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PROGRAM NOTES

by PIiTTs SANBORN

Overture, “The Roman Carnival,” Op.9 . . . . . . HEcTor BErLIOZ

Born at La Céte-Saint André, December
11, 1803; died in Paris, March 8, 1869.

As early as 1834 Berlioz was inspired with the idea of composing an opera having as
hero the great Italian sculptor and goldsmith, Benvenuto Cellini. The adventurous artist
of the Renaissance appealed strongly to the imagination of the fiery French romantic.
He devoted himself enthusiastically to writing this work, and it was produced at the
Paris Opéra on September 10, 1838. As an opera “Benvenuto Cellini”’ failed, although the
score itself found favor with inﬂuential reviewers. But in one respect the premiére was a
triumph. The overture, as Berlioz himself records, did not share in the general catas-
trophe. It “received exaggerated applause,” whereas the opera itself “was hissed with
admirable energy and unanimity.”

In spite of the initial setback, the undaunted Berlioz, in January, 1844, composed a
second overture for “Benvenuto Cellini,” not to be substituted, however, for the overture
already existing, but to serve as a prelude to the second of the two acts. This “Roman
Carnival” overture, as it was called, was performed first at a concert given by Berlioz
of his own works at the Salle Herz, Paris, on February 3, 1844, the composer conducting.
The audience liked the new work so well that it had to be repeated then and there, and
success has attended it down to our own day. .

The overture is based on two main themes, presented singly and in combination.
One is the theme of the Saltarello danced at the Carnival in Act IT of the opera. The
other is the melody of a love song, “O Teresa, vous que j’aime,” allotted in Act I to the
tenor hero and in the overture to the English horn.

Introduction and Allegro, Op. 47 . . . 2. " "EDWARD ELGAR

Born at Broadheath, near Worcester, England June
2,001857%died¥at Worcester, February 23, 1934.

One of the instruments that Elgar played well was the violin. Early in life he was
even violinist in an orchestra, and he enjoyed especially taking part in performances of
chamber music. It is worth remembering that one variation in the “Enigma” set is
dedicated to the ’cellist Basil G. Nevinson, who joined with Elgar and another in playing
trios. Consequently, it is altogether natural that he should write an elaborate composi-
tion for a combination of solo string quartet and string orchestra.

That work, the “Introduction and Allegro,” was completed on February 13, 1905,
and received its first performance the next month at a Queen’s Hall concert in London.
Also on the program was Elgar’s new “Pomp and Circumstance” march No. 3. As an
example of writing for strings, the “Introduction and Allegro” is remarkable for a tech-
nical mastery that makes possible an astonishing variety of effects. But the composition
is also distinguished by the worth of its themes. After the proclamative opening the solo
quartet introduces a lyric theme whose peculiar quality is doubtless best indicated by the
composer’s own note on the original manuscript, “Smiling with a sigh.”

The next subject is the best known in the work. On acccount of its character it has
been termed the “Welsh theme.” It is first given out by the viola. This haunting mel-
ody, it seems, was inspired by the distant singing of a group of Welsh folk heard by Elgar
when he was out on the Malvern Hills one day. Though he was unable to catch the
tune, the interval of a descending minor third came clearly to him on the breeze. This
repeated fragment so affected him that he took out his notebook and invented the so-
called “Welsh theme” of his own. Later on, we are told, a song heard in the valley of
Wye reinforced the Welsh impressions and led to the completion of the whole work.

The Allegro section brings new thematic material, but the composer is never forget-
ful of the “Welsh theme.” A fugato takes the place of the traditional working-out. This
part Elgar characterized in a letter to his friend Jaeger as “a devil of a fugue,” warning
Jaeger at the same time that it would take him a good while to become accustomed to
it. As the “devil of a fugue” vanishes a solo ’cello takes up the thread, and in the end
the first subject of the Allegro dominates.

Almost six hundred years before Elgar another English artist, working in words
instead of tones, had been inspired on Malvern Hills. It was there that the tall, gaunt,
rough-clad William Langland, tending his sheep, was lulled to sleep one day by the drowsy
murmurings of a brook, beheld in a vision the hills thronged with humanity, and on
awakening began writing what mediaevalists call the greatest satire in English “The
Vision of Piers the Plowman”:

“Ac on a May mornynge on Malverne hulles
Me byfel a ferly of fairy me thoughte . . .”
(On a morning in May on Malverne Hills
A fairy wonder befell me, I thought).




“Under the Spreading Chestnut Tree”: Variations and
Fugue on an Old English Tune for Full Orchestra . JAROMIR WEINBERGER

Born in Prague, January 8,
1896; now living in New York.

Composed in New York during February and March, 1939, this work was designed
expressly for The New York Philharmonic-Symphony Society and is dedicated to the
Society and its conductor, John Barbirolli. The present performances are the first any-
where. Mr. Weinberger writes of this, his latest score:

A newsreel was my inspiration. The summer of 1938 I spent at Juan les Pins on the

French Riviera, the Cote d’Azur. One evening I went to a movie in the open air. In the news-
reels nowadays you usually see dictators and very few honest people, so I was surprised to see
something agreeable. I saw a Boys’ Camp in England, many young people, and among them,
in democra.uc simplicity, His Majesty the King. He was dressed in the same sweater as his
young subjects and he joined them in the singing and laughing. They sang a wonderful old
folk tune. The song had not only very thrilling words but an amazing, wonderful tune; it is a
so-called Gesture Song.
: At several points the music suddenly stopped, and His British Majesty with his loyal sub-
jects started to clap their hands, jump to their feet, and start a pantomime—finally joining
again in singing the tune to its end. I liked this whole scene very much and I said to myself:
“This is the theme for which you, Jaromir, shall write variations and a fugue.”

When Mr. Weinberger came to  New York the following January and heard the
Polka and Fugue from his opera “Schwanda” played by The Philharmonic-Symphony
under the leadership of Mr. Barbirolli, he was so deeply impressed that he decided on
the spot that he had found the ideal orchestra and the ideal conductor for his new work.

The piece is scored for three flutes, two oboes, two clarinets, two bassoons, four
horns, three trumpets, three trombones, harp, piano, timpani, percussion, organ pedal
(ad lib.), and the usual strings.

The words of the song are as follows:

“Under the spreading chestnut tree, Oh, how happy we could be,

When I held you on my knee, Under the spreading chestnut tree.”

In compliance with the desire of the composer that his prefatory notes on the work
be printed on the programs of the concerts wherever it is performed they are herewith
reproduced verbatim.

AnaLysis oF Score: “Under the Spreading Chestnut Tree.” The period is in eight bars.
The third and fourth are a transposition of the first and second in the second degree. The sev-
enth and eighth are a repetition of the first and second. The melody itself is very well con-
structed, leading to a climax in the middle of the tune. The intervals of the first and the second
(and therefore of the seventh and the eighth) bars are the same as if read from right to left
in the mirror.

Following the theme, the piano has a transitional passage of several bars to the first
variation. During the entire work the piano keeps this connecting function and is never used as
an orchestral instrument.

First VARIATION: “Her Majesty’s Virginal.” 'This Variation is built in the form of a canon
with its model as follows:
1. bar 2. bar etc.
Oboe: Theme from right to left (looking glass)
French Horn: Theme same as oboe
Celli: Theme in the original version
Violas: Theme in the original version.
The second part of this Variation develops the looking-glass canon on the sext:
1. bar 2. bar etc.
First violins: Theme in the original version
Second violins: Theme as looking-glass in the sext.

In the score I marked these inversions with the Latin designation MORE HEBRAEORUM
(In the Hebrew manner). The end of the looking-glass phrase is marked like this:

TA4I dHT OT THOIA AHT MOJAT AT F2ATId

SECOND VARIATION: “The Madrigalists.”” The madrigal was one of the favorite forms duy-
ing the 15th and 16th centuries. This Variation pays homage to the English composers of this
early form of music.

THIRD VARIATION: “The Black Lady’—heroine of Shakespeare’s sonnets. -

FourTH VARIATION: “The Highlanders”” Some years ago while spending some time in
London a strange music awakened me. This was the first time I had ever heard the music of
bagpipes en masse. To transfer these striking sounds to a symphonic orchestra, I wrote the
following key for the woodwinds: B6 C D E F Gb Ab Bb. Two small flutes play the same
bagpipe figuration in aliquot tones.




FrrrH VARIATION: “Pastorale’” It has never been my good fortune to see the ‘Englisb
landscape. An old classic painting in the British Exhibition in the Louvre in Paris provided the
imagination for this variation.

SixtH VARIATION: “Mr. Weller, Senior, discusses widows with his son, Samuel Weller,
Esqg.” The twenty-third chapter of Charles Dickens’ Pickwick Papers establishes the classical
example for a stubborn generalization. In this variation the solo bassoon answers to everything
i% th'c(:-1 same stubborn manner as his pattern, the coachman Weller in his imperturbable opinion
of widows.

SEVENTH VARIATION: “Sarabande for Princess Elizabeth, Electress Palatine and Queen of
Bohemia”—Elizabeth Stuart (1596-1662), daughter of James I, was a lady of unusual beauty
and education. She was the unhappy winter queen of my unhappy native country. This Varia-
tion is written in the doric mode on C sharp.

Symphony No. 4, in E minor, Op. 98 . . . . . . JoHANNES BRAHMS

Born in Hamburg, May 7, 1833;
died in Vienna, April 3, 1897.

Much was made at first of the fact that the key of this symphony is E minor. When
it was brought out at Meiningen, under the direction of Hans von Biilow, on October 25,
1885, there was a great deal of discussion about the choice of key and even some dismay.
E minor was looked at askance as the key for a symphony, even though Haydn and
Raff had both used it. The suggestion has been offered that Brahms picked out E minor
because of its “pale, wan character, to express the deepest melancholy.” This key has
been described also as “dull in color, shadowy, suggestive of solitude and desolation.”
Haydn perhaps felt strongly the sorrowful implications of the key, for his E-minor sym-
phony is the “Symphony of Mourning.,” Rafi’s E-minor symphony, on the other hand,
is by no means the autumnal affair that Brahms’s is said by some to be. Its title indicates
that, the title being nothing else than “In Summer” !

Whatever the motives may have been that determined Brahms’s choice, he selected
his key and proceeded to compose. The work was written at Miirz-zu-Schlag in Styria in
the summers of 1884 and 1885. And at Miirz-zu-Schlag in the latter year the manuscript
was endangered by fire. Brahms had gone out for a walk. On his return he found that
the house where he lodged was burning. Fortunately he had devoted friends there who
were rushing his papers out of the building. Brahms pitched in with the rest and helped
get the fire under control. The precious manuscript was saved.

The audience that heard the Meiningen premiére liked the symphony. Indeed, a vain
effort was made to have the Scherzo repeated. Nevertheless the symphony was slow in
winning general favor. In Vienna, where Brahms resided, it disappointed his friends and
delighted his enemies. Hugo Wolf, the composer of songs, was then writing musical
criticism. He devoted a bitter article to the work, in particular poking fun at the key—
at last a symphony in E minor! Brahms’s friends, for their part, celebrated the key,
in order, it is said, to help cover up their disappointment in the work itself. It was
usual to hear the symphony called grim, austere, forbidding, granitic. However, eventually
it made its way, and now there are those who would even accord it first rank among
its author’s four symphonies.

The first theme of the first movement—given out by the violins and answered by
flutes, clarinets, and bassoons—is of a thoughtful and somewhat mournful character, but
it could hardly be termed forbidding. Rather it invites to meditation. The second theme,
introduced by the wind instruments, is harmonically and rhythmically one of Brahms’s
most fascinating inspirations. Some undiscourageable seekers after resemblances have dis-
covered a likeness in the thirteenth and fourteenth measures to a passage in the second
act of Puccini’s opera “Tosca,” which followed the symphony after fifteen years. Such
resemblances are often mere coincidences.

The second movement, Andante moderato, with its unearthly melody announced in
the Phrygian mode by the horns, to be taken up immediately by oboes, bassoons, and
flutes, has been termed the most hauntingly beautiful page in all Brahms. Of this section
Elisabeth von Herzogenberg wrote to the composer: “The Andante has the freshness and
distinction of character with which only you could endow it, and even you have had
recourse for the first time to certain locked chambers of your soul.”

Kalbeck, who finds that the whole symphony pictures the tragedy of human life,
compares the Andante to a waste and ruined field, like the Campagna near Rome, But
in the ensuing Scherzo he sees the Carnival at Milan. The Finale reminds him of a pas-
sage in the “Oedipus Coloneus” of Sophocles: “Not to have been born at all is superior
to every other view of the question.” Vet there are those who deny any such pessimistic
interpretation, who find a rugged, full-blooded vigor in the Finale as well as in the
Scherzo and who attribute the more specifically thoughtful portions of the work to the
reactions inevitable to any sensitive and, meditative spirit. In form this movement is a
passacaglia or a chaconne—the doctors have never arrived at an agreement with regard
to the exact definition of those old and noble dance forms.




