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Saturday evenings at 8:30 WQXR bringsyou

the concerts of the Boston Symphony direct

from Boston. And every day^ early morning

to late at nighty rrUJiit 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

Fourth Evening Concert

WEDNESDAY, February i8, at 8:45 o'clock

Program

Weber Overture to "Oberon"

Piston Symphony No. 3

I. Andantino

II. Allegro

III. Adagio

IV. Allegro

INTERM ISSION

Tchaikovsky *Violin Concerto in D major. Op. 35

I. Allegro moderato

II. Canzonetta: Andante

III. Finale: Allegro vivacissimo

Ravel *La Valse, Choreographic Poem

soloist

HENRYK SZERYNG

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 THE OPERA "OBERON"
By Carl Maria von Weber

Bom 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 Planche, 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 Planche 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 INN
GREAT HARRINGTON, 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 Oberon. 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 Freischiitz 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 Oheron 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 Oheron will

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

romantic composer."

The late Pitts Sanborn, as 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 himself

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 Freischiitz, he desired an opera by Weber expressly composed to

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

• •

The premiere was a triumph. Benedict in his life of Weber, after

recording that the overture was so wildly applauded that the composer-

conductor had no choice but to repeat it, goes on to tell us that every

other piece also received its full meed of approbation, "and without

a single dissentient voice, to the last note of the opera. When the

curtain fell, the entire audience, who had shown the composer their

attention and regard by remaining in their places till all was over,

rose simultaneously with frantic and unceasing calls for Weber, who
at last appeared, trembling with emotion, exhausted, but happy."

After the performance Weber could write to his wife: "By God's

grace I have had tonight such a perfect success as never before." And
though dying, he conducted eleven more performances of Oberon and

several concerts, including one of the Philharmonic Society and a

benefit concert at the Argyll Rooms. His entire earnings in London
amounted to the equivalent of $5,355.

On the evening of June 4, Weber had to be helped upstairs to bed.

To Fiirstenau he remarked: "God reward you for all your kind love

to me. Now let me sleep." The next morning the maid informed

Smart that she had knocked at Weber's door but there was no answer.

Smart, who sent at once for Fiirstenau and a doctor, relates in his

diary: "On bursting open the bedroom door, we found Weber dead,

lying tranquilly on his right side, his cheek in his hand."

Smart's house, at 91 Great Portland Street, was provided in 1894 with

a memorial tablet, the gift of the Incorporated Society of Musicians,

telling that there Weber had died. The house stood till 1907, when
its old walls yielded to the march of progress.

[copyrighted]
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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.

npHE First Symphony of Walter Piston was introduced by this

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

Symphony was performed here 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. A dagio 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]
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CONCERTO FOR VIOLIN, in D major. Op. 35
By Peter Ilyitch Tchaikovsky

Born in Votkinsk in the government of Viatka, Russia, May 7, 1840;
died in St. Petersburg, November 6, 1893

Composed in 1878, this Concerto was first performed at a concert of the Phil-

harmonic Orchestra in Vienna, Adolph Brodsky, soloist, December 4, 1881. (Adolph

Brodsky appeared as soloist with the Boston Symphony Orchestra November 28, 1891,

playing Brahms' Concerto.)

The first movement was played in Boston by Bernhard Listemann with pianoforte

accompaniment on February 11, 1888, but the first performance in the United States

of the whole work was by Maud Powell in New York, January 19, 1889. The first

full performance of the concerto in Boston was by Mr. Brodsky at a concert of the

Symphony Orchestra of New York, Walter Damrosch conductor, in the Tremont
Theatre, January 13, 1893.

The second and third movements were played in Boston at a concert of the Boston

Symphony Orchestra by Timothee Adamowski on December 2, 1893; the whole

concerto was played at these concerts by Alexandre Petschnikov on January 27, 1900,

Maud Powell on April 13, 1901, Karl Barleben, April 1, 1905, Alexandre Petschnikov,

November 24, 1906, Mischa Elman, January 2, 1909, Fritz Kreisler, April 9, 1910;

Kathleen Parlow, April 1, 1911; Anton Witek, January 24, 1914; Ferenc Vecsey,

November 11, 1921; Efrem Zimbalist, April 25, 1924; Toscha Seidel, November 24,

1933; Mischa Elman, November 30, 1945; Erica Morini, October 18, 1946; Anshel

Brusilow, January 4, 1952; Nathan Milstein, March 28, 1953; Zino Francescatti,

November 1, 1957.

The orchestral part of the concerto is scored for 2 flutes, 2 oboes, 2 clarinets,

2 bassoons, 4 horns, 2 trumpets, timpani, and strings.

It was first dedicated to Leopold Auer; later to Adolph Brodsky.

T 7IOLINISTS have often advised, sometimes aided, composers in the

^ writing of the solo part in concertos for their instrument; some-

times, too, one of them has carried a concerto composed under his

judicious eye to performance and fame. Tchaikovsky was unfortunate

in his soloist when he wrote his best-known piano concerto, and the

same may be said even more emphatically about his Violin Concerto.

Joseph Kotek, who inspired the work, shied away from it; Leopold

Auer, to whom the composer dedicated it, openly repudiated it; and

it fell to a third violinist, Adolph Brodsky, to perform and champion

the now popular score.

The first violinist to come upon the scene was Tchaikovsky's young

friend from Moscow, Joseph Kotek, who visited the composer at

Clarens on the shore of Lake Geneva, in the early spring of 1878.

Tchaikovsky was in the mood for music. He wrote Mme. von Meek
on March 27 with enthusiasm about Lalo's Symphonie Espagnole, in

which he found "freshness, piquant rhythms, beautifully harmonized

melodies." Lalo, said Tchaikovsky, was like his favorites Delibes and

Bizet in that he "studiously avoids all commonplace routine, seeks new
forms without wishing to appear profound, and, unlike the Germans,

cares more for musical beauty than for mere respect for the old tradi-

[10]



tions." It would seem that Lalo's persuasive concerto had directed

Tchaikovsky's creative ambitions to that form, for when Kotek took

out his violin and Tchaikovsky sat at the piano, the principal manu-

script in hand turned out to be the sketch for his new violin concerto.

He had put all other plans aside to complete this one, and he wrote to

his publisher Jurgenson on April 20: "The violin concerto is hurrying

toward its end. I fell by accident on the idea of composing one, but

I started the work and was seduced by it, and now the sketches are

almost completed." He did complete his sketch the next day, ran

through it with Kotek, who was still there, but before beginning on

the scoring, he wrote an entirely new slow movement.

Tchaikovsky sent a copy of the Concerto to Mme. von Meek before

its publication. With the canzonetta she was "delighted beyond

description," but evidently the first movement did not entirely satisfy

her, for Tchaikovsky wrote on June 22 — "Your frank judgment on

my violin concerto pleased me very much. It would have been very

disagreeable to me, if you, from any fear of wounding the petty pride

of a composer, had kept back your opinion. However, I must defend

a little the first movement of the concerto. Of course it houses, as does

every piece that serves virtuoso purposes, much that appeals chiefly to

the mind; nevertheless, the themes are not painfully evolved: The
plan of this movement sprang suddenly in my head, and quickly ran

into its mould. I shall not give up hope that in time the piece will

give you greater pleasure."

Tchaikovsky dedicated the new concerto to his friend Leopold Auer,

head of the violin department at the St. Petersburg Conservatory, hop-

ing of course that Auer would introduce it in Russia. Auer, however,

shook his head over the score, pronounced it unreasonably difficult.

Nearly four years passed without a performance. At length, another

violinist, Adolph Brodsky, saw the music and took it in hand. He
obtained the assent of Hans Richter to give the music a hearing at the

concerts of the Philharmonic Orchestra in Vienna. After this perform-

ance (December 4, 1881) there were loud hisses, evidently directed

against the music, which subsided only when Brodsky, to increased

applause, returned three times to bow. Eight out of the ten reviews

were what the translator of Modeste Tchaikovsky's life of his brother

has called "extremely slashing." The phrase is surely not too strong

for the vicious condemnation by Eduard Hanslick. His review has gone

down into history as a prime instance where the learned Doctor said

the wrong thing with all the emphasis his sharp wit could muster:—

"For a while the concerto has proportion, is musical and is not
without genius, but soon savagery gains the upper hand and lords it

to the end of the first movement. The violin is no longer played; it is

yanked about, it is torn asunder, it is beaten black and blue. I do not

["1



know whether it is possible for anyone to conquer these hair-raising

difficulties, but I do know that Mr. Brodsky martyrized his hearers as

well as himself. The Adagio, with its tender national melody, almost

concilates, almost wins us; but it breaks off abruptly to make way for

a finale that puts us in the midst of the brutal and wretched jollity of

a Russian kermess. We see wild and vulgar faces, we hear curses, we
smell bad brandy. Friedrich Vischer once asserted in reference to

lascivious paintings that there are pictures that 'stink in the eye.'

Tchaikovsky's violin concerto brings us for the first time to the horrid

idea that there may be music that stinks in the ear."

The composer, particularly sensitive at that time to public criticism,

was deeply hurt by the vicious attack which he remembered word for

word for the rest of his life. One wonders whether the objections,

spoken and written, to music of such obvious popular appeal could

have been mostly due to its novelty, to the certain freedom with which

Tchaikovsky treated the sacrosanct form. The greater likelihood is that

the performance by the orchestra failed to convey a clear or favorable

impression of the piece. Despite its admitted (too freely admittedl)

difficulties, Richter allowed only a single rehearsal in which most of

the time was spent in straightening out numerous errors in the parts.

The players' coolness towards the concerto was not lessened by this

circumstance, nor by the difficulties in the string parts, and their per-

formance was accordingly dull routine. Richter wished to make cuts,

but the youthful champion of Tchaikovsky held his own.

In fact Brodsky, writing to the composer shortly after the first per-

formance, gives evidence that it could hardly have been intelligible:—

"I had the wish to play the Concerto in public ever since I first

looked it through. That was two years ago. I often took it up and
often put it down, because my laziness was stronger than my wish to

reach the goal. You have, indeed, crammed too many difficulties into

it. I played it last year in Paris to Laroche, but so badly that he could
gain no true idea of the work; nevertheless, he was pleased with it.

That journey to Paris which turned out unluckily for me — I had to

bear many rude things from Colonne and Pasdeloup — fired my energy
(misfortune always does this to me, but when I am fortunate then am
I weak) so that, back in Russia, I took up the concerto with burning
zeal. It is wonderfully beautiful! One can play it again and again and
never be bored; and this is a most important circumstance for the
conquering of its difficulties. When I felt myself sure of it, I determined
to try my luck in Vienna. Now I come to the point where I must say

to you that you should not thank me: I should thank you; for it was
only the wish to know the new concerto that induced Hans Richter
and later the Philharmonic Orchestra to hear me play and grant my
participation in one of these concerts. The concerto was not liked at

the rehearsal of the new piece, although I came out successfully on its

shoulders. It would have been most unthankful on my part, had I not
strained every nerve to pull my benefactor through behind me. Finally

we were admitted to the Philharmonic concert. I had to be satisfied



with one rehearsal, and much time was lost there in the correction

of the parts, that swarmed with errors. The players determined to

accompany everything pianissimo, not to go to smash; naturally, the

work, which demands many nuances, even in the accompaniment,
suffered accordingly."

In gratitude to his soloist-champion, Tchaikovsky wrote to Jurgen-

son (December 27, 1881):— "My dear, I saw lately in a cafe a number
of the Neue Freie Presse in which Hanslick speaks so curiously about

my violin concerto that I beg you to read it. Besides other reproaches

he censures Brodsky for having chosen it. If you know Brodsky's

address, please write to him that I am moved deeply by the courage

shown by him in playing so difficult and ungrateful a piece before a

most prejudiced audience. If Kotek, my best friend, were so cowardly

and pusillanimous as to change his intention of acquainting the St.

Petersburg public with this concerto, although it was his pressing duty

to play it, for he is responsible in the matter of ease of execution of

the piece; if Auer, to whom the work is dedicated, intrigued against

me, so am I doubly thankful to dear Brodsky, in that for my sake he

must stand the curses of the Viennese journals."

In spite of its poor start, and in spite of the ill will of Hanslick

(Philip Hale wrote that he "was born hating program music and the

Russian school"), the Concerto prospered. Other violinists (notably

Carl Halir) soon discovered that there lay in it a prime vehicle for

their talents. This, too, in spite of the continuing censure of Leopold

Auer. Tchaikovsky wrote in the Diary of his tour of 1888: "I do not

know whether my dedication was flattering to Mr. Auer, but in spite

of his genuine friendship he never tried to conquer the difficulties of

this concerto. He pronounced it impossible to play, and this verdict,

coming from such an authority as the Leningrad virtuoso, had the

effect of casting this unfortunate child of my imagination for many
years to come into the limbo of hopelessly forgotten things."

[copyrighted]

HENRYK SZERYNG

HENRYK SzERYNG, bom in Warsaw, was taught the violin from his

childhood, and in 1928 was sent to study with Carl Flesch in

Berlin. He began his career as a performing artist in 1933. He also

studied musical composition, Nadia Boulanger being one of his

teachers. Through the Second World War he devoted himself to

playing for the allied armed forces, touring in various countries of

Europe and in South America. Since 1946 he has made Mexico his

home and has become a citizen of that country. During his present

tour, he is introducing Mexican music into his programs as a good
will mission of the Mexican Ministry of Education.
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Can We Take Symphony
For Granted?

The Boston Symphony Orchestra is one of the

world's greatest musical organizations.

Such excellence didn't just happen. It took many

years of hard work and patient support to make our

Symphony what it is today.

Such excellence needs our support to continue.

All the Symphony's receipts— from ticket sales,

endowment income, record contracts— don't make ends

meet. To be sure, the management of the Boston Sym-

phony Orchestra comes closer to bridging the gap between

income and expenses than most such orchestras, but there

still is a sizable deficit.

The Friends of the Boston Symphony Orchestra

exist to meet this need. An informal organization, 5000

members of the Friends contribute year by year to help

make up the annual deficit. Some Friends make large gifts,

many more make smaller contributions, in accordance

with their means.

The kind of excellence exemplified by the Boston

Symphony Orchestra deserves our support. We all want

it maintained. Why not send in a contribution and

become a Friend?

The Friends of the Boston Symphony Orchestra

Symphony Hall

Boston 15, Massachusetts
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*'LA VALSE" Choreographic Poem
By Maurice Ravel

Born in Ciboure, Basses-Pyr^n^es, March 7, 1875; died in Paris, December 28, 1937

It was in 1920 that Ravel completed "La Valse." 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.

n AVEL was approached in 1920 to compose a ballet, and chose a
--^ subject he had long since considered, and sketched as 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 CathoHc."

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-

G]:*a.]:iclfa.t]:i.ei* Ran
A^viray, THat I>a.y

liRfll.y YoillC» grandfather turned up safe and sound,

back where he'd first seen that fascinat-

ing engine. No spanking from his re-

lieved mother. For 95 years, children

have been getting happily lost here,

He was five years old, and he had seen among the red engines and other fas-

a red engine here on a visit to Schwarz cinators we sell, at competitive prices.

with his mother. Suddenly she missed Come in and get lost, and love it.

him. After quite a boy-hunt, your Send for free Catalogue BS

SC ri \ArARZ Famous Toy Store

40 Newbury St, Boston 16. Msn., Telephone: COimnenmiltli 6-5101

New Yflit • Ardaoit, Pa.
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merit of a Viennese waltz," and afiSxes the following paragraph to

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

1855."

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
NatarfSon, 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

* Misia and the Muses, The John Day Company, New York.
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and Chloe, rather uneven but containing ten minutes of such exquisite

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.t

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 off-stage chorus in the London production became a point of
sharp dispute between the two.
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The remaining concert in the Wednesday evening series in
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SEVENTY-EIGHTH SEASON • NINETEEN HUNDRED FIFTY-EIGHT - FIFTY-NINE

Seventy-third Season in New York

Fourth Afternoon Concert

SATURDAY, February 21, at 2:30 o'clock

Program

Schumann Overture to Byron's Manfred, Op. 115

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

I. Allegro moderato

II. Andante con moto

III. Rondo vivace

INTERMISSION

Martinu "The Parables"

I. The Parable of a Sculpture

II. The Parable of a Garden

III. The Parable of a Labyrinth

(First performance in New York)

RoussEL Rapsodie Flamande, Op. 56

SOLOIST

EUGENE ISTOMIN
Mr. IsTOMiN uses the Steinway Piano

Music of these programs is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO RCA VICTOR RECORDS
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OVERTURE TO BYRON'S "MANFRED," Op. 115

By Robert Schumann
Born in Zwickau, Saxony, June 8, 1810; died in Endenich, near Bonn, July 29, 1856

Schumann composed his music for Byron's "Manfred" in the latter part of 1848.
The Overture, completed on November 4 at Dresden, had its first concert per-
formance at the Gewandhaus in Leipzig, March 14, 1852, as part of a "Schumann
evening," when Robert conducted from the manuscript. The first performance of
the complete music — a stage production — was given at Weimar under the direction
of Franz Liszt, June 13, 1852. The first concert performance was at Leipzig, March
14, 1859, when Schumann conducted. The Overture was first played in New York
at a Philharmonic concert November 21, 1857. The complete "Manfred" music was
performed by the same orchestra May 8, 1869, when Edwin Booth impersonated
Manfred. The Overture was first performed in Boston at a Harvard Musical
Association concert November 17, 1869. The complete music was first heard in

Boston when the Cecilia Society performed it April 24, 1880. Howard Malcolm
Ticknor was the reader. The Overture was first performed at the Boston Symphony
concerts February 24, 1882, and was last heard in the series November 7-8, 1952.

The complete "Manfred" music was first performed by this Orchestra March 21,

1884, and again in 1886, 1892 and 1899. Three orchestral excerpts were performed
under M. Monteux's direction April 14, 1922.

The Overture calls for the following orchestra: 2 flutes, 2 oboes, 2 clarinets,

2 bassoons, 4 horns, 2 trumpets, 3 trombones, timpani and strings.

DOES anybody read Manfred or for that matter Childe Harold

today?" wrote Philip Hale as long ago as 1899 (Boston Journal,

April 9). "Is not the hero at rest and buried with the Giaour, Lara,

Childe Harold, and the other scowling, mysterious, gloomy, melo-

dramatic puppets contrived and dressed by the noble Lord, whose

favorite tipple was gin and water?"

We shall refrain from inquiring how many people read Manfred

these many years later, or, doing so, respond to the dark despair of the

Byronic figure as, oppressed by a past guilt, he stands upon the Jungfrau

and rejects nature with its beauties as well as mankind with its frailties,

commands all wisdom, Faust-wise, except the riddle which even the

supernatural spirits he summons cannot answer for him. That riddle

is the riddle of Hamlet: Will death bring the release of oblivion?

Byron, like Goethe, like Shakespeare, had a tremendous hold upon

the imaginations of composers in the mid-century. Schumann's belief

in Manfred, as expressed in music, can still move us a hundred years

later, even though the pulse of the poem itself may have weakened for

some. Yet there is cosmic expanse in Manfred, Alpine altitude, as

when, standing "alone upon the cliffs," he sees an eagle passing:

"Ay,

Thou winged and cloud-cleaving minister.

Whose happy flight is highest into heaven.

Well may'st thou swoop so near me — I should be

Thy prey, and gorge thine eaglets; thou art gone

Where the eye cannot follow thee; but thine

Yet pierces downward, onward, or above.

With a pervading vision. — Beautiful!

[to]



How beautiful is all this visible world!

How glorious in its action and itself;

But we, who name ourselves its sovereigns, we,

Half dust, half deity, alike unfit

To sink or soar, with our mix'd essence make
A conflict of its elements, and breathe

The breath of degradation and of pride.

Contending with low wants and lofty will

Till our mortality predominates.

And all men are — what they name not to themselves

And trust not to each other."

The apt imagery of Byron and his adroit euphony could have meant

little to Schumann*; no more than it could have meant to Tchaikovsky,

writing his Manfred Symphony, or Berlioz, writing his Harold in Italy.

Indeed it is doubtful whether the three composers together could have

mustered enough English to savor two consecutive lines in the original.

But the sense of contemplation withdrawn from the world, the luxury

of pessimism and extravagance of fervor, the fascination of the super-

natural, some of the praise of nature, evidently came through in the

translations into many languages. It must have been so, for Byron was

often more admired and praised on the continent of Europe than in

his own country.

Schumann, according to his biographer Wasielewski, read Manfred
aloud before two friends at Diisseldorf (presumably in the translation

by Posgaru), "burst into tears, and was so overcome that he could go

no further." The writer explains this by the close affinity of Schumann
and the hero of the poem. 'Tor what is this Byronic Manfred but a

restless, wandering, distracted man, tormented by fearful thoughts,

and the mad, soul-destroying intercourse with spirits — which must of

course be taken symbolically — was also the culminating point of

Schumann's last illness. . . . The overture, indeed, might contend for

superiority with all others; it is a powerful soul painting, full of

* Schumann necessarily abridged some parts of the poem which he set to music. Most of the
splendid soliloquy from which the above quotation is taken is omitted in concert performance.

BOSTON . . .

WELLESLEY . . .

and now in the

NORTHSHORE SHOPPING CENTER

W. W. WINSHIP
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Est. 1776
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tragico-pathetic flights, and quite surpassing all his other instrumental

works in intellectual grandeur. We feel that it was composed with rare

devotion and unusual outlay of mental power. Its nature is in concord

with the poem — of a gloomy, melancholy, but sometimes passionate

and demoniac tint."

The Overture has often been singled out for praise. Robert Schu-

mann, who without conceit could be confident as well as dubious about

his own music, thought well of the Overture in particular and wrote

to his friend Liszt, who was about to produce "Manfred" at Weimar:

"As to the music, dear friend, I hope you will like the Overture. I

really consider it one of the finest of my brain children and wish you

may agree with me." When the first section of the "Manfred" music,

including the Overture, was completed on November 14, 1848, Robert

brought home a bottle of champagne, according to a pleasant custom

of the Schumann household, and Clara invited friends for a little

"birthday celebration" of the new score. The complete music, which

consists of entr'actes, choruses of "spirits," and an occasional under-

current to the spoken text, has been performed with success, but the

Overture has received the highest praise. Frederick Niecks, Schumann's

principal biographer, considered it not only Schumann's "greatest

achievement as a composer of program music," but his greatest "as a

composer generally," and "one of the most original and greatest

orchestral compositions ever conceived, one of the most powerful . . .

one of the most sombre soul portraits ever painted. . . . The sombre-

ness is nowhere relieved, although contrast to the dark brooding and

the surging agitation of despair is obtained by the tender, longing,

regretful recollection of Astarte, the destroyed beloved one." H. E.

Krehbiel considered this as the "most profoundly subjective" of

Schumann's works, "as consistently as the prelude to Wagner's Tristan

und Isolde an effort to delineate soul states and struggles without the

help of external things. To understand it one must recall the figure

in Byron's poem — the strong man torn by remorse, struggling with

himself, bending supernatural powers to his will, yearning for forgive-

ness and death, tortured by a pitiless conscience, living in a solitude

which was solitude no more, 'but peopled with the furies,' condemned

by his own sin to number
'Ages — ages —

Space and eternity — and consciousness.

With the fierce thirst of death — and still unslaked 1'
"

Paul Graf Waldersee has described the Overture, in "Musikalische

Vortrdge/* as "a deeply earnest picture of the soul, which describes in

the most affecting manner the torture and conflict of the human heart,

gradually dying out, in allusion to the liberation wrought through

death. It is always a dangerous thing to approach such a creation with

[Ml



the intellectual dissecting knife and seek to read from it the definite

ideas of the composer. In this special case one can hardly err, if he

assumes that the master wished to indicate two fundamental moods of

feeling: on the one hand that of anguish, which is the consequence of

sin — the unrest that is coupled with resistance to divine and human
laws; on the other, that of patience, of forgiveness — in a word, of love

— so that to the soul's life of Manfred he might offset that of Astarte.

The rhythmic precipitancy in the first measure of the Overture trans-

ports us at once into a state of excited expectation. After a short slow

movement, the development begins in passionate tempo, the portrayal

of the restless and tormented mood. It is the syncope, employed con-

tinually in the motive, that indicates the conflict of the soul. This

storms itself out, and then appears the expression of a melancholy,

milder mood. Mysteriously, in the pianissimo, three trumpets are

introduced in isolated chords: a warning from another world. But

the evil spirits cannot be reduced to silence; with increased intensity

of passion the struggle begins anew. The battle rages hotly, but in the

pauses of the fight resound voices of reconciliation. At last the strength

is exhausted, the pulse beats slower, the unrest is assuaged, the music

gradually dies away. A slow movement, nearly related to the introduc-

tion, leads to the conclusion. With this Overture Schumann has created

one of his most important instrumental works."

rCOPYRIGHTEDl
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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."

BEETHOVEN offered his Fourth Concerto for publication 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 cfverlooked, and, strange as it may seem.

* 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 ^804, "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 work

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

who seized the opportunity of his appointment as conductor of the

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 3, 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

noisel'
"

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

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
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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 analog)^ 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."

[copyrighted]

EUGENE ISTOMIN

EUGENE 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.

TRANSATLANTIC BROADCASTS

On January 23 and February 13, the Boston Symphony concert was

transmitted to Europe by the Transatlantic Cable. It is broadcast live

by means of the BBC, the Radiodiffusion Fran^aise, Radio Brussels,

Swiss Broadcasting Corporation and the Yugoslav Radio.
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THE PARABLES
By BoHUSLAV Martinu

Born in Policka, East Bohemia, December 8, 1890

The score, according to a notation on the manuscript, was completed at Schonen-
berg Pratteln, February 9, 1958. The first movement bears the date, Rome, July 1,

1957; and the second movement, Rome, July 21, 1957.

The following orchestra is required: 3 flutes, 3 clarinets, 3 oboes, 3 bassoons and
contra-bassoon, 4 horns, 2 trumpets, 3 trombones and tuba, timpani, bass drum and
cymbals, triangle, small drum, military and snare drums, tam-tam, xylophone, harp,

and strings.

The Parables are dedicated to Charles Munch.

npHE "Parables" consist of a paragraph at the head of each movement,
-- evidently intended as a sort of motto. The first two are taken

from the posthumous work by Antoine de Saint-Exup^ry, Citadelle:

the parable of a sculpture and the parable of a garden. The third is

the parable of a labyrinth, and is taken from Le Voyage de Thesee

by Georges Neveux (Neveux is the French playwright from whose

play, Juliette, Martinu found the text for his opera of that name).

The Parable of a Sculpture

And the sculptor fixed the likeness of a face in clay. And you walked by and
passed before his work and you glanced at the face and then walked on your way.
And then it happened that you were not quite the same. Slightly changed, but
changed, turned and inclined in a new direction, only for a while perhaps, but
still for a while.

A man thus experienced an indefinable impulse: he lightly fingered the clay.

He placed it in your path. And you were caught with this same indefinable impulse.
And it would not be otherwise if a hundred thousand years had intervened between
his gesture and your passing.

The Parable of a Garden
And when I am in the garden, which with its fragrance is my own domain, I sit

on a bench. I contemplate. The leaves are falling and the flowers fading. I sense

both death and new life. But no oppression. I am all vigilance, as on the high sea.

Not patience, for there is no question of an end but the pleasure of change. We go,

my garden and I, from the flower to the fruit. But then on to the seed. And from
the seed toward the flowering of the year to follow.

The Parable of a Labyrinth

Theseus: Who are you?
The Man: The town crier. It is I who announce marriages and deaths. You are

already in the labyrinth.

Theseus: Who are you?
Young Girl: I am called Ariadne. What are you called?

Behold Theseus, the man who had to vanquish the Minotaur. Behold him van-
quished by a woman.

• •

It is a fact, but no cause for romanticizing, that Martinu was born

in a belfry. He could hardly have gazed upon the little community of

Policka (near the Moravian border) as a speculative philosopher in

^n ivory tower. His father was the town bell-ringer as well as a simple

shoemaker and a kindly parent, and dwelt with his wife and four chil-

dren in an apartment in the five-spired church. Bohuslav, the youngest,
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studied and became proficient upon the violin, tried to compose (with

little guidance), and developed his lifelong fondness for reading and

for the theatre. At sixteen he was sent to Prague, where he attended

the Conservatory and later the Organ School. It soon became apparent

that he would become neither a great violinist nor a great scholar.

He found music in his own way, and not by the book. He nevertheless

obtained a place among the second violins of the Czech Philharmonic

Orchestra. Since both the Orchestra and the National Opera were

ambitious as to repertory, he soon became acquainted with the great

musical currents, new and old.

In 1915 he returned to Policka where he could manage to avoid

being drafted into the Austrian Army. There he taught, learned to

play the piano, and composed. In 1920, he returned to his place in

the Czech Philharmonic in Prague, composed music which was per-

formed, and became interested in the music of Debussy, Ravel, Dukas

or Roussel against a prevailing adherence there to German ways. In

1923, he went to Paris to study with Albert Roussel, who became his

closest friend. He lived in Paris for seventeen years. His tastes were

moderate and orderly; he had little sympathy with the "Groupe des

Six," with the exception of Honegger. Many of his works (notably

Vanishing Midnight, Half-Time, the first Piano Concerto and String

Quartet, the opera The Soldier and the Dancer, the ballets Istar, Who
Is the Most Powerful in the World? and Revolt) were performed in

Prague or Brno by 1928. Paris heard several of his ballets and chamber

works in these years. Serge Koussevitzky in Boston introduced La
Bagarre in 1927, La Rhapsodie (''La Symphonie") in 1928, and the

Concerto with String Quartet in 1932. Martinu thus became a con-

spicuous figure in contemporary music. In the early thirties he gave

more attention to chamber music and music for chamber orchestra.

Mrs. Elizabeth Sprague Coolidge commissioned the String Quintet

(1927) and the String Sextet (1932). The Concerto for String Quartet

with Orchestra was the first of several scores in the concerto grosso

form. His principal operas were The Miracle of Our Lady (1933) and

Juliette (1936-37), first performed in Brno and Prague respectively.

When France was invaded in May, 1940, Martinu, with his wife,

Charlotte Ouennehen, whom he had married in 1931, fled Paris, for

his record as an active nationalist in Prague would have caused his

arrest by the Nazi troops. The two managed to board a train, leaving

behind all their possessions, including the composer's manuscripts,

many of which were put into a suitcase and lost in the confusion.

Charles Munch, who had conducted the composer's Cello Concerto

in Paris and otherwise befriended him, found shelter for the couple

in Rancon, near Limoges. They made their way to Aix-en-Provence

and Marseilles, and after many delays succeeded with friendly help in
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obtaining passage on the steamship Exeter from Lisbon on March 21,

1941, and were met by musical friends in New York ten days later.

They were received in Pleasantville, Edgartown (Martha's Vineyard)

and Jamaica, Long Island, and by the end of the year Martinu had

composed the Concerto da camera for solo violin (for Paul Sacher in

Basel) and revised other works.

The strange fate of the Concerto Grosso is characteristic of a com-

poser subjected to the hazards of war. When it had its first performance

by the Boston Symphony Orchestra on November 14, 1941, from the

manuscript, the composer told this story:

"The work has had a singular destiny. Written in Paris, in 1937, it

was to have been published by the 'Universal Edition' in Vienna, and
its first performance was set for the season of 1938 in Paris. Then
came the 'Anschluss,' and I was without news of the score; the premiere
was prevented by the impossibility of receiving the orchestral parts and
the manuscript. A year afterwards, events prevented the 'second'

premiere, this time at Prague, where from that time my works have
been banned from the repertoire.* At last I expected a real premiere
in Paris in the month of May, 1940, under the direction of Charles
Munch. I received my manuscript after many difficulties, and after it

had undergone some highly involved wanderings. Everything was
ready, the hall hired, but events in France did not permit it to be
heard. The whole thing was called off, and the manuscript wajs lost

during my retreat from Paris.

"By a lucky chance, the Czecho-Slovak conductor George Szell had
rescued a copy of the work from Prague, just in time. I had no idea

of the existence of a copy, and it was a happy surprise to learn of it on
my arrival in America."

Dr. Koussevitzky ordered an orchestral work for the Koussevitzky

Music Foundation, and likewise invited Martinu to be the guest com-

poser on the faculty of the Berkshire Music Center for the summer of

1942. The result of the commission was the First Symphony, com-

pleted in the same summer, and introduced November 13, 1942. Three
more symphonies were to follow in the American years. The Violin

Concerto, written for Mischa Elman, was likewise introduced at the

Boston Symphony concerts (December 31, 1943). The Concerto for

Two Pianos and Orchestra was introduced by the Philadelphia Orches-

tra on November 5, 1943 and was performed by the Boston Symphony
Orchestra in 1944. Charles Munch introduced the Third Piano Con-

certo to Boston on October 13, 1950 (with Firkusny as soloist). The
Fantaisies Symphoniques (really the Sixth Symphony) was composed
for Dr. Munch, first performed as a part of this Orchestra's Seventy-

fifth Anniversary, and likewise carried to Munich and Paris during

the European tour of 1956. The Mass for the Field of Honor, per-

formed at the Berkshire Festival in 1956, completes the list to date of

Martinu's music at the concerts of this Orchestra. [copyrighted]

* This statement applies to the war.
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THE "COSMOPOLITAN" MARTINU

jVyTARTiNU is often called a "cosmopolitan" artist. Certainly circum-

*-^-*- stances have tended to make him one. Born in a small rural

community near the borders of historical Moravia, he went to Prague

to complete his musical studies at the Conservatory. There he came

into contact with the music of the world at large. Debussyan impres-

sionism in particular drew him to Paris, which he made his home from

1923. When the War descended, he found his way, under difficulty,

to America, where he has lived until his recent return to Europe. He
has therefore made his home and established close associations in

three parts of the world.

If the considerable amount of music he has written in each country

were a direct reflection of his surroundings (this, of course, never

happens), he would indeed be a cosmopolitan artist. Czech writers

have recognized his music as fundamentally in their racial tradition;

Parisians have pointed out his distinctly French taste; critics here have

looked for a sense of "liberation" in his music in America since 1941.

If there is at least a small amount of truth in each claim, it is certainly

true that his growth has been cumulative rather than transitional. His

early ballets, such as Spalicek, and his songs as recently as 1943, are

thoroughly in the style of Czech musical folklore. His sense of form

and color, the immaculate detail which is basic in his music, has

helped him to find congenial companionship in France, and remained

a part of his style when, in the United States, he was induced to diver-

sify his art and to expand into the larger orchestral forms. Meanwhile

he has always kept his fondness for chamber combinations, particularly

the combination of a small orchestra with a solo part or a concertante

group. He has never forfeited his earlier loves, his passion for every

aspect of the stage, expressed in many ballets and operas, and if he has

not set English opera texts to match his Czech and French ones, the

reason has been partly circumstance, partly his only recent familiarity

with the English language.

When a Central European critic, Andreas Liess, labelled him as "a

neo-classicist of the purest water" he failed to make a point, partly

because a neo-classicist of "reinste Wasser" does not really exist, but

mostly because Martinu would be one of the last to be pinned with

such a tag. His explorations in formal structure, harmonic color,

counterpoint, free fantasy, are too diverse, too individual and too

much a part of his own musical nature to be tied up with any past.

His study of the music of former periods, the early contrapuntists in

particular, has become, like the "influence" of Debussy or Stravinsky,

a natural part of his musical growth. He once described the principal

functions of the composer at work as "selection" and "organization,"
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and although he may have intended "selection** in the more personal

and self-sufficient sense of actual composition, it still applies to any

composer's awareness of the music (new and old) which surrounds him

and becomes, even for an "original," his point of departure. Since

selection means personal taste, it applies to the absorption involved

in a congenial style as well as to its personal application. Martinu, in

justifying his first large scale orchestral work, the First Symphony,

asserted his "deepest convictions" in "the essential nobility of thoughts

and things which are quite simple and which, not explained in high-

sounding- words and abstruse phrases, still hold an ethical and human
significance." He could not "espouse sentiments of grandeur and

tragedy" which were the legitimate expression of such a day as that

of Beethoven's Ninth Symphony, but which in our time would mean
"falsification." This is the statement of a modest man and a moderate

artist — an artist, too, of genuine self-realization. Selection and organi-

zation are his guides in putting upon paper music which is a deep

and unfailing impulse of his nature.

Martinu has never been an imitator. He began making music even

as a boy, before he had learned how. He learned by dwelling in tones

and not by listening to rules, nor did schooling much help him. Com-
posing has been through his adult years a continuous necessity. He
has written a large number of works not because commissions have

come readily while he has been pressed for a bare livelihood, but

because he cannot be content in a state of musical inanition. When
for almost a year he was a fugitive in unoccupied France, homeless

and more often than not penniless, he still wrote a succession of scores,

through every discomfort.

It is usually footless to probe into the wherefores of a composer, yet

Ernest Ansermet caught something of the essential Martinu when he
wrote in the program notes of his Orchestre de la Suisse Romande
(November 22, 1943):

"His music is less than most enveloped by esthetic preventions in

that it is based on spirit and truth. What is striking with Martinu is

the fact that it is impossible to characterize in one word, as it may be
in the case of other composers, his melody, which does not represent

anything out of the ordinary, his harmony, whose tonal conduct is

courageous and complicated but which follows the consecrated path,

or his procedure of style. There is, however, one factor which imposes
itself, namely the expressive character of his work, which thus is in

agreement with the most constant tradition of our art and which
Martinu attains through media of his very own. There are only a

few composers who have realized their 'mot d'ordre' as return to pure
music, in so fortunate a manner as his, namely that his composition
is fully contained in the musical substance in which he is working
and in which he finds a medium enabling him to give his music an
ardent life of sentiment without resorting to the rhetoric brought
about by romanticism, which can become fatally conventional."

J. N. B.
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"RAPSODIE FLAMANDE," Op. 56
By Albert Roussel

Born in Turcoing (Nord), France, April 5, 1869;

died in Royan, France, August 23, 1937

Completed in 1936, Roussel's "Flemish Rhapsody" had its first performance on
December 12 of that year by the Philharmonic Society of Brussels, under Erich

Kleiber. It had its first American performance at the Boston Symphony concerts of

April 23-24, 1937, and was repeated October 28-29, 1938.

It is scored for 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, triangle, side drum, tambourine, tam-tam, cymbals, bass drum,
small drum, harp and strings.

The "Rapsodie" is dedicated to Erich Kleiber.

A LBERT Roussel sketched his ''Rapsodie" in the year 1935, and com-
-^^ pleted the orchestration at Vasterival, July 3, 1936, according to

a notation on the printed score. Arthur Hoeree, who heard a subse-

quent performance in Paris by Charles Munch, recognized popular

Flemish themes in it. "The first part of the work," wrote M. Hoeree

(in La Revue Musicale, February-March, 1937) "sets in broad grandeur

the themes of the Siege of Bergen-op-Zoom. The discourse becomes

more animated, and one perceives successively the 'Song of the Beggars,'

very rhythmic, 'The Spinner,' the truculent 'Kareltje,' which finds its

irony in trumpet tones, while a berceuse in the strings forms an oasis

of tenderness before the peroration in which the themes return to

provide a brilliant conclusion.

"Albert Roussel vindicates of his own accord his Flemish origins, for

Tourcoing, in French Flanders, was his native town. The 'Rapsodie

Flamande' is a homage to the race which won the battle of the Golden

Spurs, a homage which the composer had wished for a long time to pay.

"Albert Roussel has refused to treat such a subject in the virtuoso

manner, for he is the very antithesis of a virtuoso. He possesses that

kind of honesty which forbids circumventing obstacles by trickery of

workmanship, for his thoughts are of a higher order. This directness

has provided us with a score different from that of the symphonies with

their familiar structures, but no less representative of the personal

style of the composer. Folk-lore has tempted many musicians, and

many have fallen into the trap of sophisticated harmonization embel-

lished with chromaticism as support for a simple diatonic song. A
musician of race, Roussel has found the exact tone to take and therein

lies the charm of his eloquent 'Rapsodie Flamande,' not un-French in

quality — and this is no disparagement."

[copyrighted]
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Boston Symphony Orchestra
CHARLES MUNCH, Music Director

Bach
Barber

RCA Victor Records released since April 1956

Brandenburg Concertos (Complete) LM-2 182 2198

Medea's Dance ol Vengeance 7 vf o nl
Adagio for Strings

LM-2 105

Beethoven Overtures Leonore Nos. 1, 2, 3; "Fidelio";

Berlioz

Bloch
Brahms

Debussy

Elgar
Franck
Ibert

"Coriolan"

Symphony No. 3, "Eroica"

Symphony No. 6

Violin Concerto (Heifetz)

"L'Enfance du Christ"

"Harold in Italy" (Primrose)

Schelomo (Piatigorsky)

Symphony No. 1

Symphony No. 2; "Tragic" Overture

Piano Concerto No. 1 (Graffman)

"The Martyrdom of St. Sebastian'

"La Mer"
"Prelude to the Afternoon of a Faun"

Introduction and Allegro

Symphony No. 1 in D minor

"Escales" (Ports of Call)

Khatchaturian Violin Concerto (Kogan)

Martinu
Mendelssohn

Mozart

Piston
Prokofieff

Rachmaninoff
Ravel

Saint-Saens
Tchaikovsky

LM-2015
LM-2233
LM-1997
LM-1992
LM-6058
LM-2228
LM-2 109

LM-2097
LM-1959
LM-2274
LM-2030
LM-2111
LM-1984
LM-2 105

LM-2 131

LM-2111
LM-1760
LM-2083

LM-2221

Wagner

Walton

"Fantaisies Symphoniques"
^ ^^

"Italian" Symphony and "Reformation

ClSSconcerto; Clarinet Quintet (Good-

MAN, Boston Symphony String Quartet) LM-2073

Symphony No. 6
t M 2110

Romeo and Juliet, Excerpts
j M . o^

Piano Concerto No. 2 (Henriot) LM-2 97

Piano Concerto No. 3 (Janis) ^m 2237

''"^Es'TnoS'

""'''''"
"^

LM-1984

HavTna^e (Kogan-Monteux) ^-1760

"Francesca da Rimini"; "Romeo and Juliet
^^

Overtures
I.U-19II

Symphony No. 4 ^ fl^
Symphony No. 5 (Monteux) LM-2239

Serenade for Strings
LM-2 105

Overture and Bacchanale from "Tannhauser

Magic Fire Music from "Die Walkiire

Sie|fried'$ Rhine Journey from "G^"^^^^""
LM.2119

Ex'^erpte,^"Tristan and Isolde" and "Cotter-

dammerung" (Eileen Farrell)
t M 21^

Cello Concerto (Piatigorsky) LM.2109



New treasuryTONE
Baldwin discovers new sources of fine tone for liome organs

More new^ effects-more fun to play

Today, Baldwin brings you the finest legitimate or-

gan tone in the most modern of all spinet organs

—the 100% electronic Orga-sonic. You enjoy the

variety of theatre organ, church organ, popular jazz

organ—complete with modern percussion effects.

It has taken Baldwin 26 years to develop these

sounds, including many musical effects never be-

fore possible in any organ. Yet the Orga-sonic costs

very little more than many less complete instru-

ments. And, no organ is easier to learn. A chord-

playing attachment is available, but most beginners

don't need it. See your Baldwin dealer soon. You'll

be playing real organ before you know it!

Your choice of three distinctive styles: Early American^ French Provincial and Contemporary,

Seven rich finishes: Light Oaky Cherry, Mahogany, Walnut, Maple, Korina or Ebonized,

FBaldwiin

THE BALDWIN PIANO COMPANY
CINCINNATI

OHIO

ALSO BUILT BY BALDWIN. THE BALDWIN ORGAN; BALDWIN, HAMILTON AND ACROSONIC PIANOS


