
Jhe ANN ARBOR 

1969 





Ninetieth Season 

UNIVERSITY MUSICAL SOCIETY 

of The University of Michigan 

The Seventy-Sixth 

ANN ARBOR 

MAY FESTIVAL 
Five Concerts 

April 24, 25, 26, 27, 1969 

Hill Auditorium 

Published by the University Musical Society, Ann Arbor, Michigan 





CONTENTS 

PAGE 

GAIL W. RECTOR AND DR. CHARLES A. SINK (photograph) ..... . . ........ 4 

UNIVERSITY MUSICAL SOCIETY, BOARD OF DIRECTO RS......... ....... . . . .. 5 

PERFORMING ARTISTS....... . .. .... . . ................................... . ..... 7 

FESTIVAL PROGRAMS ... . .... .". .................... . ..... ..... ................ . 9 

ANNOTATIONS 

First Concert. . . ... .. ........ .... .. ........ ...... ........... . . . . ... ....... .. 17 

Second Concert. . . . . . . . . . . . . . .. . . . . . . . . . . . . .. . . . . . . .. . . . . . . . . . . . .... . . ... . . 28 

Third Concert. . . . ....... . . .. . ......... . . .. ......... .. .. ...... ..... . ... ... . . 39 

Fourth Concert. ........... . ........... .......... .. . ... .. : . . ... ... ... .... ... 49 

Fifth Concert. . . . ........ ... . .... ..... ... .. ... . ..... .... . . . . .. . . ........... . 58 

THE PHILADELPHIA ORCHESTRA A D MAY FESTIVAL ARTISTS ............. 66 

PERSONNEL 

The University Choral nlon................. . .. . ........ . .............. 72 

The Philadelphia Orchestra... . .. ..... . . ......... . ... ............. . ...... 74 

HISTORY 

The University Musical Society ................ . ... ... ... . . .. . . ... .... .... 75 

The Ann Arbor May Fe tival.... . . .... . ..... .. . . . .. ................. ..... 77 

CHORAL UN ION REPERTOIRE ...... ... ... ..... . ............ ........ ........ ... 78 

GIFT PROGRAM ...... ..... .... .... ... ..... . .... . . . .. . . ..... .. . ....... .... .... 81 

Contributors ....... . ..... . ........ .. . . . . .. . . ... . .. .. . . . .. ........ ..... . . . 

INTERNATIONAL PRESENTATIO S FOR THE 1969 -70 SEASON............. . ::J 



Gail W. Rector, President oj the University Musical Society, with 
Dr. Charles A. Sink, who became President 

Emeritus on November 5, 1968 



THE UNIVERSITY MUSICAL SOCIETY 

Board of Directors 

GAIL W . RECTOR ..... .. . . .. ... .. ... .. .. .. . .. .. ............ . . .... President 

ROSCOE O. BONISTEEL . . . .. . . .... . .. ... . ...... .. .... ... . . Vice-President 

ERICH A. W ALTER . .......... . .. .... . .... . . . . . .. . .... .. ....... . .. Secretary 

E. THURSTON THIEME ............ ........................ . .... Treasurer 

JAMES R. BREAKEY , JR. 

DOUGLAS D. CRARY 

ROBBE W. FLEMING 

HARLAN HATCHER 

PAUL G. KAUPER 

WILBUR K. PIERPONT 

DA TIEL H. SCHURZ 

STEPHEN H. SPURR 

Directors Emeritus 

C H ARLES A . SINK OSCAR A. EBERBACH 

THOR JOHNSON 

ALEXANDER G . R UTHVEN 

E. BLYTHE STASON 

HENRY F . VAUGHAN 

5 





THE SEVENTY-SIXTH ANNUAL 

ANN ARBOR MAY FESTIVAL 

Conductors 

EUGENE ORMANDY, Orchestral Conductor 

THOR JOHNSON, Guest Conductor 

LESTER McCoy, Chorusmaster 

Organizations 

THE PHILADELPHIA ORCHESTRA 

THE UNIVERSITY CHORAL UNION 

Soloists 

REGIN E CRESPIN . .. .... .... ....... . ....... . ....................... Soprano 

MARIA STADER ....... . .. ... ... ......................... . .. .. . .... . Soprano 

JOANNA SIMON ............................................. Mezzo-soprano 

RICHARD TUCKER . ...... ... . . .. .......... ........ .. .. ... ....... .... . Tenor 

JOHN MCCOLLUM ........ . ....... . .. ...... . .. .... .. .. . ...... ........ . Tenor 

WILLIS PATTERSON ........... : ....... . ...... .. .... . ..... ...... .... ... Bass 

HANS RICHTER-HAASER . ............................ . ...... . .... . Pianist 

ZARA N ELSOVA .. . .... ...................... . .. .. .... ...... .. . . Violoncellist 

(For hiogmphical skelches oj all perfanl/ers, .>ee page.> 66 10 i I) 

Th p Sieil/ way i.1 Ihe ollicial pimlO oj Ih p Ull.illersil)' MU .>ical Sociely. 
Th l' Baldwin PiaI/O I~' Ih e ollicial piaI/O oj Ihe Philadelphia Orchestra. 

The Philadelphia Orcheslra record.~ pxclllsivelyJor R CA Red Seal. 

7 





FIRST MAY FESTIVAL CONCERT 

THURSDAY EVE l NG, APR IL 24, AT 8:30 

THE PHILADELPHIA ORCHESTRA 

EUGE NE ORM AN DY, Conductor 

SOLO IST 

RI C H ARD TUC KER , Tenor 

PRO(; RA~I 

*"Classica l" Symphony in D majo r , Op. 25 . . . .... .. . .. .. ... . . ... . PROKOFI EV 
All egro 

Largh e u o 
(;;]nllte: non troppo allegro 

Final e : molto ,i,'ace 

CO llce rt ar ia a nd recita tive, 
" lise ro' 0 sogno, 0 son desto" (K. 43 1) ........ ................. \! OV.RT 

Recitative a nd aria, "Sound an Alarm," 
from Jlldas Maccaba ells ........ . ...... ... ... .. ....... .......... ............ HANDEL 

RI CHARD T UC KER 

" Ibe ria" (" Im ages" for Orchestra) No.2 

1 n th e Slreels allel UIII'a\'s 

Perfumes o f Ih e Nig'hl 
The i'.i oming of a Feas t-cia) 

INTER~1I S ION 

DEBes y 

"0 Pa radiso" fro m L Africaine ................... . ... . ........ . . ... .. .. .. l\ IEYERBEER 
" o! pazzo son! guarda le" from AlaI/oil L('sca llt ........ .. ... ............ P CC lNI 

MR. TUCKER 

*Symphon ic Poe m. "The Pines of Rome" ....... . ..... ..... .. . .. . .. RESP IGH I 

The Pin es of Ih e Villa Borghese 
The Pin es nea r th e Catacombs 
The I'in cs of th e J :lnintlulll 
The Pin es of Ih e .-\ ppian Wa)' 

.. \\ ,lll.lhlt· 1111 ( :clllllllbi.1 R",t tIl d, 



SECOND MAY FESTIVAL CONCERT 

FRIDAY EVENING, APRIL 25 , AT 8:30 

THE PHILADELPHIA ORCHESTRA 
THE UNIVERSITY CHORAL UN ION 

THOR JOHNSON , Conductor 

SOlOI T 

JO A A IMO N, Mezzo-soprano 

H A S RI C HTER- H AASE R, Pianist 

PROCRA~I 

Psalm 150, for Mixed Choru and Orchestra, Op. 5 .............. G INASTE RA 

UN IVE RSITY CHORAL U ION 

Pantas ilea's aria from Bomarzo ................................ .. .......... G IN ASTE RA 

JOA NA SIMON 

"Fern Hill " fo r Mixed Cho ru s, Mezzo-soprano, 
and Orchestra ....... .. ... . ..... . . .. . ... ..... . ... ....... . ..... . CO RI GLIANO 

UN IV ERSITY CHORAL NIO AND J OANNA S IM ON 

INTE RMI SS IO N 

Concerto o. I in E minor for Piano 
and Orchestra, Op. II ............. ....... . . . .. .. . ...... ........... CHOP IN 

All egro maesLOSO 
Romanze; larghello 

Rondo: vivace 

IO 

HANS RICHTER-HAASER 



THIRD MAY FESTIVAL CONCERT 

SATURDAY EVENING, APRIL 26, AT 8:30 

THE PHILADELPHIA ORCHESTRA 
EUGENE ORMANDY , Conductor 

PROG RAM 

Prelude to Die M eistersinger von Niimberg ...... .. . .. . ..... ...... .. ... . . .. . WAGN ER 

*Sympho n y N o. 3 , "The C a mp Mee ting" .. . .. . . .. .. . . ...... . .... . ... . .. . . I VES 

Old Folks Ga lh erin ' 
Ch ild ,-en's Day 
Communio n 

INTERMISSION 

Sympho n y o . 1 in D m aj o r ("Th e T ita n ") . . . . . ... . .. . . ....... . ... . . MAHLER 

Langsa m ; gemachlich 
And ante (" Blumine") 

Kl'a flig bewegl 
Feierlich un d gemessen 

Slu nn isch be \\'egl 

· RCA Red SC;l 1 Records. 
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FOURTH MAY FESTIVAL CONCERT 

SUNDAY AFTERNOON, APRIL 27, AT 2:30 

THE PHILADELPHIA ORCHESTRA 
THE UNIVERSITY CHORAL UNION 

THOR JOHNSON, Conductor 

SOLOISTS 

MARIA STADER, Soprano 

JOAN IA SIMO I, Mezzo-soprano 

JOH McCOLLUM, Tenor 

WILLIS PATTERSON , Bass 

ZARA ELSOVA, Violoncellist 

PROGRA~I 

Mass in A-Aat majo r , o. 5 .......................................... SCHUBERT 

Kyrie 
Glo ria 
Credo 
SanClus 
Bened iclLIs 
Agnus Dei 

UNIVERSITY CHORAL UNION AND SOLOISTS 

INTERMISS ION 

Concerto in E minor for Violoncello 
and Orchestra, Op. 85 . . .... . . . ....... ... ............ .. ........... . . ELGAR 

Adagio; moderato 
Lento; allegro mol to 

Adagio 
Allegro; moderato; a llegro, rna non troppo 

ZARA ELSOVA 
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FIFTH MAY FESTIVAL CONCERT 

SUNDAY EVENING, APRIL 27 , AT 8:30 

THE PHILADELPHIA ORCHESTRA 
EUGENE ORMANDY, Conductor 

SOLO IST 

REC I NE C RESPI N, Soprano 

PROGRAM 

*Symphony No. 3 1 in D m ajor, K. 297 ("Paris") .... . .. .. .. .. ... . .. . MOZART 

Allegro assa i 
Andanlin o 

All egro 

Scene a nd aria, "A h , perfido," Op. 65 .. . ........ ...... . ........ .. BEETHOVEN 

RECINE CRESPIN 

INTERMISSIO 

"S he herazade" - Three Poems for Vo ice 
a nd Orchestra ........................ . . . . . . . . .. ... . . . . ... . . ........ . . RAVEL 

Asie 
La Flule enchanlee 
L'IndiiTe rem 

MISS C RESPIN 

*"La Mer" - Trois esquisses symp h o niqu es . . ........ .. . . .. . . .. . . . .. DEB USSY 

De I'aube it midi sur la mer 
J eux de vagues 
Dialogue du vem el de la mer 

"A\'ailable o n Columbia Records 
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ANNOTATIONS 
by 

GLENN D. McGEOCH 

Th l' A 1111101' o/tllP annotations expresses his appreciation to 
FEROL BRINKMAN Jor her editorial services. 





FIRST CONCERT 

Thursday Evening, April 24 

"Classical" Symphony in D major, Op. 25 . . .. .... .. PROKOFIEV 

Serg-C) Serg-c~ C\'ildl I'rokohc\ \\';" born in SOlllso\·ska. 
Russia. April 23. IH91: died in \Iosco\\,. \lar('1> 5. 1953. 

Sergey Prokofiev. a senior member of a very sign ificant group of Soviet 
Republic composers. of whom Dmitri Shostakovich is perhaps the most 
sensational member. a('ter a few startling excursions in to the grotesque 
and only an occasional sojourn into the cacophonous rea lm of the musical 
modernism 0(' his day. produced music that was not merel y interesting 
and clever but brilliantly effective. 

At a period when European audiences either were being doped into a 
state 0(' insensibility by the vacuity of the Post-Impressionists. incensed to 
riots by the shocking barbarisms of Stra\·insky. or baffled into boredom by 
the mathematical cerebration of Schonberg (w hose music seemed, as far as 
emotiona l exp ress ion was co ncerned. to be hermetically sealed). the spec
tacle of' a composer who was still able to create music that had natural ease 
and fluidit y. and a f1-eshness and spontaneity that was essentially "classi
cal," was as surprisin g as it wa e\·entful. 

During a protracted ab ence from his native land between 1918 and 
1932. at which tim e he traveled in Japan and the United States and lived 
in Paris. Prokofiev won a tremendous reputation as an international 
composer. Such works a the Clas ical Symphon y (1916-17). the Scythian 
Suite (1916). the opera Love oj Three Oranges (1921). which he composed 
('or the Chicago Opera A ociation. and the ballet Chout (1921) had . with 
their driving energy. clear de igns, bright colors. and ironic overtone. 
carried his name throughout the musical world. Upon his !-eturn to 
Ru ss ia in 1934. and hi identification with Soviet cultural life and its rigid 
proscription on free expre ion. he teered a cautious course between his 
own artist ic instincts and the demand of the State. Gradually, a hift \Va 
noted from his former rather ab tract and sometimes abstruse manner to 
one more immed iate and acceptable to Russian aud ie nces. In a tempered 
frame of mind he wrote. among other wor ks . Lieutenant Kije' 111 1934. the 
Second Violin Concerto in 1935 . a Russian Overture and P eter and the Wolf, 
both in 1936. incidenta l music for the film Alexander evsk)" and a cantata 
dedicated to Stalin. Zdravitsa, in 1939. an opera based upon Tolstoy's H ar 
and Peace in 1940. his Fifth Symphony in 1945 (h i Fourth Symphony had 
been written seventeen year before). a nd the Sixth Symphony in 1947. 

Aside from Russian folk-song source to which he turned for these 
\l'Ork . a new romantic idiom began to hape itself. In spite of hi con-
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MAY FESTIVAL 

scious attempts to abide by the dictates of the State, he, along with 
Shostakovich and Khatchaturian , was attacked by the Communist Party's 
famous decree of February 11 , 1948, for writing mu ic that "smell ed 
trongly of the spirit of modern bourgeoi music of Europe and Amer

ica," and again later in the year by Tikhon Khrennikov, secretary-general 
of the Soviet Composers' Union, for his "bourgeois formalism ." In spite 
of these reprimands, Prokofiev, to the end of his life five years later , 
continued to produce works of high individuality and artistic value. He 
never lost entirely the clear, terse style and motoric drive he revealed in 
his earlier works, and although in his compositions after 1935 there was a 
new emotional quality, an almo t romantic richness of melody, and the 
fulfillment of a latent lyricism, the old style was still definite and clearly 
defined. This continued to give to his mu ic the same sureness and 
spontaneity that has always been its chief distinction. At the time of his 
death he was at the very height of his creative powers. He had become 
infinitel y more than a clever composer who delighted in the grotesque; 
his music is, according to Leonid Sebaneyev and man y other critics, the 
most original and valuable that Ru sian art of this century has produced. 

It was not without a provoking wit, and just a little satire, perhaps, that 
Prokofiev ever so politely thumbed his nose at the young radical "mod
erns" for a moment, and with his tongue in his cheek deluded the staid 
traditionalists by creating the impression that the "good old classicism" of 
the past was as alive as ever. The "Classical" Symphony, produced in 
1917, has all the polished craftsmanship and mannered elegance of a true 
eighteen th-cen tu ry com position. 

Employing an orchestra typical of Haydn or Mozart, and adhering 
religiously to the formal symphonic traditions of their time, Prokofiev has 
almost outdone his models in charm, elegance, and nice proportion. 
Throughout the work, however, there are, here and there, sly intrusions 
of daring harmonic progressions, and pointed misshapings of phrases 
that would certainly have taken the curl out of the periwigs of an eight
eenth-century audience. These moments, however, provide delightful 
zest, engaging interest, and no little humor to those who know well their 
classic composers. 

Concert Recitative and Aria "Misero! 0 

sogno, 0 son desto" (K. 431) ..... . .. . .. . ........ . ... MOZART 

Wolfgang Amadeus Mozan was born in Salzburg. 
J a nuary 27, 1756; died in Vienna, December 5. 1791. 

I like an aria to fit a singer as perfectly as a well-made suit of clothes. 
-MOZART 

In its diversity and scope, the music of Mozart is one of the most 
astonishing achievements in the history of European art. Wherever he 
directed his pen , to the creation of opera, serious or comic, to cantata, 
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FIRST CO CERT 

Mass, chamber music, sonata, or symphony, he left imperishable master
pieces. In more than six-hundred works, created at a breathless speed 
during less than thirty-six years, Mozart revealed a universality unknown 
to any other composer, for his art was founded upon a thorough assimila
tion and sublimation of the prevailing Italian, French, and German styles 
of his period; he carried to perfection all instrumental and vocal forms of 
his day. No composer ever revealed simultaneously such creative affluence 
and such unerring instinct for beauty. Few artists in any age have been so 
copious and yet so controlled, or have so consistently sustained through
out their creative lives such a high level of artistic excellence. 

" Is not almost all of the instrumental music of the second half of the 
eighteenth century in general , and that of Mozart in particular, pene
trated through and through with spirit of opera," wrote the great Mozart 
authority Alfred Einstein. " owhere does the purely Italian derivation of 
Mozart's style show more clearly than in the aria and all other forms that 
have more or less to do with opera."* In truth , Mozart's manifold genius 
is more full y exploited in the opera than in any other form . His amazing 
sense of dramatic veracity, his uncanny insight into the psychological 
aspects of character, and the unbelievable aptness with which he mani
fested these in his music, not onl y proved his natural talent for the 
theater, but established him as one of the foremost composers of opera in 
the world. 

owhere is the indebtedness of instrumental forms to the opera more 
evident than in the aria. By 1750 it had become a miniature concerto for 
voice and orchestra. "The strange thing about its development historically 
speaking," wrote Einstein, "is that the form ... was perfected in the work 
of [the Italian composers] Stradella and Alessandro Scarlatti earlier than 
the concerto, so that the concerto was actuall y fashioned after the aria and 
not vice versa. "t 

Mozart's concert arias were occasional works either to be inserted into 
his own operas, or those of other composers commissioned by famous 
singers of his time, or imply written by choice for singers who possessed 
voices he particularly admired. In the fifty odd concert arias he composed 
throughout his life (from the age of nine to the year of his death in 1791), 
he followed models established b his Italian predecessors, and upon 
them he bestowed his riche t melodic gifts and the wealth of his in
strumental craftsmanship . 

The Recitative, "Misero, 0 sogno, 0 son desto," and the Aria, "Aura, che 
intorno speri," was written in Vienna in December, 1783, for Valentine 
Adamberger, a German dramatic tenor for whom Mozart created the part 
of Belmonte in Die Enifuhrung aus dem Serail. The occasional references to 
him in Mozart's letters reveal an affection that reflects personal as well as 
professional regard. Adamberger was born in Munich, July 6, 1743, and 
cljed in Vienna, August 24, 1804. During his early career in Italy, he was 

· ;\I frccl Einstci n. Mowrl. /-/;\ Chararlrrand Hi\ War. (Ne w Yu rl.. : O xt o nl Un i \"cnit~· Press. 1945). p. 355. 
t llud .. p. 357. 
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MAY FESTIVAL 

known as Adamonti. 
The text of the Aria co ncerns itse lf with th e se lf- torturing imagination 

of a co nde mned prisoner. T he sce ne is in three parts. In a n agitated 
R ecitative the singer bemoa ns his fate at finding himself a priso ner; in the 
Aria his thoughts turn to his beloved, and in the final section, they return 
to his hopeless situation. A condensed vers ion of the text follows: 

Recitativc: Wh ere am P Am I drea,iling? Unhappy mortal a ll a lone in this dreary prison', 
the abodes of hormr and silent SOITO\\'. Wailings fi ll the darkness. and mc with termr. 
~ I ust I langu ish a ll my life in this place) I pray g"al1l me "elease, g ivc me back my 
freedom . No onc hears me . Only echoes send back m)' words in answer . Must I die 
a lo ne? 

Aria: Oh m)' belo"cd, to kno\\' that I have lost )'o u ., To think that neve,' again , o h heaven, 
shall I behold YOLl. nor ca ress you in a lingering farewell. 
vVild and ee rie shado\\'s. and disma l voices fill my sou l with fear. With sighing and 
\\·eep ing. my senses fail, all hope is gone. 

Recitative and Aria, "Sound an Alarm" 
from J udas Maccabaeus . .. .... .. . ... . ....... .......... HANDEL 

Georg Friedrich Handel was born in Halle, German)" 
February 23. 1685; died in London . April 14. 1759. 

Georg' Friedrich Handel , one of the titans of music , is today one of the 
most shamefull y neglected of composers. Allhough Messiah is known 
throughout the civilized world and is perhaps the mo t beloved of a ll 
choral works, we must agree with Bukofzer that "its immense public 
knows it more for its religious appeal than for its musical exce lle nce." It 
must be adm itted that Messiah has won it place in our a ffections large ly 
by habit, cu tom, and association. A large part of its fa ithful public is 
unaware of the fact that Handel wrote th irty-one other oratorios, to say 
nothing of forty -six operas and a staggering amount of instrum enta l 
music. Furthermore, he composed in every form known to his age. Be
sid es the incredible n umber of operas and oratorios, he prod uced Passion 
music, anthems, Te Deums, cantatas, duets, trios, ongs, pasticcios, in
cidenta l music for the stage, serenades, and odes. His output of in
strumental music was equall y fabu lou . Numbered amo ng his co mpl ete 
wor ks are sonatas, trios, organ concerto, su ites, concerti gross i, overtu res , 
and music for the harpsichord , harp, and ballet. Th us there is ava il ab le 
for opera houses, choral societies, individua l sin gers, and in strum e nta li sts 
throughout the world an alm ost in ex ha ustible wealth a nd variety of prac
ti ca ll y unknown music by thi s, the last grea t master of the Baroqu e era. 
T h ree countries have a national justification for cla iming him: Germa ny, 
the land of his birth; Ita ly, where he received hi s ea rl y tra ining a nd 
experience; and England, the land of hi s adoption , where he created most 
of hi s music over a period of a half century and where he lies buried in 
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FIRST CO CERT 

the poets corner of Westminster Abbey among the immortals of English 
letters . 

Handel produced Judas Maccabaeus at Covent Garden on April 1, 1747, 
and from the first night it was a success. In later revivals - and Handel 
performed it some thirty times - he made additions which ultimately 
brought the work to the form in which we know it. 

According to The Bible (I Mace. ii; 4), the name Maccabaeus was 
originally the surname of Judas, the third son of the Jewish priest, 
Matthias, who struck the first blow for religious liberty during the per
secution of Antiochus IV in his attempt to thrust Hellenism upon Judea. 
Judas Maccabaeus became the leader in this campaign, which is the most 
thrilling chapter in Jewish history. 

The Recitative and Aria on tonight's program is sung by Judas in Part 
II of the Oratorio, which celebrates his heroic valor in overcoming the 
Syrian armies of Apollonius and Seron. Renewal of war by a division of 
the Syrian Army from Egypt has caused great despondency among the 
Israelites. In "Sound a n Alarm" Judas arouses the failing courage of his 
people and exhorts them to again meet their enemy. 

"Iberia" ("Images" for Orchestra, No . 8) ............ DEBUSSY 

Claude Debussy wa born in Saint Germa in-en-Laye 
on August 22, 1862; died in Paris, March 25 , 191 8. 

He paints with pure colors-with that delicate sobriety 
th at spurns all harshness and ugliness. 

- ROMAI N ROLLA NO 

France had no music of a real national character for over a century 
before the advent of Debussy. While the nationalization of music in 
France was not the work of Debussy alone, certainly no one approached 
the expression of so truly a French musical spirit with greater success than 
he. His style reveals the purest craftsmanship , impeccable taste , and above 
all a finesse and lucidity in execution. 

In our concert halls today, Debussy is definitely out of fashion. Yet 
among musicians of this generation, his star is in the ascent. They are 
re-evaluating his position in mu ic history at a time when their art is 
floundering in a welter of experimentation some of which has already led 
to a complete annihilation of former expressive and formal values. De
bussy emerges today as one of music's most original composers and 
effective liberators. In emphasizing sound for sound's sake, he destroyed 
the old rhetoric of music and in vented a contemporary approach to form. 
He was the first of the really great moderns who prepared the way for the 
"atonalists" by introducing chord outside of the key signature, creating a 
vague fee ling of tonality without actually rejecting it. His conscious reac
tion against Romanticism, and especially Wagner, rejected the grandiose. 
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MAY FESTIVAL 

the epic, and the aggressive and substituted discreet, subtle, and evanes
cent moods for strong personal emotionalism. Preceded by minor com
posers like Satie, and followed by the major masters of our 
day-Schonberg, Stravinsky, Webern, Berg-he led music into a new 
world of enchantment and discovery. 

Debussy's music is invariably identified with Impressionistic painting. In 
truth, they both created similar world of vagueness, atmosphere, and 
vibrant color. The Impressionist painters-- Monet, Manet, Degas, and Re
noir-who saw the world as a dynamic, constantl y changing reality, offer 
an interesting parallel to Debuss who e mu ic gives the most fleeting 
existence to immaterial abstract ideas. While they negated all the estab
lished rules of painting by reducing evenly colored surfaces to spots and 
dabs of color, or with abrupt short brush strokes shattered forms into 
fragments, so Debussy, through his unresolved dissonances, sensitive 
awareness of delicate instrumental combinations, fragmentary themes, 
flexible and even vague rhythms, forsook established musical forms in the 
interest of atmosphere. Debussy, in truth, knew very little about these 
painters. As has been pointed out by Alfred Frankenstein,* there is no 
evidence that he found any direct inspiration in their paintings. Nowhere 
in his extensive writing is there any statement that he was conscious of 
their existence, far less that he acknowledged any indebtedness to them. 
The Impressionist painters were all of a generation older than Debussy. 
Frankenstein further points out that their important exhibition was held 
in 1874 when Debussy was only twelve years of age ; that Impressionism as 
a movement was over before he had seriously begun to compose; that 
although he was more strictl y contemporary with the 
Post-Impressionists- Van Gogh, Cezanne, and Gauguin-he shared none 
of their violence; and that the neo-primiti ism of Picasso, which found 
such a striking parallel in Stravinsky's Sacre du printemps, left Debussy 
untouched. His relationship to the Symbolist movement in literature was 
much closer. The fluid mysterious imagery of Maeterlinck drew him to 
the creation of PelUas et Melisande; Mallarme's "network of illusion ," as he 
referred to poetry, inspired him to compose "Prelude a l'apres-midi d'un 
taune" ; and to the sensuous poetry of Paul Verlaine ("Les Fetes galantes" 
and "Ariettes oubliees") he added a prolonged eloquence in his music. 

Debussy created two sets of piano compositions and a group of three 
orchestral works under the title, Images. The first series for piano, com
posed in 1905, comprised the well-known "Reflets dans reau," "Hom
mage a Rameau," and "Mouvement." Two years later, the second set 
appeared, made up of three pieces: "Cloches a travers les feuilles," "Et la 
lune descend sur Ie feuille quijut," and "Poissons d 'or." 

The orchestra l Images have nothing in common with the piano pieces, 
except their gene ric title. Debussy gave them the following names: "Gigue 
triste ," " Iberia," and "Ronde de printemps." 

"Alfred Frankenstei n. "The Imager} from Withou t," High Fid,/il)'. September. 1962. 
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Iberia was composed in 1909, and received its first presentation at one 
of the Concerts Colonne in Paris, February 10, 1910 . As at previous 
performances of works by Debussy, it was received with a mixture of 
warm applause, shrill whistling, and cat calls. The concert public, even in 
Paris, had not yet fully accepted Debussy's "modern" idiom . 

The first American performance was given by the Philharmonic Society 
of ew York, January 3, 1911. Gustave Mahler conducted . 

Iberia was the ancient Greek name for the country known to the Ro
mans as Hispania- (Spain). In this Suite we find a Debussy qu ite different 
from the composer of Pelle'as et Melisande or L'Apres-midi d'un faune . 
These Spanish sketches abound in abrupt juxtaposition of apparently 
unrelated and sharply contrasted ideas, riotous colors, and shifting 
rhythms. Only in the second section does the placid, reAective atmos
pheric style of the composer find sustained expression . 
. The orchestra called for in the score of Iberia comprises piccolo, three 
Autes (one interchangeable with a second piccolo), two oboes, English 
horn , three clarinets, three bassoons, double-bassoon , four horns, three 
trumpets, three trombones, tuba, kettledrums, side drum, tambourine, 
castanets, xylophone, celesta, cymbals, three bells, two harps, and strings. 

Iberia is divided into the following sections: 
1. "Par les rues et par les chemins" ("In the Streets and Byways"). Assez 

anime (dans une rythme alerte mais precise). 
2. "Les Parfums de la nuit" ("Perfumes of the ight") Lent et reveur. 

The movement leads into 
3 . "Le Matin d'un jour de fete" ("The Morning of a Feast-Day") Dans 

une rythme de marche lointaine alerte et joyeuse. 

"0 Paradiso" from L'Africana . ............ . .. ..... . MEYERBEER 

Giacomo /\Ie}erbeer was born Seplember 5, 
1791 , in Berlin; died lay 2, 1864, in Paris. 

During the second quarter of the nineteenth century the operatic "czar
dom" of Meyerbeer reached its apogee, not only in Paris and Berlin, but 
indirectly throughout the provincial theaters. Although he was not a 
composer of the first rank, he possessed a keen understanding of the taste 
of the public which he served and a peculiar gift for exaggeration and 
effective contrast in his music for the stage. Some beautiful cantilena 
passages occur in often bizarre and trivial arias in his operas, which tend 
to create, in concert performances, a higher evaluation of his work than 
the dramatic productions in their entirety justify. 

The aria on tonight's program is taken from the last of his dramatic 
works , The African, text by Scribe, which was produced at Paris, April 28, 
1865 . The story deals with the period and experiences of Vasco da Gama, 
the explorer, and hence is quasi-historical in its appeal. The aria occurs in 
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Act IV, in the Temple of Brahma. The beauty of the Indian landscape 
inspires da Gama to voice his admiration and to hail this land as an 
earthly paradise. To a shimmering accompaniment high in the woodwind , 
he sings a broad sustained melody expressive of his almost religious 
exaltation. The music then takes a more martial turn as he is filled with 
patriotic fervor by the thought that he will give this tropical paradise he 
has discovered to his native country: 

Hail fruitful land of plenty, beauteous garden 
An eanhl)' par'adise an Thou! 
The aZlIl'e sky, the fragl'ant a il' enchant m y heart. 
Thou fair new ",odd a n mine. 
Thee, a radiant gift on m)' native land I'll bestow. 
o beauteous country, Thou art mine a tlasl. 

"No! pazzo son! guardate" 
from Manon Lescaut .................................. PUCCINI 

Giacomo Puccini was born in Lucca, Italy, December 
22. 1858; died in Brussels, November 29, 1924. 

Called by Verdi the most promising of his successors, Puccini justified 
his master's faith with a career of uninterrupted success from his first 
venture, Le Villi (1884) to his last unfinished work, Turandot (1924). 
Manon Lescaut (1893) was his third opera, and in it he revealed that 
unique talent for the lyric theater that was to come to full fruition three 
years later in La Boheme (1896) and ultimately to win for him the rank of 
foremost composer of Italian opera in the first half of the twentieth 
century. 

Manon Lescaut was originally a novel by the Abbe Prevost, published in 
1731. In 1765 it was turned into a play by one J. Charles Brandes. Scribe 
made it the basis of a ballet by Halevy (1830); Auber converted it into a n 
opera (1866); and the English composer, Balfe , drew upon the story for 
his Maid of Artois (1836). But it was Jules Massenet, who in 1884, pro
duced his phenomenally successful Manon at the Opera Comique in Paris, 
and with it conquered the opera houses of the world . In writing another 
opera on the same story only nine years later, while he was sti ll a young 
and relatively unknown composer, Puccini displayed not only a bold and 
reckless spirit, but an unquestioned confidence in his own talents . "Masse
net feels it as a Frenchman, with the powder and minuets. I sha ll feel it as 
an Italian , with desperate passion," he once remarked. 

Massenet's Manon is a masterpiece. Puccini's Manon Lescaut is not. Masse
net was Puccini 's senior by sixteen years and had reached the very zenith 
of his career when he wrote his opera in 1884, while Puccini was just 
getting into his stride. Unl ike Massenet, he did not succeed in recapturing 
the peculiar French atmosphere of Prevost's novel , which took place in 
the corrupt Paris of the Regency during the second half of the eighteenth 
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century. This demanded a composer born and bred in the author's own 
country a nd instinctively at one with his mentality. Puccini's opera fails to 
radiate the true Gallic spirit of the subject. His work, however, is superior 
by virtue of the inexhaustible fund of Italian melod y which it contains, by 
the sensuou s warmth and tenderness that characterizes his music in gen
eral, and by the comparative modernity of his harmonic and orchestral 
idiom. In Manon Lescaut Puccini first found himself as a musician , and 
whil e some of the mature characteristics of his style, found in La Boheme, 
Madama Butterfly, and Tosca, are in fu ll bloom, others are still inchoate . 
Puccini, a lways at odds with his librettist, took three yea rs to compose the 
work, and e ngaged the services of five writers before he was satisfied. His 
publish er, Ricordi , first commissioned the playwright, Giuseppi Giacosa, 
whose effo rts he rejected. Ruggiero Leoncavallo, the future composer of 
Pagliacci, and Maro Praya, a playwright of some repute, with the aid of 
the poet, Domenico Oliva, met the same fate. The final product was the 
result of the co mbined efforts of Giuseppe Giacosa, Luigi Illica, and 
Puccini, himsel f. To list the names of its five authors on the score would 
have a ppeared ridiculous. The opera therefore, was published merely as 
"Manon Lescaut, Lyric Drama in Four Acts; music by Giacomo Puccini. " The 
origina l creator of the fascinating Manon, the Abbe Prevost, was men
tioned only o nce - in an anonymous preface to the published libretto. The 
opera was performed for the first tim'e at the Teatro Regio, Turin , 
February 1, 1893, eight d ays before the premiere at La Scala of Verdi 's 
swan so ng, Falstaff. Its success was sensational. At its conclusion, Puccini 
and the cast received over thirty curtai n calls. With Manon Lescaut Puc
cini 's international fa me was assured . 

T he story in brief is as follows: Manon, a beautiful young girl from 
Am ie ns, o n her way to a convent, e lopes with the handsome Chevalier des 
G rie ux, whom she later deserts to become the mistress of the elderly, but 
wealth y, Geronte de Ravoir. Soon tiring of the life of luxury and boredom 
with her aging lover , she returns to the a rms of des Grieux . Geronte, in a 
rage of jealousy, denounces her to the police as a prostitute, and she is 
banished to the French province of Louisiana. Des Grieux is smuggled 
a board the ship that is to take her to America. On a desolate plain which 
borders the territory of ew Orleans, she and Des Grieux , in desperate 
n eed of food and shelter, wander aimlessl y until Manon, exhausted , dies 
in his arm s. 

The Aria "No , pazzo son guardate" is sung by Des Grieux at the end of 
Act III. Manon is about to be deported . Des Grieux and Lescaut have 
planned to abduct her from prison , but their plot has been discovered . 
Soldiers are leading a band of condemned women aboard the ship , and 
Manon among them sobs farewell to Des Grieux . In desperation he 
implores the captain of the ship to allow him to accompany her into exile . 
His plea takes the form of an impassioned largo sostenuto over insistent 
and accented triplets. It is one of the most genu ine scenes Puccini ever 
wrote; never in his later operas did he write a more compelling moment. 
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So eloquent is his grief ("See, how frantic I am- how I weep and 
implore you . . . ") that the captain consents to take him on board as the 
curtain descends. 

Symphonic Poem: "The Pines of Rome" 
Onorino Respighi was born in Bologna, July 
9, 1879; died in Rome, April 18, 1936. 

RESPIGHI 

In an article in La R evue musicale for January, 1927, G. A. Luciani wrote 
of Respighi : 

Of a ll th e contemporary Ita lian musicians, Respighi has had the most a mple and varied 
o utput. He has trea ted a ll genres with such technical re ource that one can hard ly say which 
best reveals the personality o f the com poser .... He stands always in the first I'a nk of those 
Ita lia n musicians who have conll'ibuted ~o the renascence of symphon ic music in Italy. In 
"The Fountains of Rome" he has succeeded in realizing a personal form of symphonic 
poem, where descriptive color blends intimately with sentiment a nd IYI' icism , where the 
classical line is unbl'Oken by modern technical usage. He returns to this fOl'm in "The Pines 
of Rome" which culminates in a triumphal march , rich and powerful in sonority. 

As Alfredo Casella has aptly observed , the more recent musical output of Respighi is 
characterized by a new classicism which consists of a harmonious fusion of the latest musical 
tende ncies of all cou ntries. This tendency is nowhere bener rea lized than with Oltorino 
Resp ighi. To the success of his work, mOl'eover, al'e added two traits which are em inently 
Latin: a feeling for contmction , and a serenity, the expression of which is rare in the music 
of our day. 

"The Pines of Rome" is the second of a cycle of three compositIOns 
dealing with the Eternal City. The first, "The Fountains of Rome," was 
written in 1916; eight years later, in 1924, he produced "The Pines of 
Rome"; and in 1928, the "Roman Festivals." Shortly after composing 
"The Pines of Rome," Respighi wrote to Lawrence Gilman: "The sym
phonic poem, 'The Pines of Rome' was composed in 1924 and performed 
for the first time at the Augusteo, Rome, in the season of 1924 - 25. While 
in the preceding work, The Fountains of Rome,' the composer sought to 
reproduce, by means of tone, an impression of nature, in 'The Pines of 
Rome' he uses nature as a point of departure in order to recall memories 
and visions. The century-old trees which dominate so characteristically 
the Roman landscape, become testimony of the principal events in Roman 
life." 

When Respighi arrived in America in 1925, he was interviewed by a 
representative of Musical America and made the following reference to this 
work: 

I do not believe in sensational effects for their own sake, It is true that in my new 
orchestral poem, ''The Pines of Rome." which Toscanini will introduce to you with the New 
York Philharmonic. some of the instruments play B sharp. and others B fl a t in the same 
passage, But this is not obtruded upon listeners; in the genel'al orchestral color it simply 
provides a note which I wanted. 

26 



FIRST CO CERT 

Yes, the l-e is a phonograph record of a rea l nightingale's song used in the thi rd move
men lo It is a nOClUrne, a nd the d reamy, subdued air of the woodland at th e evening hour is 
mirro red in the scoring for the orchestra. Sudd enly there is sile nce, a nd the voice of the real 
bird arises , with its liquid notes. 

Now that device has created no end of discussion in Ro me, in London-wherever the work 
has bee n· played. It has been styled radical, a departure from the rules. I simpl y realized that 
no combina tion of wind instruments cou ld quite counterfeit the real bird 's so ng. Not even a 
coloralUra sopra no could have produced an effect o th er than art ificial. So I used the 
phonograph. The directions in the score have been followed thus wherever it has been 
played _ 

As in the case of the "Fountains," the "Pines" is written in four move
ments. In a program book of the Philadelphia Orchestra, Mr. Gilman 
added the following explanation to the printed description which formed 
the preface to the score : 

_ THE PI NES OF THE VILLA BORGHESE (A llegretto vivace, 2-8). Children a re a t play in the 
pine-grove o f th e Villa Borghese, dancing the Italian eq uivalent of " Ring Around the Rosy"; 
mimic king marching soldie l-s a nd battles, twittering and shrieking like swallows a t eveni ng; 
a nd they disappear. Suddenly the scene changes to 

THE PI NES EAR A CATACOMB (Lento, 4-4) beginning with muted a nd divided strings, 
muted horns (pianissimo). We see the shadows of the pines which overhang the en trance to a 
catacomb. From the depths rises a chant which re-echoes solemnl y, sonorously, like a hymn , 
and is then mys teriously si lenced. 

THE PI ES OF THEJANICUL M (Lmto, 4-4, piano cadenza; cIal-inet solo). There is a thrill in 
the a iL The full moon reveals the profile of the pines of Gian icolo's Hill. A nightingale sings 
(represented by a gramophone record of a nightingale's song heard from the orchestra).* 

TilE PINES OF THE ApPI AN WAY (Tempo di marcia). \Iisty dawn o n the Appian Way. The 
tragic cou nu-y is gua rded by soli tar), pines. Ind istinctly, incessa ntl y, the rhythm o f innumer
able steps. To the poet's phantas), appears a vision of past glo ries; trumpets blare, and the 
arm)' of the co nsul adva nces brilliantly in the grandeur of a newly I-isen sun towa l-d the 
sacl-ed wa y, mo unting in triumph the Capi toline Hill. 

· Thc unique feature of th is section of the score is the first instance in s\ mphonic mllsic of the lISC of a record. 
Accompa mi ng the bird"!l song are trill s in muted \iolil1s . ppp. a c hord in the cellos and \'io la!!!. ;lIld somt." n otCS from the 
harp. 
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Friday Evening, April 25 

Psalm 150, Op. 5, for Chorus and Orchestra .... .. . GINASTERA 

Alberto Ginasle ra was born 
April II . 19 16. in Buenos Aires. 

Alberto Ginastera's paternal grandfather came to Argentina from Cata
lonia , Spain; his maternal grandfather from Lombard y, Italy. Hi parents 
were among the many second generation Argentines who ultimately set
tled in Buenos Aires . Although the fami ly was not musical , Alberto from 
the age of five displayed remarkable talent. When he was twelve he 
entered the Williams Conservatory of Buenos Aires and in 1936 the 
Nationa l Conservatory of Mu ic from which he was 'graduated with high 
honors. Three years later he returned to the Conservatory as professor of 
composition . In 1946, on a Guggenheim Founda tion Grant, he came to 

the United States where his works were first made known through the 
League of Composers in ew York Ci.ty and the Pan American Union in 
Washington , D. C. 

With such compositions as Panambi and Argentine Dances (1937); 
Songs of Tucuman and Dos Canciones (1938); Three Pieces for Piano 
(1940); a one act ballet, Estancia (1941) ; Danzas Criollas , a Suite for Piano 
(1946); Pampeana No.1 for viola and piano (1947 ); Pampeana No.2 for 
ce llo and piano (1950); and especia ll y Pampeana No. 3 for orchestra 
(1954), Ginastera definitely established him elf as the leader of the nation
al movement in Argentine music.* 

He continued a trend noted in Twelve America n Preludes for Piano 
(1944) ; the first String Quartet (1948); Sonata for Piano (1952); the 
Variaciones concertantes (1953), t and several other works, toward a 
counterbalancing of folk and nationalistic idioms with modern technical 
procedures of polytonality and twelve-tone writing. Grad uall y his pre
occu pation with local folklore material lessened , yet he was able to distill 
the essence in his thematic textures, rh ythms, and melodic motives. As he 
assimilated contemporary international techniques, th ere always re
mained, however, a continuity of subjective Argentine character. 

Because of his position today as South America's most em inent contem
porary composer , ma ny of Ginastera 's early works, such as Psalm J 50, 
have been appearing with increasing frequenc y on programs in the 

*A lbe rt Williams ( 1862- 1952) in 1890 started the trt:nd toward a highl y nationa lis tic moveme nt in Arge nt ine 1l111 !> il. Il l' 
\\'as f'l lloh'cd by sli ch folkloristic compose rs as Julian Agui rre . Carlos Lopel Buchardo. Lui ~ (; i;Jnneo. and Ju an Jose (::1 ,' 1"1 • • 

This movement was dominant when Ginaslcra came lO mu sica l I11 CJl uriL} . 

; Perfo rmed al the 1960 May Fest ival. 
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United States. The result has been stimulating and rewarding, for they 
have brought novelty and freshness to our concert audiences surfeited 
with many of the over-exposed masterworks of the past. 

Psalm 150 was written in 1938, when Ginastera was a you ng man of 
twenty-two and had just been graduated from the National Conservatory 
of Music. In it he already showed a remarkable command of a large 
orchestra, and a most effective manner of combining it with mixed cho
ruses. In spite of its allusions to music that was being written in the 
1930's-Stravinsky's Symphony oj Psalms in particular-it maintains a charac
ter of its own. Through its dense texture, stately tempos, and 
key-oriented harmonies, one is aware of Ginastera's masterly orchestral 
techniques and his strange and highl y individualized sonorities. It is 
written, for the most part, in a conservative modern idiom that stresses 
long melodic lines entering at different points. It begins quietly with a 
choir of boys (sopranos in this performance) singing in unison to the 
accompaniment of harp and celesta. Gradually men's voices, flutes, 
strings, women's voices, and full orchestra enter and its climax is reached 
most dramatically in an alleluia that evokes celebratory bells. A four-note 
motive, repeated continuously and constantly modu lating upwards in 
pitch, reaches a stunning climax prepared with great craft and imagina
tion. The work had its first performance at the Teatro Calon in Argentina 
on April 7, 1945 , and its American premiere under the direction of 
Eugene Ormandy and the Philadelphia Orchestra at the Saratoga Per
forming Arts Center, August 2, 1968 . 

Lauda/.e Dominum in sanctis ejus: laudate 
eum in jinnamenta virtutis ejus. 

Laudate eum in virtutibus ejlls: lauda te eu m 
secundum muititudinem magnitudinis ejus. 

Laudate eum in sona tubae: laudate eum in 
psalteria, et cithara. 

Lauda/.e eum in tympana, el choro: laudate 
eum in chordis, et organo. 

Laudate eum in cymbalis benesonanlilms: 
laudale emn in cymbalis jubilationis. 

Omll.is spirilus laudel Daminu11I. Alleluia. 

Pt-ai e ye the LOI·d. PI"aise God in his 
anctuary: praise him in the firmament of 

his powel". 

Praise him for his mighty acts: praise 
him accol"d ing to his excellent greatness. 

Praise him with the sound of the trum" 
pet: praise him with the psalte1")' and ha l"p. 

PI"a ise him with th e timbrel and dance: 
praise him with su"inged instrume nts and 
OI"gans. 

Praise him upon the loud cy mbals: praise 
him upon the high sounding cymbals. 

Let e verything that hath breath , praise 
the Lord . Praise )'e the Lord. Alleluia . 

Pantasilea's Aria, from Bomarzo .......... ..... ... .... . GINESTERA 

It was on February 22, 1966, that Ginestera's name was spread afar in 
our land, when he received extravagant accolades from the press for his 
fiercel y modern and jagged ly atonal opera, Don Rod1"igo, performed at the 
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New York State Theatre, Lincoln Center. In the New York Herald Tribune, 
February 23, Allan Rich wrote: 

It was altogether one of the great dazzling evenings in the history of the city's musical life. 
For the first time in memory, a contemporary opera made a terrific impact upon aud iences 
and critics alike ... Mr. Ginestera has created the kind of contemporary opera for everyone, 
at least those with some degree of faith in the musical language of our times knew wou ld 
some time appear. Don Rodrigo is a masterpiece, as compelling a piece of musical dramaturgy 
as the past few decades has produced. It is today's gl-and opera, very grand, and very much 
of today. 

Two years later Ginestera brought forth another equally stunning 
score . Bomarzo had its world premiere May 19, 1968, in Washington, D.C., 
under the auspices of the Washington Opera Society, upon whose com
mission it was written. Without slavish adherence to tonal traditions or 
reliance upon conventional mu ical derivation , Bomarzo added a new 
dimension and communicative power to the lyric theatre. With it, as with 
Don Rodrigo, Ginestera has confirmed the contemporary concept of opera 
as a total theatrical experience. He has achieved this by weaving a com
posite musical fabric of arresting tonal sonorities. Atonality, aleatory 
forms (random tones), microtonalism, speech, sprechstimme (speech song), 
carefully notated vocal lines, and metrical rhythms merge to create a 
formidable surrealistic world. The richly varied instrumental textures 
which he employed earlier in Psalm 150, now reach superb realization. His 
orchestra can splatter colors in m yriad profusion , or surge with opulence, 
as the situation demands. His vast musical vocabulary has created an 
opera that has made a definite impression on the general public, dis
couraged by so many abortive modern works of good intention but little 
appeal. It has gained enthusiastic acceptance and even the "snobbish 
approbation from the musical culturati" to whom opera has always been 
considered to be the lowest form of art. There is no doubt, however, that 
much of its initial success must be shared with the expert direction of Tito 
Capobianco, the fantastic scenic designs of Ming Lee, the daring costumes 
of Jose Varona, the exotic choreograph y of Jack Cole, and the electrifying 
conducting of Julius Rudel. Whether or not Ginestera's music could 
survive alone, only time will determine. His vocal writing, upon which any 
opera will ultimately succeed or fail, is not the real source of his memo
rable achievement according to some discerning and knowledgeable crit
ics; not because his music is largely atonal or serial, but because he is still 
unclear as to how the human voice may be exploited to the greatest 
advantage. Because he has aimed at a synthesis of all of the arts of the 
theater, to some Bomarzo is "a major production of a minor score" or 
"effect rather than substance ." All agree, however, that he has created a 
work that exercises a theatrical spell which is constantly absorbing- and 
provocative and perhaps prophetic of the direction contemporary opera 
is to take. A short excerpt, out of context, such as the Pantasilea scene on 
tonight'S program, can give little idea of the terrific culminative force and 
relentless mood sustained throughout the work. It does demonstrate 
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momentarily, however, how Ginestera can mask a tonal vocal passage with 
an atonal orchestration. 

The libretto of Bomarzo by Manual Mujica Jainez (based upon his own 
novel) is an unabashed melodrama that belongs to the genre of the Gothic 
Romance, replete with all the paraphernalia of romantic tragic opera. Its 
action takes place in the sixteenth century-near Rome and in Florence. 
Pier Francesco Orsini, Duke of Bomarzo, twisted in body and spirit, lies 
dying from poison administered to him by his nephew. In a series of 
fifteen scenes he looks back upon his depraved life, baring his malignant 
and tortured soul in search of immortality. In the throes of death he 
recalls, in a series of flashes into his childhood, the mockery of his father 
for having a hunchback for a son; the cruelty and insults of his two 
brothers; his terrifying encounter with a courtesan; the violent death of 
one of his brothers and of his father which brought him the Dukedom ; 
his fruitless marriage with the beautiful Julia Farnese, and her illicit love 
with his remaining brother; his nightmarish dreams which constantly 
haunt him; and the screaming of the peacocks which prophecy his 
doom. There is a coronation scene with big chorus and bells; an astrolo
ger's incantation, a dance of a skeleton, an orgy, murder, seduction , 
homosexuality, and adultery-a shocking libretto on the surface, but no 
more so than is Wagner's Der Ring des Nibelungen to which must be 
added incest. The story, like most red-blooded nineteenth century tragic 
operas is propelled by violence and elementary passion. In Verdi's Rigo
letto, a hunchback deals with seduction and murder; II Trovatore with 
unrelenting violence; Leoncavallo's Pagliacei with adultery and murder; 
Strauss' Salome reeks with perversion; Puccini's Tosca is saturated with 
carnal desire, torture, murder and suicide . Even Mozart's Don Giovanni 
begins with rape and continues through two acts of attempted seductions. 
As Anna Russell has so aptly expressed it, " In opera, you can do anything 
as long as you sing it." 

The portion of the opera on tonight'S program is from Act I , Scene 4, 
titled "Pantasilea." In the libretto, each scene is described in the words of 
Bomarzo: 

The Duke wouldn 't see me, and sent me to Florence to a famous cou nesan , Pantasilea, 
perha ps to make fun of me. The courtesan awa ited me, th inking that the Orsinis wen' 
sending her a ga llant prince, and she was natul·ally disappointed when she saw a hunchback 
enter her chamber, where she was singing to Love, wh ich was King in Flor~nce. I was 
attended by Abdu l, my slave, whom I loved dearl y. I I·emember the terror I felt when I was 
left .alone with Pantasilea in a room of mirrors peopled by my shamefu l image. My terra l· 
grew as Pantasilea redou bled her passionate requests. I fancied tha t the small monsters in 
the mirrors were mocking the affl icted visitor. I gave the voluptuous crea ture m y sapphire 
nec klace , and I asked her to let me go. Half in jest, half in earnest, she answered that she 
would, but that she would give me a present in return. She led me to a cupboard and I was 
revolted by its contents : skulls, bones, embalmed beasts, and the dreadful liquids they used 
to fan the fl ame of failing love. I couldn't stand it, and I ran away, as the p eacoc ks echoed 
the ominous cry I had heard in the castle. 
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Florence: In the chamber of the courtesan, Pantasilea, furnished with a 
sumptLlous bed and a large cupboard. The room is surrounded by mir
rors. The courtesan, seated, is singing, accompanying herself on a lute. 
The peacocks' cries are heard from time to time in the distance: 

Pantasilea: 

Florence alone 
knows how to love, 
nor Constantinople, nor Rome 
nor Venice no r Granada. 
No city knows how to love 
as Florence loves. 
My Florence knows loves 
that shine like pearls. 
My bare breasts are 
like pearls, like pearls, 
and on them lie pillowed 
all Florence's loves 

(The peacocks cry.) 

What's the matter with the peacocks 
of Florence tod ay? 

What madness makes them cry so? 
Is it for the young vil'gin boy whose 

visit has been announced to Pantasilea? 

(Pensively) 

Pier Francesco Orsini ... 
a beautiful name, reall y. Will he, too, 
be beauliful, be very handsome, 
the prince whose father sends him to me? 

(Returning to her song) 

Florence alone 
knows how to love 
the river, the stones 
a re in 10\'e, teach us love. 
Embraced are the stones of Florence; 
embraced in the trembling arms 
of the river whose clear waters say 
Pantasilea , Pantasilea, 
Pantasilea, Pantasilea. 

Nilllfll1la cil/dad del mundo 
sabe a1ll£1r como Florellcia, 
ni Roma, ConsI071li1l0pla, 
1Ii Granada, n; Venecia. 
Ni1llflma ciudad del ?nundo 
sabe a1ll£1r C01ll0 F/orellc;a. 
Mi FI01'mcia sabe amores 
que brillan C01l/0 las per/as. 
Mis pechos desnudos S011 
C01l/0 per/as, C01l/0 per/as, 
y sobre ellos .Ie ree/ina 
lodo el a1ll01' de F/o1'encia. 

,Que limen hoy las pavos rea/es jlorenlinos? 

,Que locura los l!ace grilas asi? 
,S era por el joven senor virgen cuya visila 

Ie han anullciado a Panlasilea? 

Pier Francesco Orsini . .. bello nombre, 
en verdad. ~era bello il lambien, sera muy 
bello el principe q;'c su 
padre me mvla? 

Ninguna ciudad del ?nundo 
sabe amar como Florencia, 
porque aqui nos ensenaTOn 
a amar, el no y las piedras. 
EI rio esld ena1ll0rado 
de las piedras de Florencia; 
la lime loda celiida 
entre SllS braw que tiemblan, 
y el claro no me dice: 
P anlasilea, P an las ilea, 
Panlasilea, Pantasilea.* 

-Bomano, J967. by Boose r and Hawkes , Inc. Reprinted by permission. English translatio n by Hoba rt A . Spa lding Crom 
the Jibrcuo by Manuel Mujica Jainez. 
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"Fern H ill " for Mixed Chorus, 
Mezzo-soprano, and Orchestra . ... . ... ..... . . . . .. CORIGLIANO 

John Corigliano was born Februa ry 16, 1938, 
in New York CilY. 

John Corigl iano attended Columbia College (B .A. 1959 cum laude), ma
joring in music composition. He studied with Otto Luening, Paul Creston , 
and Vittorio Giannini. Among his awards and commissions were the first 
prize in the Spoleto Festival Competition in 1964 for his Sonata for Violin 
and Piano; three ASCAP awards in 1965, 1966, and 1967, and a commis
sion by Lincoln Center to write a chamber work for the opening season of 
the Alice Tu ll y Hall in the new Juilliard School of Music (1969). In the 
field of rad io and television he has acted as Music Director of WBAI- FM, 
worked as a writer and program arranger for WQXR, and served as 
Assi tant Director for many outstanding television shows, including the 

ew York Philharmonic Young People's Concerts and the Vladimir 
Horowitz TV recital. At present he is President of Music for the Theater, 
a rental library of incidental, music scores and recordings . 

"Fern Hill," set to the poem by Dylan Thomas, was composed in 
1960-61 , when the composer was twenty-two years old. It was written for 
and dedicated to Mrs. Bella Tillis, Corigliano's music teacher, and was 
first performed by her chorus in the spring of 1961. Hugh Ross gave the 
work its first performance with orchestra in December of that year in a 
concert in Carnegie Recital Hall sponsored by the ational Association of 
American Composers and Conductors. 

Since then, "Fern Hi ll " has had several hundred performances in the 
United States and Europe, in both the full orchestral version , performed 
at this concert, and in a chamber arrangement for strings, harp , and 
piano. These included performances by the Washington (D.C.) Choral 
Society and ational Symphony Orchestra under Paul Gallaway and the 
St. Cecelia Chorus and Orche tra under David Randolph. In this latter 
performance, Joanna Simon performed the mezzo solo. 

The following notes were provided by the composer: 

Sel in the "Pastol-ale" key of F major. ·· Fern Hill" allempts to capture the nostalgia o f the 
Thomas poem in its first bars. The compo el- use the form and dynamic structure implied 
in the lyrics of the poem to shape his piece. The fOI-m of the work (a large A- B-A) is 
ind icated in the metrical structure of the poem, with the change of pulse in the third and 
fourth verses indicating a major subsectio n . and the return to the original metric scheme o f 
the first two verses in the fifth verse, indicating an o bvious recapitulation to the original 
musical material. 

The six verses of the poem are separated by shon orchestral il1lerludes. A mezzo-sopra no 
solo sings the middle two verses, with the chOl'u entering shonly before the end of the 
fourth vel-se to commel1l on the preceding solo. 

There al'e man y references to ··time·· as the govel-ning force of the poem (and the poet· 
life)-a force wh ich "held him g l-een and dying" throughout his life. This is pictured in the 
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theme which opens the work-a theme given only to the orchestra, nevel- intruding into the 
choral verses, but govern ing their harmonic and melodic actions. 

The choral and orchestral writing in "Fern Hill " is extremely uncomplicated, and the 
direction "with simplicity" appears in the score more than once. The work can be thoug ht of 
as an extend ed choral "song," rather than a secula r ca ntata , for its effect lies in under
statement and simplicity, and its success depends on the directness of its message, not on the 
kind of theatricality which choral-orchestral works usually possess. 

CHORUS: 

Now as I was young a nd easy under the apple boughs 
About the lilting house and happy as the grass was green, 
The night a bove the dingle starry, 
Time let me hai l and climb 
Gold en in the heydays of his eyes, 
And honoured among wagons I was prince of the apple town ' 
And once below a time I 10rdl)1 had the trees and leaves 
Trail with daisies and badey 
Down the rivers of the windfall light. 

IlIslnt.mental Interlude 

And as I was green and carefree, famous among the barns 
About the happy ya l-d and singing as the farm was home, 
In the sun that is young once only, 
Time let me play and be 
Golden in the mercy of his means, 
And green and golden I was huntsman and herdsman , the ca lves 
Sang to my horn, the foxes on the hills barked clear and cold, 
And the sabbath rang slowly 
In the pebbles of the hol y streams. 

Instrumental Interlude 

II 

MEZZO-SOPRANO: 

All the sun long it was running, it was lovely, the hay 
Fields high as the house, the tunes from the chimneys, it was ail
And playing, lovel y and watery 
And fire green as grass. 
And nightl y under the simple stars 
As I rode to sleep the owls were bearing the farm away, 
All the moon long I heard , blessed amo ng stables, the nightjars 
Fl ying with the ricks, and the horses 
Flashing into the dark . 

Instnt.mental Interlude 
MEZZO-SOPRA NO: 

And then to awake, and the farm, like a wanderer white 
With the dew, come back, the coc k on his shoulder: it was a ll 
Shining, it was Adam and maiden, 
The sky gathered again 
And the sun grew round that very day. 
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C HORUS: 

So il must have been after the birth of the simple light 
In the first. spinning place. the spellbound horses walking warm 
OUl of the whinnying green stable 
On LO the fields of praise. 

Instrumental !nterlude 

III 
C HOR US: 

And honoured among foxes and pheasants by the gay house 
nder the new made clouds and happy as the heart was long. 

In the sun born over and over 
I ran my heedless ways. 
My wishes raced thmugh the house high hay 
And nothing I cal-ed. al my sky blue trades. that time allows 
In all his tuneful turning so few and such morning songs 

'Before the children green and golden 
Follow him OUl of grace. 

Instrumental Interlude 
SEMI-CHORUS: 

Nothing I cared. in the lamb white days. that time would take me 
Up LO the swallow thronged lofl by the shadow of my hand. 
In the moon that is always rising. 

o r that riding LO sleep 
I should hear him fl y with the high fields 
And wake LO the farm forever fled fmm childless land. 
Oh as I was young and easy in the mercy of his means. 
Time held me green and d ying 
Though I sang in my chains like the sea. 

Concerto No.1 in E minor, Op. 11 
for Piano and Orchestra ...... ........... ......... .... CHOPIN 

Frederic Franc;ois Chopin was born in Zelazowa Wola . Po
land . February 22. I 10 ; died in Pa ris. OCLOber 17 . 1849. 

In Chopin, all that was subjective and sensitive found a lyrical voice. 
He, like the other Romanticists, was a product of what the French called ie 
disenchantement de ia vie. He suffered from the malady of the centur , 
indeterminate longing and unquenchable desire-La vague des passions, 
which became such a strong element in the formation of French Romantic 
thought. 

Otherwise he shared little in the activ ities of the Romantic movement. 
Being a creature of superfine sensibilities. he never identified himself with 
the radical element or took an active part in the progressive life of his 
time_ His art, therefore, is not marked by the usual romantic excesses; he 
never submitted, as did Tchaikovsky, to overwhelming grief and dead
ening depression. In his personal reserve and artistic restra in t, he re
mained a classicist, at least in spirit. He stayed aloof from the whole trend 
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toward programmatic and descriptive music, ad a mantly resisting the 
infiltration of drama and "story painting" into music. He ever retained his 
dignity as a n absolute and true musicia n. 

H e did share, however , in that paradox of personality that g ive such 
color and interest to the typical Roma ntic figu reo Artistica lly and emo
tionall y he was of course a true Romanticist, creating music with the soul 
of a sensitive poet; yet his music, for a ll its twilight gla mor, reveals with in 
the small framewor k he chose an instinctive sense of form, a cohe rence of 
structure which, although Auent, suggests a conscious discipline of mind . 
H e remained throughout his artistic career an intense patriot and nation
a list who infused in to his music, with g reat independence, the melodic 
and rh ythmic idioms of his native land, sin gi ng into the ear and heart of 
Europe the la me nt of his ravished Poland. Yet he spent most of his 
creative li fe in Paris , a pampered celebrity . He became the voice of a 
nation but remained always an individualist. Sensitive and introspective by 
nature, with a decided avers ion for the public, he became ultimately a 
composer for the multitudes, through a music that transcended a ll nation
al boundaries in the universa lity of its appea l. An extremely limited 
composer, not only in the quantity of his output but in the variety of his 
media , having wr itten exclusively for the piano, he created with in
exhaustible variety and unlimited imagination a nd resourcefu ln ess the 
most indi vidua l sty le ever evolved for thi in strument. Paradoxically 
again, in creating with r igorous self-discipline perhaps the most 
se lf-conscious and artfu l music ever conceived, he appears before the 
world, through the directness and spontaneity of his expression , the most 
artless of artisans, making an analysis of his music the most futile of 
intellectual exercises. 

Chop in chose not to cast his art in the epic or sublime mold; he so ught 
his inspiration not in a Byron or in the rugged indi vidu alistic style of the 
revolutionary Beethoven , as did Berlioz, but in the lyr icism of De Musset 
and Lamartine and the ca ntab il e style of the Ita lian co mpose rs, partic
ularly Bellini, whose admirer and intimate friend he was. He possessed a 
profound respect for and an intimate kn owledge of the art of the sin ger 
and the great vocal tradition of his day. Avoiding all of the Ita lia n 
operatic vu lgariti es, he distilled from the style its sin g in g esse nce, and this 
became the very core of his art. H e created, with Franz Schubert and 
Robert Schumann, an era of lyricism in music that became th e hig hest 
accomplishment of the musical Romantic movement a nd a n exact pa ra lle l 
of what was ach ieved in li terature by such poets as La ma rtin e, Hein e, 
Wordsworth, Keats, a nd Shelley. 

Chopin produced two concertos for piano a nd orchestra. Both were 
composed when he was twenty yea rs of age, a nd belong to th e pe riod of 
his triumph s as a young virtuoso concert pianist. The E minor , numbered 
Opus II , is in reality a later work than the F min or , Opus 2 1, but beca use 
of the fact that it was published first, it is always referred to as umber I. 
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We know that Chopin was working on the E minor in March 1830, for 
on the 27th of that month , he referred to it in a letter, hoping that he 
wou ld soon finish the first movement. He did not succeed, however, for 
from a letter written on May 25, 1830, we read: 

The mndo fOI' m y co ncerto is not )'et finished because the right inspil'ed mood has always 
been wallling. I f I have only the Allegro and the Adagio completely finished I sha ll be without 
anx iety about the finale. The Adagio is in E major, and of a romalllic, calm, and partly 
melancholy character. It is illlended LO convey the impression which one receives when the 
eye rests on a beloved landscape that calls up in one's soul beautiful memories - for instance, 
o n a fine moonlit sp" ing night. [ have wrillen for violins with mutes as a n accompan imelll LO 

it. [ wondel' if that will have iI good effect. Well. time will show. 

The work was finally completed in August and performed for the first 
time, October 11 , 1830. 

As in all of Chopin's major works, analysis is a frustrating procedure; to 
try to capture the secret of this capricious arbitrary art by syste'matic 
ana lytical means is about as futile as attempting to expla in the beauty of a 
butterAy in Aight whi le dissecting it under a microscope. To analyze the 
tremulous vaporous harmonies , to attempt to explain how the graceful, 
smoothly molded melodies often grow impassioned and rhapsodic, to 
catch the lambent, coruscating ornamentations and hold them long 
enough to d iscover their harmonic moorings would be about as rewarding 
as would a detailed analysis of the individual spots of a Monet canvas. 

Any formal examin ation of this concerto would again present us with 
the admitted fact that Chopin was an inadequate and insecure orches
trator, and that he was often embarrassed in the manipulation of the 
classic forms. 

In writing of the sonatas and concertos, Liszt regretted that Chopin 
ever felt compelled to employ or tried to adhere to them: 

His beauties were onl), manifested fully in elllire freedom . We believe he offered violence 
LO the characte r of his genius whene\'e r he sought LO subject it LO ru les. to classifications. to 
regulations not his own, a nd which he could not force illlo harmony with the exactions of his 
own mind. He was one of those original beings. whose graces al'e only fully displayed \,'hen 
they cut themselves adrift from all bondage. and floilt on at theil' own wild will, swayed only 
by the eve r undulating impul ses of their O\\'n mobile natures. He cou ld not retain , within the 
sq uare of an angulal' and rigid mould, that floating and indeterminate COlllour which so 
fa cinates us in his graceful conceptions. He could not illlroduce in its un yielding lines that 
shadowy and ske tchy indecision. which. disguising th e skeleton, the whole fl'amework of 
form. dra pes it in the mist of floating vapOl·s. sllch as surround the white-bosomed maids of 
Ossian , when they permit mortals to ca tch some vague yet lovely olllline. from their home in 
the cha nging. drifting. blinding clouds* 

There is no point, then, in applying analytical methods that often aid us 
in understanding some of the marve ls of musical expression atta ined by 
the "large-dimensional architecture" of a Beethoven or a Brahms. Chopin 

" "'r.11I1 I.i\ll. Ll/l' o[CJw/Jm. tr;IIl, . ll\ ~I .trt h .t W . Cool.. (2'<1. n .' \ . cd .: ~t..,\ York: F. \\'. Christcrn. ISti3). 
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created his own musical universe and it is not subj ect to the laws that 
govern any other. In the words of Daniel Gregory Mason, " In th e firm a
ment of music, he will continue to shine, a fixed star, not perhaps of the 
first magnitude, but giving a wonderfu lly clear, wh ite light, a nd , as he 
would have wished it, in peerless solitude ."* 

· Dan iel Gregory Mason. Th, ROffla1Jlic CompoJl'YJ ( cw York : Macmillan. 1906). p. 252. 
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Saturday Evening, April 26 

Prelude to Die M eistersinger . .. .. ....................... WAGNER 

Richal-d Wagnel- was born in Leipzig, 
May 22, 18 13; died in Venice, Febl-uary 13, 1883. 

To the opera-going public, particu larly in Germa ny, Wagner's single 
comedy Die M eistersinger is the most beloved of a ll his works. The gaiety 
and tunefulness of the score, the intermingling of humor, satire, and 
romance in the text, are a ll reasons for its universal popu la rity. 

As a reconstruction of the social life in the quaint medieval city of 
N i.irnberg, its truth fuln ess and viv idness are beyond a ll praise. In its 
ha rmless satire, a imed in kindl y humor at the manners, vices, and follies 
of the "trad esmen-mu sicians" and their attempt to keep the spirit of 
minstrelsy a li ve by dint of pedantic fo rmulas, the plo t is worth y to stand 
beside the best co med ies of the world. Certa inl y, with the possible ex
ception of Verdi's Falstaff, it ha no equal in operatic literature . 

Among the g reat instrumenta l works whose fundamenta l principle is 
that of pol yphony, th e Prelude to Die M eistersinger stands alone. Po lyphon
ic music, formerly the expre sion of corporate re lig io us wo rship , now 
becomes th e medium for the expression of the many-sided ness of individ
u al characte r and the complex ity of modern life . What a triumph for th e 
man who was d erided for his lack of scho larship because he had no desire 
to bury himself a live in dust, but who constructed, with a surety of co ntro l 
of all the resources o f the most abstruse counterpoint, a m onume nt of 
polyphonic writing re miniscent of Palestrina a nd Bach , and with no sac
rifice of naturalness, simplicity, and truthfulnes . 

Like Beethove n in th e "Leonore" overtures written for his o pera Fidelio, 
Wagner constructed the symp honic introduction to his comed y so as to 
indicate the ele ments of the dramatic story, th eir prog ress in the devel
opme nt of the play, a nd finall y the outcome. 

The overture begin s with the theme of the Meisters in gers in hea vy 
chords, which carry with them all the nobility and dignity indicative of the 
character of the guild members, with their steadfast convictions and 
adherence to traditional rules. The theme is an embodiment o f all that 
was sturdy, upright, and kindly in the medieval burghe r. 

The second the me, onl y fourteen meas ures in le ngth , heard alternating 
in flute, o boe, a nd clarinet, exp resses the te nd er love of Eva a nd Walther. 
With a fl ourish in th e vio lin flaunted by brass, another characte ri stic 
Meistersinge r theme appears in the woodwinds , indica ting the unanimity 
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of the guild, symbolized in their banner whereon IS emblazoned King 
David playing his harp . 

In a n interlud e the vio lins sing the famous "prize song" in which, in the 
last ac t, th e whole work finds its highest expression. This section is 
a bruptl y ended with a resta tement of the Meistersinger theme, now in the 
form of a short scherzo in humorous staccato notes. A stirr ing climax is 
reached with the simultaneous sounding of the three main theme : th~ 
"p ri ze song" in th e first vio lin s and first horns and ce llos; th e banner 
theme in woodwinds, lower horns, and second violins; the Meistersinger 
theme in basses of a ll choirs. T here is little mus ic so intricate, yet so 
human. In the words of Lawrence Gilman: 

The great , gold en laughter that Wagner releases in Die M eistersinger is a thing apan. So, 
too, is its enamoring blend of poetry and humor-we realize thal there is nothing in music to 
set beside this lovable masterwork, with its beauty and serene philosophy, its delica te, exact 
recapturing of the hue and fragrance of a vanished day, its perfect verac ity and transcen
del1l art. This utterance of a rich and tranqu il spirit, so warm and humorous and so deeply 
wise, must remain among tho e things which live for the unfailing reassura nce o f the minds 
of men * 

Symphony No.3 "The Camp Meeting" .... ..... ... ....... IVES 

Charles Ives was born in Danbury. Connecticut, 
on October 20, 1874; died in ew York. I-I a)' 19, 1954. 

Like the ever widening ci rcl es that appear when a stone is thrown il1lo a pool of water, his 
music proceeds from the local to the regional , thence to the national a nd fina ll y to the 
universa l. 

-G ILBERT CHASE 

Charles lves received his early musica l tra ll1ln g from his father George 
E. Ives, a bandmaster who, at th e age of sixteen, organ ized a C ivil War 
band and won personal commendation from both Lincoln and Grant. 
With true Yankee ingenu ity he experimented in novel and fantastic ac
coustical effects undreamed of in his time. From the age of five, his son , 
aware of a world of strange and bizarre sounds, became, nonetheless, 
under his fath er 's tutelage, moderatel y proficient in performing con
ventional music on va rio us instruments and thoroughl y disciplined in 
traditional harmony and counterpoint. At the age of twelve he was orga n
ist at the Danbury West Street Congregational Church , a nd by fifte n he 
had composed a startling work combining a Stephen Foster-like tun e with 
"barn dances, jigs, gallops and reels." His Song for Ha rvest Season (1894) 
for vo ice, coronet, trombone, and o rgan, each in a diffe rent key and 
produced when he was twenty, proclaimed him to be, like his father , a 
Yankee musical rebel. He entered Yale U ni vers ity at th e age of 

-Lawrence Gilman, Waglln"s Op~ras ( ew York: Farrar and Rinehart. Inc. 1937). pp. 2 14- 15. 
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twenty-one, dutifull y submitted to the academic demands of his dis
tinguished, German-trained teacher Horatio Parker, but continu ed in his 
own recalcitrant way to stretch the limits of musical expression to the 
utmost, avo iding a ll the habitu al practices found in the "acceptable" music 
of hi s tim e. 

Charles Ives entertained no illusions about himself or his music. He 
realized early that what he felt, and was compelled to exp ress, would find 
no audience. Knowing that composition wou ld never lead to financial 
independence, he. decided to make music his avocation and entered the 
business world. After an apprenticeship to an insurance company, he 
organ ized, in 1909, the firm of "I ves and Myrick" with which he remained 
until 1930, achievin g great success in the venture. Not on ly did he and his 
assoc iates add about $450,000,000 worth of new business to the Mutual 
Life of ew York alone, but he showed as much initiative in this venture 
a' in music , pioneering in such new insurance ideas as family protection 
and provisions to meet inheritance taxes, etc. T here was no dichotomy in 
his attitude toward his profession and toward his art. He wrote: 

My business experience revealed life to me in many aspects I might o therwise have 
missed. In it one sees traged y, nobility, meanness, high aims, low a im s, brave hopes, 
great ideals and o ne is able to watch these work ine\'itable destiny . . . It is my impress io n that 
there is more openmindedness and willingnes to exam ine carefull y the premises underlying 
a new and unfamiliar thin g, before co ndeming it, in the world of business than in the world 
of music ... I have experienced a great fullness of life in business. The fabric of existence 
weaves itself whole. You can not set an off in the corner a nd hope for il to have vital ity, 
realit}, and subslance. There can be nothing exclusive about a 5ubstalllial art . It comes 
directl y out of th e heart of life and thinking about life and living life. My work in music 
helped my business and my work in business helpeJ my music* 

If ever mu sic came "directly out of the heart of life" it is that of 
Charles Ives. In his art he assimilated and sublimated all of the divergent 
indigenous music of America: folk and popular tunes , ew England 
psalms, minstre l songs, barn dances, gospel hymns, patriotic marches, and 
early ragtime .t Treating this multifarious material with aston ishing creat
ive inventiveness, weaving it all in a rhapsod ic manner into the most 
complicated fabric of unorthodox pattern, he created works that antici
pated what were to become the most radical developments of 
twentieth-century composition. He rema ins the most a udac ious pioneer in 
music th is country has ever produced. For a ll its conglomeration of 
material sources, and its uncompromising complexities, Ives' art commu
nicates with disarming directness. It is, as Nicolas Slonimsky stated "at 
once complex and appealin gly imple." 

As he co ntinu ed to compose, he found greater and greater freedom 
a nd exerted more and more independence a nd daring, as unconcerned 

· Hcnry Bcllcrmanll . "Clmrlcs h ~!). The ~1 ::111 and His ~fll sic." MUjual Quar,"')' (Vol. X IX : Janllary 1933), -t7 . 
t In the index of tunes included in John Ki rkpatrick's Calalogut of tht J"lusic of 11.I~. his source material shows over 50 

hymns. morc than 25 patriotic songs and military tunes , some 35 popular songs. o\'er a dozen popular tunes, college songs. 
quotations from Handel, Haydn, Beelhoven. Brahms. Tchaiko\'sky, Debussy. and the music of his father. 
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with the almost insuperable technical challenges to those who attempted 
to perform his music as he was indifferent to whether or not he had 
audiences to li sten. "I seem to have worked with more natural freedom 
when I knew that the music was not going to be played, at least publi
cally," he once wrote. He avoided all active participation in America's 
musical life and was total ly unaware of the contemporary music that was 
coming from Europe. Unti l the age of seventy-one, he had never heard 
any of his compositions performed by a full orchestra. His stubborn 
indifference is stated in his volume of 114 songs which he published in 
1922 at his own expense. "As far as the music is concerned, anyone (if he 
be so inclined) is free to use it, copy it, transpose or arrange it for other 
instruments. The book is privately printed and is not to be sold or put on 
the market. Complementary copies will be sent to anyone as long as the 
supply lasts."* 

Again in the dedication of the first edition of the Second Sonata (Con
cord, Massachusetts, 1840- 1860) he appended a series of Six Essays . 
"These prefatory Essays," he wrote, "were written by the composer for 
those who can't stand his music; and for those who can't stand his essays; 
to those who can't stand either, the whole is respectfully dedicated."t 

It is impossible to place Ives' music in an y historical sequence. It was 
almost thirty years , after he had virtuall y stopped composing, before the 
world began to become aware of its existence. His Second Symphony, 
composed in 1902, was not performed until 1951; the Second Piano 
Sonata had its initial hearing in 1939; the Fourth Symphony, written 
between 1910 and 1916, had its first complete performance as recently as 
1965! In the meantime Stravinsky and Schonberg had won worldwide 
recognition unknowingly employing so man y of his audacious devices. 

othing in the area of dissonance, polytonality, or atonality now disturbs 
us unduly. Confronted with the era of electronic sounds, even these 
masters are received with relative composure . Had Ives not chosen to 
isolate himself from the main stream of music' advancement, he might 
very well have become the most infamous enfant terrible in music's history . 
But the boldness of his pioneer spirit still amazes and sometimes bewil
ders us. Late recognition of his adventurous music has not yet diminished 
our startled reactions to his more advanced achievements, nor rendered 
us insensitive to his fierce devotion to his art. 

The Third Symphony is not entirely representative of the Ives we have 
been describing. Compared with the startling effects of the Concord 
Sonata, the panoramic Three Places in New England (1903-1 914), and 
other major works, it sounds very conservative today . It was begun in 
1901, at the time Ives was employed at the Mutual Life Insurance Com
pany of New York and was serving as organist of the Central Presbyterian 

* Charles Ives. £ u ays B~fort a S07Ul ta(N cw Yo rk : Arro w Music Press. Inc . 1947 ). 
t Ibid. 
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Church in Manhattan, and was completed in 1911. The thematic mate
rials are mostly based upon hymns and organ pieces he played in church 
around 1901. It was first performed on May 5, 1947, when Ives was 
seventy years o ld , by the ew York Little Symphony under the direction 
of Lou Harrison. That year it won the Pulitzer Prize, thirty-five years after 
it was written! According to Ives, the direct inspiration for the symphony 
came from his memories of the post-Civil War period, when camp meet
ings, originating in Kentucky, were inspired by the preaching of James 
McCurdy. In every small village crowds congregated and set up camps 
during his stay. Soon they spread to all parts of the nation and in the 
ensuing years became a familiar American institution. Woven into the 
fabric of this quietly devotional work can be heard such old hymns as 
What a Friend We Have in Jesus, For a Thousand Tongues to Sing, Just 
as I Am Without One Plea, and There Is a Fountain Filled with Blood. 

Although the Third Symphony does not reveal the revolutionary Ives, 
who still can fill us with amazement and bewilderment with his rugged 
audacity and sometimes gigantic broodings on old hymn tunes, references 
to village bands, and pithy bits of popular ditties, it is a lways received with 
growing respect and increased affection for the most unique composer 
America has produced. In the words of Gilbert Chase, "it is a work of 
quiet charm, mostly meditative in mood, devoid of sensational effects, 
appealing by its integrity and restrained eloquence ... It sums up in sym
phonic form the deep tradition of American hymnody from which our 
musical impulse sprang for upwards of three centuries, and it stands as a 
classic in the American grain."* 

The symphony is scored for a small orchestra, comprising Aute, oboe, 
clarinet in B-Aat, bassoon, two horns in F, trombone, strings, and bells (ad 
libitum). Its final measures, with the strings and bells , is the only touch of 
pol ytona li ty in the work. 

Symphony No.1 in D major ("The Titan") ...... .... MAHLER 

Gustav Ma hler was born in Ka lischl. Bohemia , 
Jul y i . 1860 ; died in Vienna . Austria , May 18,19 II. 

Sen ibility which no words can express-charm and tormelll of our vain years-vast 
consciousness of a nature everywhere greater than we are, a nd everywhere impenetrable. 

-SENAUCOUR 

lear the end of Mahler's life tremendous changes were taking place in 
the world. It was inevitable that the cha nging currents in European 
thought at the end of the nineteenth century would affect music. The 
romantic spirit that had given the art its tremendous vitality was fading 

• Gilbert Chase. Amm'ca'i Mus ic (New York: McGraw Hill Boo k Company: rc\' , 2d ed .. 1955) p. 41 3. 
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before the adva nce of the realistic, the logical, a nd th e scientific. Betwee n 
the end of the romantic nineteenth and the beginning of the sc ientific 
twe ntieth century, music was experiencing a period of the grea tes t in
tellectual fermentation and creative fertility. Mahler found him self sur
rounded by numerous compose rs who seemed to have discove red un
trammeled ways into the future of their art. On every ha nd , in every fie ld 
of re-crea tion, he heard about him a host of the most technically sk ill ed 
performers, and he beheld such huge and eager a udiences as the world of 
music had never before known. Yet before his untimel y death in I 9 11 , 
the first year of what was to be a tragic decade, th i active spring of 
inspiration began to grow slu ggish . German music had grown weary of 
perpetuating the principles of romanticism, and her composers had, by 
1 g Il , begu n to forsake the past and to fo llow their new leaders, Reger 
and Schonberg. T he composers of the post-Wagnerian period in Germa
ny were not writing the last chapter of romanticism; they were wr itin g its 
epilogue. 

It was for Mahler alone, among German composers of his period, to 
reach full maturity while the romantic point of view still survived as a 
potent source of musical fecundity; liis mind , like that of Wagner and 
Bra hms, was nurtured by th e r ich blood of German romanticism. But 
with keen instinct a nd sensitive awa reness, he felt that he was ex
periencing the e nd rather than the cl imax of a great era. His peculiar 
position - as th e last real romanticist who lived on into the twentieth 
cen tury, forming, as it were, a bridge between a d ying trad ition and the 
birth of a new scientific ideology - is what gave to his art its peculiar 
distinction and character. His vo ice echoed from a van ish ing worl d, a 
world that was becoming increasing ly remote, still be held in the mists of 
distance, but irrecoverably los t. Yet, with the sou l of a m ystic, Ma hler 
continued to see k after deeper realities than appeared in the immed iate 
and material world ; with the mind of a philosopher he probed the depths 
of human experience a nd tried to relate the va lu es he fo und th ere to 
those that were alread y supersed ing them. 

The ove rwrought pathos, th e impassioned eloquence, a nd fitful in
tensity found in his art have often been accred ited to his J ewish orig in , 
but the desperate nostalg ia, the restl ess longing that surges thro ugh his 
pages , is not to be explained merely in terms of race. It was the g loomy 
pre mon ition of the ap proaching d eath of the romantic world view that 
haunted Mahler. In the wake of a n ad va ncing machine age a nd its 
insistence upon scientific reali ty, he was tro ubl ed by the fading away o f 
illu sion and the loss of the picturesque, disturbed by the slow emascul a
tion of the magic , the supernatural, a nd the mythical sym bols tha t so 
vitalized the mu sic of the world he kn ew . It is the co nscio usness of th is 
receding world , this slipp ing away of old va lu es, that g ives to such works 
as Lieder eines fahrenden Gesellen,* Das Lied von der Erde, a nd Kind-

*T wo o r the songs rrom lhis qcle ;:I re used b} ~f a hl er in Ihis ~\ mpho l1\ . 
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ertotenlieder a mong others, their deepl y nostalgic color and their troubled , 
poignant fee ling. Yet Mahler had littl e in common with the earlier and 
full y-formed romanticists ; he shared their sensiti vity and burning passion , 
but he lacked their fervor and stre ngth , their "soarin g Aight in grief." 
There is in him none of the heroic a nd epic pathos of Wagner; there is 
only an unconquerable mela ncholy and infinite regret, a heartfelt protes
tation against the Aeetingness and pa in of life. As Santaya na wrote of 
those philosophers who, like Mahler, believed that existence was an illu
sio n, he was "without one ray of humor, and a ll persuaded that the 
univer se, too , must be without one." 

This symphony, Mahler's first la rge o rchestra composition extant, was 
co mposed between 1883 and 1888, a nd had its world premiere Novem
ber 20 , 1889 , in Budapest. It was progra mm ed as "a Symphonic Poem in 
Two Parts," each of its five movements having a descriptive title . From a ll 
accounts the Budapest audience, despite their adm iration and respect for 
their opera co nductor, were not enthusiastic over his work as a composer; 
they found this composition strange a nd confusing, which was pa rtiall y 
due to the title and program attached to the work. 

Through th e inAu ence of Richard Strauss, the composition received its 
third co mplete perfo rmance (there had been a second in Hamburg in 
1892) at the festival of the "A llgemeiner Deutscher Musikverein" a t Wei
ma r on June 3, 1894. Tho ugh still designated as a "symphonic poem ," it 
was now given the name "Titan," with re ference to the highl y romantic 
novel of J ea n Paul Richter, one of Mahler's literary heroes. The original 
two-part division was retained, with titles , a nd eac h section was elaborated 
upon in the followin g manne r : 

PART I. The Days of Youth . Youth , Aowers, and tho rns. 
First !ovcment. Spring Wilhollt End. The introduction "eprese nt5 the awakening of na ture 

at earl)" daw n. [ In Hamburg it " 'as ca lled "Winter Sleep ."] 

Sccond Movc ment. A Chapter of FloulPrs (Andante) 
Third ~ ! ovement. Full Sail! (Scherzo) 

PART II . Com media lImana. 

Fourth [o"ement. Stranded. A runcral march a la Ca llot'" [at Weima r. "The HUlller's 
Funeral Process io n"]. The following rema rks ma ~' serve as an ex planation if Il Pce.uary. T he 
author receivcd the ex terna l incitement to this piece from a pictorial parod y well-known to 
a ll children in South Germa ny, "The Hunter's Funeral Process ion." The [()rest animals 
accom pan), the dead [(>res ter's coffi n to the g rave. The hares ca rry fiags; in front is a band of 
gypsy mu sician s a nd mu sic-ma king ca ts. frogs, crows, e tc.; a nd deer. stags, [()xes. and other 
four- footed a nd feathered denizens of the forest accompany the pl'Ocession in comic pos
tures. In thc present piece the imagin ed ex press ion is partl ), ironicall)' gay , partl y g loomil ), 
brood ing, a nd is imm ed iately followcd by: 

Fifth ~!ovement Dall'/Ilfemo al Paradiso (A ll egro furioso), "the sudden ou tbreak of a 
profo undl y wounded hear t." 

Judging from co ntempora ry accounts, the work continued to cause 
co nsiderabl e co ntroversy among both the critics and the public. The 

· JaC(lues CatJot ( 1593 - 1635). French painlcr and cngri..I\'c r, 
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writer for the Neue Zeitschrift jilr Musik seemed confused by the inconsist
ency of the program, the title "Titan," and the music itself, a nd asked if 
this was intentional-as a jibe by the composer at all programme music-or 
really intended to be taken seriously. The first movement he considered 
an imitation of the "worst Music" of Beethoven; and other inAuences he 
pointed to were "Haydn-like" motifs, the "romanticism" of Weber 
(scherzo), and Bizet (the Funeral March) . Of all the factors that may have 
contributed to the controversy caused by this "symphonic poem," the 
program was perhaps the most damaging, for it immediately offended the 
upholders of abso lute music, and disappointed those who sought literal 
enactment of the literary program in the music. 

Mahler himself felt that the extra-musica l appendages had considerably 
hampered rather than aided the audience in an understanding of the 
music, for when the composition was published four years later (1898), 
all traces of a program had disappeared and the work was simply call ed, 
as it is today, Symphony o. 1. He had also removed the second move
ment, the Andante ("Blum ine," A Chapter of Flowers), after the Weimar 
performance in 1894. Many critics had co nsidered it unworthy and no 
doubt Mahler's publishers inAuenced him in ma king this omission. 

Mah ler himself was apparently pleased that his work had at least 
brought forth some discussions. He wrote to a friend at the time: 

i\,\" symphony met on the one side with unqualified recognition. Opinions were a ired on 
the open street and at private gatherings in a most edifying manner. "When the dogs begin 
to bark, we know we're on the way!" Of course, I'm the \'ictor (tha t is, in my estimation, 
though the opinion is shared by hardl y anyone else) ... * 

The First Symphony bears a definite relation to the earlier song cycle, 
Lieder eines fahrenden Cesellen, not only because it was written in the same 
period of Mahler's life but because it makes use of thematic material from 
two of the songs. 

In the first movement, the second song of the cycle ("Cing heut' mor
gen Libers Feld") furnished the principal theme of the movement. There 
is no second subject as such. As a result, lyricism dominates the ex
position, and the element of contrast which was vital to the origina l 
conception of the symphon ic first movement, and which was constantl y 
undermined during the nineteenth century, has now virtua ll y dis
appeared . 

Such incorporation of pure song material in a sonata allegro design 
creates, as Dika Newlin points out, a " ymphonic problem of the first 
magnitude."t There is little that can be done with such a purely lyr ica l 
theme 111 the manner of development, and consequently Mahler was 
forced to introduce contras ting material elsewhere. Thus he begins the 
movement with a long introduction which contains several terse rhythmic 
motifs, and repeats this material at the open in g of the development 
section which considerably hampers the Aow of the movement. According 

* (;;Ibnel Engel, GuHal" Afahl,r, SOTlg S.vmphonut (New York: Bruckner SocielY or America. J 932). p. 90. 

t Dika Newlin, BrucIc1l". Mahl,r. Schonb,rg (New York : Kings Chorus Press. 1947). 
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to Bruno Walter, "The voice of a cuckoo announcing the advent of 
Spring had enchanted Mahler. He chose it as a "Leitmotiv" of the first 
movement (origina ll y entitled "Spring Without End") and in a sense, of 
the whole Symphony. The first movement sings of innocent youthful 
days, of love for nature, of joy of life and ends in an o utburst of jubila
tion."* No real "development" occurs until the introduction of a new 
motif which, com bined with fragments of the introductory material and 
contrasted with the main theme, eventuall y evolves into a new idea which 
is to become the subject of the fifth movement. The recapitulation, which 
scarcely concerns itself with this material, is simply a shorter version of 
the exposition . 

The second movement ("Blumine"), removed after the Weimar per
formance, and from the published version, is restored in this perform
ance. Of the thirteen available recordings of the Symphony listed in 
current catalogues, only the latest in 1968 (Odyssey 32 16 0286) per
formed by the New Haven Symphony Orchestra, Frank Brieff conductor, 
contains the original five movements. In H igh Fidelity for ovember 1968, 
Bernard Jacobson , reviewing the recording, summarized its complicated 
history thus: 

Odyssey' new release has one very special thing go ing fOI' it. This is th e first time the 
S}'mphony has been recol'ded in its orig inal five-movemelll fonn, with an Andante allegrello 
unde r the cr yptic title " Blumine" separating the first movemelll from the sche rzo. The 1893 
manuscript of "Blumine," offered for a uction by Sotheby's of London in 1959 , was bought 
by t-Irs. James M. Osborn of ew Haven. and it was her local patriotism that resulted in the 
New Have n Symphony's being offered the I-ights to the fil-st cOlllemporary pel-fonnance. An 
exception was made for a single epal'a te pe rformance of the movemelll under Benjamin 
Brille n at the 1967 Aldeburgh Festiva l in Suffold, England. But apan from that, the modern 
premiere, complete with the I-est of the Symphony, was given in New Haven on April 9, 
1968, under Frank Brieff's direction . ~It- . Osborn also agreed with the New Haven Sym
phon y that no performances by other orchestras be permilled ulllil afte r September 15 of 
this yea r, or within a 50-mile radius of lew York C ity, ulllil after Apri l I, 1969. 

If o ne were to prove Mahler's relation to the Viennese tradition, or to 
Schubert, he would need go no further than the Auent dance movements 
which are to be found through many of the symphonies . In the 
Third Movement this penchant for the easy grace of the Uindler is 
unmistakable. Little else need be said of the movement for the music itself 
is clear and concise. It is cas t in a free Song and Trio design, the middle 
section particularly being marked by a lightness of scorin g which heigh
tens the charm of its Aowing lines. To quote again from Bruno Walter: 

The music of Moravian peasa lll dances, to which ~ I ahler often had Ii tened in his 
chi ldhood. we find raised to a symphonic level in the third movemelll, whose rough "igor is 
answered by a noating waltz-like them e in the Trio. Fmm wnes like this we learn thatthel-e 
was song in the depth nf t-Iahler's soul. The~' reveal his affi nity with Schuben and Bruckner. 
and in his singing themes. like in those of his grea t predecessors. we hea l- th e musical voice 
of a timeless Ausu-ia.t 

-Quotes from Bruno Walter. taken fro m the notes he pro\'ided for his recording of the S)'l11phony b)' Columbia 
Masterworks SL- 2 18 (M 14958). 

tOp. fli . 
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As traditional and perhaps eclectic as the dance movement may be, the 
uniqueness of the fourth movement is undisputed. Its satir ica l, almost 
grotesq ue character has few parallels in music li terature. This is certa inl y 
a piece of music which he wrote with a definite program in mind. The 
entire symp hony of course was given titles, but the fo urth was the onl y 
movement of the work to be uggested by a very definite pictorial idea. 
"The muted kettledrums of the Fourth Movement," writes Bruno Walter 
in the Columbia Masterworks recording, "begin to beat their relentless 
marching rhythm over which the spectral chant of a canon r ises and fal ls, 
and we a re lead through an inferno . .. In its center it is interrupted by a 
moving lyric ep isode; then the march starts again with increased bitter
ne s and it ends in a mood of annih ilation." 

The principal theme is the old French canon, "Frere Jacques," first 
intoned very slowly in the double bass in a minor key. The satire and 
irony which he obviously wa nted to convey- that of the a nimals of the 
forest attend ing the hunter' funeral- escapes the listener who has no idea 
of the program. In the same fa hion , the meanin g of the subsection of the 
principal song, marked in the score "M it Parodie" (cy mbals and bass 
drum; sticks of bows o n strings) is lost; it sim ply sounds, as it is supposed 
to, like rather trite band mu ic. Mahler of cou rse intended parod y but 
without some hint to that effect, he is apt to be taken eriously and the 
entire point missed by the listener. The Trio section, wh ich affords con
siderable contrast and has little relation to the rest of the movement, is 
based on the second part of the last ong of Lieder eines fahrenden Cesellen 
("Die zwei blauen Augen"). 

It is the fifth movement of the Symphon y that is most distinctive from 
the point of view of purely musical construction. A sonata-a ll egro des ign 
is the basis of the movement, and here, unlike the first, the traditional 
conception of the use of two co ntrastin g ideas is observed. Refere nces to 
the second movement are heard, a logical justification for its restoration. 
Bruno Walter writes : 

In the fiflh movement we wilness a n heroic fighl LO lilan ic dimensions, a violent and 
continuous rebellion agains l lhe powers of darkness and againsl the foe in the breasl, and al 
lhe end the movement rises lO a hymn of final lriumph. Whalever went o n in Mahler's 
volcanic nalure and kindled his mu sical fantasy, il was subl im aled inLO genuine mu
sic ... Approximalely in 1909, o ne a nd a ha lf years before his dealh, Mah ler wrOle me from 
New York, afler a perfo rma nce of his Firsl Symp hony lhal he had conducled: " I was qu ile 
salisfied wilh lhis yo ulhful ve nLUre. I a m slrongl y affec led when I co nducl one of lhose 
works of mine. There is crysla llizin g a burning pain in m y hearl. Whal a world is lhis lhal 
caSlS up such sounds and refleClions of images; Things like the Funeral March a nd lhe 
oUlbursl of the SLOrm which follows il see ms LO me like a nam ing accusalion o f th e Creator." 
Certain ly Mahler rebelled aga in sl God when he wrole lhis Symp ho ny. BUl il was lh e 
rebellion of a fiery young heart LOrn by inner connicls and doubls. His laler works show him 
on an ascendin g pa lh grad uall y leading upwards and opening LO his searc hing mind wid e r 
horizons and higher aspecls lhan lhose darkened b)' passionale yo ulhful experiences. His 
First Symphony, in which thallempesLUous epoch of his life found an expression in a n, will, in 
its musical richness and originality, remain an hisLOric milesLOne in music.* 

· Columbill Mas tcrwork~. op. CIt. 
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Sunday afternoon, April 27 

Mass In A-flat major .... .. .. ............ ............. ... SCHUBERT 

Franz Schubert was bom in Lichtelllhal , a suburb of 
Vienna, J anuar), 3 1, I i 9i ; died there November 19 , 1828, 

A blissful instrume lll o f God. like a bird of the fields , Schubert let his songs sound, an 
invisibl e gre)' lar k in a plowed field. darting up from th e eart hy furrow, selll inlO the world 
for a summ er lO sing. - FRI EDELL 

Franz Schubert belongs to that ga laxy of yo uthful romantic prodigies 
who died at th e height of their careers, having reached a state of per
fection in their art but before their greatest potential had been realized. 
Schubert was dead at the age of thirty-one. 

There is no need to recount the dreary details of his short and unevent
ful life, filled with poverty, humiliation , and disappointment. His whole 
tragic story of neglect and failure to rece ive recognition is recorded in his 
own words. Two-and-a-half yea rs before his death, he applied for a 
position o f Vice-Capellmeister a t the Cou rt of Emperor Francis I. In a 
pathetic lette r dated April 7 , 1826, he r eviews his qualifications: 

I. The und e rsigned is a native of Vienna. son o f a sc hoolmaster, and twe llly- nine yea rs of 
agc, 

2. As a court chorister , he enjoyed the supreme privilege of being for five yea rs a pupil at 
the Imperial C hoir School. 

3, H c rcceil'cd a co mplete course in composition from the latc First Co urt Capell meister , 
.-\nlOn Salieri. and is th ereb~' qualified lo fill an~' post as Capellmeistel'. 

-I , Through his I'ocal and in trumelllal compositio ns, his name is well -kn own, not o nl ' in 
Vic nna , but a lso in a ll Germa lll'. 

:>, lI e has in ,·eadin ess. moreol'er. fi ,'e masses for ei the r la rge a '· small orchestra. which 
hal e been per formed in I'arious churches in. Vie nna, 

6, Fina lly. he now enjovs no appoi lllm eill whaLsoel'e r. and hopes in the sccuri t)' of thi 
permancnt position to be able a l leasl lo alla in compl e lely the artistic goa l which he has se l 
for himself, " 

His request was ignored , as wa e \'ery app lication for a position he ever 
mad e, He was, furth e rmore, ne \'e r associated with the great publ ish ing 
houses of Germany -Breitkopf and Hartel, Schott, or Peters, Un like Mo
za n , he was not a \'irtuoso performer on any instrument and had no 
means of earn in g money from that source . He was undu ly shy and 
ret iring. and, with the exception of a small close group of friends, he 
shunned societ),. His li fe , \\'ith the exception of a few j ourneys in to lower 
Austria , \,'as confined to the cit)' of Vienna. After the age of twenty-one, 

• Alfred Eill ~ t ei ll . MlLfir;'1 tht R Ommlli( Era (New York : W. \\' . NOrlon and Co .. Inc. 19·17). p. 86. 
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the on ly position he still had was that of a teacher. In the summers of 
1818 and 1824, he taught piano to the daughters of Count Jo hn Esterha
zy, for free maintenance and two gulden (less than one dollar) a lesson! 
His whole heart and soul were dedicated to composition. A momentary 
insight into his loneliness and desperation is to be found in a letter to 
Leopold Kupelwieser, March 31, 1824: 

Think of a man whose hea lth can ne\'e" be resto"ed , and who from sheer despair makes 
matters worse instead of belleI'. Think. I say, of a man whose brightest hopes have come to 
nothing, to whom love and friendship are but tol"lure, and whose enthusiasm for the 
beautiful is fast vanishing; and ask yourself if such a man is not truly unhappy.* 

In a letter to his friend Schober, he enclosed a poem he had written 111 

1824, titled "Complaint to the People." In part it (-ead : 

o ),oulh of this ou" time. )'OU fade and die! 
And squandered is the streng th of men unnumbered--
Too grea tlhe pain by which I am consumed , 
And in me. but one dying embe,' flashes; 
This age has llIrn ed me. deathless. into ashes--
To this 'tis given, hoi)' An a nd great. 
To figure forth an age wh ere deeds could flouish 
To stili the pain, the dying hope to nourish--- t 

To his "holy Art and great" he dedicated ten symphonies and other 
orchestral works; seventeen operas, mostly fragmentary; fourteen string 
quartets and other chamber music; twenty-two piano sonatas; man y in
cidental pieces for the piano and over six hundred songs! Schubert's gift 
for spontaneous melod y and his insatiable desire and capacity to compose 
has never been surpassed. Art for him was an escape from the grim 
realities of his life , and his immortal melodies his only fulfillment. 

The Mass, the most solemn service of the Catholic rites commemorating 
the sacrifice of Christ on the cross, reached the height of its development 
in the Middle Ages, and a glorious fulfillment in the Renaissance with 
such composers as Palestrina , Lassus, and Gabrieli. The significance of 
this venerable form, with its objective representation of holy events, grad
ually faded away, as composers treated its austere text with greater musi
cal freedom and subjectivity. 

The early nineteenth century was not an age distinguished for its 
church music. The prevailing tendency was to turn back to Palestrina in 
the Catholic church, and to Bach in the Presbyterian. The best works of 
the period came from the pens of Luigi Cherubini in Paris and Franz 
Schubert in Vienna. Schubert wrote six Masses, climaxing his efforts in 
that form with the great Mass in E-flat major, completed in the fina l year 
of his life. In his time, and in Vienna particularl y, attitudes toward 
ecclesiastical concepts had become very lenient. The church authorities 
did not always respect the aged text and were not toO concerned about 

• Grove's Dictionary of MUJIC and MlLriCia'lJ; 3rd ed. (NCYl York: Macmillan Co., 1935) Vol. IV , 604. 
t Eins(cin, op. cil. 
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the intrusion of secular music to accompany it. The composer was free to 
express himself in as individual a manner as he desired , and the general 
public, wh ich sought its relaxation in the opera house and concert ha ll s 
where the music was becoming more and more stimulating and exhibi
tionistic, did not resent the most subjective, melodramatic or operatic 
effects in the music for the church. In the middle of the century, a 
musical reform attempt within the Catholic Church (later called the "Ceci
lian movement" after Saint Cecilia, patron sa int of music) had littl e effect 
in introducing new significant works.'" 

Schubert's Masses, like those of his time, genera ll y contain liturgical 
omissions and highl y individualized treatment of the text. Early writers 
attributed this practice to carelessness , but the omission of the same words 
in all of the Masses is more than coincidence. Schubert was a religious 
Il)an but not absolu tely orthodox. His art was too personal, too spon
taneous to submit to rigorous traditions in the setting of the Mass. But he 
possessed a kind of clairvoyance (as his man y songs attest) in penetrating 
to the very heart of the text, giving to its verbal meaning a viv id , highly 
distinctive protraction in his music. Perhaps he does not possess the 
profound insight of a Beethoven (Missa Solemnis), but for sheer melodic 
beauty , for deep humanity, and for genuine sincerity, Schubert has no 
peer. 

Paul Nettl wrote the following to accompany the Vox (PL 9760) record
ing of the A-Aat major Mass: 

Franz Schuben in his Masses appears as a rationalist and realist. He does not write fOl- an 
invisible comm unity o f Saints but for people of flesh a nd blood, for an audience bound to 
enjoy unsurpassed beauty in sound and melody. Among his six Masses, written between 
18 14 and 1828, the o ne in A-flat major-often called his "Missa Solemnis"-was com posed 
between 18 19 a nd September 1822. Schubert's intention to dedica te the work to the Aust
rian Emperol- Fnl11z I and to his wife Carolina Augusta clearl}' indicates the significance he 
all1-ibuted to th e work. This i al 0 obvious b}' the fact that he wrote two "ersions of the 
"Gloria" and o f the "Osanna" in the " anClus." The value of the A-flat major lass was not 
recognized unanimousl y. Whel-eas Schnerich , an expen ill ecclesiastical music. fails to 
recognize its grandeur because of its litul-Kical insufficiency, Hermann Kre tzschma r po ints 
out that the composer, with the po sibl e exceptio n of the D-minor string quanet never 
reached the spil-iLUal height of this Mass:" obod}' knows Schubert who does no t know the 
A-flat major /\Iass." 

Schubert was bom into an aUl1osphel-e of rationalism which was rooted in the political 
philosoph), of EmperOl- Joseph II. :\Ianr of Schubert's statements prove a certain animosit), 
toward the clergy. I n a leller to his brother Ferdinand of September 12, 1828, he exclaims, 
"How shamefu ll y is Th}' image misused. 0 Chl-ist! " In another leuel- he expresses his 
satisfaction about the disappearance of the powcr of bigotry. On the other hand his friend 
Anselm Huelle nbrenner te ll s u~ :hatthe composer firmly believed in God and th e immonal
it )' of the sou l. We might compa l-e Schubcrt's religious feelings with those of :\!oza n and 
Beethoven who bUlh followed the philosophy of Deism as propounded by such minds as 
Lessi ng and /\Ioses /\! end elssohn. 1 n his masses we recogn ize his cl'itical point of view LO"'ard 

*Later in the ce ntury. Hector Berlioz' R~qutnn Ma..u ( 1 8~i). Goullod's 15 masses (Saint Cuiha Ma.u. 1855). F,-anz Liszi's 
Ftstil lal Mass ( 1855) and his Mass Jor th , COrOtlO /101i of thi Kmg 0/ HU1Iga,)' ( 1867) and Verdi 's 1n;lgnificcTlt R"qurrm Mass (1874) 
among o lhers. were, because of their ecstatic and dramatic music. altogether inappropriate for performance in Ihe church. 
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some liwrgical aspeCls inasmuch as he omits consciousl y or LlnconscioLlsl), the passage 
"Credo in unam Sancta m Catho lica m," a fact co nsidered as a n obs tacl e ror li!LIrg ical per
fo rmances accord ing to a d ecree o f Pope Leo X III o f 1894* 

Schube rt's masses, as ma n)' of those o f his contempo r'a r'ies a nd even of Moza n a nd Haydn, 
are structurally closely connected with the sympho ny a nd so nata form, Ther'e is a permanent 
influx of the Lied, Schube n's most impo nant crea tive medium, A broad mel odic flow 
pe rmeates the \dlOle work, T he " Kyr'ie" scored fo r oboes, clarinets, b"ssoons. hol'l1s <lnd 
stri ngs plus soli and chorus expresses a tender prayer for' mercy, The sim plc melod y 
expr'ess ing a deep devotion is sung a lternate l), by th e u'ebles a nd a ltos o n o ne hand . Le nors 
and basses on the o ther' ha nd, BOLh gr'oups are united in a simpl e ho mophonic sta temenl 
rollo\\'ed by the mo re a ffirm a tive "C hriste Eleison," The follo\\'ing "G loria" ch aracteristicall ), 
\Hillen in the sha r'p contrasting E-major key adds to th e o rches tra tion o f the Kyrie trumpcts, 
trombones a nd ke ttle-drums, Grandiose passages \\'ith rapidl )' ro lling basses, storming 
strings and sonorous chords in the winds express o verwhelming joy a nd jubila tion to the 
Almighty, The exuberant jo)' of the cho rus is interrupLed on ly by short episod es with th e 
accompaniment o f a reduced o rches tra, The sharp dact\'lic accents of thc "Glo r'ia " are 
conu'as ted b)' the following "Gra tias agimus"-an andantino in A-major', sCQl'eel for cha mbe r 
e nsembl e a nd solo vo ices altcrnating with !LIllis, It is one of th e mOSL beau tiful melod ies ever 
composed by the Viennese mas te L The acrompan),ing trip lcts of the c1ar'in e ts evo ke a 
tou ching e ffect. There is a pe rmanent a lternatio n between !LIllis and solos r'ecallin g th e old 
Venetian bichorale technique, The "Dom ine Deus" in a moderate alia breve mete r' expresscs 
a po\\'erfu l tension from a ha r'monic point of \'ie\\' , It reaches a dimax with IWO solos ill 
, Altissimus," The passage "Quoniam tu Solus Sanctus" with its mystic harmonies \Hillen in a 
hrghl y eleva ted style fo rms the bridge to the fugue, the exte nsion of which frequ e ntl ), 
presented an o bstacle for the pe rfo r'mance o f the Mass, 

The following "Cr'edo" is introdu ced b)' a powerful chord, firs t played by hol'll s and 
tro mbones, la ter by the winds , This instl'lrmental motif appears in eac h new cntry of th e 
cho ru s, introducing the co rTespo ndin g a rticles of Faith, This majestic item is fi)lIo ll'cd b)' the 
"Et incarna llls es t" , a Grave for eight parts, There is a deep mysticism expresscd in the 
passage: "Ex \I aria Virgine," These mystic feelings are intensificd in thc " Holllo factus est" 
and in the pictorial po lyp honic "C rucifixLls," Thi ection hi! an o,'e l'lI'hefmin g almost 
s ha king effect. The fo llow ing "Et resulTex it" uses th e Credo-motif. but distinguishes itsel J' by 
faster mo\' ing fo urth s, s)' ml~) l s of th e mystery of resurrection, Allention should bc ca ll ed 
also to the passage "Et iterum Venturus est cum gforia judica re \'ivos et mo nu os" with the 
stnkll1g contrast of the living and thc dead, The iniual Credo-mot if appea r's again in "Et in 
Spiritum," in "Confiteor," "Et especto" and "Et vitam Venturi ," An ex tended homophonic 
"Amen" lighten s the tensio n of that pc)\\'erfu l and ~ e t tende r pan of the Mass, 

It is wo rthwhile to mentio n that Schu bert in the "Cr'cdo," as indica tcd a bovc, changed the 
a uthentic \I ass text. The wOl'd "C redo" is repea ted aga in a nd again as a kind of "le itmotif", 
It is obvious that he made this unauthentic add itio n from a pur'el l' st ruclllral )Joint of \'ie ll' , 
FUrth ermo re, Schubert intl'Oc1uces the bcginning of the item \"ith "Credo in num Dc ulTl , 
factoreum Coeli and Terri " instead of the authe ntic "Patrelll Omnipotentem," Othc r slight 
changes might be detccted by comparison o f Schubert 's \'e rsio ll with th e authe ntic ;\I ass tex t 
g iven below, These changes a lso includ e the om ission o f " Et nam Sa nctum Catholica m,"t 

The "SanClus" in F-major in 12/8 meter fascinates b) daring harmonies as i,e, augmcnted 
triads, T he three-fold "SanClus" cxcla mation c \'ide llll y inspired Schubcrt to thc Iriplct Illotif'. 
As Bach in thc "SancLU s" o f his B-minor t-.lass was influ enu;d by thc de,cripi ion of th c 
Biblical e\'ents by the Prophet Isa ia h , Schubert as we ll secms to portray thc fl ying angels, Thc 
ca ll of the angels iner'eascs in power and is c limaxcd in the third ca ll "Dolll inll " De LIS 
S<lbaolh" which a fter bold modulations returns l<l the or'ig inal F-majol'. "Pleni sunl Coeli" 
and the "Osanna" belong to Schube rt 's most bea utiful in spirations, Thc te nd cr "Osanna" 

Iht..' 11 IIIl', tlll llg. 01 * .. \IIIIIt" 1001 1111, ,h'-IH't' '1.llL" : ·' r . H' I \ pU.'(t.: III " huh hillel ... lIl' 101lllel 10 ht: "'Hlllt'd. dcpll",:d III 

iudi" n.:c.' , " I t'pt..'dll.'d . • , 101 hidrlt'Il ." 
t Fo rli \l'" pcrt<HHl.,II(C.: the: Il.'lj,cd Nm'I'/J" l'd llioJ) 1)\ 'I hlllll<l .. '", :\ , C,I',"--' A. \ 1,"'" 1..~ : . ~1.. I' uwti. rhe I t... , I " f:1 III/filii 

Sll1lrl ll1lt C(ilJUJllrmfl" h.I"I ht..·t:n 1 t:",tOI t:d 10 lilt: lex t \\ II hUUI . 11 1\ .11Ie l.III I II1 "1 III Stllllhl'\ \ ... 'It tv> m ,tl h .IIII1I1I\\ . 
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groll's more and more powerful. A completely new world opells up in the "Benedictus" 
written in the origina l A-nat major key. Soft harmonies pla)'ed by the winds and acompanied 
b)' pizzicati of the celli intmduce this new section. The introduction is followed by a vocal 
solo trio without bass. Occasionally sections of the chorus are inserted. Finally the chorus 
takes over. A shan intel-Iude fonns the bridge for the "Osanna", a repetition of that item 
fmm the "Sallctus." The "Agnus Dei" in A-Hat major is full of m elodic expression. The 
solo-quartet modulates directly to E-major. The following "M iserere," sung in unison, leads 
to E-Aat major. After a short interlude the "Agnus" is repeated twice according to the 
liturgical demands. The "Dona nobis Pacem" uses melodic material fl-om the "Bened ictus" 
and is a determined prayer for peace. Its simplicity reAects the liturgical atmosp here of the 
Viennese sublll-ban Catholic congregations. Its mood recalls the Kyrie thus g iving an impres
sion of unity to the whole ecclesiastical work. 

The A-Aat major Mass certainly shows a great deal of independence. No other Mass of the 
entire literature shows more melodic beaut~ than Schubert's " :\Iissa Solemn is". 

KYRIE 

Kyrie, eleison. 
Chrisle, elei.wll. 
K.lTie, eleiso l/. 

CI.ORIA 

Gloria il/ Excpl.fi.f Deo. Et ill 
InTO /JOX IlOminibus bOl/oe 
1IOhlll lol i.l. 

LOIie/omll.1 Ie. Benee/ifilllllS Ie. 
,-Je/oramw Ie. Glurijiwmlls Ie. 

Gralia.1 agilllllJ lilii propler 
1Il0g"0111 gloriolll 1110111. 

Domille DI'II S, Rf'X coeleslis, 
Df'II.1 Paler ollllli/lolens. 

Domil/e Fili IIl1igellile, }e.lI/ 
Chrisle. Domille DeliS, AglIlIS 
Dei, Filiw Pa/ri.'. Qlli lollis 
perra/a mlille/i, lIliserere lIobis. 
Qlli lolli, pecrala mlilldi, 
l//lriPe deprecaliolll'm lIoslram. 

Qlli ",de< ad dl'xleram Palris, 
mi.\(Jrrrp lIobis. 

Qllolli(/11 III .10111.1 SOllrllis. Til 
.10111.1 DOlllillll.l. Til .IOIIiS 
Allis.liml/.I,}esl/ Chrisll'. CIIIIl 
Salleto Spirilll il/ gloria Dei 
Polri.l. Allie/I. 

CREDO 

Credo ill UIII/I11 Dell/II , PolrPIIl 
Ollll/ipolenlelll, {oclon'lIl 
roeli ellerrae. l,isibilil//II 
0/1111 iI/ill , 1' 1 im,i.libilill/ll. EI 

KYRIE 

Lord. have merc), on us. 
Chl-ist. have merc), on us. 
Lord. have merc)" on us. 

GLORIA 

Clory to God in the highest. 
And on earth peace to men of 

good will. 
We praise Thee. We bless Thee_ 
We adore Thee. We g lorify Thee. 

We give Thee thanks for Thy gl'eat 
gIOl-Y.O Lord God, heavenly King, 
God the Father a lmighty. 

o LOI-d Jesus C lwist. the on ly-
begollen Son. Lord God. Lamb 
of God. Son of the Fathel'. 
Who takest awa,' the sins of the 
world. ha"e merc,' on us. \\'ho takest 
away the sins of the world, recei"e 
Ollr pra:·er. 

Who sillest at the righl hand of 
the Fathel'. ha"e mercy on llS. 

For tholl alone art holl". ThOll 
alone an Lord. ThOll alone. 
o Jeslls Chrisl, an most high. 
Together lI'ith the Il oj,· C host 
in the glOlT of Cod. Ihe F;lIher. :\ men 

CREDO 

I bclic,'C in one God. the Fathel' 
almight:· 

:\!aker of hc,l\ 'cn and carth. and of 
all things ,'isiblc and im isiblc. 
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ill unum DomillU11I J e 111/1 Christ1l11l, 
Filill'l1l Dei lInigenitum. £t ex Patre 
natllm ante omllia saeclIla. 
Deu7//. de Deo, LlImen de Lumine, Deum 
verllm de Deo vero . Cenitllm, non 
factllm., consubstall.tialem Patri: per 
qllem omnia facta sunt. Qui pmpter 
nos homines, et propter nostra111 
saLutem descendit de coeLis. 

E t incarnatus est 
de spiritll sal1cto 
ex Maria Virgil/ e; 
et homo factlls est. 

CrtlcifixtlS etiam pro nobis: sub 
POll.tio Pilato pass us, et 
sepulttls est. 

Et resllrrexit tertia die, 
seCllndum Scriptllras. 

Et ascendit ill coeLum: sedet ad 
dexteram Dei Patris. Et iterom 
vent1l111S est cum gloria 
judiea re vivos et mOTtuos: 
wjus regni non erit finis. 

Et in Spiritllm Sanctllm, 
Domillllm, et vivifica ntem: 
QlIi ex PatTe, Filique 
procedit. 

Qui wm Patre, Filio simul 
adoratul', et conglorifieatul'.· 
qui lowtus est per Prophetas. 

Et unam, sanetam, eatholicam 
et apostolicam Eec/esiam. 

ConfiteoT ullum baptisma ill. 
remi.u ionem peeeatorum. 

Et expecto re.Hlrrectionem 
mortuorom. 

El uitam ventllTe saeculi. 

Amell. 
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And in one Lord , J esus Christ, the 
only-begotlen Son of God. 

Bo rn of the Father before a ll ages. 
God of God , light of lig ht, true 
God of u'ue God . 

Begotten , not made; of one being 
with the Father; by whom all things 
are made. 

Who for us men. and for our salvation 
came down from heaven. 

And was made Oesh 
by the Holy Ghost, 
of the Virgin ~lal' }'; 

and was made man. 

He was also crucified for us. suffered 
under Pontius Pilate, a nd was buried. 

And on the third day He al'Ose aga in , 
according to the Scriptures. 

And ascending into heal'en, 
He siueth at the first hand of the 

Father. 
And He shall come again with glory to 

judge the living and the dead: and of 
His kingdom there sha ll be no end . 

And in the Hal)' Ghost, the Lord and Giver 
of Life, who proceedeth from the 
Father and the Son. 

Who together with the Father a nd th e 
Son is no less adored and glorified: 
whospokeb)' theprophe~. 

And in one hal)" ca tholic a nd 
aposto lic Church. 

I co nfess one bap tism for th e 
I'emission of sins. 

And I look for the resurrectio n 
of the dead . 

And th e li fe of the wo rld to come. 

Amen. 



SANCTUS 

Sanetus, Sanetus, Sanetus, 
Dominus Deus, Sabaoth. 

P leni sunt coeli et terra 
gloria tua. 

Hosanna in exeelsis. 

Benedietus qui venit in nomine 
Domini. 

Hosanna in exeelsis. 

ACNUS DEI 

A gnus Dei, qui toUis peeeata 
. mundi: miserere nobis. 

A gnus Dei, qui toUis peeeata 
mundi: dona nobis pacem. 

FOURTH CONCERT 

SANCTUS 

Holy, Holy·, Holy, LOI-d God 
of hosts. 

Heaven and earth are filled with 
Thy glory. 

Hosanna in the hig hest! 

Blessed is He that comes in the 
name of the Lord. 

Hosanna in the highest! 

ACNUS DEI 

Lamb of God, who takest away the 
sins of the world, have mercy on us. 

LarTlb ut God, who takest away the sins 
of the world, grant us peace. 

Concerto for Violoncello and 
Orchestra in E minor, Op. 85 ... . .... . . .. .. . .. . .... .. . . . ELGAR 

Edward Elgar was born in Broadheath, England, June 
2, 1857; died in Malvern, England, February 23, 1934. 

The great school of English composers, which began with John Dan
stable (d ied in 1453), and continued through the Madrigalian Period with 
William Byrd (1543-1623) as its supreme figure, had finally come to an 
abrupt end with the death of Henry Purcell in 1695. When the German, 
Italian-trained Georg Friedrich Handel arrived in London in 1710, Eng
lish national music was quite dead. Not a single composer of stature had 
appeared in the interim. This period of sterility, as far as native-born 
composers were concerned, continued for almost two centuries, and Eng
lish music sank to its lowest level, which led Nietzsche, Heine, and the 
world at large to refer to England as "a land without music. " 

Toward the end of the nineteenth century, however, three figures 
appeared who exerted a tremendous influence over the musical destiny of 
their country: Herbert Parry, Charles Villiers Stanford, and Edward El
gar. These men possessed remarkable creative gifts and a wide-ranging 
scholarship. But it was Elgar whose loftiness of purpose and tenacity of 
true genius made him the musician laureate of the late Victorian and 
Edwardian eras and that ultimately won for him a knighthood in 1904. 

It is not possible to rate too highly his importance in the history of his 
country's music. Without his copious output, the state of music in Eng
land wou ld have remained pathetically provincial. His intellectuality was 
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evident in his wide acquaintance with history, literature, and art; and his 
music reflected a versatility and a new sense of values that were imme
diately discerned; it was "like a fresh breeze blowing stagnation away." He 
not only restored a continuity to English music, but he freed it from the 
stilted, decadent domination, and anemic imitation of foreign composers. 
His place in history is secure whatever the ultimate fate of his music will 
be. Since his time, his position at the head of English music has been 
challenged by such composers as Gustav Holst (1874-1934), Frederick 
Delius (1862-1934), Arnold Bax (1883-1953), Ralph Vaughan Williams 
(1872 - 1958), William Walton (1902 - ), and Benjamin Britten 
(1913- ). 

Elgar was as tru ly a product of his age and his race as were Byrd and 
Purcell. He expressed not only a strong personality, but the aspiration 
and sorrows of his generation, and is the lesser and the greater for doing 
so. He revealed at times the self-conscious restraint of his country's music, 
for the Victorian age liked complacent, modest, sentimental art of careful 
deportment. Cecil Gray, an English critic, sensed in some of his music an 
atmosphere of "pale cultured idealism" and an "unconsciously hypocritic
al, self-righteous, pharisaical gentlemanliness" which was so characteristic 
of British art in the nineteenth century. Philip Hale, American critic, 
referred to his music at best as "respectable in a middle-class man
ner ... the sort of music that gives the composer a degree of Mus. Doc. 
from an English University." 

It is true that Elgar had his platitudinous, pedantic, and stilted mo
ments. But we should not judge him by his weakness alone. "Salut 
d'Amour," "Land of Glory," "Pomp and Circumstance," pieces by which 
the world at large has come to know him , are not representative of the 
real Elgar. We do not judge Tennyson as a poet by his "Charge of the 
Light Brigade." Elgar too had his "In Memoriam" in his "Dream of 
Gerontius"* and in the exquisite lyricism of the slow movement of his two 
symphonies, in the violin and cello concertos, and in the Enigma Variations 
there is rare beauty which the world does, and should, cherish. Elgar's 
music, even in its unprecedented sweep and majesty, was never disturb
ing, or excessive in feeling. After all , he was not writing for a mad world. 
Harmony of spirit, fought for and won , is the essence of his art. 

The cello concerto on this afternoon's program was Elgar's final major 
work . He began composing it in London during the winter months of 
1918 and completed it in Sussex in August 1919. Because of too few 
rehearsals its premiere performance at Queen's Hall on October 26, 1919, 
conducted by the composer, was not an auspicious success. Although the 
audience was in general disappointed, expecting the luscious profusion of 
his typical , highly romantic style, it received the work warmly. It heard 
instead a work of quiet meditation, constructed without elaboration and 
with unusual conciseness. Neither was the form of the concerto orthodox; 

· Performed at former May FC~ili\als in 1904. 19 12, and 19 17. 
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it did not, like those of such masters as Mozart, Beethoven, Schumann, 
Brahms, have distinctly separate movements with clearly articulated 
themes. Its four short movements are linked together in pairs. Both the 
first and second begin with the solo instrument playing a slow declamato
ry-like introduction, and the third movement moves directly into the 
finale. A full orchestra is used, but with the utmost economy, allowing the 
solo instrument, which plays almost continuously, to be clearly heard 
throughout. In spite of the inauspicious reception it at hrst received, the 
concerto soon won its position as one of the finest works in its genre. 

The following analysis was written by Mr. Porte in his biography of the 
English master: 

The whole aspect of the cello conceno is generally tranquil, yet it is obviously inspired by 
the deepest feelings of humanity. There is )10 occasion for external display, the whole work 
is indicative of earnestness and a wistful realization of life's beauties . It is an extremely 
sensitive recording of the composer's later mentality; there is no thought or claim for 
popularity, but there is understanding in it for all of us who look ou t on life in an esthetical. 
yet problematical sense. 

I. The conceno opens with a shon recitative for the soloist. The emotional aspect is at 
once serious and expressive of the term nobilimente, which is prefixed LO the score. The 
ensuing Moderato presellls a more pastoral cha racter, which is, however, strongly romalllic 
and inclined to be mysterious. After orne repetitions, a new idea elllers. It is more 
prepossessing in appearance and decidedly welcome. The whole soon becomes serious, the 
'cello having passages of impassioned thoughtfulness. Finall y th e fil's t theme reappears and 
the movemelll dies softl y away. There is no bl'eak between this movemelll and the rest. 

II. A few illlroducLOry bars for the soloist and also some awakening pizzicati f!'Om the 
ol'chestra usher in the scherzando-like theme. the chief feature and the effec t of which is the 
reiterated note idea. Soon a change of mood is expressed in a lovel y ca ll1abil e melody, 
embraced by both soloist and orchestra. The soothing calmness of this new th eme is felt LO 
the end of the movemelll, even through the liveliness of the foregoi ng melody, which , of 
course, returns with all its vivacity. 

III. The slow movemelll of an Elgar work always arouses within u the thoughts of 
exquisite beauty and penetrating emotion. In the preselll work it comes as a pure song-like 
uuerance, the climax of the spiritual auitude presellled to us at the opening bars of the 
work. It is one comparatively shon Aow of lyrical beauty, f!'Om which no definite melody 
may easi ly be plucked. The a ir is at first tranquil. but soon the expressive strains of the solo 
instrument prepare for the broadening-out, which cu lmina tes in a superbly emotional 
climax. The calm er mood, however , returns and cOlll inues LO the end of the movemelll, 
which is a very mirror of the new Elgar. It proceeds withollt break inLO the Finale. 

IV . The open ing recitative appears again at the com mencemelll of the Finale, but now 
more powerful in appearance. The principal theme soon e lllel'S ilnd is at o nce st!'Ong and 
quasi-humorous. After some discussion of this, the second subject appears a nd this in turn 
leads LO a bravura passage for the solo 'cello. The lauel' occasio n is an exceptional one and a 
concession of the composer. The first theme now reappea rs in unified 'cellos, later aug
mellled by th e full ol'chestra. The second theme also reappears and is subjected LO some of 
the familiar o rchestra l tillls of Elgar. The music becomes calmer. but the coda brings a 
sudden change. The solo 'cello g ives out a striking phrase and the whole becomes intense. 
almost despairing in quality. The restful mood returns, however, and with it there soon 
comes the serious LOnes of the opening recitative. A final statemelll of the principal su bject is 
made in an impressive manner and the work ends with loud , incisive chOl'ds."* 

*J. F. Pone. Sir Edward Elgar (London: Kegan Paul. Trench. Trulincr & Co .. Ltd .. 1921) pp. 194-96. 
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Sunday Evening, April 27 

Symphony No. 31 in D major, K. 297 ......... . .. . . .. MOZART 

Many of Moza.rt's early instrumental works resist classification because 
the distinctions of form we make today were not known in his time. The 
symphony was in the process of evolving from the Italian sinfonia or opera 
buffa overture, which was characterized by two fast movements separated 
by a contrasting slow one. It presented no other problem of formal 
construction and had no obligation to the work it preceded. It was purely 
light, gay, ceremonial music, and thus it remained in the hands of the 
Italians themselves until German composers in Vienna began to expand 
its form, about 1760, by inserting a minuet between the slow second and 
final fast movements , and evolving in general a more aggress ive style. 
Mozart's various visits to Vienna, especially during the year 1767 and 
aga in briefly in 1773, made him increasingly aware of the changes that 
were taking place in the Italian sinfonia at the hands of his own coun
trymen. The in fl uence of the Viennese school upon Mozart, especia lly 
that of Franz Joseph Haydn, prevailed until 1777 when he visited Mann
heim and heard its famous orchestra. In the Symphony in G minor, No. 
25, K. 183, of 1773, he broke away noticeably from his earlier Italian 
models. His themes became more significant and their treatment more 
logical and dramatic; there was evidence that he was moving to g reater 
freedom and individuality in the use of his instruments and that he was 
becoming more aware of effective balance'between movements. 

The four yea rs between Mozart's seventeenth and twenty-first birthdays 
(1773--77) were spent in Salzburg. We know less about this period in his 
life than any other. Since he was at home with his family most of the time, 
there were few personal letters, which are the ch ief and most reliable 
source of all biographical information concern ing him. There is , however, 
a record of his compositions during these years that gives us some in
dication of his musical development. In the year 1774 alone, he crea ted , 
besides the G minor, K. 183, three other symphonies-the C major, K. 
200; the A major, K. 201; and the D major, K. 202. Of the three, the D 
major was the last one composed and the only one actuall y d ated (May 5, 
1774). These symphonies are particula rly significant for they embody 
characteristics of his youth and promises of his maturity; they form th e 
beginning of a transition to the monumental symp honies a t the end of his 
life, the E-flat major, K, 543; the G minor, K. 550 ; and final C major, 
"Jupiter," K. 551. This transition is not a n even one. Occasionally there 
are reversions to the operatic overture style, but the symphonies o f 1774 
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represent a peak of achievement that, at that period of his life, cou ld not 
be surpassed. For the next four years he wrote no symphonies. H e 
remained in Salzburg ~riting incidental music-serenades, divertimenti , 
operatic a rias, miscellaneous works for the church, clavier sonatas, and his 
first significant piano concertos. 

It was on September 23, 1777, that Mozart left Salzburg with his 
mother on a grand tour to Mannheim and Paris, hoping to gain fame and 
permanent employment. From the moment he arrived in Paris on March 
27, 1778, to the time of his return in January, 1779, his life was filled with 
anguish and frustration. He experienced a series of degrading failures in 
his attempt to find an appropriate position worthy of his talents; he was 
lost in the intrigue of court politics; exp loited yet unrewarded; and he was 
desperately in love with Aloysin Weber (sister of Constance, whom he 
later married) whose indifference plunged him into deep depression . His 
mother died suddenly and had to be buried on foreign soil. He co mposed 
little in Paris: eight miscellaneous pieces for a Miserere by Holzbauer, for 
wh ich he received no gratuity. A Concerto for Flute and Harp in C 
major (K. 299) was written early during his stay . There followed a quartet, 
five clavier sonatas, including the familiar one in A major (K. 331) with 
the "Turkish March" as its final movement; a Sinfonia concertante for 
Aute, oboe, horn, and bassoon (K.29711 Anh.9), which was never per
formed and has not survived in its original form; music for a ballet "Les 
petits riens" which appeared in Piccinni's opera Le Finte gemelle but for 
which he received no acknowledgment and no fee; and the symphony on 
tontght"s program. 

In his letters, his father was constantly exhorting his son to seek 
a position at court and to study the French taste and comply with its 
demands. But Mozart was in no mood to do either. He was offered, but 
refused, a position as organist at Versailles. He found France thoroughly 
uncongenial; he despised its people and particularly its music which he 
found vacuous and superficial. 

In the summer of 1778, Le Gros, director of the Concerts Spirituale, 
commission ed him to compose a symphony for the opening of the COTPUS 
ChTisti programs. He complied with what is now known as the "Paris 
Symphony." Although he had written no symphonies for four years, as 
previously stated, he had in the meantime visited Mannheim, the leading 
musical city of the Empire, made famous throughout Europe by its 
remarkable orchestra and a group of composers who were experimenting 
in new techniques for composing for it. In a letter from Mannheim, 

ovember 4, 1777 , he wrote, "The Orchestra is excell ent and very strong. 
There are ten or twelve violins on either side, four vio las, two oboes, two 
flutes, and two clarinets, two horns, four violoncellos, four bassoons and 
four double basses, also trumpets and drums. "* The experimental 

*Emih Anderson. Til , L l'lIl'n o!Mowr, a1/d H;\ Ffltnl(l' (l.ondon : ~Iannillan and Co .. I.ld .. 1 9~H) pp. 355-56. 
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"Mannh eim Symphonies" of Holzbauer, Ca nnabich, Toeschi, and Eichner 
explo ited solo effects, experime nted with the cresce ndo, a nd in general 
broadened the scope of the Symphony. Mozart had been ale rted to new 
expressive techniques before he arrived in Paris. H ere he found a com
parable orchestra, and he wrote his "Paris Symphony" for a bod y o f 
performers who prided themselves , above a ll , on the ir technical precision. 

Referring to his new sy mphony, he wrote in a lette r of Jun e 12, 1778, 
"I cannot say it will be popular-and, to te ll the truth, I care very littl e for 
who will not like it? I ca n answer for its p leasing the few in te llige nt 
French p eople who may be there-and as for the stupid o nes, I sha ll not 
co nsider it a great misfortune if they are not p lea ed. I sti ll hope, how
ever, that even asses will find someth ing in it to adm ire and moreover I 
have to be careful no t to neglect Ie premier coup a' achet (the o pening of a 
symphony with a powerful tutti passage, generally unison)-and that is 
qu ite sufficient. What a fuss the oxen here make of th is tr ick! T he devil 
ta ke me if I can see a ny d ifference! They a ll begin together, ju st as they 
do in other places. It is really too much of a joke."* It was Mozart's first 
symphony to include clarinets, and was written in the Man nhe lm -Pans 
style. Ein ste in writes: 

In the first movement it e\'cn parodies that style to a slight degrce. it begins " 'ith th e 
fonissimo-unisono p"ecision in which was a great point of pride with the Paris orchcs
tra ... He continues with the pompous runs in the strings characteristic of' thc Frcnch 
O\·erlure. a nd does not rorget to ,\Titc impressi\'e unison passagcs ror thc str ings against 
sustained LO nes in the winds. But that is where thc parod)'. or the contri\'ance to plcase th e 
French taste, ends. Mozart's ambition was rar LOa great. and there was LOO much dcpende nt 
on the success or the work. ror him not LO take it seriousl) ... Lc Gros was pmbabl)' right 
wh en he sa id that this. the first 'grea t' symp hon y or ~ I ozan. was the best symp hon y cI'e r 
wriuen ror the Concens SpiriLUale.t 

Scene and Aria: "Ah! Perfido ," Op. 65 

Ludwig van Bcctho\'cn was born in Bonn. Dc

CCm l)Cr 16 . 1770 ; died in Vienna. ;\I arch 26, 1827. 

B EETHOVEN 

There has been so me discussion among mu sical scholars as to the date 
of the composition of this work and Beethoven's intentions regarding it. 
It has been asserted that it was composed in 1796 at Prague, a nd that 
Beethoven wrote it for Madame Josephine Duschek, a notable singer, 
pian ist, and composer, and the wife of the eminent pianist Franz Dus
chek. Another authority held that the a ria was begun a t Vienna in 1795 
a nd was intended for Countess Clar i, a well-known amateu r. As a matte r 
of fact there appears on the first page of Beethoven 's revised score a 

' /bid .. PI'. 8 17· 18. 
t Alfred Einstein . .H1J:flrt , JI, \ Clwmrl/'rfllUl ll n Workl (:'\C\\ Y",!... : Oxfold L' lli\C., ... II\ Pit'''''' 194 5). pp. 22; -2H. 
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dedication to th e Countess Clari. It is probably true that Madame Dus
che k was the first person to sing the aria at a concert on November 21 , 
1796, at Leipzig. The music was published in 1805 . The source of the text 
is unknown; it may have been taken from an old libretto. The music is not 
excerpted from anything; it is a complete work in itself. It is like a 
miniature melodra m a set to music; a few moments, highly charged with 
emotion , that mig ht in themselves be the nucleus of som e grea t classic 
tragedy. T he orchestration is for Aute, two clarinets, two bassoons, and 
horns, and the usual strings. The following is a free tran slation of the 
text: 

RECITATIVE: 

Ah failhless one, ho\\' can )'OU lea\'e me so cruell)'- The gods wi ll sm ile )'ou. Where'el' 
\yu go. m~~ shade \\'li l fo ll ow ~·ou and gaze upon your LOrlure. Yel no! Smile me inslead' 
1'01' ) OU I I,,'ed and for )'ou I II pensh, 

ARIA: 

Oh do not leave me I implOl'e you' Surely I desen'e some pil)'-SO basel)' . so cruell y 
belra) ed. 

"Sheherazade"- Three Poems for 
Voice a nd Orchestra . .. . ..... . .. .. .. . . .. ... .. ... .. .. .. . RAVEL 

"Iaur ice Ra\'el " 'as born in Ciboure. :'II arch 
7. 1875; died in Pari . December 28. 1937, 

In contras t to the ecstatic impres ion ism of Debussy, th e art of Maurice 
Ravel a ppea rs more co ncrete . Although he was a t ho m e amo ng the 
colo red vapors of the Debus ran harmonic sys tem, Ravel expressed him
self in a more tangible form a nd fash ioned the same materials into set 
de igns. His an, in thi s connection. stands in much the sa me relationship 
to musical impressionism as the an of Renoir does to the same style in 
painting; it restores formal values. In this structu ra l sense he differs from 
Debussy. But, like Debussy. he re\:eals the typical Fre nch geniu s, an 
exquisite refinement. unerring sense of form, purest craftsmanship , at
tention to minute details , impeccable taste, a nd a finesse a nd lucidity in 
execution. 

In the exactin g art of song writing. r-.faurice Ra \'e l e \'o lved, as he did in 
every medium he to uched . a highly ind ividu a l style. Hi s vocal lin e. a 
quasi-pm'lando quite distinct from the free recitative of Ita lian opera o r the 
Sprechstimrne of Arnold Schonberg. has often been cha racte ri stically re
ferred to as "Ra vel ia n declama tion. " T he melod ic co nte nt in his so ngs 
inva riably lies in the accompan imen t. \\'here the independent piano o r 
in strumental pans, su btl y rhythmic and hig hl y developed harmon ica ll y. 
carr)' the m a in musica l interest. In co ntras t to his co ntem po ra ry coun
trymen. C laude Debussy, Ernest Chausson. and H e nri Duparc, Ra vel \I'as 
not a born song writer. H e must be classed with those composers \I'hose 
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style was essentially instrumental. His precise , wi'tty, and ironic ex
pression, and particularly his pe nchant for clarity and co mpactness of 
form , often counteracted the murability of conventio nal vocal melody. It 
did , however, assure the most intimate rela tio nship between word and 
tone. In a ll of Ravel's songs, the subtle inflections of the Fre nch language 
are as precisel y duplica ted as possible vocall y. For this r eason , translation 
into a no thel- language, always a moot qu estio n aestheticall y, is in th e ir 
case unthinkable. SheI1erazade is Ravel's only orchestral song cycle, and in 
this genre, it has few riyal s. In 1903, he set three poems from a volume of 
verse by a young poet-pa inter-musician (Tristan Leclerc) who wrote un
der the nom de plume of Tristan Klingsor. Both h e and Ravel belonged to a 
wild avant garde group ca lled "Les Apaches," which included , among 
others, the youthful Manuel d e Falla and Igor Stravin ky , an av ia tor 
Maurice Tabuteau, and a mathematician J osqu in Bocara. They seemed to 

share a common dread of indulgent self-expression , emotional excess or 
a ny hint of the ord ina ry o r the literal. Ravel, th en twenty-eight yea rs of 
age, and at the height of his culwra l rebellio n agains t bou rgeo is taste, is 
described by Rola nd-M anuel: 

T he Ravel of sidewhiskers a nd discre te but careless concessions to the demands of fashion 
present a perfect type of Baudelerian dandy. e legan Ll y frigid. with a horror o f triviality, a nd 
all effusions of feelings. He had the proud I'eserve of a man with a message, whose secret he 
had not yet divulged* 

But Ravel, like Chopin and his teacher Faure, found his unique style 
from the beginning, and atta in ed perfection as a craftsman with remar k
a ble rapidity. Sensitive to a n unusual degree to all the changin g currents 
in poetry and paintin g that were sw irling abo ut him , he submitted to 
none. He began composing with a clear vision of his own purposes and 
a ims and never faltered . Nonconfo rmist and fiercely independent, he 
hunge red for novelty in his a rt and achieved it with Gallic grace. 
"Sheherazad e" (1903) is a youthful work, full of brilliant, if a t times 
self-consciou s, a rtifice . Ravel him self ac knowledged the obvious inOu e nce 
of Debussy. It co mes from the same period in wh ich he produced the 
better known Pavane pour une infante defunte ( 1899); Jeux d 'eau (1901); 
the String Quanet in F majo r ( 1902); and the Sonatine (1905). It is a kind 
of symphonic poem for vo ice and orchestra in which Ravel evokes a 
mrriad of exotic and multicolored mood s in a kind of rhapsodic voyage 
throug h the Orie nt. 

Trista n Klingsor, the author of the poems, has exp lained how he ca me 
to write them and how Ravel set them to music: 

T he O l' ielll was in the a ir; through Bakst, Rimsky and Dr. l\ ia rdrus, who transla ted The 
Tho[(sa lld and One Nights. The s),mbolists had tra nsposed their' feelings by pl'esenting them 
through a veil of legendar} fiction. I thought of presenting ~ .. lIle through a Persian veil. A 

*~ t all rit.c Ro\and·\1.lIluel. Ra'VI{ (Ubf., j, ie Gu{(cnnard. 19-18) p. 41. 
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Persia of fantasy, o f cou l-se. The well-chosen word wou ld suffice, the happy I-esonance, the 
LOuch o f color . . . 

Ravel was dclig hted by the m elod iousness of these poems. They had th e advantage 
moreovel-, of being subordinate LO a musical sense of metre. Wh il e adopting vers lib"e I LOok 
pa in s LO ensure lh a l, more lha n ever, the rhythm sho uld be skillfull y a ffirm ed. I thought lha t 
lhe verses shou ld be spoken- I won 't say LO the metrono me- but whil e ma l-king the Lime. 
I\l ore than o nce, I' ve composed my vel-ses while walking ... 

It was in 1902 th a t Ravel achieved his goal of adorni ng some of them with mu sic. His 
cho ice o f poem s is surprising . H e chose not those wilh a lyr ical sha pe which mig ht easi l)" 
have been turned imo songs, but I-ather those with a mOI-e descriptive a llLll-e , such as Asie, 
with le ng th)' d evelo pm ellls which did not seem LO lend themselves LO such a PUI-pose_ 

Ravel, in se llin g a poe m LO music, transformed it into ex p" ess ive recitative, exalting th e 
inflections of the tex t into so ng, exa lting all the wor-k's possibililies , but not su bjugating il. 
Ra \'e l made himself the se n 'a nt of the poet ... In ordel- LO be sU I-e of no t mistaking th e 
a utho r's inte ntions, he mad e me read the poem aloud. And, as usua l with him, without 
saying a wOI-d , he retain ed a ll that was e sentia!' He was like a huntel- fo llowing a u-a il , I-ead)" 
in advance to pa IT)' a ny sLll-prise, ha\'ing alread )" decided his path, a nd hav ing o nl y LO guard 
agains t a n y false step. A servant. but not a slave. Thus, when I repea ted three lim es lhe 
initial Asie, I lowered m y voice a deg,-ee each time, as is usual if one wishes LO avoid a n)' 
affecta tion . Rave l, o n the contra l-)" causes this word LO be sung in a ri si ng pa llc m. On a ll 
cou m s, he was r ig h l. T his ascent call incl-easing allentio n LO the phl-ase "marvellous o ld land 
o f fai l")' tales . .. " This is what I call logic and refinemenl. I must add that Ravel has been 
able lhl-oughou tLO se t in re lief the sl igh lest inflections of th e poems, and LO ado m th e m with 
a ll the color-s of a n o rcheslra as rich as il is delicale.* 

The text has no co nn ection with the well-known story of Sheherazade 
and her fabulous tales of adventure and bears little resemblance mu sicall y 
to Rimsky-Korsa koWs brilliant symp hon ic suite. Through his o rchestra 
Ravel paints a panorama of bizalTe effects, in turn shimmering and 
limpid , voluptuo us a nd sensual. Ephemeral and evasive impress ions are 
crea ted through glittering cascades of trills, a rpeggios, tre molos and glis
sandos, m ys tical and luminous sonorities, prosadic pol yrh ythms, or 
labyrinthine but transparent textures , while the voice in unfettered de
clamation, yet full of song, now tender, now dramatic and exuberant, 
sketches the exotic imagery su ggested by the words. 

I ts premiere per form ance i:1 1904 a t a Societe Nationa le Concert con
ducted by Alfred COl-tot wa not a s~l ccess . Even today, with the exception 
of "La Flute enchantee," which is often heard with piano accompaniment 
o n co nce rt programs, it is seldo m p e rformed in its e ntirety. It is a n 
exq uisite work a nd deserves a better fate. 

The following tra nslation of the text IS taken from Columbia 
Records-4289 : 

A .1m (L'Asie) 
Asia! the wo ndcrfu l old la nd of nurses' ta les. whe l'e fa mas)" dwell s likc an empn~ss in a 

fores t full o f m)'ster), . I shou ld like LO ta ke flig ht on th e vessel that roc ks this evening in th e 
mysle rious and solita ry po n and that pre entl)" will unfold its violet sails like a hu gc 
nig ht-bird in the gold en sk),. 

I sho uld th en go toward fl ower-cO\'e l-ed isles. while liste ning to the \\'ayward sea sing in a n 
old e ncha ming rh )' thm. I should sce Da mascus a nd th e Pel'sian c ities. \\'ith theil- d e lica te 

* NoIC'i b\ Felix Apr:lh:lIllian 1963 (A ng-d Recording :-16 105) 
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mina re ts. th e fin e silk tu ,-ba ns on blac k faces lI'ith lumino us teeth, the d a rk amo rou s eyes 
with pupils th a t g liue r joy full y in skins ye llo w as the OI-a nge, th e " e lve t cloa ks a nd the 
garm e nts with lo ng fr in ges. 

I sho u ld see the lo ng-ste mm ed pipes in mo uths sU'To und ed by white bea rds , the sha r p 
me '-cha nts with the ir su picio us g la nces. a nd the cadis a nd vizirs who. with th e single ges tu re 
o ra fin ger . g ,-a ntlire o r death according to th e ir d esi ,-e. 

I sho uld see Pe rs ia, a nd India, the n C hina . co rpule nt ma nda ,'ins und e ,- the i,- umbrellas , 
a nd princes with slend e r ha nds; a nd the learned who d e bate a mo ng th e mselves on the 
subject o f poe try a nd bea uty. 

I sho uld lo ite ,- in e nc ha nted places a nd . like a fo re ig n tra "e!er, conte mp la te at le isu ,-e 
those la ndscap es pa inted o n fa bric fra m ed in fi ,--wood . with a fi gure sta nding in th e mid st or 
a n o rcha rd_ I sho uld see assassins smi ling a t the execu tio ner who cutS a n innoce n t n ec k with 
his la '-ge, cun'ed O,-ie n ta l swo ,-d. I sho uld see pa upe ,'s a nd q ueen s. roses a nd blood , those 
who die o ut o f h a tred. T he n I should ,'e tu r n la te r to ,'ecount m )' ach 'e nture to those cu,-io us 
a bo ut drea ms, ra is ing fro m tim e to tim e . like Sin bad, m yoid Arabian cup to m )' lip s. artl'u ll y 
to inte lTupt m }' ta le. 

The E nchanted Flute (La Flu.te enchanlee) 

The shad e is sweet and m }' mas te ,' leeps, hi h ea d covered \\'ith a pointed ca p, a nd his 
lo ng ye llow nose in his whi te bea ,'d . But I am st ill a wa ke. a nd outside I hea r a flu te jJ'HII'ing 
o ut a n a lte rna te ly sad a nd JOYous so ng . An a ir now la ngou rous, p layed by Ill ) ' belm'ed; a nd 
whe n I a pproach the wind ow, each no te seems sent fmm th e fl ute to Ill )' chec k like a 
m ys te rio us kiss. 

The Indifferent One (L'lndifferent) 

Yo ur e)'es a re as gentle as a g i,' l's. young su'a nger, a nd the fine cu rve o r ),o Llr ha nd so lll e 
face, shad owed with d o wn , is eve n mo ,'e sed uc tive. At m)' doo r a song ri ses I'ro m yo ur lips in 
a la ng u age as stra nge a nd cha rming as mu sic ou t o f tun e. En te r. a n d le t my wi n e chee,' )'O ll _ 

But no, you pass o n . a nd I see you reced e fm m my thresho ld , wavin g a g race l'ul I'a re we ll. 
)'our to ,'so incl in ed by ~ 'o u r woma nish a nd weary gail. 

"La Mer"- T ro is esquisses symp ho niqu es , . . . . ... .... D EBUSSY 

An ana lysis of th e th ree movem e nts o f "The Sea" is n eith e r possible nor 
des irable. Fo r m , as such a thing was und e rstood by th e cl ass ica l masters , 
d id no t o rd ina ril y e n ter into Debu ssy's artistic calcu la tio ns. Debu ssy se t 
fo rth his a ttitud e towar d academ ic m us ic in statemen ts m ad e in 19 11 to 
a n inte r viewer for the Paris pa per Excelsior: " f O fixed rul e ," wro te the 
composer o f "La Mer," "sho uld g uide the creative a r tist; rul es a re es tab
lish ed by works of a rt, n o t for works of a rt, O n e sho ul d see k d iscip lin e in 
fr eed om no t in th e precep ts of a philosop h y in its decline - th a t is good 
o nl y fo r th ose wh o are wea k. I write mu sic on ly in order to serve M usic as 
best I ca n and withou t an y oth e r inte n tio n ; it is na tura l tha t m y wo rks 
sho uld incur the r isk of d ispl easin g people who like 'certa in ' mu sic, and 
p e rseveringly stic k to it a lo ne ." 

" It is for love o f music," h e sa id , " tha t I str ive to r id it of ce rta in s t~ ril e 

traditions that e n shro ud it. I t is a free, a spo nta n eou s a rt, a n o p e n-a ir a rt, 
a n art to be m easu red with the e le ments- the winds, the sky, the sea, It 
must not be m ad e confined a nd scho las tic." T his doctrine so und ed m o r e 
revolu tiona r y in the ea rl y years of the century th a n it d oes today ; the 
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music of "La Mer" itself will prove similarly clear and reasonable by 
comparison with man y m ore adventurous pieces which have since been 
produced, 

We have never been able to translate into words the tongue of winds 
and waves, but it may be that Debussy, through the mysterious power of 
music, has here ca ught for us the true intimations of its meaning, 

For those who prefer a verbal description of music, Charles O'Connell 
has written the following: 

L'aube a midi sur la mer ("The sea from dawn until noon ") 

The ocean, mothe r of m)Tiad immemorial dawnings, slowly heaves and wr ith es in a 
mysterious quiet, and another da}" is born, Muted strings and mumlu"ing drums, and 
ascending notes of th e harp merge in LO a mist that lies ove r the orchestra, A single Rash of 
the awakening sun is reflected in the vaguel) shimmering ,,'aters, and the light grows, Muted 
horn and cor Quglais against descending s<rings suggest the limitless line of the horizon as it 
materializes through the mist, and the shadowed hues of the darkness befOl'e dawn are 
dissipated, with th e cl in ging mists, in the broad light of moming, 

The mu sic shifts in co lo,' and transparency like the sea itself, and it is no mOl'e possible LO 
separate from its curiousl y incOl'poreal and amoq Jho us structu ,'e th e m yriad bea uties of 
which it is compound ed, than to regard , in the wide expanse of ocea n , th e g leam , and play 
of each indi,'idual Wa"e, But nowhere in music is there so magica l a suggestion of the sea , 
" 'ith it> incred ible blues and greens, its sparkle and motion and clear depths, its m ys terious 
and 1I111i)rgellable murmurings alld its po,,'er. 

J ellx de va~es ("S port of the waves") 

The mocking, stormy, placid , d eceiving monster is revealed here in ye t another mood, 
The ocean merril y disports itself, and in the orchestra a seem ing thousand voices entangle 
and collid e and sparkle like the ocean's o wn waves and wavelets , Frisky waters throw 
themseh'es glillering against the blue air; long rollers rush LOward the shore and dissolve in 
snowy foam; vagTant winds snatch the white caps from LOss ing billows, and Ring the wet 
spray auoss the sky, There aloe littl e solo for cor anglais and horn, for oboe, and for vio lin ; 
and finally the music, stirred up graduall)' by its own sportiveness, rises to a brilliant climax 
of re'elry, then wearil y subsides into calm, 

Dialo~e du vellt et de la mer (""Dialog of the wind and the sea") 

1'10\,' the ocean is nO! pla yful, but lashed LO wild fury by fierce winds descending upon it 
from the endless reaches of heaven, 1\ ladl)' it hea,'es itself aga inst the blast; roa"ing, the 
invisible demons of the air hurl its waters back inLO its disLOrted face, Throughout the 
mO\'ement- here in the climax of the sLOrniy dialog as well as in the sometimes angry 
co ncluding passages-strings and wind instruments are played aga inst each other in bewil
dering a nd wonderful fashion '" 

"La Mer" was given its first performance at the Concerts Lamoureux 
in Paris, on Ocwber 15, 1905, It is sco red for piccolo, two Rutes , two 
oboes, Engl ish horn , (\,'0 cia rinets , th ree bassoons, a nd can tra bassoon , 
rou r horns, th ree tru m pets , t\\'O cornets-e-pistons, th ree trom bones, bass 
tuba, kettledrums, bass drum , cymba ls , tam tam , g lockensp ie l, t\\'O harps 
and str ings, 

*Charles O'Connell. Tit, 11 ,( 10" Bouk of th, Symphon .... ' C'\CW York: Simon and Schuslcr. 193-1). pp. 173-74. 
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THE PHILADELPHIA ORCHESTRA 

AND MAY FESTIVAL ARTISTS 

THE PHILADELPHIA ORCHESTRA, with the five concerts of the 1969 
May Festival , performs here for the thirty-fourth consecutive year. 

The Orchestra was born at the turn of the century, when a group ot 
music lovers determined that Philadelphia should have its own profes
sional symphony orchestra and asked the German musician, Fritz Scheel, 
to become permanent conductor. Both Scheel and his successor, another 
German, Carl Pohlig, laid the firm foundations for a great orchestra . In 
19 13, at the beginning of the Orchestra 's thirteenth season, Leopold 

Stokowski was engaged, and remained in Philadelphia for almost a quar
ter of a century. Eugene Ormandy, who in 1966 observed his 30th 
ann iversary yea r on the Philadelphia podium, became the Orchestra's 
fourth conductor. Ormandy and Stokowski are credited with having built 
The Philadelphia Orchestra into a world renowned ensemble. Ormandy's 
unique contributions are his superb judgment in maintaining a balanced 
repertoire for the Orchestra's audiences and a special g ift for selecting 
distinguished first-desk personnel whose mu sicianship and personalities 
blend into the tradition of "The Philadelphia Orchestra sound." 

The Orchestra is probabl y the world's most traveled symphonic orga niza
tion. In addition to extensive touring throughout the Un ited States and 
Canada, it has played the role of musical ambassador to Europe on three 
different occasio ns. In 1949 the Orchestra toured Great Britain , and in 
1955 and 1958, a ll of Europe, including Ru sia, where its triumphs were 
certa in proof that the United States had sent its very finest. In Ma y and 
June, 1966, the Philadelphians presented their first concerts in Latin 
America, during the course of a bri lliant five-week, 15 ,000-mile tour. A 
year later, in \I ay, 1967, during a three-wee k trip to Japan , the Orc hestra 
made its debut in the Far East. 

The Philadelphia Orchestra was the first to make reco rdings under its 
own nam e with its own conductor; it was the first major orchestra to 
broadcast o\'er a radio networ k for a commercial sponsor; it was the first 
symphonic organ izatio n to be televised nationally and the first to be 
fea tured in films. The Orchestra records exclusively for RCA Red Seal 
and, with hundreds of LP's in current catalogues, surely qualifies as th e 
world's most recorded orchestra. Three of its recordings have eac h 
topped the million dollar mar k in sale, an unprecedented achievement in 
the recording industry for classical music artists. Mr. Ormandy and The 
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Philadelphia Orchestra have thus earned three of the six Gold Records 
ever awarded for classical recordings by the Record Industry Association 
of America. 

The Orches tra will be in residence at the Saratoga Performing Arts 
Center during August for their fourth season at that Festival. 

EUGENE ORMANDY, Music Director of the Philadelphia Orchestra, has 
appeared annuall y at these May Festival concerts since 1937. During the 
1968-69 concert season, Eugene Ormandy celebrated his thirty-third 
year on the podium of The Philadelphia Orchestra, a record unequaled 
by any living conductor of any other major orchestra. Born November 18, 
1899, in Budapest, he entered the Budapest Royal Academy of Music at 
five as a chi ld prodigy violinist, receiving his professor's diploma at the 
age of seventeen. Between concert tours, he taught at the State Con
servatory, and he came to the United States in 1921 as a solo vio linist. ML 
Ormandy performed and conducted in New York, becoming a n Ameri
can citizen in 1927. In 1930 he directed his first concerts with the Phila
delphia Orchestra and the lew York Philharmonic. Music Director of the 
Minneapolis Symphony Orchestra between 1931 and 1936, he was ap
pointed Music Director and Conductor of the Philadelphia Orchestra in 
1936. With this Orchestra he has toured Western and Eastern Europe on 
three occasions since World War II , has traveled many thousands of miles 
throughout the Un ited States, and has toured to both Latin America and 
japan. H e and the Orchestra are represented in the catalogue by nearly 
four hundred lon g-playing recordings. As a guest conductor, he has led 
every major European orchestra and has appea red also in South America 
and Australia. Among the man y a,,·ards bestowed upon Maestro Or
mand y are: the Commander of the French Legion of Honor, a Knight of 
the Order or the Wh ite Rose of Finland, and a ho lder of the medals or 
the [a hl e r and Bruckner Societies. He also ho ld s the highest award the 
Austrian gO\·e rnment ca n bestow upon a civi lian, the Honor Cross fo r 
A rts and Sciences, First Class. 

\[r. Ormandy has a lso been awarded honorary doctora l degrees from 
twelve lead ing univers ities, including The Uni \·e rsity of Michigan (at th e 
May Festiva l of 1952). 

THOR jOH SON, Guest Conductor o f the May Festival, has conducted 
the Un iversity C horal Un ion performances with the Philadelphia Orches
tra since 1940, except for four yea rs when he was serving with the U nited 
States Army. He is now Music Director of the Nashville Symphony Or
chestra. johnson lived most of his early life in Winston-Salem , North 
Carolina . He was graduated from the Un ivers ity of North Carolina a nd 
later received a master's degree in music at T he U nive rsity of Michigan . 
In 1935, under a Beebe Foundation Scholarship , he studied in Europe 
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with conductor s Weinga rtne r , A be ndro th , Ma iko, a nd Bruno W alte r. 
U po n his r e turn h e beca m e conductor o f the U nive r sity Sympho n y Or
ch estra, organized and conducted the U niversity Little Sympho n y which 
toured thro u g ho ut the country, fo unded the Mozart Festiva l in Ash evill e, 
No rth Ca ro lin a, a nd a lso ser ved as conductor of the G ra nd Ra pids Sym
phon y. During Wo rld War II , as Wa rrant O ffi cer in th e U ni ted Sta tes 
Arm y, J o hnso n conducted th e firs t Sympho n y Ba nd a nd ta u ght fo r the 
Armed Services a t Schrivenha m , England . Upon d ischa r ge h e condu cted 
the Juillia rd Orch estra fo r o n e year before accepting the director ship of 
the Cincinna ti Sympho n y O rchestra, a position h e he ld fo r e leven yea r s. 
During tha t pe riod h e mad e specia l g ues t cond uctor ap pea ra nces with th e 
Sympho n y of the Air, inclu d ing its Far Eastern tou r. From 1959 to 1964 
h e was head o f o rchestral activities at orth western U niver sity . Fr o m 
1964 to 1967 h e was Di rector a nd Vice-Pres ident of the I nte rloc he n Arts 
Acad e m y. As a m e mber of th e Pres ident's Advisory Committee o n the 
A rts, he was sent to Icela nd, Czechoslova kia , Korea , th e P hili p pines, and 
J a pa n fo r g uest cond ucti ng a n d surveys. H e is also Di rector of th e Pe nin 
su la M usic Festiva l in Wisco nsin a n d the Moravia n Music Festiva ls. 

LESTER McCOY , Conductor of th e U ni versity Choral U nio n since 1947, 
pre p ares the choru s in th e wor ks perform ed in the May Festiva l a nd each 
Ad ven t seaso n conducts th e C ho ra l Union , the In te rloc hen O rc hestra, 
a nd g uest so lo a rti sts in th e trad itional M essiah concerts. H e received his 
\! aste r o f ~ l us i c d egree fro m T h e U ni versity of Michiga n in 1938. Before 
co ming to A n n A rbor h e tra ined and ta ug h t at ~ l orn ings id e Coll ege in 
Sio u x C ity, Iowa . H e ser ved as M inister of Music of t lie First Method ist 
C hu rch in Ann Arbo r , fro m 1947 to 1967 , and from 1958 to 1964 h e 
co nducted th e Mic higa n C hora le, a group of Michiga n hig h sc hool se
nio rs, which to ured in Eu ro pe a nd So u th A m erica du ri ng th e summ e r as 
pa rt o f th e Yo uth fo r U nd e rsta nd ing Stu de n t Excha nge Progra m , spo n 
so red by th e Washtenaw Council of C hurch es. Beginnin g in th e a u tumn 
o f 1964, M r. McCoy beca m e Mu sical Director of " Mu sical Yo u th Inte r
na tio n a l," whic h to ured Mexico a nd Eu rope a n d is sc hedul ed fo r J a pa n 
this summ e r. 

REC INE C RES PI \I'as born in Ma rseill es, th e child of a n Ita lia n m othe r 
a nd Fre nch fa th e r. T h e fa mil y se ttl ed in N imes, Fra nce, wh e re, a fte r h e r 
ea rl y stud ies, sh e e n tered a series of compe ti tio ns wh e re she too k a ll 
pri zes, lead ing her to e n ter th e Co nserva to r y in Pa ri s. During th e sa m e 
yea r o f her debut there sh e sa n g in Stras bo urg, Vic h y, Lyo n , a nd Ma r
seilles. This led in the fo llowin g yea r to h e r d e but a t th e Pa ris Ope ra 
under th e ba ton o f Andre Clu ytens. Sh e beca m e o n e o f th e m os t p ro mi
ne nt singers at the Paris O pera, a t Bay reuth , La Scala, Vie nn a Ope ra, 
Cl yndebo urn e, Berli n, a n d Cove n t Ga rd e n. H e r d e but a t th e Me tro po li-
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tan Ope ra H o use too k place in 1962, as the Marschallin in Der R osen
kavalier. Her ap pearance at th is May Fes tival will be her fir st in Ann 
Arbo r. 

MARI A ST ADER, sop rano from Switzerland , came to the no tice o f th e 
p u blic by winning fi rs t pri ze in the "1. Co ncours inte rna tional d 'execution 
m usicale d e Geneve" and sh e has since appeared in prac tica ll y every 
major mu sic fest ival th roughout the world. She began these engagements 
early by in vita tion from Pablo Casals to appea r a t the Prad es Festi val. In 
the U ni ted States Miss Stader appears repeatedl y with all o f the major 
sym phon y o rchestras . For her sty listic in terpreta tio ns o f Moza rt she was 
awarded the Lilli Leh mann Medal. The city o f Salzburg awa rd ed her th e 
Silver Moza rt Meda l and the Au trian Order of Meri t for Arts a nd 
Scie nces as well as the Han Georg Naege li Gold Meda l. Miss Stad er sings 
at the May Fes tiva l to mark her first appeara nce in Ann Arbo r. 

JOANNA SI MO N is one of America's fore most young singers. She was 
brou gh t u p in New York City in a fam il y of p u blishe r s -all with mu sical 
inte rests, incl uding two sisters. Miss Simon was beco ming well-known for 
her p er for ma nces o f oratorios and o ther relig io us mu sic when she re
ceived interna tiona l accla im for her voluptuou s portrayal of the courtesan 
Pan tas ilea in the world p rem iere of Alberto Ginaste ra's o pera Bomarzo in 
Washingto n D. C. in the aria from which she ma kes her Ann Arbor d ebut. 
She has appeared in Spoleto, Berlin, and will , after this Festiva l, sing with 
the Israe l Philharmon ic u nder Zubin Mehta a nd late r a t th e Sara toga 
Music Fes tiva l this sum mer. 

RI C H ARD TUC KER, Brookl yn-born a nd entire ly A merica n-train ed, is 
acknowledged as the Number One " Ita lia n" teno r in a ll o f th e g rea t o pera 
houses of the world today. His historic Metro polita n Opera H o use d ebut 
in La Gioconda in 1945 began a career of in te rnatio nal stardo m . H e has 
sung from th e Vie nna Staatsoper to the Middle a nd Fa r Eas t, including 
Israel and Gha na . The highe t cultu ral and civilia n awa rd s have ho nored 
h im. He has a ppea red in Ann Ar bor on two previou s occasio ns in rec ita l, 
in the Chora l U nion Series in 1952 a nd 1959 . Afte r this May Festiva l 
debu t he goe to Mila n , I ta ly, where he will ma ke his d ebut a t La Scala 
O pe ra Ha use . 

J O H N McCOLL U M, America n tenor, who is currentl y cha irm an o f the 
Voice Depa rtm ent o f the Music School a t the U ni ve rsity of Michigan , 
began a mu sic ca reer fifteen years ago, following a brie f career as a 
journalist in San Franci co . Beginning his o pera experience a t T a n
glewood under Bo ris Gold o\' sky he has since appeared in man y leading 
ro les a t the New York City O pera a nd with pro mine nt e ngage ments in 
co ncert perfo rma nces with the majo r symphony o rchestras across the 

69 



MA Y FEST1 V AL 

country. He has appeared in previous May Festivals including the role of 
the priest in "Persephone" conducted by Igor Stravinsky here in 1964. 
This marks his eighth appearance under the auspices of the University 
Musical Society. 

WILLIS PATTERSON, bass, was born and educated in Ann Arbor and 
received both his bachelor's and master's degrees in music from the 
University of Michigan School of Music. He was the winner of the Maria n 
Anderson Award for Young Singers in 1958, first runner-up in the 
National Association of Teachers of Singing "Singer of the Year" contest, 
winner of Fulbright award for further study in southern Germany where 
he studied at the school of music in Freiburg, before joining the faculty of 
th e University School of Music. This is Mr. Patterson's first appearance at 
the May festivals. 

HA S RICHTER-HAASER was born in Dre den, Germany, where he 
grew up and received his early training. After World War II, which had 
interrupted this you ng artist 's career, he settled in the small capital of 
Detmold, where he became professor of the State Music Academy and 
conducted the local symphony through 1947. Thereafter, a prominent 
recital career culminated in touring six continents. H e made his 
American debut tour in the fall of 1959. This concert season began with 
numerous recitals in Germany, Denmark, Switzerland, and Holland. In 
mid-January he began a tour of Japa n where he played the entire cycle of 
Beethoven's thirty-two sonatas and the five piano concertos with orchestra. 
Highlights of this season included four Mozart concertos performed with 
the Washington National Symphony. After this Ann Arbor Festival debut 
he returns to Amsterdam to appear with the Concertgebouw Orchestra , 
the New Philharmonia Orchestra of London , the Stuttgart Phi lharmonic, 
and the Leipzig State Radio Orchestra. 

ZARA NELSOV A, cell ist, was born in Canada, educated in England, and 
is now a citizen of the United State. Miss elsova has just returned from 
a two-month tour of Europe that took her to London, Berlin, Munich , 
Ba yreuth , Zurich , Copenhagen, and Stockholm. During June and Jul y the 
internationall y-celebrated musician will perform in South America with 
concerts and recitals scheduled for Buenos Aires and Rio de Janeiro. She 
will return to London in August to take part in the Proms Concerts, 
where she will present the world premiere of Hugh Wood's cello con
certo, especially commissioned by the BBC. Her early concert career 
centered in London . In 1943 she made her American recital debut. In 
1966 she appeared first in Ann Arbor in joint recital with her husband 
Grant Johannesen. 

GLEN D. McGEOCH, program annotator for the annual May Festival 
Program Book, has been associated with the University School of Music 
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sin ce 1931, and is at present Professor of Music Literature and former 
cha irman of the Department of Music Literature and History. He holds 
two degrees from the University of Michigan and has stud ied further at 
Peabody Conservatory, Baltimore, Cornell, New York, and Wayne Uni
versities in this country; and at Cambridge, England , and Munich, Ger
man y. He initiated the first extension courses in music literature in the 
early 1930's and has since lectured extensively throughout the state under 
the joint sponsorship of the University of Michigan and the Wayne State 
University Adult Education division. 
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THE UNIVERSITY CHORAL UNION 
THOR JOHNSON, Guest Conductor 

LESTER McCoy, Conductor 

BARBARA SHAFRAN , Pianist 

FIRST SOPRA OS 

Bradstree t. Lo la M. 
Colvin , Myra S. 
Coo k. Shirl ey A. 
Cox. Ela ine E. 
Fe ne lo n . Linda E. 
Fo x. Es telle M. 
Gockel. Ba rba t'a B. 
G rimm . Anna belle 
Ha nso n . Glad ys M. 
Head e n. Na ncy H . 
H esselba rt. Susan C . 
Hin zma n. Lillia n M. 
Hiraga. Ma ry E. 
Hirth . Da na S. 
J acobs. Ma r y Ann 
J o nes. J acqu e line A. 
Kee le r . Ann A, 
Kirshn e r . Lil y 
Kra ush aa r. Doris 
Lazie r. Anita J. 
Li ben , Lynn S. 
Lu ec ke . Do ri s L. 
Ma la n. Fannie Be ll e 
Ma lila . Elida !. 
McDo nald . Ruth 
McLean . Julie C. 
Myers. Carolyn M. 
M}·e rs. Melissa B. 
Ne wma n. Jud ), 
Outram. Eileen 
Pea rson . Ag nes I. 
Pic ke tl. J ea n A. 
Pilta wa \·. Lo uise D. 
Po rte r . 'l\I a r )' Burke 
Ric ha t'd s. Ka thleen A. 
Ro bsky. Ed ith 
Rodriquez. Karen K. 
Schilt. Ma rgaret A. 
Smith . Luene A. 
Storm . Che ryl A. 
Wil so n . Miria m L. 
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Wo lff. Debora h R. 
Wo rst. Ruth A. 
Yoon . Soon Yo ung 

SECOND SOPRA NOS 

Be ltz. Isabelle M. 
Bt'o wn . Ray na F. 
Burr. Vit'gin ia A. 
Buta. Luc ile C. 
Ca mpbe ll . Su za nne M. 
Carr. Nancy P. 
Corn ell. Ga il A. 
Fo re ma n . Carol V. 
Fry. Susa nna h B. 
G ustarson . G retc hen R. 
Ha rty. J ea n D. 
Ho ming. Alice R. 
Ho r st. Leslie 
Hunter. Be tsy L. 
J e ro me. Ruth O . 
J o hn son . Be ve rl y 
Keating. Pa tricia J . 
Lec krone . J a ne t G . 
Leftridge. Sh a ro n L. 
Lehm ann. Judith I. 
McMaste r . Ca ro lyn J. 
M ill er . J oyce A. 
Mo rga n . l\l a ry S. 
Murray. Ma ril yn R. 
Owe ns. La vo nia G. 
O yer . Thelm a M. 
Pe lty. Elea no r 
Reed . Lisa. A. 
Sa rgelll. la ncy L. 
Sex ton . Ebba J o 
Slee, Debo ra A. 
Ste nson. Judith A. 
Ste wa rt-Ro binson . LM . 
Vasa ris. Eil een G. 
Weinma n . Su sa n R. 
Wil son. Geo rge ne 
Yo ung. J a nice K. 

FIRST ALTOS 

Atkins. Susa n E. 
Ba n e r. Pa t r icia 
Beam . El ea no r P. 
Bm wn . Ma rio n W . 
Chapma n . Rebecca J. 
Chipma n. Ca ro lyn A. 
Cole. Pa tr ic ia J . 
Collins. Pa ula J. 
Datsko. Dea nna K. 
Da vid son. Ma rga r e t A . 
DeV ris. J a nice F. 
Do nald son . Ka thryn M 
Emmo ns. A nn C. 
Eva ns. Da isy E. 
Fe ldka mp . Lucy G. 
Fowler. Lu cill e 
G reen . J a n e H . 
Ha ll . Do ris L 
Heitzma n . Diedra 
Ho rne r . J a nis C. 
Kempto n . Judith A. 
Kiste r. Su sa n S. 
Kle in . Linda S. 
Kul enkamp . Na ncy A. 
Leo na rd . Wend y L. 
McAdoo. H a rriette P. 
McArto r . J a ne C . 
McCoy. Be rnice 
Meyer . Su sa n E. 
Mill e r . Flore nce H. 
Moore . Sha ro n A . 
Murray . Virginia L. 
Nininger . H ele n L. 
O ·Connor . Barbara A. 
Oti s. Da re n J. 
Re id y. Doro th y L 
Schmiege. Susan K, 
Schu ste r . Pam ela A. 
Sega l. De bora h A. 
Slee . Beth L 
Smith. Margeurite M. 
Swartz. Christin e W. 



Thomas, Carren A. 
Weave,", Kitty P. 
White, Myra W. 
Wo lfe, Cha rlotte A 
Wood , D. J ean . 

SECOND ALTOS 

Adams, Lorene L. 
Arnold , Helen M. 
Baird , Marjor ie A. 
Bedell, Carolyn P. 
Clayton, Caroline S. 
Crossley, Winnifred M. 
Day, May Luz 
Deo, Barbara Ann 
"Douglass, Christine C. 
Duncan , Mary G. 
Eisenhardt, Elizabeth R. 
Forsyth, Il ene H. 
Haab, Mary E. 
Howell , Ruth S. 
J oh nson , Elizabeth J. 
Kubia k, Donna L. 
Lidgard , Ruth M. 
Liebscher, Erika M. 
Lovelace, Elsie W. 
Mastin, eva M. 
Mille,", Rene S. 
Murphy Rosalind, E. 

elson, Lois P. 
Newton, Dorothy M. 
Newton, Hollis H. 
Olson, Constance K. 
Payne, Ruth C. 
Penpraze, Nancy A. 
Prall, Barbara C. 
Rector, Ellen M. 
Richardson, Glo,"ia J. 
Robberson, Kay D. 
Roeger, Beverly B. 
Schenck, Mary L. 
Schutje,", Marl ys E. 
Sorensen, Cyn thia J. 
Steele, Donna L. 
Taylor, H. Al icia 
Whitehouse, Arnetta M. 
Wiedman n, Louise P. 
Wilson , Johanna K. 
Williams, anc), P. 
Woodra , Sandra K. 

CHO RAL UN ION 

FIRST TENORS 

Baker, Hugh E. 
Barrett, Martin A. 
Cathey, Owen B. 
Chester, Gerald E. 
DeVries, Robert L. 
Hammon, John F. 
H may, Thomas J. 
Kratz, Dona ld L. 
Leckrone, Gerald R. 
Newton, Clyde A. 
Reidy, James J. 
Rossow, Gerald C. Jr. 
Schultz, Stanley T. 
SCOtt, Phillip C. 
Sprow, Keith R. 
Steiner, Kenneth J. 
Witte, Daryl F. 

SECOND TE 'ORS 

Abramowitz, Robert L. 
Aptekar, Ken neth R. 
Brokaw, Norman T. 
Clark, Harold R. 
Dimkoff, Graydon W. 
Dohse, Craig C. 
Enns, Philip G. 
Galbraith, Merle G. Jr. 
Hai nes, Michael C. 
Ha,,·orth, Donald L. 
H ill , James T. 
Hrde, Peter D. 
McMurtrie, James H. 
Outram, Francis H. 
Pettr, Mark A. 
Repola, Ken neth L. 
Schilling, j e se W. 
Schmitz, Joel E. 
Simpson. Gar)" M. 
Smith. Douglas I. 
TarlOJ", Ralph G. 
Weamer, Alan P. 

FIRST BASSES 

Ballard, Gar)" D. 
Beam, "Ia rion L. 
Be nes, James D. 
Brie l, Steve C. 

Brueger, John M. 
Burr, Charles F. 
Cameron , Bruce A. 
Clayton, J oseph F. 
Cross, HalTY L. 
Currie, William J. 
Hagerty, Thomas F. 
Hall , Lawrence E. 
Haynes, J effrey, K. 
H erren, Donald C. 
Huff, Cha rles R. 
Kays, J. Warren 
Kissel , Kl air H . 
Leismer, Kenneth H. 
McMaster, Ronald A. 
Morris, Robert T. 
Pearson, J ohn R. 
Rothenberg, J effrey W. 
Weigl, Roben C. 
Wil kins , William E. 
Woltersom, Richard J. 

SECON D BASSES 

Baskerville, Andrew R. 
Block, Kenneth B. 
DePu it, Gerald A. 
Dicey, Bruce B. 
Fisher, Franklin F. 
Galantay, Eugene D. 
Hube rt, Timothy D. 
Humsche, David F. 
Lehmann, Charles F. 
Lohr, Lawrence L. Jr. 
Loukotka, Joseph J. 
Luria, Eric W. 
Mastin , Gle n n G. 
Maxwell , W. LeGrand 
Mi ller, Warren P. 
Powell, Gregg E. 
Rutz, Timothy A. 
Schonschack, Wallace A. 
Schroeder, Tom L. 
Si lzer , Peter J. 
Slee, Vergil 
Sommerfeld, Roy T. 
Stegler, Richard E. 
Steinmetz, George P. 
Strozie,", Robert D. 
Weber, Mark A. 

73 



THE PHILADELPHIA ORCHESTRA 
EUGENE ORMANDY,Conductor 

WILLIAM SMITH, Assistant Conductor 
BORIS SOKOLOFF, Manager 

JOSEPH H. SANTARLASCI, Assistant Manager 

VIOLI S 

NOt'man Carol 
Concertma.ster 

David Madison 
Associate Concertmaster 

William de Pasquale 
Associate Concertmaster 

Morris Shulik 
Owen Lusak 
David Grunschlag 
Frank E. Saam 
Frank Costanzo 
David Arben 
Barbara de Pasquale 
Max Miller 
Jacob Stahl 
Ernest L. Goldstein 
Herbert Light 
Meyer Simkin 
Louis Gesensway 
Cathleen Dalschaert 
Irvin Rosen 
Robert de Pasquale 
Armand Di Camillo 
Joseph Lanza 
Julia Janson 
Isadore Schwartz 
Jerome Wigler 

orman Black 
Irving Ludwig 
George Dreyfus 
Larry Grika 
Manuel Roth 
Louis Lanza 
Stephane Dalschaert 
Luis Biava 

VIOLAS 

Joseph de Pasquale 
James Fawcett 
Leonard Mogill 
Gabriel Braverman 
Sidney Curtiss 
Darrel Barnes 
Leonard Bogdanoff 
Paul Ferguson 
Wolfgang Granat 
I rving Segall 
Donald R. Clauser 
Charles Griffin 

VIOLONCELLOS 
Samuel Mayes 
Elsa Hilger 
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Harry Gorodetzer TRUMPETS 
Francis de Pasquale Gilbert Johnson 
Joseph Dl'Uian Donald E. McComas 
William Saputelli Seymour Rosenfeld 
Winifred Mayes Samuel Kt'auss 
Bert Phillips TROMBO ES 
Barbara Haffner Glenn Dodson 
Marcel Farago T yrone Breuninger 
Lloyd Smith M. Dee Stewart 
Santo Caserta Robert S. Harper, 

BASSES Bass Trombone 

Roger M. Scott 
Ferdinand Maresh 

eil Courtney 
F. Gil bert Eney 
Carl Torello 
Wilfred Batchelder 
Samuel Gorodetzer 
Michael Shahan 
Emilio Gravagno 

FLUTES 
Murray W. Panitz 
Kenneth E. Scutt 
Kenton F. Terry 
John C. Krell , Piccolo 

OBOES 

J ohn de Lancie 
Stevens Hewitt 
Charles M. Morris 
Louis Rosenblatt, 

English Horn 

CLARI ETS 
Anthony M. Gigliotti 
Donald Montanaro 
Raoul Querze 
Ronald Reuben , 

Bass Clarinet 
BASSOONS 

Bernard H. Garfield 
John Shamlian 
Adelchi Louis Angelucci 
Robert J. Pfeuffer, 

Contra Bassoon 
HOR S 

Mason Jones 
olan Miller 

Leonard Ha le 
J ohn Simonelli 
Herbert Pierson 
Glenn Janson 

TUBA 

Abe Torchinsky 

TIMPA I 

Gerald Carlyss 
Michael Bookspan 

BATTERY 

Charles E. Owen 
Michael Bookspan 
Alan Abel 
Manuel Roth 

CELESTA, PIANO, AND 
ORGAN 

William Smith 
Marcel Farago 

HARPS 

Marilyn Costello 
Margarita Csonka 

LlBRARIA 

Jesse C. Taynton 

PERSO EL MA AGER 

Mason J ones 

STAGE PERSO NEL 

Edward Barnes, Manager 
Theodore HaupLie 
James Sweeney 

PHOTO PUBLICITY 

Adrian Siegel 

BROADCAST 
RECORDING E G INEER 

Albert L. Borkow, Jr. 



THE UNIVERSITY MUSICAL SOCIETY 

PRESIDENTS 

Henry Simmons Frieze, 1879-1881 and 1883-1889 
Alexander Winchell, 1881-1883 and 1889-1891 
Francis W. Kelsey, 1891-1927 
Charles A. Sink (Executive Secretary, 1904 - 1927); 1927 - 1968 
Gail W. Rector (Assistant to the President, 1945-1954); 

(Executive Director, 1957 -1968); 1968-

MUSICAL DIRECTORS CONDUCTORS 

Thor Johnson, 1939-1942 Calvin B. Cady, 1879-1888 
Albert A. Stanley, 1888 - 1921 
Earl V. Moore, 1922 - 1939 

Hardin Van DeUl'sen, 1943-1947 
Lester McCoy, Associate Conductor, 

1947-1956; Conductor, 1956-

ADMINISTRATORS 

Ross Spence (Secretary), 1893-1896 
Thomas C. Colburn (Secretary) , 1897 - 1902 
Charles K. Perrine (Secretary), 1903 - 1904 
Charles A. Sink (Executive Secretary, 1904-1927); President, 

1927-1957 
Gail W. Rector (Ass istant to the President, 1945 - 1954); Executive 

Director, 1957-1968; President, 1968-

OFFICE PERSONNEL 

Mary K. Farkas, (Secretary to the PI:esident, 1932 - 1958); 
Administrative Assistant, 1958-

Rose Marie Hooper, Secretary to the President, 1968-
Sally A. Cush ing, Cashier and Accountant, 1968-
C. Mae Cotter, Typist-Recorder, 1968-
Harold E. Warner, Head Usher , 1952-

THE U IVERSITY MUSICAL SOCIETY, which this year observes 
its ninetieth season , was organized during the winter of 1879 - 80 and was 
incorporated in 188l. Its purpose was to maintain a choral society and an 
orchestra to provide public concerts and to organize and mai nta in a 
school of music which would offer instruction compa rable to that of the 
University in its schools and colleges. * An longa vita brevis was adopted as 

· Thc "Ann Arbor School o f Music" \\'a 5 o rga nized in 1879 and in 1892 was reorganized as the "U nivc rsit), Schoo l of 
Music" In 19 29 the Unive rsit y provided r anial suppo rt. and stude nts and f<le u !! ), WC "C ){ivcn Unive rsit y status. In 1940 the 
Univers it y ~lu sical Sociely relinquished full cOnl rol and responsibility for the School to The niversit)' o f Michiga n. 
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its motto. In 1894, as a climax to its offerings, the "First Annual May 
Festival" was inaugurated . Gradually the number of concerts in the Chor
al Union Series was increased to ten, and the May Festival from three to 
six concerts . In 1946, with the development of musical interest, a supple
mentary series of concerts was added - the Extra Concert Series . Handel's 
Messiah, which had been performed at intervals through the years, be
came an annual production . Since 1946 it has been given two perform
ances each season; and since 1965, three performances are schedu led 
each year. Beginning with 1967, the May Festival has compl-ised five 
concerts. 

From 1941 to 1968 an annual Chamber Music Festival of three concerts 
was held in Rackham Auditorium; and since 1962, an annual Dance 
Festival of three events, which this season became a Dance Series of five 
events in Hill Auditorium. During the season the Chamber Arts Series of 
seven attractions take place; and the Summer Concert Series of four 
recitals is scheduled annually for July. (In the summer of 1967, as a 
special tribute to the University Sesquicentennial Celebration, the e lev
en-concert Fair Lane Festival was presented at the site of the Henry 
Ford mansion, now part of the Dearborn Campus of the University of 
Michigan). Thus, at the close of its ninetieth year the Musical Society will 
have presented , throughout the seaso n , thirty-five major events by dis
tinguished artists and organ izations from a dozen countries .* 

THE U IVERSITY CHORAL 10 wa a n outgrowth of a "Mes-
siah Club," made up of singers from several local churches. For a decade 
and a half, assisted by distinguished professional artists and organizations, 
it participated in numerous Choral Union concerts. In addition to its 
Messiah concerts, since 1894 it has performed at the annual May Festivals, 
offering a wide range of choral literature over the years (see pages 
78 to 80) . The chorus membership numbers about three hundred sing
ers, including townspeople and students, as we ll as man y singers from out 
of town . Beginning next August, applications will be accepted for the 
1969 -70 membership . 

• A Il:sumc of .111 ani" ... Ind org<tni/atiol1s. toJ.;t.:1ht:I \\,jlh the repcnc)ire performed during Iht· 1968-69 season. will be 
pllhli,IH.'d ,tile! .I\,lilable b, Juh 1. 
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THE ANN ARBOR MAY FESTIVAL 

Mainta ined by the U ni versity Musical Society and foun ded by Albe rt A. 
Stanl ey and his assoc iates on the Board of Directors in 1894 

MUS I CA L DIRECTO RS 

Albert A. Sta nley, 1894- 192 1 
Earl V. Moore, 1922 -1 939 

CO N D UCTORS 

T hor j ohn son , 1940-1 942 
H ardin Van DeUl'sen , 1943 -1 946 
Thor j ohnso n (Guest) , 1947 -

GUEST CONDUCTO RS 

Gustav H olst (London , Engla nd ), 
1923, 1932 

Howa rd H anson (Rochester), 1926, 
. 1927, 1933, 1935 
Felix Borows ki (Chicago) , 1927 
Percy Grainger (A ustra lia) , 1928 
J ose lturbi (Philade lp h ia) , 1937 

Georges Enesco (Pa ri s) , 1939 

Harl McDonald (Phil ad elphia), 
1939, ]940, 1944 

Vi rg il T homson ( ew York), 
1959 

Aaron Copland (New York), 196 1 
Igor Stravinsky (Los Angeles), 

1964 
Robert Craft (Los A ngeles), 1964 

ORGAN IZATIONS 

The Boston Festival O,'chestra, Emil foll enhaue r , Conductor, 1894 -1904. 

The Chicago Symphony Orchestra, Frederick Stoc k, Conductor, 1905 - 1935 . 
Eric DeLa marter , Associate Cond uctor, 19 18 -1935 . 

The Philadelphia O,'chestra, Leopold Sto kows ki , Conductor, Saul Caston a nd 
C ha rl es O'Connell , Associate Conductors, 1936; Eu gene O rmand y, 
Conductor , 1937, 1938 ; Eugene Ormandy, Co nd uctor, Saul Cas ton , 
Associate Conductor, ]939 - ]945; Eugene Orma nd y, Condu cto r, Al
exander H il sberg, Associate Conductor, ] 946 - 1953 , a nd Gues t Con
d uctor, ]953; Eugene O r ma nd y, Co nducto r , 1954 - ; William Smith , 
Ass istant Co nductor, 1957 - . . 

The Univer ity Choral Union, Albert A. Sta nl ey, Co ndu ctor, 1894- 192 1; 
Ea rl V. Moore, Conductor, 1922 -1 939; Th or J ohn son , Cond uctor, 
1940- 1942; H ard in Van DeUl'se n , Conducto r, 1943 -1 947 ; T hor 
j ohnson , Gues t Co nductor, 1947 - ; Leste r McCoy, Assoc iate Con
ducto r, 1947- 1956, a nd Conducto r , 1957-. 

The Festival Youth Chorus, tra ined by Flo re nce B. Po tte r , and conducted by 
Albert A. Sta nl ey, 19 13 -1 9 18. Co nducto rs: Ru ssell Ca rter , 1920; 
Geo rge O sca r Bowen , 192 1-1 924; j oseph E. Madd y, 1925 -1927; 
juva N . Higbee, 1928- 1936; Rox)' Cowin , 1937; juva . Higbee, 
1938; Ro xy Cowin , 1939; ju\ a N . Higbee, 1940 -1 942; Ma rg ue ri te 
Hood , 1943 -1 956; Gene\'a Nelso n, 1957 ; Ma rguerite Hood, 1958. 
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UNIVERSITY CHORAL UNION REPERTOIRE 

BACH: Mass in B minor (excerpts)-1 923. 1924. 1925 (complete). 1953 
Magnifica t in D major- 1930. 1950 
Sleepers. Wake (Cantata 140) - 1964 

BEETHOVEN: Missa Solemnis in D major. Op. 123- 1927. 1947 . 1955 
Symphon y No.9 in D mino r. Op. 125- 1934. 1942. 1945. 1966 

BERLIO Z: The Damnation of Faust-1895. 1909. 1920. 1952 
Te Deum-1 965 

BERNSTEIN : Chichester Psalms-1966 

BIZET: Carmen- 1904. 191 8. 1927. 1938 

BLOC H: "America. " An Epic Rhapsody- 1929 
Sacred Sel'vice (Parts 1. 2.3)-1958 

BossI : Paradise Lost- 19 16 

BRAHMS: Requiem. Op. 45-1899 (excerpts). 1929. 194 1. 1949 
Alto Rhapsodie. Op . 53-1939 . 
Song of Destin y. Op. 54- 1950 
Song o f Triumph . Op. 55 -1 953 

BRITTEN: Spring Symphony-1965 

BRUCH: Arminius-1897. 1905 
Fair Ellen. Op. 24 - 1904. 19 10 
Od ),sseus-1910 

BRUCKNER: Te Deum laudamus- 1945 
CAREY: "America"- 19 15 

CHABRI ER: Fete Polonaise from Le Roi malgre lui- 1959 

CHADW ICK: The Lil y Nymph- 1900 

CHAVEZ. CA RLOS: Corrido d e "EI Sol" -1 954+. 1960 
COR IGLIANO. J OHN: " Fem Hill " - 1969 
DELlIJS: Sea Drift-1924 

Requiem - 1966 

DVORAK: Stabat Mater. Op. 58 - 1906 
Req uiem Mass. Op. 89 - 1962 

ELGAR: Ca ractacus-1903 . 19 14. 1936 
The Dream of Gerontius. Op. 38 - 1904. 19 12. 19 17 

FINNEY, Ross LEE: "Still Are New Worlds"- 1963* 
"The Martyr's El egy" - 1967* 

FOGG: The Seasons-1937* 

FRA NCK: The Beatitudes -1918 

GAB RI ELI : In Eccles iis benedicto domino-1958 

GIANNIN I: Canticle of the Martyrs- 1958 

GINASTERA. ALBERTO: Psalm 150. Op. 5- 1969 

GLUCK: Orpheus- 1902 

GO LDM ARK: The Queen of Sheba (Ma rch) - 1923 

GOMER. LLYWELYN: Gloria in Excelsis - 1949* 

Go NOD: Fausl-1 902. 1908. 19 19 
Gallia- 1899 

* World prclnicr'c 
t:u nilCd States prem iere 
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CHORAL UN ION REPERTOIRE 

G RAINGER, PERCY: Marching Song of Democracy- 1928 

HADL EY: "Mus ic," An Ode, Op. 75 -1 9 19 

HA NDEL: Judas Macca beus- 19 11 
Messiah- l907, 19 14 
Solomon - 1959 

HANSON, HOWARD : Songs from "Drum Taps" - 1935* 
H eroic Elegy- 1927* 
The La ment for Beowulf - 1926* 
Merry Mount- 1933* 

HAYDN : The Creation- 1908, 1932, 1963 
The Seasons-1909, 1934 

HEGE R: Ein Friedenslied, Op. 19 - 1934t 

HOLST: A C horal Fanlasia - 1932t 
A Dirge for Two Velerans-1923 
The H ymn of J esus -1 923t 
Firsl Choral Symphony (excerp ls) - 1927t 

HO NEGGER, ARTHUR: King David-1 930, 1935, 1942 
'"jeanne d 'A re a u buc her" - 196 1 

KODALY: Psalm us Hungaricus, Op. 13-1939 
Te Deum- 1966 

LAMBERT, CONSTANT: Summer's LaSl Will and Teslamenl- 195 1 t 

LOCKWOOD, NORMAND: Prairie- 1953* 

McDoNALD, HARL : Symphony '0. 3 (" Lamentalions of Fu Hsuan")- 1939 

MENDELSSOHN : Elijah-190 l , 192 1, 1926, 1944, 1954, 196 1 
St. Palll- 1905 

MENNIN, PETER: Symphony '0.4, "The Cycle" -1950 

MOUSSORGSKY: Boris Godllnov- 193 1, 1935 

MOZART: G rea l Mass in C minor, K. 427 - 1948 
Requ ie m Mass in D minor, K. 626- 1946 
" Davidde p enile nte" - 1956 

ORFF, CARL: Carmina BUI-a na- 1955 

PARKE R: Hora NO\'issima , Op. 30- 1900 

PI ERNE : The Childre n's C ru sade - 191 5 
Saint Fra nc is o f As iss i - 192 , 1931 

PONCH IEL LI: La Gioconda- 1925 

POULENC: Secheresses- 1959 
'-G loria" - 1964 

PROKOFIEV: Alexa nde r Ne"sky, Op . 78 - 1946 

RACHMANINOFF : T he Bells- 1925 . 1938, 1948 

RESPIGHI : La P,-ima vel'a- 1924t 

RIM SKI- KORSAKOV: Th e Legmd of Kitesh - 1932t 

ROSS INI : Slabal ~lale r - 1 897 

SA INT-SAEN S: Sa mso ll and Delilah - 1896, 1899, 1907, 19 12, 19 16, 1923, 1929, 1940, 1958 

SCHONBERG: GUHe-Lieder- 1956 

SC HUBERT: I\lass in A-Oal-1 969 

-World premil'l C 
t Amcrican plcl1licrc 
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MAY FESTIVAL 

SCHUMAN. WILLIAM: A FI·ee Song (Cantata No. 2)- 1945 

SIBELlUS: Onward Ye Peop1es- 1939. 1945 

SM ITH. J. S.: Star Spangled Banner- 1919. I Y~O 

STANLEY: Choru s Triumphalis. Op. 14- 1897. 1912. 192 1 
Fair Land of Freedom - 19 19 
H ym n ofConsecration-1 9 18 
"Laus Oeo." Choral Ode-1913. 1943 
A Psalm of Victory. Op. 8- 1906 

STOCK: A Psalmodic Rhapsody- 1922. 1943 

STRAVINSKY : Symphonie des psaumes-1932. 1960 
"Persephone" - 1964 

SULLIVAN: The Golden Legend - 190 I 

TCHAI KOVSKY: Episodes from Eugen Onegill- 1911. 1941 

THOMPSON. RANDALL: Alle lu ia - 1941 

VA RD ELL. C HARLES: Cantata. "The Inimi table Lovers" - 1940 

VAUGHAN WILLIAMS. RALPH: Five Tudor Portraits - 1957 
"Flos Campi" - 1959 
Dona nobis pacem - 1962 

VERDI : Aida-1903. 1906. 1917. 1921. 1924 (exce l·pts). 1928. 1937. 1957 
La ForUl del Destino (Finale. Act II ) - 1924 
Otello- 1939 
Requiem Mass-1894 . 1898. 19 13. 1920. 1930. 1936. 1943. 1951 . 1960. 1967 
Stabat Mater- 1899 
Te Oeum-1947. 1963 

VILLA-LoBOS. HEITOR: Choros 0.10. "Rasga 0 coracao" -1949. 1960 

VIVALDI: Magnificat-1967 

VIVALD I-CASELLA: Gloria- 1954 

WAGNER: Diejliegende Hollander-1918 
Lolumgrin-1926; Act. 1- 1896. 19 13 
Die Meistersinger, Finale lO Act III - 1903. 1913; Choral, "A"'a ke ," a nd Chorale Finale 

lO Act III - 1923 
Scenes from Parsifal-1937 
Tannhauser-1902. 1922; March and Chorus-18 6; "Venusberg" lusic- 1946 

WALTON. WILLIAM: BelshaLUlr's Feast-193 3. 1952 

WOLF-FERRARI: The New Life. Op. 9- 1910.19 15. 1922. 1929 
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GIFT PROGRAM 

At the Annual Meeting of the University Musical Society, held Novem
ber 5, 1968, a Gift Program was established to build a reserve fund to 
offset any annual deficit and to ensure the future of the traditional 
presentations. Contributor categories subsequen tl y were designated as 
Guarantor, Sponsor, Patron, and Sustaining M ember. 

All contr ibutions to the University Musical Society from June 1, 1968, 
to Apri l 7, 1969, inclusive, have been credited to this special reserve fund. 
The donors' names, together with anonymous gifts, are hereby gratefu ll y 
acknowledged. Another complete listing to include all subsequent donors 
will be published next September at the first concert of the Choral Un ion 
Series, and aga in in November following the Annual Meeting. 

GUARANTORS 

Miss Esther Betz 
Mr. and Mrs. Harlan Hatcher 

Irs. Charl es T. Campbell 
Mr. Lou M. Dexter 
Mr. and Mrs. Robben W. Fleming 

*Mrs. Walter Laubengaye r 

M r. and Mrs. Peter N. Heydon 
Mrs. Dana E. Seeley 

SPONSORS 

~Ir. and Mrs. J ohn M. McCollum 
M r. Mack Ryan 
Mr. and Mrs. ' e il Staebler 
1\lr . Victoria S. Wege 

CO RPORATE PO SOR 

Wagner and Company 

Mr. a nd Mrs. Edward Adams, Jr. 
Mr. and Mrs. Wyeth All en 
Miss Hen ,-icka Beach 
M r. and 1\1 rs. Leslie R. Beals 

Ir. C. John Blankley 
Mr. and I rs. I il ford Boersma 
Mr. and Mrs. Roscoe O. Bonisteel 
Mrs. George Grange'- Brown 
M r. George H. B rolVn 
Mr. Robert 1\1. Brown 

PATRO S 

Dr. a nd \1,-s. K. M. Brownson 
Mr. and Mrs. George G. Cameron 
Mr. and Mrs. Roben M. Campbell 
ivlr. and Mrs. J ohn Alden Clark 
1\1 r. and 1\1 rs. Gage R. Cooper 
i\1r. and Mrs. A. H. Copeland 
1\ 1 r. Earl H. Cress 
Dr. and \1rs. Cla re nce Crook 
Prof. a nd 1\lrs. William ~1. Cruikshank 
Dr. and Mrs. Russell Dejong 

·A girl in lIIeI11U .. > or her laiC husband. Mr. \\';Ili l'r Lallbc:ng~l\er 
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Mr. and Mrs. William G. Dow 
Dr. J oseph Eschbach 
Mr. and Mrs . Thomas Eva ns 
Mr. a nd Mrs. George H. Fo rsyth 
Mr. Dale P. Fosdick 
Miss Phyllis W. Fos ter 
Dr. and Mrs. Alexander Gotz 
1iss Elsa Haller 

Mr. a nd Mrs. Elmer F. H a mel 
Mr. a nd Mrs . J. D. Hanawa lt 

Irs . Joseph R. Hayd en 
Mr. J oseph C. Hooper 
Dr. and Mrs. F. W.Jeffries 
Mr. and Mrs. Irvin W. Kay 
Mrs. Grace Kehl 

Ir. Charles R. Kellerma n, Jr. 
Miss Ida Kemp 
Mr. William R. Kinney 
Mr. Edwin E. Meader 
Mr. J esse Ormondroyd 
Mr. and Mrs. William B. Palmer 
Dr. and Mrs. Bernard Patmos 

Ir. and Mrs . W. K. Pierpont 
Dr. a nd Mrs. H. Marvin Po ll a rd 
Mr. a nd Mrs. Warren E. Poole 
Mr. a nd Ml-s. J o hn J. Po rte r 

Mr. a nd Mrs. Mill ard H. Pryor 
Mr. and Mrs . Michael Radoc k 
Mr. H arrison M. Randall 
Dr. and Mrs. Theoph il e Raphael 
Dr. and Mrs. Rigdon K. Ratliff 
Mr. and Mrs. Howard Reed 
Prof. a nd Mrs. F. E. Richa rt 
1r. E. B. Rickard 

Mr. a nd Mrs. Dennis Riga n 
Miss Sara L. Rowe 
Mr. Carl F. Schemm 
Mr. and Mrs. F. A. Sergeant 
Ml-s. Frank Si ller 
Ml-s. j ames H . Spencer 
'fr. and Mrs. E. Blythe Stason 

Mrs. Dorothy F. Stolpin 
'Ir. J. Wilner Sundelson 
Irs. Elizabeth K. Swishel-

Dr. and 'Irs. E. Thu rSLOn Thieme 
Miss Virginia W. T ibbals 
Mrs.john E. Tracy 
Dr. Paul I. Vanek 
Mr. and Mrs. Erich A. Walter 
Mrs. Russell West 

Ir. W. Scott Westerman, Jr. 
h. and Mrs. Boyd W. Yard 

CORPORATE PATRONS 

Ann Arbor Bank 
Ann Arbor Federal Savings a nd 

Loan Associa tion 
Ann Arbor Trust Company 

Bay's Arcade j ewelry 
Grinnell 's 
Hi Fi and TV Ce l1le l-, Inc. 
National Bank and Trust Co . 

SUSTA ININ G MEMBERS 

Miss Victoria Abdella 
Miss Adelaide A. Adams 
Mr. a nd Mrs. Francis A. All en 
Mr. a nd Mrs. J. H. Allington 
Dr. and Mrs. David G . Anderson 
Dr. Ol iver C. Applegate 
Mr. and Mrs. Thomas M. Atk ins 
Mrs. Stephen S. Attwood 
Mr. a nd Mrs. Max K. Auppe rl e 
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Mrs. Noyes L. Avery,jr. 
M r. a nd Mrs. Do nald H. Bacon 
Mrs. A. W. Ba ker 
Mr. and Mrs. Burton L. Ba ker 
Mrs. J ean Lyn n Ba rnard 
Mrs. R. W. Barnard 
Mrs. Floyd E. Ba rte ll 
M r. a nd Mrs. Raymond O. Bass le r 
Dr. a nd Mrs. Gerha rd H. Baue r 



Mr. and Mrs . Harry B. Benford 
Mr. and Mrs. Elmer G. Berry 
Mr. and Mrs. V. T. Bibicoff 
Mr. and Mrs. William W. Bishop, Jr. 
Dr. A. James Blair, Jr. 
Mr. and Mrs. Harlan Bloomer 
Dr. and Mrs. Giles G. Bole, Jr. 
Mr. and Mrs. J ay A. Bolt 
Mrs . C. E. Bottum 
Mr. and Mrs. C . E. Bottum, Jr. 
Miss Lola M. Bradstreet 
Mr. and Mrs. E. F. Brater 
Mr. Allen P. Britton 
Mr. and Mrs. George W. Brooks 
Prof. Robert H. Brower 
Dr. and Mrs. Gordon C. Brown 
Mr. and Mrs. Robbins Burling 
MI-s. H. S. Butz 
Mr. and Mrs. Charles Cannell 
Dr. Ruth Cantieny 
Mr. and Mrs. David Catron 
Mr. and Mrs. Walter Chambers 
Dr. and Mrs. Al fred Y. T. Ching 
Miss Hope H. Chipman 
Mr. Carl Cohen 
Mr. and Mrs. Hubert Cohen 
1\1r. and Mrs. W. Oscar Collins 
1\lrs. Lester V. Colwell 

Irs. Will Connell y 
Ir. and Mrs. George D. Coons 

Dr. and Mrs . Leslie Corsa, Jr. 
1\1r. and Mrs . G lenn M. Coulter 
1\1r. and Mrs.John R. Dale 
1'.1r. Paul A. Daniells 
1'.liss Sarita Davis 
Dr. and 1\ lrs. T. J. DeKornfeld 
Prof. Julio del Toro 
:-'Ir. and 1\lrs. G. E. Densmore 
1\1r. and 1\lrs. W. de St. Aubin 
1\1 r. and 1\1 rs. E. D. Ditto 
1\1r. John S. Dobson 
Dr. Edward R. Doezema 
Dr. Bmce Draper 
1\1r. Eric S. Eklund 
1'.1 r. and Mrs. Roben C. Elderfield 
1\1r. and 1\lrs. J o hn F. Eley 
1\1r. and 1\lrs.John H. Enns 
1\1 r. Nicholas D. Falcone 
1\1 r. I n ·ing J. Fe inberg 
1\1r. and 1\lrs. Roben S. Feldman 
Mrs. A lice T. Ferguson 

Mr. and Mrs. F. A. Filie 
Mr. and Mrs. Carl H. Fischer 
Mr. Howard P. Fox 
Dr. and Mrs. Thomas Francis, Jr. 
Mrs . William A. Frayer 
Mrs. Charles C. FI-ies 
Mr. and Mrs. Victor Gallatin 
Mr. and Mrs . Bernard A. Galler 
M r. S. H. Garland 
Dr. and Mrs. Ralph M. Gibson 
Mr. and Mrs. Philip H. Gillies 
Miss Pearl Graves 
Mr. and Mrs . G. Robert Greenberg 
Miss Dorothy Greenwald 
Miss Barbara J. Gross 
Mr. Robert C. Hansen 
Dr. and Mrs. Henry L. Hartman 
Miss Margaret Harwick 
MI-. Harold Haugh 
Miss Ethel Hedrick 
1r. Albert E. Heins 

Mr. and Mrs. Frank Henderson 
Mr. and Mrs . S. H. Henry 

f1-s. Robert J. Hesse 
Mr. Charles A. Highhill 
Mrs. Leonard E. Himler 
M r. orman Ho 
Dr. F. J. Hodges 
Mr. and Mrs. David D. Hunting 
1iss Dorothy A. Huskey 

Prof. and Mrs. Max L. Hutt 
1r. Raymond F. Hutzel 
[iss Ella M. Hymans 

Dr. and Mrs. Hideo Itabas hi 
1'.1r. and Mrs. Em il Jebe 
1\1 r. and Mrs . Herbert Johe 
Mr. and MI-s. Phillip S. Jones 
1\1 r. and Mrs. Roben L. Kahn 
1\[rs. Gunnar Karlstrom 
Mr. and Mrs . J. Wan-en Kays 
Mrs. Ted Kennedy, Jr. 
Dr. vVilliam W. Kimbrough 
1\1 r. Roben Klein 
Dr. Karl S. Klicka 
1\1r. and Mrs. Harry J. Klinger, Jr. 
i'vIr. Samuel Krimm 
1\1r. and Mrs. Geoffrey E. Krone 

Ir. and 1\lrs. S. R. Lampen 
Mr. and Mrs. Arthur T. Lanning 
1\lrs. Genrude Leidy 
Mr. and Mrs. John Leidy 
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Miss H. M. Lloyd 
Miss Mildred Loeffler 
Mr. and Mrs. D. S. Lowe 
Mr. and Mrs. John Duer Ludlow 
Mr. and Mrs . Richard Macias 
Miss Ella A. Mahnken 
Dr. and Mrs. D. W. Martin 
Dr. Jos ip Matovinovic 
Mr. and frs . Wesle y H. Maurer 
Dr. Wolfgang W. May 
Mr. and Mrs . Allen L. Mayer on 
1\1r. J o hn A. '!eMillan 
Mr. F. N. 1cOmber 
Mr. and Mrs. E. W. Meranda 
Dr. a nd Mrs. Clarence J. Messner 
Mr. and Mrs. Robert Metcalf 
Rev. and Mrs. Frederick R. Meyers 
Mr. a nd Mrs. Keith G. Mickelson 
Mr. Robert Rush Miller 
Mr. John Mohler 
Dr. and Irs. Robert P. Montgomery 
Dr. and Mrs. Joe D. Morris 
Dr. and Mrs. James Neel 

frs . Clifford T. Nelson 
Miss Geneva elson 
Mr. and Mrs. K. K. Neumann 
Mrs. George Stribling ewe ll 
M r. and Mrs. Robert J. iess 
Mrs. Roland O. Nissle 
M r. and Mrs. Frederick C. O'Dell 
Dr. and Mrs. F. D . Ostrander 
Mrs . David Owen 
Mr. James R. Packard 
Dr. Beverly C. Payne 
1\1r. and Mrs. Pedro Paz 
1\1r. and Mrs. D. Maynard Phelps 
Dr. and Mrs . Richard A. Pollak 
Dr. and 1\1 rs. David Po nitz 
Prof. and Mrs. Philip POllS 
Mr. and MI-s. Emerson F. Powrie 
Dr. T. A. Preston 

I r. Robert E. Ra nn 
Prof. Lawrence L. Rauch 
Mr. Gerald M. Rees 
Dr. and Mrs. Melvin J. Reinhart 
Mr. Arthur D. Robinson 
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Mr. Richard M. Robinson 
Mr. and Mr . Fred H. Rogers 
Mr. and Mrs. Arthur M. Ross 
Mr. Clarence Roy 
Mr. Frank E. Royce 
Prof. Mabel E. Rugen 
Mrs. Margaret R. Runge 
Dr. David W. Schmidt 
M r. Keeve M. Siegel 

f iss Evelyn L. Smith 
Mr. and Mrs. Ira M. Smith 
1\liss Beatrice A. Snider 
Mrs. Helen M. Sn ydel-
Mr. W. All en Spivey 
M r. Russell Ste\'enson 
Mr. George B. Stipe 
Mrs. Mira Stoll 
Mr. a nd Mrs. William H. Slubbins 
Dr. and Mrs. Walter A. Swartz 
Mrs . Florence T. Thomas 
Dr. and Irs. Wallace Tou rtellolle 
Mr. and 1\frs. Lynn A. Townsend 
Mr. Paul W. ngrodl, Jr. 
1\fiss R. Vainstein 
Mr. and Mrs. B. Cond it Valentine 
\1r. and Irs. BaITY D. 

Van Koe\'ering 
1\fr. and Irs. W. Russell Vin 
Mrs. George Wadley 
Mr. and Mrs. Paul C. Wagner 
Mr. and Mrs. Sidney Warchausky 
1\1r. and Mrs. i'd erwin H. Waterman 
1\11-s. Ral ph N. Watkins 
Mrs. Paul S. Welch 

frs . B. T. Whipple 
I>.lrs. Albert E. White 
1\1r. and \Irs. W. C. Wiers 
1\[ r. George A. Wild 
Mr. and Mrs. Geo. W. Willard 
Mr . and Mrs. Edgar E. Willis 
Dr. S. B. Winslow 
Mrs. E. S. Wolaver 
Dr. a nd Mrs. J ose E. Yanez 
Mr. Chia-Shun Yih 
!'vir. and Mrs. Paul F. Youngdahl 



UNIVERSITY MUSICAL SOCIETY 
NINETY-FIRST SEASON 

International Presentations for the 1969-70 Season 

SUMMER CONCERT SERIES-JULY, 1969 
Rackham Auditorium 

Fo ur Piano Recitals - Arti sts to be announced june 1. 

CHORAL UNION SERIES 

NEW YORK PHILHARMO TIC .... . . . ..... 2:30, Sunday, September 21 
S EIJI OZAWA , Conducting 
AN DRE \N A r r s, Pia nisi (Rachman inoff Concerto No . 3) 

MISHA DICHTER, Pianist . ..... . .. . .... . ...... . ........... Monday, October 6 
ORC HESTRA OF L'ACCADEMIA 

DI SANTA CECILI A, ROME ..... . . ... ...... Thursday, October 23 
F ER N A N D O PREVITALI , Conducting 

ROYAL CHORAL SOCIETY AND PLAYERS .. Tuesday, November 4 
OSIPOV BALALAI KA ORCHESTRA (with stars of the 

Bolshoi Opera and Russian Dancers) . . . . .. Thursday, November 13 
HK SYMPHONY ORCHESTRA, japan ..... . . Tuesday, November 25 
HIROY U KI lWAKI . Conducting 

JOAN SUTHERLAND, Sopmno, with 
RICHARD BONY GE, Pianist ......... ... . .. . ...... Friday, january 30 

VLADIMIR ASHKENAZY , Pianist . .. . .. . ..... . ........ Monday, February 9 
"BARBER OF SEVILLE" (Rossini)-

Canadian Opera Compan y .................... Saturday, February 14 
ANDRES SEGOVIA , Classical Guitarist .. . .. .. . ...... Thursday, February 19 

DANCE SERIES 

NATIONAL BALLET OF CANADA . ...... . ......... Friday, October 17 
"JOSE LIMO DANCE COMPANy .... ... . . . .... Saturday, November 1 

*N 1 KOLA IS DA CE COMPANy .. . . . . ...... ..... Wednesday, janual-y 21 
DANZAS VENEZUELA ...................... . ... . .. Tuesday, February 17 
AMERICAN BALLET THEATER ...... ......... . .... Tuesday, March 17 

*For Li lt.'se (\\'0 lIlodern l)alH:t' CO lllp.lllics, Lcn u f{>·dc lllo nslrillio li s will be scheduled ,md a nno unced at a b Ie r da le . 
Season ticke t '!> lIbscribt.'J"s to the Da nce Se ri es will r CCC i \ ' l ' complil1lcllta n admissiull . 
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CHAMBER ARTS SERIES 

MADRIGAL, from Bucharest . ..... . . .... . .. . . . ........ Sunday, October 12 
MARI N CONSTANTIN, Conductor 

PRAGUE CHAMBER ORCHESTRA . .. . ......... Monday, November 10 
FRANCO GULLI, Violinist, and ENRICA CAVALLO, 

Pianist (duo from Italy) ... . ........ . ....... . ... . Monday, November 17 

NEW YORK PRO MUSICA . ....... . ... . ... . ...... .. . . Monday, January 12 
MUSIC FROM MARLBORO . . ...... .. . . ......... Wednesday, January 28 
JEAN-PIERRE RAMPAL, Flute, and 

ROBERT VEYRON-LACROIX, Keyboard .. Thursday, February 5 
PHAKAVALI DANCERS, from Bangkok .. . .......... Monday, March 2 

ANNUAL CHRISTMAS CONCERTS 
"MESSIAH" (Handel)- Three Performances . .. . .. . . . ... Friday, December 5 

Saturday, December 6 
(2:30) Sunday, December 7 

SOLOISTS TO BE ANNOUNCED 
THE UNIVERSITY CHORAL UNION 

MEMBERS OF THE INTERLOCHEN ARTS ACADEMY ORCHESTRA 
MARY MCCALL STU BBINS, Organist 

LESTER McCoY, Conductor 

ANN ARBOR MAY FESTIVAL-1970 

April 23, 24, 25, 26-5 Concerts, Thursday through Sunday 

THE PHILADELPHIA ORCHESTRA, EUGENE ORMANDY, Conductor; 
THOR JOHNSON, Guest Conductor, and soloists. 

(All Concerts begin at 8:30 unless otherwise indicated .) 
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