW YORK
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SEVENTY-EIGHTH SEASON • NINETEEN HUNDRED FIFTY-EIGHT - FIFTY-NINE

Seventy-third Season in New York

First Afternoon Concert

SATURDAY, November 15, at 2:30 o'clock

Program

Bach Suite No. 4, in D major

Overture

Bourr6es I and II

Gavotte

Minuet

R^jouissance

Debussy "La Mer," Three Orchestral Sketches

I. De I'aube k midi sur la mer
II. Jeux de vagues

III. Dialogue du vent et de la mer

INTERMISSION

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

Music of these programs is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO RCA VICTOR RECORDS
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SUITE NO. 4 IN D MAJOR
By JoHANN Sebastian Bach

Born in Eisenach, March 21, 1685; died in Leipzig, July 28, 1750

This Suite is scored for 3 oboes, bassoon, 3 trumpets, timpani, and strings. There
is in each of the suites a figured bass for the presiding harpsichordist.

T^ach's four orchestral suites are usually attributed to the period
-*-^ (1717-23) in which he was Kapellmeister to the young Prince

Leopold of Anhalt-Cothen. Albert Schweitzer conjectures that they

may belong to the subsequent Leipzig years, for Bach included them

in the performances of the Telemann Musical Society, which he con-

ducted from the years 1729 to 1736. But the larger part of his instru-

mental music belongs to the years at Cothen where the Prince not only

patronized but practised this department of the art — it is said that he

could acquit himself more than acceptably upon the violin, the viola

da gamba, and the clavier. It was for the pleasure of his Prince that

Bach composed most of his chamber music, half of the Well-tempered

Clavichord, the inventions. Composing the six concertos for the

Margraf of Brandenburg at this time, he very likely made copies of

his manuscripts and performed them at Cothen.

The suites, partitas and "overtures," so titled, by Bach were no more

than variants upon the suite form. When Bach labeled each of his

orchestral suites as an "ouverture/' there is no doubt that the French

ouverture of Lully was in his mind. This composer, whom Bach closely

regarded, had developed the operatic overture into a larger form with

a slow introduction followed by a lively allegro of fugal character and

a reprise. To this "overture" were sometimes added, even at operatic

performances, a stately dance or two, such as were a customary and

integral part of the operas of the period. These overtures, with several

dance movements, were often performed at concerts, retaining the title

of the more extended and impressive "opening" movement. Georg

Muffat introduced the custom into Germany, and Bach followed him.

Bach held to the formal outline of the French ouverture, but extended

and elaborated it to his own purposes.

In the 'dance melodies of these suites, Albert Schweitzer has said

"a fragment of a vanished world of grace and eloquence has been

preserved for us. They are the ideal musical picture of the rococo

period. Their charm resides in the perfection of their blending of

strength and grace."

[copyrighted]
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"THE SEA" (Three Orchestral Sketches)
By Claude Debussy

Born at Saint-Germain (Seine-et-Oise), France, August 22, 1862;

died at Paris, March 25, 1918

It was in the years 1903-05 that Debussy composed "La Mer." It was first

performed at the Concerts Lamoureux in Paris, October 15, 1905. The first per-

formance at the Boston Symphony concerts was on March 2, 1907, Dr. Karl Muck
conductor (this was also the first performance in the United States).

"La Mer" is scored for piccolo, 2 flutes, 2 oboes, English horn, 2 clarinets, 3

bassoons, double bassoon, 4 horns, 3 trumpets, 2 cornets-d-pistons, 3 trombones,

tuba, cymbals, triangle, tam-tam, glockenspiel (or celesta), timpani, bass drum,

2 harps, and strings.

Debussy made a considerable revision of the score, which was published in 1909.

-¥ X then Debussy composed "La Mer: Trois esquisses symphoniques/'

^ ^ he was secure in his fame, the most argued composer in France,

and, to his annoyance, the most imitated. ''L'Apres-midi d'un Faune"

of 1894 and the Nocturnes of 1898 were almost classics, and the first

performance of ''Pelleas et Melisande" was a recent event (1902).

Piano, chamber works, songs were to follow ''La Mer" with some

regularity; of larger works the three orchestral ''Images'* were to

occupy him for the next six years. "Le Martyr de St. Sebastien" was

written in 1911; "Jeux" in 1912.

In a preliminary draft* of "La Mer," Debussy labeled the first move-

ment "Mer belle aux lies Sanguinaires"; he was attracted probably by

the sound of the words, for he was not familiar with Corsican scenery.

The title "Jeux de Vagues" he kept; the finale was originally headed

"Le Vent fait danser la mer."

There could be no denying Debussy's passion for the sea: he fre-

quently visited the coast resorts, spoke and wrote with constant enthu-

siasm about "my old friend the sea, always innumerable and beautiful."

He often recalled his impressions of the Mediterranean at Cannes,

where he spent boyhood days. It is worth noting, however, that

Debussy did not seek the seashore while at work upon his "La Mer."

His score was with him at Dieppe, in 1904, but most of it was written

in Paris, a milieu which he chose, if the report of a chance remark is

trustworthy, "because the sight of the sea itself fascinated him to such-

a degree that it paralyzed his creative faculties." When he went to thel

country in the summer of 1903, two years before the completion of

"La Mer" it was not the shore, but the hills of Burgundy, whence he

wrote to his friend Andr^ Messager (September 12): "You may not

know that I was destined for a sailor's life and that it was only quite

by chance that fate led me in another direction. But I have always

* This draft, dated "Sunday, March 5 at six o'clock in the evening," is in present possession

of the Eastman School of Miisic at Rochester.
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retained a passionate love for her [the sea]. You will say that the

Ocean does not exactly wash the Burgundian hillsides — and my
seascapes might be studio landscapes; but I have an endless store of

memories, and to my mind they are worth more than the reality,

whose beauty often deadens thought."

Debussy's deliberate remoteness from reality, consistent with his

cultivation of a set and conscious style, may have drawn him from salty

actuality to the curling lines, the rich detail and balanced symmetry of

Hokusai's "The Wave." In any case, he had the famous print repro-

duced upon the cover of his score. His love for Japanese art tempted

him to purchases which in his modest student days were a strain upon

his purse. His piano piece, "Poissons d'or," of 1907, was named from

a piece of lacquer in his possession.

What other writers deplored in Debussy's new score when it was new,

M. D. Calvocoressi, who was then among the Parisian critics, welcomed

as "a new phase in M. Debussy's evolution; the inspiration is more

robust, the colors are stronger, the lines more definite." Louis Laloy,

who was always Debussy's prime rhapsodist, wrote in the same vein.

Until that time his music had been "an art made up of suggestions,

nuances, allusions, an evocative art which awoke in the hearer's soul

echoes of thoughts that were not merely vague, but intentionally incom-

plete; an art capable of creating delightful impressionistic pictures out

of atmospheric vibrations and effects of light, almost without any visible

lines or substance. Without in any way abandoning this delicate sensi-

tiveness, which is perhaps unequalled in the world of art, his style has

today become concise, decided, positive, complete; in a word, classical."

It would be hard to think of a score more elusive than "La Mer"
to minute analysis. The cyclic unity of the suite is cemented by the

recurrence in the last movement of the theme in the first, heard after

the introductory measures from the muted trumpet and English horn.

A theme for brass, also in the opening sketch, becomes an integral

part of the final peroration. Music to set the imagination aflame, it

induced from the pen of Lawrence Gilman one of his most evocative

word pictures:

"Debussy had what Sir Thomas Browne would have called *a solitary

and retired imagination.' So, when he essays to depict in his music such

things as dawn and noon at sea, sport of the waves, gales and surges and
far horizons, he is less the poet and painter than the spiritual mystic.

It is not chiefly of those aspects of winds and waters that he is telling

us, but of the changing phases of a sea of dreams, a chimerical sea, a

thing of strange visions and stranger voices, of fantastic colors and
incalculable winds — a phantasmagoria of the spirit, rife with evanes-
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cent shapes and presences that are at times sunlit and dazzling. It is a

spectacle perceived as in a trance, vaguely yet rhapsodically. There is a

sea which has its shifting and lucent surfaces, which even shimmers and
traditionally mocks. But it is a sea that is shut away from too curious

an inspection, to whose murmurs or imperious command not many
have wished or needed to pay heed.

"Yet, beneath these elusive and mysterious overtones, the reality of

the living sea persists: the immemorial fascination lures and enthralls

and terrifies; so that we are almost tempted to fancy that the two are,

after all, identical — the ocean that seems an actuality of wet winds and
tossing spray and inexorable depths and reaches, and that uncharted

and haunted and incredible sea which opens before the magic case-

ments of the dreaming mind."

[copyrighted]

ENTR'ACTE
VERY LITTLE, DIVIDED BY FOUR

By Irving Kolodin
(Quoted from "The Musical Life"*)

'T^HOSE to whom chamber music is a form of intellectual diversion

^ like no other — a community hardly limitless, but unswerving in its

devotion — find themselves in a world of new names today, acquiring

new loyalities, questioning old predilections. Save for such durable

ensembles as the Budapest and Roth quartets, the generation reared

on the Flonzaley, London, and Pro Arte quartets has, in more than a

figurative way, to start from scratch again to find where its needs are

best served.

At first flush this may have the flat sparkle of a bromide, for others

toil at Beethoven where once Biilow spun, and there has been no want

of Chopin (not always of the preferred kind) since the passing of

Godowsky and Gabrilowitsch and Hofmann, Pachmann, Paderewski,

and their illustrious contemporaries. But the analogy is not quite a

parallel. ^ There are, for the virtuosos, the lures of fame and fortune.

Few chamber music players ever become famous as individuals, and if

any has made a fortune, its concealment from public knowledge is an

even greater achievement.

The fact is that the playing of chamber music — quartets especially

— is as nearly selfless a public service as a musician can render. Its

perfected execution is the product of more years than it takes merely to

master the violin, viola, or cello. Such mastery, of course, is but the

* Alfred A. Knopf ; Copyright 1958, by Irving Kolodin.
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starting point. Additional months and years must be spent in mastering

a unique repertory, always in the company of the same three associates.

If continuity is interrupted, so is progress. Four men must stay reason-

ably healthy, live (or at least work) in close proximity for a minimum
of two years, with hours of daily rehearsal, develop tolerance for each

other's personal traits and shortcomings, and, above all, share a com-

patible view of a literature about which even experts have violent

differences.

They must, if possible, pool their several stores of knowledge for

the common good. A cellist who loves to bear down on the C string

may discover that he can indulge himself only in private; he must

modulate the wide vibrato he cherishes, the better to blend with his

leader, second violin, and viola. The elected head of the team may
not always be the best musician: as a fledgling viola-player I naturally

regard all other violists as studious chaps who don't have the finger-

facility of the Notenfressers who make agile first violinists, but are

better read, have heard more music, and are, altogether, men of

superior taste.

If the viola-player of a professional quartet shares my opinion, it is

one that he must keep to himself save on those occasions when the

success or failure of an interpretation make his wise counsel mandatory.

Then, of course, he must also call upon the tact and discretion that are

naturally his, making it appear that any suggestion he offers is an

endorsement of a point of view previously advanced by the leader

(forgotten in the heat of effort). We never forget, we viola-players,

that the viola was Mozart's preferred instrument because, as he said,

he could "sit in the middle" and hear what was going on all around

him.

Assuming that the work has been faithfully done, the campaign

well planned, a manager enticed, the critics impressed, and a public

attracted, the group is ready for what is called "an international

career" (meaning that if there is no business in Europe, it is welcome

in the United States, or vice versa). Thanks to the airplane, this is

somewhat more easily accomplished than in the past, and it can even

be hoped that no more time will be spent traveling than playing.

Already the quartet begins to feel the pinch of its situation. As far as

professional activity is involved, a pianist is most blessed, because he

can travel lightest, which is to say alone. A singer or violinist must

provide for an accompanist, who can, however, do all those tiresome

little things that take up one's own time, but a quartet, being indi-

visible, must move as a unit. Allowing for the highest possible public

favor, what will the books show at the end of the year? Less than the

average per concert fee for a soloist of comparable repute, and that

divided by four!
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But the addition to such old names as Budapest and Roth and

Hungarian — there always is a Hungarian Quartet, and doubtless

always will be one — o£ such new names as Amadeus and Griller,

Parrenin and Pascal, Paganini and Koeckert, Vegh and Loewenguth,

Barylli and Boskovsky (also the fine one named for Leos Janacek)

shows that the fascinations outweigh the inconveniences. A new

hierarchy of the bow and strings is in the making from acolytes who

have patiently, painfully molded for themselves a personality in the

image of Beethoven and Brahms, Schubert and Debussy — also Joachim

and Kneisel, Jeno Lener and Louis Bailly. Ranged beside those from

abroad are the recent Juilliard and the continuing Curtis, the Walden

Quartet. (University of Illinois), the Pro Arte of Wisconsin, the

Stuyvesant Quartet of New York, the Fine Arts of Chicago, and the

one based in Hollywood.

Some of these names, of themselves, mark the transition from older

times to these. We no longer have bankers with a whim of gold to

underwrite a quartet as the late Edward de Coppet underwrote the

Flonzaleys, but we have such institutions as the Juilliard and Curtis

to look after the values to which he was attached. Whether they enjoy

the freedom from other responsibilities which Coppet provided for

Adolfo Betti, Alfred Pochon, Ugo Ara, and Iwan d'Archambeau may

be doubted. For, we are told in an authoritative source: "The quartet

was organized in 1902 at first for private performance in his own house,

with the stipulation that the members should devote themselves entirely

to rehearsing and playing quartets together."

Whether, in the ultimate sense, this is the best way to cultivate this

particular garden would possibly depend on the soil and the seeds.

In the Flonzaley's later years, including its farewell concert of 1927 -

in which Nicholas Moldavan sat in the viola chair (previously occupied

by Louis Bailly, Felicien d'Archambeau and Ara) — Betti, Pochon,

and d'Archambeau seemed to have become a committee of experts

matching exquisite swatches of tonal texture rather than performers

of music. For young ears, the rise of the London String Quartet (with

the incomparable James Levey as leader, and the enduring partnership

of Thomas Petre, H. Waldo Warner and C. Warwick Evans participat-

ing) dimmed the Flonzaley star even as it was waning. A more vibrant

enthusiasm, a stronger sense of tonal colors, a refinement that was not

raffine, gave them pre-eminence as long as this personnel endured.

This, in truth, was not long, and though Levey's successor was John

Pennington of the honeyed tone, and William Primrose first showed

his prowess as a violist in Waldo Warner's place, it was not the same

thing. The division of favor that followed among the Roth, the Pro

Arte, the Lener, the Busch, the Gordon, the Musical Art, the Stradi-

varius, the Manhattan, and the Kolisch quartets endured until the
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Budapest players (in their final non-Hungarian form) stormed our

resistance and compelled complete allegiance.

I£ the Flonzaley pattern of subsidy defines one tradition, the London

emergence conforms to another classic procedure. All four players

were members of Beecham's 1910 orchestra, whose concertmaster,

Albert Sammons, was the first leader of the quartet (Levey succeeded

in 1917). They worked privately for a full two years before venturing

a concert in 1910, meanwhile playing in the orchestra. This was in

the honorable tradition of the Kneisel Quartet, path-breakers for the

quartet literature in America, all of whom originally played in the

Boston Symphony Orchestra at the time when Franz Kneisel was its

concertmaster. One of the fine French quartets of today, the Parrenin,

came into being while its players were members of the orchestra of

the Luxembourg Radio. They could not find time to work at quartet-

playing and earn a living in Paris simultaneously, so they bartered

voluntary "exile" for the opportunity to do the necessary labor. On
the other hand, four members of the present English Philharmonia

Orchestra who were offered a chance to work at quartet-playing with

a view to a long-term recording contract had to turn the opportunity

down because each lived at an extremity of Metropolitan London and

they could not devise a working schedule leaving time for anything else.

That a dozen new good quartets adorn the scene testifies that four

dozen musicians in Paris and Prague, Brussels, Ann Arbor, and Parma
have succumbed to the old enticements, measured themselves against

standards as different as those of Beethoven and Bartok, Brahms and

Berg. Whether they lunch at the corner cafe or "feed" at a university

commons, what sustains them is neither fish, nor fowl, nor good red

herring, but love for what they are doing.

They must survive both abuse and temptation if they are to reach

and stay at the top of their profession. The abuse may come in the

form of citation of the classic story involving a composer beset by

inspiration and a performer beset by the complications produced by

the inspiration. It concerns Beethoven and Ignaz Schuppanzigh, whose

quartet performed virtually all of such Beethoven works for the first

time. When Schuppanzigh complained that some of the passages in a

quartet were unplayable, Beethoven replied: ''Was glaubt er, dass ich

an seine elende Geige denke, wenn der Geist mich packt?" ("Does

he really suppose I think of his wretched fiddle when the spirit gets

hold of me?")

The temptations may come in the form of those to which Paganini

succumbed when he "played octaves and double stops where single

notes were indicated and introduced supplementary trills and grace

notes of his own" into a Beethoven quartet, according to a contem-

porary's observation. (Certainly the fastidious Henri Temianka of
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today's Paganini Quartet would not consider himself obligated to such
procedure.) Or it may come in the temptation to overcomplicate the
already complicated by committing the scores to memory and perform-
ing them in public without notes. A form of masochism introduced
to an American audience by the Kolisch ensemble, emulated by the

Manhattan Quartet, and recently revived — at a high level of excellence
— by the Quartette Italiano, it has manifest artistic as well as practical

disadvantages. To carry in the mind what is easily accessible on paper
must restrict the performable repertory at any one time, creating

tensions or possibilities of tensions which negate any theoretical spon-J

taneity or gain in freedom. It also puts an enormous premium on the

health of the individual members, as the Quartetto Italiano discovered

when it had to cancel a complete American tour because one of its

members fell ill. Under ordinary circumstances a substitution could
have been made, but who could be found with such a repertory

memorized? Nor would it have made commercial sense for a group to

use music ''just this one tour" at the expense of its advertised preference.

However, if a musician thinks of musicians as a fraternity and of

himself as one of the brotherhood, there is no fuller way in which he
can realize his conviction than as a member of a string quartet. There
was a time when life was leisurely enough to permit Dr. Theodor
Billroth of Vienna, a celebrated surgeon, to be an intimate friend of

Brahms and a member of a quartet that played together regularly.

Or for Nicholas Longworth, Speaker of the House of Representatives,

to share musical evenings with Efrem Zimbalist. Amateurs still play

chamber music here and there, if not with the regularity they would
like or the prevalence I would like. Altogether, however, they would
agree with the late Jacques Thibaud when he wrote, some years ago:

There is nothing so enjoyable for the true artist as ensemble
playing with his peers. Solo playing seems quite unimportant
beside it. I recall as the most perfect and beautiful of all my
musical memories, a string quartet and quintet (with piano)

session in Paris in my own home, where we played three of the

loveliest chamber music works ever written, in the following com-

binations: Beethoven's Seventh Quartet, Opus 59, No. 1 (the

first "Rasumovsky"), Ysaye, myself, Kreisler, viola — he plays it

remarkably well — and Casals, cello; and the Mozart G major,

myself, Kreisler violin II, Ysaye, and Casals. Then we telephoned

to Pugno, who came over, and after an excellent dinner, we played

the Cesar Franck Piano Quintet. It was the most enjoyable

musical day of my life. A concert-manager offered us a fortune

to pla.y in this combination — just two concerts in every capital

in Europe.

Such sound as is suggested by a combination of Ysaye, Kreisler,

Thibaud, and Casals may as well be left to the imagination. Nor are

there many concert-managers prepared to offer "a fortune" for a

chamber music group these days, however illustrious. In any case, for

the best players of today — even as for these — satisfaction comes not

from the profits, which are limited, but from the rewards, which are

enormous.
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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 loHg 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 Beethoven 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
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

•The manuscript score was dated by the composer "1812: 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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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 ih 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 i

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

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.
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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 oi 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
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-

* 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 des payaans," are among them. The
industrious seekers extend back to Dr. Carl Iken, 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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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."

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."

rCOPYRir.HTEDl

* This incident actually pertains to the second performance, but the circumstances were
almost identical
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RADIO AND TELEVISION BROADCASTS BY
THE BOSTON SYMPHONY ORCHESTRA

The following stations are broadcasting Boston Symphony
concerts on a live, sustaining basis, as of the present date:

Friday Afternoon Series

WGBH-FM Cambridge

WEDK-FM Springfield

Saturday Evening Series

WGBH-FM Cambridge

WEDK-FM Springfield

WCRB-AM-FM Waltham
WQXR-AM-FM New York
and theWQXR Network consisting of:

WRRL-FM Wethersfield, N. Y.

WRRE-FM Bristol Center, N. Y.

WRRA-FM Ithaca, N. Y.

WRRD-FM DeRuyter, N. Y.

WRRC-FM Cherry Valley, N. Y.

WHLD-FM Niagara Falls, N. Y.

WHDL-FM Clean, N. Y.

WFLY-FM Troy, N. Y.

WRUN-FM Utica, N. Y.

WKOP-FM BInghamton, N. Y.

WJTN-FM Jamestown, N. Y.

Sunday Afternoon Series

WXHR-FM Cambridge

Tuesday Cambridge Series

(including M,LT, concert at Kresge Auditorium)

WGBH-FM-TV Cambridge

WEDK-FM Springfield

In addition to these live, sustaining broadcasts, the Boston

Symphony Transcription Trust is making transcriptions

for delayed commercial broadcast. Concerts of the recent

Berkshire Festival will be broadcast until December 1, then

followed by the Friday and Saturday programs of the present

season, and in May and June, Fops programs of the 1959

season. It is expected that the Educational Television Radio
Center will take Television films ("kinescopes") of several

of the Cambridge concerts.
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