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‘PreFace

Afmoucu there are in existence for the layman’s use many admirable
guides to the symphony and the opera, Music for the Millions is the first
book in English (and the first one-volume work in any language) to deal
with all forms of musical masterpieces. For one outstanding reason the need
for such a book has long been evident.

No longer is the concert-goer or the radio listener compelled to subsist
on a musical diet composed exclusively of symphonies and operas—and
those perhaps over-familiar to him already. The missionary work done by the
radio and the phonograph has now brought the entire world of music to
his ears and his mind: not only symphonies and operas, but also choral
works, chamber music, songs, sonatas, suites, instrumental pieces of all kinds.
But today’s music lover, eager to learn something about one of these—a
noble piano sonata or string quartet of Beethoven, a Mozart concerto, one
of Schumann’s fine piano works, a Bach chorale, or a song cycle by Schubert
—is not likely to find such information readily accessible; to get it, he must
have the leisure and the pertinacity to search for it in some large library.

Here, then, was an imperative need: to provide in one convenient volume,
efficiently planned and systematically arranged, a body of useful and inter-
esting material, both programmatic and analytical (though non-technical),
on masterpieces in every field of music.

The author has naturally found this a herculean task; but he has found
it a pleasant one as well, since it carries out a project he has long had in
mind. Research for it started officially in 1988, but the actual plans and the
preliminary approaches to the project date from many years before that—
from the time when he heard his first concerts, read his first music books,
made his first notes, wrote his first criticisms, and did his first piece of re-
search. Music for the Millions is thus the fruit of some fifteen years of his
experience as a writer on music.

Although the hook is made up chiefly of concise and informative discus-
sions of many thousands of musical works, its scheme is such as to provide
the layman with far more than mere “program notes.” Here is that scheme:

The sections, arranged alphabetically by composers from Albéniz to Wolf-
Ferrari, include virtually all the great men in music up to our own day.
Each section starts with a short biographical sketch of the composer, fol-
lowed by a survey of his place in music and a list of his principal works. Each
section is divided, from this point on, among the several musical forms in

which he wrote; each of the compositions dealt with is treated with some
vii ‘



viii PREFACE

fullness, and material is also provided on the origin and evolution of the
forms themselves and on the ways in which they were enriched by this
composer’s work. (An outline “Bird’s-eye View of Musical History” will
be found in Appendix I). Finally, each section contains programunatic
information on the composer’s most frequently heard compositions in these
forms.

One of the more formidable problems faced by the author in preparing
the book was naturally that of selection. In a single volume, it would
obviously be impossible to discuss every important work by every composer.
The plan ultimately decided upon was as follows. The general aim has been
to include all the representative composers of whatever period, and most
of the representative works in the concert repertory. In some cases, works
are treated collectively: the Opus 18 Quartets of Beethoven, for example.
With certain composers—Sibelius and Shostakovich, for example—only the
more frequently heard symphonies are treated. On the other hand, it has
been found desirable to include a number of composers whose work is rarely
heard today but whose influence on the history of music was so decisive that
every music lover will wish to know something about them: Monteverdi,
Dufay, Orlando di Lasso, and Stamitz, for instance. Yet another inclusion
which the reader will undoubtedly find helpful is the brief plot-outline of
every opera discussed.

For every work treated, a recommended recording is named; domestic
records only, such as are now available in the shops, being included. Where
more than one domestic issue of a work exists, the author has selected the
one he considers most desirable in point of performance and recording.

The author is profoundly indebted to both the Victor and the Columbia
companies for placing at his disposal every available recording for analysis
and study. He has thus been able, conveniently and at home, to refer to the
music itself as he wrote about it—an advantage that he has fully appreciated.
He is grateful also to Mr. Nicolas Slonimsky for reading the galley proofs
of the book and making numerous valuable corrections and suggestions.
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o ALBENIZ

Isaac AsiNiz, Spanish nationalist composer, b. Camprodén, in the province ot
Gerona, 1860. Studied at the Madrid Conservatory, in Leipzig (with Jadassohn
and Reinecke), and in Brussels (with Gevaert). Originally a concert pianist and a
composer of hack works, he was given direction and purpose by Felipe Pedrell,
father of Spanish nationalist music. Pedrell inspired Albéniz to turn to serious
composition; more than that, he imbued Albéniz with the mission of writing Span-
ish music. Settling in Paris, Albéniz devoted himself to creative work. In 1900, ill-
ness brought him back to his native land, and he died in Cambo in 190g.

A.nf:mz’s importance in music lies in the fact that he put into practice Ped-
rell’s theory—namely, that a great Spanish musical art could be built on
the foundation of the Spanish folk song. Albéniz borrowed melodic material
from native folk music, and used its modes and rhythms in fashioning his own
melodies. Besides adopting technical features of indigenous Spanish music,
he saturated his works with the color, the atmosphere, of Spain; they suggest
to us the hot blood of the gypsy, the brilliance of the Spanish sun, the sinuous
movement of the Spanish dance. From his music comes also the scent of the
Orient—perceptible in his richly ornamented melodies and luscious har-
monizations. His success in writing Spanish music contributed toward estab-
lishing a school of Spanish composers who were inspired by him—men like
Granados, Turina, and Manuel de Falla.

PIANO MUSIC

Though Albéniz composed operas (of which Pepita Jiménez is the most
notable), he is known today almost exclusively for his piano music. Having
recognized only belatedly where his true strength lay, he died lamenting that
he had spent so much of his time in the writing of operas, and so little in the
creation of Spanish music for the piano. Himself an expert pianist, a one-
time pupil of Franz Liszt, he wrote with extraordinary effectiveness for the
keyboard, his forte being color in endless variety.

His best works for the piano include Catalonia (which he himself later or-
chestrated), the Suite Espafiola, the Cantos de Espasia (which contains that
exquisite nocturne Cdrdoba), and the Tango in D (best known in the effec-
tive transcription by Leopold Godowsky). But his masterpiece was Iberia, and
it is because of Tberia that he has earned an honored place among the great

composers.
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2 : ALBENIZ: PIANO MUSIC

Iberia

Iberia was composed in 1904, during the winter of Albéniz’s life: he was
ill, his daughter had died, his wife was in great pain. However, despite his
depressed spirits, the music written during this period was the happiest rcal-
ization of his art, its brilliance rarely betraying the composer’s mood. It is in-
teresting to note, in passing, that Albéniz was tempted to destroy the manu-
script because he considered the work so complex technically that he feared
no pianist in the world could perform it!

Iberia comprises four books, or twelve pieces:

Book 1: “Evocacién”; “El Puerto”; “El Corpus en Sevilla” (or “Féte-Dieu
a Seville”).

Book 1I: “Rondefia”; “Almeria”; “Triana.”

Book III: “El Albaicin”; “El Polo”; “Lavapiés.”

Book IV: “Mdlaga”; “Jérez”; “Eritania.”

Through the subtlest use of a rhythmic, a harmonic, or a melodic phrase,
or through an apt quotation from Andalusian folklore, Albéniz has skilfully
given musical description to a variety of Spanish scenes and experiences, sug-
gesting infinite nuances of atmosphere. The Spanish background is obviously
recognizable in this music, even if we did not know the titles. As Georges
Jean-Aubry writes: “Albéniz has all the power of the poet—ease and richness
of style, beauty and originality of imagery, and a rare sense of suggestion.”

The same critic analyzes this work as follows: ““A list of the themes alone of
Iberia would suffice to show their richness in melody and variety of their
rhythm. But more wonderful than the beauty of the themes is their supple-
ness and fluidity; their languorous intonation, or their heat and energy. That
in which Albéniz is inimitable is the atmosphere he creates around a theme,
the scenery with which he surrounds the ‘melodic personage’—a word, a song,
or amurmured confession. The method of Albéniz, if one can use such a word
with regard to him, is almost inscrutable. It obeys only subtle and personal
laws. An expressive counterpoint, always ductile and full of movement, sup-
ports his themes, plays with them or crosses them. The parts seem at times in-
extricably intermingled, and suddenly all is again resolved in lucidity.”

The Spanish conductor Enrique Ferndndez Arbés has orchestrated Iberia.
The “El Corpus en Sevilla” section (often referred to by its French title,
“Féte-Dieu a Seville”) has become famous on orchestral programs through
transcriptions by Ferndndez Arbds and Leopold Stokowski.

Recommended recordings: “Evocacidn,” “El Puerto,” “El Corpus en Sevilla,”
“Triana,” orchestrated by Ferndndez Arbds, CM—130 (Madrid Symphony~—Arbds);
“Evocacién,” and “Triana,” original piano version, C~1171D (Novaes); “El Cor-

pus en Sevills,” orchestrated by Stokowski, V-7158 (Philadelphia Orchestra—
Stokowski).



d RENSKY

AntoN Arensky, b. Nijni-Novgorod, 1861. Attended the St. Petersburg Conserva-
tory where he was a pupil of Rimsky-Korsakov. After graduating he made his home
in Moscow, where he became professor of counterpoint at the Conservatory. In
1895, he was made director of the Imperial Ghoir. Fis health undermined by hard
work and dissipation, he was confined to a sanitarium in Terioki, Finland, where
he died in 1906,

MINOR composer who made no pretense at essaying vast artistic projects or
Aat plumbing great emotional depths, Arensky had a pleasing style that
affords pleasure to the listencr even if it does not stir him profoundly. Greatly
influenced by Tchaikovsky and Rimsky-Korsakov, he frequently loses his own
identity in his imitation of the styles of these masters. But he had a gift for
melody, an easy fluidity of style, and a suave workmanship which brought
grace and charm to his best works.

ORCHESTRAL MUSIC

Arensky is not in his element in writing for the symphony orchestra.
Though he produced two symphonies, a concerto for piano and orchestra,
a concerto for violin and orchestra, and a Fantasia on Russian Folk Songs,
only one work has won a permanent place in the symphonic repertory: Varia-
tions on a Theme of Tchaikousky. In his symphonics, he was too much the
disciple of Tchaikovsky to liberate himsell from constricting derivative in-
fluences.

Variations on a Theme of Tchaikouvsky

It is appropriate that Arensky’s best orchestral work—the Variations in
E minor, Op. 54, No. 5, for strings—should have been written not only on a
Tchaikovsky theme but consciously in the Tchaikovsky style as well. Indeed,
the work was written as a tribute to the composer Arensky so greatly admired;
and the seventh variation is directly modeled on the Andante Cantabile from
Tchaikovsky's D major Quartet. But the composition cannot by any means
be mistaken for Tchaikovsky; it has neither the breadth nor the deep feeling
of the master.

The theme is taken from one ot the Children’s Songs by Tchaikovsky, Op.
4. entitled “In the Garden of the Infant Christ"—a theme that must have
been a particular favorite of Arensky's, for he had already used it as the slow
movement in his string quartet, Op. 35.

The Variations are not marked by any extraordinary imagination in de-
veloping and changing the principal theme. Arensky’s variation method con-
sists usually in distributing the voices conventionally among the, various
choirs of the orchestra; or in assigning the subject to one group of instru-
ments against embellishing arpeggios, runs, or counter-themes in another

8



8 BACH: CANTATAS

bidding. In a sense his work is final and isolated. His work stands alone as the
summing-up of a long period of preparation; and the summing-up in his char-
acteristically Teutonic direction seemed so complete that nothing remained
to be said in the'lines which he had illustrated.”

J- S. Bach wrote a library of music as incomparable for its extensiveness as
for its artistic merit. On the hundredth anniversary of his death—in 1850—
a complete critical edition of his works was undertaken by the Bach Gesell-
schaft, and more than ten editors labored for fifty years to collate everything
Bach had written. Early in 1goo the fruit of this enterprise was published in
an edition of some sixty volumes, which comprised music in every form
known at that time and in practically every field of musical writing (except
opera). The volumes proved to be an inexhaustibly rich mine, since whatever
the form and the manner in which Bach expressed himself, his work is gen-
erally infused with nobility, originality, and lofty thinking.

It is indeed curious that this uniquely productive genius, who wrote so
much that was touched with immortality, should have been neglected for
almost a century following his death. When during the years after 1750 the
name Bach was mentioned it was always one of his sons who was meant—
Johann Christian (the “London” Bach), or Karl Philipp Emanuel. It was to
a mere handful of persons that Johann Sebastian was known, and these
thought of him as a great organist rather than as a composer.

One reason for this sudden and complete neglect of Bach after his death
was that music, in the mid-eighteenth century, passed from polyphony to
homophony—from the writing of “many-voiced” compositions to music con-
sisting of a single melodic line with accompaniment. In Bach’s generation, it
was believed that with this change, Bach must have passed into obsolescence.
Whatever the explanation, his eclipse was complete. A bundle of Bach can-
tatas sold for $40 soon after his death, and other manuscripts were disposed of
by his sons for about ten cents each. The manuscripts of his solo sonatas were
discovered on their way to a butcher shop to be used as wrapping paper. And
his music remained virtually unperformed for some eighty years.

The rediscovery of Bach began in 1802, when the German musicologist
Forkel published an adulatory biography. “This sublime genius,” wrote
Forkel, “this prince of musicians, German or foreign, dwarfs all others from
the heights of superiority.” Then, in 1829, the youthful Felix Mendelssohn
(he was only twenty) conducted a Berlin performance of the Passion Accord-
ing to St. Matthew. Not since Bach’s own day, and nowhere but in Bach’s
own Leipzig church, had this mighty work been heard, and for the first time
since his death the music world was made aware of the majesty of his genius.
In 1838 a performance of the St. John Passion heightened this awareness. And
with the launching in 1850 of the complete edition of Bach’s works, music-
lovers were gradually to arrive at a full appreciation of Bach’s contribution
to music.
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CANTATAS
Church Cantatas

Bach wrote several hundred Church Cantatas, the form being the German
motet treated in Italian style; indeed, Bach called his first Cantatas motets.
(The motet is a religious work usually for unaccompanied voices.) Consisting
of music for voice and orchestra in about six movements, usually ending
with a chorale, and requiring about half an hour for performance, the
Church Cantata was part of the Lutheran service on Sundays and certain
festival days.

The Church Cantata reached its highest point with Bach, having until
his time been in a formative stage. It had originally been devised by the
Roman organist Carissimi (1605—74), who realized that certain churches had
no adequate facilities for presenting his elaborate oratorios. His new form was
therefore more intimate and less pretentious. With Buxtehude (1637-1%0%)
the Church Cantata attained new dimensions, and was now ready for Bach
to carry further. Although after Bach’s death it passed out of general use
among composers, with Bach it became an artistic form yielding music won-
derful for its devout feeling.

In Bach's hands, as Terry wrote, the Church Cantata reveals “the devo-
tionalism Bach professed and practised. It can be defined in a word as Pietism
or mystic. The Cradle at Bethlehem and the Cross at Calvary were its most
vivid visions. They inspired in him an intense, almost feminine, devotion to
the personality of Jesus, whose sacred name in his texts never failed to draw
from him a gesture of adoring affection. . . . Apart from their musician-
ship, the cantatas reveal Bach as a man singularly pondering, emotional, and
above all controlled by a religious sense as profound as it was simple.”

It cannot be said that Bach’s contemporaries or immediate successors ap-
preciated the originality and grandeur of these cantatas. Adam Hiller (1728-
1804) criticized their “crudities,” while Doles (Bach’s pupil) considered their
music poorly adapted for the Church! Yet it is largely owing to Bach, and to
the genius he brought to it, that the Church Cantata has not been relegated
to oblivion.

It is no simple task to select, out of this remarkable repertory, a few works
that are most characteristic. But the Church Cantatas most often heard in-
clude the following:

Christ lag in Todesbanden: Bach Gesellschaft Edition, No. 4. (Recom-
mended recording: VM-120, Orfeé Catald and Orchestra—Millet.)

Herz und Mund: B.G.E., No. 147. This contains the famous chorale
so well known in transcription for piano and orchestra, ‘“Jesu, Joy of
Man'’s Desiring.” (For recordings of “Jesu, Joy of Man’s Desiring” see
Transcriptions.)

Schlage doch, gewiinschte Stunde: B.G.E., No. 53. In one movement
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only, this is a poignant aria for contralto and orchestra, with effective

use of bells in the accompaniment.
Wachet auf: B.G.E., No. 140. One of the most eloquent of all Bach
cantatas. (Recommended recording: VM-120, Orfe6 Catald and Orches-

tra—Millet.)

Secular Cantatas

In his secular cantatas we find Bach in a less familiar mood: not the devout
cantor of St. Thomas Church, but rather the good-humored burgher who
relishes a jest. Here is a satiric Bach, an earthy Bach, a Bach capable of step-
ping out of the church into the market-place—a Bach who might (had the
form then been in existence) been a master of opera-buffa style.

In form, the Secular Cantata resembles that of the Church except for the

absence of chorales.

Coffee Cantata

Composed in 1732 to a libretto by Christian Friedrich Henrici, a satirical
poet of Leipzig, the Coffee Cantata, “Schweigt still, plaudert nicht,” mocks
gaily at the passion of Leipzig women for drinking coffee. The action revolves
around three characters: the Narrator (tenor), Schlendrian (baritone), and
Lieschen (soprano).

Schlendrian laments the fact that his daughter Lieschen is an addict
to coffee, and insists that she give up the vice. On her refusal to do so
(on the ground that coffee is sweeter than a thousand kisses), he threatens
to deny her the privilege of sitting at the window and to refuse her rib-
bons for her new hat. But Lieschen is quite willing to forego these pleas-
ures for the sake of coffee. When Schlendrian, however, threatens as a
final punishment to deny her a husband, Lieschen becomes more amena-
ble. Yes—she will torego coffee to get herself a husband. But, as Schlen-
drian goes out to hunt a husband for her, she vows secretly not to marry
anyone unless he will let her brew coffee as often as she likes. The cantata
closes with a sprightly trio: “Cats must have their mice, and women their
coffee!”

Wedding Cantata

Though the exact date of the Wedding Cantata, “Weichet nur betriibte
Schatten,” is not known, it is believed to have been written during the
Coéthen period—one of the few of Bach’s secular cantatas not composed in
Leipzig. It is written for a single soprano, and was probably composed on a
special commission for use at a wedding festivity for the entertainment of
the guests. Unlike the Coffee Cantata, it has no running narrative; in alternat-
ing recitatives and arias (some of the latter being uniquely lyrical and memo-
rable) the soprano sings of a world reborn in loveliness, inspiring love and
happiness, and then blesses the newly wedded pair.
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1I}ecommended recording: VM-664 (Elisabeth Schumann; Ensemble—VYella
essl).

CHORALE PRELUDES

Bach used the chorale prelude to introduce a hymn melody to his congrega-
tion. As is customary with him, such functional music becomes in his hands
an expression of rare eloquence. He inherited the form from composers like
Scheidt (1587-1654), Pachelbel (1653-1706), and Buxtehude (1637-1707),
who developed the chorale prelude to such a high degree of technical mastery
that Bach could add nothing to its technical features. But he did bring to it
his fancy-free imagination and, because of this, the Bach chorale prelude soars
on wings of inspiration. “Here,” wrote Whittaker, “Bach gave full rein to his
exuberant fancy, and in the large number (well over a hundred) . . . are
most wonderful fantasies expressing the inner meaning of his favorite hymns.
Sometimes, when we are given a general expression of a mood or verse or
hymn, the melody becomes the material for a glorious arabesque; harmonies
of wonderful richness and free counterpoints are added below until the sim-
ple plain tune is transfigured. At other times he will take each separate line
and amplify the meaning of the corresponding portion of the text by means
of derived or independent ideas which serve to introduce and accompany the
line of the tune, and to bring it to a conclusion. At others, again, he will
construct a kind of scena, using the hymn verse as a foundation; sometimes
he will build a fantasia on melodic fragments.”

Among the greatest of Bach’s chorale preludes are the following: 4An
Wasserfliissen Babylon, Aus der Tiefe ruf ich; Christ lag in Todesbanden;
Ein feste Burg; Ich ruf’ zu dir; Nun komm der Heiden Heiland; Wir glauben
all’. (See also Orgelbiichlein.)

Recommended recordings: Thirteen Chorale Preludes, CM-310 (Schweitzer). This
splendid volume includes An Wasserfliissen Babylon; Christus der uns selig macht;
Christ lag in Todesbanden; Ghristum wir sollen loben schon; Da Jesw an dem
Kreuze stand; Erschienen ist der herrliche Tag'; Jesus Christus, unser Heiland;

Liebster Jesu; Mit Fried’ und Freud’; O Mensch, bewein’ dein Siinde gross; O
Lamm Gottes, unschuldig; Sei gegriisset, Jesu giitig; Schmiicke dich, o liebe Seele.

CONCERTOS

When Bach went to Weimar in 1708 he was introduced for the first time
to the instrumental music of such Italian masters as Corelli (1653-1713) and
Vivaldi (c. 1675~1741), music which was greatly favored at the Grand Duke’s
court. Thus he came upon the concerto form, which up to that time had not
been exploited by German composers. How deep an impression Vivaldi’s
concertos made upon him can be gauged by the fact that he transcribed many
of them either for organ or for harpsichord.

The concerto of Vivaldi and Bach was not a showpiece for a solo instru-
ment; it used the solo instrument, rather, as an inextricable part of the or-
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chestra—now offering contrast to it, now playing with it in unison (futti).
The solo instrument and the orchestra were partners; there was an equal
give-and-take between the two. The use of the orchestra as accompaniment
for the solo instrument is a later development.

“Concerto” was a term first used by Ludovico Viadana in 1602 when he
referred to a series of motets for voice and organ as “concerti ecclesiastici.”
Italian composers soon adopted the term—not for voices, however, but for
instruments. In 1686, Torelli (c. 1650—1708)—the father of the concerto—
published a concerto for two violins and figured bass. It was Corelli who first
brought the form to a high stage ot development, and Vivaldi who paved
the way for Bach.

Concertos for Orchestra

Bach’s concertos for orchestra (the Brandenburg Concertos) are, strictly
speaking, concerti grossi; groups of solo instruments are used in unison and
contrast with the rest of the orchestra. The concerto grosso style was first de-
veloped by the Italian master, Corelli, in Opus # of his instrumental sonatas;
here he established the form and the instrumentation it was to have with
Bach and Handel. With Corelli the concerto grosso became a developed
work in which solo instruments are set off against the orchestra and then
combined in effective climaxes. Corelli also made use of light and shade to
contrast the colors of his principal themes—one of the essential traits of the
Bach orchestral concertos.

Brandenburg Concertos

In 1717, Bach left Weimar to become the Kapellmeister to Prince Leopold
of Anhalt-Céthen. In this post, Bach arranged concerts of instrumental works.
The Brandenburg Concertos, however, were not written for the court concerts
at Cothen, even though they were written in this period. In 1719, Christian
Ludwig, Margrave of Brandenburg, commissioned Bach to write music for his
own orchestra. Two years later, Bach despatched a set of six concertos, beg-
ging his patron (in a singularly self-effacing dedication) not to judge the im-
perfections of the concertos too harshly but rather to find in them *‘the
profound respect and very humble allegiance which they seek to convey.”"
Technically, Bach (indefatigable experimenter) tried to explore the possi-
bilities of writing music for orchestra and solo instruments other than strings.
Each concerto was written for a different group of instruments. Schweitzer
has called these concertos “the purest products of Bach’s polyphonic style.”

The Margrave obviously did not appreciate the imagination, beauty, and
wealth of originality that marked these concertos. In the catalogue of his
musical collection, discovered many years later, the name of Bach did not
appear at all, and it is believed that the concertos were disposed ot for about
ten cents apiece.
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The six Brandenburg Concertos are as follows:

Concerto No. 1 in F, for solo violin, three oboes, bassoon, two horns, and
strings. The only one of the six concertos to be in four movements, the work
ends with a rather superfluous Minuet. Though the original score does not
designate the tempo of the first movement it is assumed to be an Allegro.

Concerto No. 2 in F, for solo flute, oboe, trumpet, violin, and string or-
chestra, in three movements.

Concerto No. g in G, for three violins, violas, and 'cellos, one double bass,
and cembalo, in two movements. Some conductors have interpolated between
these two movements a middle slow movement from one of Bach’s other
works. Bach’s own provision seems preferable: two big chords, adagio, to
separate the two movements.

Concerto No. 4 in G, for two solo flutes, violin, and string orchestra, in
three movements.

Concerto No. 5, in D, for solo harpsichord, flute, violin, and string or-
chestra, in three movements.

Concerto No. 6 in B-flat, for string orchestra (with no violins).

The remarkable features of the concertos are many, and new ones are ever
uncovered with each rehearing. There is his wide expressive gamut: the
sweeping power (second movement of the third concerto); the capacity for
joy (first movement of the third concerto); the heart-moving poignancy (sec-
cond movement of the second concerto). There is his wonderful capacity for
building a monument out of a few stones (first movement ot the first concerto
—the material for the entire movement is found in the opening bar). There
is his sound instinct for effect (the brilliant writing for the trumpet in the
second concerto). There is his independent thinking (the extended solo
harpsichord cadenza in the first movement of the fifth concerto).

Recommended recording: complete, CM—-249-50 (Busch Chamber Players).

Piano Concertos—Unaccompanied
Italian Concerto

The Italian Concerto (or Concerto in Italian Style) is an attempt on Bach’s
part to write for the unaccompanied keyboard in the style established by the
Italian masters in their concertos for solo instruments and orchestra. It was
published in 1735, and appears in the second volume of Clavieriibung (Bach’s
collection of keyboard music).

A. E. F. Dickinson wrote of this work as follows: “There is a directness ot
rhythm and melody which Bach seldom used elsewhere and which justifies
. . . the original title of ‘In Italian Style.” . . . The finale is one of the most
rhythmically unswerving of his creations, and it is not surprising that . . .
Scheibe praised the concerto as a perfect model of its kind. . . . The rhap-
sodic and beautiful slow movement . . . is easily understood. As a keyboard
piece its persistent solo effect is most remarkable for the time.”
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The most significant of the three movements is the middle one, in which
Bach endowed the lyric line of the Italian school with his own quality of
poignancy. This movement, wrote Parry, “is one of those outpourings of free
rhapsodical melody which Bach alone could carry out on such a grand scale
and yet give the impression of perfect artistic organization.”

Recommended recording: VM-806 (Schnabel).

Piano Concertos with Orchestra

Bach composed some thirteen piano concertos, of which practically all (ex-
cept possibly the A major, the E major, and the G major for two pianos) were
adaptations of his violin concertos. It must be remembered that at this date
the piano concerto was as yet an unknown form. Bach’s restlessly experi-
mental temperament inevitably led him to try adapting the Corelli and Vi-
valdi violin concerto to a keyboard instrument. In transforming his own con-
certos from the violin to the piano, however, he was much more than a tran-
scriber: he rewrote the works to fit them to the new medium, often changed
the key, enlarged the harmonic construction, and revised the melodic line to
make it more suitable for the keyboard. He can rightly be called the father of
the piano concerto.

It is important to recall that in Bach’s orchestra, the piano always played a
major role in pronouncing the figured bass—filling in the harmonic back-
ground for the entire orchestra; nor did it entirely lose this role in his piano
concertos. Thus it will be noticed that the piano is used throughout each
work, joining the orchestra in the tuttis. Thus, too, very often the piano al-
most assumes the role of accompanist to the orchestra, rather than vice-versa.

The origins of Bach’s piano concertos are not known with any certainty
beyond the fact that most of them were born as violin concertos. They are in
three movements, the first usually a brisk allegro, broad in design and fre-
quently stately; the second, a slow movement, tender and beautiful, of an
Italianate singing character; the third (often in triple time), a fast movement
that progresses with powerful momentum.

Today the most famous are the A major and the E major (both believed to
have been written originally for the piano), the D minor, and the F minor.

Recommended recordings: Concerto in A major, VM-368 (Fischer; Fischer Cham-

ber Orchestra); Concerto in D minor, VM~252 (Fischer; Fischer Chamber Orches-
tra); Concerto in F minor, VM-%68 (Fischer; Fischer Chamber Orchestra).

Concertos for Two Pianos with Orchestra

Bach wrote two famous concertos for two pianos and orchestra—one in C
major, the other in C minor. Both are outstanding for two reasons. In their
combination of two pianos (rare for the time) the two voices become one in a
remarkable cohesion; the thematic material is assigned skilfully now to one
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piano, now to the other, in an inextricable communion. They are outstand-
ing, further, because in these two concertos—even more than in the Bach
concertos for single piano and orchestra—a bold step is taken towards the con-
certo form of the future. A greater independence from orchestral bondage is
here achieved by Bach; in the slow movement of the C major concerto, for
example, the two pianos perform without any accompaniment whatever.
Besides, in both concertos, Bach makes use of the cadenza, an invariable fea-
ture of the later concerto.

The closing movement of the C major concerto is one of the most im-
pressive fugues Bach ever wrote, a movement majestic for its architectonic
construction, in which the details are presented with remarkable clarity of
writing.

(Bach wrote a third concerto for two pianos and orchestra, in the key of G
minor; but this is merely an adaptation of his famous D minor concerto for
two violins and orchestra.)

Recommended recording: Concerto in C major, VM—-g57 (Artur and K. U. Schna-
bel).

Violin Concertos

The above comments on the Bach piano concertos apply as well to the
violin concertos. The violin concerto was born in Italy with composers like
Torelli and Corelli. Of Bach's treatment of the violin concerto and orchestra,
nothing need be added which has not been said about the piano concerto.
Bach'’s conception ot the concerto was the same in both cases, as well as his
treatment of the solo instrument. Of the concertos that he wrote for the vio-
lin, two are frequently performed: the E major and the A minor.

Recommended recordings: Concerto in E major, VM-221 (Menuhin; Orchestra—
Enesco); Concerto in A minor, V-14370-1 (Menuhin; Orchestra—Enesco).

Concerto for Two Violins and Orchestra

The famous D minor concerto for two violins and orchestra is one of the
happiest products of Bach’s contrapuntal genius. He uses the two violins as
two independent voices. The first movement is treated fugally and becomes a
structure of cathedral-like grandeur. In the second movement, he reveals his
incomparable ability to endow the fugal form with intensely felt emotion,
showing that in his hands the fugue can be much more than a mathemati-
cally exact form—can serve rather as the vehicle to convey a profound and
moving eloquence. Listening to this slow fugue we are reminded of Terry’s
remark that Bach often used the fugue “to interpret the infinite, saw the
heavens opened, and was prophetically oracular.” The concluding movement
moves briskly to an exciting close.

Recommended recording: VM-g32 (Menuhin, Enesco; Orchestra—Monteux).
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MASS

The Mass, half-brother to the Oratorio, had long been a part of the liturgi-
cal service. With Palestrina (1524—04) it took an impressive step toward
complete realization as an artistic form. Palestrina wrote more than ninety
Masses and can be said to have been (more than any other single composer)
the man to set the stage for Bach.

Mass in B Minor

1f it is possible to single out one work of Bach that stands as his crowning
masterpiece, that one work would undoubtedly be the B minor Mass. Bach
composed it in 1733 when, seeking a post in the Saxon Royal Chapel, he sent
a part of it to King Augustus II1 of-Saxony as an “‘insignificant example of my
skill.” “Insignificant” indeed! Few works in the entire musical repertory
tower to such Alpine heights; few single works contain within themselves so
wide a gamut of feeling, thought, contemplation.

Leopold Stokowski has admirably summed up the qualities that make the
Mass one of the sublime artistic creations in the field of music. “The Mass in
B minor is planned on a vast scale, and the texture of the music is complex
and highly concentrated, revealing a slow and rich outwelling of his inspira-
tion. . . . While it is cast in a form similar to the great Masses preceding
Bach, this form is greatly enlarged and extended. . . . It has cosmic vastness
of expression and consciousness. . . . The parts which are in reality prayers,
such as the beginning of the first ‘Kyrie,” have the intensity and simple direct-
ness that probably is always one of the chief elements in prayer. . . . In many
places, such as the great choruses of the ‘Gloria in excelsis Deo,” the ‘Credo,’
the ‘Sanctus,’ the ‘Osanna,’ there is a blazing jubilation like radiant sunlight.
It is as if all Nature, man, the planets, the whole universe were singing to-
gether. . . . At certain moments in the Mass, such as the ‘Qui tollis’ and ‘Lt
incarnatus’ and ‘Crucifixus,’ there is in the music profound mystical intensity
that could only have come from the spirit of a man who was moved to the
uttermost of his being.”

Recommended recording: VM-104 (Royal Chapel Society and London Symphony
Orchestra with Soloists—Coates).

ORATORIO

Christmas Oratorio

The Christmas Oratorio—composed in 1734 and first performed at St.
Thomas Church during the Christmas season of that year—is not, strictly
speaking, an oratorio. It consists of six cantatas, each one meant for perform-
ance on a different day of the Christmas festival. The text was drawn from
the Nativity sections of St. Luke and St. Matthew.
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The first part of the Oratorio was for performance on Christmas Day; the
next two, on the two succeeding days; subsequent parts for New Year’s Day,
New Year’s Sunday, and the Feast of Epiphany. Unlike Bach’s Passions," it
does not contain a dramatic development and—because it was composed as
six smaller works comparatively independent—it has no sustained or cumula-
tive interest. It is not the Bach of the Mass or the Passions that we have here,
yet it contains some remarkable music. Most famous, of course, is the sensitive
and elegiac instrumental introduction, pastoral in mood, that opens the sec-
ond part of the Oratorio, in which the birth of Christ is announced to the
waiting shepherds. This Pastorale (or Sinfonia) is a simple melody for strings
interrupted by the chanting of reeds—one of the most tranquil and serene
pages of musical beauty ever created. It is comparable to the great paintings of
Nativity by the Italian masters.

Recommended recording: Pastorale, V-7142 (Philadelphia Orchestra—Stokowski).

ORCHESTRAL MUSIC

For Brandenburg Concertos, see Concertos; for orchestral Suites see Suites,
Orchestra; for transcriptions, see page 29.

ORGAN MUSIC

The greater part of Bach’s organ masterpieces date from his nine-year
Weimar period. It is a library of music incomparable for variety, scope, rich-
ness. He took the organ forms bequeathed to him by masters like Frescobaldi
(1583—1643), Froberger (1616-67), Schein (1586-1630), and Buxtehude
(163%7—170%), extended them, then enriched them with his seemingly inex-
haustible imagination and invention. As Parry wrote: “His work in this line
seems to comprise all the possibilities of pure organ music. Everything that
has been written since is but a pale shadow of his splendid conceptions. . . .
He had complete mastery of all genuine organ devices which tell in the hear-
ing—the effects of long sustained notes accompanied by wonderful ramifica-
tions of rapid passages; the effects of sequences of linked suspensions of great
powerful chords; the contrast of whirling rapid notes with slow and stately
march of pedal and harmonies. He knew how the pearly clearness of certain
stops lent itself to passages of intricate rhythmic counterpoint, and what
charm lay in the perfect management of several simultaneous melodies—espe-
cially when the accents came at different moments in different parts; and he
designed his movements so well that he made all such and many other genuine
organ effects exert their fullest impressions on the hearers. He rarely allows
himself to break into a dramatic vein, though he sometimes appeals to the
mind in phrases which are closely akin to the dramatic—as in the great
Fantasia in G minor, the Toccata in D minor, and the Prelude in B minor. He
occasionally touches on tender and pathetic strains, but for the most part
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adopts an attitude of great dignity which is at once generous in its warmth
and vigor, and reserved in the matter of sentiment.”

The organ was, of course, Bach’s personal instrument (he was one of the
greatest organists of his time); for it he composed his most personal music.
“He was,” wrote Terry, “happiest on the organ, on which his supreme vir-
tuosity completely expressed his design. Of all others it was the medium most
responsive to the emotion that swayed him. In its company he soared in free
communion with the highest intelligences that inspired him. To it he con-
fided his most intimate thoughts, and could he have foreseen the immortality
that posterity bestowed on him, he would undoubtedly have associated it
with his favorite instrument.”

The organ music of Bach offers inexhaustible territory for exploration, and
it is greatly to be regretted that so little of it is known to the general public,
and that this little is usually only in orchestral or piano transcriptions. It is, of
course, impossible to discuss all of Bach’s organ works here; but it is possible
to point to a few that have been performed most frequently and that are best
known as characteristic of Bach’s genius in this direction.

Fantasia and Fugue in G minor

While the Fantasia form suggests freedom and improvisation, Bach’s mas-
terpiece is well ordered and logical, a gem of architectonic construction. Al-
though it is the expression of a well disciplined mind, it is rhapsodic in feel-
ing, spacious as a cathedral, of a dynamic power. The G minor Fugue—
known as the “Great’'—is based upon a well-known theme which is developed
with comparative simplicity, almost no other material being introduced; yet
this theme lends itself to magnificent elaboration and growth.

Recommended recording: CM-z270 (Schweitzer).
Orgelbiichlein

It is Schweitzer's opinion that the Orgelbiichlein (Little Organ Book) is
“the lexicon of Bach’s musical speech.” It comprises forty-five Chorale Prel-
udes for the various seasons of the Church calendar beginning with Advent,
continuing with Christmas, New Year’s Eve, New Year’s Day, through the
Ascension, Whitsunday, and Trinity Sunday, and ending with The Christian
Life. Each of these chorale preludes is the last word in simplicity of struc-
ture. The theme is generally pronounced by soprano and is embellished by
other voices with an endless variety of figurations to illustrate the words of
the chorale. Passing as Bach does from one season to another, he is able to
voice a whole gamut of moods—from rejoicing to pain, from solemnity to
exaltation. And he does this through music that springs from the profoundest
sources of his inspiration. Each Chorale Prelude is a miniature tone-picture
exquisite in every detail. Though the mould is small, the material is infinite
in its emotional, pictorial, and religious feeling.

Recommended recording: VM-652, 697, 711 (Biggs).
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Passacaglia in C minor

The passacaglia is an old dance, probably Spanish in origin, which was
adapted by Frescobaldi for instrumental music. It is characterized by a theme,
sounded in the bass (basso ostinato), which is played throughout the entire
work, while the other voices furnish embellishments, enlargements, and varia-
tions on the theme.

In this work, Bach converted the passacaglia into a dramatic composition
of epical proportions. Announced in the bass, the theme is then extended
and enlarged in variations amazing in their variety of mood and atmosphere,
passing from an exciting tension to spiritual exaltation. The Fugue (utilizing
a part of the original passacaglia theme as its subject) carries the work to a
breath-taking climax.

Recommended recording: Musicraft Set 10 (Weinrich).
Prelude and Fugue in A minor

The Prelude of this magnificent work might be called Bach’s “Moonlight
Sonata.” It is touched by the gentlest tints, and is nocturnal in its mood. A
sensitive atmosphere is created with poetic feeling. A welcome contrast is
provided by the fugue, which is one of the most skilful ot Bach'’s creations in
this form. This work is, according to Filson Young, “Bach’s song of love, the
lite-filling emotion that is common to us all, in which none stands on higher
ground than others, without which a man can drink deeply of neither joy
nor sorrow.”

Recommended recording: Fugue in A minor, CM~-g20 (Schweitzer).
Prelude and Fugue in C major

Composed during the Leipzig period, this masterpiece comes relatively late
in Bach’s career. Like the Prelude and Fugue in A minor (above) this one is
contemplative and pastoral, its pervading atmosphere being that of a lyric
poem, though in its closing bars it rises to controlled passion. The simple and
brief Fugue—the subject is only one bar in length—reveals Bach’s ability to
create grandeur out of the simplest of materials.

Recommended recording: CM—g20 (Schweitzer).
Prelude and Fugue in E minor (“YWedge”)

This is one of Bach’s most impressive structures. On two principal themes
and three subsidiary themes, the Prelude is built into an edifice of incom-
parable majesty. The Fugue maintains -the 1mmen51ty of stature and brings
the work to a grandiose ending.

Recommended recording: CM-320 (Schweitzer).
Toccata in C major

One of the profoundest of Bach’s organ works, this is in three movements,
and is sometimes called Toccata, Adagio, and Fugue. Historically the Toccata
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was essentially a showpiece intended to exhibit the virtuosity of the organ
performer; its pioneers included Girolamo Frescobaldi (1583-1643), who
brought to it a high degree of technical ingenuity. But in Bach’s hands, this
technical display piece becomes a drama of Grecian stature. The C major
Toccata opens with brilliant bravura music which is a powerful presentation
of sweeping ideas and heroic sentiments. By contrast with most of Bach’s
toccatas and fugues, a slow section is introduced between the Toccata and
the Fugue—an Adagio constituting one of the most exquisite pages in Bach,
an unforgettable song that combines sweetness and pain. The Fugue is carved
in monumental lines and enhances the epical character of the work.

Recommended recording: Musicraft 1120-21 (Weinrich).

Toccata and Fugue in D minor

The opening of the Toccata is a subject of Herculean strength which grows
and expands into music of theatrical grandeur. André Pirro suggests that this
part is programmatic: ‘“The dazzling lightning, the clap of thunder, rumbling
formidably in the repercussions of a long broken chord above the crash of a
profound pedal; the wind, then the hail; we are in a classical storm.” The
Fugue first invokes an atmosphere of serenity, but it is merely the calm before
another dramatic storm which brings the composition to a thrilling climax.

Recommended recording: V-18058 (Biggs).

PASSIONS

Though one of the first known Passions was published as early as 1505 (by
Obrecht), Bach acquired the Passion form from Heinrich Schiitz (1585~
1672) and Reinhard Keiser (16%74—14739). Schiitz, like Bach, wrote Passions
according to St. Matthew and St. John. Schiitz’s use of the recitative and his
highly expressive choruses foreshadow Bach; while with Keiser operatic ele-
ments entered. But it was Bach who, more effectively than any of his predeces-
sors, matched the stately Scripture passages with music of equal majesty. No
one before him—not even Schiitz—equaled Bach’s dramatic intensity, mystic
emotionalism, variety of style and mood, eloquent tragedy, other-worldly
spirituality. As Pirro wrote: “‘Bach illustrates the story of the Scripture, em-
broidering the soul-stirring episode with tears, and painting now in somber
now in lurid hues the colors of fire and blood.”

Passion According to St. John

Of the two major Passions composed by Bach, the St. John was the earlier.
It was composed during the winter of 1722-3, and its first performance took
place in either 1723 or 1724. In all probability Bach himself prepared the
text from the 18th and 19th chapters of St. John with additional material by
the poet Barthold Hinrich Brockes.

The quality emphasized in the St. John Passion is its high and cogent
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drama. From its very opening, the work has a feeling for theatrical climax;
particularly dramatic are some of its sweeping choruses, which move with a
relentless drive. Yet one should not underestimate its less theatrical qualities.
As Schweitzer wrote: “The brooding tenderness and deep compassion with
which Bach describes and meditates upon the incomparable drama are re-
flected in page after page of gravely poignant beauty—a beauty and tender-
ness of the most subduing eloquence. In the words of Jesus; in many pas-
sages of the narrative given to the Evangelist; in the famous arioso ‘Betrachte,
meine Seele’; in the aria ‘Es ist vollbracht’—one of Bach’s most wonderful
inspirations; in these pages, Bach is the matchless threnodist, the pitiful singer
of the woes of men. And in such moments as the final page of the last chorale,
‘Ach Herr, lass dein lieb’ Engelein,” he is, as he alone knew how to be, the
maker of music so transcendent in its divine beauty that there are no words
with which to speak of it that would not seem impertinent.”

Recommended recordings: “Herr, unser Herrscher,” “O grosse Lieb’,” “Dein Will,”

“Weg, weg mil dem,” “Ruht wohl,” C-Di5015-6 (Brussels Conservatory Chorus

and Orchestra—Defauw); “Ls ist vollbracht,” (orchestral transcription), V-8764

(Philadelphia Orchestra—Stokowski); “dch Herr, lass dein lLieb’ Engelein,”
V-18326 (Marian Anderson).

Passion According to St. Matthew

The text of the St. Matthew Passion was written by Christian Friedrich
Henrici in 1728 from the material in the 27th and 28th chapters of the Gospel
According to St. Matthew. The first performance took place at St. Thomas
Church in Leipzig on April 15, 1729, before a somewhat bewildered con-
gregation. “‘Some high officials and well-born ladies in one of the galleries
began to sing the first chorale with great devotion from their books,” reported
one of Bach’s pupils; “but as the theatrical music proceeded, they were
thrown into the greatest wonderment, saying to each other, “‘What does it all
mean?’, while one old lady exclaimed, ‘God help us! "Tis surely an opera-
comedy!””

The St. Matthew Passion is less dramatic than the St. John, but it rises to
higher altitudes of lyric becauty. Probably because it deals more thoroughly
with Christ and His sufferings, it has many more pages of moving eloquence
than the St. John. Bach’s conception is here somewhat more reverent than in
the earlier work. For example, in his accompaniments to the recitatives, Bach
makes no distinction between Jesus and the other characters in the St. John,
whereas in the St. Matthew all the recitatives of Jesus are accompanied by
string orchestra instead of by the cembalo only. In the Matthew, Bach also
achieves a greater feeling of contemplation and spirituality, although (as was
said above) these are not lacking in John. Beyond all this, because he is using
a much larger canvas in the Matthew, his brush strokes are broader and more
epical, though without neglecting details and incidents. The work as a whole
has an epic character.

“Devotion, humility, and adoration reach their highest intensity in this
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music,” wrote Whittaker. “It is the most intensely personal document in the
whole range of musical art; it stands above creeds and beliefs, and speaks from
heart to heart in the most miraculous manner. Although it is cast in a colossal
mould, lasting over three hours when performed fully, demanding double
orchestra and double choir, with even, in one number, a ninth voice added,
one forgets the elaborate means employed, and the story passes along in the
simplest manner, viewed by a mind full of reverence, sympathy, and faith.”

Recommended recording: complete recording, VM—412, 413 (Boston Symphony;
Harvard Glee Club; Radcliffe Choral Society; Soloists—Koussevitzky).

PIANO WORKS

(For English Suites and French Suites see Suites, Piano; for Italian Con-
certo see Concertos, Piano Unaccompanied; for Concertos with orchestra see
Concertos, Piano Concertos With Orchestra; for Transcriptions see page 29.)

Bach, of course, did not know the modern piano, but the word “piano” is
here used to denote either of the two keyboard instruments of Bach’s day of
which the piano was the successor: the harpsichord and the clavichord. The
breadth and scope of Bach’s writing for these keyboard instruments make it
more or less adaptable for the modern piano, on which it is most frequently
heard today.

The Art of the Fugue

It is not known whether Bach himself gave this epic of the fugue form the
name by which it is known today. And it is certain that he had no particular
keyboard instrument in mind when he wrote it, though it is generally ac-
cepted today as either a piano or an organ work. In any case, The Art of the
Fugue is a master’s farewell to a form all of whose artistic and technical pos-
sibilities he had exploited. It is Bach’s last work—composed between 1747
and 1750; either blindness or paralysis prevented him from completing one
of the fugues. It is probable that he intended this work as a scientific experi-
ment to show to what monumental proportions the fugal art can be developed,
on any given theme.

It represents the apotheosis of Bach’s fugal writing. What Terry wrote of
Bach's fugues in general applies with eloquent appropriateness to this, his
masterpiece in this form. The fugue, according to Terry, was “the mode of
utterance most attuned to his [Bach’s] nature. His fugues are unique because
among his predecessors and contemporaries, he alone fully realised the roman-
tic and artistic possibilities of the fugal form. His personality is behind every
bar of them. They are the poetry of a master who found it natural and con-
genial to express himself in that form. His relation to the fugue, in fact, is
that ot Beethoven to the sonata, or of Haydn to the quartet. . . . His tech-
nical skill in them remains unique and unsurpassed. No one has approached
him in the miraculous complexity of his part writing, or his ingenuity in
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weaving melodic strains into a single fabric. No one equally displays his gift
of melody, his sense of form, the virile quality of his themes, the boldness of
his technique, even the daring of his harmonic coloring.”

The work was published in 1751, the year after Bach’s death. Immediately
it lapsed into an obscurity rare even for Bach. Only thirty copies were sold
within the next few years, and the copper plates from which these had been
reproduced were disposed of by Bach’s son Karl Philipp Emanuel as scrap
metal. The work was forgotten by most, and those who remembered it spoke
of it as a laborious pedagogical work—artifice rather than art. In the early
twentieth century, an orchestral transcription by a young German composer,
Wolfgang Graeser, helped to bring the monumental work to the attention of
the music world. Performances of this transcription in Leipzig proved so pop-
ular that special “Art of the Fugue” express trains were run to that city from
Berlin.

Recommended recording: VM-832, 833 (Biggs).

Chromatic Fantasy and Fugue

This work derives its name from the chromatic modulations in the Fantasy
and the chromatic character of the Fugue theme. It was composed in Leipzig
in or about 1%730. Exploiting the resources of piano writing in such a2 manner
as to dwarf the efforts of Bach’s predecessors and contemporaries, the Chro-
matic Fanlasy is remarkable for its adventurous runs, its striking use of
arpeggios, and its remarkably enriched harmonic language. It opens with a
dramatic recitative (a form transplanted to the piano from vocal literature
with overpowering effect). The Fantasy, which is free, of limitless expanse,
and full of soaring flights of tone, serves as a sort of a prelude to the com-
paratively austere Fugue.

Recommended recording: V-14144-5 (Landowska).

Goldberg Variations

It is interesting to point out that one of Bach’s greatest works for the piano
—the one in which he aspires to imaginative inventions of incomparable
scope—was written as a soporific. For Count von Kayserling, Russian envoy to
the Dresden court, suffered from insomnia, and he used to have his clavichord
performer, Johann Gottlieb Goldberg (a pupil of Bach), play music in an
adjoining room until slumber was induced. Kayserling commissioned Bach
to write a work expressly for this purpose—music that should be serene,
soothing, and cheerful. Bach decided that the ideal form would be an ex-
tended set of variations on a Sarabande theme of quiet and tender beauty; and
the work, when published in 1736, was named for Kayserling’s performer,
Goldberg. Whether the music proved an effectual soporific is not known;
what is known is that it became a great favorite with Kayserling, who fre-
quently referred to it as “‘my variations.”
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With the Goldberg Variations, Bach extended the horizons of piano music
from the points of view of dynamics and color. Schweitzer pointed out: “Of
all Bach’s works, these come closest to the modern pianoforte sonata. If their
authorship were not known, anyone would take the penultimate and ante-
penultimate variations to be works of Beethoven'’s last period.”

Recommended recording: VM~1022 (Landowska).

Inventions

These little studies—fifteen two-part. and fifteen three-part—have become
indispensable stepping-stones for the piano student toward the greater and
maturer Bach. Bach himself explains the purpose of these piecesin a preface
to his son Wilhelm Friedemann, saying that they are meant to be a beginning
whereby lovers of the piano can learn the exact way to play not only two-part
music but also music of more voices with clarity and smoothness. It also
teaches a style of playing that sings and is eloquently expressive.

Wanda Landowska not only finds these Inventions wondertul exercises in

teaching independent freedom of movement of the two hands, and an all-
important preliminary to the study of Bach's piano music; she also considers
them good music in their own right, and has often played them at her harpsi-
chord recitals. To her they seem “some of the purest music that Bach has
created. . . . That miracle of Bach’s inspiration finds itself in its purest,
most beautiful, most succinct form in the two-part inventions. It is here that
Bach’s ‘singing style’ can be found not only in epitome but also in flowering.
Here, the melodic line of Bach is perpetually alive, merry, full of life. .
It is spirit and freshness and fullness. Here, the two voices are inextricably
intertwined into miracles of polyphonic network, marvelous to behold and
to listen to. Study the Invention No. 4 in D major with its sad colors of gray
and lavender. Study the jocose and spirited E major Invention. Study the
supremely beautiful A minor Invention into whose small mould Bach poured
so much of his magnificent soul.”

Recommended recording: Asch M-102 (Balogh).

Partitas

Bach composed six partitas for the piano. Each is a suite ot dances which
(like the famous French Suites) reveal Bach in a lighter and sprightlier vein,
writing for the keyboard with a deftness of touch and etching the most deli-
cate colors. The form includes a variety of old dances like the Allemande, the
Courante, Sarabande, Gigue, etc. In transforming these dances for the pur-
poses of instrumental music, Bach (in the words of Whittaker) “summarized
the whole possibilities of the classical dance and the other short forms com-
mon at the time.”

Recommended recordings: Partita No. 1 in B flat, V-11483-4 (Samuel); Partita

No. 2 in C minor, CX~5 (Samuel); Partita No. 5 in G, CX-208 (Gieseking); Partita
No. 6 in E minor, CX-135 (Gieseking).
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The Well-Tempered Clavier

Bach composed the Well-Tempered Clavier (or Clavier Tuned in Equal
Temperament) to prove the practicability of what was then a comparatively
new system of keyboard-tuning utilizing all the keys of the major and minor
scales. He did this by writing a Prelude and a Fugue for each of the keys.

Paul Ldng traces the history of equal temperament. “The elimination of
the small discrepancy which appears when two identical large intervals are
joined had occupied scholars and composers since the end of the fifteenth
century. It had been found that perfect tuning, however beautiful in the
original key, leads to discrepancies even in the neighboring keys. . . . The
carlier experiments sought to safeguard the wonderful sonority of perfect
tuning, but later it was found that for the sake of practical usefulness some of
the beauty of pure tuning must be sacrificed. Finally, Andreas Werckmeister’s
eminently practical suggestion of dividing the octave into twelve identical
intervals gave us a workable arrangement called equal temperament. His sys-
tem distributed the discrepancy evenly within the seven octaves of our prac-
tical musical range, thus making every interval slightly incorrect, but with a
discrepancy not commonly noticed . . . while the resultant practical ad-
vantage is far-reaching. . . . Johann Caspar Ferdinand Fischer’s Ariadne
Musica (1715), a collection of preludes and fugues through the circle of
tonalities, was the interesting model for Bach’s Well-Tempered Clavier.”

The two volumes of the Well-Tempered Clavier were composed in Céthen
(1722) and Leipzig (1744) respectively. This collection of preludes and fugues
which has become (in Schumann’s descriptive phrase) the daily bread of
piano students, is much more than excellent pedagogical material; much
more than the scientific proof of the advantage of using equal temperament.
To these pieces Bach brought his usual harmonic daring, his command of
compositorial technique, his structural logic, and his capacity to translate
mere exercises into deeply personal utterances. As Whittaker said, this collec-
tion is “an imperishable monument to his genius.” It has “infinite variety of
mood and style; one can find music there to meet all needs, to synchronise all
states of emotion. . . . The preludes . . . are amazing. The Bach-lover, as
he grows in years, turns more and more to these. . . . The form of the prel-
ude is free. It bears undoubtedly the seeds of many flowers and fruits of the
future, besides forming a glorious garden for present happiness. No com-
poser ever spoke such widely different thoughts. Compare the romantic E-flat
minor of the first book with the magnificent orchestral D major of the second,
or the exquisitely tender F minor of the second book with the toccata-like
B-flat of the first. From the very wonderful succession of chords of the opening
Prelude in C, the most perfect harmonic scheme ever devised, to the wistful,
almost playfully sad, counterpoint of the closing Prelude in B minor, they
speak as no musician ever spoke save Bach.”

The Fugues are, however, artistically important in themselves. “There are
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very few that have only technical interest,” wrote Parry. “Most of them ob-
viously illustrate such states of feeling and of mood as music is especially fitted
to express, and they do so in terms of the most perfect and finished art. There
are fugues which express many shades of merriment and banter (C minor,
C-sharp major, B-flat in the first book; F minor in the second). Strong con-
fident fugues (B-flat minor and B minor, first book); serenely reposeful fugues
(E major and B major, second book); tenderly pathetic fugues (G-sharp minor
in both books).”

Recommended recordings: complete, Bach “48” Society (first three volumes),
Volume 4, VM-334 (Fischer).

SONATAS

The instrumental sonata, as Bach wrote it, was the successor of the sonata
da chiesa (or instrumental sonata for the church), generally written for a
group of instruments accompanied by organ. The first master to establish the
sonata as an important form of instrumental writing was Corelli, in his epoch-
making Opus 5, a pioneer masterpiece from which all future sonata-writing
was to stem. In his twelve sonatas of Op. 5, Corelli emancipated the violin as a
solo instrument and enabled it to speak its own language. (See Corelli.) Bach
was familiar with Corelli’s sonatas and was profoundly influenced by them.

Violin Sonatas, Unaccompanied

Bach composed six sonatas for unaccompanied violin. Strictly speaking,
however, only three are called sonatas, since their respective movements have
the customary tempo markings. Three other “sonatas’” have dance forms in
place of tempo indications, and are now more accurately referred to as
Partitas (see Partitas, Piano).

These six works for unaccompanied violin are among the most extraor-
dinary in the library of violin music. Not even the unaccompanied violin
could fetter Bach’s expansive genius. “The limitations of the instrument,”
wrote Whittaker, “would suggest that his thoughts, too, would be circum-
scribed. Yet so far did the composer soar above the restrictions that are im-
posed that there is to be found a wealth of noble ideas. . . . To the violinist
they are a complete world of beauty, and a training ground whereon his
powers may always be proved and tested.” These solo sonatas (and partitas)
were completely forgotten by the world of music. In an effort to reintroduce
them to the music world in a more ingratiating form, Felix Mendelssohn
issued the Chaconne movement of the D minor Partita with an original piano
accompaniment, and some time later (1854) Robert Schumann issued all the
six sonatas with piano accompaniments. It was to be many years, however,
before these masterpieces became known as they deserved to be—not until
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(first) they were rediscovered by the violinist Ferdinand David (1810-73)
and by him issued in a new edition (still without accompaniments), and (sec-
ond) the virtuoso Joseph Joachim (1831-190%) performed them indefatigably
at his concerts.

The Prelude of the E major Partita is particularly well known, both in its
original form and in transcriptions.’But the most famous single section of
these unaccompanied violin works is the Chaconne movement—a set of
thirty-three remarkable variations—with which the D minor Partita closes.
Spitta wrote of the Chaconne as follows: “The flooding wealth of figuration
pouring forth from a few, hardly noticeable sources betrays the most exact
knowledge of violin technique, as well as the most absolute control of an
imagination more gigantic, perhaps, than any other artist possessed. We must
remember that it was all written for a single violin. And yet what does this
little instrument not allow one to experience! . . . The master’s spirit in-
spires the instrument to express the inconceivable; at the end of the D major
movement, the music swells like organ-tone, and at times bne hears a whole
chorus of violins.”

Recommended recordings: Sonata in G minor, CX~1 (Szigeti); Partita No. 1 in
B minor, VM-487 (Menuhin); Sonata No. 2 in A minor, CX~2 (Szigeti); Partita
No. 2 in D minor, VM~232 (Menuhin); Sonata No. 3§ in C major, VM-284

(Menuhin); Partita No. § in E major, VM-488 (Menuhin). See also transcriptions,
p- 29.

Violin Sonatas with Piano

It is in his six sonatas for violin and piano, much more notably than in the
unaccompanied sonatas, that Bach carried on the torch of Corelli. Using the
violin and piano as two independent voices, Bach wrote richly for the two
instruments, and with a wealth of polyphonic imagination. Perhaps the most
striking aspect of these sonatas is the remarkable union between the two in-
struments, each supplementing the other, each contributing to the other its
own ideas and nuances. The independence which the piano acquires at Bach’s
hands is noticeably demonstrated in the G major sonata, in whose third move-
ment the piano is used in a solo.

That Bach was influenced by Corelli’s slow movements is proved again and
again in these sonatas—in, for example, the Adagio of the E major sonata,
and in that of the F minor sonata, in which the violin pronounces a benedic-
tion of rare beauty. The Siciliano—opening movement of the C minor sonata
—has also become famous, and is strikingly similar to a passage in Bach'’s St.
Matthew Passion, “Erbarme dich, mein Gott.”

Recommended recordings: Sonata No, 1 in B minor, Gamut 12117-8 (Ehlers;
Schwartz); Sonata No. 2 in A major, Gamut 12119—20 (Ehlers; Schwartz); Sonata
No. g in E major, VM-887 (Yehudi and Hephzibah Menuhin); Sonata No. 4 in
C minor, Gamut 12128~4 (Ehlers; Schwartz); Sonata No. 5 in F minor, Gamut

12125-6 (Ehlers; Schwartz); Sonata No. 6 in G major, Gamut 12127-8 (Ehlers;
Schwartz).
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SUITES

The Suite, a collection of dances written all in one key and one mood, was
developed as a form during the seventeenth century—'a single stone cut
with many facets,” in Spitta’s description. In Bach’s suites, “a fragment of a
vanished world of grace and elegance has been preserved to us . . . the ideal
musical picture of a rococo period” (Schweitzer).

Each of Bach’s suites contains an Allemande, a Courante, and a Sarabande
movement. Other old dance forms like the Bourrée, Gigue, Polonaise, Ga-
votte, Passepied, and Minuet are represented in the various suites.

Orchestral Suites

It is not definitely known when Bach wrote his four orchestral suites,
though they probably date from his Céthen period. He referred to these works
not as suites but as Overtures, because the introductory movement was intro-
duced by the overture-form perfected by Lully (1632-8%7)—a slow and majes-
tic introduction followed by a fugue and ending with a return of the original
slow section. However, the series of dance movements that follow each over-
ture justifies the later designation of these works as Suites.

Of the four works in this Bach category, the first and the fourth (C major,
D major) represent minor Bach and are rarely heard. The second and the
third, however, are in Bach’s happiest creative vein and are among the com-
poser’s best-known works.

The second suite, in B minor, is scored for flute and strings. Its movements
include an Overture, Rondo, Sarabande, Bourrée, Polonaise, Minuet, and
Badinerie. Except for the stately overture and the sedate and well-mannered
Sarabande, the Suite is graceful, gay, and vivacious throughout. A conven-
tional suite usually ends with a Gigue, but in this work Bach substituted a
sprightly and mischievous Badinerie.

The third suite, in D major, is scored for two oboes, three trumpets, drums,
strings, and cembalo, and includes the following movements: Overture, Air,
two Gavottes, Bourrée, and Gigue. The first part of the suite (Overture and
Air) is majestic; the second part (Gavottes, Bourrée, and Gigue), sprightly and
light-footed. The interpolation of an “Air” movement in a suite is unconven-
tional. The “Air” in this suite is world-famous—one of the most beautiful
song movements in the entire realm of orchestral literature; its popularity
has been considerably enbanced through Wilhelmj’s transcription for the
violin, which he called 4ir for the G String.

The third suite owes its resurrection to Felix Mendelssohn, who in 1838
conducted it at a concert of the Leipzig Gewandhaus Orchestra.

Recommended recordings: VM-3382, 339 (Busch Chamber Players).
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Piano Suites
English Suites

Bach composed six English Suites during his Cothen period. Why they
were subsequently called “English” (for Bach never gave them this name)
has been a subject of speculation. It is suggested, for instance, that the epithet
was acquired because they carry on the traditions of the Purcell suite. Somber
and grave in mood, with a stateliness of material, these suites are in marked
contrast to the charm, gaiety, and cameo-like perfection of the French Suites.

Recommended recordings: Suite No. 2 in A minor, V-14877-8 (Landowska);

Suite No. 5, in E minor, V-14859-61 (Pessl); Suite No. 6 in D minor, VM-443
(Pessl).

French Suites

These are also six in number; they, too, were composed during the Céthen
period; again, like the English Suites, their name was not given them by
Bach. The reason for the name “French” may be that they carry on the form
established by Couperin and that Bach is here noticeably influenced by
Couperin’s graceful manner of writing for the keyboard. In any case, the
French Suites are all infectious and seductive, containing some of the spright-
liest music Bach ever wrote.

Recommended recording: Suite No. 6 in E major, V-14383 (Landowska).

Violoncello Suites

In Bach’s six Suites for Unaccompanied Violoncello, the instrument ac-
quires an independence and variety of speech it had not known before. The
comments above on the unaccompanied Violin Sonatas apply also to the
‘cello suites. With an extraordinary knowledge of the ’cello, Bach gave it
orchestra and organ-like sonorities. These Suites lay neglected even longer
than did the Violin Sonatas, lying forgotten and dusty in libraries and music
shops awaiting concert-hall familiarity until the dawn of the present century
—and then attaining it largely through the missionary work of Pablo Casals,
who was the most powerful single agent in overcoming the ignorance, even
apathy, of the general public in respect to this music.

Recommended recordings: Suite No. 1 in G major, and Suite No. 6 in D major,

VM~442 (Casals); Suite No. 2 in D minor, and Suite No. § in C major, VM-611
(Casals).

TRANSCRIPTIONS
Orchestral Transcriptions

There exists an abundant library of Bach’s music transcribed from various
of his works for the modern symphony orchestra, and it has been the subject
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of considerable controversy. The argument of the transcriber is as follows: If
Bach can be made more effective in modern orchestral dress, why hesitate to
clothe him in it? Bach, after all, did not have a modern symphony orchestra in
his own day; if he had had, he certainly would have written [or it. One of the
reasons why Bach wrote so copiously and ambitiously for the organ was that it
offered him a far richer variety of colors than did the orchestra of his time.
No doubt, had there been a modern symphony orchestra in Bach’s time, Bach
would have written many of his great organ works for it rather than for the
organ.

The musical purist, on the other hand, argues that Bach’s music ought not
to be tampered with, that it is sufficiently modern in its original version, that
any transcribing operates to the disadvantage of the master. Besides, says the
purist, if Bach had had a symphony orchestra to write for, he would have
written his works differently for it, since he always moulded his material
flexibly to his medium.

One can argue the question pro and con indefinitely. In spite of arguments,
the library of transcriptions continues to grow. At their best, these transcrip-
tions preserve the spirit of Bach while endowing his music with a new coat of
many colors. Unfortunately, abuses have arisen which alienate the sensitive
music-lover. Many orchestrations are far too ornate; vulgarity is mistaken for
brilliance. Others betray a clash between Bach’s personality and the tran-
scriber’s. Again, too many transcribers are not content with transplanting
Bach’s music from one medium to another, but, in the process, insist on im-
proving upon the music itself.

When the transcription is projected simply, following the dictates of Bach’s
original intentions, it can be uniquely effective; and it can add some wonder-
ful music to the orchestral repertoire.

The orchestral transcriptions of Bach’s music are so numerous that it is
possible to mention here only the most famous of them. Those listed below
are among the best known.

Art of the Fugue. An excellent and tasteful transcription for orchestra
has been made by Paul Graener; in this version it has been heard in our
concert halls. (See also Transcriptions for String Quartet.)

Chaconne. Transcriptions have been made by Hubay, Stokowski, and
A. Walter Kramer. The Hubay version is pretentious and overwritten,
converting much of the grandeur of the music to sheer bluster. Stokowski
takes liberties with the Bach music, but his transcription is effectively
scored. (Recommended recording: V-8492—4, Philadelphia Orchestra—
Stokowski.) The simplest transcription, and for that reason the most satis-
fying, is that of A. Walter Kramer.

Chorale Preludes, as follows: “Aus der Tiefe ruf ich”—arranged by
Stokowski. (Recommended recording: V-7553, Philadelphia Orchestra—
Stokowski.) “Komm, Gott, Schopfer’—arranged by Schénberg. “Nun
komm’ der Heiden Heiland”—arranged by Stokowski. (Recommended
recording: V-8494, Philadelphia Orchestra—Stokowski.) “Schmiicke
dich”—arranged by Schénberg. “Wir glauben alle”—arranged by Sto-
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kowski. (Recommended recording: V—708¢, Philadelphia Orchestra—
Stokowski.) The two Schénberg transcriptions are unacceptable—ob-
scurely orchestrated and marked by Schénberg mannerisms that are
incongruous with Bach. The Stokowski arrangement of “Wir glauben”
is dramatically projected.

“Es ist vollbracht,” from the St. John Passion. Reverently transcribed
for orchestra by Stokowski. (Recommended recording: V-8764, Phila-
delphia Orchestra—Stokowski.)

Fantasia and Fugue in G minor (organ). A complicated and disturb-
ingly elaborate transcription has been made by Elgar. Stokowski has
made an apt transcription of the Fugue alone, which is usually referred
to as the “Great” G minor Fugue. (Recommended recording of the
Fugue, V-1718, Philadelphia Orchestra—Stokowski.)

(“Lattle”) Fugue in G minor (organ). The Fugue is called “Little” to
distinguish it from the “Great” G minor Fugue listed just above. Stokow-
ski's arrangement is tasteful. (Recommended recording: V-7438%7, Phila-
delphia Orchestra—Stokowski.)

“Herzliebster Jesu,” from the St. Matthew Passion, arranged by Charles
O’Connell. (Recommended recording: V-18167, Philadelphia Orchestra
—Ormandy.)

“Jesu, Joy of Man’s Desiring,” from church cantata Herz und Mund,
arranged by Lucien Cailliet, with a strong tendency toward vulgar-
ity. (Recommended recording: V-14973, Philadelphia Orchestra—Or-
mandy.)

“Komm Stisser Tod,” a movingly poignant melody becomes sluggish in
Stokowski's transcription. (Recommended recording: V-8496, Phila-
delphia Orchestra—Stokowski.) '

Passacaglia and Fugue in G minor. A Respighi version, frequently
heard in concert halls, is fussy and loses sight of the epical stature of the
music. Stokowski’s celebrated version is much better, though in its clos-
ing page it yields to sheer hysteria. (Recommended recording: V—70g0-1,
Philadelphia Orchestra—Stokowski.)

Prelude in B minor, irom the second volume of the Well-Tempered
Clavier, beautifully set for orchestra by Stokowski. (Recommended re-
cording: V—7136, Philadelphia Orchestra—Stokowski.)

Prelude, Chorale, and Fugue, arranged by J. ]J. Abert, is a hybrid
product, more Abert than Bach. The Prelude is the C-sharp minor from
the Well-Tempered Clavier transposed to the key of B minor. The
Chorale is of Abert’s own composition, a pompous piece for two trum-
pets, four horns, and three trombones. The Fugue is the “Great” G minor
organ fugue.

Prelude in E-flat minor, from the Well-Tempered Clavier, eloquently
translated for orchestra by Stokowski. (Recommended recording: V-6786,
Philadelphia Orchestra—Stokowski.)

Prelude and Fugue in E flat (organ), an unsatistactory transcription
by Schénberg.

Prelude and Fugue in F minor (organ), a somewhat ponderous tran-
scription by Cailliet. (Recommended recording: V-14382, Philadelphia
Orchestra—Ormandy.)

Prelude, from the Partita in E major (unaccompanied violin), well
transferred to orchestra by Cailliet. (Recommended recording: V-14973,
Philadelphia Orchestra—Ormandy.)
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“Schafe konnen sicher weiden,” from the secular cantata Schlicht
spielende weilen, a poignant transcription by John Barbirolli. (Recom-
mended recording: C-11575, Philharmonic Symphony—Barbirolli.)

Siciliano, from Sonata No. 4 (violin and piano), a pointless transcrip-
tion by Stokowski. (Recommended recording: V-8495, Philadelphia
Orchestra—Ormandy.)

Toccata in C major. A transcription by Eugene Ormandy is some-
what pretentious. An excellent arrangement has been made by Leo
Weiner. (Recommended recording: CX-195, Minneapolis Symphony—
Mitropoulos.) Stokowski has made a transcription of the Adagio move-
ment alone. (Recommended recording: V-8495, Philadelphia Orchestra
—Stokowski.)

Toccata and Fugue in D minor. Stokowski’s arrangement succeeds
admirably in conveying to the orchestra the dynamics of the organ. It
is dramatic and effective, with a tendency toward bombast. (Recom-
mended recording: V-86g7, Philadelphia Orchestra—Stokowski.)

Piano Transcriptions

On the whole it can be said that those who have transcribed Bach’s music
for the piano have been more faithful to the composer’s spirit than have the
orchestral arrangers. For the most part, transcribers like Tausig, Busoni, and
Liszt transferred Bach’s works to the piano keyboard with a reverent regard
to his original intentions; and, at the same time, they wrote for the piano with
a rich harmonic vocabulary and a variety ot colors and dynamics which re-
mind us that most of these works originated with the organ. These fine piano
transcriptions were potent factors in getting Bach’s music accepted during a
period when it was far less well known and appreciated than it is today.

Some of the characteristically good transcriptions include the following:

Chorale Preludes: “Ich ruf zu Dir,” “In Dir ist Freude,” “Nun freut
Euch,” and “Wachet auf,” all transcribed by Busoni. (Recommended
recording: C-71463D, Petri.)

Jesu, Joy of Man’s Desiring, beautifully set tor the piano by Myra Hess.
(Recominended recording: V-4538, Hess.)

Prelude, from Partita in E major (unaccompanied violin), arranged
by Kelberine. (Recommended recording: VM-330, Kelberine.)

Prelude and Fugue in A minor, transcribed by Liszt. (Recommended
recording: Decca 25738, Joyce.)

Prelude and Fugue in E minor, transcribed by Busoni.

Toccata in C major, brilliantly transcribed by Busoni. (Recommended
recording: V-8895-6, Rubinstein.)

Toccata and Fugue in D minor, transcribed by Tausig-Busoni.

Transcriptions for String Quartet

It can be said that the string-quartet transcriptions which have been made
of Bach's music are uniformly unsatisfactory. The limited palette of colors
and the restricted dynamics of the string quartet simply do not lend them-
selves to the pronunciation of Bach’s music; and such transcriptions as have
been made generally have a monotony which the original does not know.
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Art of the Fugue. The transference of Bach’s study of the fugue has
been done skilfully and lucidly by Roy Harris and D. Herter Norton.
But the limitations of the string quartet work against an otherwise ex-
cellent transcription. (Recommended recording: CM~206, Roth Quar-
tet.) )
Passacaglia in C minor. Arranged for string quartet by Pochon, this
majestic work is pathetically restricted by the string quartet. (Recom-
mended recording: CX-72, Stradivarius Quartet.)

Toccata in C major. Leo Weiner, who made such a remarkable or-
chestral transcription of this masterpiece, has also adapted it for string
quartet but much less successfully. (Recommended recording: C-DB#717,
Lener Quartet.)

K. P. E Bacn

KARL PHiLipr EMANUEL BacH, second son of Johann Sebastian and Maria Barbara
Bach, b. Weimar, 1714. His father was his only teacher. He was first intended for
the law, but in 1738 he abandoned it for music. In 1740 he became Kapellmeister
to Frederick the Great, remaining in this post for many years. In 1767 he succeeded
Telemann as Kapellmeister in Hamburg. There he died in 1788. During the
eighteenth century his fame was so much greater than his father’s that to the
music world of Western Europe the name Bach denoted Karl Philipp Emanuel—
just as, in England, it meant his younger brother Johann Christian, the “London”
Bach.

THOUGH Karl Philipp Emanuel Bach was assuredly not of his father’s
stature, he has his own important place in music’s evolution, being the
bridge from the era of polyphony (of which his father was so great an ex-
ponent) to the homophonic age of Haydn and Mozart. Inheriting the em-
bryonic sonata form from composers like Stamitz, he developed it in his con-
certos, symphonies, and especially in his piano sonatas to a point where it only
awaited the touch of Haydn to come to final crystallization. As Parry wrote:
“In his best symphonies, he adopted a line of his own. . . . [His works] have
an underlying basis of harmonic form. . . . His management of the various
instruments shows considerable skill and clear perception of the effectiveness
to which they can be put; and he treats them with thorough independence
and variety.”

ORCHESTRAL WORKS

K. P. E. Bach wrote for the orchestra with a fertile pen, producing about
eighteen symphonies, fifty-two concertos for piano and orchestra, concertos
for other solo instruments and orchestra, concertos for orchestra, and a variety
of other orchestral works. Some of this music is particularly important in de-
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veloping the as yet immature form of the symphony; much of it has charm and
grace and is pleasing to listen to, even if it lacks depth or intensity.

Recommended recording: Symphony in C major, V-12093~4 (NBC String Sym-
phony—Black).

Concerto in D Major

This remarkable example of K. P. E. Bach’s genius is now known exclu-
sively through Maximilian Steinberg’s adaptation for modern small orches-
tra. Called a concerto, and sometimes referred to as a suite, it is actually a
small symphony in three movements in the style of Stamitz, and it fore-
shadows the first efforts of Haydn in this direction. The first movement gives
a clear indication of the direction that the symphony form is soon to take, for
it consists of two clearly enunciated themes which are pronounced, then de-
veloped, and finally repeated. In the second movement, we find Bach writing
a slow movement more in his father’s vein than in Haydn's—an elegiac mel-
ody of sweetness and serenity such as Johann Sebastian might have written
for a Brandenburg Concerto. The closing movement is in a three-part song
form. Steinberg’s edition carries the following additional information: ““The
manuscript of the concerto bears no indication of the date of composition. It
is written in four concertante string parts.”

Recommended recordings: In the original version, V-1714-5 (American Society
of Ancient Instruments—Stad); in Steinberg’s transcription, VM-559 (Boston
Symphony—Koussevitzky).

PIANO WORKS

Karl Philipp Emanuel is often and rightly regarded as the father of the
piano sonata. He established the three-movement form (a slow movement
between two fast ones), and in his first movement the sonata design (exposi-
tion, development, recapitulation) is often distinctly articulated.

For Connoisseurs and Amateurs

K. P. E. Bach composed a first set of piano sonatas, dedicated to the King of
Prussia, which he published in 1742. Two years later appeared a second set,
known as the Wiirttemberg Sonatas. But his most famous achievement in this
genve is the third set, entitled For Connoisseurs and Amateurs and published
in 1481.

Elsewhere this editor wrote as follows concerning this historic work: “It is
here that the sonata form acquired its ultimate crystallization; and it is here
that a style of piano writing is evolved—the galant style it is called—which
forms the basis of Haydn’s and Mozart’s piano writing. In such a miniature
masterpiece as the F minor sonata in the Connoisseurs collection, the first
movement has achieved a definitely outlined exposition, development and
recapitulation. And a beautiful slow movement (almost a song)—a worthy
companion to Mozart's slow movements—is sandwiched between two fast
ones. Thus the three-movement sonata is definitely established.
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“Karl Philipp Emanuel Bach might well be called the first of the great
masters of the piano sonata, for he was the first of them definitely to give it a
distinct design, such as we know it today. From his sonatas to those of Haydn
and Mozart is only a step—not only in the structure and in the style of piano
writing, but even in the freshness and charm of his melodic material and the
technical fluency with which he developed this material. Both Haydn and
Mozart knew the Bach sonatas well, and profited by them, as these composers
were not slow in confessing. ‘For what I know, I have to thank Philipp
Emanuel Bach,’ is the tribute of Haydn. And Mozart said: ‘He is the father,
and we his children. Those of us who know what is right have learned it from
him; and those who have not confessed it are scoundrels.’

“Philipp Emanuel Bach’s influence reaches even as far as Beethoven. There
is something eloquently symbolic about the fact that the opening movement
of Philipp Emanuel Bach’s F minor sonata bears a striking resemblance to
the opening movement of Beethoven’s first piano sonata. It is almost as if Bee-
thoven—beginning the composition of his first sonata—were consciously at-
tempting to pay the tribute of imitation to the first master of the form. It is
almost as if Beethoven wished it to be known that, now that he was to write
piano sonatas, he wished to carry on from where Philipp Emanuel Bach had

left off.”

Recommended recordings: Sonata in A minor, No. 1, from the Wiirttemberg
Sonatas, VM~-606 (Pessl); Sonata in G major, from For Connoisseurs and Ama-
teurs, slow movement only, C-CD831 (Samuel); Sonata in F minor, from Connois-
seurs and Amaleurs, C~-CD8go (Samuel); Sonata in G major, from For Connoisseurs
and Amateurs, Musicraft 1012 (Wolff).

%ALAKIREV o

MiLy Barakirev, founder of the Russian national school, b. Nijni-Novgorod,
18g7. Studied music with Oulibishev. In 1854 he met Glinka, who greatly in-
fluenced him and who regarded him as his successor in the field of Russian
nationalist music. Shortly after 1856, he joined Cui, Rimsky-Korsakov, Borodin,
and Moussorgsky, the composers known as the “‘Russian Five’—whose mission
it was to write authentic Russian music. In 1862, Balakirev began to direct the
St. Petersburg symphony concerts, bringing the compositions of the nationalist
school to public attention. On a trip to the Caucasus he discovered its native
music and thenceforth used it eftectively in his own works. In recognition of his
contribution in collecting folk music, he was made Director of the Russian Musical
Society. He died in St. Petersburg in 1g1o0.

BALAKIREV’S important position in the history ot music, and of Russian
music in particular, cannot' be overestimated. In creating the Russian
nationalist school, and serving indefatigably as its godfather and mentor, he
exerted an incalculable influence on the development of modern Russian
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music. “The importance of the part he played,” wrote Liapunov, “. . . is so
great as to preclude all comparison and entitles him to the first place in the
history of Russian music after Glinka.”

However, it would be a mistake to underrate Balakirev's own creative
achievements, for he left some works that entitle him to a place of honor in
Russian music. “His creative genius had limitations,” wrote M. D. Calvo-
coressi. “It lacked the capacity for renovation that usually goes with genius,
but it was true genius none the less. That wonderful intuitive sense of music

. enabled him to soar high and also to create a discipline of his own. . . .
The few works which represent him at his best justify the assertion that Bala-
kirev the composer stands as high as Balakirev . . . the leader.”

ORCHESTRAL MUSIC

Russia

In 1862, while traveling down the Volga on the way to the Caucasus, Bala-
kirev first conceived the idea of collating Russian folk songs in a permanent
and definitive form. It was this undertaking that proved to be the soil for
his symphonic poem Russia. He wrote two overtures on Russian themes, the
second being revised twenty years later (in 1882) and retitled Russia.

Balakirev provided his own program notes for Russia in the published
score: “The inauguration at Novgorod of the monument erected as a memo-
rial of Russia’s 1000th anniversary, in 1862, was the occasion for the composi-
tion of the present symphonic poem, Russia, which in the first edition bore
the title 4 Thousand Years. The work is founded on three motives borrowed
from my book of Russian folk songs. In it I attempted to express the principal
elements of our history: Paganism; the period of Princes and popular govern-
ment that gave birth to the Cossack régime; and the Muscovite Empire. The
struggle among these elements, which ended with the fatal blow struck against
Russian nationalistic and religious tendencies by the reforms of Peter I, sup-
plied the subject of this instrumental drama.”

The three principal Russian folk melodies used by Balakirev in this work
stemmed from Nijni-Novgorod, Samara, and Simbirsk. The folk melody
from Nijni-Novgorod is a delightful wedding song; those from Samara and
Simbirsk are dances.

Recommended recording: C-17301 (London Philharmonic—Harty).

Tamara

Balakirev's trip to the Caucasus in 1862 inspired him to write Tamara. He
loved that region—its local color, its music, its scenic beauties—and he re-
visited it frequently. In Tamara, he attempted to depict all these elements
musically. His style lent itself naturally to such an assignment; for its Oriental
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color—its disposition toward rich harmonic writing, its brilliant orchestra-
tion, its chromaticism, its sensuous melodies—served his subject admirably.

The idea for Tamara occurred to him soon after his return from the Cau-
casus and he began to work on it at once. In 1866—7 he began playing im-
provisations upon it for his friends. But actual composition proved long and
painful, and the work was not pronounced finished until 1881. Its first per-
formance took place in 1882 at a concert of the Free School in St. Petersburg,
and it was well received. ““A fine, interesting composition,” Rimsky-Korsakov
called it, “though one that seemed somewhat heavy, patched together, and
not altogether devoid of dullish spots.” He also thought that its long period of
composition militated against it. “The spell of the original improvisations
of the late '60’s was no longer there. And it could not be otherwise: the piece
had been composing for over fifteen years. . . . In fifteen years, a man’s en-
tire organism, to the very last cell, changes several times, perhaps. The Bala-
kirev of the '80’s was not the Balakirev of the "60’s.”

Tamara was based upon a poem by the Russian poet Lermontov. The beau-
tiful and seductive Queen Tamara, who is evil incarnate, lives in a high tower
on the River Terek. She lures passing travelers into her tower to partake
ot her feasts; but the next morning they are always found dead in the
river.

Tamara's beauty is described musically by a sinuous Oriental subject
woven through the work. Balakirev writes programmatically with skill and
vividness, describing in the music the flow of the Terek (with which the com-
position opens), the approach of the travelers and their willing response to
Tamara’s poignant and haunting call, and the revelry of the feast which is
only a prelude to the tragic dénouement.

Recommended recording: V-11349-50 (Paris Conservatory Orchestra—Coppola).

PIANO MUSIC
Islamey

It might justly be said that Balakirev’s Oriental fantasy for piano is his
masterpiece. Nowhere else does he reveal so consummate a command of his
form, so felicitous a fusion of his style and poetic feeling. Like Tamara,
Islarmey was inspired by the Caucasus, and is Oriental in its spirit, in its lavish
harmonic colors, and in the character of the melodic subjects derived directly
from Caucasian folk music. Rimsky-Korsakov notes that soen after Bala-
kirev’s return from the Caucasus, he “frequently played two Oriental themes.”
These two themes—one in D-flat major, and the other in D major—he incor-
porated into his piano fantasy, using them with ingenuity. His writing for
the piano is particularly brilliant and shows that he learned more than one
valuable lesson from Liszt, whom he admired profoundly.

Recommended recording: V-14028 (Barer).
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SONGS

Balakirev made notable contributions to Russian song literature. In her
analysis of his songs, Rosa Newmarch wrote: “They are little gems, cut in
innumerable facets, of which each reflects an exquisite and subtle emotion.
The accompaniments to these songs resemble the setting of a jewel—they are
independent, but they enhance, they complete the musical thought which
glistens in the center. Such are, for example, ‘When Thy Beloved Voice 1
Hear, ‘Come to Me, ‘Lead Me, O Night, ‘Ecstasy, ‘The Song of the
Golden Fish, ‘The Song of Selim, ‘Georgian Song.’ Some of them recreate
marvelously the very atmosphere of the Orient. Nearly all these songs are
emotional to a high degree and replete with an ardent sentiment of the
triumph of love. ‘A Hebrew Melody’ is more subdued in mood. . . . It
is impossible to dismiss the subject of his songs without mentioning his
‘Berceuse,’ a melody as simple and ingenuous as a folk song with a delicate
accompaniment such as only he could devise.”

%ARBER

SAMUEL BARBER, b. West Chester, Pa., 1g10. Studied at the Curtis Institute, from
which he was graduated in 1932. He won the Prix de Rome in 1935, and the
Pulitzer Prize in music in 1935 and 1986. In 1939, he became a member of the
facult fof the Curtis Institute. Soon after Pearl Harbor, he joined the American
armed forces.

SUAVE style combined with elegant workmanship has made Barber one
Aof the major new voices to appear in American music within the past two
decades. He is regarded as a conservative composer, because he is more con-
cerned with expressing his inmost feelings unashamedly than with embark-
ing on new forms and novel experiments. But he utilizes the fullest resources
of modern writing. His outstanding trait is his capacity to project subtle
moods and atmospheres. His is a deeply poetic temperament reflected in
everything he has written.

ORCHESTRAL MUSIC

Barber's orchestral music is marked by transparency of writing and by the
succinctness with which he projects his ideas. Because he writes simply and
is not afraid of his emotions, his music is easily assimilable on first hearing,
and it has the power to move the listener.
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Adagio for Strings

Written in 1937, and introduced at a concert of the NBC Symphony
Orchestra, conducted by Arturo Toscanini, on November 5, 1938, the Adagio
for Strings sustains a poetic mood throughout, and is one of the most poignant
works by an American composer in recent years. Sibelius, who saw the manu-
script, remarked: “I am glad to say that I consider this music excellent. . . .
[Itis] . . . good art, and especially do I like its simplicity.”

Essay

The Essay was written in the same year as the Adagio (1937), and was
given its world premiere at the same concert in which the latter work was
introduced (November 5, 1938, the NBC Symphony Oxrchestra directed by
"Toscanini). This work has the distinction of being the first by an American
to be performed by Toscanini and the NBC Orchestra. It is built upon a
series of simple themes, which are developed with subtlety and effect. The
work opens Andante Sostenuto, which yields to an Allegro Molto. A scher-
zando section is followed by a vigorous climax. The end of the work re-
establishes the opening mood by reiterating the first bars of the Andante Sos-
tenuto. The work has the compactness of form of a fine literary essay, its in-
evitable logic of development and evolution, and its clarity of thinking.

Recommended recording: V-18062 (Philadelphia Orchestra—Ormandy).

SYMPHONY
Symphony in One Movement

Written in 1935, it was given its first performance by the Augusteo Orches-
tra in Rome, under Bernardino Molinari, in December 1936. The composer
described the work as a “synthetic treatment of a four-movement classical
symphony.” Four sections are integrated into one movement. Three themes
are stated at the opening of the work, and are developed throughout the com-
position. Symphony in One Movement was the first work of an American com-
poser to be played at the famous Salzburg Festivals (conducted by Artur Rod-
zinski), where it was given an ovation.

On March 8, 1944, the Philharmonic Society of New York, conducted by
Bruno Walter, introduced a revised version of this symphony. An entirely
new scherzo section replaced the old one, and other minor changes were made
in the construction and scoring of the other movements.

Recommended recording: CMX-252 (New York Philharmonic—Walter).
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BfLA BARTOK, foremost living Hungarian composer, b. Nagyszentmiklds, Hungary,
1881. Studied music in Pressburg, then at the Royal Academy in Budapest, to
whose faculty he was appointed as professor in 1907. He bad meanwhile become
interested in Hungarian folk music and had begun the fruittul series of travels
throughout Hungary which resulted in his collecting thousands of songs indige-
nous to that country. As a composer, he first achieved success in 1917 with a ballet,
The Wooden Prince. Shortly after the outbreak of the Second World War, Bartok
settled in the United States.

ELA BARTOK's interest in and preoccupation with Hungarian folk music
B has considerably influenced his own style as a composer. The real Hun-
garian music, which he discovered, is quite other than the meretricious gypsy
music exploited by Brahms and Liszt: its melodies, built on old modes, are
harsher and severer in line, its spirit is passionate and virile. And Bartok’s
model for his own works is this Hungarian folk music. At first hearing, his
music is usually not pleasant to listen to, for it is disjointed (particularly in
his later works), full of sharp and incisive sounds, with melodic subjects that
sound barbaric. He is intensely modern in his use of tonality and harmony,
and his compositions are original music, the product of a complex intelli-
gence, demanding familiarity before they can be understood and appreciated.

ORCHESTRAL MUSIC
Dance Suite

This is one of Bartdk’s best-known works for orchestra. Composed in 1923
for the fiftieth anniversary of the union of the cities of Buda and Pesth and
first performed at a festival held that year in Budapest, it has since been
played by most of the major orchestras in America and Europe. The Suite
contains five movements: Allegro Vivace, Poco Adagio, Presto, Moderato,
Molto Vivace. They are played without interruption. A “ritornello” theme
is used as a catalyzing agent to unify the work.

The most striking feature of this work is its curious rhythms. ‘“The ordi-
nary 4/4 time yields in Bartdk’s hands surprising effects,” writes Hugo
Leichtentritt. “The ostinato rhythms so frequent in Russian music are a
regular component of Barték’s music. How cleverly he turns the ordinary
monotony of these ostinato figures into quite surprising and charming im-
pressions can be easily shown.”

Divertimento

[t is a pleasing Barték that we find in this work, a Bartdk less given to
barbaric passions and stinging dissonances, and more to agreeable sonorities.
It was composed in 1939, and was introduced in Basle, Switzerland, on May
1g4o0. It is in three movements, a middle Molto Adagio movement separated
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‘BEETHOVEN

LupwiG VAN BEETHOVEN, b. Bonn, 1770. Began studying music at the age of four.
In 1781 he published his first works. Soon after this he began to achieve note
as an improviser on the piano. He settled in Vienna in 1792, which became his
home for the rest of his Iife. He studied briefly with Haydn and Albrechtsberger.
Following his first public appearance in 1795, he soon attained a name as a piano
virtuoso. His reputation as a pianist was soon superseded by that as a composer,
and he became the darling of Viennese aristocracy. The year 1800 marked the
beginning of a new and fruitful phase mn Beethoven's creative development, his
so-called second period. At the same time, the realization that he was growing deaf
brought on despondency, eloquently expressed in his Heiligenstadt ‘Testament.
Deafness, however, did not interfere with either his creative power or the
quantity of his productions. He died in Vienna in 1827, and his funeral was at-
tended by thousands of admirers.

EETHOVEN played a more decisive role in the evolution of music than any
B other single figure, not excepting Bach. It is only necessary to compare his
earliest works with his last ones to recognize what progress the art of music
made in his time—and largely owing to him. He liberated the classical forms
from their former restrictions, giving them altogether new expanse and flex-
ibility. He brought to the art of music depths of expressiveness it had not
known before. He brought new richness of speech to every instrument for
which he wrote. In short, he brought the art of music to modernity. He
stands, as Parry wrote, “at the turning point of the ways of modern art, and
combines the sum of past human efforts in the direction of musical design
with the first ripe utterance of modern impulse—made possible by the ac-
cumulation of artistic resources—in the direction of human expression. After
him, the course of things naturally changed. . . . Beethoven expresses the
complete emancipation of human emotion and mind, and attempts to give
expression to every kind of mood of inner sensibility which is capable and
worthy of being brought into the circuit of an artistic scheme and design.”

Beethoven’s artistic career is commenly divided into three distinct periods.
The first, ending in about 1800, was that of apprenticeship, in which he was
still comparatively subservient to the forms and idioms of Haydn and Mo-
zart—though it must be emphasized that his own strong personality was even
then asserting itself. He had assimilated the speech of his great predecessors
and was now adumbrating the future potentialities of his art.

Deafness brought on the second period. “I am now making a fresh ‘start,”
he wrote at the time. Fresh start indeed! In 1803 and 1804 alone he produced
the Kreutzer Sonata for violin and piano, the Waldstein and the Appassionata
sonatas for piano, and the Eroica Symphony! During this second period, more-
over, he composed the Fourth, the Fifth, and the Pastoral symphonies;
the opera Fidelio; the Rasumovsky Quartets, the Fourth and Fifth piano con-
certos, and the Violin Concerto.

With these works, musical form had now been raised to its highest point
of development and extension thus far. More important still, Beethoven had
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refined and enriched his own speech to a point where it was now touched
with poetry. ‘“‘Music is no longer sonority pure and simple,” as Paul Bekker
wrote. “It contains abstract ideas. . . . The idea . . . determines the char-
acter of the work and . . . makes possible the further development of har-
monic music.”

After 1814 came Beethoven’s third and last period, that of the Ninth Sym-
phony, the Missa Solemnis, and the last piano sonatas and string quartets. In
these works, Beethoven becomes the seer and the mystic, surveying the world
in music that is as unorthodox for its form as for its style.

To understand Beethoven’s ruthless defiance of tradition and conven-
tions, to appreciate the extent of his magnificent self-assurance in striking
out new and uncharted paths, it is always necessary to remember that the
music was the reflection of the man. He was the republican, the very spirit
of the French Revolution, who considered himself the equal of nobility. “I,
too, am king!” he cried, not out of arrogance but out of a deep conviction that
all men are equal. Toward his benefactors, Beethoven was impetuous, bump-
tious, even rude. He could never bend the knee to anyone. At the sight of
Goethe assuming an obsequious pose before royalty, he growled: “It is they
who must make way for us, not we for them!” He was sublimely self-assured,
the very personification of the creative ego. “With whom need I be afraid
of measuring my strength?”’ he wrote early in his career. He was driven by
powerful creative impulses. “What weighs on my heart, I must express, I
must writel”

CONCERTOS

Piano Concertos

In the piano-concerto form it took Beethoven longer to free himself from
his subservience to Mozart than in any other form. He composed the first of
his piano concertos in 1795, but because of its later publication (Opus 19)
it is now known as Beethoven’s Second Concerto; while his C major Concerto
(Op. 15) composed at a later (and unknown) date is now spoken of as the First.
These two concertos, as well as the third in G minor (Op. %), composed in
1800, are children of the eighteenth century in their formality, classical man-
ner, graceful idiom, lucidity of speech. In these three concertos, the piano
delights in virtuosity for its own sake. They are not without esthetic interest,
and in their frequent performances in our symphony halls they bring music
lovers pleasure. But they are Beethoven in borrowed clothing, and though
occasionally we may briefly recognize the Beethoven identity, we are always
conscious of the masquerade.

Five years separate the Third and the Fourth concertos—years of mo-
mentous significance in Beethoven'’s life. These were the years in which
his awareness of oncoming deafness brought on Titantic struggles with his
soul, but they were also the years of full artistic maturing in which the epic
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poet emerged. Thus the Fourth Concerto finds Beethoven at the height of

his creative powers, and ushers in a new day for the piano concerto.
‘Recommended recordings: Concerto No. 1, CM-308 (Gieseking; Berlin State
Opera Chorus—Setti); “In des Lebens Frilhlingstagen,” Decca 20452 (Laholm).

Philharmonic—Sargent); Concerto No. g, VM~-1016 (Rubinstein; NBC Orchestra
—Toscanini).

Concerto No. 4 in G major

Here the iconoclast is not slow in making his presence felt: the very open-
ing of the G-major concerto (Op. 58) shatters tradition by prefacing the usual
orchestral introduction by a piano solo that states the first principal subject
of the movement. The orchestra adopts the theme and develops it with a
feeling for drama and climax. A new subject in the minor key (the second
theme of the movement, more lyrical in character, but stately) is then intro-
duced by the violins. These two themes are developed along the monumental
lines established by the symphonies of this period; surely the piano concertos
of Mozart never knew such ingenuity and grandeur in the elaboration of
thematic material. Virtuosity as such is banished (except in the cadenza which
closes the movement), as the poetic idea acquires enlargement and release.
This poetic idea rises to Alpine heights of eloquence in the second move-
ment (Andante con moto), a dialogue between piano and orchestra in which
a subject of defiant character by the orchestra is answered by accents of
resignation in the piano. It is almost as if Fate had dictated to Beethoven what
was now in store for him, and as if he were answering it with the peace of the
man who has resolved his inner struggles into harmony. The concerto closes
with a Rondo full of gusto and spirit, which reminds us that Beethoven was
capable not only of sublimity but also of an “unbuttoned humor” of rare in-
fectiousness.

Beethoven completed the concerto in 1806, dedicating it to the Archduke
Rudolph of Austria; and it was first performed in March 1807 at a concert
in the palace of Prince Lobkowitz, one of Beethoven’s patrons.

Recommended recording: CM-411 (Gieseking; Saxon State Orchestra~Béhm).

Concerto No. 5 in E-flat, “Emperor”

The majestic proportions of Beethoven’s last piano concerto, Op. 73, has
earned it the sobriquet by which it is now known. It is, indeed, the emperor
of Beethoven’s piano concertos, for it is the most ambitious realization of solo
concerto writing, approaching symphonic breadth. It was composed in 180g,
a year of momentous significance in Vienna, for the city was being besieged
by the French.

The first public performance of the Emperor is believed to have taken
place in Leipzig in 1811, at which time the critic of the Allgemeine Musik-
Zeitung wrote, with rare penetration, that it was “without a dz)ubt one of the
most original, imaginative, effective, but most difficult of all existing con-
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certos.” Its first Vienna performance took place on February 12, 1812, with
Karl Czerny as soloist.

A powerful chord by full orchestra opens the first movement, following
which a brief piano cadenza introduces the orchestral prelude, in which the
two principal subjects are introduced. Once again, as in the Fourth Con-
certo, the development of the thematic material is along vast lines in which
Beethoven’s flair for the dramatic is omnipresent. The second movement is
a set of “quasi” variations on a majestic theme presented at the very opening
of the movement by the strings. The Rondo is jovial.

Recommended recording: CM-j00 (Serkin; Philharmonic Symphony—Bruno
Walter).

Violin Concerto
Concerto in D major

Beethoven composed but one concerto for violin and orchestra (Op. 61).
It is as if he realized that he had, with this one work, exhausted the artistic
possibilities of the form, and that any other effort in this direction would be
only static. Certainly it is an epic work, dwarfing all earlier violin concertos.

A symphonic orchestral introduction opens with four drum beats (it is said
that this subject for tympani came to Beethoven on hearing someone knock
at the door), which point to the first theme, voiced by the reeds. The second
subject, also spoken by the reeds, follows a brief development. These two sub-
jects are used with an amazing richness of imagination. It is a long develop-
ment, symphonic in its proportions, large in scope and aspirations, in which
the melodic and polyphonic invention seems inexhaustible. A Larghetto
brings a brief interval of repose: the orchestra sings a melody of quiet and
tender beauty which the violin embellishes with picturesque figurations. A
brief cadenza then leads directly to a Rondo, the principal theme of which has
the character of a peasant dance. In contrast with it is a sentimental melody
played by the violin.

Composed in 1806, the concerto was introduced by Franz Clement at the
Theater-an-der-Wien on December 2g of that year. The violinist was com-
pelled to read the work at sight, because Beethoven retained the manuscript
until the last possible moment for revisions.

Recommended recording: VM—705 (Heifetz; NBC Symphony—Toscanini),

MASS

Missa Solemnis

Of Beethoven's works cast in a spacious and extended mould, the Missa
Solemnis, Op. 123—fruit of the composer’s last years—is one of the most am-
bitious. In five sections—Kyrie, Gloria, Credo, Sanctus, and Agnus Dei—it
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is monumental in its structure; and it contains some of Beethoven's most
eloquent music.

It is well to remember the inscription that Beethoven wrote on the open-
ing page of the work: “Von Herzen—mdge es zu Herzen gehen” ("It comes
from the heart, may it reach the heart”). For the work has great emotional
intensity. It is not a religious work in the sense that Bach’s Passions and Mass
were; one fails to detect in the Missa Solemnis either the spiritual exaltation
or the devout humility which Bach infused into his music. For Beethoven
was not the man to bow to anyone—even to God. The music of the Missa
Solemnis is music of passionate and magnificent strength (Glora and Credo),
in which Beethoven seems to assert proudly that there is something of God
in him as well. Let us say that the religion of the Missa Solemnis 1s not that
of the formal church, but that of the human spirit which must assert itself
proudly and defiantly as an expression of the ego. Yet there are also pages of
beautiful repose (the “Benedictus” of the Sanctus, and the Agnus Dei)—not
the tranquillity that comes from having found a spiritual haven but that
which comes from inner peace.

The Missa Solemnis was intended by the composer as a musical tribute to
Archduke Rudolph for performance during the ceremonies attending his
enthronement as the Archbishop of Olmiitz. The composition of this vast
work proved much more onerous and exacting than Beethoven anticipated,
and not one but three years were required for it; thus it was two years too
late for its original purpose. Three sections of the Mass were first introduced
in Vienna on May 8, 1824, at the same concert which saw the premiére of the
Ninth Symphony.

Recommended recording: VM-758, 759 (Boston Symphony, Harvard Glee Club,
Radcliffe Choral Society, Soloists—Koussevitzky).

OPERA

Fidelio

In two acts, libretto by Joseph Sonnleithner and Georg Friedrich Treitsch-
ke, first performed at the Theater-an-der-Wien on November 20, 1805.

Schikaneder, then director of the Theater-an-der-Wien, first commissioned
Beethoven to write an opera for his theater in 1803. The competitive Court
Opera was about to present a new opera by the well-favored Cherubini, and
Schikaneder shrewdly decided to counter such an attraction with one of his
own—Dby Vienna's most famous composer. A change of directorship at the
Theater-an-der-Wien caused a temporary delay in the creation of Beethoven'’s
opera. Eventually, however, Schikaneder resumed a directorial post, and a
new contract was drawn up with Beethoven. He was now specifically assigned
to set to music Sonnleithner’s adaptation of a French play by Bouilly entitled
Léonore, ou 'amour conjugal.

It was Beethoven’s first (and only) effort in the operatic field, and he ex-
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pended tears and blood upon it. ““This work,” as he later explained, “has won
me the martyr’s crown.” The work challenged his powers, and haunted him.
He worked on it, and reworked it, with the most painstaking care: he rewrote
one aria as many as eighteen times. Beethoven, the supreme dramatist of the
symphonies and the piano sonatas, was now writing his first work for the
actual theater. He was faced with a comparatively feeble book, but he was try-
ing to convert it into an affirmation of Love and Freedom.

The story of Fidelio concerns the unjust imprisonment of the Spanish
nobleman, Florestan, by his enemy, Pizarro, governor of a Madrid prison.
Florestan’s wife, Leonore, disguises herself as a man and finds employ-
ment as assistant to the jailer, Rocco. Meanwhile, Minister Fernando
comes on a tour of inspection. Pizarro, fearing that Fernando will come
upon Florestan’s undeserved incarceration, decides to kill his victim.
He orders Rocco to dig a grave in Florestan’s cell, and Leonore is called
upon to help in this task. Leonore descends into the caverns and there
sees her husband semi-delirious for want of food, air, and light. She con-
trols her emotion and assists Rocco in digging the grave. When Pizarro
is about to stab Florestan, she points a pistol at Pizarro and threatens
him with immediate death. At that moment, a loud flourish of trumpets
announces the arrival of Fernando. Pizarro rushes out of the cell to wel-
come his distinguished visitor as Leonore and Florestan ecstatically em-
brace each other. Pizarro is sent to disgrace by Fernando, and Leonore
and Florestan are joyfully reunited in freedom.

To Beethoven, Leonore was a symbol of freedom who, in setting Florestan
free from the darkness of his cell, likewise liberates all other prisoners. One
of the great pages in the opera—one of the noblest pages in all opera—is the
emergence of the prisoners out of their cells into the sunlight. They sing a
paean to freedom which is Beethoven’s greatest democratic pronouncement.

Fidelio was first performed at the Theater-an-der-Wien at an unfortunate
hour. The French had entered Vienna, and the court had fled to Schénbrunn.
An economic crisis had followed political confusion, bringing with it hunger
and terror. Thus the city was hardly in the mood for a new opera. At the first
performance the audience comprised mostly French soldiers. Fidelio was a
failure. Cherubini, who was in the audience, spoke critically of the brusque-
ness of the opera and of Beethoven’s graceless writing for the voices.

The work was taken off, and Beethoven’s friends prevailed upon him to
make extensive revisions. He compressed three acts into two, simplified the
vocal writing, and prepared an altogether new overture. In this form it was
reintroduced at the Theater-an-der-Wien on March 29, 1806. Vienna, was
again at peace, and the audience was now able to welcome a work of art. The
opera might have enjoyed a long and profitable run but for Beethoven's
irascible temper and lack of tact. He accused the opera house of robbing him
of royalties due him, and then, in a violent fit of temper, insisted upon the
removal of the opera from the repertory.

Not until May 28, 1814, was Fidelio heard again, this time at the Kérntner-
thortheater in Vienna. With this, its success was permanently established.
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Paul Bekker emphasizes the fact that, though there are magnificent pages
in Fidelio, it is not altogether successful as operatic writing. “Beethoven’s
Fidelio is the greatest example of the impossibility of approaching the theater
to form opera out of any other force than the element of the singing voice.
. . . He [Beethoven] believed in the possibility of opera as a field for the
intellect, as a bearer of ideas. With details that did not suit his purpose and
were nevertheless indispensable to the action he tried to effect a compromise.
He wanted to lift them into his own sphere, for he needed them. . . . Al-
though thanks to the impetuous force that resides in it, it established itself
upon the stage, it has never really captured the theater.”

Despite its faults, Fidelio remains one of Beethoven’s great works. It is
more symphonic than vocal in character, with many ungrateful pages for
the singers, and at random intervals it is passingly reminiscent of Mozart. But
in its greatest moments—the sublime Prisoners’ Chorus, or Florestan's cry of
despair that opens the second act—it is of Olympian stature. Other memora-
ble pages (besides the monumental Leonore Overture No. 8) are the quartet,
“Mir ist so wunderbar,” the soprano recitative and aria “Abscheulicher, wo
eilst du hin?”, and the Prisoners’ Chorus “O welche Lust”—all from Act I.

For the various overtures that Beethoven employed for Fidelio, see below
under Orchestral Music.

Recommended recordings: “dbscheulicher, wo eilst du hin?,” V-14q72 (Flagstad;

Philadelphia Orchestra—Ormandy); “O welche Lust,” V-11249 (Metropolitan
Opera Chorus—Setti); “In des Lebens Frihlingstagen,” Decca 20452 (Laholm).

ORCHESTRAL MUSIC
Coriolanus and Egmont Overtures

It is strange, indeed, that Beethoven—of whom it was said that he was
more symphonic than dramatic in his opera Fidelio—might almost be said to
be more dramatic than symphonic in his orchestral overtures. What Wagner
said of the Leonore Overture No. § can be applied with equal aptness to the
Coriolanus and Egmont overtures: they are self-contained music dramas,
with an unerring sense for good theater in the matter of conflicts and climaxes,
and with a fine feeling for characterization. The portrait of Coriolanus—
presented in the opening subject of the overture which follows the introduc-
tory chords—combines heroism with restlessness; while the overture itself
progresses to a high emotional pitch culminating with a powerful Coda stand-
ing for Coriolanus’s death (notice how the Coriolanus theme evaporates into
space, descriptive of the fading breath of the hero).

Composed in 1807, the Coriolanus Overture, Op. 62, was intended by
Beethoven not for the Shakespearean tragedy but for a German play by
Heinrich Josef von Collins.

The Egmont Overture, Op. 84, composed in 180og—10, is one of several
pieces that Beethoven wrote as incidental music for Goethe’s play. A hero
in the struggle for the liberation of the Netherlands from Spain, the Count
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of Egmont was executed as a result of an infamous conspiracy. The heroism of
the man, the strength and nobility of his character, speak out unmistakably
in the majestic opening for strings. The Egmont Overture, together with
other incidental pieces (including four entr’actes and two songs), was first
performed at the presentation of the Goethe play at the Burgtheater in
Vienna on May 24, 1810.

Recommended recordings: Coriolanus Overture, V-12585 (London Symphony—
Walter); Egmont Overture, C-69195D (Vienna Philharmonic—Weingartner).

Fidelio and Leonore Overtures

Beethoven composed four different overtures for Fidelio, concerning whose
chronological order some confusion exists. The Leonore Overture No. 2, Op.
72, was the one which served as the prelude for the original performance of
the opera. In his extensive revision, Beethoven discarded this overture and
wrote an entirely new one, built on the same thematic material—the Leonore
Overture No. 3, Op. 72, now considered one of his mightiest orchestral works.
The Leonore Overture No. 1, Op. 138, is a simplification of No. g and was
probably intended for a Prague performance of the opera which never ma-
terialized. When Fidelio was revived in Vienna in 1814, Beethoven composed
a fourth overture, this time with entirely new thematic subjects; this over-
ture is today known as the Fidelio Overture, Op. 72.

Gustav Mahler established the precedent now generally accepted. The
Fidelio Overture is used to open the performance, while the Leonore No. g
—which seems to embody within itself all the dramatic conflicts of the play
so aptly that Wagner spoke of it as a music-drama in itself—is interpolated as
an orchestral interlude between the first and the second scenes of Act 2.

Recommended recordings: Fidelio Overture, V-11809 (B.B.C. Symphony—
Walter); Leonore Overture No. 1, V-15945 (B.B.C. Symphony—Toscanini);

Leonore Overture No. 2, CX—96 (London Symphony—Weingartner); Leonore
Overture No g, VS2 (NBC Symphony—Toscanini).

PIANO MUSIC

(For Concertos, see above: Concertos, Piano; for Sonatas, see below: Sona-
tas, Piano.)

Variations on a Theme of Diabelli

Beethoven'’s thirty-three variations on a theme of Diabelli (Op. 120) is his
last, and crowning, work for the piano. It has been referred to as Beethoven'’s
'Art of the Fugue, for just as Bach dedicated his last work to a final resumé
of the inexhaustible possibilities of the fugue form, so Beethoven in this work
attempted to display the richness of invention.that could go into the form
of theme and variations. Beethoven composed the work in 1823 as the result
of an invitation by Diabelli, who was publishing a volume in which a number
of composers (Schubert among them) were each to contribute his variations



52 BEETHOVEN: QUARTETS

on a single theme of Diabelli’s own creation. Beethoven was not amenable
to any collaborative projects, but offered instead to write an entire volume
of his own variations on Diabelli’s theme; and Diabelli accepted the offer
eagerly.

The theme is a trite and stereotyped little waltz. Yet with what aristocracy
of style, alternation of moods, richness of texture Beethoven developed and
enlarged a petty subject into shapes and forms of infinite variety! Ernest
Walker wrote: “The merely melodic connection is secondary or indeed fre-
quently non-existent: harmony and structure are the chief essential points,
and though these may be altered to almost any extent, yet there is always, so
to speak, the same intellectual thread running through the whole; and in place
of the old rigid and merely decorative ideal, we have an ideal of unity in
diversity, of the same subject presented in continually shifting and new lights.”
The thirty-three variations seem to explore the entire range of pianistic writ-
ing, expressing moods that range from the meditative and pensive to the
whimsical, from the tranquil to the dramatic, from the majestic to the ca-

pricious.

QUARTETS

Beethoven wrote sixteen quartets which are among the greatest works in
that branch of musical literature. Within the string quartet, even more than
in the symphonies and piano sonatas, Beethoven uttered his profoundest and
most intimate thoughts. In the quartet he could write without considering
virtuosity—{or virtuosity as such never enters into chamber-music perform-
ance. Besides, the quartet is capable ot speaking pure musical language with
a lucidity and clarity that made it particularly appropriate for voicing Bee-
thoven’s most personal moods and ideas.

The sixteen quartets can be roughly classified into three groups: the first,
including the six Opus 18 quartets, represent the early Beethoven who ab-
sorbed the forms and speech of Haydn and Mozart and then began to use
them for his own purposes; the second include the Rasumovsky quartets
Op. 59, the “Harp” Quartet, Op. 74, and the Quartet Op. g5—the mature
Beethoven of the fabulous middle period of his creative career; in the third,
we find the quartets Opp. 127, 130, 131, 132, 135, and the Grosse Fuge, in
which Beethoven is the mystic searching for new worlds and achieving a
philosophic depth, and at times a sublimity, never before-heard in music.

Quartets Op. 18

The six quartets in the Opus 18 group bear the same relation to the later
string quartets that the first symphony does to the other eight. The form is
Mozart’s, and so are some of the stylistic traits of writing for the instruments.
But it is a mistake to consider these quartets Mozartean. Beethoven’s per-
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sonality, perhaps not yet so clearly defined as in the later quartets, is in many
pages of these works, restless for new facets of musical expression.

Beethoven began sketching the first outlines of these quartets in 1794-5,
but the entire set was not completed until 1800. It was published in 1801,
and was dedicated to Prince Lobkowitz. The first of these quartets to be
written was not the No. 1, as now numbered, but the No. 3. The No. 1 was
subjected by Beethoven to painstaking revision. “I have only just learned how
to write quartets properly,” he announced to a friend when the final revision
was over.

Beethoven did not begin writing his first string quartet until he had essayed
other experiments in chamber music. He wrote several trios, and a quintet,
before he turned to a field in which Haydn and Mozart had achieved such
heights. Knowing as we do his profound admiration for these two composers
—Mozart, particularly—he must have approached his first quartet with no
little misgiving. Yet he did not permit his reverence for Mozart to constrict
him and his individuality. There are sections even as early as the Op. 18 No. 1
in which Beethoven sets out fearlessly in his own direction, both in the
freedom with which he uses his forms, and in the independence with which
he presents his melodic thoughts.

Discussing Opus 18, Robert Haven Schauffler has written: “This . . . has
become almost the backbone of quartet literature. Why? For one thing, be-
cause it is such fun to explore. Its kaleidoscopic unexpectedness rewards you.
The wit and humour is dovetailed—or rather, dove-necked—with elusive at-
titudes of such iridescent loveliness. The hidden treasure caches are forever
yielding something new in ground you have already passed over a hundred
times. . . .

“In the last three Lobkowitz quartets there are distinct thematic echoes,
almost borrowings, from the rococo masters. But the first three are much
more consistently in the spirit of these masters. The opening movement of
the F major (No. 1) is more cut and dried than anything else in the whole
series; although at the 3oth bar it brings to light a charming example of a
concealed counter subject. . . . But the intensity of tragic passion in the
great Adagio is a worthy forerunner of the Adagio of that other F major Quar-
tet, the first Rasumousky.

“Opus 18, No. 2 is known as the Komplimentierung or “Compliment”
Quartet, because its opening might suggest an elaborate reception at some
rococo court. . . . The gem of the fourth quartet (in C minor) is the open-
ing movement. Though the principal theme bears a close resemblance to the
basic tune of the Sonate Pathétique, there is nothing pathétique about this
virile, self-assured music. It is the precursor of the Ajax-defying-the-thunder
mood we are to meet with in the first movements of the Eroica and the C
minor symphonies.

“Here was an utterance straight from the innermost heart of the young
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Master. A new note had been struck. A deeper level of the psyche, heretofore
voiceless, had been reached and set free for musical expression.

“In the scherzo of the B flat quartet (No. 6) we catch Beethoven in the act
of stealing the Twentieth Century’s thunder by inventing the first piece of
jazz. For this scherzo is brimful of the subtle, catchy syncopations, the bizarre
wit, and the perversely independent part-writing which most people imagine
to be the popular invention of the 1920’s.

“From start to finish of the Lobkowitz quartets one can see Beethoven
progressively drawing away from his musical forebears and coming easily,
naturally into his own. . . . Certain tone colours, certain emotional strata,
appear at this point for the first time in quartet literature. And a daring hand
shows crisply here and there through the traditional form. The 4 dagio of the
G major (No. 2) is interrupted by a pert little scherzo episode. And the curi-
ous slow introduction to the finale of the B flat (No. 6) . . . reappears twice
amid its rollicking Landler-like tunes. . . . Op. 18 was the first real chef
d’ceuvre of the youth of a supreme creative artist.”

Recommended recordings: VM-gso, VM-622, VM-650, VM-696, VM-716,
VM-745 (Coolidge Quartet).

Rasumovsky Quartets, Op. 59

The classicism of the Op. 18 quartets is here succeeded by an ardent ro-
manticism. The poetic idea in the Op. 59 quartets becomes more important
than the form, and one feels throughout them that it is trying to shake itself
free from the restrictions of formal structure. This is the Beethoven of the
middle period, the volatile Beethoven who passes from stormy moods to
moments of tranquillity. This is Beethoven the dramatist, who can create
suspense, build climaxes, and invoke surprising contrasts with an unerring
sense for good theater. Above everything else, this is the poetic Beethoven,
concerned first and foremost with the articulation of his innermost thoughts
and reveries.

What Dannreuther wrote about Beethoven’s symphonies applies so aptly
to the Rasumouvsky Quartets that it is profitable to read his words in connec-
tion with these quartet masterpieces. “We feel that we are in the presence of
something far wider and higher than the mere development of musical themes.
The execution in detail of each movement and each succeeding work is modi-
fied more and more by the prevailing poetic sentiment. A religious passion
and elevation are present in the utterances. The mental and moral horizon
of the music grows upon us with each renewed hearing. The different move-
ments—Ilike the different particles of each movement—have as close a con-
nection with one another as the acts of a tragedy, and a characteristic sig-
nificance to be understood only in relation to the whole; each work is in the
full sense of the word a revelation. Beethoven speaks a language no one has
spoken before, and treats of things no one has dreamt of before; yet it seems
as though he were speaking of matters long familiar, in one’s mother tongue;
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as though he touched upon emotions one had lived through in some former
existence.”

The three quartets in Op. 59 were commissioned by Count Rasumovsky,
the Russian ambassador to Austria, in 1806; and it was in deference to his
patron that Beethoven inserted Russian melodies in the first two quartets:
the finale of the First, and the third movement of the Second. The ‘“Théme
russe” in the First, indeed, is the same tune that Mussorgsky gave to the
chorus in the Coronation Scene of Boris Godunov.

The three quartets are in F major (No. 1)—the most dramatic of the
three, and revolutionary in its use of the sonata form in all four movements;
in E minor (No. 2)—the most tragic of the trio, the Molto Adagio movement
being one of the most poignant musical utterances in quartet literature; and
in C major (No. g)—sometimes known as the ‘““Hero” Quartet.

Recommended recordings: F major Quartet, No. 1, VM-804 (Coolidge Quartet);

E minor Quartet, No. 2, VM-340 (Budapest Quartet); C major Quartet, No. 3,
VM-171 (Busch Quartet). pest Q or Q

Quartet Op. 74, “Harp”

Beethoven'’s tenth quartet, in E flat major, was composed two years after
the Op. 59 set. “Here,” wrote Joseph de Marliave, “we find none of the out-
ward brilliance of effect, the deliberate objectivity, and the pure technical
beauty of the three quartets of the earlier group. Here one sees mirrored in
the music the dark places of the artist’s own soul; here at last Beethoven
finds expression for all his pent-up love and sorrow, plumbing the depth of
his unsatisfied longings, laying bare the secret beauty of his inmost thoughts.
At the same time he evokes a fuller expressive richness from the genre of the
quartet than ever hitherto. . . . In Op. 74 there is so perfect a union be-
tween the thought of the artist and its expression through the medium of the
string quartet, that one can imagine no other medium to take its place.”

We can arrive at a maturer understanding of this Quartet if we remember
that it was written during a period of great emotional crisis. The year of
1809 was a difficult one for Vienna: The French army was at the city gate; the
Austrian court had fled; and terror, confusion, and starvation stalked the
streets. It was an even more difficult year for Beethoven. The absence of the
Viennese nobility deprived him of the source of his income. Besides this, he
was afraid that the thunder of the French cannon would further impair his
hearing; he used to hide in terror in the cellar. Finally, he was torn by anguish
at the obstacles placed in the way of his seeing and being with his beloved,
Therese von Brunswick. ’

The very opening of the quartet (Poco Adagio) betrays Beethoven’s emo-
tional state at the time. It is melancholy in mood, full of controlled tensions
and restrained but poignant feelings. The same mood of eloquent suffering
is maintained in the beautiful song of the second movement (Adagio ma non
troppo). In the third movement (Presto) we have the more forceful Beethoven,
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fighting savagely against complete surrender to his melancholia. The final
movement proceeds without interruption after the Presto and is a set of varia-
tions on a supple and graceful melody—the variations going through the
gamut of human feelings, from boisterousness to tenderness, from power to
elegiac softness.

The Quartet is named “Harp” because in the first movement the principal
melody is distributed among the four instruments, pizzicato, simulating the
playing of a harp.

Recommended recording: VM-46% (Budapest Quartet).

Quartet Op. 95, “Serious”

Nohl speaks of this F-minor quartet as the most intimate of Beethoven’s
works. Concise, compact, simply projected, it is intensely expressive. “We
find here,” says Helm, “the dramatist’s economy of words, and the quartet
is often reminiscent of the spirit . . . of Gluck.” It was composed in 1810,
and is dedicated to Herr von Zmeskall. The opening movement, Allegro con
brio, opens brusquely with a subject voiced in unison by the four instruments.
An atmosphere of drama is thus established, to prevail throughout the entire
movement. The turmoil is over, and in the second movement (Allegretto ma
non troppo) there is a pervading calm, gently touched by sorrow. The char-
acteristic energy of Beethoven’s scherzo movements is found in the third
movement (Allegro assai vivace, ma serioso). After a poignant diminished-
seventh chord comes the final movement (Larghetto), music of deep feeling,
which yields to the closing Allegretto.

Recommended recording: CM-251 (Busch Quartet).

The Last Quartets

It is not difficult to understand why the last quartets lay neglected for so
long. They are the most difficult of Beethoven’s quartets to understand and
appreciate. Their thoughts are subtle and not easily assimilated; the idea is
now master over form, and it becomes difficult at first hearing to understand
the structural logic of the works. The harmonic, rhythmic, and contrapuntal
language is audacious. The formal use of thematic material is once and for
all abandoned. Instead, theme breaks in upon theme; fragments of melody
are varied, transformed, then almost wilfully interrupted and recalled. Move-
ments are broken up, then just as suddenly reconstituted, and finally built
up in an organic whole. A new sense of form is here developed, and it requires
intimacy for full understanding. .

“Art demands of us that we shall not stand still,” wrote Beethoven to his
friend Holzer. “You will find in these quartets a new manner of voice treat-
ment.” And not that alone, but a new music as well—the music of the future
—in which Beethoven wrestled with unorthodox forms, created unprece-
dented ways of expressing ideas and feelings never before expressed tonally.
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The quintessence of Beethoven’s art is to be found in these quartets; all
that he had been striving for is to be found here. Far behind him lay the per-
fection and completeness of Mozart. The old standard of simple coherence
was now abandoned, and in its place is found a more subtle type of unity
in which (as in the C-sharp minor Quartet, Op. 131) the many diverse move-
ments and ideas are woven into one fabric. There are things here to star-
tle the imagination: strange and forbidding modulations, stark intervals,
brusqueness, impatience, even harshness of accent. At other moments a tran-
quil polyphony is heard, contemplative and mystical. In these last quartets,
Beethoven uttered the grief which had tormented his life, and which he had
first attempted to communicate in the Heiligenstadt Testament. To hear,
and presently to understand, the Cavatina of the B-flat major Quartet, Op.
130, is to perceive the depth of his unutterable loneliness.

But it is in their spiritual content, in their almost other-worldly concepts
that these last quartets are extraordinary. Richard Wagner, for instance, at-
tributed to them a transcendental calm which cannot be comprehended by
any ordinary concept of beauty. Calm and serene they most assuredly are, of
a serenity which, at times, suggests Nirvana. However, their calm is not the
stillness of death, but rather of that timeless region conceived by Plato where
absolute Truth, Beauty and Goodness exist, where the conflicts and frustra-
tions of entombed humanity are not known. Beethoven’s imagination, versa-
tility and resource are nowhere more masterfully exhibited than in these
quartets. And though they were misunderstood when first composed they are
now generally ranked in the forefront of his works for originality, profundity
and expression.

Three of the last quartets, the E-flat (Op. 127), the B-flat (Op. 130), and the
A minor (Op. 132), were commissioned by Prince Galitzin in 1823 and were
composed between 1824 and 1825. “I confess,” wrote Galitzin, ‘“that these
eagerly awaited quartets were a source of deep disappointment in musical cir-
cles. They had been expecting music in the form and manner of Beethoven’s
first quartets; these were anything but that.” It may have been Galitzin's dis-
appointment in these quartets that made him renege on his original agree-
ment with the composer and forget to send the full payment he had promised.

The E-flat Quartet, Op. 127, is in four movements. The first, Maestoso,
opens with ponderous chords out of which a tender melody is evolved, the
principal subject of the movement. The entire movement has a mystic quality.
Profound feeling and a sense of frustration are felt in the slow movement
(Adagio ma non troppo e molto cantabile). The Scherzo has characteristic
Beethoven energy, while the Finale has a feminine charm rare in Beethoven’s
music. :

The B-flat major, Op. 130, is in six movements, the best of which are the
engaging and buoyant Allegro assai alla tedesca, and the moving Cavatina,
one of the most poignant pages in all Beethoven. “Its youthful vitality,”
wrote Joseph de Marliave of this quartet, “instinct with the enthusiasm of
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recovered strength, leaves little room for melodies of melancholy cast, but
overflows in bursts of infectious gaiety and humor. If one accepts ‘humor’ in
its broadest meaning, as the expression of imaginative freedom and the
triumph of the mind over the sorrows and sordidness of the world, Op. 130
can be said to be the most humorous of them all.”

The A-minor, Op. 132, was composed by Beethoven after a period of ill-
ness, and A. B. Marx finds in it a “musical expression of illness and recovery.”
(As a matter of fact, Beethoven himself appended to the beginning of the
slow movement the following motto: “Song of Thanksgiving to the Deity on
Recovery from an Illness, Written in Lydian Mode.”) “The scene of the
entire work,” wrote Marx, “is laid in an atmosphere of suffering; the music
is restless, morbid, and nervous, creating effects that the sinewy, wailing tone
of the stringed instrument is particularly fitted to express.” The first move-
ment (Assai sostenuto; Allegro) is marked by a restlessness, a tension, a con-
trolled nervousness as if born out of the fever of illness. In the second move-
ment, Allegro ma non troppo, Marx finds the “feeling born of approaching
convalescence inspired by the breath of renewed vitality . . . But we feel
that his state is still precarious.” The third movement, Molto Adagio, is suf-
fused with deep religious feeling—it is Beethoven’s thanksgiving to God for
his recovery. The fourth movement, with its martial strains, breathes “an
atmosphere of speedy, certain recovery; there is here revealed the return not
yet of perfect strength, but of definite vigor and assurance”; a final coda is
ebullient with revived energy.

The Op!. 131, in C-sharp minor—undoubtedly the noblest of this set, and
one of the most eloquent in the entire literature of chamber music—was
composed in 1826 and dedicated to Baron von Stutterheim. It is of unusual
length for a string quartet, having seven movements. The opening Adagio
ma non troppo is a slow fugue—one of Beethoven’s greatest, cast in so tragic a
mould that Wagner called it “the most melancholy sentiment ever expressed
in music.” Then a buoyant Allegro molto vivace relieves the gloom, giving way
to the third movement, a brief Allegro moderato. The fourth and central
part of the work is an extended Andante ma non troppo, a theme and varia-
tions of memorable beauty, their changing moods indicated by frequent
changes in tempo markings; the Adagio passage is truly, as Wagner said, “a
vision of loveliness, the incarnation of perfect innocence.” A spirited Presto
follows as the fifth movement—joyful and pulsating with vigor. The sixth,
Adagio quasi un poco andante, though a mere 28 bars in length, suggests mys-
terious meanings to the listener. But it is the Finale (Allegro) which, of all
the movements, probably conveys the greatest number of varying messages
to different hearers. For some, what J. W. N. Sullivan says about the Ham-
merklavier Sonata is a precise description of the temper of this final Allegro:
heroic, indomitable, hopeless struggle. To others the music communicates
a feeling of glad victory, untinged by despair. To Wagner it was “the fury
of the world’s dance of fierce pleasure, agony, ecstasy, of love, joy, anger, pas-
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sion, and pain. . . . Amid the clamor [Beethoven] smiles, for to him it is
nothing but a mocking fantasy; at the end the darkness beckons him away,
and the task is done.”

Opus 131 is no easy work to listen to; one’s gradual progress toward grasp-
ing what Beethoven meant in it comes only through years of patient listening
and study—with the printed score if possible. An eminent chamber-music
player has confessed that he played it for thirty years before he felt that at last
its inner meaning was reaching him. But here as perhaps nowhere else in
Beethoven’s works is patient and concentrated study so richly rewarded; for
the Master’s tested and ripened philosophy, suggested in all the last quartets,
is here completely stated, so far as statements are possible in music.

The last of Beethoven’s last quartets is the F major, Op. 135, composed in
1826. It is the most campact of the group, and except for the slow movement
(Lento assai cantabile e tranquillo)—a page of profound and moving beauty
—it is marked by gaiety and wit. The enigma of this quartet is found in the
last movement, Finale. Over the brief Grave theme, Beethoven wrote the
question: “Muss es sein?” And over the succeeding Allegro, he wrote the
answer: “Es muss sein!” (“Must it be?”—"“It must bel”). What Beethoven
intended to convey with these words is not known definitely. Schindler,
Beethoven’s friend, gives a rather prosaic interpretation: When Beethoven'’s
housekeeper asked him for some money, the composer asked her: “Must it
be?” To which she replied affirmatively with firmness. Beethoven, says
Schindler, was inspired by this dialogue to write the last movement of the
quartet. Another, and more plausible, interpretation is that Beethoven—
weary of the task of the writing of the quartet—asked himself if it was neces-
sary to complete it at all. The answer was—yes. With a schoolboy’s love of
pranks, Beethoven decided to incorporate his own struggle with his artistic
conscience into the movement of the quartet.

The Grosse Fuge, composed in 1825, was originally intended to be the last
movement of the B-flat major, Op. 130. His publisher considered it too for-
bidding and difficult and urged Beethoven to publish it separately and to
write a new final movement for the quartet. This Beethoven eventually did.
Thus the last piece of music Beethoven was destined to write was not the
Op. 135 Quartet but the last movement of the Op. 130.

Recommended recordings: Op. 127, VM-489 (Busch Quartet); Op. 130, CM-474
(Busch Quartet); Op. 131, CM~429 (Budapest Quartet); Op. 132, CM-545 (Buda-
pest Quartet); Op. 135, CM—489 (Budapest Quartet); Grosse Fuge, V-8586-7
(Budapest Quartet).

SONATAS
Piano Sonatas

During Beethoven’s lifetime, the piano—invented some fifty years before
his birth-—came into general use. This was a fortunate development, for the
ungovernable strength of Beethoven’s musical style was hardly adaptable to the
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sensitive-toned harpsichord, his temperament uncongenial to the articula-
tion of delicate fancies. The writing of sweet and charming harpsichord pieces
was not for him—he preferred massive sounds, rich sonorities, a wide range
of dynamics and colors; and for these the piano was naturally suited.

“Even when Mozart took to playing and writing for the pianoforte,” wrote
Parry, “he continued to treat it in a harpsichord style, which was subdued
and quiet; and he very much disliked the energetic and muscular kind of
playing which was necessary to get the proper and characteristic effect out
of the pianoforte. . . . By Beethoven’s time the requirements of the instru-
ment were becoming much better understood. . . . The result was a much
grander scale of writing in sonatas, just as there was in orchestral symphonies,
and Beethoven was the composer to whose share the work of bringing this
branch of music to perfection also fell. . . . He soon developed an extraor-
dinary insight into the nature of the instrument and produced new and deep
and noble effects with it. He found out how to express his own individuality
completely in this branch of composition earlier than in any other; and he
gave such color and character to what he wrote for it that the whole standard
of pianoforte music has been raised thereby to a higher level.”

In considering Beethoven’s sonatas for piano, it must be remembered that
whereas even Haydn and Mozart wrote their sonatas with one eye on peda-
gogical usefulness, Beethoven considered the piano sonata exclusively as a
fully realized medium for artistic expression. Thus he did not hesitate to
experiment with the fullest resources of the piano keyboard, tapping a rich-
ness of color and a technical range heretofore unknown to it, and pouring
into the piano sonata some of his noblest thoughts and to reveal through it
some of his most daring attitudes.

Beethoven composed thirty-two sonatas for the piano. The first three
(grouped as Opus 2) reveal a certain kinship to those of Haydn and Philipp
Emanuel Bach. But Beethoven was not the man to stay bound by the chains
of tradition, without attempting to free himself. The A major Sonata (Op. 2,
No. 2) has a richer harmonic language than the piano sonatas of the time,
while the C major (Op. 2, No. 3) contains the first scherzo to appear in a piano
sonata. With each succeeding sonata, the form expands, the ideas acquire a
richer poetic meaning, and the wild Beethoven temperament grows more
assertive. By his seventh sonata, the D major (Op. 10, No. 8), we have—at least
in one movement—a glimpse of the later Beethoven: the ‘“Largo e messo”
movement voices a heroic sorrow, a tight-lipped and restrained grief which
o?ly .Bf:ethoven seemed capable of uttering with such a nobility and grandeur
of spirit.

Sonata in C minor, “Pathétique”

It is in the Pathétique Sonata, Op. 13, that Beethoven first arrived at a
successful integration of sonata form and piano style. Virtuosity is now being
subjugated to the poetic idea. Beethoven composed it in 1799 (one year
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before the First Symphony). To fully appreciate the temper of the sonata
it is necessary to recall that it was at about this time that Beethoven first
became conscious that his hearing was failing him. How strongly he was
affected by this discovery can best be guessed by reading his letters of 1800
and his Heiligenstadt Testament of 1802. But long before Beethoven had
articulated his despair in prose, he had spoken of it in his music. The power-
ful introductory Grave—the chords sounding an unfathomable grief—is
succeeded by the energetic and defiant first subject which appears as a defiant
challenge. “I shall seize Fate by the throat,” Beethoven later wrote; ‘it shall
certainly never overcome me!” The Adagio cantabile is a page of serenity
and repose. Was not Beethoven soon to exclaim that “Plutarch taught me
resignation”? From serenity, Beethoven passes in the third movement (Al-
legro) to an almost light-hearted gaiety: ““Oh, life is so beautiful, would I
could have a thousand lives!”

Sonata in C-sharp minor, “Moeonlight”

Numerous “romantic” legends have grown up around the circumstances
under which Beethoven’s Sonata Op. 27, No. 2, was composed—the so-called
Moonlight. As to all of these, it is to be emphasized that they are the sheerest
nonsense, with no basis in ascertainable fact, and that none of them con-
tributes anything whatever to our understanding and appreciation of the
C-sharp minor’s eloquent music. Many such stories allege that it was the
product of spur-of-the-moment improvisation—though one of the surest facts
we know about Beethoven is that he did not “improvise” his sonatas; com-
pletely and beautifully developed, each one was born out of excruciating
travail.

In any case, the term “moonlight” is a far from apt epithet for the sonata
as a whole. As Anton Rubinstein protested: “Moonlight awakens a lyric
feeling, while this music tells of a sky heavy with leaden colors. In the Finale,
the storm breaks.” Nor did Beethoven himself give it this name. He called
it Sonata quasi una fantasia, partly because it violates the traditional sonata
form by omitting the usual “sonata-allegro” first movement, and partly be-
cause of the free character of the material.

In point of time, it was probably the German critic Rellstab who started
the tradition of attaching “‘descriptions” to the C-sharp minor Sonata, when
he said that to him it suggested moonlight on the waves—presumably with
special reference to the serenity of the opening Adagio, since the other two
movements suggest nothing of the sort. Perhaps the favorite “story” springs
from the fact that Beethoven dedicated the sonata to the Countess Giulietta
Guicciardi. The known fact is that he fell deeply in love with Giulietta and
considered marrying her—an idea that was frustrated by her father. On this
basis has been built the legend that Beethoven then composed the Sonata to
express his hopeless passion. But the truth is somewhat more prosaic: shortly
before this time, he had composed and dedicated to Giulietta a Rondo which
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now—for practical reasons—he wished to rededicate to Princess Lichnowsky;
he therefore soothed the Countess’s feelings by dedicating to her, instead,
this new sonata in C-sharp minor.

Sonata in D minor, “Tempest”

When Beethoven was asked for the meaning of his D-minor Sonata, Op. g1,
No. 2, he answered: “Read Shakespeare’s Tempest.” Discussing this point,
Sir Donald F. Tovey wrote: “With all its tragic power of its first movement,
the D minor, Sonata is, like Prospero, almost as far beyond tragedy as it is
beyond mere foul weather. It will do you no harm to think of Miranda in
the slow movement; but people who want to identify Ariel and Caliban and
the castaways, good and villainous, may as well confine their attention to the
exploits of the Scarlet Pimpernel when the Eroica or C minor Symphony is
played.”

The sonata opens with an introductory Largo, only a bar and three-quarters
in length, after which the Allegro bursts forth full of agitation and restless-
ness, rising, in its first principal subject, to 2 mood of intense drama. The
Adagio movement is in abridged sonata form; there is an exposition of the
principal themes, and a recapitulation, but in place of the usual develop-
ment there are merely ornamentations of the melodies. The movement is
placid and contemplative. The closing Allegretto opens with a rippling figure
that flows uninterruptedly to the end of the work.

Sonata in C major, “Waldstein”

In the Waldstein Sonata, Op. 53—so called because it was dedicated to Bee-
thoven’s patron, Count Waldstein—the piano sonata begins to acquire new
dimensions. In point of form, what had formerly been a basilica now becomes
a cathedral. The Waldstein is the first of Beethoven's piano sonatas cast in
that extended design which was to mark his greatest sonatas. We find here,
too, the more recognizable Beethoven—the Beethoven of fiery tempers and
dramatic accent. The very opening of the sonata at once plunges into a tem-
pestuous mood, its fever heightened rather than relieved by a brief contrast-
ing second subject suggesting a restless spirit come to rest. The mystic
Beethoven is heard in the Adagio molto, a short introductory section that
plumbs profound depths of feeling; and the exuberant and high-spirited
Beethoven is heard in the Rondo.

Originally, Beethoven wrote a long slow movement for this sonata, but he
rejected it as being inappropriate; this is now issued as an independent work
called the Andante Favori. ‘

Composed in 1804, two years after the Heiligenstadt Testament, the sonata
betrays none of the depressions and mental sufferings to which the composer
was subject during those tempestuous years. It is interesting to recall that
the patron to whom the work is dedicated, Count Waldstein, was a Bohemian
nobleman living much of the time in Vienna but having as his home the great
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estate of Dux in Bohemia on which, in 1825, was to be born the composer
Smetana, son of an estate employee.

Sonata in F minor, “Appassionata”

This is one of the noblest of Beethoven's piano sonatas. It was composed
in 1804 (Op. 57) and shows him at the height of his creative powers. Exnst
von Elterlein has provided an admirable analysis of this masterpiece: “The
title Appassionata . . . is the most suitable and comprehensive that could
have been chosen. In the first and third movements the work is a night piece,
a picture of a violent emotional conflict, illumined, however, by bright inter-
ludes; the middle movement is an ideal flight into happier regions. The first
movement begins with one of those short characteristic themes. . ... Dismal
spectral shadows rise, as it were, out of the lowest depths; soft wailings issue
from the heart, and fate is heard knocking at the door. Suddenly a mighty
storm bursts forth. . . . In the second theme there arises a wonderful strain
of happy consolation. But the storm of painful emotion begins again; . . .
no more interludes of light . . . the nocturnal shadows assuming a firmer
shape; and the agitation increasing until another climax is attained. . . .

“The second movement, Andante con moto . . . forms a contrast be-
tween the first and the final movements. . . . From the quiet depths there
arises a holy song of blessed peace. . . . The third movement, Allegro ma
non troppo, begins with a succession of sixths—a wild outcry from a soul in
anguish; then there is a rushing movement in the bass, like a wild moun-
tain torrent tearing and foaming down. The roar and ferment continue until
a clear, firm form struggles out of the whirl, rushes in wild passion, accom-
panied by wailing thirds. . . . The roar of the storm is renewed at the en-
trance of the second part, sparks of passion flash forth, and then a short
tributary motive reveals poignant anguish. . . . The struggle becomes a
little quieter. . . . But only for an instant. . . . At last, in the Presto, the
tone-poet comes forth like a warrior in armor, and with proud, virile dignity
seems to say, in full chords, ‘Behold! the storm has not broken the oak; it
approaches again, but it will not break it now!” A final storm follows, but it
is powerless: the spirit has freed itself, and at last the struggles ceases in
solemn minor strains.”

Sonata in E-flat, “Les Adieux”

In 1805, the Archduke Rudolph became one of Beethoven’s pupils. Be-
tween teacher and pupil there developed a bond of friendship. The Archduke
was a sensitive musician who knew the true measure of Beethoven’s greatness.
For the sake of that genius, Rudolph was tolerant to Beethoven’s irascibility,
tactlessness, rudeness. In 1809, the Archduke was responsible for raising for
Beethoven an annual income of 4,000 gulden. Beethoven—though he treated
his Imperial student handily—admired the young man, and dedicated many
of his important works to him.
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When, in 1809, during the siege of Vienna by the French, the Archduke
was forced to leave the city, Beethoven was so deeply moved by the separation
that he decided to write a piano sonata about it (Op. 81a). The first movement
he called Das Lebewohl (The Farewell)—opening it with a slow descending
figure of three chords over which he wrote the syllables “Le—be—wohl!”
In the second movement, entitled Die Abwesenheit (The Absence) Beethoven
reflects briefly on the pain of separation. Actually, this movement is only a
transition to the joyous finale, entitled Das Wiedersehen (The Return) com-
memorating Rudolph’s return to the Austrian capital in October of 1809.
If there is any doubt of Beethoven's true feelings for Rudolph, it is dispelled
by this closing movement, which is so ebullient in spirit, such a rousing ex-
pression of good humor (touched, in the coda, by some pensive thoughts—
possibly Beethoven’s reflections on friendship in general) that there can be
no question of his genuine joy in seeing his pupil again.

Sonata in A major

Paul Bekker finds a spiritual kinship between this sonata (Op. 101) and the
Moonlight—both being free fantasia writing within the framework of the
sonata form. Elaborating on this kinship between the two sonatas, Eric Blom
wrote: “It is true that here, as there, the slow movement is merely an intro-
duction to the finale, and that the latter is the most extended and highly
developed movement. But spiritually, Op. 27, No. 2, and Op. 101 are as far
apart as they are in years. In the latter work all is expression, nothing merely
display and technical contrivance.”

The sonata is dedicated to Baroness Dorothea von Ertmann, a dear friend
and patron of Beethoven, and a truly remarkable amateur pianist. When
Dorothea’s only child died, Beethoven saved her from losing her mind by
playing his music to her for hours on end, offering the consolation she needed
in her grief. Did he play for her the Op. 101 Sonata? Certainly its alternation
between peaceful serenity and good-humored joy would provide a palliative
for the troubled spirit. The first movement (Etwas lebhaft und mit der in-
nigsten Empfindung) has a gentle and lovable principal theme which lends
suavity to the movement. The second (Lebhaft marschmdssig) is nervous and
restless, with ironic overtones. A brief slow section, deeply emotional (Lang-
sam und sehnsuchtsvoll), leads into a fiery Finale (Geschwind doch nicht zu
sehr, und mit Entschlossenheit) which is full of joyous feeling.

Sonata in B-flat major, “Hammerklavier”

In all his closing sonatas for the piano (beginning with Op. 101), Bee-
thoven’s writing for the keyboard acquires symphonic character. He has now
learned the full capacities of the piano in matters of color, shades of expres-
sion, dynamics—and he exploits them fully. As in most of the works of his
last period, Beethoven’s speech here achieves rare intensity, as new avenues
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of musical expression are fearlessly explored, and the same time reveals an
undercurrent of mysticism.

Of Beethoven'’s piano sonatas, the Hammerklavier, Op. 106, is the greatest,
Herculean in its strength, Gargantuan in its stature. It has a profundity
which we find elsewhere only in the last quartets; an emotional depth which,
it seems, only Beethoven was able to penetrate. Being the not always disci-
plined speech of a great and untrammeled soul, it sets forth a complicated
musical thought which, in its many deviations, only a keen intelligence can
follow without losing sight of the essential unity. Its effectiveness does not lie
on the surface; one must penetrate to the inmost texture of the music to ex-
perience its moving eloquence. It has many moments to stir the sensitive
listener profoundly: the iron-fisted defiance of the opening chords, the noble
pages of resignation of the slow movement, the almost harrowing tragic con-
tent of the last movement with its gruesome series of trills—these are the
quintessence of poetic expression in music.

At no time in his life was Beethoven more miserable than in 1818, when he
composed the Hammerklavier Sonata. He was sick, he was deaf, he was un-
utterably alone. He knew that continued frustration was to be his lot instead
of the love and companionship for which he had been searching a lifetime. He
was conscious of his isolation and his suffering is fully expressed in this Sonata.
Surely in few of his works do we have such an accounting of personal grief as
in this music, or such a heart-rending insight into a soul in torment.

The second movement, Scherzo, B-flat major, is of an unstable, ever-moving
nature. It hurries, it seeks, it flies, it pushes. It displays, first, an unsatiated and
insatiable longing, and then, in the trio and the following presto, a strange,
forthright humor. ’

In the third movement we hear more fully developed the heart-rending cry
which was first introduced in the first movement. Then it was deep, mournful,
bold and surging. Now it has become a soul shattering prayer for light and joy
out of utter darkness and sorrow. It speaks with the power of a great religious
discovery and like such a conception it contains within itself the deep un-
fathomable strains of hope and rest. But, unlike much shallow religious solace,
there is no idea here that grief has been put to rout, destroyed. It subsides, but
exists, a component of glorious tranquillity. This remarkable picture of grief
and joy, unrest and tranquillity, is filled out in immortal fashion by the fugue
in the fourth movement where, as Marx says, a deeply disturbed intelligence,
ceaselessly moving, is tinged, altered, mollified by certain elegiac tones. The
picture of Olympian restiveness which is here presented is so dark and fore-
boding that one shrinks from it with much the same feeling our forebears
must have had before the powers of darkness and the Devil. Yet still a few
welcome notes of light and humor are able to penetrate.

In both form and meaning the Hammerklavier Sonata goes far beyond any-
thing that Beethoven had ever achieved in writing for the piano. Although it
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is sometimes difficult to follow him in this profound utterance, the unifying
bond appears to be the vision and idealism which infused the conception; a
conception executed with boldness and originality.

Sonata in C minor, Op. 111

Beethoven’s last piano sonata was composed in 1822 and dedicated to
Archduke Rudolph. “The last sonata,” wrote Eric Blom, “sums up the whole
experience gathered by Beethoven throughout all the sonata writing that
had occupied him on and off for twenty-six years.” Amplifying upon this,
Blom points out that in his piano sonatas Beethoven repeatedly showed a
leaning toward fugal writing and toward theme-and-variations. Both of these
forms are found in this sonata. The first movement (Maestoso; Allegro con
brio ed appassionato), though in sonata form, is a “free fugal fabric.” The
second, and closing, movement (Arietta) is a set of variations on a theme of
other-worldly beauty.

Beethoven lived on for five years after the writing of this sonata, yet he
wrote no others. He himself explained that he now found the piano “an un-
satisfactory instrument.” (Actually, he was to write still another major piano
work, the Diabelli Variations.) When we hear the last Beethoven sonatas, par-
ticularly the Hammerklavier and the Op. 111, we begin to understand his
reluctance to write again in the sonata form. Not that the piano was un-
satisfactory, but that he had so completely exhausted the possibilities of the

- sonata form, and so thoroughly explored every tone possibility of the piano,
that to go further was impossible. He had nothing more to say in the piano
sonata form, and having nothing more to say he preferred to remain silent.

Recommended recordings: All the piano sonatas have been recorded by Artur
Schnabel for the Beethoven Sonata Society.

Sonatas for Violin and Piano

With a gesture towards the historical past (a gesture rather rare with him)
Beethoven referred to some of his sonatas for violin and piano as “sonatas for
pianoforte with the accompaniment of the violin.” Actually no one during his
own time, or before him, was more responsible for bringing individuality
and emancipation to the violin than was Beethoven in these sonatas. His con-
ception of the sonata for violin and piano was of a single artistic unit: the
string instrument and the piano were collaborators in an artistic adventure—
each contributing to the work its own gamut of colors and dynamics and
sonorities. With Beethoven, even more than with Mozart, there is a won-
derful interplay between string instrument and piano, forming an inextrica-
ble partnership. And in the finest of these sonatas there is a wealth of poetic
meaning which gives them an interest apart from their charm as music.

Beethoven composed ten sonatas for violin and piano, the most frequently
heard being the following: :
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Spring Sonata in F major, Op. 24, is a work requiring little comment; its
three movements are suffused with the spirit of vernal freshness which we
associate with springtime. It has a strikingly original Finale, in rondo form.

Sonata in G major, Op. 30, No. g and Sonata in G major, Op. g6 are both
eloquent nature pictures—‘pastoral symphonies” for violin and piano. As
one writer remarked, the Op. go, No. g “is full of rustic impressions, and the
bucolic spirit of the country dance,” while in the Op. 96 we feel “the caress
of the soft breeze and the gentle charm of the countryside.”

A great deal of romantic nonsense has been written about the dramatic
and tempestuous Kreutzer Sonata in A major, Op. 47, largely because of its
association with the Tolstoy novel that borrowed its title. Indeed, Anton
Rubinstein accused Tolstoy point-blank of having misunderstood completely
the virile character of Beethoven’s sonata in making it serve as inspiration
(and title) for a romantic novel about a jealous husband who murders his wife.
The sonata takes its name from its dedication to the famous violinist Rodolph
Kreutzer, who (it is now amusing to recall) refused to perform it because
it was too “outrageously unintelligible.”

Recommended recordings: All the violin and piano sonatas have been recorded
for the Beethoven Violin Sonata Society by Fritz Kreisler and Franz Rupp.

Sonatas for Violoncello and Piano

Between 1796 and 1815 Beethoven composed five sonatas for ’cello and
piano. Contrasting these with the sonatas for violin, Paul Bekker wrote: “The
violoncello is better adapted as a solo instrument for chamber music duet
than the violin; its noble tenor tone and virile, earnest, yet adaptable and
sympathetic character surpass for this purpose the coquetry and bravura of
the violin and substitute simple cantabile for firework effects. This explains
the deeper inner significance of Sonatas Op. 5 composed in 1796 as com-
pared with the violin sonata Op. 12 composed later. The emotional earnest-
ness and structural grandeur of the opening movements of these two ’cello
pieces are surprising.”

The most famous of the ’cello sonatas are the following:

Sonata in A major, Op. 69, a work of dignified and often majestic char-
acter, frequently charged with strong feelings, even passion. It has a brief,
but supremely beautiful, Adagio.

' Sonata in C major, Op. 102, No. 1, in free sonata form, beginning with
quiet contemplation, approaching a revery, and progressing through the
slow movement to closing pages of bright sparkle and vivacity.

Sonata in D major, Op. 102, No. 2, which opens with music of uncon-
trolled energy, passing to pages of exquisite tenderness and melancholy, and
concluding with a proud affirmation of the ego.

" Recommended recordings: Sonata in A major, CM—-g12 (Feuermann—Hess);

Sonata‘'in 'C major, VM-14366-7 (Casals—Horszowskl), Sonata in D major, CX~
1258 (Piatigorsky—Berkowitz)..
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SONGS

Adelaide
An diwe Ferne Geliebte

Beethoven never wrote well for voices. Whether in his opera, Fidelio, or
in his Missa Solemnis, or in the closing movement of the Ninth Symphony,
he disregarded the limitations of the human voice and considered it just an-
other instrument. His writing in this field is frequently cumbersome, fre-
quently unvocal, frequently unconcerned with the meters and the vowels
and the consonants of his poetic text. Yet Beethoven's songs—of which the
most famous are Adelaide, Op. 46, and the song-cycle An die Ferne Geliebte,
Op. g8—are historically important. They are the direct predecessors of the
Schubert Lied. As a matter of fact, there is in Adelaide so Schubertian a
warmth and romanticism as to give the lie to the long-accepted generalization
that the Lied was born with Schubert. Adelaide, composed in or about 1795
and first published in 1797, was responsible for Beethoven’s first substantial
success as a composer in Vienna. An die Ferne Geliebte—which he composed
in 1816 in an effort to give the song form a greater and broader expanse—is
the first song cycle in musical history. It is composed of six songs: 1—“Auf
dem Hiigel sit?’ ich; 2—“Wo die Berge so blau; 3—“Leichte Segler in den
Héhen”; 4—“Diese Wolken in den Hihen”; 5—"Es kehret der Maien”; 6—
“Nimm sie hin denn, diese Lieder.” It is ardent music, personally felt, with
a sustained beauty of lyric writing rare in song literature before Schubert’s
time.

Recommended recording: Adelside, V-2195 (Bjorling); An die Ferne Geliebte,
V-12246—7 (Hiisch).

SYMPHONIES

It is remarkably symbolic that, in the last movement of his last sym-
phony, Beethoven yielded to the human voice; it is almost as if, in
his preceding eight symphonies, orchestral music had been developed to
such an advanced point of poetic expression that it could go no farther, and
that it now needed the collaboration of the vocal art. The Nine Symphonies
of Beethoven stand majestically as a unique and indestructible monument in
orchestral music; everything in similar form that preceded them loses in
stature by comparison. Mozart brought to the symphony an exquisite feeling
for form and an unparalleled sense of tonal beauty. But Beethoven went
further—not only in enlarging the symphonic structure, but in enhancing
the power of music to project profound feeling.

The Nine Symphonies are notable for the variety of poetic concepts found
in them. The heroic epic of the Third stands between the lyric Second and
the elegiac and gentle Fourth; the dramatic Fifth is partﬁer to the pastoral
Sixth; the powerful and cogent Seventh is followed by the joyful and sprightly
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Eighth, and these are succeeded by the Ninth, that paean to the brotherhood
of man.

It has been suggested that the greater Beethoven is found in the odd-
numbered symphonies. It would be more truthful to say that in the even-
numbered series it is a different Beethoven that we find, rather than a lesser
one. The psychologist could doubtless explain why Beethoven, after tussling
with a work of monumental proportions, should feel like writing his next
symphonic effort in smaller dimensions; it is almost as if the reservoir of his
spirit, drained by the demands of a major assignment, can be replenished only
by a lighter task. Certainly it is not by accident that a Beethoven symphony
of epic stature is in every case followed by one that is lyric and slighter. Yet
it would be a mistake to underestimate the artistic value of the smaller works;
the Fourth, the Pastoral, and the Eighth are magnificent in their own right,
and reflective of other facets of Beethoven’s many-sided temperament.

Symphony No. 1
Symphony No. 2

“Today, Wednesday, April 2nd, 1800,” ran an official announcement in
Vienna, “Herr Ludwig van Beethoven will have the honor of giving a grand
concert for his own benefit in the Royal Imperial Theater beside the Burg.
. . . The pieces which will be performed are . .. a grand concerto for
pianoforte, played and composed by Herr Ludwig van Beethoven . . . and
a new grand symphony with complete orchestra by Ludwig van Beethoven.”

The First Symphony in C major, Op. 21, is sometimes loosely labeled
“Mozartian.” Admittedly, its symphonic structure is more or less that of
Mozart, and the subject of the second movement is reminiscent of the slow
movement of Mozart’s G minor symphony. But to use the term ‘“Mozartian™
for the work as a whole is to judge it superficially. For here the giant Beethoven
already begins to stir restlessly; the very opening chord of the first movement
(a dominant seventh instead of the customary tonic triad) reveals him as the
iconoclast.

The way in which the Viennese of 1800 greeted the work is sufficient proof
that they did not think they were hearing a “Mozartian” symphony—that it
struck them as something radically different and new. Indeed, the musicians
of the orchestra regarded the music as too difficult, and they refused to take
it seriously. The audience was equally puzzled. With the critics, they felt
that there was “too much use of wind instruments, so much so that the music
sounded as if written for a military band rather than an orchestra.” (How
could they be expected to know that Beethoven was now beginning his ex-
plorations into orchestral sonorities?) The minuet seemed to them heavy-
footed. (How could they guess that this was an anticipation of the Beethoven
Scherzo?) Berlioz was later to consider this minuet movement the most orig-
inal of the four.

These criticisms sound odd to our ears, enchanted as they are by the
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eighteenth-century grace and charm of the music. Certainly, compared with
a symphony like the Eroica, the First speaks from the Old World rather than
from the New. The structure is the essence of simplicity; Beethoven’s com-
plex and dramatic developments are still in the future.

Composed in 1802, the Second Symphony was first performed at the
Theater-an-der-Wien on April 5, 1803. The Viennese were no more receptive
to this work than they had been to its predecessor; they thought it labored,
self-conscious, heavy-handed. Yet, as with the First Symphony, what attracts
us today in the Second is its simplicity and its sunshiny radiance. The Lar-
ghetto movement is one of the most singable lyric pages to be found in early
Beethoven, a song of semi-religious character, gentle and serene. In the third
movement, Beethoven definitely discards the Minuet and replaces it with
the Scherzo—a gay and vivacious movement foreshadowing the released en-
ergies of the later Beethoven scherzos.

Recommended recordings: Symphony No. 1, VM-507 (B.B.C. Symphony—Tosca-
nini); Symphony No. 2, VM~625 (Boston Symphony—Koussevitzky).

Symphony No. 3, “Eroica”

It is doubtful if the history of art provides another such step towards artistic
fulfillment as Beethoven took between the Second and the E-flat major Sym-
phony, Op. 55, better known as the Eroica. The Eroica is not only a work of
rare nobility and grandeur—it is an epoch marking milestone at which the
symphony form at last enters into a brave new world. For the first time,
Beethoven showed what heights he could reach when his imagination was
fired by an appropriate poetic idea. This was, of course, a humanitarian idea
—Beethoven’s republican creed, his insistence on freedom and equality. By
now it is well known that the Third was originally intended by Beethoven
to be called the “Buonaparte Symphony” because when he began it he saw
in the First Consul the liberator of all the down-trodden, a true son of the
French Revolution. It isalso equally well known that when Beethoven learned
that Napoleon Bonaparte was no idealist but rather was compounded of the
human frailties of ambition and personal aggrandizement—that, concretely,
he had declared himself Emperor of the French—Beethoven bitterly tore off
his dedication page and exclaimed: “Then he is nothing but an ordinary man.
Now he’ll trample on all the rights of men to serve his ambition; he will put
himself higher than all others and turn tyrant.” And he renamed his Sym-
phony the Eroica.

When Beethoven was inspired by a great poetic idea he always brought to
that idea a form of commensurate proportions. Thus, with the Eroica, the
symphony suddenly abandons its comparative formalism and restrictions,
bursts loose from its previous bonds, and acquires heroic stature. No sym-
phony before this had been planned on so vast an architectural design, just
as no symphony before had been so fraught with dramatic and emotional in-
tensity. Here, certainly, music had become much more than pleasurable
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sonorities; it had become human experience, idealism, tragedy of Greek pro-
portions.

The Eroica was composed in 1803—4 and was first performed (under the
direction of the composer) at the palace of Prince Lobkowitz in Vienna in
December 1804. The first public performance took place at the Theater-an-
der-Wien on April %7, 1805. One can well appreciate the bewilderment of its
first audiences in hearing a symphony like this one. It was called overlong,
or dull, or grotesque, or obscure. One man shouted from the gallery, “I'd give
another kreutzer if they would stop!”

The shattering strength of the opening two chords of the first movement,
which at once yield to the first subject; the elemental power of the series of
consecutive dissonant chords which introduce the second theme; the monu-
mental developments of the principal subjects, growing as complicated as a
labyrinth; the rich summation of the coda—what could such passages have
meant to ears accustomed to the refinements and exact proportions of the
classic symphony? Yet one would have looked for adequate appreciation of
the profundity and eloquence of the Funeral March, one of the great threno-
dies in music; one would have expected some response to such high and
proud sorrow, to the infinite shades of pathos that appear as the movement
progresses—the trio like a summation of the hero’s achievéments, and the end-
ing of the movement yielding to a tragedy that causes the orchestra’s voice
to break. The poetic concept of sorrow had never before, and has rarely since,
found such musical characterization. The Scherzo movement arrives as a
welcome relief; and the grandeur of the entire symphony is maintained in
the closing movement, a set of variations on a theme that Beethoven must
have loved, for he had used it in his Prometheus and in one of his country
dances.

In 1814, Beethoven was asked by the poet Kuffner which of his symphonies
he liked the best of all. “The Eroica, of course,” answered Beethoven. “Not
the Fifth?” asked Kuffner in surprise. “No,” Beethoven insisted, “the Eroica.”

Recommended recording: VM—765 (NBC Symphony—Toscanini).

Symphony No. 4

Count Franz von Oppersdorf, who had heard Beethoven’s Second Sym-
phony and was impressed by it, gave the composer a fee of 350 florins to com-
pose a new symphony for him. Beethoven, who at the time was working on
the Fifth Symphony, had been intending that work for Oppersdorf, but he
confessed to his patron: “I was compelled by want to sell . . . to someone
else the symphony I had meant for you. But be assured that you will soon
receive the one I design you to have.” The Fourth, in B-flat major, Op. 6o,
was composed in the autumn of 1806, and was first performed (with mod-
erate success) in Vienna in March 1807.

Schumann speaks of the Fourth Symphony, as a “slender Greek maiden
between two Norse giants.” Slender she is, and graceful as well—particularly
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in the lyric second movement, one of the most eloquent abstractions of beauty
found in nineteenth-century music. (“Such must be the song of the Arch-
angel Michael as he contemplates the world’s uprising to the threshold of
the empyrean,” wrote Berlioz of this music. “The being who wrote such a
marvel of inspiration as this movement was not a man.”) But the symphony
has vigor as well. The introductory Adagio with which it opens is one of
Beethoven’s dramatic pages—maintaining an atmosphere of suspense until
the Allegro vivace bursts forth with unrepressed gaiety to relieve the tension.
The third movement—called a Minuet but actually a Scherzo—is in the
recognizable Beethoven vein of brusqueness; while the last movement is an
outpouring of joyous laughter.
Recommended recording: VM-676 (B.B.C. Symphony—Toscanini).

Symphony No. 5

Beethoven himself described the opening theme of the first movement of
the C minor Symphony, Op. 67, saying: “Thus Fate knocks at the door.”
With this as a clue, we are justified in reading into the symphony a musical
depiction of Beethoven’s struggle with the fate of deafness. But we need no
program whatever to understand the music of 2 movement like this one which
remains to this day one of the most remarkable examples of economy in the
utilization of musical material. The opening subject is only two bars in
length, four notes to each bar; yet out of this brief subject (and a counter-
subject lyric in character) Beethoven builds music of breath-taking propor-
tions, inevitable in its logic, overpowering in its force and strength.

It is interesting to point out that this opening theme was adopted, during
the Second World War, as a Victory symbol by the subjugated European
countries. The reason for this—as everybody knows by this time—is that the
letter V (for Victory) is represented in the Morse code by three dots and a
dash, a combination that roughly corresponds to the Beethoven phrase;
though it must be borne in mind that the correspondence is not exact, since
the Morse dash has the time-length of two dots only, while the fourth note in
the Beethoven phrase is marked tor a longer hold than this. We may be sure
that the Master would have been proud to know of this borrowing—to know
that his music has become the symbol of hope and courage among indomitable
people victimized by Nazi and Fascist tyranny. That the man who composed
the Eroica and the prisoners’ paean to freedom in Fidelio should be appointed
spokesman for freedom in the twentieth century is eloquently appropriate.

The second movement of the Fifth is a set of variations on a beautiful and
extended melodic subject: the Titanic struggle of the first movement has
ended, to be succeeded by the peace that comes with resignation. The third
movement, introduced by a brooding theme in the basses and ’cellos, is a
Scherzo whose principal theme retains the rhythm of the “Fate” subject of
the first movement. In the trio of this Scherzo, Beethoven’s writing for the
double bass—it endows that clumsy fellow with a dexterity he never knew
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before—contributes a gentle note of mockery to the movement. The closing
movement is a magnificent affirmation of the spirit—conceivably the an-
nouncement of the triumph that rewards the acceptance of one’s inevitable
fate—promulgated majestically by three trombones.

Recommended recording: VM~640 (NBC Symphony—Toscanini).

Symphony No. 6 “Pastoral”

No other composer had a deeper love for Nature than Beethoven. He
would take long walks in the beautiful outskirts of Vienna, in D&bling, Heili-
genstadt, and Grinzing, and there—in his lonely strolls—feel at one with the
universe. As Vincent d’Indy wrote: “Nature was to Beethoven not only a
consoler for his sorrows and disenchantments; she was also a friend with whom
he took pleasure in familiar talk, the only intercourse to which his deafness
interposed no obstacle.”

In the Sixth Symphony in F major, Op. 68, Beethoven communicates his
sensitive responses to the wonder of Nature. It is the only one of his sym-
phonies to which he appended a program—here in the form of descriptive
titles. The first movement, “Awakening of joyful feelings upon arrival in the
country,” recreates the exhilaration he experienced each time he went out
into the Vienna woods. Built upon a simple opening subject (appropriated
from a Croatian folk song), the entire movement becomes an intoxicating ex-
pression of Nature-love which carries with it the verdant freshness of the
open country. In the second movement, “The Brook,” we have an eloquent
musical translation of the gentle flowing of the waters to the accompaniment
of singing nightingales and cuckoos. Schindler has pointed out the spot at
Heiligenstadt which inspired this music, “a limpid stream descending from
a neighboring height and shaded by leafy elms on both sides.” The third
movement is a “Village Festival,” in which Beethoven (who could compose
a rowdy Deutsche Tanz or a Contredanse with the best of them) writes a
peasant dance. The dance is interrupted by the outbreak of the Storm (fourth
movement)—a description of rare fidelity beginning with the first nervous
suggestions of a coming storm, its emergence in full fury, and its weary dissi-
pation. In the last movement, “The Shepherds’ Song,” the countryside is re-
born, made young and fragrant by the rain.

The Pastoral Symphony was composed in the Heiligenstadt countryside
in the summer of 1808, and was first performed at the Theater-an-der-Wien
on December 22, 1808.

Recommended recording: VM-417 (NBC Symphony—Toscanini).
Symphony No. 7
Symphony No. 8

- The Seventh Symphony, in A major, Op. 92, was composed in 1811-12 and
was first performed on December 8, 1813. Many programs have been attached
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to it, though there can be no doubt that Beethoven had none of them in
mind—nor any other. He was here writing “absolute” music, rhapsodic in
character, its interest exclusively musical. An introduction in the first move-
ment progresses to a vigorous Vivace. In the second movement, Allegretto,
Beethoven presents two principal themes, later using them contrapuntally.
The third movement, Presto, is, as one writer described it, one of the most
felicitous expressions of Beethoven’s capacity for ungovernable joy. The
finale is a corybantic dance, wild and abandoned, which was probably what
led Wagner to designate this symphony as “‘the apotheosis of the dance.”

And once again—in the next symphony—we have a sharp contrast in
Beethoven’s symphonic writing. The rhapsody of the Seventh is followed by
the wit and playful good humor of the Eighth, in F major, Op. 93. The Eighth
was composed in 1812 and was first performed in Vienna on February 27,1 B14.
Its opening generates at once that mood of good spirits which again reminds
us that Beethoven had his merry moments. The second movement, Allegretto
scherzando, is gay mockery at Maelzel, the inventor of the metronome: a light
and catchy melody is set against a background of clicking metronomic beats.
There is no slow movement; Beethoven may have preferred not to inject
any contrast to the pervading lightness. The third movement is an infectious
Minuet, and the fourth an ebullient Allegro Vivace.

Recommended recordings: Symphony No. %, VM-317 (New York Philharmonic
Symphony—Toscanini); Symphony No. 8, VM-336 (Boston Symphony—Kous-
sevitzky).

Symphony No. 9, “Choral”

As early as 1793, Beethoven had aspired to set to music Schiller’s Ode to
Joy—an expression of his own dream of the brotherhood of man. When the
idea occurred to him to incorporate it within the framework of a symphony,
he sketched it first as a slow movement, then as a scherzo. Not until 1817,
however, did he arrive at the appropriate design for the symphony, and the
place that the ode should have in it. And not until 1823 did he begin inten-
sive work upon it. The Symphony in D minor, op. 125, was completed in the
winter of 1823, and was fully scored by the spring of 1824. It was first per-
formed at the Kédrntnerthortheater on May %, 1824. Beethoven, who was so
deaf that he could not hear a note of music, insisted upon conducting the per-
formance; the musicians agreed among themselves to disregard him and to
keep their eyes fixed on Schuppanzigh, the concertmaster and choral director.
“Beethoven stood as if on a lonely island,” wrote the Swedish author, Atter-
bohm, “‘and conducted the flood of his sombre demoniac harmonies with the
strangest of motions. Thus, for instance, he commanded pianissimo by kneel-
ing and extending his arm downward to the floor; at fortissimo he then sprang
up like a relieved elastic bow, appeared to grow beyond his length, and opened
his arms wide.” In the last movement, Beethoven conducted more slowly than
the tempo taken by the performers, so that when the music came to an end
he was still beating time for its final measures. Friulein Caroline Unger, one
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of the soloists, then took the Master gently by the arm, and with tears in her
eyes turned him around to the audience to receive an ovation that he could
not hear.

The Ninth is Beethoven’s highest flight of fancy in the symphonic form.
Though in it he may occasionally have failed to realize fully his sublime con-
ception, it is one of the indestructible masterpieces in the entire realm of art.
Nowhere before—not even in the Eroica—is Beethoven’s poetic speech so
pregnant with meaning. The first movement opens with the statement of the
first subject after sixteen introductory bars projecting a setting of awe and
mystery. This subject is given a development of Gargantuan outlines, rising
to heights of passion and dramatic power rare even with Beethoven. The
second movement is a Scherzo in a mood of rather hysterical joy (the tympani
are used with intoxicating effect throughout the movement). No nobler note
of humanity, no more poignant note of compassion, no more moving note
of sublimity, is sounded anywhere in music than in the third movement, an
Adagio molto e cantabile, comprising two themes with their variations. In
the fourth movement, Beethoven first ingeniously recapitulates the principal
themes of the first three movements, then—dismissing them as inadequate
for his expression of joy—introduces a new melody which becomes the
principal subject. First introduced by the ’cellos, then carried on by the
violins, it is finally sung by the tenor to the words of Schiller’s ode after a brief
exhortation by the baritone: “O brothers, no longer sound these sad tones,
let us now raise our voices and sing of joy!” The choral passages include the
Recitative (the opening exhortation for baritone); a Quartet and chorus
(first rendition of the Joy theme); Tenor solo and Chorus; Chorus; Chorus;
Quartet and Chorus; and a final Chorus in prestissimo.

Recommended recording: CM-591 (Philadelphia Orchestra—Ormandy).

TRIO
Trio in B-flat major, “Archduke”

The B-flat major Trio, Op. g7, is the most important of Beethoven's works
in this form. Dedicated to his Imperial pupil the Archduke Rudolph, it is
always called by his title. The first movement, Allegro, opens with a noble
and majestic subject whose pattern is much like that of the first subject of the
first Rasumovsky Quartet (Op. 59, No. 1). Of the Scherzo that follows, Robert
Haven Schauffler says that it is “one of the Master’s foremost contributions to
this form of his invention—the form in which the lion of wit was first success-
fully made to lie down with the lamb of melody.” But it is the third move-
ment, Andante cantabile, which most emphatically endears the Archduke to
chambermusic lovers. To quote Mr. Schauffler again: “The Andante canta-
bile ... . casts the dust more completely aside and nakedly rides the air of a
more astral region than any other music whatever—unless it be the Cavatina
of the B flat quartet {Op. 130). This is especially true in the deep organ har-
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monies of the theme . . . and in the pure unearthly ecstasy of the recitative-
like coda.” The rondo finale has always been something of a disappointment
to admirers of the Archduke, who regard it as falling below the level attained
in the first three movements.

Recommended recording: VM—g49 (Heifetz; Rubinstein; Feuermann).

%ELLIN I

Vincenzo Beruing, b. Catania, Sicily, 1801, Studied at the Naples Conservatory,
composing his first opera while still at school. In 1831 he produced his earliest
masterpiece, La Sonnambula, following it with Norma late in 1831, and 1 Puritani
in 18g4. He died in Paris in 1835 at the age of thirty-three.

HE outstanding quality of Bellini’s operatic genius was his melodic fertil-
T ity. “The lyricism of Bellini,” wrote Ildebrando Pizzetti, “expresses itself
in a song that gushes forth with the essence of an emotion that brings the
drama to a resolution like a fire which is ignited after it emits hot sparks.
And this song, gushing forth, becomes a stream, a river, finally an ocean that
rolls away to the distance towards the immense horizon. . . . Bellini cre-
ated a song that is ample, marvelous, unique. Unique is the song of the final
scene of Norma, unique is the one which accompanies the closing of the first
act of the Sonnambula, and unique is the song which can be found in the
most important scenes of Puritani.”

But Bellini was much more than a melodist. Wagner emphasized this
fact. “Bellini,” he wrote, “is one of my predilections, because his music is
strongly felt and intimately bound up with the words.” Through his recita-
tives, and through the way in which his music expressed the dramatic situa-
tions of his books, Bellini was working towards a closer union between words
and music.

OPERA
Norma

In four acts, book by Giuseppe Felice Romani, first performed at La Scala,
Milan, on December 26, 1831.

Bellini composed Norma in 1831, and himself selected the singers who
should appear in it. The premiére was a failure. Bellini, hidden in the or-
chestra pit, heard hissing and exclamations of disapproval. “I have just come
from the Scala,”” he wrote that night to a friend. “First performance of Norma.
Would you believe it? Fiasco! Fiasco! Serious fiascol To tell the truth, the
public was severe. Apparently it had come for the precise purpose of passing



BELLINI: OPERA 7

judgment on me, and eagerly wished to subject my poor Norma to as sad a
fate as the Druidess.”

With its second performance, however, the opera began to find friends, and
in the event proved sufficiently appealing to run forty-three times. Nor were
many years to pass before Norma received the full measure of recognition. In
1836, the then unknown Richard Wagner proclaimed it a masterpiece. “The
action, bare of all theatrical coups and dazzling effects, reminds one of the
dignity of Greek tragedy. . . . Those who can hear in Norma only the usual
Italian tinkle are not worthy of serious consideration. This music is noble
and great, simple and grandiose in style. The very fact that there is style in
this music makes it important for our time, a time of experiments and lack
of form.”

The action of the opera takes place during the Roman occupation of
Druidic Gaul. Norma, high priestess of the Druids, secretly marries the
Roman Proconsul, Pollio, violating her vow. After they have had two
children, Pollio’s love for Norma is gone; he is now in love with Adalgisa,

a priestess in the temple of Irminsul. Adalgisa, ignorant of the fact that

Pollio is married to Norma, confides to Norma that she loves him, and

begs to be absolved from her holy vows. This revelation of Pollio’s in-

fidelity enrages both women, and when Pollio attempts to snatch his
beloved from the altar, Norma calls upon the Druids to capture him.

Pollio is brought to judgment before Norma, who demands that he either

renounce Adalgisa or die. Pollio prefers death. Norma then tears the

sacred wreath from her brow and insists that she, not Pollio, is guilty.

Pollio, moved by her generosity, joins her at the funeral pyre.

“To the listener of today,” wrote F. Bonavia on the centenary of the pre-
miere, “the dramatic qualities of Norma appear in quite a new light, and it is
these that mainly account for the opera’s perennial vitality. . . . He takes us
at once in medias res: the first scene is highly dramatic in tone, immersing us
in that atmosphere of high passions which justifies the actions of the char-
acters. Pollio’s recitatives in the next scene give us a taste of [Bellini's] ef-
fective fitting of the music to the words. . . . From his very first operas, Bel-
lini’s recitatives stand out . . . but in Norma they are perfectly welded into
the opera, marking the salient points of the plot.”

The most famous single excerpt from Norma is, of course, the soprano
cavatina in Act I, “Casta Diva,” one of the most beautiful arias in all opera.
Other famous numbers include the tenor aria “Meco all’ altar di Venere”
and the alto “Sgombra e la sacra selva,” both from Act I; the duet for soprano
and alto “Mira, O Norma” from Act I1I; “Guerra, guerra!” for soprano and
chorus, and the “Ah crudele!” duet for soprano and tenor from Act IV.

Recommended recording: Decca 25900-17 (Eiar Chorus, Orchestra, Soloists—Gui).

I Puritani

In three acts, book by Count Carlo Pepoli, first presented at the Théitre
des Italiens in Paris on January 25, 1835.
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Rossini stood godfather for Bellini’s last opera. In 1834 he encouraged the
younger man to come to Paris for the purpose of writing an opera expressly
for the Théitre des Italiens. Though Pepoli’s book was confused and slug-
gish, Bellini rose to some of his highest flights of inspiration in this work, some
of the arias being among his most beautiful.

The next season of the Théitre des Italiens was opened with a repetition
of I Puritani (September 1835), the performance being coincidental with the
eve of Bellini’s funeral. During the entire performance, singers, orchestral
players, and audience sobbed with grief. After the evening’s presentation, the
singers and musicians combined in a monumental requiem service for the
composer, directed by Cherubini and Rossini, at the Church of the In-
valides. '

The story takes place in the mid-17th century, in an England torn
by civil war. Elvira, daughter of Queen Henrietta Maria (who is a pris-
oner in a Plymouth fort), is in love with a Cavalier, Lord Arthur Talbot.
She prevails on her mother to authorize the marriage, and is smuggled
into the prison so that the ceremony may be performed there. Lord Ar-
thur, however, takes this opportunity to effect Queen Henrietta’s escape;
and for this treachery he is punished. Elvira, knowing nothing of her
lover’s self-sacrifice, goes insane over his supposed faithlessness. Talbot,
condemned to be shot, is saved at the last moment by a messenger’s report
that he has been pardoned by Cromwell, now victorious over the Royal-
ists. Talbot having meanwhile been enabled to make the necessary ex-
planations to Elvira, she recovers from her insanity and the lovers are
reunited.

Cecil Gray has pointed out that, although I Puritani is not the best of Bel-
lini’s operas, it is the best integrated. “It has not the same stylistic inequali-
ties, and the general level of inspiration is probably higher, although never
rising to quite the same heights as the best things in Norma and La Sonnam-
bula.”

The most famous portions of the opera are the tenor aria, “O te, o cara,
amor talora” and the soprano aria “Son vergin vezzoza” from Act I; the Mad
Scene (soprano), the soprano aria “Vien, diletto,” and the duet for baritone
and bass “Il rival salvar tu puoi” from Act II; and the tenor aria “Credeasi
misera” from Act III.

Recommended recording: “Credeasi misera” C-D11551 (Solari).

La Soimambula

In two acts, book by Giuseppe Felice Romani, first performed at the Teatro
Carcano, Milan, on March 6, 1831.

La Sonnambula was the first of Bellini's operas to indicate the extent of
his creative powers. Its premiere at the Teatro Carcano was a sensation, to
be followed by performances throughout Europe.

In Switzerland, Amina (a somnambulist) is to marry Elvino. One night,
at an inn, while walking in her sleep, Amina enters the room of Rodolfo,
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a young lord, and is discovered by the landlady. The incident becomes
a village scandal, the consequence of which is that Elvino discards Amina
for the landlady. Then, on another night shortly afterward, Amina again
walks in her sleep, across a frail bridge, and to safety—into the arms of
the awaiting Elvino, who now understands and is ready to forgive.

In spite of this rather silly story, Bellini rises to moments of such great
beauty and pathos that some writers have been tempted to compare the opera
to a Theocritus pastoral. In their discussion of this opera, Brockway and
Weinstock wrote: “A brief musical tale, notable for its straightforwardness
and unwillingness to spin itself out to irrelevant lengths, this little opera is
primarily pleasant entertainment. . . . La Sonnambula is as romantic as
Der Freischiitz, but its romanticism is Italian, delicately tinted by what was
doubtless a superficial acquaintance with the current fashion in European
literature. There is an idyllic, a positively sentimental note here traceable to
that faded chronicler of French Darbys and Joans, Bernardin de Saint-Pierre.
The idyllic note, miscalled ‘elegiac,” was Bellini’s peculiar forte, and he
illustrated it in La Sonnambula with melodies . . . that seem at their most
characteristic here, because here in their purest form.”

The best pages of the opera include the soprano cavatina “Come per me
sereno,” the duets for soprano and tenor “Prendi, anel ti dono,” and “Son
geloso del zeffiro,” all from Act I; the Sleep-walking Scene, and the aria for
soprano and chorus “Ah! non giunge” from Act 1L

Recommended recordings: Sleep-walking Scene, C-go1sM (Muzio); “Ah! non
giunge,” C-D1646 (Guglielmetti).

%ENNET T

RoBerT RusseLL BEnNETT, b. Kansas City, Mo., 1894. Studied with Carl Busch in
Kansas City, and Nadia Boulanger in Paris. He won the Guggenheim Fellowship
in 1927 and 1928. In 1926—27 his Symphony won honorable mention in a contest
conducted by Musical America, and two and a half years later he won the R.C.A.
symphonic award for two orchestral works. He has divided his time since then be-
tween serious music and jazz, becoming one of the best jazz orchestrators of our
time. He has also written music and prepared orchestrations for Hollywood.

i
HOUGH many of Bennett’s serious works are written in a jazz idiom, others
T reveal a catholic style and an almost classical approach. Astute in his tech-
nique, and endowed with a fine imagination and good taste, Bennett has writ-
ten many works (including an opera, Maria Malibran) to command the ad-
miration of musicians. He writes particularly well for orchestra, and is a
master of instrumentation.
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ORCHESTRAL MUSIC

Eight Etudes

In 1938, the Columbia Broadcasting System commissioned Bennett to com-
pose this work, and in the same year it was introduced over the Columbia
network by the C.B.S. Symphony Orchestra directed by Howard Barlow.
Mr. Bennett’s detailed description follows.

“The Etudes are designed to serve an orchestra in much the same way as
etudes for solo instruments serve those instruments; in other words, to present
an attractive exterior filled with problems of orchestral playing, in balance,
in conducting, and even (in the matter of orchestral color) for the composer
himself. As with many of Debussy’s piano preludes, each of these Etudes has
a dedication at its end; the dedication—in both cases—having been written
after the music was completed.

“I. Allegro con brio—is full of ambition, enthusiasm, vigor, and polite
fun, and is dedicated to Walter Damrosch.

“II. Andantino—is philosophic and tender, rising to considerable heights
of insistent power. It is to Aldous Huxley.

“IIL. Allegretto scherzando—is in rapid 34 time with an exaggerated waltz
in Viennese, or rather in Continental style, for trio. This is to Noel Coward.

“IV. Bien animato, quasi una fantasia—pictures the profound art of base-
ball pitching, often referred to as a ‘classic’ when the pitcher wins. The thrill
of a ‘King’ Carl Hubbell strike-out is at its substance, and it is dedicated to
him.

“V. Alla marcia—is a nasty patrol wherein we can hear and almost see a
parade of discordant and wrangling uniforms pass by. It is dedicated to all
dictators.

“VI. Adagio e sincero—is the antithesis of the march of the dictators, and
is dedicated to human faith, or to its personification in fiction, the Grand
Lama.

“VII. Con grazia—is the prettiest and most graceful of the Etudes. It is to
a much-admired painter, Eugene Spreicher.

“VIII. Allegro animato—chatters, screams, laughs, stops to make up its
face, reveals alluring curves, tries hard to excite us, and ends in a chorale-like
climax which reveals underlying strength and seriousness. It is dedicated to
the ladies.”

SYMPHONY

A Lincoln Symphony
A Lincoln Symphony was one of the two orchestral works by Bennett to
win the Victor award in 1929—30. It was composed in Berlin in 1929, and was

introduced by the Philadelphia Orchestra, under Leopold Stokowski, in the
fall of 1931. “The work comprises the four movements of the classic sym-
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phony,” explains the composer, ‘“but in each movement I have used two out-
standing attributes of Lincoln’s character as the inspiration for the themes.
The first movement, in sonata form, expresses his simplicity and his sadness.
The opening subject, for two clarinets, bass clarinet, and oboe solo, expresses
the first trait, his simplicity, together with his sweetness. The horns soon
betray the locale of Lincoln’s home, suggesting a rhythm dear to the mid-
West fiddlers and banjoists of a scant hundred years ago. In its recapitulation,
the first theme takes on power and grandeur. The second theme is expressive
of Lincoln’s sadness. . . . It is brought to a climax and cut off, while we
listen to a distant drum and a faint suggestion of The Union Forever from
the clarinet and bass clarinet. A cry of pain seems to answer this thought of
struggle and suffering, but soon the supreme inspiration of divine help irradi-
ates the scene. In the development section, the music becomes stronger and
more confident; but the second theme brings sadness again, now of a graver
character, more philosophical, almost serene.

“The slow movement, which I have entitled ‘His Affection and His Faith,’
conveys something of the sentiment of young America of that day when
women were worshipped. The music sighs out a suggestion of the story of
Lincoln’s tragic early love affair.

“The third movement is entitled ‘His Humor and His Weakness.” It pic-
tures the human side, the external side of Lincoln—the Lincoln who de-
lighted in telling risqué stories and playing pranks. The music is a scherzo,
with a barn dance in the middle, and general devilment all around.

“I have entitled the finale ‘His Greatness and His Sacrifice.’ I intended the
music to proclaim what I felt to be the triumph of a great soul, rich, unbend-
ing, inevitable. Departing a little from the chief aim of the symphony as an
expression of character per se, I have turned, in the course of this movement,
to the thought of his sacrifice, and have told orchestrally the story of his
assassination, and I have tried to suggest the realization by the world of its
loss, ending with the sound as of a thousand chimes and a final chant in
memory of the great soul that has passed away.”
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ALBAN BERG, b. Vienna, 188, a pupil of Arnold Schénberg, whose influence on the
younger man was far-reaching. Berg began his composing career as a romantic,
but he soon adopted the Schonberg 1diom and became a master of it. During the
First World War, he served in the Austrian army. Later, he completed the master-
piece upon which he had been working since 19 14—the opera Wozzeck. He died
in Vienna in 1g35.

VEN after Berg turned to atonality, he was still the romanticist. Though
E using the twelve-tone system, he injected such warmth in his music that
he is called the romanticist of the Schénberg school. His works are few in
number, but what he composed reveals a remarkable intelligence, a sound
grasp of technique, and an engaging personality. Berg also composed a sec-
ond opera, Lulu, a concert aria for soprano and orchestra (Der Wein), a
string quartet, and a Lyric Suite for string quartet.

CONCERTO
Concerto for Violin and Orchestra

Berg was commissioned by the American violinist Louis Krasner to write
for him a concerto for violin and orchestra. The death of a dear personal
friend, a young girl, was the direct impetus for Berg’s composition of this
work, and he intended it as a requiem “to the memory of an angel.” Curiously
enough, it proved to be Berg’s own requiem: he did not live to hear it per-
formed.

But the “angel” lives. She is presented to us in a full length portrait in the
first movement, an engaging essay in characterology. The second movement
(there are only two) tells how and why she dies, is transfigured, attains to peace
and a wanted tranquillity.

Obviously exalted in character and dealing with an eternal theme, the
concerto is yet highly personal and achieves a muted simplicity through the
use of unsophisticated melodies. This is no inconsiderable feat in view of
Berg’s adherence to the twelve tone system of his master, Arnold Schénberg.

In harmony with its subject the first movement is characterized by grace
and lightness and charm. The second movement, equally graceful and rhyth-
mic, is much more forceful and dramatic in its statement. It is a profoundly
emotional page of music, containing a brief quotation from Bach (the chorale
It Is Enough) and a repetition of the naive theme of the first movement.

The concerto was introduced in Barcelona in 1936 by Louis Krasner, who
has since performed it throughout the United States.

Recommended recording: CM-465 (Krasner; Cleveland Orchestra—Rodzinski).
82
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OPERA

Wozzeck

In three acts, libretto by the composer, first performed at the Berlin
Staatsoper on December 14, 1925.

Berg was strongly fascinated by Georg Biichner’s tormented and bitter ex-
pressionistic drama Wozzeck, which had been written in the early nineteenth
century, had been lost for many years, and then was rediscovered in 1878. Berg
first began to work on the opera in 1914. His labors were interrupted by the
First World War. When he returned to civilian life, he resumed work and
brought the score to completion in 1921. Three excerpts were played at the
Frankfurt Festival in 1924, the success of which inspired the complete pro-
duction at the Berlin Staatsoper the following year. Its unusual orchestration
(an ensemble was called for including a military band, a restaurant orchestra,
high-pitched violins, an accordion, an out-of-tune upright piano, a bom-
bardon, and a chamber orchestra); its unorthodox use of the human voice
(Sprechstimme); and the parade of ghastly scunds—all these invited contro-
versy. There were those who called Berg a genius. One critic exclaimed that
this was “the most striking musical event in the history of opera since Pelléas
and Mélisande.” Others considered him a madman. “Berg is a creator of
sounds terrifying to the ear,” wrote Max Marschalk in Die Vossiche Zeitung;
while Paul Zschorlich wrote in the Deutsche Zeitung: “As I was leaving the
State Opera I had the sensation of having been not in a public theater but
in an insane asylum. On the stage, in the orchestra, in the stalls—plain mad-
men.” When, a year later, Wozzeck was introduced in Prague it created such
disorders and riots that the police ordered its withdrawal from the repertoire,

Wozzeck was introduced to America in Philadelphia and in New York in
March 1931, under the baton of Leopold Stokowski.

Wozzeck, a soldier—symbol of the downtrodden and the helpless—is
in love with Marie, who is unfaithful to him. She is attentive to a Drum
Major who thrashes Wozzeck within an inch of his life when the latter
reprimands her. Wozzeck is finally provoked to murder Marie at the edge
of a pond. He himself dies accidentally in the waters of the pond when
he tries to retrieve his blood-stained knife.

Berg thus explained his artistic purpose in this opera: “I never contem-
plated a reform of the opera through the composition of Wozzeck. . . .
Aside from the desire to create good music . . . I intended nothing more
than to bring to the theater that which by right belongs to the theater. I
wanted to create music at every moment conscious of its responsibility to the
drama—yes, even more, drawing from within itself those elements necessary
for the transposition of drama into reality; an achievement that demands of
the composer the resolution of all essential tasks of stage direction. This was
to be done without violating the autonomy of the music, without interference
by extra-musical elements. That this occurred through the adoption of older
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musical forms (which was regarded as one of the most important of my alleged
reforms) was of course self-evident. In some respects, their absorption into
the realm of the opera—to so great an extent—might appear novel. . . . I
shall reveal what I believe to be my exclusive contribution: No matter how
well one may be acquainted with the musical forms to be found in this opera,
with its stringent and logical construction, with the artistic skill exhibited in
its details, I demand that from the moment the curtain rises till the moment
it falls, no one in the audience shall be conscious of this diversity of fugues,
inventions, suite forms, and sonata forms, variations, and passacaglias—no
one, I repeat, be filled with anything but the idea of the opera, which far
transcends the individual fortunes of Wozzeck.”

%ERLIOZ

Hecror BerLioz, b. Cote-Saint-André, France, 1803. Pupil of Lesueur at the Paris
Conservatory. A Mass (1825) was his first performed work. Five years later he won
the Prix de Rome, soon after the completion of his first major work, the Symphonie
fantastique. In 1833, he married the actress Henrietta Smithson, but the marriage
proved unhappy and resulted in virtual separation. Berlioz fell prey to despond-
ency brought on by his marital problems and heightened by financial difficulties
and hostility to his music. But he continued to compose, during this period writing
some of his greatest works including the dramatic symphony Romeo and Juliet.
His last years were spent in sickness and loneliness, and he died in Paris in 1869.

ERLIOZ was one of the most original figures in the history of music. He was
the true Romantic, one of the first in music. “Practically every important
tendency in the romantic movement,” wrote A. W. Locke, ““is represented
in Berlioz’s music.” He defied convention and tradition, and looked fear-
lessly into the future. Always he was the experimenter, writing for large masses
and incorporating unusual instruments in his orchestra, striving ever for
new avenues of expression for the musical art. He opened new vistas for music
in the art of orchestration, of which he was the consummate master. “He pos-
sessed to a high degree,” wrote W. H. Hadow, “every quality which successful
scoring implies: a complete knowledge of the strength and weakness of each
instrument, great skill in treatment and combination, ready invention and
boundless audacity.” He also enriched the capacity of music to translate ideas.
In French music, he stands as the great pioneer who, as Julien Tiersot re-
marked, was “the torch which illuminated the path upon which all future
composers were to travel.”
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ORCHESTRAL MUSIC

Selections from The Damnation of Faust
(“Minuet of the Will-o’-the-Wisps”; “Dance of
the Sylphs”; “Rakoczy March”)

“A landmark in my life,” wrote Berlioz, “was the reading of Goethe’s Faust.
I could not lay it down, but read and read and read—at table, in the streets,
at the theater.” Between 1828 and 1830 he wrote music for various scenes
in Goethe’s Faust. “Some of the ideas were good, but I knew also how hope-
lessly immature and badly written they were.” Soon after its publication,
Berlioz discarded this work. During a trip through Central Europe, how-
ever, he decided to rework this earlier material, add new numbers, and
fashion a dramatic legend. The text he used for The Damnation of Faust
(Op. 24) was partly his own work and partly that of Gandonniére. His dra-
matic legend was introduced at the Opéra-Comique in Paris in 1846, under
his own direction. It was a failure. “It was twice performed to half-empty
houses,” Berlioz wrote, “and elicited no more attention than if I had been
the humblest of the students at the Conservatory.” On June 19, 1844, it was
presented in Berlin with great success. Since then it has often been presented
both in Europe and in America as an opera.

Three selections from this dramatic legend are frequently heard at sym-
phony concerts:

I. “Minuet of the Will-o’-the-Wisps”: This is from the third part of the
dramatic legend, and describes how Mephisto summons the evil spirits and
the will-o’-the-wisps to surround Marguerite’s house. The Minuet concludes
the number.

I1. “Dance of the Sylphs”: This is taken from the second part. Faust has
fallen asleep to the song of ghomes and sylphs. They dance before him as he
sleeps, and while they do so the image of Marguerite comes to him in a vision.

III. “Rakoczy March”: A Hungarian march is rendered appropriate by
the fact that in the early part of the legend Faust is made to wander in the
fields of Hungary. Actually, the Rakoczy March was written on commission
for a special Berlioz concert held in Pesth in 1846. Under Berlioz’s baton it
swept the audience into a frenzy of excitement. “I begin the March with
a trumpet passage in the rhythm of the melody, after which the theme itself
appears pianissimo in the flutes and clarinets, accompanied by the strings
pizzicato. This was a treatment to which my audience was quite unaccus-
tomed, and at first they listened merely with respectful attention. When the
crescendo arrived, and fragments of the March were heard amidst the thunder
of cannon from the big drum, they woke up; and when the final explosion
burst upon them in all the fury of the orchestra, the shrieks and cries which
rent the hall were positively terrific, and so extraordinary as fairly to frighten
me. In fact, from that moment the rest of the piece was inaudible amid the
clamor of the house.” The theme Berlioz used for his March was a famous
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one in Hungary and was believed to have been written by Michael Barna, a
court musician of Prince Franz Rakoczy.

Recommended recordings: “Minuet of the Will-o™the-Wisps,” “Dance of the
Sylphs,” and “Rakoczy March,” CM-Xg4 (London Philharmonic—Beecham).

Roman Carnival Overture

The Roman Carnival Overture (Op. g) was originally intended by Berlioz
as the prelude to the second act of his opera Benvenuto Cellini. This opera
was first performed in 1838, and in 1843 Berlioz took several themes from
the opera—principally a Saltarello subject—and incorporated them into an
independent symphonic work. Today, the Roman Carnival is accepted as
one of the most representative of Berlioz’s works. It opens with the dashing
Saltarello theme: then—following a brief pause—comes a beautiful singing
passage for English horn, the principal motive of the opera. These two sub-
jects are developed skilfully into a work of great dramatic effectiveness.

Recommended recording: V~119008 (Boston Symphony—Koussevitzky).

SYMPHONIES

Fantastic Symphony

The Symphonie fantastique (Op. 14), composed in 1829 and subtitled “An
Episode in the Life of an Artist,” was born out of Berlioz’s passion for Hen-
rietta Smithson, the Shakespearean actress who later became his wife. He had
seen her in a Paris performance of Hamlet and fell in love with her at once.
He was determined to meet her, to impress upon her the depth of his love.
Failing to do so, he took lodgings near hers—only to learn that she was
leaving Paris. Feeling the need for some outlet, he decided to express his
passion in a large work. A rumor that Henrietta Smithson was engaged to
another man caused him, in a fit of rage, to revise his symphony so that it
might symbolize not the fullness of his love but the treachery of his beloved.
(At the first performance of the symphony Berlioz even planned to distribute
leaflets to the audience explaining its revised meaning, but fortunately was
discouraged from doing so by his friends. However, he did include the com-
ment concerning the “Witches’ Sabbath” movement that his beloved “is
now only a courtesan worthy to figure in such an orgy.”)

Berlioz planned the first performance of this work—in Paris on December
5, 1830—as a gesture of defiance to Henrietta. “I hope that the wretched
woman will be there that day,” he remarked. She did not come; she was ap-
pearing that night at the Opéra. But the house was filled with distinguished
musicians and literary men. Of these, the advanced guard were ecstatic in
their praises, calling the new work the music of the future, while the con-
servatives condemned it.

Henrietta Smithson did not hear the Symphony until two years later when
Berlioz had returned from his Italian sojourn. For that concert, Berlioz
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graciously revised his programmatic material to exclude references to the
“courtesan.” Henrietta, interpreting the symphony to mean that the hero
poisoned himself for love of her, was touched and flattered. At this concert,
Berlioz was playing the drums, and it was said that each time his eyes met
Smithson’s he beat the drums with redoubled fury.

Eventually, of course, Berlioz won his Henrietta—though he was soon to
learn that it was hardly the triumph he had anticipated.

The symphony is in five movements, to which the composer appended a
detailed program. The first movement, ‘“Visions and Passions,” is devoted
to the meeting of the hero and the ideal woman, and of the awakening of a
great love. In the second movement, “The Ball,” the hero is immersed in
reveries about his beloved, and continues to dream of her in the third move-
ment, “Scenes in the Country,” where the beauty of Nature reminds him of
her loveliness. The hero decides to commit suicide with opium. Instead he
succeeds only in inducing horrible nightmares. In one of these he kills his
beloved and is to be executed for the crime. The fourth movement, ‘““March
to the Gallows,” depicts his execution; and in the closing movement, “Witches’
Sabbath,” the hero sees witches indulging in a frenzied dance around the bier,
a dance which ends with a mock funeral.

From many points of view, the Symphony is an epoch-making work. It
utilizes a recurrent theme to tie the five movements into a unified whole (the
theme subjected to changes as demanded by the mood and atmosphere of
the different movements). Berlioz called this “recurrent theme” the “idée
fixe”—and as such it foreshadows the Wagnerian Leitmotif. Besides this, the
symphony brings the science of instrumentation to new stages of develop-
ment; and, in its programmatic writing, it later inspired the program music
of Liszt and Richard Strauss.

In 1838, Berlioz received a cash gift of 20,000 francs for this Symphony. For
a long time it was believed that Paganini was the donor, but later research
disclosed that the benefactor was Armand Bertini, editor of the Journal des
Débats, a great admirer of Berlioz. Armand had Paganini present the award
to Berlioz because he felt that it would be more impressive if tendered by
one great artist to another.

Recommended recording: CM—-488 (Cleveland Orchestra—R odzinski).
Romeo and Juliet

Two forces drove Berlioz to compose this dramatic symphony. One was
his admiration for Shakespeare, and the other was his passion for Henrietta
Smithson, whose most successful role was that of Juliet. The symphony, how-
ever, was composed in the winter of his love affair—in 1839, six years after
his marriage to Henrietta, and long after his passion for her had been spent.
However, Berlioz had not forgotten his one-time ardor or his one-time adora-
tion of her art; and he wrote his symphony in recollection of these feelings.

Romeo and Juliet (Op. 17) is for orchestra, soloists, and chorus. It is sub-
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divided into three sections; and these sections comprise twelve individual
numbers, the high moments of the Shakespearean play being chosen for mu-
sical treatment. It is dramatic music, and poetic, with an occasional touch of
spiritual beauty. Berlioz never achieves the singableness of Gounod, but his
melody has more spine and character and individuality. There is in Berlioz’s
version of the Shakespeare play a dramatic intensity, a philosophic depth,
which Gounod never realized. In certain passages Berlioz the creative artist
rises to such heights that, as Ernest Newman wrote, “his spirit touched to
finer issues, he sings, not Berlioz, but humanity as a whole. He is now what
every great artist is instinctively—a philosopher as well as a singer.” Among
these passages are the unforgettable love music of Part II, which Berlioz con-
sidered his greatest music; the closing scene in Juliet’s tomb, one of the
most eloquent pages in all French music; and the exquisitely orchestrated
“Queen Mab Scherzo.”
Recommended recordings: “Romeo’s Reverie and the Féte at the Capulets’,” Part

1, C-DB12go-1 (London Philharmonic—Harty); “Queen Mab,” C-67422D
(Halle Orchestra—Halle).

%IZET

ALEXANDRE-CfisarR-LEoroip (called Georges) Bizet, b. Paris, 1838. Studied at the
Paris Conservatory, winning the Prix de Rome in 1857. He first attracted attention
in 1863 with Les Pécheurs de perles (The Pearl Fishers). Other operas followed, but
not until 1872 did he write his masterpiece, the one work by which he is best re-
membered today—Carmen. This was introduced at the Opéra-Comique in Paris
on March 3§, 1875, and was moderately successful. In June of that year Bizet died,
too early to see his beloved opera accepted by the world as a masterpiece.

OF Bizet’s works there have survived only a single aria from the now-
forgotten Les Pécheurs de perles, “Je crois entendre encore” (Recom-
mended recording: V-15544—Crooks), the L’Arlésienne suites, and Carmen.
A rather charming, but derivative, Symphony in G major was recently re-
vived (Recommended recording: VM—742, London Philharmonic—Goehr),
but it is hardly likely that it will retain any permanent position in the sym-
phonic repertoire. Thus it can be said that Bizet's great fame rests securely
on only one work; but that work is the complete realization of his creative
style. To it he brought his marvelous melodic gift, his flair for brilliant or-
chestration, his genius for atmospheric colot, and his fine dramatic instinct,
and through it he has proved his right to be considered a great composer.



BIZET: OPERA 89

OPERA
Carmen

In four acts, libretto by Henri Meilhac and Ludovic Halévy, first performed
at the Opéra-Comique in Paris on March g, 1875.

In June of 1872, Bizet informed a friend that “I am asked to write three
acts for the Opéra-Comique. Meilhac and Halévy will do the piece. It will be
bright, but of a brightness that allows style.” The original story was by Pros-
per Merimée—expurgated and greatly revised so as not to shock opera-goers’
sensibilities; Carmen herself, for example, was transformed from a petty
thief into a glamorous heroine.

Sentimentalists would have us believe that Carmen was at first a failure. Asa
matter of fact, the opera fared comparatively well. Of course, some in the
audience were startled by the passion of the work, and by the sight of girls
smoking on the stage; and some critics carped at Bizet’s subservience to Wag-
ner in his use of the Leitmotif. But for the most part the reception was good.
Reyer praised Bizet for his ““fine harmony and suitable scoring,” while the
critic of Le Courrier de Paris wrote emphatically that “the work is one of
those which redound to a musician’s credit.” The public, too, responded
favourably—favourably enough, at least, for the opera to attain the respectable
number of forty-seven presentations.

Yet it was no triumph, either. Not until after Bizet’s death did it conquer
the world of music—though it then conquered it permanently. In 1878, it
was performed in Marseille, Lyon, Bordeaux, St. Petersburg, Naples, Florence,
Ghent, Hanover, Mainz, and New York. A revival at the Opéra-Comique in
Paris on April 21, 1883, was an unmistakable sensation. Nietzsche heard the
opera twenty times and proclaimed it one of the genuine masterpieces in
operatic literature. Tchaikovsky, introduced to Carmen in 1880, prophesied
that within ten years it would be the most popular opera in the world. By
the end of the century, hardly an opera house in the world but was exploit-
ing Bizet’s masterpiece.

Today, of course, it is one of the established favorites in the operatic
repertory. It has earned this fame, for it stands among the operas of the world
in solitary splendor. “Carmen,” wrote D. C. Parker, “is unique in two senses.
It is unique in the realm of opera; there is no work quite like it. It is unique
also in that it stands head and shoulders above everything else Bizet has pro-
duced. . . . I place Carmen high by reason of the quality of its inspiration,
the attraction of its themes, the handling of its ideas, and the musicianship
displayed throughout. There is characterization, too, skilfully devised.”

Most of the opera was subjected by Bizet to painstaking revision. For in-
stance, the “Habanera” was revised no fewer than fifteen times. On the other
hand, the famous ‘“Toreador Song” was interpolated in the opera as an
afterthought—as a concession to plebeian tastes. The original “Toreador
Song” was considered too majestic, and Bizet was urged to substitute some-
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thing much more popular; in some haste he wrote a new aria and, presenting
it to the conductor of the Opéra-Comique, remarked bitterly: “Ah, they want
filth>—Well, here it is!” But this “filth” has never lost its power to elicit an
ovation in the opera house.

The authenticity of the Spanish idiom in Carmen has roused considerable
controversy. The Spanish composer Joaquin Turina, and many critics with
him, have damned Carmen as merely pseudo-Spanish music. Such condemna-
tion is not deserved. Carmen is not authentic Spanish music, but Bizet never
meant it to be. Though he utilized Spanish folk material, it was only to give
the work its local color. He was trying to recreate the mood and atmosphere
of Spain by using Spanish rhythms and tone colors; but his style of com-
position was French to the core—and Carmen, despite its background and
setting, is a French and not a Spanish opera.

Carmen, the gypsy, is arrested for stabbing one of her friends in the
cigarette factory in Seville. She exercises her seductive wiles on an officer,
Don José, who helps her to escape and is thereupon imprisoned. On com-
pleting his sentence, Don José (forgetting his own true love, Micaela)
again meets Carmen on the outskirts of the city. He becomes passionately
infatuated, quarrels with one of his fellow-officers over her, and then
(to evade punishment) escapes with her to the mountains where the two
take refuge in the lair of a group of smugglers. Carmen soon tires of Don
José, and turns to Escamillo, hero of the bull-ring. Meanwhile, Micaela
makes her way to the smugglers’ den and persuades Don José to go home
to see his dying mother. José, however, cannot forget Carmen. He returns
to beg for her love, and, angered by her apathy, he kills her.

The most famous Carmen arias are the “Habanera” for soprano (actually
not original with Bizet but the work of Yradier!), the duet for soprano and
tenor, “Parle-moi de ma mére,” and the soprano ““Seguidille” all from Act I;
the Gypsy Dance, the soprano “Gypsy Song,” the “Toreador Song” for bari-
tone and chorus, the “Flower Song” for tenor from Act II; the “Card Song”
for soprano in Act III.

Recommended recording: VM-128 (La Scala Soloists, Chorus, and Orchestra—
Molajoli). .

ORCHESTRAL MUSIC
L’Arlésienne Suites

For the first performance of Alphonse Daudet’s drama L’Arlésienne, in
Paris in 1872, Bizet composed incidental music comprising twenty-seven
pieces. The best of these were later made into two orchestral suites. In this
music, Bizet succeeded felicitously in capturing the Provencal flavor of the
Daudet play by appropriating actual Provencal melodies, and also by imitat-
ing characteristic rhythms and sonorities of authentic Provencal music.

The Suite No. 1, arranged by Bizet himself, includes: Prelude, Minuet,
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Adagietto, Carillon. Suite No. 2, arranged by Ernest Guiraud, comprises:
Pastorale, Intermezzo, Minuet, and Farandole.

The best numbers from the first suite are the Prelude (a rousing march tune
adapted from an old Provencal folk song); the graceful Minuet; the Adagietto
(a lovely poem for muted strings); and the Carillon (a heavily accented and
vigorous theme set against the background of pealing bells). The best from
the Suite No. 2 are the Minuet and the closing Farandole, the latter of which
astutely combines the Provencal melody of the first suite with a vigorous
Farandole dance.

Some conductors combine the favorite movements of both suites into one,
and as such it includes the following sections: Prelude, Minuet, Adagietto,
Minuet, and Farandole.

Recommended recordings: Suite No. 1, VM—-62, (Philadelphia Orchestra—Sto-
" kowski); Suite No. 2, VM-683 (Boston Pops Orchestra—Fiedler).

%LOCH

ErNEST BrocH, b. Geneva, Switzerland, 1880. Studied in Brussels with Ysaje and
Rasse, and in Munich with Knorr and Thuille. His first major work, a symphony,
was composed in 19o2. In 1916, he came to America. Within the next few years he
established his reputation in this country with a series of important performances.
In 1920, he became director of the Cleveland Institute, holding this post for five
years. In 1931, an endowment enabled him to settle temporarily in Europe, but he
returned in 1934, and since that time has lived mostly in California.

THERE are three distinct periods in Bloch’s creative career. The first pro-
duced his early works, like the opera Macbeth and the Symphony in C-
sharp minor, in which his later style was suggested. A second period began in
_or about 1915 with Bloch’s awakened racial consciousness. “I aspire to write
Jewish music,” he wrote at that time, “because it is the only way I can pro-
duce music of vitality.” It was at this time that he wrote some of his most
famous works, including the Israel Symphony, the Three Jewish Poems, and
Schelomo. In his third period, Bloch shows less tendency to write Hebrew
music, being motivated now by the aim of composing music for all races
and creeds. Hebraic mannerisms still cling to this later work, but it is de-
signed to express all mankind rather than any single race. In this category
belong the Concerto Grosso, the Piano Quintet, 4 Voice in the Wilderness,
and the Concerto for Violin and Orchestra.

Bloch’s style is generally marked by barbaric ferocity and passion. It is
savage in intensity, full of vitality and energy—though he is capable as well
of writing slow movements touched with poetry and mysticism. His melodic
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lines are fully developed; his rhythmic elements are freely used; and his har-
monic speech is rich and original. Nobility and high-mindedness pervade
his best work.

CONCERTO

Concerto for Violin and Orchestra

Though the first sketches for this concerto were begun in 1930, the com-
pleted work was not ready until seven years later. The sketches, wrote Bloch,
“arose mostly on the inspiration of the moment and with no preconceived
idea of a Violin Concerto, though most of them were orchestrally or ‘violin-
istically’ conceived. . . . Music being for me a kind of language, it is easy
to discover in the chosen material that went to make this Concerto, parentage
or affinities, either in the expressively or the purely musical-thematic frame
of the motives. They combine with each other in a rather intricate way
throughout the score, appearing and disappearing like characters in a drama.”

Completed in January, 1938, the work was introduced on December 15,
1938, by Joseph Szigeti and the Cleveland Orchestra directed by Rodzinski.

Like most of Bloch’s larger works, the concerto is rhapsodic in character,
with the usual Bloch breadth of form and passion of speech. The opening
theme of the first movement (Allegro deciso) is in an American-Indian idiom,
but the work as a whole has more of a Hebraic than an Indian character.
The most effective of the three movements is the middle one, an Andante,
in which the violin is made to intone a rare mystic beauty.

Recommended recording: CM-380 (Szigeti; Concerts du Conservatoire Orches-
tra—Miinch).

ORCHESTRAL MUSIC
A Voice in the Wilderness

Though performed without interruption, this symphonic poem is in six
sections, for symphony orchestra and ’cello obbligato. Bloch composed it in
1936, and it was given its premiére by the Los Angeles Philharmonic under
the baton of Otto Klemperer on January 21, 193%. Structurally, Bloch’s origi-
nal intention was to write alternate sections for the ’cello obbligato and the
orchestra. In his own words, the obbligato was to repeat “in a sort of
paraphrase that which appeared before its entrance. But this plan was modi-
fied; and even though this form (which I believe to be new) persists through
five or six movements, the ‘cello provides neither a ‘variation of what pre-
cedes it, nor is it, strictly speaking, a paraphrase. The various movements
follow and link with each other quite naturally. They are sometimes bound
together by a barely perceptible thematic relationship or ‘reminiscence,’ but
each has its own clearly defined character. The episodes in which the orchestra
speaks alone are scored as a symphonic work per se, and not as tuttis, or accom-
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paniments. The ’cello has an expressive role, without endless displays of
virtuosity—Ilike the character in a drama. The sixth movement may be lik-
ened to a crowd in a joyous and somewhat barbaric mood, opposed by the
"cello solo as an individual.”

This is not Hebrew music in the sense that the Israel Symphony is; it
avoids the obvious technical devices of Hebrew ritual music. But in its
poignancy and pain, in the sweeping wind of its rhythms, in its often orien-
tal splendor of color, in its idealism and resignation, it is an expression of
the Hebrew temperament. Opening with a sweeping figure for the ’cellos,
followed by an emotional outcry from the entire orchestra, there rises the
voice in the wilderness—pronounced by the solo ‘cello—speaking a lan-
guage of prophetic mysticism and sublimity which finds its roots in the
Bible. A spiritual incandescence ignites the music, making it glow with an
almost other-worldly radiance. This is music written with conciseness and
inevitable logic, moved by a volcanic dramatic force, and touched at all times
with poetry and introspection.

Concerto Grosso

Bloch composed the Concerto Grosso to prove to his students at the
Cleveland Institute that it was not necessary to shatter all established music
rules and traditions in order to be modern. He had accordingly decided to
write a simple work in an old form, but to breathe into it the spirit of the
twentieth century. It was composed in 1924—25, and was given its first per-
formance at a concert of the Cleveland Institute Orchestra on June 1, 1925.

The fusion of the old and the new is here achieved with consummate skill.
Though the concerto grosso form is never abused, it is music of our own
time—dynamic, incisive, full of independence. The opening Prelude—intro-
duced by a series of ponderous chords—is as contemporary in its strength as
if Bloch had written atonally; yet the established harmonic and tonal laws
are adhered to. The Prelude is followed by a Dirge of characteristic Bloch
eloquence—a Hebraic sorrow that stabs the heart with its abandon and
intensity. The third movement, entitled “Pastorale and Rustic Dances,” is
a happy conversion of old dances into twentieth-century idiom. The closing
movement, a Fugue, has an atmosphere of mysticism which transforms a
rigid form into a poetic utterance.

Recommended recording: VM~563 (Curtis Chamber Music Ensemble—Bailly).

Schelomo

Schelomo, a Hebrew rhapsody for violoncello and orchestra, is Bloch’s
musical interpretation of the soul of a great Biblical Jew—King Solomon.
It was composed in 1916, and first performed at a concert by the Society of
the Friends of Music in New York under the direction of the composer, on
May 3, 1917. It is a thapsody full of nerves, emotion, and abandon; it has the
quality of controlled hysteria. Oriental in its orchestration and harmoniza-
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tion, filled with incisive rhythms, and with melodies that have a Biblical
flavor, it is one of the happiest realizations of Bloch’s Hebraic style. Two
principal themes dominate the composition, the first, Piu animato, pro-
nounced by the solo "cello, and the second, Allegro moderato, introduced by
the reeds before it is adopted by the solo instrument.

“The violoncello,” wrote Guido M. Gatti, “with its ample breadth of
phrasing, now melodic and with moments of superb lyricism, now declama-
tory and with robust dramatic lights and shades, lends itself to a rein-
carnation of Solomon in all his glory, surrounded by his thousand wives and
concubines, with his multitude of slaves and warriors behind him. His voice
resounds in the devotional silence, and the sentences of his wisdom sink into
the heart as the seed into a fertile soil. . . . At times the sonorous voice of the
violoncello is heard predominant amid a breathless and fateful obscurity,
throbbing with persistent rhythms, again, it blends in a phantasmagorical
paroxysm of polychromatic tones, shot through with the silvery clangors and
frenzies of exultation. . . . The entire discourse of the soloist, vocal rather
than instrumental, seems like the musical expression intimately conjoined
with the Talmudic prose.”

Recommended recording: VM-698 (Feuermann; Philadelphia Orchestra—Sto-
kowski).

QUARTET
Quartet

In composing chamber works—whether a violin sonata, a quartet, or a
quintet—Bloch does not produce music of intimate character. He breaks
down the constricting barriers, and gives chamber music new scope and
horizons. In his range of color and dynamics, in the expanse of his form, in
the sweep of his melodic ideas, he writes chamber music as he might a tone
poem or a symphony. Beyond this, whether writing for two, four, or five in-
struments, he assigns a striking individuality to each voice, giving it full
potentialities for self-expression.

Bloch has provided his own programmatic material for this Quartet. “Dur-
ing the summer of 1915, a friend of mine, Alfred Pochon of the Flonzaley
Quartet, visited me in the country near Geneva. I showed him, among other
works, rough sketches of a string quartet. . . . Pochon . . . then advised me
strongly to go on with the string quartet. In a few months the three first move-
ments were completed (July, 1916). It was then necessary for me to leave for
America. . . . I was dazed by American life, after the atmosphere of Eu-
rope. I could hardly find myself . . . it seemed another world, almost an-
other planet (this country was still ‘neutral’). However, I worked in a fever;
and the last movement—the first music I wrote on this continent—was
achieved in about a week.

“Thus this string quartet was composed at a period of double crisis: the
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crisis of the world, at the outside, and the crisis of my own life, the expatria-
tion from my native country, Switzerland. It certainly shows the traces of both.
Without being an ‘autobiography’ . . . it embodies in a certain sense my
Weltanschauung at the age of thirty-six—a kind of synthesis of my vision of
the world at that period. No work of mine, since that time, can be compared
to it in this respect.

“The whole quartet falls into the regular ‘classical’ form. It may appear
very free at times, melodically, modally, rhythmically, but it certainly is
neither ‘rhapsodical’ nor freer, for instance, than the first movement of the
Eroica”

Recommended recording: CM-gg2 (Stuyvesant String Quartet).

QUINTET
Quintet for Piano and Strings

Bloch’s masterpiece, the Piano Quintet, was composed in 1923, and was
given its first performance on March 2% of that year at a concert by The
League of Composers in New York.

It is a work remarkable for its architectonic construction. A single motive
—which opens the work—grows and expands and develops into transforma-
tions of rare invention, becoming now a heroic expression, now a plangent
threnody, now a brutal and savage cry of defiance. There is not a superfluous
bar in the entire work, not an irrelevant theme. It is written concisely and
with inevitable logic, music of high tensions (increased by the use of quarter-
tones), of explosive emotions, of volatile moods. It is an unforgettable emo-
tional utterance.

Not burdened by any program, and unconstricted by any identifying titles,
the Quintet is Bloch’s most religious document. Its religion does not con-
sist in superficials, but rather is that of the philosopher, ennobling and ele-
vating. It betrays the soul of the Jew without resorting to any Hebraic tech-
niques. It was born from a profound and moving sincerity. Daring in its
writing for the individual instruments, in its range of colors and effects, it
is modern in spirit and character.

The Quintet is in three movements: Agitato is primitive and passionate;
Andante Mistico is poetic; and Allegro energico is savage.

Recommended recording: VM-191 (Pro-Arte Quartet; Casella).

SONATA

Sonata for Violin and Piano

Bloch composed this work in 1920, and it was published two years later.
Even within the intimate form of a violin sonata, Bloch has created music
of power and dynamism. The melodic line with its savagely leaping intervals,
the impulsive rhythms, and the sharply edged harmonies, all xuake a work
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that is Hebraic in its passion and lack of emotional restraint, and at the same
time high-minded and original in thought. Technically, the sonata is interest-
ing in its application of the César Franck cyclic form: several of the themes
are used in all three movements, providing the work with cohesion and unity.

Recommended recording: VM-498 (Gingold; Beryl Rubinstein).

SYMPHONY
Israel Symphony

“It is not my purpose or my desire to attempt a ‘reconstruction’ of Jewish
music, or to base my works on melodies more or less authentic,” wrote Bloch
during his Hebraic period. “I am not an archaeologist. I hold that it is of
first importance to write good, authentic music—my own music. It is the
Jewish soul that interests me, the complex, glowing, agitated soul that I feel
vibrating throughout the Bible . . . the freshness and naiveté of the Patri-
archs, the violence of the prophetic Books; the Jew’s savage love of justice;
the despair of Ecclesiastes; the sorrow and immensity of the Book of Job;
the sensuality of The Song of Songs. All this is in us, all this is in me, and
it is the better part of me. It is all this that I endeavor to hear in myself,
and to translate in my music: the sacred emotions of the race that slumbers
far down in our soul.”

This attempt to interpret the Jewish soul in music, to translate into music
“the sacred emotions of the race,” is found in the Israel Symphony. It was
composed between 1912 and 1916, and was first performed by The Society of
the Friends of Music in New York under the baton of the composer on May
3, 191%. It is in two movements, played without interruption: Allegro agitato
and Andante moderato. In the second movement, human voices join the
orchestra in intoning a Hebrew prayer.

It is not a consistent and integrated masterpiece, but it has sporadic pages
of great beauty; there are passages in the second movement which eloquently
voice the tragedy of a persecuted race. Elements of Hebrew music—oriental
color, ritual trumpets, augmented-second intervals in the melody—are in-
troduced into the music (sometimes self-consciously) to give it Hebraic
authenticity. But the symphony is at its best when it is less concerned with
speaking a correct Hebrew idiom and permits Bloch’s inspiration to rise and
soar without restraint.

VIOLIN MUSIC
Baal Shem Suite

Baal Shem (1700-1%60) was a prophet who founded in Poland a sect known
as Hasidism, based upon the principles of love, joy, and God. Baal Shem be-
lieved that everything in life has within itself something of God. Hence,
to Baal Shem there was no evil that could not achieve redemption. Hence,
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too, Baal Shem believed in pleasure, the good life, joy. He preached that man
could serve God with body as well as mind. His sect indulged in feasts, danc-
ing, and exciting music; his prayers were almost orgiastic. Baal Shem appealed
profoundly to the lower classes, to the downtrodden and the humble, who
regarded him as a saint. In preaching to his people, Baal utilized picturesque
allegories and fables with which to cloak his lessons.

In his suite for violin and piano, Bloch presents three different pictures of
Hasidic life. The first, entitled Vidu: or Penitence, portrays the fervor with
which the sinner returns to God. The second movement is an improvisation
entitled Nigun, or Melody, reflecting the religious chanting of the true Hasid.
The final part is named after one of the most joyous of Hebraic holidays,
Simchas Torah (commemorative of the time when Moses handed down the
Torah to the Children of Israel). It reproduces the abandon and hysteria with
which the Hasid gave expression to religious joy. With a free use of rhythm,
and of melodic intervals found in the Biblical incantations, Bloch wrote in
this work Hebrew music that has deep racial roots.

Recommended recording: CM-X188 (Szigeti).

%OiELDIEU

Frangors ApRIEN BOJELDIEU, composer of opéra comique, b. Rouen, 1%775. Studied
at the Paris Conservatory, where he later became professor. First coming into
notice in 1800 with an opera Zoraime et Zulnare, he maintained his popularity for
many years. In 1817 he succeeded Méhul as a member of the Institut, and in 1825
he composed his masterpiece, La Dame Blanche. He died in Paris in 1834.

OfELDIEU belongs in that triumvirate of successful French composers of
B opéra comique that included Adam and Auber. He did not strive for
the writing of a great or original art, but was motivated by his desire to please
his public. In this, he was successful. As Mary Hargrave wrote: “His music,
without great depth or originality, was melodious, graceful, tender, yet with
sparkle and entrain; he was essentially a lyric composer, an embodiment of
the genius of French light opera.”

OPERA

La Dame Blanche

In three acts, libretto by Scribe, first presented at the Opéra-Comique in
Paris on December 10, 1825.
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La Dame Blanche was based upon two novels of Sir Walter Scott, The
Monastery and Guy Mannering. La Dame Blanche (The White Lady) is
a statue, regarded as the protecting spirit of the Avenel family. The
Laird of Avenel, a Stuart, apparently out of grace after the battle of
Culloden. has his steward Gaveston conceal the family treasure within
the White Lady statue. Gaveston then tries to purchase the castle, and
with it the statue. A mysterious stranger arrives—George Brown—who
outbids Gaveston with the aid of Gaveston’s ward, Anna (who often ap-

ears in disguise as the White Lady statue). With the castle and the
jewels in George Brown’s hands, and a furious Gaveston vowing revenge,
it is learned that “Brown” is none other than the Laird of Avenel.

La Dame Blanche is one of the most famous of all French opéras comiques,
and one of the most successful realizations of the style. “Boieldieu,” wrote
Brockway and Weinstock, “was not a profound musician, nor was he gifted
with imagination in its highest reaches. For these he substituted in La Dame
Blanche pleasing surfaces, a fancy buoyant and free, and a finely tempered
and tireless wit. Moreover, La Dame Blanche is, without being windy or
diffuse, borne forward through its three long acts with gusto—a musical
ebullience that never flags.”

La Dame Blanche won for its composer a handsome government pension,
and became one of the most frequently performed of French light operas, en-
joying some 1,500 presentations in about fifty years.

The most famous excerpts from this opéra comique are the tenor arias
“Ah! quel plaisir d’étre soldat!”, “Déja la nuit plus sombre,” and “Viens,
gentille dame”; and the concert piece in Act III based upon the ballad
Robin Adair.

Recommended recording: Overture, C-P6g5599D (Paris Symphony—Ruhlmann).

‘Boito

Arrico Boito, b. Padua, 1842. Studied at the Milan Conservatory. In 1861, a
cantata won him an Italian government traveling scholarship. Upon his return to
Italy, he engaged himself passionately in promoting a reform of Italian music
which brought him many enemies. In 1912, he entered politics, being elected
Senator. Boito earned additional fame in the operatic worlg through his librettos
for Ve;di’s Falstaff and Othello, and Ponchielli's La Gioconda. He died in Milan
in 1918.

Bo’i’ro was essentially the cerebral composer. In the music of his Mefistofele,
for example, he tried to encompass within tones the philosophy and sym-
bolism of Goethe. He wrote his best music in a polyphonic vein, and his style
was instrumental in influencing Mascagni and Verdi.
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OPERA
Mefistofele

In a prologue, four acts, and epilogue, libretto by the composer, first per-
formed at La Scala, Milan, on March 5, 1868.

Boito was not only to preach about the mission of Italian music, but also
to practice his preachings. In 1866, he began work on an opera which would
test his theory—namely, that Italian operatic writing had become stilted
and stereotyped and demanded radical renovation along dramatic lines. His
labors were interrupted when, during the Austro-Italian conflict, he joined
the ranks of the Garibaldian volunteers. When he removed his uniform,
he returned to his opera with renewed industry. In 1868, it was accepted for
performance by La Scala.

The world premiere of Meﬁstofcle under the baton of the composer, was
surely one of the great fiascos in the history of operatic performances. Boito’s
enemies had waited patiently for an occasion such as this. They swarmed into
the opera house determined to repay the young man—blow for blow—for
all the harsh criticism he had leveled against them. They hissed, booed, cre-
ated scenes. They shouted their disapproval as the opera progressed. A riot
ensued in which the members of the audience engaged in fist fights. The
first performance ended in pandemonium. Similar demonstrations took place
during the next two performances. Finally the police stepped in and, to in-
sure peace, ordered the removal of the opera from the repertory.

The attack was directed against the composer. Yet it is certain that, even
if the audience had been sympathetic to him, it would not have reacted much
more kindly to the opera. Boito had set out to reform Italian opera, and he
did so courageously. This was no formal opera that was being presented at
La Scala! The Italians of that period could hardly be expected to under-
stand it at its first hearing, or to sympathize with it. Within an almost Gar-
gantuan design, Boito strove for such a marriage of drama and music as no
Italian before him had attempted. Except in occasional passages, the opera
was not pleasant to listen to. The music had power; it was novel in its severe
melodic line, and its complex harmonic structure; the atmophere was touched
with mysticism. In place of singable melodies, there were pages and pages
of polyphonic writing—adding only to the complexity of the work. Besides
this, Boito attempted in his music not only to describe the characters on the
stage, but even to suggest their inmost thoughts and broodings. He tried
to suggest Goethe’s symbolism through tone. The result was a long and
complex opera whose intricacy demanded careful study and analysis. On
first hearing it must have appeared ponderous and dull, prolix and preten-
tious.

“It was a bewildering scheme of prodigious length,” wrote H. C. Colles,
“in which daring experiment and conventional operatic procedure jostled
one another, and its immediate failure was inevitable, quite apart from the
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conflict of prejudice in which it was received by the audience. Boito lacked
the first-rate creative musical power to enable him to weld together the
divergent elements of music drama and to surmount all the difficulties which
Wagner was presently to do in Gétterddmmerung.”

Eventually, Boito revised the opera, reducing the five original acts to four,
condensing the musical structure, and rewriting the role of Faust from bari-
tone to tenor. These changes, and the lapse of eight years, worked in its
favor. When it returned to the Italian stage, in Bologna in 1875, it proved
successful. Audiences were now able to perceive, beneath its complicated
texture, passages of genuine eloquence (as in the opening prelude, and in the
prison scene), as well as to sense the power that stemmed from Boito’s blend
of theater and music.

Whereas Gounod confined himself to the first part of Goethe’s Faust,
Boito tried to incorporate within his opera the entire Goethe epic. In
the prologue, a compact is made in Heaven involving Fagst's soul. Th?re
follows a scene in Faust’s study in which Faust signs his contract with
Mefistofele. From the garden scene, in which Faust appears as Margue-
rite’s beloved, the action passes on to the Witches’ Sabbath on the heights
of Brocken, then to the prison where Marguerite dies. Two scenes fol-
low, incorporating material from the second part of Goethe’s poem: the
symbolization of the union of Greek and German ideals through the
union of Helen and Faust, and the final redemption of Faust.

The most famous excerpts from Mefistofele include: the tenor aria “Dai
campi, dai prati” from Act I; the Garden Scene in Act II; the soprano aria
“Altra notte in fondo al mare,” the duet for soprano and tenor “Lontano,
Lontano,” and Marguerite’s Death from Act III; the “La Notte del Sabba
Classico,” of Act IV; the tenor aria “Giunto sul passo estremo” in the epilogue.

Recommended recording: C-Opera Set 17 (La Scala Soloists, Chorus, Orchestra—
Molajoli).

%0 RODIN

ALEXANDER Boropin, b. St. Petersburg, 1833. He combined music study with aca-
demic, becoming assistant professor of chemistry at the Academy of Medical and
Physical Sciences. In 1862 he met Balakirev and was impressed by the latter’s
nationalistic theories. Subscribing to Balakirev's musical principles, Borodin be-
came one of the major spirits in the group known as the Russian Five (see Bala-
kirev). He divided his life between the pursuits of chemistry and music, achieving
note in each. He died in St. Petersburg in 1887.

AMEMBER of the Russian Five, Borodin was motivated by the ideal of writ-
ing native Russian music. “Like Glinka,” wrote Stassov, ‘“‘Borodin is an
epic poet. He is not less national than Glinka, but with him the oriental ele-
ment plays the part it plays with Dargomijsky, Balakirev, Mussorgsky, and
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Rimsky-Korsakov.” He was the first, as Alfred J. Swan pointed out, “who fur-
rowed the musical soil of Western Europe with a Russian plough and em-
bedded in it the seeds that were subsequently to blossom forth in a triumph
of national Russian music that has few parallels in musical history.”

OPERA
Prince Igor

In prologue and four acts, book by the composer and Vladimir Stassov,
introduced at the St. Petersburg Opera on October 23, 18go.

Though Borodin first planned his folk opera Prince Igor as early as 186g,
and though he worked on it for almost twenty years, he never finished it.
Its completion was assigned to Rimsky-Korsakov and Glazunov. The first
performance, in St. Petersburg, three years after Borodin’s death, was highly
successful, and Prince Igor has since taken its place among the great Russian
operas.

For a long time, Borodin had been moved by the ambition to write a Rus-
sian folk opera. Toward the close of his life, this ambition assumed the pro-
portions of an obsession. For his subject he decided on the epic of Prince
Igor’s army, and, to arrive at a greater authenticity, he devoted a great deal
of painstaking research to his background material. “Prince Igor,” Borodin
himself explained, “is essentially a national opera which can be of interest
only to us Russians who like to refresh ourselves at the fountainhead of our
history, and to see the origins of our nationality revived upon the stage.”

The opera concerns a Tartar race of Central Asia known as the Polovtzi,
and the story tells of the capture of Prince Igor and his son by the Tartar
Khan Konchak during the twelfth century. To this tale Borodin brought a
musical style compounded of savagery, passion, and power.

The most famous part of the entire opera is “The Dances of the Polovtzian
Maidens,” which have found a permanent place in our symphonic repertoire
today. They occur during the second act. Prince Igor is held prisoner of war
in a Polovtzian camp, and in his honor the Khan arranges a series of wild
dances characteristic of his tribe. In the opera, the dances are for orchestra
and chorus, but the choral sections are usually omitted in their present-day
performances on symphony programs.

Other famous sections in the opera are the bass aria “‘I Hate a Dreary Life”
and the soprano arioso of Yaroslavna from Act I; and the tenor cavatina
“Daylight is Fading,” the baritone aria “No Sleep, No Rest,” and the Dances,
all from Act II.

Recommended recordings: Overture, V-g123 (Symphony Orchestra—Coates); “I
Hate a Dreary Life,” V-1237 (Chaliapin); Yaroslavna’s arioso, V—9233 (Koshetz);
the Dances of the Polovtzian Maidens, choral version, CM-Xp4 (Leeds Festival

Chorus; London Philharmonic—Beecham); Prelude to Act III, C-6g41D (London
Philharmonic—Beecham).
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ORCHESTRAL MUSIC

In the Steppes of Ceniral Asia

Borodin composed this famous symphonic sketch in 1880 for a tableau
vivant which was presented in St. Petersburg to celebrate the twenty-fifth
anniversary of the reign of Alexander II. Two contrasting themes provide
the major material for the sketch, and they are developed freely. Borodin
himself provided a program for this music which the composition follows
with authenticity: “Through the silence of the steppes of Central Asia is heard
the strain of a peaceful Russian song. Sounds of horses and camels come from
the distance, approaching ever nearer, and with them the strains of a haunt-
ing eastern melody. A caravan is crossing the desert escorted by Russian sol-
diers. It progresses on its long journey confident in the protection afforded it
by the soldiers. The caravan disappears into the distant horizon. The song of
the Russians blends with that of the Orientals in a common harmony, until
both fade away across the plains.”

Recommended recording: V-11169 (London Symphony—Coates).

QUARTET

Quartet in D major

Personally devoted to chamber music, Borodin was capable, when com-
posing it, of eschewing the more pretentious mannerisms of his symphonic
works and opera for a simpler, more intimate style. There is admirable lucid-
ity in his writing for the four string instruments, and a fine lyric style, full
of well-developed melodies, which makes the D major Quartet easy to hear
and assimilate. The work is in four movements: Allegro moderato; Scherzo
(which contains a reminiscence of a theme from the Polovtzian Dances); a
highly expressive and moody Notturno—perhaps the peak of the entire quar-
tet; and an Andante; Vivace.

Recommended recording: VM—252 (Pro Arte Quartet).

SYMPHONY
Symphony No. 2 in B minor

During the composition of his Second Symphony, Borodin’s thoughts
were full of his opera Prince Igor, upon which he had been at work for many
years. It was therefore inevitable that the symphony should assimilate some
of the character of the opera, as well as some of its actual thematic material.
Like Prince Igor, it is intensely national in spirit, and assumes some of the
epic stature of the opera. Gerald Abraham goes so far as to suggest that “it
is not impossible that this great symphony was the result of his despair at being
unable to realise the ‘Igor’ of his dreams. Perhaps, in a sense it was the ‘Igor’
of his dreams.”
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The symphony was begun in 1871, but was not completed till five years
later. Its first performance took place in St. Petersburg on March 10, 1877
under Napravnik. It was not successful, largely (according to Rimsky-Kor-
sakov) because of its infelicitous scoring, with accentuation of the brasses.
“Hearing this music,” wrote Michail Ivanov, “you are reminded of the
ancient Russian knights in all their awkwardness and also in all their great-
ness. There is heaviness even in the lyric and tender passages. These massive
forms are at times tiresome; they crush the listener.” The orchestration was
revised a year later, and the work was again presented, this time under
Rimsky-Korsakov's direction. Fame, however, was still distant, and when it
did arrive, it arrived outside of Russia.

The symphony is in four movements: Allegro, Scherzo, Andante, and
Allegro. The entire symphony has a suggestion of Tartar ferocity and is
marked by a wild abandon of melodies and by oriental splendor of orchestra-
tion. “It owes its force,” wrote Stassov, “to the maturity of the composers’
talent, but especially to the national character with which it is impregnated by
the program. The old heroic Russian form dominates it. . . . Borodin was
haunted when he wrote this symphony by the picture of feudal Russia, and
tried to paint it in his music.”

Recommended recording: CM~528 (Minneapolis Symphony—Mitropoulos).

%RAHMS

Jouannes Brauwms, b. Hamburg, 1833. Studied the piano with Edouard Marxsen,
making his debut as pianist in his fourteenth year. In 1853, he toured with the
Hungarian violinist Reményi, and in the same year he was discovered by Robert
Schumann, who published an epoch-making article in the Neue Zeitschrift fiir
Musik proclaiming Brahms a genius. A lifelong friendship developed between
Brahms and the Schumanns. After holding various posts, Brahms settled in Vienna
in 1862. Here he remained for the rest of his life, conducting the Singakademie and
the Gesellschaft der Musikfreunde, and composing. In 1881, he was given the de-
gree of Doctor of Philosophy by Breslau University, and in 1886 he was made
knight of the Prussian Order and a member of the Berlin Academy of Axts. He
died in Vienna in 1897.

HOUGH Brahms is one of the last of the great Romanticists, he is essentially
T a classical composer. He was the son of a great era: Chopin, Schumann,
Liszt, and Wagner were formulating a new music. But Brahms, tempera-
mentally, belonged to an earlier period: he was of the age of the later Bee-
thoven, and he aspired to carry the art of music from the point where
Beethoven left off. Whether because of his musical scholarship, or whether
his temperament led him in that direction, he looked rather to the past than
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to the future. The first piano works he wrote were not romantic morsels in
the vein of Schumann, but sonatas in the manner of the later Beethoven. His
first orchestral works were not Lisztian tone poems, nor romantic symphonies
pregnant with programmatic meaning, but serenades in the style of the
eighteenth-century divertimenti. He had the eighteenth-century respect for
form and structure; his music is consistently characterized by architectonic
logic. It is this preoccupation with the past that earned for Brahms the con-
tempt of some of the advanced guard in Vienna, to whom Wagner and Liszt
were gods. “The leaders of the revolutionary movement in music after Bee-
thoven (in which Schumann indeed expected a Messiah and thought he had
found him—in Brahms) have passed by our symphonist without leaving a
trace on him,” wrote Hugo Wolf. “Brahms writes symphonies regardless of
what has happened in the meantime.” The perfect Wagnerites in Vienna
could not understand how any composer could be touched by the Wagner
tidal wave without being swept away; they failed to realize that Brahms had
charted his own course, and that no new trend, however powerful, could
divert him from that course.

The truth is that Brahms’s art is marked by a dichotomy: his style is ro-
mantic, but his form is classic. It is this that has led Constant Lambert to
say of him that “the creation of musical material and its subsequent treat-
ment appear to be two separate mental processes.” Yet there is no effect of
contradiction in Brahms'’s music, no feeling that his material is presented in
an inappropriate setting. In him, the Romanticist and the Classicist fused
harmoniously to produce music that was sui generis.

His greatest admiration in music was Beethoven—in Brahms’s eyes a
paragon. “You have no conception of how the likes of us feel when we
hear the tramp of a giant like Beethoven behind us,” he once said. It was
because Beethoven’s gigantic shadow spread across his path that Brahms did
not compose his first string quartet until he was forty, his first symphony un-
til he was forty-three. But not even his adoration of Beethoven could stifle
his creative impulses. Like Beethoven he wrote in every field of music (except
the opera), and like Beethoven he strove for the fusion of a symphonic de-
sign with a musical style that was deeply poetic and movingly dramatic.

CHORAL MUSIC
Alto Rhapsody

The Rhapsody for alto solo, men’s chorus, and orchestra, Op. 53, was com-
posed in 1869, a period of despondency in Brahms’s life. Having lost his
beloved Julie Schumann to Count Marmonto, his bitterness found an echo in
the somber poetry of Goethe’s Harzreise im Winter. He set three of its stanzas
to music, and they constitute the three sections of the work. I—“Aber abseits,
wer ist’s”’; 1I—“Ach, wer heilet die Schmerzen dess, dem Balsam zu Gift
ward”; III—“Ist auf deinem Psalter, Vater der Liebe.” The first two sections
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are for alto solo and orchestra; in the third section, a men’s chorus—singing
mezza voce—provides a poignant background to the flights of emotion by
the alto.

“In this richly eloquent night-piece,” wrote Robert Haven Schauffler,
“Brahms makes us feel the wintry gloom of the mountains and of the young
man’s heart—at first objectively, then changing in the Poco Andante to sym-
pathy for his plight. With soft harmonies on the horns, and the entry of the
choir, the mode turns to major, and the alto raises her memorable chant
of comfort and reassurance, ‘But if from thy psalter'—one of the composers’
most genuine inspirations. Despite the difficulty of comprehending this pro-
found work in a few hearings, its pregnant expressiveness, its power of emo-
tional delineation, and the benignant loveliness of the closing section ensure
it a wider appreciation than it has yet received.”

Recommended recording: VSP-1§ (Marian Anderson; San Francisco Symphony
—Monteux).

A German Requiem

It would be more accurate to say that it was Robert Schumann’s death
than that it was the death of Brahms’s mother that inspired Brahms to write
this monumental choral work. For the first sketches were planned in 1861,
four years before Brahms’s mother died. Kalbeck considers that Brahms in-
tended it as “‘a last great funeral rite for Schumann.” However, there can be
no question that his mother’s death in 1865, which grieved him profoundly,
was effective in inspiring the fifth part, which Brahms wrote expressly as a
tribute to her.

A German Requiem, Op. 45, was completed in 1866, and on December 1
three movements were performed in Vienna. The reception was scandalous.
There were hisses and loud vocal denunciations (who had ever heard of a
Requiem set to German instead of Latin words?). However, when the work
was given a complete performance in Bremen in 1868, it met with its due
success.

Brahms’s Requiem does not follow the accepted formula for this type of
composition. Itis a thoroughly Protestant work, utilizing a German text, not
Latin; Brahms himself prepared it from the Lutheran Bible. Though it is,
too, an outstandingly complex work, employing contrapuntal writing in all
its variety, its complexity is secondary to its nobility and eloquence. Like
Beethoven’s Missa Solemnis, it is not religious reverence that we have here,
but a personal utterance—in this case, of grief and solace. Death inspires in
Brahms not religious humility but Weltschmerz, and, at last, consolation.

The feeling that Ernest Newman finds most predominant and moving in
this music is that of consolation in grief and despair. “And such a consolation!
A giant’s tenderness all the more touching because of the strength we know
to be behind it, a caress from a great hand that could crush us if it would.
Perhaps there are no passages in the whole work more wonderful than these.



106 BRAHMS: CHORAL MUSIC

It is not the mere poetic scheme of contrasted black and white, shadow and
sunlight that is so impressive. . . . It is the quality of the consoling mu-
sic that follows such drastic, grisly paintings of the nothingness of man as
‘All Flesh Doth Perish as the Grass,’” and the ‘Lord, Make Me to Know
What the Measure of My Days May Be.” Yet grievous, terrible as these moods
are, they are not the last, but only the first word with Brahms; for every
hurt he has an anodyne. Could there be music more full of the purest spirit
of consolation than that of the lovely choral snatches interspersed among
the darker choruses or that of the chorus ‘How Lovely Is Thy Dwelling
Place’ or that of the soprano aria ‘Ye Who Now Sorrow’ . . . And when,
having done both with grief and with consolation, Brahms turns to triumph
over death, how deep-throated is his exultation! Where in music is there
so cosmic a cry over death vanquished as at the end of the chorus ‘Now
Death is Swallowed Up with Victory’ with its ineffable joy of combat? . . .
But at the very end of the work the thinker comes uppermost again. Brahms
closes in a chastened though hopeful mood . . . because the philosopher
knows that our ultimate hope can only be not for triumph over life but for
tranquillity in death.”

The movements of the Requiem are as follows: I—"“Blest Are They That
Mourn”; II—"“Behold All Flesh”; III—“Make Me to Know"”; IV—"“How
Lovely Is Thy Dwelling Place”; V—"‘Ye That Now Are Sorrowful”; VI—
“Here on Earth”; VII—“Blessed Are the Dead.”

Recommended recording: “Ye That Now Are Sorrowful,” V-g395 (Austral; Royal
Opera Chorus and Orchestra—Barbirolli).

Song of Fate

Brahms’s friend Dietrich has told us about the origin of Brahms’s master-
piece for chorus and orchestra, the Schicksalslied, Op. 54. “In the summer
[of 1871] Brahms came [to Bremen] to make a few excursions in the neighbor-
hood with us and the Reinthalers. One morning we went together to Wil-
helmshaven, for Brahms was interested in seeing the magnificent naval port.
On the way there our friend, who was usually so lively, was quiet and grave.
He described how early that morning, he had found Hélderlin’s poems in
the bookcase and had been deeply impressed by the Schicksalslied. Later on,
after spending a long time walking round and visiting all the points of in-
terest, we were sitting resting by the sea, when we discovered Brahms a long
way off sitting by himself on the shore writing. It was the first sketch for the
Schicksalslied, which appeared fairly soon afterwards. A lovely excursion
which we had arranged to the Urwald was never carried out. He hurried back
to Hamburg in order to give himself up to his work.”

"This work, often called the “Little Requiem,” is suffused with a quiet and
dignified sorrow, expressive of Hdlderlin’s pessimistic poetry, Brahms con-
templated the uncertainty of life and compared it with the serenity of the
heavenly state. In this music, he is moved to a gray and somber mood. But
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the pessimism does not remain permanent. To the Hlderlin poem, Brahms
attached an extended closing orchestral section of rare beauty. He has found
peace and solace; he has triumphed over destiny.

Many consider this the greatest of Brahms’s choral works; certainly it is one
of the most affecting.

Recommended recording: C-X 223 (New York Philharmonic—Walter; Westmin-
ster Choir).

CONCERTOS
Piano Concertos

It is significant that Brahms originally planned his first piano concerto
(D minor) as a symphony; for it has often been said of Brahms’s concertos that
they are symphonies with instrumental obbligato. The symphonic propor-
tions which Brahms so admired in Beethoven he achieved in his own right
whenever he wrote for orchestra. And this is true of his concertos. So con-
cerned is he with the orchestral texture that, at times, he writes ungratefully
for the solo instrument. But if in his concertos, we sometimes miss brilliant
writing for the solo instrument, we are more than compensated by the depth
and poetic beauty of the music.

Concerto No. 1 in D minor

Brahms subjected his first concerto to considerable revision and change be-
fore it emerged in its final form. As has been said, it was originally intended
as a symphony. Possibly terrified at the thought of venturing into Beethoven’s
world, Brahms soon abandoned the project and revamped the thematic ma-
terial into a sonata for two pianos. But the material seemed overrich in
texture for two unaccompanied pianos, and eventually he compromised be-
tween the two projects: he decided to create a concerto for piano and or-
chestra. In a letter to Clara Schumann he explained that the idea first came
to him in a dream, soon after he began to work on the projected symphony.
In this dream, he said, “I used my luckless symphony to make a piano con-
certo and was playing this. Made up of the first movement of the scherzo,
with a finale—terribly difficult and grand. I was quite carried away.” He re-
adapted the first two movements of the two-piano sonata and wrote a new
third movement. (The third movement of the two-piano sonata later became
the “Behold all Flesh” section of the German Requiem).

The first movement (Maestoso) plunges at once into the speech of high
tragedy; here is one of Brahms’s most virile and dramatic themes. The en-
tire movement is marked by conflicts and passions in which the dynamic
opening subject is contrasted with an elegiac subject for the violins. Hearing
this moving music we can understand the generally accepted belief that it
expressed Brahms’s inner turmoil in learning that his dear friend Schumann
had attempted suicide. Probably, Brahms’s sorrow over this persisted through
the writing of the second movement, for its Adagio is music of tender pathos.
“Benedictus qui venit in nomine Dei,” he wrote at the beginning of the
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movement. Two beautiful subjects (one for muted strings at the beginning
of the movement, the second for clarinets) constitute the material, which is
developed with deep feeling. The closing Rondo movement pulses with an
animal spiritedness, but after the piano cadenza a feeling of contemplative
beauty returns.

The concerto, Op. 15, was completed in or about 1856, and was first per-
formed in Hanover on January 22, 1859, with Joachim as conductor and
Brahms as soloist. The performance was a failure. And a few days later, when
the work was repeated in Leipzig (this time with Julius Rietz as conductor)
it had an even more hostile reception. Brahms wrote to Joachim about the
Leipzig concert: “The first rehearsal excited no kind of feeling either in the
performance or the audience; no audience came at all to the second, and no
performer moved a muscle of his face. In the evening, the first and second
movements were listened to without the slightest display of feeling. At the
conclusion three pairs of hands were brought together very slowly, where-
upon a perfectly distinct hissing from all sides forbade any such demonstra-
tion. . . . The failure has made no impression upon me whatever. After
all, I am only experimenting and feeling my way. But the hissing was too
much.”

“I am only experimenting and feeling my way. . . .” With characteristic
modesty Brahms was once again understating his contribution. The concerto
is a masterpiece, amazing for the completeness of its conception and maturity
of its speech—particularly amazing when we recall that he composed it in
his twenty-sixth year, and that it represented his first ambitious use of the
symphony orchestra. Certainly it takes a giant stride ahead of the Serenades
which preceded it, a stride that brought Brahms for the first time within
reach of the full exploitation of his unique creative powers.

Recommended recording: VM-6%7 (Schnabel; London Philharmonic—Szell).

Concerto No. 2 in B flat

The first Piano Concerto was the work of an impetuous young man driven
by the storms and fevers of his youth. The second, Op. 83, written more than
twenty years later, is the ripe and mellow speech of the mature man who is
given less to defiant action and rebellion and more to reflection. It is illuminat-
ing to learn that this second concerto was first sketched during Brahms’s first
trip to Italy in 1848, and was developed during a second Italian trip in 1881.
The Italian sun, the beauty of the Italian countryside, is found in this work;
these, and the gentle beauty of the “Italian spring turning to summer.”

The opening subject of the concerto suggests a tranquillity which is in
sharp contrast to the demoniac passion of the opening of the First Piano
Concerto. That tranquil beauty suffuses the opening movement, even though
there are occasional fiery passages, particularly for the piano. In the second
movement, an Allegro appassionata, a somewhat cogent first subject pro-
nounced by the piano is followed by a contrasting melody for strings of
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rare sweetness (marked tranquillo e dolce). The third movement is one of
the greatest of Brahms’s creations, and one of the noblest pages in Romantic
music. A ’cello solo opens the movement with a melody of surpassing beauty,
gentle and reflective—a melody that Brahms also used as the basis for his
exquisite song Immer leiser. It speaks of other worlds, far removed from the
fever and fret of everyday existence. In the last movement, 4llegretto grazioso,
we have several gypsy melodies, now light-hearted as youth itself, now suf
fused with romantic ardor, now wildly abandoned.

Completed in 1881, the concerto was first introduced in Budapest with
Brahms as soloist. In discussing the concerto, Brahms described it to a friend
as a “tiny, tiny piano concerto, with a tiny, tiny wisp of a scherzo.” Brahms,
of course, was there being whimsical rather than modest. This “tiny, tiny
concerto” is Titanic in size, scope, and conception; in stature, there is noth-
ing quite like it in the entire realm of piano literature.

Recommended recording: VM-%40 (Horowitz; NBC Symphony Orchestra—
Toscanini).

Violin Concertos
Concerto in D major

The Violin Concerto, Op. 47, preceded the second Piano Concerto by
three years, and is the fruit of Brahms’s maturity as a composer. Though it
was composed with Joachim’s advice and criticism (much of which, inci-
dentally, Brahms rejected), it is not always written gracefully for the violin.
(Who was it that once said that Brahms wrote a concerto not for the violin but
against it?) Brahms was much more concerned with the symphonic texture
than with the niceties of writing music that should suit the violin naturally.
And his material in the first and last movements was too savage to be per-
fectly adapted to the lyric temperament of the violin. But the work is mag-
nificent in its strength and originality and abounds in Brahms’s profoundest
thoughts. In comparison with a well-manicured concerto like that of Men-
delssohn, it is undisciplined with a fiery spirit of independence. But it is
an integrated masterpiece that brought to the violin-concerto form a richness
it had not known since Beethoven.

The first movement opens with a song-like subject for bassoons, violas,
"cellos, and horns which seems to promise a peaceful and subdued atmos-
phere. But the storm soon breaks out in the orchestra, and the entire move-
ment is charged with electricity. An exquisite subject for oboe, pastoral in
character, opens the second movement (Adagio), which has a beauty sug-
gestive of an autumnal evening. The last movement, Allegro giocoso, is fiery
with Hungarian melodies and rhythms.

The first performance of the concerto, with Joachim as soloist and the
composer as conductor, took place in Leipzig on January 1, 1879. “Joachim
played with a love and devotion that brought home to us in every bar the
direct or indirect share he has had in the work,” wrote a member of that first
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audience. “As to the reception, the first movement was too new to be dis-
tinctly appreciated by the audience, the second made considerable way, and
the last aroused great enthusiasm.”

Recommended recording: VM-581 (Heifetz; Boston Symphony—Koussevitzky).

Concerto for Violin and Violoncello

Double Concerto in A minor

The Double Concerto for violin, violoncello, and orchestra, Op. 102, was
Brahms’s last venture in the concerto form. It was a modern adaptation of the
old concerto grosso form, in which the solo instruments are used as a contrast
to the orchestra, and are combined with it in ¢tutfi. Brahms spoke of it from
the first rather disparagingly as a “‘strange notion.” If it is a less complete and
integrated masterpiece than the Second Piano Concerto or the Violin Con-
certo, it is nevertheless not without moments of poetry. It overflows with
melodies characteristically Brahmsian in their union of strength and sweet-
ness. A vigorous four-bar orchestral prelude introduces the two solo instru-
ments unaccompanied in a brief interlude, following which comes an ex-
tended orchestral introduction with the statement of the principal material
of the movement. Though Brahms has said that the task of writing a double
concerto should be left to “someone else who understands fiddles better than
I,” his writing for the two instruments is generally adept, and the principal
themes of the first movement pass from one solo instrument to the other
with remarkable resilience, to be then taken up by the orchestra. The An-
dante finds Brahms again in one of his favorite meditative poses: two princi-
pal subjects—the first announced by horns and wood winds (to be repeated
by the two solo instruments) and the second by the wood winds—are like
the philosophic musings of a mature man recalling the hours of peace and
serenity he has known. The last movement, Vivace non troppo, is gay and
carefree, reminiscent of a Viennese peasant dance.

The concerto, composed in 1887, was first performed privately at Baden-
Baden for a group of Clara Schumann’s friends. Its public performance took
place in Cologne on October 18, 1887. It was received coldly, and this frigid
Teception may have been at least partially responsible for Brahms’s perma-
nent abandonment of the concerto form.

Recommended recc;rding: VM-815 (Heifetz; Feuermann; Philadelphia Orchestra
—Ormandy).

ORCHESTRAL MUSIC
(For Symphonies, see Symphonies).
Academic Festival Overture

In 1879, Brahms was given the degree of Doctor of Philosophy by the Uni-
versity of Breslau. As an expression of gratitude, he wrote a work in the spirit
of the occasion, utilizing well-known German student songs, some of them



BRAHMS: ORCHESTRAL MUSIC 111

very old. After a brief introductory section for strings, of brisk pace, the
wood winds chant Wir hatten gebauet ein stattliches Haus. A short develop-
ment follows leading to the second of the student songs, Der Landesvater
(second violins). Still another development introduces a third song, Fuchs
Lied (two bassoons). The overture comes to a rousing finish with full orches-
tra intoning the most famous of all student songs, Gaudeamus Igitur.
Brahms composed the overture in the summer of 1880, during a vacation
at Ischl. It was first performed at Breslau in 1881 under his own direction.
Brahms’s own description of the overture was “a very jolly potpourri on

&1

students’ songs 4 la Suppé.

Recommended recording: CM-Xz200 (New York Philharmonic—Barbirolli).

Tragic Overture

The Tragic Overture, Op. 81, was composed simultaneously with the
Academic Festival—at Ischl in the summer of 1880. It is not known whether
Brahms had any special tragedy in mind when he wrote his overture, but it
has a Greek nobility and spaciousness. It is one of Brahms’s most moving
works, in which the pathos is expressed with majesty, and in which the tragedy
has the character of inevitability. As Hermann Dieters wrote: “In this work
we see a strong hero battling with an iron and relentless fate; passing hopes
of victory cannot alter an impending destiny. We do not care to inquire
whether the composer had a special tragedy in his mind, or, if so, which one;
those who remain musically unconvinced by the surpassing powerful theme,
would not be assisted by a particular suggestion.” Two major themes dom-
inate the work, the one reflective of a great and brooding sorrow, the other
providing an antidote of optimism. The development of both themes is along
epic lines, and its dramatic power is strongly reminiscent of the Beethoven
of the Coriolanus Overture.

Recommended recording: V-15386-7 (NBC Symphony—Toscanini).

Variations on a Theme of Haydn

This was Brahms's first ambitious work exclusively for symphony orchestra,
and it was the one that convinced him that he was ripe for a major sym-
phonic assignment. The Variations, Op. 56a, was composed in 1873 (three
years before the First Symphony). In 18470, Pohl showed Brahms some Haydn
pieces, among them the Chorale Sancti Antoni which Haydn had utilized
in his Divertimento in B-flat major. It was this theme that Brahms appro-
priated for his remarkable set of symphonic variations. The theme is voiced
by the winds, following which come eight variations in which the theme is
only passingly suggested, sometimes disguised with such contrapuntal and
rhythmic skill that it requires a great deal of intimacy to recognize it. But it
is particularly interesting to study the wide and flexible range of mood and
feeling with which Brahms varies his original theme. His imagination is
stirred now to the production of fluent, supple, graceful music (Variation 1,
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Poco piu andante), now sensuous music (Variation 2, Piu vivace), now
music that is graceful and delicate (Variation 6, Vivace), now of a poignant
beauty (Variation 8, Grazioso). All the resource of Brahms'’s technical skill
in melodic writing are here utilized wondrously. The work ends with the
restatement of the original theme in a dramatic climax.

These variations exist also in a two-piano arrangement made by Brahms
(Op. 56b) which Brahms frequently played with Clara Schumann and which
are popular at concerts of two-piano music. It is not definitely known, though
it is often suspected, that the orchestral version preceded the two-piano one.

Recommended recordings: orchestral version, VM~g55 (New York Philharmonic—
Toscanini); piano version, CM—X181 (Bartlett and Robertson).

PIANO MUSIC

James Gibbons Huneker wrote as follows concerning Brahms’s piano mu-
sic: “Brahms has an individual voice. . . . His Spartan simplicity sometimes
unmasks the illusory and elusive qualities of the instrument. . . . His tech-
niques are peculiar, but they make the keyboard sound beautifully. . . . His
piano music is gay, is marmoreal in its repose, is humorous, jolly, sad, de-
pressing, morbid, recondite, poetic, severe, and fantastic. He pours into the
elastic form of the sonata romantic passion, and in the loosest texture of his
little pieces he can be as immovable as bronze, as plastic as clay. But even in
the more invertebrate pieces—if Brahms could ever construct without a
vertebra—there is a sense of form, a pattern weaving. . . . He is sometimes
frozen by grief and submerged by the profundity of his thought, but he is
ever interesting. . . . Above all else, he is deeply human.”

Ballades

Brahms composed a set of four ballades, Op. 10, and a fifth he incorporated
into his Op. 118 volume of piano pieces. Of the Op. 10 set, William Murdoch
wrote: “They are masterly in conception and workmanship, and are full of
fine thoughts, deep feeling, and exquisite colors.” The first in D minor (An-
dante) interprets the Scottish ballad “Edward,” and carries over some of the
gloom and the dramatic conflicts of that famous poem. Schumann spoke of
this piece as “wonderful, quite new. . . . The close is beautiful and orig-
inal.” The second Ballade in D major (Andante) is more tender than gloomy.
and has an almost feminine gentleness. The third in B minor (Allegro)
brushes aside both gloom and gentility, and is energetic in its pace and fiery
in its spirit. The fourth in B major (Andante con moto) has a story-book
character that reminds Murdoch of “German romance and sentiment.” The
G minor Ballade, Op. 118 (Allegro energico), is a moving dramatic story
with powerful surges and sweeping climactic moments.

Recommended recordings: Ballade in D minor, Op. 10, No. 1, “Edward,” Ballade

in D major, Op. 10, No. 2, and Ballade in G mi . =
(Rubinstein). P inor, Op. 118, No. 3, V-118622
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Capriccios

Brahms’s Capriccios are often fanciful and whimsical, revealing the lighter
and more jovial facet of the composer’s personality. There are four in Op.
%76, and three in Op. 116. In the Op. 76 the most famous are the B minor
(Allegretto ma non troppo), a delicate, light-hearted, witty, and graceful
morsel; the C-sharp minor (Agitato, ma non troppo) and the C major (Gra-
zioso ed un poco vivace) both restless, energetic, and full of headstrong spirit.
The three in Op. 116 are all masterpieces: the D minor (Presto energico)
is thythmically compelling, magnetic in its irrepressible movement; the G
minor (Allegro passionata) is a youthful expression of buoyant good feel-
ings; the D minor (Allegro agitato) alternates between lyrical beauty and
dramatic power.

Recommended recordings: B minor, Op. %76, No. 2; C major, Op. 76, No. 8; D
minor, Op. 116, No. 1, VM-202 (Bachaus).

Hungarian Dances

Brahms was first introduced to the gypsy music of the Hungarians while
he was still young. Reményi brought him into contact with it, and from the
first its spell bewitched him. Throughout his life, Brahms loved nothing bet-
ter than to listen to gypsy music as played by a good Hungarian orchestra. And
until the end of his life, the Hungarian idiom influenced him greatly, as
many of the last movements of his larger works attest. Brahms issued the
first two volumes of Hungarian Dances as duets in 1869, and as solos in 1872;
the third and fourth volumes he issued as duets in 1880. They were ex-
traordinarily popular, although they were also instrumental in bringing upon
Brahms from some quarters the accusation that he was a plagiarist. The ac-
cusation was, of course, an absurd one. Brahms made no effort to conceal the
fact that his Dances appropriated famous Hungarian folk melodies; while, as
a matter of fact, his extraordinarily original treatment and his rich harmonic
vocabulary entitle him to be considered rather as the composer of the pieces
than their editor or adaptor. In these dances, Brahms’s piano style harmonizes
well with the gay and abandoned (or sentimental) spirit of gypsy music.
Brahms himself orchestrated three of these Hungarian dances: Nos. 1, 3, 10.

Recommended recordings: Hungarian Dance No. 1, Vo1675 (Philadelphia Or-
chestra—Stokowski); No. 4, arranged for violin and piano, V-14905 (Menuhin);
No. 5, arranged for orchestra, V—4g21 (Boston Pops Orchestra—Fiedler); No. 6,
arranged for orchestra, V-4321 (Boston Pops Orchestra—Fiedler); No. 17, ar-

ranged for violin and piano, C-DX7%85 (Zimbalist); Nos. 18, 19, 20, 21, arranged
for orchestra, V-17¢6 (Minneapolis Symphony—Ormandy).

Intermexzi

The Intermezzi are frequently contemplative, elegiac, deeply personal
expressions. Brahms included four in Op. 76, four in Op. 116, four in Op.
118, three in Op. 119, and published three of them separately as Op. 117.

The A-minor Intermezzo, in Op. 116 (Andante) is delicate, subtle, with
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elusive charms. The E major in Op. 116 (Andantino teneramente), was singled
out by Huneker as one of the greatest single pieces by Brahms: “In the en-
tire range of piano literature I cannot recall a more individual and more
beautiful piece of music.” The three Intermezzi grouped as Op. 117 are all
remarkable. The first, in E-flat major (Andante moderato), is an exquisite
cradle song inspired by an old Scotch ballad, Lady Anne Bothwell’s Lament.
No. 2 in B-flat minor (Andante con troppo e con molto espressione) com-
bines restlessness with melancholy. No. g in C-sharp minor (Andante con
moto) has a dramatic atmosphere of awe and mystery. In Op. 1 18 we have the
beautiful E-flat minor Intermezzo, suffused with poetic sorrow, the poignancy
of an aching heart. The three Intermezzi in Op. 119 are also significant.
“Brahms filled No. 1 subtly full of Schumann’s style and spirit,” wrote
Schauffler; “but Clara, for whom it was composed, disappointed him by fail-
ing to grasp his recondite and delicate musical allusions. The E minor 4n-
dantino (No. 2), a thing of tremulous and sensitive melancholy, turns its
minor plaint, at grazioso, into one of the most convincing love songs ever
entrusted to the piano. The C major Intermezzo (No. 3) is blithe as a school
of dolphins, using the sunlit surface of a choppy, mid-ocean sea as their flying
trapeze.”

Recommended recordings: Five Intermezzi, (A-flat, Op. 76, No. 3; B-flat, Op. 76,
No. 2; E major, Op. 116, No. 4; E-flat minor, Op. 118, No. 6, E minor, Op. 119, No.
2) CM~201 {Gieseking); A-minor, Op. 76, No. 7, V-118140 (Rubinstein); A minor,
Op. 116, No. 2, V-14516 (Bachaus); E-flat major, Op. 117, No. 1, and B-flat minor,
Op. 117, No. 2, V-118138 (Rubinstein); A minor, Op. 118, No. 1, V~7994 (Bachaus);
A’major, Op. 118, No. 2, V-118139 (Rubinstein); F minor, Op. 118, No. 4, V-7992
(Bachaus); B minor, Op. 119, No. 1, V-14134 (Bachaus); C major, Op. 119, No.
8, V-118140 (Rubinstein).

Rhapsodies

The two Rhapsodies in Op. %9, the B minor (Agitato) and G minor (Molto
apassionato, ma non troppo Allegro), are among Brahms’s greatest works for
the piano. Passionate utterances, they have a power and strength of Brahms’s
most heroic pages. According to Billroth, “there is more of the young heaven-
storming Johannes in both these pieces than in the last works of the mature
man.” “Here,” wrote Ernst, “Brahms won for the instrument new colors:
the ghostly demoniac place in the middle part of the G minor Rhapsody,
swathed as it were in mist, has no equal in the entire literature.” The Rhap-
sody in E-flat major, Op. 119 (Allegro risoluto), is Brahms’s last work for the
piano. “There is a challenge of defiance in it,” wrote Murdoch, “as if he
wished to prove to the world that his indomitable spirit was not in the least
impaired, that his youthful vigor was as intense as ever, that he could write
just as powerfully for the instrument as in the days of the F minor Sonata,
though with a shade more affection. It possesses no feeling of hatred, no
bitterness, no savagery—pride is stamped all over its pages.”

Recommended recording: CM-X183 (Petri).
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Sonata in F minor (See Sonata: Piano)

Variations and Fugue on a Theme of Handel

While the Variations and Fugue on a Theme of Handel, Op. 24, is an early
work—it was composed in 1861—it is an unquestioned Brahms masterpiece.
Brahms takes a theme from Handel’s Petite Suite in B flat and develops it
into a series of monumental variations including a cathedral-like fugue which
recreates something of Handel’s own breadth of style. William Murdoch
calls this “one of the finest works in the whole realm of writings for the
pianoforte. The theme . . . is simple, hale, and hearty with most elementary
harmonic progressions, but what Brahms has done with this straightforward
tune is almost beyond comprehension. New technical inventions abound;
changes of fancy, mood and rhythm. Every page teems with original ideas,
yet all these devices are logically produced.”

Recommended recording: CM-345 (Petri).

Waltzes

Brahms composed sixteen waltzes, Op. 39, originally for four hands, but
later transcribed by him for two. The waltzes find the “austere” and “self-
contained” Brahms typically Viennese in his love of life and in the lightness
of his touch. This music is buoyant, carefree, irrepressible in the best Straus-
sian traditions. As Hanslick wrote: “What bewitching lovely strains! Natu-
rally, nobody would look for real dance music, but for waltz melodies and
rhythms handled in free artistic form and, as it were, ennobled by their
dignified expression. . . . The waltzes . . . make no sort of pretension to
size; they are all short and have neither introduction nor finale. The char-
acter of the individual dances sometimes approximates to the lilting Vien-
nese waltz, but oftener to the easy-swaying Lindler, and through them we
hear, as it were, a distant echo of Schubert.”

The fifteenth waltz in A-flat major is one of the most famous of all Brahms’s
works, well known in its original piano version as well as in the celebrated
transcription for violin and piano made by David Hochstein.

Recommended recording: piano solo, VM-321 (Bachaus).

QUARTETS

In his chamber music, Brahms achieved his most personal expression. As
Herbert Antcliffe wrote: “Brahms . . . was happier by far in this than in
any other mode of composition. Great as is his symphonic music, truthful
and dramatic though his choral works, sensuous and brilliant his piano pieces,
none appeals to our finer feelings so forcibly and effectively as the concerted
chamber works. In these he meets and discourses with his friends. Perfect in
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their workmanship, they never smell of the lamp or wear the scholar’s gown.
They are the intimate thought of a man spoken only to his friends. . . .
They will always be the musician’s music.”

String Quartets

Quartet in C minor
Quartet in A minor
Quartet in B-flat

It took Brahms sixteen years to bring the first sketches of his C minor string
quartet, Op. 51, No. 1, to their final resolution. The long delay may perhaps
be explained by his reluctance to enter upon a branch of composition already
brought to such magnificent artistic fulfillment. To Brahms, who venerated
the last string quartets of Beethoven, the string quartet must have appeared
like holy ground upon which to trespass would have been sacrilege. Another
and even more forceful reason may be that Brahms inevitably thought in
terms of symphonic music: his ideas were expansive, his vocabulary rich, his
forms spacious. He could write—indeed by this time he had written—
chamber works that included the piano, for the piano could give voice to his
larger ideas. But with strings alone he seemed lost. It took many years of ex-
periment and self-analysis to reduce the proportions of his material to the
fastidiously limited requirements of the string quartet and to achieve the
transparency of writing, the intimacy of tone, and the crystallization of speech
that the string quartet demands. As Brahms himself said of his string-quartet
efforts: “It is not hard to compose, but what is fabulously hard is to leave the
superfluous notes under the table.” Only after Brahms had composed trios,
sonatas, sextets, piano quartets, and the famous piano quintet did he arrive at
the necessary self-assurance and the refinement of style to tackle the four
string instruments alone.

Certainly, if Brahms had any misgivings as to his ability to write a string
quartet, they are not to be detected in the two works of Opus 51 and that of
Opus 67. Purer and more felicitous writing for the four stringed instruments
is not to be found anywhere else in chamber-music literature. And though
Brahms’s means of expression here is highly economical, no restriction on
his musical ideas appears.

Daniel Gregory Mason points out that a single idea dominates the entire C
minor quartet, Op. 51, No. 1 (except for the Allegretto movement): “a rising
motive suggesting indomitable will . . . set in opposition with a falling one
of tenderest sensibility.”” This “idea” is found in three of the four movements.
“The melodic style is striking for its simplicity, and for its resulting univer-
sality.”

Mason finds in the first movement a “drama of will overpowering all the
protests of the suffering soul—a struggle that recalls Schopenhauer’s tragic
sense of restlessness, and at the same time the insatiability of the will.” In the
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second movement, Poco adagio, the assertive theme of the first movement “by
one of those magical changes of which only music is capable, takes on a new
warmth, even sensitiveness, without losing its strength.” In the Allegretto
molto moderato, “‘the composer momentarily relaxes tension by playing with
a hypnotically insistent meter against which rhythmic figures flit with the ir-
responsibility of dreams.” The Finale embodies “final enunciation of the note
of insatiable will.”

The A minor Quartet, Op. 51, No. 2, is characterized by Mason as music of
“easy charm” and “Viennese Gemdiitlichkeit.” Less austere in its form and
musical content than the C minor, it is pervaded by a feeling of remarkable
ease and spontaneity. The quartet opens somewhat elegiacally—an opening
that sets the mood for the entire movement, which is throughout touched with
a most tender expressiveness. The second movement is of Brahmsian nobility,
an exalted utterance of high-minded thinking. The third movement, a
minuet, alternates between magical lightness of movement and charming
lyricism. The last movement is characterized by Hungarian restlessness and
vigor.

The B-flat Quartet, Op. 6%, is more virile than the earlier two; its most
striking trait is its engaging good humor and healthy spirits. The opening
movement, Vivace, is introduced by a theme suggestive of a hunting fanfare—
a theme developed throughout the movement energetically and spiritedly;
the second theme is whimsical in character and helps to preserve a unity of
expression throughout the movement. A lyric second movement is expounded
with rich harmonic writing. The third movement, Agitato, is capricious in
manner; while the last movement, Poco Allegretto, is a set of eight variations
on a gay little theme.

Recommended recordings: C minor, VM~227 (Busch Quartet); A minor, VM-278
(Budapest Quartet).

Piano Quartets

Quartet in G minor
Quartet in A major
Quartet in C minor

Brahms settled in Vienna in 1862, and shortly afterwards made his formal
début there as composer with a performance of his G minor Quartet for
piano and strings. The performing ensemble was the Hellmesberger Quar-
tet. Hellmesberger, when he saw the manuscript of this work, announced
simply, “This is Beethoven’s heir.” But Vienna in general did not take too
kindly to the new work, remaining untouched by the proud affirmation of
the piano writing and by the profound emotion of the soaring strings. The
heroic outlines of the form it mistook for pretentiousness; the sensitive mus-
ing of the slow movement, for ponderous gloom. One critic described the
music as “gloomy, obscure, and ill-developed,” and spoke of the last move-
ment—fiery gypsy music—as an “offense against the laws of style. There is
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neither precedent nor excuse for introducing into chamber music a move-
ment conceived throughout in the style of a folk dance.”

Kilburn, in his analysis of this piano quartet, finds that the andante move-
ment “contains some of its author’s noblest thoughts, expressed with the
utmost clarity.”

Discussing the other two piano quartets, Kilburn wrote: “In the commence-
ment of the other [A major] we have a fine example of poetic expression, yet
at the close the same material is worked out in a contrapuntal manner which
is quite remarkable.” The slow movement of this quartet is spoken of by J. A.
Fuller-Maitland as an example of “exquisite tone color.” ““The Piano Quartet
in C minor,” wrote Kilburn, “does not show the same high qualities as the
other two, and is indeed somewhat lacking in spontaneity. The second entry
of the strings in the opening movement has a chromatic passage which is more
like Spohr than Brahms, nor is the chorale which appears in the last move-
ment at all in his usual style.”

Recommended recordings: G minor, VM-234 (Pro-Arte Quartet; Rubinstein);
A major, VM-346 (Busch Quartet; Serkin).

QUINTETS
Clarinet Quintet

Quintet in B minor

Brahms’s Quintet for clarinet and strings, Op. 115, was composed in the
last years of the composer’s life and has the autumnal mellowness which comes
with introspection. Deiters comments that in this work ““we enter into
Brahms'’s feelings as he looks back musingly over a life rich in powerful crea-
tive work, artistic successes, devotion, and love, and steers his ship of life on its
further course not without a feeling of grief at all that is no more.” For such
sober musings, Brahms aptly chose the clarinet to supplement the string quar-
tet—the gentle-voiced, occasionally somber, occasionally mellow clarinet
capable of voicing both grief and resignation with such felicitous accents.
The entire work is singularly melodic—a gentle and lovable melody that does
not soar in passionate flights but is tender and reflective. The first movement
is suffused with accents of resignation. The second movement is an unforget-
table song with a poignant middle section (Piu lento). The third movement
provides the only excursion into a subdued kind of gaiety; while the last move-
ment is a series of wonderful variations on a broadly articulated theme seem-
ing to convey every shade and suggestion of restrained grief.

The Quintet was introduced on December 12, 1891, in Berlin, by the
Joachim Quartet with Miihlfeld as clarinetist. Kalbeck points out that this
was the first time that the Joachim Quartet had an assisting artist other than a
string player—adding that it was on this occasion that the Joachim Quartet
lost its virginity.

Recommended recording: VM=-4g1 (Busch Quartet; Kell).
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Piano Quintet
Quintet in F minor

Though this is a comparatively early work of Brahms (Op. 34), it is one of
his most famous chamber works—and deservedly so. Its elusive and subtle
beauties are not easily grasped, and it was some time before its greatness was
fully appreciated. It is profuse with thematic material, developed with con-
summate mastery, and it abounds in subtleties of expression which require
intimacy for full appreciation.

It was some time before Brahms arrived at the quintet medium for his ideas.
Originally he planned this work as a string quartet with extra ’cello. Then,
feeling some profound lack (probably the strings alone were inadequate to
voice such capacious ideas), he recast it as a sonata for two pianos. This, in
turn, he rejected as unsatisfactory—Ilargely owing to Clara Schumann’s advice
and criticism. Finally, he arrived at the proper combination of instruments
for his music: a string quartet supplemented by a piano.

It has a lively first movement in which a number of themes, often contrast-
ing sharply in mood, are imaginatively yet concisely elaborated. As an indica-
tion of the unity and coherence of this quintet, it is instructive to note that the
first movement presents five highly expressive themes in only goo bars. A
tender and affecting second movement is followed by a scherzo whose dazzling
changes from major to minor key, from 6/8 to 2/4 time, from shadowy, gliding
motion to powerful, joyous rhythms, recreates the emotional richness of the
first movement.

Several writers have voiced their wonder at the amazing “sigh of liberation™
at the opening of the Trio. It is highly characteristic of Brahms. The quintet
has form in the best manner of Beethoven. But like the later and most signifi-
cant works of that master, Opus g4 is a good illustration of Brahms’s ability to
relinquish schematic form in favor of creating the form best adapted to his
thought and feeling.

Recommended recording: VM~607 (Busch Quartet; Serkin).

String Quintets
Quintet in F major

It was 1882 and spring when Brahms wrote his String Quintet in F major,
Opus 88, and the whole work is filled with the spirit of spring.

It is ardently romantic in Brahms’s gentlest vein (reminding us strongly of
the Italianate qualities of the Second Symphony which preceded it).

Carefree and amiable, the first movement shows the same formal excellence
as the introductory movement of the C major Trio.

In the second movement, marked grave ed appassionata, we find the iden-
tifying traits of an adagio and scherzo merged into an organic movement which
serves as a ritornelle, whose chief theme Brahms took from an earlier work.
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For a finale Brahms chose to combine the fugue and sonata form which had
been favored by the classical composers. And writing in this style he expresses

himself buoyantly.
Recornmended recording: VM—466 (Budapest Quartet; Hobday).

Quintet in G major

Brahms’s other quintet, G major, Opus 111, composg:.d in the summer of
1890, is the work of a different mood—gay with a masculine strength; intense
and disturbing in its complexity and elaboration. ‘

It is full of Austrian gaiety achieved, in part, through the use of Vlenn.ese
themes which also help to induce an idyllic mood. And it is this mood Whlc.h
forbids too strong an accentuation. Consequently, we find that many of th}s
Quintet’s purely intellectual variations are treated with the almost fantastic
freedom frequent in Brahms. '

There is not much of a suggestion of repose in this lyrical flight although
the second movement, a romance almost bucolic in nature, is in Brahms’s
most felicitous vein. This is cogent rhythmic music, full of dash and color and

fiery spirit.
Recommended recording: VM-184 (Budapest Quartet; Mahlke).

SEXTETS
String Sextet in B-flat, “Spring”

This Sextet, Op. 18, has well earned its sobriquet. It breathes throughout
the fragrance of springtime, and exudes the exhilaration of a world reborn
into youthfulness. The last two movements—Scherzo and Rondo—are in
Brahms’s most exuberant and jovial vein. Brahms, typical Viennese of the
coffee-house, had his lighter moments when his wit could be caustic, his be-
havior earthy, and his mood an almost schoolboyish prankishness. This is the
Brahms of the last two movements of the Sextet—amusing and sprightly mu-
sic, uninhibited and full of the sheer joy of living. The first two movements
are in a more sober vein, but they are not without youthful exuberance and
melodic warmth. The second movement, a set of variations on a graceful,
flowing theme, was a favorite with Brahms.

Recommended recording: VM—296 (Pro-Arte; Hobday; Pini).
String Sextet in G major, “Agathe”

One of Brahms’s many love affairs was with Agathe von Siebold, the daugh-
ter of a Gottingen professor. This affair followed the usual Brahms pattern.
Brahms wooed ber passionately, and then—when marriage appeared immi-
nent and inevitable—he fled in horror. “I love you! I must see you again!” he

wrote to Agathe. “But fetters I cannot wear!” Agathe broke off the affair, while
Brahms—characteristically enough—wrote music to express his feelings at
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the outcome: the G major Sextet. “Here,” Brahms told Ginsbacher, point-
ing to his Sextet, “I have emancipated myself from my last love!” It was to be
ever thus: Brahms was always to sublimate his inner passions and erotic
yearnings in his music.

The G major Sextet, Op. 36, is known as the “Agathe” Sextet for two rea-
sons. First, it was Brahms’s farewell to his lady love. Second, he ingeniously
worked the notes of A, G, A, H (the German equivalent of our B-natural),
E into the principal theme of the first movement. The whole Sextet, writes
Schauffler, “has a veiled, mysterious quality, a silvery shimmer, pierced now
and then by such glorious highlights as the second subject of the 4llegro non
troppo, the Presto giocoso Trio of the Scherzo, the touching final variation of
the Poco Adagio, and the last pages of the finale’s coda.”

Recommended recording: VM-371 (Budapest Quartet; Hobday; Pini).

SONATAS
Piano Sonatas

Sonata in F minor

Brahms composed three sonatas for the piano. The first two—in C major,
Op. 1, and F-sharp minor, Op. 2—are of early vintage. Though they disclose
something of Beethoven’s richly sonorous writing fer the keyboard, they
suggest, rather than present, the mature Brahms. It is in the F minor Sonata,
Op. 5. that we first get true indications of latent power, and the first glimpse
into Brahms’s possible future as a creative artist. In his analysis of this work,
Schauffler wrote: “The heroic Allegro maestoso wears like reinforced ada-
mant, with its grimly virile first subject, the delicate romance of the second,
the maturity of the uncanny development, and the crushing might of the
coda. The Andante embodies the very essence of youthful romanticism, in
holding true to its poetic motto from Sternau:

The twilight glimmers, by moonbeams lighted,
Two hearts are here, in love united,
And locked in a blest embrace.

No wonder that, in places, it draws perilously near the saccharine. From this
excess of sensibility, however, it is saved by the splendid final outburst in
D flat, which Wagner, who happened to hear it while working on the Meister-
singer, did not disdain to draw upon for Hans Sachs’ first monologue. The
spell is abruptly marred by a much more crude and literal loan, negotiated
this time by Brahms himself. The sckerzo begins by appropriating the first
tune of Mendelssohn’s C minor trio finale. One is soon reconciled, however,
by the contagious vitality of the music, by the prophetic modernism of the
nine measures of bizarre dissonances beginning at bar 52, and still more by
the D flat section, with its calm chant of profound comfort. The brief Riick-
blick, or Retrospect, is an extra movement. It casts one lingering, longing
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look behind, and translates the Andante’s palpitating lunar bliss to the plane
of tragedy. This is a new note in the sonata, a felicitous enrichment of its
form. The finale suffers somewhat from a lack of inner unity, from the un-
happy experiment of indulging in two elaborate codas, and from a contra-
puntal parade closely bordering on ostentation. These faults, however, are
more than redeemed by the distinctively Brahmsian appeal of the whole—
especially the dreamy second theme, and the deeply inspired third, which
surely is one of the bravest, most reassuring melodies in the whole realm of
music.”

Sonatas for Violin and Piano

Brahms composed three sonatas for violin and piano: G major, Op. 78,
A major, Op. 100, and D minor, Op. 108. They contain some of Brahms’s
most mellow music. In these sonatas he wrote well for the violin, knowing
both the capabilities and the limitations of the instrument and catering to
them. To the violin he confided thoughts of great intimacy.

Sonata in G major
Sonata in A major
Sonata in D minor

The first of the three sonatas, the G major, is known as the Rain Sonata
because of a persistent 16th-note figure for the piano in the third movement,
suggestive of falling raindrops. Of this sonata, Niemann wrote that it is an
“instrumental idyll, thoroughly intimate in both style and in writing, with an
elegiac and tenderly melancholy tinge and a prevailing atmosphere of still
contemplation and pensive cheerfulness.”

The second sonata, in A major, and the most famous of the three, is known
as the Thun Sonata because it originated at Lake Thun during one of the
composer’s summer vacations. It opens with a theme reminiscent of Walther’s
Prize Song from the Meistersinger of Wagner. Throughout melodic and pen-
sive—with a second movement of rare loveliness—it concludes with a ma-
jestic finale that includes many passages fiery with hot Hungarian blood.

The third sonata, in D minor, is dedicated to Hans von Biilow. In Richard
Specht’s opinion it might very well be a tonal portrait of the composer—full
as it is of strange restlessness and tensions, of febrile moods alternating with
occasional sobriety, of repose contrasted with mischievous humor.

Recommended recordings: Rain Sonata, VM-121 (Busch; Serkin); Thun Sonata,
VM-856 (Heifetz); D minor Sonata, CM—324 (Szigeti; Petri).

Sonatas for Violoncello and Piano

Sonata in F major

Brahms composed two sonatas for ’cello and piano. The first, in E minor,
Op. 88, was the first work that he published for solo instrument and piano.
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It is not too happily written for the 'cello and, despite moments of great power
and imagination, it is of lesser importance among Brahms's works. More
famous and more important is the second sonata, in F major, Op. gg. Analyz-
ing this work, E. S. Knights wrote: “In the first movement, Allegro vivace, the
‘cello opens with bold declamatory phrases in a high register. . . . It then
settles to the vigorous and passionate mood of the music which is the setting
for the whole of the first movement. The second movement is a beautifully
lyrical Adagio affetuoso, richly wrought music with a wealth of expressive
imitation and detail. The Scherzo has a trio section with a big, broad tune.
The finale, Allegro molto, is a rollicking rondo with a theme having some-
thing of a folk-tune atmosphere. Quiet relief is afforded in the middle sec-
tion.”

Recommended recordings: E minor, VM—564 (Piatigorsky; Rubinstein); F major,
VM-410 (Casals; Horszowski).

Sonatas for Clarinet and Piano

Sonata in F major
Sonata in E-flat major

Brahms’s two sonatas for clarinet and piano—in F major, Op. 120, No. 1,
and in E-flat major, Op. 120, No. 2—are the composer’s swan songs in the
field of chamber music. These works have the warm and gentle glow of peace-
ful old age looking back on a life that had been not too difficult. Serenity,
calmness, mellowness, subdued colors, restrained feelings—such are the quali-
ties to be found in these two masterpieces. The clarinet is uniquely endowed
to voice such pensive moods and gray colors, and the-music in both sonatas
is written beautifully for that instrument. Brahms composed both works (as
he did the Clarinet Trio and the Clarinet Quintet) for his clarinetist friend
Miihlfeld, who with Brahms introduced them at the home of the sister of the
Duke of Meiningen at Berchtesgaden on September 19, 1894. These sonatas
are frequently performed by viola in place of clarinet.

Recommended recordings: for viola and piano, F minor, C-LX225~7 (Tertis;
Cohen); E-flat major, VM—422 (Primrose; Moore).

SONGS

Brahms stands among the most important in that imperial line of song
composers that began with Schubert and included Robert Franz, Schumann,
and Hugo Wolf. A Brahms song is a miniature drama. The emphasis is not
exclusively on a beautiful melody—though many of Brahms’s melodies are
exquisite in their lyric beauty. A Brahms song is frequently declamatory in
character, because Brahms is translating a poem into tone and with rare
felicitousness achieves the proper musical thought for the poetry. He places
great emphasis on the piano accompaniment, which is often the medium
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for his most dramatic expressions. Although in his search for dramatic in-
tensity he is sometimes unvocal, when we listen to a Brahms song we are
given a profound and moving esthetic experience.

Many of Brahms's songs—beginning with his first masterpiece Liebestreu,
from Op. 3—are passionate expressions of love. Brahms, who loved women
but fled from marriage, sublimated many of his love emotions in his songs.
They are ardent and sensuous, personal and profoundly felt, as, for example,
Wie bist du, meine Konigin, or Meine Liebe ist griin. Many—like the
Daumer songs, Op. 57—are pervaded with melancholy. It is almost as if, in
writing these love songs, Brahms knew that such love was not for him, and
as if his grief unconsciously penetrated into his love songs.

Robert Haven Schauffler divides the songs into two groups. In the first he
includes the masterpieces which must be included in any consideration of
Brahms’s greatest works: Sapphic Ode, Wie bist du, meine Konigin, Liebe
und Friihling, Immer leiser wird mein Schlummer, Die Mainachi, Wie
Melodien, Regenlied (Op. 59, No. 3), Erinnerung, Vier Ernste Gesinge (the
“Serious Songs” written to Biblical words), duf dem See (Op. 59, No. 2), and
Feldeinsamkeit.

In the second group, Schauffler places those songs which—though they are
not among Brahms'’s great works—are nevertheless songs of importance and
individuality: Botschaft, Komm bald, Von ewiger Liebe, Dein blaues Auge,
Magyarisch, O wiisst ich doch den Weg zuriick, Sommerabend, Therese,
Vergebliches Stindchen, and Wiegenlied (the famous Cradle Song).

Cecil Gray is of the opinion that Brahms is frequently at his greatest in his
songs. “It is true he may not attain quite to the heights which Schubert does
in a small handful of unexcelled masterpieces . . . but with this one glori-
ous exception it is difficult to see whom one could place above him. . . . A
song of Brahms isnot . . . a mere turgid flow of notes without any intrinsic
value apart from the poem, but a delicately organized and articulated struc-
ture with a logic of its own. . . . Brahms . . . was never content until he
had created a vocal line of intrinsic melodic beauty and an accompaniment
as full of musical subtlety as he could make it.”

Probably in no other form did Brahms reveal such versatility of style. A
gem like the Wiegenlied (among the best known of Brahms’s songs, composed
in 1868 and dedicated to one of his former sweethearts on the birth of her
daughter) is an exquisite melody in an exquisite setting, offering a marked
contrast to the feverish passion of ¥on ewiger Liebe. The comparatively light-
hearted Vergebliches Stindchen is at the opposite emotional pole from the
austere and poignant Ernste Gesinge and Der Tod, das ist die kiihle Nacht.
And we may set off the classic repose of Immer leiser wird mein Schlummer
(a melody that Brahms used for the slow movement of his Second Piano Con-
certo) against the buoyant and carefree Die Mainacht.

Recommended recordings: Brahms Song Society, two volumes, VM-522, 751
(Kipnis); A Brahms Recital, CM—453 (Lehmann).
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SONG CYCLES
Four Serious Songs

The Four Serious Songs, Op. 121, to texts drawn from the Bible, was the
penultimate of Brahms’s works, and was published in the last year of the
composer’s life. It is music of overwhelming emotional impact—suffused with
a tragedy of Grecian proportions. It is the contemplative speech of a man
who knows that he is on the doorstep of death, to whom life (though it has
been difficult) is still precious, and who views the coming end as a stroke
of merciless destiny. A bitter Weltschmerz is found in these songs; but, at
moments, a philosophic resignation as well. Simple in their construction, of
an almost stark nakedness, these songs are of a forthright projection of a
tragic mood, sometimes too painful to be contemplated.

It is frequently asserted that the gloom of these songs arose from Brahms’s
grief at the death of his beloved Clara Schumann. This is not substantiated
by facts. The songs were completed before Clara’s death, and were dedicated
not to her but to Max Klinger.

Recommended recording: VM-522 (Kipnis).

SYMPHONIES

Though the first outlines of a symphony were sketched by Brahms in 1855,
it was not until twenty years later that a completed symphony left his pen.
This alone should serve notice with what awe Brahms regarded the symphony
form, and how greatly his adoration of Beethoven constrained him. During
these years, Brahms developed and matured, perfected his idiom and evolved
his individuality. Thus the First Symphony, when it was finally written, was
the product of Brahms’s full maturity as a composer. Certainly no other first
symphony in all musical history is such a completely realized masterpiece, so
maturely conceived and with such assurance. It has, somewhat loosely, been
called “Beethoven’s Tenth Symphony.” But this is to imply that Brahms was
an imitator of Beethoven, which he most certainly was not. The C minor
takes a step ahead of the Beethoven symphonic form—and a step such as no
composer had been able to take since the Master’s death in 1827.

With his wonderful feeling for the logic of his structures, Brahms in his
four symphonies erected architectural designs impressive for their majesty.
But, together with logical structure, there are rich poetic ideas, impassioned
speech, sensuous beauty, and dramatic force. It is these traits in his sym-
phonies that mark Brahms as the true inheritor of Beethoven's symphonic
crown.

Symphony No. 1 in C minor
Brahms completed his First Symphony, Op. 68, in 1876. It was introduced
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at Karlsruhe under the composer’s direction on November 4 of the same
year. It was pootly received; not for some years were its grandeur and nobility
to be deservedly appreciated.

Walter Niemann speaks of the First Syfiphony as Brahms's “Pathetic.”
If it has a tragic character, it is the grandeur and nobility of a Greek drama
rather than the frenzy of Tchaikovsky. Once again (as in the Quintet)
Niemann is reminded of Beethoven—the heroic style, the high-minded
speech, the strength and force, the architectural design, are all traits found
in the Eroica. And the last movement has not only a spiritual affinity with
that of the Ninth Symphony—both are proud and exultant affirmations of
the spirit—but the principal theme of each has strangely similar identities.

The symphony opens with an introduction which immediately sounds the
note of sublimity. The violins soar ecstatically against a background of throb-
bing tympani. The sublimity is dissipated by the passionate thrust of the
first subject, which is developed with strength and is succeeded by a brusque
and severe second subject. Both themes are worked out in the movement
with a cogent drive and a dramatic thrust which once again makes Niemann
think of Beethoven because of its “monumental pathos” and “demoniac char-
acter.” The second movement, Andante sostenuto, while loosely constructed
is one of the most lyrical movements written by Beethoven. It is built out of
two beautiful melodies, the first of which is played at the opening of the move-
ment by the strings, and the second by an oboe. The movement is carried
to a pitch of emotional delirium, and then subsides to introspective calm. The
third movement, Un poco allegretto e grazioso, is more restrained than the
Beethoven scherzo, and is characteristically Brahmsian in its mellowness and
fluid melodic flow. It is the last movement—Adagio; Allegro non troppo, ma
con brio—that is the apex of the entire symphony. This is Beethoven drama,
Beethoven majesty, at its best. The mystery and suspense of the introductory
Adagio, with the increasing tempo of the pizzicati quickening the heart and
pulse, is succeeded by music of incomparable grandioseness. William Foster
Apthorp has admirably described this movement as follows: “With the
thirtieth measure the tempo changes to piu andante, and we come upon one
of the most poetic episodes in all Brahms. Amid hushes, tremulous harmonies
in the strings, the horn and afterward the flute pour forth an utterly original
melody, the character of which ranges from passionate pleading to a sort of
wild exultation, according to the instrument that plays it. . . . A short,
solemn, even ecclesiastical interruption by the trombones and bassoons is
of more thematic importance. As the horn tones gradually die away, and the
cloudlike harmonies in the strings sink lower and lower—Iike mist veiling
the lJandscape—an impressive pause ushers in the Allegro non troppo, ma con
brio. . . . The introductory adagio has already given us mysterious hints of
what is to come; and now there bursts forth in the strings the most joyous,
exuberant Volkslied melody, a very Hymn to Joy, which in some of its phrases,
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as it were unconsciously and by sheer affinity of nature, flows into strains from
the similar melody in the finale of Beethoven’s Ninth Symphony.”

Recommended recording: VM-875 (NBC Symphony—Toscanini).

Symphony No. 2 in D minor

Of the four symphonies, the Second, Op. %3, is the most genial. It reveals
an Italian warmth, a suggestion of the placid beauty of the Italian landscape,
that in some quarters has won it the sobriquet “Pastoral.” It was composed
in the summer of 1877 and was first performed on December 30, 1887 by the
Vienna Philharmonic under Hans Richter’s direction. Pohl, Haydn’s bi-
ographer, was present when Richter rehearsed the symphony. He wrote:
“Thursday was the second rehearsal; yesterday, the ‘dress’ rehearsal. Richter
has taken great pains in preparing and will also conduct today. This is a
magnificent work . . . every movement pure gold; and all four together
form a necessary whole.” In a letter to Hanslick, Brahms wrote as follows
about it: “If I should let you hear a symphony this coming winter, it will
sound so jolly and pleasant that you will believe I composed it especially for
you and your young wife. That’s no work of art, you'll say; Brahms is merely
canny; the Worther Lake is virginal soil, and melodies are so plentiful that
you have to take care not to crush any underfoot.”

“T'he work,” wrote Richard Specht, “is suffused with the sunshine and
the warm winds playing on the water, which recall the summer at Pértschach
that gave it life. The comfortably swinging first subject at once creates a
sense of well-being with its sincere and sensuous gladness. . . . This move-
ment is like a fair day in its creator’s life, and outshines the other three sec-
tions—the brooding andante, the rather unimportant scherzo . . . the broad
sweeping finale which, for all its lively, driving motion, strikes one as cheer-
less and artificial in its briskness.”

Recommended recording: VM-6g4 (Philadelphia Orchestra—Ormandy).

Symphony No. 3 in F major

It was Hans Richter who referred to this symphony as Brahms’s “Eroica.”
Amplifying on this designation, Niemann wrote that it was indeed heroic, but
“in the Brahmsian spirit. In spite of its truly heroic and virile strenuousness
and conflicts, its last, supreme word of wisdom is a serene resignation. This
is, moreover, expressed with such wonderful truth and moving effect in the
musical form in which it is clothed that we may venture to say that in its
purely human qualities the Third Symphony is Brahms’s most typical, per-
sonal, and important symphonic work. In no other symphony has Brahms
unveiled his own individual nature so wonderfully, in no other has his whole
personality found such marvellously pure and undisguised expression, in no
other symphony has he displayed such spiritual independence as this.”

The Third Symphony was composed in 1882-83, and was first performed
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by the Vienna Philharmonic on December 2, 1883. At the first performance,
the Wagner-Bruckner “ecclesia militans” (in Kalbeck’s bitter description) was
at hand to make a fiasco of the concert. But the Brahms supporters—and the
eloquence of the music itself—proved too powerful, and the concert was a
success.

There was no diminution of Brahms'’s strength or originality in this Third
Symphony—from the overwhelming chords at the opening announced by
the wood winds and the brass, followed immediately by the restless sweep of
the main themes in the violins; down through the breath-taking contrast of
the simpler and quieter andante (almost a folk song), ending in a magnificent
flight of strings; and the forward sweep of the final two movements, the last
of which (again as in the other symphonies) carries warning notes of an
anticipated storm. At the close of the last movement, Brahms reintroduces
(tremolo in the strings) the first theme of the first movement, thereby unify-
ing the entire symphony into a coherent whole.

Recommended recording: VM-1007 (Boston Symphony—Koussevitzky).

Symphony No. 4 in E minor

Brahms’s symphonic peroration, Op. g8—the symphony in which his fancy
soared to the highest altitudes of nobility—is permeated with an autumnal
melancholy. Yet it is no hysterical grief we hear here, but a restrained, self-
contained, and disciplined emotion of heroic character. Heinrich Riemann
has given the following apt description of the E minor: “It begins in ballad
fashion. Blaring fanfares of horns and cries of pain interrupt the narration,
which passes into an earnest and ardent melody. The themes, especially those
in fanfare fashion, change form and color. The formal appearance—now
powerful, prayerful, now caressing, tender, mocking, homely, now far away,
now near, now hurried, now quietly expanding—ever surprises us, is ever
welcome: it brings joy and gives dramatic impetus to the movement. A theme
of the second movement constantly returns in varied form, from which the
chief theme, the staccato figure given to the wind, and the melodious song
of the violoncellos are derived. The third movement, Allegro giocoso, sports
with old-fashioned harmonies, which should not be taken too seriously. This
is not the case with the Finale, an artfully contrived ciacona [chaconne] of
antique form but of modern contents. The first eight measures give the ‘title
page’ of the ciacona. The measures that follow are variations of the leading
theme; wind instruments prevail in the first three, then the strings enter; the
movement grows livelier, clarinets and oboes lead to E major; and now comes
the solemn climax of the movement, the trombone passage. The old theme en-
ters again . . . and rises to full force, which finds expression in a piu allegro
for the close.”

The symphony was composed in 1884-85. The manuscript was nearly
burned in a fire that broke out in Brahms’s house, but was fortunately saved
by one of his friends. Its first performance took place in Meiningen in 188,
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and it was played at the Vienna Philharmonic’s concert of March 7, 18g7—
the last concert that Brahms attended before his death on April 3, 1897.

Recommended recording: VM—730 (Boston Symphony—Koussevitzky)

TRIOS
Trio in B major

Brahms composed the B major Trio, Op. 8, in 1854, when he was only
twenty-one. Thirty-seven years later—the composer being now at the height
of his powers—he revised the work completely. Thus two versions exist of
this trio—representative of the early and of the late Brahms—offering an in-
valuable view of the ways in which Brahms had grown and developed. Dr.
Hans G4l, co-editor of the complete edition of Brahms’s works, remarks how
tar superior the later version is to the earlier one: “Before one has edited this
work, one has no idea how many subtle and marvellous changes the Master
made in it! It was absolutely miraculous that he could have approached it
with so objective a detachment; for this particular piece was, in 1891, perhaps
the best-known and most popular of all his chamber music.”

Schauffler finds the earlier version of the trio an “exhilarating outburst of
the joy of youth” together with pages of dullness in which “he had exhibi-
tionistically revelled in learning for learning’s sake, at the expense of unity
and well knit, logical form.” But the later version, in Schauffler’s opinion,
“offers that almost unique combination: the exuberance of a mighty youth,
kept within the bounds of superb form by the experience of maturity. Cer-
tainly there are for the chamber musician few more enlivening pleasures
than to take part in the young, radiant opening of the B major—a tune which
was to be a lifelong favourite of the composer’s—or in the quintessential
coda, or in the spiralling Beethovenian fervours of the scherzo’s Trio, or in
the celestial intensities of the Adagio.”

Recommended recording: VM-883 (Rubinstein; Heifetz; Feuermann).

Trio in C minor

The C minor Trio, Op. 101, was composed in the summer of 1886 at Thun
—the year and the place of Brahms’s composition of the “Thun” Violin
Sonata and the F major 'Cello Sonata. Describing this trio, William Murdoch
wrote: “It is powerful music, brusque and harsh at times, angular and bad-
tempered, but most full of masculine vigor. It has its quiet moments—the
C-sharp minor section in the development of the first movement; the spirit
of the second movement; all of the Andante, and thirty-four bars in the Finale,
though this last section is masculine enough. But even this amount of tran-
quillity does not prevent the main character of the music from being defiant
and relentless. The coda of the Finale, another splendid example of ingenious
writing, clears away the dark color, breaks the bands of oppression with a



130 BRITTEN: ORCHESTRAL MUSIC

sense of release, and makes a triumphant finish. . . . This Trio is performed
more than either the B major or the C major. It is shorter and more compact,
has melodic grip and an air of conviction.”

Recommended recording: Decca 25627—29 (Budapest Trio).

%RITTEN

BENJAMIN BRITTEN, one of the most gifted among younger British composers, b.
Suffolk, 1918. He studied first with Frank Bridge, then with John Ireland, Arthur
Benjamin, and Harold Samuel at the Royal College of Music, where he was a
scholarship pupil. After graduating in 1934, he turned to composition and soon
won recognition through major performances in England, Italy, Spain, and the
United States, and at festivals in Salzburg and Norwich.

RITTEN writes in an expansive style which strives for epical rather than
B for lyric expression. Though sometimes ponderous, at its best his music
has strong individuality and admirable cogency. He has written chamber
music and choral music, but he is happiest in his music for orchestra (though
he tends to orchestrate heavily and sluggishly), and it is this that has won him
an international reputation.

ORCHESTRAL MUSIC
Sinfonia da Requiem

The Sinfonia da Requiem was composed during Britten’s stay in the United
States, and completed in Long Island in 1940. On March 29, 1941, it was
given its world premiére by the New York Philharmonic-Symphony Society
under John Barbirolli.

Britten wrote this work as a gesture of homage to the memory of his fa-
ther, who had died some time before its composition. It is in three movements.
The first, called “Lacrymosa,” is a slow, marching lamentation; the second,
“Dies Irae,” is a dance of death; the third, “Requiem Aeternam,” is a threnody
dominated by flutes. Britten considers this work an emotional rather than a
liturgical document, even though the titles of the movements were drawn
from the Catholic Requiem Mass.

This work was chosen to represent England when the Japanese Govern-
ment selected works of various nations for performance at a festival to cele-
brate the birthday of the Japanese Imperial Dynasty. The performance never
took place—history, and Pearl Harbor, intervening.
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Max BrucH, b. Cologne, 1838, a pupil of Ferdinand Hiller. His first work to re-
ceive performance was an operetta, produced in 1858, and his first success was an
opera, Loreley, performed 1n 1863. In 1865, Bruch became conductor of the or-
chestral concerts in Coblenz. A year later, he was appointed Kapellmeister at
Sonderhausen. The outbreak of the Franco-Prussian War brought him to Berlin,
where he settled permanently. In 1892 he became head of the master school of
comgosition at the Royal High School of Music, holding this post for twelve years.
He died in Friedenau, Berlin, in 1920.

RUCH was neither a great nor an original composer, but he wrote pleasing
B music characterized by sound instincts, a charming manner, and lovable
melodies. A romanticist, he brought to his works a warmth of feeling which
to our present taste is one of their most ingratiating traits. Riemann insists
that Bruch was at his best in his choral music, of which he wrote an entire
library; but his choral music is no longer heard. He is remembered today
almost exclusively for his Violin Concerto in G minor and his Kol Nidrei.

CONCERTO
Concerto in G minor

Though Bruch wrote the first sketches for his popular Violin Concerto,
Op. 26, as early as 1857, he did not complete the work until 1866. It was first
performed in April of that year. Subsequently it was revised, with the tech-
nical aid of the famous violinist Joseph Joachim to whom it is dedicated. Of
it, J. A. Fuller-Maitland wrote as follows: “Grave and earnest from beginning
to end, yet rising into passionate outbursts of almost tragic intensity, this
work acquired at once a place of its own among violin concertos. Its melodies
have a character deeper, nobler, and more genuinely expressive than any
former work of its composer.”

The concerto is in three movements: Allegro moderato, Adagio, and
Allegro energico. The Adagio movement is characteristic of Bruch’s gift
for writing expressive melodies that appeal to the heart.

Recommended recording: VM-102g3 (Menuhin; San Francisco Symphony—
Monteux).

ORCHESTRAL MUSIC
Kol Nidrei

In 1880, Bruch became conductor of the Liverpool Philharmonic Society
as successor to Sir Julius Benedict. It was during his tenure of this post that
he composed his famous Kol Nidrei, Op. 47, for solo 'cello and orchestra. It
was first performed at a concert of the Gewandhaus Orchestra in Leipzig on
October 20, 1881, with A. Fischer as the soloist.

1381
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SYMPHONIES

Elsewhere the editor of this book (in collaboration with his brother) wrote
as follows about the nine Bruckner symphonies: “He always thought of him-
self as Beethoven’s successor, of Beethoven’s Nine Symphonies not as deter-
rents but as so many challenges. Never too critical of his own work, in fact
always regarding his own creation as a mystical outpouring to be accepted with
simplicity and humility (but not to be questioned), he yet had one quality
which clashed with the more naive peasant elements in him: a passion for
grandeur. He rarely thought in small forms. With justice, he had been called
the creator of the ‘baroque’ in music. He bore the relation to Beethoven
and Bach that the Carraci and Borromini bore to Michelangelo.and Leonardo.
And as these strove to outdo in grandeur the works of their predecessors and,
instead, succeeded in multiplying detail, complicating ornament, substitut-
ing the operatic for the emotional, dazzling and confusing the eye, so Bruck-
ner, too, in that insatiable passion for vastness, was led frequently to sub-
stitute declamation for eloquence, expanse for grandeur, detail for single-
ness of design. Where inspiration did not suffice, there he allowed rhetoric
to intrude. ‘

“But when his spirit soared—in magnificent, if not always sustained, flights
—he revealed something of Beethoven’s greatness. Thus, in certain passages
of the Seventh Symphony—in the celebrated slow movement (later inter-
preted as an elegy on Wagner’s death), his speech is stripped of pretentious-
ness and pomp, and he feels simply and deeply. Later hero-worship, already
born in the year of the Seventh, sought to sanctify every note of this, and
other symphonies, and save them from sacrilegious doubt. But Bruckner’s
symphonies were like himself: the peasant and mystic was sturdy, direct,
deeply emotional; the man of the city was spurious, self-conscious, rhetorical,
and nervous. And these two souls within him dwelt side by side to the last.”

Symphony No. 4 in E flat, “Romantic”

The Romantic Symphony was completed in 1874 and first performed in
Vienna in 1881. Bruckner originally prepared an elaborate and detailed pro-
gram to describe his symphony, but that he did not take it too seriously was
proved by his comment that in the last movement “I've forgotten completely
what picture I had in mind.” The symphony, however, is appropriately en-
titled, for as a whole it is romantic in character. It is in four movements. The
first, Allegro molto moderato, is expansive in character, built upon two dy-
namic themes preceded by the introductory horn solo and concluded by a
coda of grandiose proportions. The Andante is a funeral march, and the
Scherzo (one of Bruckner's happier inventions) employs a hunting subject.
In the Finale, the composer sums up the material used in the previous move-
ments.

The famous conductor Hans Richter saw the score at Bruckner’s home and
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was so impressed that he offered to perform it without delay. Bruckner at-
tended the rehearsals and, in Richter’s own words, ‘“‘when the symphony was
over, Bruckner came to me, his face beaming with enthusiasm and joy. I
felt him press a coin into my hand. “Take this,” he said, ‘and drink a glass of
beer to my health.” " The performance, on February 10, 1881, was a consider-
able success and marked the belated turning point in Bruckner’s fortunes.

Recommended recording: VM-331 (Saxonian State Orchestra—B3hm).
Symphony No. 7 in E major

This is Bruckner’s magnum opus, his most consistently inspired work,
and the one in which his aspirations towards grandioseness and sublimity
came closest to realization. Composed between 1881 and 1883, it was given its
first performance under the baton of Artur Nikisch at the Leipzig Gewand-
haus on December g0, 1884. The symphony was accorded a magnificent re-
ception, and when Bruckner came on the platform to take his bows, the house
went into an uproar. ‘“One could see from the trembling of his lips and the
sparkling moisture in his eyes,” wrote one critic who was present, “how diffi-
cult it was for the old gentleman to suppress his deep emotion. His homely
but honest countenance beamed with a warm inner happiness such as can
appear only on the face of one who is too good-hearted to succumb to bitter-
ness even under the pressure of most disheartening circumstances. Having
heard this work and now seeing him in person, we asked ourselves in amaze-
ment, ‘How is it possible that he could remain so long unknown to us?’ ” “It
is the most significant symphony since 182%,” exclaimed the conductor Her-
mann Levi (in sublime disregard of Brahms). Levi conducted the work in
Munich, when it was given another rousing acclaim.

The Adagio movement is one of Bruckner’s greatest pages—a funeral
march blending majesty and sorrow, touched with an other-worldly radi-
ance. It was believed (by those who disregarded chronology) that the music
was inspired by the death of Wagner; the movement had been completed late
in 1882, four months before Wagner’s death. Still another Wagnerian ex-
planation for the movement was provided by Bruckner himself: “At one
time I came home and was very sad; I thought to myself, it is impossible that
the Master can live long, and then the adagio came into my head.” In any
case, there is no doubt that Bruckner intended the music as homage to Wag-
ner, as proved by his use of the Bayreuth tubas both in the slow movement
and in the Finale.

Whatever its origin, the Adagio is among the most stirring threnodies in
musical literature, the grief of a noble heart speaking of pain with restraint.
“Here,” as Lawrence Gilman wrote, “the voice of Bruckner’s grieving, of
his tenderness, of his exalting praise, speaks out of this nobly musing and
impassioned elegy with subjugating eloquence and beauty. . . . In the mu-
sic of this elegy . . . there is a curious intimation of immortality. These
pages are filled with a musing, consolatory tenderness, with a touch of that
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greatness of style which we sometimes get in the Elizabethans when they
speak of death. . . .”

Recommended recording: VM-276 (Minneapolis Symphony—Ormandy).

“BUXTEHUDE

DietricH BuxTenupe, b. Helsingborg, Sweden, 1637. §tudied with his fat_her,
following which he held several minor posts as organist. When he was thirty,
Buxtehude became organist at St. Mary’s in Liibeck, remaining there for forty
years, playing the organ, and organizing concerts. Both Handel and Bach made
pilgrimages to Liibeck to hear Buxtehude. He died in that city in 1707.

THOUGH Buxtehude composed chamber and choral music, he is most fa-
mous for his organ works. He was one of the outstanding composers for
the organ before Bach, and his influence upon the master was profound. “As
John the Baptist was to Christ,” wrote A. Eaglefield Hull, “sowas . . . Buxte-
hude to Bach.” And Charles S. Terry pointed out that in Buxtehude Bach
“found a powerful stimulus and a great example.”

ORGAN MUSIC

Buxtehude composed an entire library of organ music: choral preludes,
chaconnes, fantasias, fugues, passacaglias, etc. He was greatest with those
forms which were in an embryonic state when he found them and which he
developed to full maturity before passing them on to their ultimate master,
Bach. These forms included the chorale prelude, the passacaglia, the chaconne,
and the toccata. In the richness of his thematic treatment, in his inventive-
ness in the use of colors, moods, effects, he towered far above his predecessors.

Discussing this organ music, Parry wrote: “Buxtehude’s whole manipula-
tion of detail, harmony, phraseology and structure is singularly mature and
full of life. The breadth and scope of his works, his power of putting things
in their right places, his daring invention, the brilliancy of his figuration,
the beauty and strength of his harmony, and above all a strange tinge of
romanticism which permeated his disposition, as Spitta has justly observed,
marked him as one of the greatest composers of organ music, except the one
and only Johann Sebastian Bach. And in Johann Sebastian Bach’s organ
works the traces of the influence of Buxtehude are more plentiful than those
of any other composer. It is not too much to say that unless Dietrich Buxte-
hude had gone before, the world would have had to do without some of the
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most lovable and interesting traits in the divinest and most exquisitely hu-
man of all composers.”

It is believed by many authorities that the form in which Buxtehude
achieved his most inspired music was the chorale prelude. Cecil Gray wrote:
“The chorale prelude was raised to an unexemplified pitch of elaboration
and enriched with every conceivable device of contrapuntal and decorative
resource at his disposal. In his hands, indeed, the theme is frequently so
varied and adorned with arabesques as to become totally unrecognizable and
even when presented textually, it is often hidden from sight altogether under
the exuberant welter of ornamentation with which it is surrounded.”

Recommended recordings: Chorale prelude, Ein feste Burg, Musicraft 100
(Weinrich); Chorale prelude, Ich ruf zu dir Herr Jesu Christ, Musicraft 1129
(Weinrich); Chorale prelude, Lobt Gott, ihr Christen allzugleich, Musicraft 1129
(Weinrich); Chorale prelude, Von Gott will ich nicht lassen, Musicraft 1050 (Wein-

tich); Prelude and Fugue in E minor, Musicraft 1132 (Weinrich); Toccata in F
major, Musicraft 1129 (Weinrich).

C:XRPENTER

JoHN ArpEN CARPENTER, b. Park Ridge, 111, 1876. Studied music first privately, then
at Harvard University, finally with Bernhard Ziehn. He was also a pupil of Elgar.
Though he entered business and made a success of it, he did not abandon music,
and has combined both endeavors up to the present time. He was one of the first
composers in America to use the jazz idiom seriously.

IN his best works, Carpenter combines human sympathy with fine wit. A
master of his technique, he has always written his larger works with self-
confidence and with the power of projecting an ingratiating personality.

BALLET
Skyscrapers

Carpenter’s most successful work has been his ballet Skyscrapers, the first
artistic use of the jazz idiom within a ballet. He was commissioned to write
this work by Diaghilev, and it was given its premiére in Monte Carlo in 1925.
A year later, it was performed at the Metropolitan Opera House with out-
standing success. The ballet is in two acts.

In the first act, we see a skyscraper in the process of construction:
Workmen are engaged in the motion of building, as hurrying crowds pass
by. The workers leave the stage, but they soon return, each one with a
girl on his arm. The second act takes place in Coney Island: Despite
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the outbreak of a storm, the workers enter and engage upon their task
of building. When they leave, the storm passes and everything is in fes-
tive mood. Merrymakers make the scene alive with gaiety. A dancer ap-
pears and is joined by four girls. A brawl ensues and the brawlers are
arrested by a policeman. The scene is emptied of all except a road-
sweeper, a Negro, who lies down to sleep. He dreams of the Southland,
and he sees and hears his neighbors in a religious chant and dance. He
joins them. The scene suddenly reverts to Coney Island as sandwichmen
cross the stage. A factory whistle sounds. The skyscraper is again seen,
and men return to the scaffold to work.

For this ballet, Carpenter wrote a uniquely effective score, spiced by the
jazz idiom. “Skyscrapers,” wrote the present editor in an English music jour-
nal, “is deliciously palatable to any musical ear wearied of all the dusty
platitudes with which most moderns dress their music. . . . Mr. Carpenter
takes the . . . themes of jazz and weaves them with marvelous effect into his
symphonic fabric. . . . All of Mr. Carpenter’s effects are vitriolic. . . . His
orchestration is a miracle of coruscant tone colors, and his developments are
terse and effective. In this music one feels the stress, the fret, the confusion that
govern modern life in America. Not for jest or for satire is jazz used here, but
as a very serious idiom with which to express the enervating life in a modern
city.”

A fine suite for orchestra from Skyscrapers has been played by most of the
major American symphony orchestras.

Recommended recording: orchestral suite, VM-130 (Victor Symphony-—Shilkret),

ORCHESTRAL MUSIC

Adventures in a Perambulator

Carpenter’s quiet but delightful humor is admirably exemplified in the
well-known orchestral suite in which he tries to convey through music a
baby’s impressions while being wheeled in his perambulator by his nurse.
The suite is ingratiatingly melodic, sprightly, vividly graphic, with amusing
interpolations of popular melodies. It is in six sections.

Carpenter supplied his own program notes in the preface of his score.

1. Envoiture. Every morning—after my second breakfast—if the wind and
sun are favorable, I go out. . . . My nurse is appointed to take me. . . . I
am wrapped in a vacuum of wool, where there are no drafts. . . . I am placed
in my perambulator, a strap is buckled over my stomach, my nurse stands
firmly behind me—and we are off!

II. The Policeman. Out is wonderful! . . . It is confusing, but it is Life!
For instance the Policeman—and Unprecedented Man! Round like a ball;
taller than my father. . . . He walks like Doom. My nurse feels it too. She
becomes less firm, less powerful. My perambulator hurries, hesitates, and
stops. They converse. They ask each other questions. . . . When I feel that
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they have gone far enough, I signal to my nurse . . . and the Policeman re-
sumes his enormous Blue March. He is gone, but I feel him after he goes.

11I. The Hurdy-gurdy. Then suddenly there is something else. I think it
is a sound. . . . I find that the absorbing noise comes from a box—some-
thing like my music-box. . . . I have a wild thought of dancing with my
nurse and my perambulator—all three of us together. Suddenly, at the climax
of our excitement, I feel the approach of a phenomenon that I remember. It
is the Policeman. He has stopped the music. . . . Delightful forbidden mu-
sic! [Carpenter amusingly injects a phrase from Berlin’s Alexander’s Ragtime
Band into the hurdy-gurdy music.]

IV. The Lake. My nurse firmly pushes me on. . . . The land comes to
an end, and there at my feet is The Lake. I feel the quiver of the little waves
as they escape the big ones and come rushing up over the sand. . . .

V. Dogs. We pass on. . . . Itis Dogs! We are coming upon them without
warning. Notone of them . . . allof them. . . . They laugh, they fight, they
run. And, at last, in order to hold my interest, the very littlest brigand starts
a game of “Follow the Leader,” followed by all the others. It is tremendous!
[Again Carpenter has amusing interpolations—this time fragments of Oh
Where, Oh Where, Has My Little Dog Gone? and Ach, du lieber Augustin.]

VI. Dreams. . . . My mind grows numb. . . . The wheels of my peram-
bulator make a sound that quiets my nerves. I lie very still. In order to
think more clearly, I close my eyes. My thoughts are absorbing. I deliberate
upon my mother. . . . Ihear her voice quite plainly now, and feel the touch
of her hand. It is pleasant to live over again the adventures of the day—the
long blue waves curling in the sun, the Policeman who is bigger than my fa-
ther, the music-box, and my friends, The Dogs. It is pleasant to lie quite
still and close my eyes, and listen to the wheels of my perambulator.

Recommended recording: VM-238 (Minneapolis Symphony—Ormandy).

CIASTELN UOVO- %DESCO

Mario CasterNvovo-TEpEsco, b. Florence, 18g5. Studied at the Cherubini Insti-
tute in Florence, then with Pizzetti. He composed his first major work in his twenti-
eth year, and five years after this his opera La Mandragola won the Italian Prize. In
1939, Castelnuovo-Tedesco left Italy to establish his home in the United States.

upo GATTI has written as follows about Castelnuovo-Tedesco’s traits as a
G composer: “The general physiognomy of Castelnuovo-Tedesco’s work
bears a striking resemblance to the region about his native Florence, rich in
soft undulating lines, all delicately traced by the whole gamut of colors, grays
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and greens of every value. The psychology of his work also resembles that of
his own people, whose spirit is ironic, pungently satirical, yet at the same time
practical and philosophic. Castelnuovo’s work shows unmistakable deriva-
tion from that of his master Pizzetti. But one must concede to him something
new and quite his own: a certain sense of humor totally lacking in Pizzetti,
and an aristocracy of thought which reflects a native good taste and broad
culture. His work reveals a technical mastery which is really amazing.”

CONCERTOS

Second Piano Concerto

Castelnuovo-Tedesco composed his Second Concerto for Piano and Or-
chestra in 1937, but its first performance did not take place until November 2,
1939, when the composer himself performed it with the New York Philhar-
monic Orchestra. Describing this work, the composer said: ‘““Three movements
include an opening one marked Vivo e leggerio, 2 Romanza in slow dreamy
tempo, and a final section, impetuoso. The second leads into the last, bridged
by a cadenza. My own conception of such a score is definitely one in which
the solo piano shall have brilliant opportunity. . . . My aim has been to
unite the Chopinesque keyboard writing with a modern orchestral treatment,
containing interesting development of themes and structures.

The Prophets

The Prophets is the second of Castelnuovo-Tedesco’s violin concertos, suc-
ceeding the first, Concerto Italiano, by seven years. “Heifetz had already
played my first violin concerto,” explained the composer concerning the
origin of this work. “When he asked me to my great pleasure to write a new
concerto for him, I felt I wanted to express another aspect of my personality—
the Jewish one. It was also the time when the anti-Semitic movements started
and became harder in Middle Europe, and my reaction was that I felt proud
of belonging to a race so unjustly persecuted; I wanted to express this pride
in some large work, glorifying ‘the splendor of the past days’ and the burning
inspiration which enflamed the ‘envoys of God,” the Prophets. The violin
seemed to me particularly adapted to personify, as a protagonist, the free and
vivid eloquence of the Prophets, while the orchestra, in the multiform aspects
of the symphonic texture, could evoke all the voices of the surrounding world:
voices of people, voices of Nature, voices of God. An ambitious plan, I ac-
knowledge, and preparing myself for such a task, I wished to base my attempt
on some foundation, more reliable, scientifically speaking, than the ‘oral tradi-
tion’ which helped me for the former work. . . . The only work I was able
to find of the historic scientific kind on the Jewish Italian melodies was a
collection printed in Florence about 1870, by Federico Consolo . . . I know
scholars despise this collection, not only for the harmonizations of the melo-
dies, in the dull 1gth-century style, but for the themes themselves, often doubt-
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fully transcribed. In fact, the few I picked out I tried to change and to bring
back a more authentic, or at least more plausible form; and for the rest I had
to supply themes of my own invention.

“I remember that when Toscanini examined the score (and was so very
much interested in the historical side of the work, about which he asked me
many explanations) he found my own themes much more Jewish than the
traditional one, and perhaps he was right. Toscanini granted me the great
honor of a first performance of The Prophets under his direction, and with
Jascha Heifetz as soloist, in Carnegie Hall, with the New York Philharmonic-
Symphony Orchestra on April 12, 1933.”

The concerto is in three movements, each of which is intended as a char-
acterization of a major prophet: Isaiah, Jeremiah, and Elijah.

ORCHESTRAL MUSIC
The Taming of the Shrew

Shakespeare’s plays have notably influenced Castelnuovo-Tedesco’s artistic
development. He has composed more than thirty songs to Shakespearean lyrics
and seven concert overtures to Shakespearean plays. The Taming of the
Shrew, composed in 1930, was introduced in Florence in February 1g31. It is
dedicated to “Petruchio.” Humorous, spicy, ebullient, it reveals the lighter
side of Castelnuovo-Tedesco’s creative talent. It is built on three principal
subjects. The first, dramatic and passionate, opens the overture and is used
throughout the work as a sort of connecting link. The second subject is
heard two bars later, voiced by the violins and violas. The third theme,
marked impertinente, is heard in the middle of the work, pronounced by
two horns.

Twelfth Night

Concerning the Twelfth Night Overture, composed in 1933, the composer
wrote as follows: “It is not a literal retelling of the story so much as a work
inspired by some characters in the play. There is a slow introduction pictur-
ing the dreamy Prince Orsino, who always asked for songs. The main section
is more brilliant and depicts the character of the foppish Malvolio, while
throughout the work are references to others, such as the heroine and the
clown. Three old men dance to a tune suggesting an antique galliard.”



CHABRIER

EmMMANUEL CHABRIER, b. Ambert, Auvergne, 1841. Studied law, and was appointed
to a post in the Ministry of the Interior, combining this work with the study of
music. A performance of Tristan convinced him that his place was exclusively with
music. He became an assistant conductor of the Lamoureux Orchestra and began
to work intensively on composition. His first success as a composer came with
Espafia. Wagner's influence upon him was revealed in several of his operas. During
the last two years of his life he was paralyzed, and he died in Paris in 1894.

CHABRIER might be said to be the precursor of Ravel and Debussy, anticipat-
ing their most daring innovations and effects. “Chabrier’s style,” wrote
Vincent d’Indy, “is Chabrier himself, with his verve. altogether southern and
spontaneous; with his goodnaturedness bordering on the heroic; with his
wealth of images and his sallies, always unexpected; above all with his flow
of tenderness, a fundamental trait of his genius, the primary cause of the
irresistible melodic expansiveness that captivates us in his work.”

ORCHESTRAL MUSIC
Esparia

In 1883, Chabrier left for a three months’ vacation in Spain. There he
came into contact for the first time with Spanish folk music and dance. How
deep an impression these made upon him was proved by a letter he wrote to
a friend at the time: ““The gypsies sing their malaguefias or dance the tango.
. . . He has really seen nothing who has not seen two or three Andalusians
twisting their hips eternally to the beat and to the measure of Anda! Anda!
Anda! and the eternal clapping of hands. They beat with a marvelous instinct

3/ in contra-thythm while the guitar peacefully follows its own rhythm. As the
others beat the strong beat of each measure, each beating somewhat accord-
ing to caprice, there is a most curious blend of rhythms.”

Chabrier made copious notes of the musical themes and rhythms he heard
in Spain and brought these back with him. Upon his return, he decided to
write an orchestral rhapsody incorporating Spanish folk materials as an ex-
pression of his own enthusiasm for the glamorous country. He played his
sketches for the conductor Lamoureux, who was so charmed by the music
that he urged Chabrier to orchestrate it without delay. On November 4, 1883,
Lamoureux introduced Espafia. Both composer and conductor had prophe-
sied during the last rehearsal that the work was doomed to failure because it
was too exotic. However, it was acclaimed rousingly, and Chabrier’s fame as a
French composer was born with that performance.

Within Espafia—a freely constructed fantasia on original Spanish themes
—Chabrier has incorporated two famous Spanish dances, the jota and the
malaguefia. “Espafia,” wrote Julien Tiersot, “is a musical tableau possessing

142
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an extraordinary intensity of life, a brilliant color, and a dazzling sonority.
Across the seductive and intriguing rhythms of its themes one seems to per-
ceive the contortions of Spanish dancers carried away as by some frenetic
whirlwind. Strange associations of sounds, . . . accumulations of harmonies
which are intentionally incomplete, chords with free combinations, rhythms
either broken or badly superimposed—this is what one perceives in this
work, which is so different from anything one has heard in France, Germany,
or anywhere else.”

Recommended recording: V-4375 (Boston Pops Orchestra—Fiedler).
Joyeuse Marche

This work is believed to be a musical description of a group of inebriated
and hilarious musicians staggering along on their way home. In no other
work did Chabrier reveal such engaging humor. “It is an example of the
composer’s genius at its height,” wrote R. Gover, “and is something more
than the jolly noise it appears at first hearing. With its exuberance and good
humor it is more profound than Rossini.”

After a short flourish by full orchestra, a solo oboe is heard in the first
principal subject—a witty and capricious theme. This theme, and another
for violins, are developed dexterously and often boisterously.

Recommended recording: V-g6ogy (Victor Symphony—Bourdon).

Overture to Gwendoline

Nowhere is Wagner’s influence on Chabrier demonstrated more clearly
than in the opera Gwendoline, on a libretto by Catulle Mendes, which Cha-
brier composed in 1885. Its story has to do with the Danish sea king, Harald,
who—having conquered the Saxons—falls in love with one of them, the
beautiful Gwendoline, who returns his love. Made powerless by his great
passion, Harald is eventually killed by the Saxons; and Gwendoline com-
mits suicide. Chabrier’s musical treatment of this libretto has obvious Wag-
nerian characteristics—in instrumentation, in the melodic line, and in the
use of the Leitmotif.

The music drama was introduced at the Théitre de la Monnaie, Brussels,
on April 10, 1886. Because of the bankruptcy of the management, the opera
was given only two performances, but between 1889 and 18g3 it enjoyed sub-
stantial success in Germany.

The Gwendoline Overture is famous and has enjoyed great popularity at
symphony concerts. It is full of violent moods and dramatic climaxes (rem-
iniscent of Wagner) and is more like a symphonic poem than an overture. The
first theme describes the Danish attack. After a brief transition (a theme sug-
gesting Gwendoline's concern over Harald’s safety), the orchestral storm
breaks, suggesting the fever and stress of the play itself. An effective climax
brings the Overture to a magnificent conclusion.

Recommended recording: Decca 25312-g (Colonne Orchestra—Pierné).
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PIANO MUSIC

Chabrier’s conception of the piano, wrote R. Gover, “differed considerably
from [that of] the majority of his contemporaries. He seems indeed to have
regarded it as a portmanteau orchestra rather than anything else, and we can
invert a common critical judgment of Schumann by describing Chabrier as a
man who always thought orchestrally, whatever the medium for which he
was composing.”

Bourée Fantasque

The Bourée Fantasque is Chabrier’s masterpiece for the piano. It betrays
an engaging feeling for the grotesque, together with a happy capacity to in-
ject surprise. Writing brilliantly for the keyboard, with a rich palette of
colors and a striking variety of rhythms, Chabrier combines whimsical flavor
with sound artistic purpose. “This piece,” wrote W. Wrights Roberts, “is a
joy; no less fine are the resource and the variety of its treatment, the bright
play of its changing key-color, the ever keener jostling humor and beauty,
rhythmic life and melodic charm, as it whirls on its vertiginous ending.”

An excellent orchestration of this work was made by Felix Mottl, and was
first performed under Mottl’s direction in 1897. Chabrier himself also made
an orchestral transcription.

Recommended recording: piano version, V-4418 (Boynet); orchestral transcrip-
tion by Chabrier, C-17108D (Paris Symphony—Meyrowitz).

CHARPENTIER

GUSTAVE CHARPENTIER, b. Dieuze, Lorraine, 1860. A pupil of Massenet at the Paris
Conservatory, where he won the Prix de Rome, His Bohemian life in Montmartre
supplied experiences that he was to utilize in his masterpiece, the opera Louise.
An ardent Socialist, he associated himself personally with the working classes, and
helped to create several humanitarian projects on their behalf. Though he has
composed some charming songs and a pleasing orchestral suite entitled Impressions
of Italy, he is today famous almost exclusively for his opera Louise.

OPERA
Louise
IN four acts, book by the composer, first performed at the Opéra-Comique
in Paris on February 2, 1goo.

It was ten years between the time when Louise was composed and the mo-
ment when it reached public performance. It was submitted originally to the
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Paris Opéra, but the directors were horrified by its realism as well as by its
contemporary setting and costuming. “Come down from your blessed Butte
[Montmartre] and breathe the air of Paris, and you will be more reasonable,”
one of the directors told him. Eventually, the Opéra-Comique accepted it.
“It will be the Faust ot my old age,” remarked director Carvalho, who had
introduced Gounod’s masterpiece in 1859.

Charpentier wrote his book around an actual occurrence. His setting
is Paris’s Montmartre, which he knew so well. Julien, a painter, is in
love with a dressmaker, Louise. Louise’s father, suspicious of artists, re-
fuses his permission for their marriage. Julien and Louise elope and live
in the Bohemian atmosphere of Montmartre. Word comes to Louise that
her father is dying, and she rushes to his bedside. The sight of his daugh-
ter revives and strengthens the old man, who now insists that she aban-
don her Bohemian existence and return to his home. Louise stoutly
refuses and defiantly leaves her father’s house as he excoriates the ma-
leficent influence of Paris.

“Charpentier maintains a balance between drama and music,” wrote Ed-
ward Burlingame Hill. “He can be forcefully dramatic without losing that
concrete ability to depict in music which stands at the root of all successful
opera. Throughout Louise, Charpentier’s musical invention is unflagging.
Whether in the lyrical narrative of the first act, the adroit atmospheric sug-
gestion in the prelude of the second, the brilliant festivity of the third, or the
unrelieved gloom of the first part of the fourth act, Charpentier is always
apposite in his musical emphasis on the dramatic situation. Even the dan-
gerously near-hackneyed ‘Depuis le jour’ which opens the third act never
fails to thrill when sung with adequate orchestral support. . . . Its dominant
note, both orchestrally and musically, lies in its spontaneity. Louise may be at
times disfigured by sentimentality and over-emphasis, often excusable by
dramatic exigencies or as the logical consequence of its composer’s realistic
tenets, but these defects are outweighed by its preponderant originality. As a
record of Bohemian Paris, as a ‘document’ for the sociologist or the student of
folk song, but above all else as a poignantly human drama, Louise occupies an
outstanding position.”

Its success at its premiére was outstanding. The audience cheered after
each act, and the demonstration when the opera was concluded was thun-
derous. H. Imbert, reviewing the new opera in Le Guide Musical, wrote: “It
was Gustave Charpentier who in an article which appeared in the Journal
on February 23, 1896, wrote: ‘I alone can judge the necessary range for my
work, and for me the universe is contained within the district where I live!’
It is this maxim that guided the composition of Louise, the first stage work of
the young composer. Intoxicated by the multitudinous voices of a large city,
particularly by the street noises, he has built a great symphony, in which the
orchestra gathers and proclaims all the cries that are daily launched by poor
little street vendors. . . . These are the leading themes of his work. No one
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could make a better orchestral dish of all these cries than he who was so
early enamored of the life of the populace. . . . Upon this orchestral frame-
work is built, on the stage, a vocal recitative which expresses the dialogue with
singular art.”

The most famous arias of Louise are that for tenor, “Dans la cité lointaine”
in Act I, and that for soprano, “Depuis le jour,” of Act I1L.

Recommended recording: abridged version arranged by Charpentier, C-Opera
Set 12 (Soloists, Chorus, and Orchestra—Bigot).

CHAUSSON

ERNEST CHAUSSON, b. Paris, 1855. Entered the Paris Conservatory in 1880, study-
ing composition with Massenet. Soon afterwards he became a pupil of César
Franck, who influenced him greatly, turning bhim toward abstract musical forms
and arousing in him the ideal of writing pure music. In his creative work, Chausson
was continually inspired and guided by his master’s music. In 1888 he became
secretary of the Société Nationale de Musique, the mission of which was to bring
the music of younger French composers to public notice. He died at Limay in 1899
as the result of a bicycle accident.

IN his music, Chausson was not concerned with the writing of pure and
abstract beauty. “Where he is himself,” wrote G. Jean-Aubry, “his emotion
is pure and noble, with nothing to make us feel that it seeks to outrange us. On
the contrary it is there, at our side, in a discreet attitude, waiting gently medi-
tative for us to pay attention to the simple, lasting words it utters.”

CONCERTO

Concerto in D major

Chausson’s chamber-music concerto for piano, violin, and string quartet,
Op. 21, is regarded by Jean-Aubry as “one of the most important French
chamber music works of the end of the nineteenth century.” Jean-Aubry de-
scribes it as music of “charm and fullness,” of “richness of imagination” and
“perfection of technique.”

Its writing has such purity, and its structure is so lucid, that its great charm
is apparent even on first contact. It is in four movements. The first, Décidé,
is built upon two major themes: the first, a long and sustained melodic flight,
is introduced by the solo violin, while the second—more decorative and per-
cussive—is heard with the piano. In the second movement, Sicilienne, we have
a gentle melody that grows more emotional and passionate as the movemen+
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develops. The third movement, Grave, is one of the most somber pages Chaus-
son wrote, expressive of a profound and unconsolable grief. In the Finale,
the work is brought to a breath-taking close with an exuberant burst of energy
and spirit.

Recommended recording: VM-877 (Heifetz; Sanromd; Musical Art Quartet).

ORCHESTRAL MUSIC
Poéme

That blend of spiritual poetry and a beauty touched by religious contem-
plation which we find in the best of Franck is the quality that gives deathless-
ness to the Poéme for violin and orchestra, Op. 25. From the atmosphere of
mystery with which the composition opens—the solo violin sounding a chant
—the work progresses, after a soaring melodic flight by the soloist, to a pas-
sage of agitation and unrest which offers a welcome respite from the quiet con-
templation and gentle melancholy that pervades the entire work. The Poéme
ends with the opening hymnal chant voiced by the entire orchestra.

In the Poéme Chausson is the true disciple of Franck, with “the soul of a
poet,” as Julien Tiersot remarked. “His melodies . . . are exquisite.” It was
composed in 1896, and was first performed at a concert of the Colonne Or-
chestra in 1897 with Eugéne Ysaye (to whom the work is dedicated) as soloist.

Recommended recording: V-7913-4 (Menuhin; Paris Symphony—Enesco).

SYMPHONY
Symphony in B flat

In this symphony, Op. 20, Chausson is more noticeably influenced by Wag-
ner than by Franck. The orchestration has Wagnerian color, and in sonority
and dynamics it shows a closer affinity to the music of the Ring than to the
Beatitudes or the D minor Symphony. Composed in 18go, it was first per-
formed at a concert of the Société Nationale in Paris, on April 18, 18g1. It is
in three movements. The first, Lent (Allegro vivo), is rhapsodic in character,
opening with a majestic introduction, which is repeated at the close of the
movement; the principal theme is pronounced by horn and bassoon, and the
subsidiary one by ’cellos and clarinets. The second movement, Trés lent,
contains an exquisite melody for English horn and ’cellos. The third move-
ment, Animé, opens with a long introduction which leads to an energetic
and spirited theme for basses; a second subject, religious in character, voiced
by the whole orchestra, completes the major thematic material of the move-
ment.

Recommended recording: VM—g50 (Chicago Symphony—Stock).



CHAVEZ

Carros CHAVEZ, Mexican composer, b. Mexico City, 189g. Studied music there
and in Europe. When he returned to Mexico from his travels he devoted himself
to teaching and composition. In 1928 he founded (and has since directed) the
Orquesta Sinfonica de Mexico, and from 1928 to 1933 (and again in 1934) he was
director of the National Conservatory in Mexico City. He has also been influential
in gathering and publicizing the folk music of Mexico. In 1938 he won a Guggen-
heim Fellowship. He has served as a guest conductor of leading American or-
chestras.

ARLOS CHAVEZ has made a deep study of the music of the Mexican Indian,
C and this has served as the basis for his own works. He writes in a power-
ful style which fascinates the listener by its individuality. As one French critic
wrote of him: “Chévez tends towards dryness and harshness as though some
incurable pessimism had been instilled in him. Somber and fatalistic, this
music refuses to smile. It possesses a strange power.”

ORCHESTRAL MUSIC

H.P.

Chévez has provided the following illuminating information about this
“symphony in four movements”: “The initials of the title stand for ‘Horse
Power,” a symbol of the dynamic energy which characterizes our era. The first
part of the symphony to be written was the last movement, which was com-
pleted for small orchestra in 1926, and played shortly thereafter at a concert
of the International Composers’ Guild in New York, under the direction of
Eugene Goossens. The symphony in its four-movement form for large or-
chestra was completed in 1931, and was first played, under the composer’s
leadership, during the 1931-g2 season of the Symphony Orchestra of Mexico.”

In 1932, Leopold Stokowski presented H.P. as a ballet, with scenery and
costumes designed by Diego Rivera. “The ballet H.P.,” wrote Chévez, “sym-
bolizes the relations of the Northern regions with those of the Tropics, and
shows their interrelationship. The Tropics produce things in their primitive
state—there are pineapples, coconuts, bananas, and fish. The North produces
the machinery with which to manufacture from the products of the Tropics
the necessary material things of life. The Ballet depicts the fact that the
North needs the Tropics, just as the Tropics needs the machinery of the
North; and it attempts to harmonize the result.”

The dances from the second and third movements of the symphony have
frequently been performed independently on symphony programs. “The
‘Danza Agil’ conveys the movement of life on the ship, and is interrupted
by the sensuous and nonchalant Tango. The ‘Huapango’ and ‘Sandunga’

express the Tropics as contrasted with the North.”
148
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Sinfonia de Antigona
Sinfonia India

These two works have been influenced by Chdvez’s researches into Mexican-
Indian music. As Henry Cowell points out, the music is not an attempt to
recreate primitive music in larger and sophisticated forms, but rather bor-
rows from it the stark simplicity—the effort to pierce to the very essentials
—which is the predominating trait of Indian music. Here, “all dross is cut
away—no more wedding-cake decorations; every note is meaningful and
needed.”

The Sinfonia de Antigona was commissioned by the Department of Fine
Arts in Mexico in 1932 as incidental music for a performance of Jean Coc-
teau’s Antigone. “The Sinfonia de Antigona,” wrote Chdvez, “‘is a piece of
music suggested by the Greek tragedy. It is a symphony, not a symphonic
poem. That is, it is not subject to a program. Antigone, her self-confidence,
defiance, heroism, and martyrdom are expressed by the music as a whole, not
successively. The most elementary musical materials serve for this music,
which could not be grandiloquent. Bare and elemental, it could not be ex-
pressed by laconic strength, just as what is primitive is reduced to its elements
because it is primitive. The work has the basic structure of the sonata, and is
strictly a symphony, though in one movement.”

Sinfonia India followed the Sinfonia de Antigona by three years, and was
first introduced over the Columbia Broadcasting System on January 23, 1936.
It has since then been heard on programs of the leading orchestras. This
symphony in three movements utilizes not only authentic Indian folk themes,
but even such Indian instruments as the water-gourd, rasps, rattles, and In-
dian drums.

Recommended recordings: Sinfonia de Antigona, V-12338—g (Symphony Orchestra

of Mexico—Chavez); Sinfonia India, V-12337-8 (Symphony Orchestra of Mexico
—Chdvez).



CHERUBIN I

Lurct CHERUBINY, b. Florence, 1760. Composed his first opera following intensive
study with Sarti. In 1784, he visited London where he came into contact with
Handel’s works. In 1788, he settled permanently in Paris, becoming one of its
most celebrated musical figures. From 1789 to 1792 he was conductor of light
Italian opera, and in 1795, when the Conservatory of Paris was founded, he be-
came an Inspecteur. He was associated with the Conservatory for fortyseven
years, serving as its director for about two decades. During these years, he wrote
numerous operas which enjoyed great popularity throughout Europe. He died in
Paris in 1842.

F the many operas composed by Cherubini, none has survived to the
O present time. Though he was considered a major composer in his own
time, Cherubini’s works are practically forgotten, except for the overtures to
two of his operas which are occasionally performed by symphony orchestras,
and an effective and deeply moving (though rarely heard) Requiem for chorus
and orchestra. Cherubini, as Combarieu pointed out, was strongly influenced
by the composers who preceded him. “He belongs,” wrote Combarieu, “be-
tween the old tradition of Italian music and the brilliant works of the nine-
teenth century, but more to the former than to the latter.” Beethoven, Haydn,
and Weber thought highly of him, though it cannot be said that time has
confirmed their estimate.

ORCHESTRAL MUSIC
Anacreon Quverture

Cherubini’s opera Anacreon was first performed at the Paris Opéra on
October 4, 1803. It is said that the play seemed so incredible and absurd to
its first audiences that they interrupted its progress with laughter. And now,
although the opera has passed into obsolescence, the overture has remained
alive, a work of dignity and originality that pleases even modern audiences.
In listening to it we agree with the following estimate by Streatfeild: “The
solidity of his concerted pieces and the picturesqueness of his orchestration go
far to explain the enthusiasm which his works aroused in a society which as
yet knew little, if anything, of Mozart.” In two respects this overture is unique:
it introduced the English horn to the orchestra, and it exploited brio pas-
sages, consisting of carefully developed crescendos, which Rossini was soon to-
use with consummate skill.

tI){ecc;mmended recording: Decca 25284-5 (Concertgebouw Orchestra—Menge)-
erg).

The Water Carrier Overture

The Water Carrier (sometimes known by its French title, Les Deux

Journées) is generally considered Cherubini’s masterpiece. First performed
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in Paris, at the Théitre Feydeau on January 11, 1800, it was soon repeated in
most of Europe’s leading opera houses. As with Anacreon, the opera itself is
forgotten, but the overture has survived, once again attesting to Cherubini’s
skill in writing instrumental music, particularly in writing pleasing melodies.

CHOPIN

Frangois-FrEDERIC CHOPIN, b. Zelazowa-Wola, near Warsaw, 1810. Studied at the
Warsaw Conservatory, publishing his first work, a rondo for two pianos, at the age
of fourteen. He left his native country permanently in 1830, settling first in Vienna,
then in Paris where he became a darling of the salons, a successful pianist and
teacher, and a favorite of such famous musicians as Liszt, Bellini, Meyerbeer, and
Berlioz. In 1837, Liszt introduced Chopin to the famous woman novelist George
Sand. Thus began a ten-year relationship which was marked by an uninterrupted
clash of temperaments. Always frail of body, in 1838 Chopin suffered a severe ill-
ness which ultimately developed into tuberculosis. He died in Paris in 1849 and
was buried in Pére Lachaise.

CHOPIN stands in the same relation to piano music that Beethoven does to

the symphony, Mozart to the opera, Handel to the oratorio, and Schubert
to the Lied. All these fields of music had been cultivated successfully before
these masters lived and worked; yet such were their personal powers that,
under their cultivation, the soil became fertile as never before, yielding new
and richer fruit. Though there was an abundance of music for the piano be-
fore the time of Chopin, it can be justly said that modern piano music was
born with him. Even with his second opus, the Variations on Mozart’s La ci
darem la mano, piano music suddenly acquired such new horizons that Schu-
mann was inspired to write in 1831: “Off with your hats, gentlemen—a
genius! . . . I bow before Chopin’s spontaneous genius, his lofty aims, his
mastership!”

True, Chopin’s world was a comparatively limited one. But it was a world
of his own making, and one in which he was the unchallenged master. It has
been said of Chopin that if he was small in great things he was nevertheless
great in small things. Few composers have so accurately measured their own
strength and limitations. He recognized his strength when, from the very
first, he turned to the piano as the instrument best adapted to speak his
thoughts, and remained faithful to it (except for a few minor works) to the
end of his life. No one before him, and few since, knew the resources of the
piano as he did, could make it speak with so rich and varied a language, could
apply to it such an elastic range of dynamics and color. Equally well did he
know his weakness. With the exception of the two piano concertos and the
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three sonatas, he confined himself exclusively to the smaller piano forms, set
for himself the task of being their master and of adapting them to his many
artistic demands. The larger forms were not for him, and he avoided them.
Even granting passages of genius in the concertos and sonatas, they cannot be
accepted (as his smaller works can) without reservations.

If he was not of the stature of Bach or Beethoven or Brahms, if his art did
not embrace the more ambitious forms of the symphony, the Passion, or the
string quartet, he possessed to a great degree the imagination, the depth and
intensity, the capacity to project a variety of moods and sentiments, which
belong to the true master. His technique, when he wrote in the smaller forms,
has long been accepted as a model. What he wrote, he wrote with exquisite
perfection. His form was always meticulously correct, as precise and as clear
in every detail as his handwriting was on his musical manuscripts. His lyrical
gifts were abundant, seemingly inexhaustible; always did they acquire new
freshness through the iridescent display of gem-like embellishments with
which he decorated his melodic line. His harmonic texture was rich and
varied, his rhythmic vitality robust. But beyond this he had a wide gamut of
expression—much wider than is generally ascribed to him. His music has not
only a deep poetic vein and an effeminate tenderness (so long identified as
his outstanding traits) but also passion and strength that are heroic in char-
acter (as in his best polonaises and mazurkas). Not only did he speak in his
music of a pain that stabs the heart, but also (in some of his scherzos) of a
whimsical lightness that is almost boyish in its exuberance.

Chopin’s output for the piano embraces 169 works.. These include two
concertos, three sonatas, ballades, études, preludes, mazurkas, waltzes, polo-
naises, fantasias, impromptus, scherzos, together with a variety of other pieces.
In this elastic variety of works it is possible to find reflected the many facets of
Chopin’s personality. In his polonaises and mazurkas, he is the Pole who
speaks with nationalistic ardor of a country in which he was born but which
he had not seen since his twentieth birthday. In the ballades and nocturnes he
is the sensitive son of 1gth-century Romanticism, the poet of tones. In the
études, he is the penetrating student of his instrument. And in the waltzes,
he is the darling of the Paris salon, writing music which is less profound than
the mazurkas or the polonaises, but in which the Chopin magic casts as ever
its inescapable spell and bewitches the listener.

BALLADES

Chopin composed four ballades: the first is in G minor, Op. 23; the second,
in F major, Op. 38; the third, in A-flat major, Op. 47; the fourth in F minor,
Op. 2.

The ballade was a musical form first used by Loewe. It was improvisational
in character and comparatively free in form. In it the composer tells a tone-
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story. This is not to imply that the ballade was programmatic, but that the
quality and the development of the music gave it the character of a musical
narrative. Chopin’s ballades are among his most poetic works, often touched
with gentle melancholy. Characteristic of these four ballades is the first in
G minor, a work of intense passion alternating with brooding melancholy.
Niecks described it as “quivering with the most intense emotions, full of
sighs, sobs, groans, and transports of passion. The seven introductory bars
(lento) begin firm, heavy and strong, and become progressively looser, lighter,
and softer, ending in a discord which certain editors have thought it their
duty to correct.” Following this outburst of pain, the narrative begins simply
and poignantly, soon growing in intensity and passion. A second subject
brings relief from the stress in the form of a melody of rare beauty, but the
agitation returns and sweeps the ballade to a fiery end. The Ballade in G
minor was written during the storm of Chopin’s unhappy love affair for
Maria Wodzinksa, and is a reflection of it.

Recommended recording: the four Ballades, VM-gg99 (Cortot).

CONCERTOS

Chopin’s two concertos for the piano are not organic masterpieces. They
lack breadth of form and bigness of ideas. They are ineptly orchestrated.
Their greatest charm lies in individual passages which, in themselves, are as
complete as a prelude, a nocturne, or an étude. Chopin was essentially the
master of cameos. But, though the concertos do not represent Chopin at his
greatest, they have many moments of incomparable musical fascination and
charm, and it is these moments which have kept them alive.

Concerto No. 1 in E minor

The Concerto in E minor, Op. 11, now known as the first of the two con-
certos because of its earlier publication, was actually the second to have been
composed. Chopin wrote it in 1830, and it was first performed (with great
success) in Warsaw on October 11 of the same year. While its inspiration is
less sustained than that of the more famous F minor concerto, it has pages of
great appeal. The concerto opens with a comparatively long and rhapsodic
orchestral introduction which officially presents the principal themes of the
first movement. The second movement, a Romance, is, as Chopin himself ex-
plained, “sustained in a romantic vein, tranquil and somewhat melancholy.
It should produce the same impression as if the eye were resting upon a land-
scape grown dear to one, which calls up beautiful memories in the soul, for
instance on a fine moonlight night in spring.” The last movement, Rondo,
took Chopin many months to write; he had completed the first two move-
ments in May, but—because he could not put himself in the properly “en-
thusiastic” frame of mind necessary for the writing of the rondo—he did not
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complete the last movement until August. It is brilliant in character, with an
air of spontaneity which fails to betray the difficulty Chopin had in writing it.

Recommended recording: VM-418 (Artur Rubinstein; London Symphony—
Barbirolli).

Concerto No. 2 in F minor

The “second” piano concerto, Op. 21, was composed one year before the
“first,” having been completed in the winter of 1830. It was first performed in
Warsaw on March 1%, 1830. It comprises three movements; Maestoso, Lar-
ghetto, and Allegro vivace. The first movement is introduced by an extended
orchestral passage in which the principal themes are set forth. Following the
orchestral introduction, “the piano interrupts the orchestra impatiently, and
then takes up the first subject,” in the descriptive analysis of Niecks. “It is as
if we were transported into another world and breathed a purer atmosphere.
First there are some questions and expostulations, then the composer unfolds
a tale full of sweet melancholy in a strain of lovely, tenderly entwined mel-
ody. . . . In the second subject he scems to protest the devotion of his heart,
and concludes with a passage, half upbraiding, half beseeching, which is quite
captivating—nay more, even bewitching in its eloquent persuasiveness.” The
second movement was inspired by Chopin’s love for Constantine Gladowska,
a fellow-student at the Warsaw Conservatory. “While my thoughts were
with her,” Chopin himself explained, “I composed the Adagio of my con-
certo.” The concerto ends with a delightful Allegro which brings the work to

a spirited close.
Recommended recording: VM-567 (Cortot; Orchestra conducted by Barbirolli).

ETUDES

Chopin composed twenty-four famous études, twelve of which are collected
in Opus 10, and twelve in Opus 25. Three additional études, known as the
Nouvelles études were published in 1840.

The science of modern piano writing was formulated with these études.
M. Ganche points out that Chopin “wrote them with a technical purpose in-
cluding in them all the harmonic effects at which he was trying to arrive on
the piano, and all the pianistic difficulties.” But, like Bach who wrote his
Well-Tempered Clavier for a definite technical purpose, Chopin gave his
études an esthetic as well as a technical significance. They are among Chopin’s
greatest works for the piano, varied in color, sentiment, mood, atmosphere,
inexhaustible in their musical imagination. With their brilliance and vigor
they combine at times poetry with emotional feeling.

Already in the first étude of his Opus 10 (C major),—known as the Arpeg-
gio—Chopin is exploring new horizons for the pianistic art. “Here in all its
nakedness is the new technique,” wrote Huneker, “new in the sense of figure,
pattern, web, new in a harmonic way. The old order was horrified at the
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modulatory harshness, the younger generation fascinated and a trifle fright-
ened. . . . The nub of modern piano music is in this study, the most for-
mally reckless ever penned by Chopin.

The twelfth étude in the Opus 10 (C minor) is the famous Revolutionary
Etude. Chopin composed it in 1831 in Stuttgart when he heard the news that
Warsaw had fallen to the Russians. In this passionate piece, Chopin embodied
his “grief, anxiety, despair over the fate of his relations and his dearly be-
loved father”—that and his own patriotic ardor. It has since become inex-
tricably associated with Polish history. When, in 1939, Nazi troops laid siege
to Warsaw, the Revolutionary Etude was used by the Warsaw radio with
extraordinary effectiveness in keeping up the morale of the Warsaw citizens;
and it was the last piece of music to be broadcast on the Warsaw radio before
the Germans took over.

Other études that have become outstandingly popular include the E major,
Op. 10 No. 3, which Chopin considered one of the most beautiful melodies
he ever wrote; the G-flat major, Op. 10 No. 5, known as the Black Key Etude
—a name given it by posterity (not by Chopin) because of the use of the black
keys in the right hand; the C-sharp minor, Op. 25 No. 7, referred to as the
’Cello Etude, because of the beautiful melody in the bass; and the G-flat
major, Op. 25 no. g called the Butterfly Etude.

Recommended recording: all the études, C-LFX135—42 (Lortat).

MAZURKAS
POLONAISES

In these Polish dances, Chopin has expressed the soul of Poland. “I should
like to be to my people what Uhland is to the Germans,” he once said. No-
where else did he succeed in this mission so well as in these artistic concep-
tions of two of Poland’s most favored dance forms. Slavic in color and spirit,
filled with an abandoned and passionate force, abounding with unusual pro-
gressions and harmonic schemes, these fifty-six Mazurkas and twelve Polo-
naises represent Chopin’s most national expression. “To be sure,” wrote
H. Cuthbert Hadden, “the external qualities of his music are all his own. But
the texture is essentially of native growth and native substance. Mr. Hadow
brings this out more clearly and with more detail than any other writer who
has touched on the subject. He shows that there are three separate ways in
which the national influence affected Chopin’s work. In the first place, it
determined the main forms of his art-product. The popular music of Poland
is almost invariably founded on dance forms and dance thythms: more than a
quarter of Chopin’s entire composition is devoted ostensibly to dance forms.
. . . A second point of resemblance is Chopin’s habit of ‘founding a whole
paragraph either on a single repeated phrase in similar shapes, or on two
phrases in alternation.” This is a very. primitive practice, for which no artistic
value can be claimed when standing by itself. . . . It is in the mazurkas that
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we find this practice most successfully employed. . . . Thirdly, Chopin was
to a considerable extent affected by the tonality of his native music. The
larger number of the Polish folk-songs are written, not in our modern scale,
but in one or other of the medieval Church modes—the Dorian, the Lydian,
and the rest. . . . Of this tonal system, as Mr. Hadow shows, some positive
traces may be found in the mazurkas.”

Generally speaking, the Mazurkas are more poetic than the Polonaises,
with a wider range of mood. They are, in Huneker’s description, “ironical,
sad, sweet, joyous, morbid, sour, sane, and dreary.” The Polonaises (of which
the Military and the Heroic are the most famous examples) are almost con-
sistently tempestuous and stormy in temper, cogent, and demoniac. This, in
short, is a far different Chopin from the familiar “introspective dreamer” of
the Paris salon.

Recommended recordings: all the mazurkas, VM-626, 656, 691 (Artur Rubinstein);
Polonaises No. 1 to No. 7, VM-353 (Artur Rubinstein).

NOCTURNES

The first Nocturne, or “piece for the night,” was composed by John Field.
In Chopin’s hands, however, it became at its best a form breathing a serene
beauty and nobility, suggestive of moonlight and a comforting darkness, of
gentle introspection like the tranquil musings of a lyric poet. “Chopin,”
wrote Huneker, “seldom exuberantly cheerful, is in many of his nocturnes
morbidly sad and complaining. . . . Nevertheless, he ennobled the form
originated by Field, giving it dramatic breadth, passion, even grandeur. Set
against Field’s naive and idyllic specimens the efforts of Chopin are often
too bejewelled, far too lugubrious, too tropical—Asiatic is a better word; and
they have the exotic savor of the heated conservatory, not the fresh scent of
the flowers grown in the open by the less poetic John Field. However, there
are a few noble Nocturnes. . . . Chopin loved the night and its starry mys-
teries; his Nocturnes are truly night-pieces, some wearing an agitated, re-
morseful countenance; others seen in profile only; while many are like whis-
perings at dusk—Verlaine moods.”

The most famous of Chopin’s twenty nocturnes, and one in which Chopin
achieves a meditative calm that speaks of beauty at its purest, is the E-flat
major (Op. 9, No. 2) which has also become famous in a violin transcription.
Equally famous is the A-flat major, Op. 32, No. 2, with its subtle tints and
hues—so successfully incorporated by Glazunov in the famous Chopm ballet
Les Sylphides. One of the greatest of the nocturnes is the C-sharp minor, Op.
27 No. 1 to which the following macabre program is appended: “A calm night
at Venice, where after a murder the corpse is thrown into the sea while the
moon shines serenely on.”

Recommended recordings: all the Nocturnes, VM-461, 462 (Artur Rubinstein).



CHOPIN: SONATA 157

PRELUDES

Chopin created his most perfect cameos in his twenty-six preludes, twenty-
four of which are gathered in Opus 28. These preludes, often the last word
in simplicity of form and conciseness of speech, are particularly significant as
a reflection of the torments suffered by Chopin during the first year of his ten-
year passion for George Sand. Chopin had followed his beloved to Southern
France, and together they went on to Palma, on the island of Majorca, to
spend what Chopin thought would be a love idyll. Unfortunately, what in his
imagination had been poetry was converted by circumstances into earthy
prose. The continuous rains and chill of Palma played havoc with Chopin’s
delicate constitution. He was frequently ill, in pain, subject to exhaustion, a
victim to the strangest fantasies and nightmares. It was during this period
that he wrote many of his Preludes. As George Sand recorded: “He would
make an effort to laugh, and play us sublime things which he had just com-
posed, or rather, terrible and heartrending ideas which had just taken pos-
session of him, as it were without his knowledge, during this time of solitude,
melancholy, and alarm. It was here that he published the finest of those short
pages which he modestly called preludes. They are masterpieces. Many of
them call up to the mind’s eye visions of dead monks and the sound of their
funeral chants, which obsessed him; others are suave and melancholy; these
would come to him in his hours of sunshine and health, amid the sound of
children’s laughter beneath his window, the distant thrum of the guitar, and
the song of the birds among the damp leafage; or at the sight of pale little
roses blooming above the snow. Others again are dreary and sad, and wring
the heart while charming the ear.”

Recommended recording: Twenty-four preludes, Op. 28, VM-282 (Cortot).

SONATA
Sonata No. 2 in B-flat minor

It is undoubtedly true that Chopin’s three sonatas for the piano are not
sonatas but that each consists of four independent compositions for piano
joined together under a single convenient roof. What Schumann said of the
B-flat minor sonata applies to all three: “To have called this a sonata must
be reckoned a freak, if not a piece of pride. For he has simply linked together
four of his maddest children in order to introduce them by fraud under this
name into a place which otherwise they would perbaps never have entered.”

" If a work like the B-flat minor Sonata is not a sonata in the catholic mean-
ing of that musical term—Ilacking organic unity—it nevertheless contains
within itself wonderful music, filled with Chopin’s most moving sentiments.
It was composed during the year of 1838—a period of great stress to Chopin—
and has been called a “poem of death.” “The poem,” in the descriptive anal-
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ysis of M. Poirée, “a regular epic, opens in terror. The Allegro introduces a
motive with breathless thythm, short and abrupt—Ilike a terrified gesture re-
pelling us sharply—and a calmer theme, grand and noble, rather in the style
of Weber at the beginning, afterwards rising into a superb lyrical outburst.”

Poirée continues his description of the sonata with the following comment
on the Scherzo movement: “Again we have at the beginning a similar effect
of terrifying pursuit and headlong flight. Death is prowling about a ballroom,
the echoes from which reach us, sometimes quick and animated, sometimes
in slackened time and with languorous grace. And through the sweet, heart-
stirring cantabile of the melody, deep voices murmur a dread psalmody on
chords divided alternately between the two hands. But death has triumphed.
Victorious and arrogant, he sees a whole crowd bending before him and doing
him homage.”

The third movement is the famous Funeral March—the best known thren-
ody in all music. We are informed by Ziem of the manner in which this world-
famous piece came into existence. In the studio of the artist Polignac, a skele-
ton was placed at the keyboard of a piano to the amusement of Ziem and
others. “Some time later,” reported Ziem, “Chopin came into my studio, just
as George Sand depicts him—the imagination haunted by the legends of the
land of frogs, besieged by nameless shapes. After frightful nightmares all
night . . . he came to rest in my studio. His nightmares reminded me of the
skeleton scene, and I told him of it. His eyes never left my piano, and he
asked: ‘Have you a skeleton?’ I had none; but I promised to have one that
night. . . . What had previously been something of a farce became, owing
to Chopin’s inspiration, something grand, terrible, and painful. Pale, with
staring eyes, and draped in a winding sheet, Chopin held the skeleton close
to him, and suddenly the silence of the studio was broken by the broad, slow,
deep, gloomy notes. The Funeral March was composed there and then from
beginning to end.”

In the fourth movement, the Finale, the irresistible drive sweeps with
oceanic force. “This great movement,” wrote Schumann, “is perhaps the
boldest page which has ever been written in the whole of music. Death ap-
pears here in all the cruel realism of its brute force, which destroys and ruins
all things.”

Recommended recording: CM-g478 (Kilenyi).

WALTZES

Chopin composed fourteen famous waltzes for the piano; there were
several others as well, but they are rarely heard. Chopin had worthy precedent
to guide him in converting a form meant originally only for the dance into a
serious concert composition. The old masters frequently adapted the dances
of their times into suites and partitas, while the waltz was used seriously by
Haydn, Schubert, and Weber. The difference between, say, the piano waltzes
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of Schubert and those of Chopin (besides an amplification of form and a
further enlargement of melodic ideas) is essentially one of locale. Those of
Schubert were composed in Vienna; they are light and frothy and full of a
carefree boyish exuberance. Chopin’s waltzes belong to Paris and are refined,
disciplined, tender. Schubert did not forget that the predecessor of the waltz
was the peasant Landler; his waltzes frequently have a healthy peasant lusti-
ness. With Chopin, all is in exquisite good taste; everything is well-mannered,
as befitting the salon.

The enchantment of Chopin’s waltzes can be equally felt by the unschooled
layman and the discriminating musician. The unschooled layman can suc-
cumb to their endless moments of sheer melodic magic, to their captivating
and subtle moods, to their suppleness of movement. The musician can ad-
mire Chopin’s exquisite sense for architectonic construction, his inexhausti-
ble imagination in the use of melody, harmony, and rhythm, and his infallible
instinct and taste.

The Chopin of the waltzes is the Chopin so often described by biographers,
the Chopin who could be meticulous about his dress, the wallpaper in his
apartment, the flowers on his table. This is the Chopin who was the sensitive
and frail child of the Paris salon, who detested the crude and the ugly, looked
upon soft living and luxury as a physical necessity. The waltzes were com-
posed by one who was an aristocrat to the tips of his fingers. Elsewhere, Chopin
was more imaginative, more powerful, sometimes more noble in his concep-
tions. But in his waltzes his charm is most magnetic.

Recommended recording: VM-863, 864 (Brailowsky).

IMAROSA

DomMENICO CIMAROSA, b. Aversa, Naples, 1749. Studied at the Conservatory of Holy
Maria of Loreto for eleven years, where one of his teachers was the eminent Pic-
cinni. For twenty years, Cimaroso lived alternately in Rome and Naples, compos-
ing numerous operas which enjoyed great fame. He served as Kapellmeister for
Catherine II in Russia, and later succeeded Salieri as Kapellmeister in Vienna. He
died in Venice in 1801.

APROLIFIC composer in many different forms, Cimarosa is known today al-
most exclusively for his opera-buffa masterpiece, Il Matrimonio Segreto
(The Secret Wedding). “He was the finest example,” wrote George T. Ferris,
“of the school perfected by Piccinni, and was, indeed, the link between the
old Italian opera and the new development.” His influence upon his con-
temporaries and successors was far-reaching. As Edward J. Dent points out,
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Mozart “took over his conventions—his breathless back-chat in recitative, his
charming tunes, his patter songs for the bass, his chattering ensembles—and
added to them his own warmth of harmony and ingenuity of orchestration.”

OPERA
Il Matrimonio Segreto

In two acts, libretto by Giovanni Bertati, first performed at the Vienna
Burgtheater on February 7, 1792.

It was during his tenure as Kapellmeister in Vienna that Cimarosa com-
posed his masterpiece. It was first performed on February 7, 1792, in Vienna
to an enthusiastic audience. At the second performance, on February g, the
Emperor Leopold II attended, and the audience was so enthusiastic that the
entire opera had to be repeated. But it had disturbed Cimarosa to notice that,
in his imperial box, the Emperor was making no sign of appreciation—that as
a matter of fact he did not once applaud. At the end of the performance, how-
ever, the Emperor stood up in his box and (according to contemporary report)
cried: “Bravo, Cimarosa, bravissimo! The whole opera is admirable, delight-
ful, enchanting. I refrained from applause in order not to lose a single note of
this masterpiece!” The Emperor then invited the audience and the perform-
ers to supper, following which they all returned to the theater for the repeat
performance.

With Il Matrimonio Segreto, Cimarosa became one of the earliest com-
posers to convert the opéra-bouffe into a form of rare grace and charm. For
sheer spontaneity of expression, profusion of delectable melodies, and the
ability to etch wit, malice, mockery in music, the score of Il Matrimonio has
remained through the years a thing of wonder. Cimarosa is at his best in
turning a neat musical phrase into a sardonic chuckle, in writing a tripping
figure for the violins or reeds to mock at one of his characters. From beginning
to end, Il Matrimonio is a joy to the ear.

The librettist drew his book from an English comedy of the same name
written collaboratively by George Colman the Elder and David Garrick,
and first performed in London in 1766. :

The lawyer, Paolino, has secretly married Carolina, daughter of a
rich and greedy merchant. In order to mollify the merchant so that he
may accept and approve when he learns of this marriage, Paolino tries
to arrange a match between his rich friend (curiously named “Count
Robinson™) and the merchant’s older daughter, Elisetta. Unfortunately,
the Count falls in love with Carolina—to her father’s great satisfaction;
while the spinster sister falls in love with Paolino. The only way for
Paolino to extricate himself from this mess is to flee with his new wite.
But he is intercepted by the merchant, who is horrified to discover that
Carolina has already married Paolino. However, all ends well when the
Count consents to marry Elisetta.

Recommended recording: Overture, C—7194M (Milan Symphony Orchestra—
Molajoli).



CLEMENTI

Muzio CLEMENTI, b. Rome, 1752. First impressed himself on the music world as a
child prodigy of the piano. He eventually achieved considerable note as a piano
virtuoso, and in Vienna in 1781 he entered into a “musical duel” with Mozart at
the instigation of Emperor Joseph II. In 1782 he settled in England, where he
became famous as a piano teacher (his pupils included J. B. Cramer and John
Field) and as a manufacturer of pianos. He died in Evesham, England, in 18g2.

s a virtuoso, Clementi is said to have been the “father of modern pianoforte
Aplaying.” As a composer for the piano, he may also be said to have inau-
gurated a new era for piano composition. “His divination of the treatment
most appropriate to the instrument,” wrote Parry, “marks his sonatas as among
the very first in which the genuine qualities of modern pianoforte music on a
large scale are shown.”

PIANO MUSIC
Gradus ad Parnassum

In 1817 Clementi composed a series of one hundred studies which he in-
corporated in a volume entitled Gradus ad Parnassum. It has frequently been
averred that the art of modern piano-playing rests on this volume; to this
day, piano students utilize it for the development of their technique. The
eminent pianist Tausig said that Chopin’s études and these studies of Cle-
menti are the “only two works in musical literature which are entirely indis-
pensable to the pianist.”

Sonatas

Clementi composed more than one hundred sonatas for the piano. Today,
these are known almost exclusively to piano students, who find them inex-
haustibly valuable in developing piano technique and style. Never included
on concert programs, their importance is historical and pedagogical rather
than artistic. Yet musicians have always praised them. Pratt speaks of their
resourcefulness and nervous energy. Frederick Niecks looks upon them as
Clementi’s most “important poetic achievements, the works in which he has
incorporated the greatest emotional intensity possible to him, and where the
virtuoso contents himself with being the servant of the idea.” Alfredo Ca-
sella finds them “‘grandiose and witty, tragic and serene.”

The best of the Clementi sonatas, those that might even be gratefully ex-
ploited on concert programs, include the Op. 50, No. g entitled Didone 4b-
bandonata, the G minor (No. 6), the E-flat major (No. 16), La Chasse (No.
20), the D minor (No. 63), and the G major (No. 64).

It is interesting that Mozart borrowed the opening theme of Clementi’s

B-flat major sonata for his Overture to The Magic Flute, a fact that so infuri-
161
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ated Clementi that in all later editions of this sonata he boldly printed the
fact that he had performed this work before Mozart and Emperor Joseph II
ten years before Mozart’s opera was composed.
Recommended recordings: B-flat major, Friends of Recorded Music 21-2 (Loes-
ser); G minor, Friends of Recorded Music, 13-4 (Loesser); E-flat major, C~-DB831

(Samuel); Sonata for Two Pianos, Nos. 1 and 2, in B-flat major, Timely 1304
(Castagnetta; Kaye).

OPLAND

AARON COPLAND, b. Brooklyn, New York, 190o. A pupil of Rubin Go}dmark, Vict_or
Wittgenstein, and Nadia Boulanger. In 1925 he won the Guggenheim Fellowship,
and in 1930 a $5,000 RCA-Victor award for the Dance Symphony. He has been an
influential figure in spreading the gospel of modern American music as a member
of the board of directors of the League of Composers, as organizer of special con-
certs and festivals, as writer, and as lecturer. He has composed music for several
important Hollywood films including Of Mice and Men, Our Town, and North
Star.

ARLY in his career, Copland was strongly attracted to the jazz idiom. In
works like Music for the Theater and the Piano Concerto he utilized jazz
idioms with effectiveness and freshness. He then abandoned jazz for a neo-
classic style. More recently, his music has been simplified and his musical
material made more palatable for mass consumption. “We found,” he ex-
plained in an interview, “we were getting too far away from the public, that
we were being isolated. I myself turned to . . . a simpler approach and more
appealing music. . . . I've tried to express what I wanted to say in terms as
simple as I could.” Music like the school opera The Second Hurricane and
the orchestral El Salén Mexico prove that he can write music to appeal to
large audiences at first hearing; and he does so without cheapening his ideas
or “talking down” to his public. Regardless of what style he chooses, he has
always had a fine feeling for form, a consummate compositorial technique,
and a natural flair for orchestration. He may not always be original or crea-
tively important, but he can usually write arresting music that attracts atten-
tion and frequently arouses pleasure.

BALLET
Billy the Kid

Lincoln Kirstein, director of the Ballet Caravan, commissioned Copland
to write this ballet. It was composed in five weeks during the summer of 1938,
and was first performed in October 1938. The ballet treats the story of Billy
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the Kid, a slick trigger man who lived by the code of the West and who, by the
time he reached his twenty-first birthday, had shot a man for every year of his
life. He met his doom at the home of his Mexican sweetheart, where he was
ambushed by a one-time friend (now a sheriff) and his men, and shot to death
while asleep. ,

An engaging orchestral suite—incorporating about two-thirds of the music
of the ballet—has been prepared by Copland for symphony performances. It
includes the following sections: The Open Prairie; Street in Frontier Town;
Card Game at Night; Gun Battle; Celebration after Billy’s Capture; the Open
Prairie Again.

The music is notable for its simplicity, directness of speech, and native
flavor. It employs famous cowboy tunes dexterously within the fabric of the
composition, classics like Git Along, Little Dogies; The Old Chisholm Trail;
Old Paint; and The Dying Cowboy.

OPERA
The Second Hurricane

In one act, libretto by Edwin Denby, first performed at the Henry Street
Music School on April 21, 1937.

The Second Hurricane is the first American opera composed expressly for
performance by boys and girls of school age. It was first performed on April 21,
1937 (by a cast of 150 children) at the Henry Street Music School in New York
under the direction of Lehman Engel. The libretto was prepared by Edwin
Denby.

The story is set “vaguely in the southern part of the United States. The
first two scenes are laid in a town high school and radio station; the rest on a
rise of ground of a waste country near a great river.” The plot concerns four
boys and two girls who accompany an aviator in bringing help and food to
victims of a flood, and thus solve the problem of a labor shortage. The per-
formance is unorthodox. No curtain is raised. The principal characters and
the chorus file upon the stage and take their places; the chief characters stand
with the chorus. The principal of the school comes on the stage, sees that
everyone is in his place, then quietly announces to the audience: “We are
going to perform a piece for you that is partly spoken and partly sung. There
are two choruses: this one is supposed to be pupils of a high school—that one
is supposed to be the parents. I myself am the principal of the school. The
rest I guess you'll understand, but a few scenic deficiencies on our part you'll
have to supply from your own imagination. First, though, there’s an overture.
The play doesn’t start till after that.”

In a survey of the opera in the New York Times, Howard Taubman ana-
lyzed the score as follows: “The score is divided into set numbers. Choruses
and songs are treated as individual units. There is a ballet-pantomime de-
scribing what the children imagine rescue work to be like. The music is . .
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clear, dramatic, humorous, and simple enough for the children who are to
perform it, but with the personality of the composer unmistakably dis-
cernible.”

ORCHESTRAL MUSIC

El Salon Mexico

The “Salén Mexico” is a famous dance-hall in Mexico City, frequented by
Mexicans. When Aaron Copland visited Mexico in 1932 he was greatly in-
trigued by this dance-hall. “It wasn’t the music that I heard there or the
dances that attracted me,” he has explained, “as much as the spirit of the
place. In some inexplicable way, while milling about in those crowded halls,
one feltareally live contact with the Mexican people. . . . I remember quite
well that it was just at that moment that I conceived the idea of composing a
piece about Mexico and naming it El Salén Mexico.” The work was com-
posed in the summer of 1934, but it was not scored until two years later. Its
first performance took place in Mexico City in August of 19g#%. It has since
been performed by major American orchestras, and has become one of the
most frequently performed and popular of Copland’s orchestral works.

In this work, Copland used native Mexican folktunes as part of the texture
of his composition. “My purpose was not merely to quote these tunes literally,
but to heighten them without in anyway falsifying their natural simplicity.
- . . Iadopted a form which is a kind of modified potpourri in which Mexican
themes, and their extensions, are sometimes inextricably mixed for the sake
of conciseness and coherence.”

Recommended recording: VM-546 (Boston Symphony—Koussevitzky).

Music for the Theater

In this early work of Copland—it was composed in May 1925—jazz is used
with remarkable effect. Copland explains that in writing it he had “no play
or literary idea in mind. . . . The title simply implies that, at times, this
music has a quality suggestive of the theatre.”

The suite is divided into the following sections: Prologue, Dance, Inter-
lude, Burlesque, and Epilogue. Music for the Theater was introduced by the
Boston Symphony under Koussevitzky in 1g25.

il{ecomn;ended recording: VM~744 (Eastman-Rochester Symphony Orchestra—
anson).



CO RELLI

ARCANGELO CorELLL b. Fusignano, Italy, 1653, a pupil of Bassani. He won fame asa
violin virtuoso, touring Italy, Germany, and France, and becoming the first pro-
fessional concert violinist in history. In 1700, he was appointed leader of the opera
band in Rome. He was greatly honored both as composer and as violinist. He died
in Rome in 1713.

CORELLI was the first great composer to devote himself to the writing of
music for the violin. Thus he played three major roles in musical history:
as the father of the violin sonata, as the founder of a school of violin composers
that included Viotti, Veracini, and Geminiani, and as an influential pioneer
in developing the concerto grosso form.

Of his compositorial style Parry wrote: “Corelli’s methods are ostensibly
contrapuntal, but it is noteworthy that his is not the old kind of counter-
point, but rather an artistic treatment.of part-writing, which is assimilated
into chords whose progressions are adapted to the principles of modern tonal-
ity. He uses sequences for the purposes of form, and modulations for the pur-
poses of contrast and balance, and cadences to define periods and sections, and
other characteristic devices of modern art.”

CONCERTOS

It is in the Opus 7 of his instrumental sonatas that Corelli proves himself an
early master of the concerto grosso. The model he established in this opus was
the one that Geminiani, Vivaldi, and Handel were later to employ. He estab-
lished the instrumentation of the orchestral concerto, and his use of light and
shade to give contrasted colors to the principal themes became one of the
recognizable features of the concerto grosso form. In Corelli’s hands it took
shape as a work which first set an independent group of solo instruments
against the tutti (the entire orchestra) and then combined the two in impres-
sive and powerful climaxes. The Corelli concerto grosso is the parent of the
concerto for solo violin and orchestra by Tartini, Vivaldi, Handel, and Bach.

Christmas Concerto

One of the most famous of Corelli’s concerti grossi is the one in G minor,
Op. 6, No. 8, lgnown as the Christmas Concerto. Forkel informs us that in this
work Corelli attempted to give a musical depiction of the Nativity with angels
hovering over the town of Bethlehem. The Concerto opens with an orchestral
tutti. After a half dozen bars of a vigorous Vivace there comes a deeply felt
Grave movement. A sprightly Allegro follows, in which solo instruments are
permitted to express their individuality. A beautiful Adagio is momentarily
interrupted by a spirited Allegro, but returns to reestablish the mood of spirit-

ual exaltation that had previously been set. Two movements, reminiscent of
‘ ‘ 165
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o0ld dances, bring the work to its closing section, a Pastorale which is often
interpreted as a musical setting for the birth of Christ. Eloquent in its sim-
plicity, and touching in its religious feeling, it is the spiritual godfather of
another symphonic piece describing Christ’s birth—the “Pastoral Symphony”
from Handel’s Messiah.

Recommended recording: VM-6oo (London Symphony—Walter).

SONATAS

The sonata for violin and piano owes its early growth to the Opus 5 of
Corelli’s instrumental sonatas. In this work he emancipated the violin, taught
it to speak its own melodic language with richness and variety. The bow arm
was given greater flexibility and resilience. Particularly noteworthy is Corelli’s
beautiful writing of slow movements for the violin—teaching the violin the
art of singing. In all the slow movements in later violin sonatas, we can per-
ceive that a lesson has been learned from Corelli’s lyric writing. His sonatas
exerted a powerful historical influence, and were directly responsible for the
creation of a school of composers of violin sonatas including Tartini, Gemin-
iani, and Vivaldi, all of whom were to enrich the literature of violin music
and to prepare the ground for Handel and Bach.

The famous La Folia, which has acquired permanency in the violin reper-
toire, is the twelfth sonata in Opus 5. It is, of course, not a sonata—though
Corelli called it such—but a set of charming variations on a theme of Spanish
origin. La Folia has been orchestrated by Max Reger.

Recommended recordings: Sonata No. 5 in G minor, orchestra by Filippi, C-69633

(C.B.S. Orchestra—Barlow); Sonata No. 8 in E minor, C-69152 (Renardy); La
Folia, CX~202 (Szigeti).

ORNELIUS

PETER CORNELIUS, b. Mainz, 1824. Studied under private teachers. In 1845, he set-
tled in Berlin where his contacts with its artistic and musical life influenced his
direction and purpose. He later became a friend of Liszt and Berlioz, both of whom
were impressed by his talent. For a while he worked with Liszt in Weimar. After
Liszt’s withdrawal from that city, Cornelius settled in Vienna. In 1865 he was ap-
pointed to the faculty of Munich Conservatory. He died in Mainz in 1874.

q ROMANTIC composer, Cornelius was capable of writing music endowed
with rare feeling and beauty of expression. He has not deserved the ob-
scurity in which he worked during his lifetime and to which he was more or
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less relegated after his death. Some of his songs rank with the best in German
song literature, and his opera The Barber of Bagdad is a gem of wit.

OPERA
The Barber of Bagdad

In two acts, book by the composer, first performed at the Hoftheater in
Weimar on December 15, 1858.

In 1854, Cornelius came to Weimar to do little musical jobs for Liszt, who
was then occupying the post of Kapellmeister. It was during this period that
a sprightly idea occurred to Cornelius for a comic opera. He confided his
plans to Liszt, who tried to dissuade him from using a book so trivial in char-
acter. But Cornelius was deaf to advice, wrote a libretto, and then proceeded
to compose his score. When he played portions of his opera for Liszt, the
master recognized that its music was so charming and deft that the work—in
spite of its relatively worthless text—had artistic importance; and he decided
to produce the work at the Weimar Hoftheater. Unfortunately, there was in
Weimar at the time a cabal to overthrow Liszt. It was owing to this cabal—
not because of the opera itself—that the first performance of The Barber of
Bagdad was a fiasco. The consequence of the hostile demonstration during
that performance was that Liszt abandoned his Weimar post.

The Barber of Bagdad was never again performed during Cornelius’s life-
time. In 1885, however, it was revived in Munich with great success. It was
introduced at the Metropolitan Opera House in New York in 18go under
Anton Seidl. It has since then proved extremely popular in European opera
houses.

The theme of the opera is slight. Noureddin is in love with the Caliph’s
daughter, Morgiana, with whom he has a rendezvous. His friend, a bar-
ber, stands watch for him outside the palace. Mistaking the shouts of a
beaten servant for his friend’s cries for help, the barber forces his way
into the palace. Nourreddin, believing the barber to be the Caliph, hides
in a chest. The Caliph arrives on the scene, discovers the hidden Nour-
Teddin (who nearly suffocates), and finally consents to the marriage of his
daughter to her lover.

Of the music, R. A. Streatfeild wrote: “The beauties of the score are
doubly astonishing when it is remembered that when it was written Die
Meistersinger had not been composed. The germ of much that delights us
in Wagner's comic opera may be found in The Barber. . . . The plot is long-
winded and puerile, and the interest is entirely centered in the music. . . .
Cornelius had a pretty gift for humorous orchestration, and his accompani-
ments often anticipate the dainty effects of Die Meistersinger.”

The most important sections in the opera are the brilliant overture to
Act I; the duet for soprano and tenor “O holdes Bild,” also from Act I; and
the polyphonic chorus in the Finale of Act II,
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SONGS

Lawrence Gilman wrote as follows about Cornelius’s songs. “His world
. .. is a world of ineffable and melancholy twilight, remote, mysterious,
dream-haunted. There are moments when he seems immeasurably distant,
wrapped in a shimmering, impenetrable mist of dreams, but even as you
would strain your senses to follow him, he is standing beside you again, smil-
ing that infinitely winsome smile of his and talking to you. . . .

“Those songs which most justly represent him—such as Angedenken,
Trauer, Ein Ton, An den Traum, Auftrag . . . are the articulate and striv-
ing documents of one to whom ‘upon the public ways life came.” He has not
told us all that, perhaps, he might have told us; but it is something to have
borne witness, as he indubitably has, to so much that is of enduring validity
and beauty.”

Cornelius also composed many exquisite Christmas songs.

CO UPERIN

Frangols COuPERIN, known as Couperinle-Grand to distinguish him from the
others of his family who for two centuries served French music, b. Paris, 1668. He
entered the King's service in his twenty-fifth year, becoming soon afterwards or-
ganist of the Chapel Royal. At the height of his career he was music master to
Louis XIV. He died in Paris in 1733.

_K music master to Louis XIV, Couperin composed Concerts royaux which
were performed at Versailles every Sunday by an instrumental ensemble
with Couperin at the harpsichord. These Concerts royaux constitute the first
successful effort by a French composer to write instrumental music in the
style of Corelli. But Couperin’s greatest importance lies in his harpsichord
pieces, because of which he has been justifiably designated the “father of
French piano music.”

PIANO MUSIC
Piéces de clavecin

Couperin composed four volumes of Piéces de clavecin—pieces for the
harpsichord—which contain some of the most indestructible gems created for
the harpsichord. In their variety of style, structural perfection, aptness of mu-
sical expression, richness of atmosphere, and technical self-assurance they are
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unique in the early literature for harpsichord. They are more than this, too:
by their successful transmutations into tone of pictures, suggestions, personal-
ities, customs, objects, and incidents, Couperin has provided in these pieces
a musical cross-section of French court life in the eighteenth century.

Couperin’s little pieces for the harpsichord are programmatic. He has
given them picturesque titles and has had the music interpret the titles. “In
composing,” he wrote in the preface of his first volume, “I have always a
particular subject before my eyes. Various circumstances always suggest to
me this, and also my titles.” He has written pieces about butterflies, bees,
roses, reapers, windmills—piquant, brilliant, apt musical depictions.

Thus Couperin was the first French composer to give programmatic titles
to his works. But, more important still, he was the first French composer to
write really effectively for the harpsichord, understanding its every poten-
tiality for artistic expression, exploiting its capacity for harmonic colors and
lyric singing.

In a revealing interview, Wanda Landowska discussed at length the genius
of Couperin in these morsels for the harpsichord. “Couperin created a style
and technique of his own,” said the celebrated harpsichordist. “Like Chopin,
Couperin is great not only for what he brings to his instrument by way of
creative gifts, but also in what he draws from it. The resources of the instru-
ment are wonderfully extended and immeasurably enriched by this early
French master, who must be considered one of the earliest great composers of
the keyboard. . . . One finds in his pieces for the harpsichord that sustained
and full lyric line, those strong and appealing harmonies, that intensity of
expression, that richness of atmosphere, all of which are qualities belonging
uniquely to him.

“The gems are particularly memorable: Les Moissonneurs, a peasant ga-
votte, lusty, energetic, vital, with a great wealth of rhythmic treatment. . . .
Les Langueurs tendres, a poignantly expressive work in which we find a2 new
example of that melodic line which is prolonged, uninterrupted, swollen
with thought and ideas, always reinforced with suave harmonies. Those
exquisite rondos, matchless for their structural perfection and always touch-
ing with feeling and tenderness—such as La Tendre fanchon and La Soeur
Monique.”

Recommended recording: A collection of pieces from the four volumes, Couperin
Society Album, (Landowska).



C;{AMER

Jouann BAPTIST CRAMER, b. Mannheim, 1771, but brought up in England. He was
a pupil of Clementi, then toured Europe as a piano virtuoso. In 1813, he became
one of the founders of the Royal Philharmonic Orchestra of London, serving as
one of its conductors, and as a frequent piano soloist. He also distinguished himself
as a professor at the Royal Academy of Music, and as a publisher of music. He
died in London in 1858.

is curious indeed that, though Cramer wrote over one hundred sonatas
ITfor the piano, seven concertos for piano and orchestra, and numerous
other works for solo piano and for chamber music ensembles, he is remem-
bered today exclusively for his volume of piano studies.

PIANO MUSIC
Etudes

Cramer composed his famous studies (or études) for the piano in 1804.
These studies have since become an all-important preparation ground for
piano students. Beethoven thought highly of them. “Our master,” Schindler
has recorded, “declared that these études were the chief basis of all genuine
playing.” Yet it would be a mistake to regard them exclusively as good peda-
gogical material. “In pianoforte music,” wrote Alexander Brent-Smith, “there
is a beautiful district unknown to concert-goers but highly appreciated by all
pianists—the district of Cramer. . . . All of his studies have a great technical
value, and many have, in addition, considerable musical beauty. We might
even go so far as to say that one or two are not unworthy to stand in the
company of the preludes of Bach, such as the study in D major, with its rip-
pling demi-semiquavers; the vigorous two-part study in C minor; and the
loveliest of all, the study in A minor. Each of these is so essentially pianistic
that it would perish if dissociated from the pianoforte.”

Dannreuther has described many of these études as “poems,” in the same
class as Mendelssohn’s Songs Without Words.
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CraupE DEBUSSY, b. Saint-Germain-en-Laye, 1862. Was a pupil at the Paris Con-
servatory. In 1865, he won the Prix de Rome. He first attracted attention with his
Quartet, composed in 1893. This was followed by a series of masterpieces in which
Debussy’s unique style was fully crystallized. In the closing years of his life he suf-
fered from an incurable disease, and he died in Paris in 1918.

DEBUSSY’S artistic career can be roughly divided into three periods. The
first was that of apprenticeship, which produced some of his songs and
choral works, compositions uneven in their quality, but at their best sug-
gestive of greatness to come. It was when Debussy came into contact with the
Symbolists, and was influenced by them, that he achieved artistic maturity.
He applied their theories to music, and in developing these he achieved a
subtly impressionistic art. In his hands the whole-tone scale became a remark-
ably flexible and varied instrument. He was able to produce chords of the
most delicate and exotic quality, strange and haunting melodic lines; piquant
atmospheres; exquisite effects. At the same time, in his orchestral music he
achieved new sonorities and timbres, sometimes of the most tender fragility,
sometimes of unequaled sensuousness. In the series of masterpieces which
Debussy wrote at this time—during his second period—he succeeded in bring-
ing the most subtle suggestions into music. His third period was marked by
a general weakening of his artistic powers, in which more often than not he
was reduced to imitating his earlier music.

“Debussy accomplished a complete revolution in musical art,” wrote Henri
Pruniéres. “He ended the reform in harmony that Chabrier, Lalo, Gabriel
Fauré had begun; he invented new ways of associating chords hitherto re-
garded as discords, and used them to produce exquisite and delightful har-
monies, and he disengaged the separate timbres of the orchestra by making
one accentuate the value of another, instead of combining them in confused
masses. In this respect, his method is that of an impressionist painter who
lays on his canvas primary colors, side by side, instead of mixing them on his
palette. Debussy violated all conventional formulas, replacing them by new
ones no less beautiful and far more suitable for expression of those transient
sensations and delicate emotions which he loved above all to portray. He
was the incomparable painter of mystery, silence, and the infinite, of the
passing cloud, and the sunlit shimmer of the waves—subtleties which none
before him had been capable of suggesting. His power of expression is not
less real for being always restrained and intolerant of excess and overemphasis,
but its force is under the surface.”

OPERA

Pelléas et Mélisande , -
In five acts, -dramatic poem by Maurice Maeterlinck, first produced at the
Opéra-Comique in Paris, on April go, 1go2.
171
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Pelléas et Mélisande, one of the milestones in the evolution of opera, was
ten years in the writing. Just before it was introduced in 1go2, a scandal
arose. For Debussy had promised that Maeterlinck’s common-law wife,
Georgette Leblanc, should sing the principal soprano role; but Carré, man-
ager of the Opéra-Comique, had instead given the role to the then unknown
American soprano, Mary Garden. This decision aroused the wrath of Maeter-
linck, who proceeded, in Le Figaro, to attack the opera and its forthcoming
presentation. “This performance will take place against my will. . . . I can
only wish that its failure may be resounding and prompt.”

At its first public rehearsal on April 28, 1goz2, and then at its premiére
on April 30, Pelléas bewildered and mystified its audiences. Here was an opera
in which the aria was banished, to be supplanted by a declamation more akin
to human speech; in which the orchestra painted an exotic and not easily
comprehensible background; in which all was atmosphere and mood rather
than action and pageantry. The audiences hissed and denounced it nois-
ily. The critics were equally annihilating. “All I heard,” wrote Leon Kerst,
“—for even when you don’t understand a thing you can’t go to the theater
without hearing something—well, all I heard was a series of harmonized
sounds (I don’t say harmonious) which succeeded one another, uninterrupt-
edly, without a single phrase, a single motif, a single accent, a single form, a
single outline. And to this accompaniment, unnecessary singers drone out
words, nothing but words, a kind of long-drawn-out, monotonous recitative,
unbearable, moribund!”

It was not until four years later that Paris appreciated the values of this
masterpiece. It was repeated at the Opéra-Comique, this time to score a
triumph. What Romain Rolland was soon to write was now generally ac-
cepted by musicians and critics: “The first performance of Pelléas et Méli-
sande . . . was a very notable event in the history of French music. . . . It
may be looked upon as one of the three or four red-letter days in the
calendar of our lyric stage.”

Today our acceptance of Pelléas is whole-hearted, and there are few to
deny its epochal significance. It freed opera of many of its stilted conventions,
and gave the musical form a new lease upon life. It offered us new glimpses
into a dazzling world of beauty formerly denied us. As Alfred J. Swan com-
mented: “The best scenes in the opera hold out before us vistas of unearthly
beauty, and a transcending wisdom begotten by the superb lines of Maeter-
linck.”

Debussy himself has explained his artistic purpose in his opera, in answer
to those critics who denounced him violently: “I tried to obey a law of
beauty which appears to be singularly ignored in dealing with dramatic music.
The characters of the drama endeavor to sing like real persons, and not in an
arbitrary language on antiquated traditions. Hence, the reproach leveled at
my alleged partiality for monotone declamation, in which there is no melody.
. . . To begin with, this is not true. Besides, the feeling of character cannot
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be continually expressed in melody. Also, dramatic melody should be totally
different from melody in general. . . . I do not pretend to have discovered
anything in Pellé¢as; but I have tried to trace a path that others may follow,
broadening it with individual discoveries which will, perhaps, free dramatic
music from the heavy yoke under which it has existed for so long.”

For plot, the opera utilizes a tragic situation that is familiar to us in
the literature and legend of many countries. Golaud, son of King Arkel,
discovers Mélisande sitting at a fountain. He falls in love with her and
takes her to his castle as wife. His brother, Pelléas, succumbs to Mé-
lisande’s beauty, and they become lovers. When Golaud discovers their
guilt he slays them both.

Recommended recording: Vocal and Orchestral Selections, VM-68 (Paris Opéra
and Opéra-Comique Soloists, and Symphony Orchestra—Coppola).

ORCHESTRAL MUSIC
L’Aprés-Midi d’un Faune

As perfect a work of art as Debussy was ever to realize, the Prelude to the
Afternoon of a Faun was inspired by the famous poem of Stéphane Mallarmé.
An excellent résumé of the poem, which can serve as the program for De-
bussy’s gem, is the following: “A faun is lying on the borderland of waking
and sleeping in a grove. The atmosphere is palpitating with the golden mid-
day heat of an Eastern day. He has seen some slender-limbed, light-footed
nymphs flit by; he would perpetuate the lovely vision. But he asks himself,
Am I in love with a dream? Fully awake, he begins to reflect and analyze. He
dissects the sensations and emotions he has experienced; questions the truth
of the dream; recalls it again and again. . . . His thoughts become exag-
gerated, distorted; his senses predominate. Delicate imagery had taken shape
in his mind: had he seen a flight of swans? . . . The current of his ideas
becomes more and more realistic; at last he imagines himself under the shadow
of Etna with Venus in his arms. And while he is anticipating punishment for
such desecration sleep visits his eyelids once more; he bids adieu to waking
facts and reality and in the shades of oblivion he will go in rightful quest of
the shadowy, vanished dream.”

The principal theme of the Prelude is heard at the very opening of the
work, a delicate theme for the flute. “One is immediately transported into
a better world,” writes Louis Laloy. “All that is leering and savage in the
snub-nosed face of the faun disappears; desire still speaks, but there is a veil
of tenderness and melancholy. The chord of the wood wind, the distant call
of the horns, the limpid flood of harp tones, accentuate this impression. The
call is louder, more urgent, but it almost immediately dies away, to let the
flute sing again its song. And now the theme is developed; the oboe enters
in, the clarinet has its say; a lively dialogue follows, and a clarinet phrase leads
to a new theme which speaks of desire satisfied; or it expresses the rapture of



174 DEBUSSY: ORCHESTRAL MUSIC

mutual emotion rather than the ferocity of victory. The first theme returns,
more languorous, and the croaking of muted horns darkens the horizon. The
theme comes and goes, fresh chords unfold themselves; at last a solo violon-
cello joins itself to the flute; and then everything vanishes, as a mist that rises
in the air and scatters itself in flakes.”

Debussy composed this work in 1892, and its first performance took place
on December 23, 1894, Gustave Doret conducting the orchestra of the Na-
tional Society of Music.