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FOREWORD

The rapid growth of interest in orchestral and operatic music all over the
United States and in dll the other countries of the world where the European
system of music is the musical language makes the new book of Charles O’Conmell
of ever-increasing value.

For those who like to listens to music in the concert hall, and equally for those

who by mecessity or preference hear symphonic and operatic music by radio and
by records, this book can be a friendly and intimate guide.

In simple language it gives the technical background of symphowic music so
that even an inexperienced music lover can understand and enjoy it. In reading
it his mind and emotions will be stimulated so that his pleasure in listening to the
music afterwards will be greater.

The parts of this book which tell of the imaginative and poetic side of music
are in themselves a kind of music expressed through words.

One has the impression that the author feels that music is chiefly a thing of
sensuous pleasure and that no matter how great or small may be the techwical
knowledge of the hearer music should be enjoyed through the semses and the
smagination.

Except in purely program music the book does not paint pictures or tell stories
about music but aims to suggest images and lines of thought that will give the
mausic lover @ point of departure for his own imaginative flight.

This book is equally interesting and illuminating to the professional musician
as to the music lover who has not yet had the opportunity of studying the nature
of music technically but whose pleasure in listening to music will be increased if his
imagination end emotions are prepared and stimulated by someone who approaches
music as directly and yet as profoundly as Charles O’Connell.

LroroLp STOKOWSKL
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PREFACE

THE PRIMARY purpose of this book is to make good orchestral music more intelli-
gible, and therefore more stimulating and enjoyable, to people who are willing to
listen to such music and who would like to know and love it better. A subordinate
purpose is to enlarge the visible, the radio, and the phonograph audiences by the
addition of others of intelligence and sensitiveness, who have been mystified,
bored, repelled, or unimpressed by such music as they have heard. To accomplish
these ends, the author has discussed the major portion of the symphonic repertoire
in language that is almost entirely nontechnical and which seeks, in most cases, to
present ideas and suggestions that will stimulate the reader’s own emotional and
imaginative responses to music. The introduction of anything illegitimately related
to the music, which has been the deplorable practice in so many books on “music
appreciation,” has been avoided; the author has found, and hopes that the reader
will also find, in the music itself, whatever imaginative stimuli are necessary to
full enjoyment.

There are many people listening to music today who a few years ago had
seldom, and perhaps never, heard a symphony orchestra. There are literally millions
today who, though they hear symphonic music rather frequently, have never
actually seen a symphony orchestra, and who have not been satisfied or particularly
enlightened by the suave dicta of the radio announcer or by the usually historical
and didactic pronouncements of some music commentators. This book aims to
provide the minimum of necessary historical and technical information and the
maximum of such material as will render the music more enjoyable.

Mousic is a synthesis of all the arts. The elements of painting and sculpture
and architecture, of drama and rhetoric and oratory, are all involved in it. Its
appeal is most universal, because it speaks a language understood by all men, and
supplies 2 need of which all men are to some degree conscious. It is the most
intimate of the arts, because it acts directly and instantly and powerfully upon the
physical, as well as on the spiritual, organism. Any music, like any object of art,
can give intellectual pleasure out of the very grace and perfection of its form and
structure, but its basic appeal is to the senses, to the imagination, and to the
emotions.

The Book of the Symphony, therefore, approaches music from this point of
view. Relatively few people have the time or the inclination to study music pro-
foundly, but there are few who do not respond to its emotional significance and its
delightful effect on the senses if their emotions and senses have been prepared and
sharpened. The book attempts to develop that state of preparedness, and to

awaken the emotions so that when the music is actually heard in the concert hall,
xix



p.o:4 PREFACE

or by radio or phonograph, the mind may be free of puzzled questionings and the
music enjoyed to the full.

The matter of this book has not been chosen out of caprice or the author’s
personal preferences; rather a standard derived from the known popularity of each
work, as'demonstrated by the frequency of its appearance on the programs of four
major American symphony orchestras during the past three years, has been applied.
The book, therefore, includes not what the orchestras showld play, or what, as a
concession to 2 relatively small element in their audiences, they play on rare occa-
sions, but rather the music which outstanding conductors choose to present to their
audiences season after season. Obviously, the modernists cannot be fully repre-
sented in such a collection, because of the relative infrequency of their appearance
on concert programs. There have been exceptions, of course, to this rule; for, re-
gardless of their infrequent performances, certain modern and standard works,
because of their musical importance, could not reasonably be omitted. It is prob-
able, however, that anyone who refers from a concert or radio program of sym-
phonic music to the contents of this book will find most, if not all, items of the
program included here. The growing numbers of those who have discovered the
miracle of modern recorded music will have the added convenience of a list of
records covering a very large proportion of the music discussed in these pages.
Biographies of composers have been treated very sketchily, because they are avail-
able elsewhere in full and detailed form; furthermore, they are of secondary im-
portance to the purpose of this volume.

The author accepts complete and sole responsibility for opinions expressed
about various musical works and their composers. The use of the word “Victor”
in the title does not imply any responsibility on the part of the RCA Manufacturing
Company, Inc., of Camden, New Jersey, for the publication of this book or for
any statement made in it. On the other hand, the author must express his apprecia-
tion of the generosity of the company, in giving him access to its enormous libraries
of music and records, which were invaluable in the preparation of The Book of
the Symphony. He hopes also to borrow for his book, by its association with Victor,
some of the luster that surrounds The Victor Book of the Opera, certainly the
definitive work of its kind. The author is indebted to Victor for encouragement
and help in the preparation of the book, and for permission to reprint certain por-
tions originally published by the company; to Mr. Arthur Judson, who kindly per-
mitted extensive research into the records of the Philharmonic Symphony Society
of New York and of the Philadelphia Orchestra; Mr. George E. Judd, manager
of the Boston Symphony Orchestra, for permission to examine the archives of that
great organization; and to the members of the Philadelphia Orchestra who posed
for photographs illustrating the orchestral instruments.

Philadelphia, October, 1940. Cuarres O’CoNNELL
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A NOTE ON THE MODERN ORCHESTRA AND
ITS INSTRUMENTAL COMPONENTS

In THE ancient Greek theater, the choros (dancers and vocalists) occupied an
allotted space between the players and audience. This space was called the orchestra,
and would correspond to the orchestra pit in the modern theater, except that it was
not depressed below the level occupied by the audience. Early in the nineteenth
century it became customary to refer, in theatrical parlance, to the group of musi-
cians who occupied this space, rather than to the space itself, as “the orchestra.”

‘The first instrumental groups known as orchestras included, usually, instru-
ments of the lute type (from which our mandolin and guitar are descended); the
family of viols; harpsichords or similar percussion-string instruments, and some-
times small organs. Orchestras were first used almost exclusively as support for
vocal music; in fact, the development of the violin can be directly traced to the
need for a high-pitched viol to accompany the higher voices in musical-dramatic
productions.

Growing use of the orchestra emphasized the shortcomings of orchestral in-
struments, and brought about their improvement; consequently a tendency to give
the orchestra more prominence is noticeable in compositions of the period (1650~
1700), and finally composers of importance began writing music for instruments
alone. Bach and Haydn were among the most important early composers of purely
instrumental music—the former with suites and concertos, the latter with his sym-
phonies. The orchestra which includes in its repertoire Haydn’s symphonies today
may have as many as one hundred and twenty members (though not all would be
used in 2 Haydn symphony); Haydn’s orchestra would have about eighteen men.
It would include players of the violin, viola, cello, and contrabass, or bass viol;
two each of flute, oboe and bassoon, horn and trumpet; and perhaps the orchestra
would boast also a pair of kettledrums.

Mozart introduced clarinets and trombones as regular voices of the orchestra,
and Beethoven established almost all the present-day orchestral instruments as
members in good standing. In the C minor Symphony (the Fifth) he created a
sensation by the sudden introduction of the trombones at the beginning of the
fourth movement; and he used piccolo and contrabassoon with great effective-
ness. .
Almost constant improvement in the orchestral instruments gave Wagner,
Brahms, and Tchaikovsky inviting opportunities for colorful orchestration, and
they, with all composers of the romantic period, took advantage of such oppor-
tunities. No one has ever surpassed Wagner in the brilliance, variety, and sig-
nificance of his orchestral color. Not satisfied with certain instruments, he re-
designed them (the Bayreuth tuba, for example) to produce the precise tone
quality he wanted. He was the first, and remains one of the few composers, to

3



4 THE VICTOR BOOK OF THE SYMPHONY

write intelligently for the modern harp, and his use of modern valved brass
instruments is unsurpassed in effectiveness. The orchestration of Brahms is of
course entirely different, darker, and warmer than Wagner’s, but rarely so bril-
liant. Tchaikovsky’s is perhaps of a quality halfway between the two.

The development of certain instruments, and the acceptance of others as
standard orchestral instruments, helped to increase the size of the orchestra.
Theoretically, there should be no more than one instrument of each “choir” in the
orchestra: one violin voice, one clarinet, one flute, and so on. But, because all in-
strumental voices are not of the same power and sonority, a balance must be
effected by adjusting their relative numbers; and because composers often, now-
adays, write orchestral parts so elaborate that each must be divided among several
instruments of one type, the orchestra has grown steadily larger. Furthermore,
concert halls have increased in size, necessitating more orchestral power, and we
have at last arrived at an orchestra of 100-120 men, which seems large enough
for most modern concert halls, yet not too large to be perfectly responsive and
flexible.

The symphony orchestra is made up of four groups, or choirs: the strings,
woodwinds, brass, and percussion, or bazterse. The strings include about eighteen
first and sixteen second violins; ten to fourteen violas; eight to twelve cellos; eight
or ten basses; one or two harps. (Very rarely more harps are used; although
Wagner requires as many as six! ) The woodwind usually includes two flutes, two
piccolos, three oboes, one cor anglais or English horn, three bassoons, one contra-
bassoon, three clarinets, one bass clarinet, and sometimes a contrabass clarinet. .
The brass choir is composed of three or four trombones, four trumpets, four to ten
or even twelve horns, and tuba (sometimes bass tuba or helicon). The datterie
comprises the drums (timpani or kettledrums, bass and military drums, tambourine,
Chinese drum, and sometimes others); tam-tam or gong, celesta, glockenspiel or
orchestra bell; tubular chimes, castanets, xylophone, and triangle, together with
any other special percussion instruments which the composer may require. The
work of the batterie is divided among several men, who sometimes play other
orchestral instruments as well. The timpanist, however, devotes his entire attention
to his own special instruments,

STRINGS
Violin

The violin is the soprano of the string choir, and in some respects the most
important instrument of the orchestra. It is capable of a wide range of emotional
expression, and of considerable dynamic scope; its tone is of a character that makes
it blend well with any other tone in the orchestra,
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RANGE OF THE VIOLIN

In its present form the violin is the result of a long period of evolution—a
period which ended in the superb instruments of the great sixteenth- and seven-
teenth-century Italian makers. The first “true” violins were made in Italy by
Gasparo da Salo (1540-1609), and his instruments were used as models by suc-
ceeding makers. The city of Cremona was the seat of the most famous school of
violin makers, and it was there that Andrea Amati started the line of artisans whose
name in a violin makes it priceless. His grandson, Nicolo Amati (1596—1684), not
only made some of the finest violins iz use today, but was the teacher of Antonio
Stradivari, greatest of all craftsmen in this difficult and subtle art. Other makers
whose instruments remain priceless, often musically and always intrinsically, were
those of the Guadagnini and Guarnerius families.

Any one of these names authentically appearing in a violin makes it exceed-
ingly valuable. That is not to say that modern instruments are necessarily inferior,
or that ancient ones are invariably fit for use. It is highly questionable that anyone,
unless an impossible combination of musician, antiquarian, and student, could dis-
tinguish by the ear alone a Stradivarius from the finest of modern instruments.
The value of a Cremona violin is often factitious, or fictitious. There is no miracle,
especially and exclusively available to the viol family, which excepts them from
the deterioration of age and use; and there is no reason why duplicates of them,
executed by a first-class modern violin maker, should not have an equally beauti-
ful quality of tone. This is a statement that will shock many violinists and mer-
chants; the fact remains. The superiority of the Cremona instruments is probably
due, not to the ridiculous supposition that a secretly formulated varnish gives them
their tone, but to the fact that they were made with endless patience and loving
care. Intelligent and persistent manipulation of the sound post of a string instru-
ment will have more effect on the tone than any rare wood, any secret varnish in
the world. Furthermore, while 2 Heifetz can make any violin give out beautiful
sound, an amateur fiddler can make a “Strad” sound like a leopard cat in agony.
It would seem, therefore, that the player has considerable influence on the tone of
even a famous instrument.

The violin bow is a direct descendant of the aboriginal weapon. Its present
form was determined by Francois Tourte (1747—1835), many of whose bows are
in use today. The arc is usually of a wood called Pernambuco; the hairs are from
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a horse’s tail, bleached white, and rubbed with resin to increase their friction
against the string.

The violin is tuned to the tones G, D, A, and E. The G string is a wire-
wound string, and gives the violin its most powerful and deepest tones. The other
strings are of “catgut”—actually made from the intestines of sheep. They are of
varying degrees of brightness in tone, the most brilliant, of course, being the E
string which sometimes is made of steel. The effective range of the violin is about
three and one-half octaves, from G below middle C. Higher tones can be pro-
duced, but they are neither agreeable nor effective.

A great variety of utterance is possible. Singing passages, smooth and un-
broken; sharp, crisp, detached notes, at almost any speed; ethereal harmonics
and warm, full, sonorous G-string tones—all are at the command of the capable
player. Octaves and, to a limited extent, chords may be played on the violin;
when two notes are played at once, the device is called “double-stopping.” Bril-
liant effects are achieved by various methods of bowing: spiccato by playing rapidly
a number of detached notes in one stroke of the bow; saltendo by bouncing the
bow on the strings; vibrato by vibrating the lefz hand from the wrist as the finger
presses against the string; col legno by playing with the wooden part of the bow;
tremolo by rapidly repeating the same note with short up-and-down strokes of the
bow; glissando by sliding the left hand along the string while bowing with the right.
Trills, mordents, and other musical decorations are all easily effected on the violin.

Harmonics are very high-pitched sounds, components of the normal tone of
the instrument but normally almost inaudible. They are made conspicuous by
stopping off the fundamental tone, and causing the string to vibrate in segments.
This the violinist accomplishes in one of two ways. He may lightly press upon the
strings at their “nodal” points (the points between the segments in which all
vibrating strings move) thus interfering with the vibration of the string as 2 whole
and bringing the segmentary vibrations into prominence. The sounds thus pro-
duced are called “natural” harmonics. The player may, instead, press strongly on
the point of the string which will give the required pitch, and with the fourth
finger touch lightly on the new nodal point of the “shortened” section of the
string. He thus produces “artificial” harmonics, stronger but less agreeable in
quality than “natural” harmonics.

Viola

The viola is the contralto of the string choir. It is somewhat larger than the
violin, and in size as well as musical relationship occupies the place between the
deeper-toned cello and the brilliant violin. Its strings are slightly thicker than
violin strings, and the two lower ones are wire-wound. Its tone is sonorous, but,
solo, not always agreeable. As supplying a tonal mass of great importance to the
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orchestra, the viola is highly necessary and desirable, but as a solo instrument it
has little appeal, except in the rare cases wherein music intelligently written for
it is played by a Primrose or a Tertis.

RANGE OF THE VIOLA

The viola part is written in the tenor clef

The viola in modern orchestra has received much more attention than for-
merly. The few outstanding artists who play this rather ungrateful instrument
have done much to redeem it from the curse of being the resort of unsuccessful
violinists, and many modern composers assign to it such music as will bring out to
the full its latent possibilities. It is capable of all the technical effects of the violin,
and is tuned one-fifth lower—C, G, D, A. Its range is slightly less than that of
the violin—about three octaves.

Céllo

The violoncello is the baritone of the orchestral string choir. It is a develop-
.ment of the ancient viola da gamba (knee viol), which was once the bass member
of the string family, and was played with the instrument held between the knees,
much as the cello is today. Violoncello is 2 rather cumbersome way of saying “little
big viol,” which is what it means; so, commonly the instrument is called cello.

RANGE OF THE VIOLONCELLO
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It is tuned an octave below the viola, and its longer, thicker strings, and the
larger body of air vibrated by them, produce a darker.but more sonorous and
agreeable tone. It encompasses three and one-sixth octaves; it can be manipulated
in practically all the tricks of the violin, but not so rapidly. Its tone is warm,
vibrant, masculine; the cello is often assigned a singing role in the orchestra, for
that reason. In masses of tone the cello is one of the orchestra’s most effective in-
struments, and while its voice is not the most powerful, it can be the most con-
spicuous and perhaps the most expressive in the string ensemble.

The cello bow is shorter and heavier than that of the violin, and the bow
and left-hand technique are entirely different.
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Douwble Bass. Contrabass

This is the bass of the string choir—a giant violin more than six feet high,
and, from the point of view of the physicist, as inefficient as it is big. The tone of
the contrabass, though exceedingly deep and rich, is quite weak in relation to the
size of the instrument and the energy required to play it; nevertheless, the ten or
twelve basses in a symphony orchestra supply 2 wonderfully rich and deep tonal
foundation, perceptible no matter how powerfully the rest of the orchestra is

playing.

RANGE OF THE DOUBLE BASS
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The contrabass has certain physical peculiarities which differentiate it from
the other viols, and establish its relationship with the oldest instruments of the viol
type. It has sloping, rather than rounded, shoulders; a flat instead of a swelling
back, and an exceedingly high bridge. The bow, also, shows traces of its origin, and
more than any other bow suggests the huntsman’s weapon.

The contrabass is tuned in shorter intervals than the other string instruments;
otherwise the player, unless his hand were unnaturally large, could not span them.
Therefore, the tuning is in fourths—E, A, D, and G. It sounds an octave lower
than its notes are written. Occasionally a five-string bass is used, a C string being
added to give lower bass notes. Despite the size of the instrument, most violinistic
effects can be performed, but of course not nearly at the speed of the violinist.
The tone is full, deep, sonorous, and resonant, and only to a very limited degree
can it be used solo. Occasionally, however, for weird or comic effects, conspicuous
and even solo passages are given to this instrument. The most famous of all is the
strange utterance of the basses in the scherzo of the Beethoven Fifth Symphony
that suggested to Hector Berlioz the gambolings of elephants. Serge Koussevitzky,
the eminent conductor of the Boston Symphony Orchestra, is a virtuoso of this
Gargantuan violin, and has played solo in public as well as for phonograph records.

Harp

More than three thousand years ago, a court painter was commanded to deco-
rate with murals the battlements of an ancient Egyptian city. In the procession of
figures he limned on the everlasting stone, some bore musical instruments, several
of which are distinctly recognizable as harps.
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RANGE OF THE HARP
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The harp is one of the oldest and most romantic of musical instruments. It
was known well to the Jews of Biblical times; indeed, David is remembered as a
harper and singer. No doubt he wooed a lady as easily as he soothed a troubled
prince, with the assistance of his plangent strings; for the harp gives wonderful
background to the voice. We often associate the harp with the Irish bards and
minstrels—indeed with the Irish race itself; not entirely without reason, for the
harp is the only musical instrument regarded as a national symbol, and represented
in a national flag. As a matter of fact, the harp has 2 more intimate connection
with the ancient Jews, and was known and widely used in Europe long before
Ireland heard it. The painted vases of the ancient Greeks reveal the harp in use,
and the troubadours, the minnesingers, and the bards of Northern Europe brought
it to the western shores of that continent. Soon it was adopted by the Irish, the
Scotch, and the Welsh, and during the reign of Henry VIII was incorporated in
the national insignia of Ireland.

The harp, until the beginning of the eighteenth century, had been little im-
proved over its primitive ancestors. To be portable, it had to be limited in size and
weight, and consequently in the number of its strings. Chromatic intervals—tones
lying between the whole tones (the white keys on the piano)—could not be played,
because to tune the harp chromatically would require too many strings. About 1720

“a transposing pedal was invented; it would raise all the strings, simultaneously, a
half tone. Ninety years later, Sebastien Erard, founder of the French piano house
“Erard,” developed the double-action harp, employing pedals that would shorten
the strings instantaneously, raising them either a half or whole tone, and making
"it possible to play in all keys.

The modern concert harp is usually tuned in the key of C flat; it has seven
transposing pedals, each pedal affecting all the strings of the same name. Thus,
the C pedal affects all the C strings, the D pedal all the D’, and so on. When all
the pedals are pressed down halfway, the harp is tuned in C major; if they are
depressed fully, the instrument will play in C-sharp major. Naturally, the agility
of the harp in passing from one tonality to another is somewhat limited by its
mechanism, and the powers of the human hand likewise impose handicaps. It is,
therefore, not easy to write intelligent and effective music for the harp, and at the
same time stay within the possibilities of the instrument.

It is curious to note that this, one of the most ancient of instruments, would
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win the approval of the most radical modernist architect or designer, for the reason
that in its structure it is almost purely functional. The slender Corinthian column
that is characteristic of the conventional model is 2 hollow pillar of great structural
strength, which serves not only to take a large part of the strains generated by the
taut strings, but also encloses the rods connecting the pedals with the tuning mech-
anism. The gracefully curved neck, lovely as it is, nevertheless is a purely struc-
tural form, determined entirely by the varying length of the strings. It, too, has a
double purpose; it serves as a base for anchoring the strings, and conceals the
transposing mechanism. The sound box is the third member of the triangle;
through it pass the strings to their lower extremities, and it resonates and reinforces
their tone.

The tone of the harp is rather weak, nor is it susceptible of much variation
in color. In the orchestra it is used with beautiful effect, nevertheless; in accom-
panying solo passages for other instruments, in adding a certain luster to the orches-
tral texture, and, more rarely, as a romantic solo voice. The lower and middle
strings have, in the hands of a skillful player, a warm and lovely tone, unassertive
yet by no means inconspicuous in orchestral passages of moderate dynamic inten-
sity. The upper strings have a brilliant but ephemeral tone, which because of the
relative inflexibility and shortness of the string is resonated but briefly and weakly.
The range of the harp is five octaves; its music is written exactly like that of the
piano. The arpeggio, a chord in which the notes are played rapidly in succession
rather than simultaneously, derives its name from that of the harp; it is the
characteristic utterance of the instrument.

The orchestral harpist must be a musician of the first rank, possessed of an
infallible sense of pitch, great digital dexterity, deftness in the use of the pedals,
and poise under all circumstances.

WOODWINDS
Flyte

The flute is a descendant of what is probably the oldest and simplest wind
instrument—a hollow reed. Somewhat more proximately, it is related to the syrinx
of ancient Greece, from which the vocal organ of the bird is named. It has always
been a highly respectable instrument; a cultured Greek youth regarded flute-
playing as a necessary and polite accomplishment, and one reads of yearning nine-
teenth-century bachelors occupying themselves with the instrument when not
otherwise engaged. A

The beak flutes, recorders, and flageolets of the sixteenth to nineteenth cen-
turies were the ancestors of the present instruments. They were played vertically,
however, and not transversely, as is the orchestral flute of today; in their range,
tone, and agility, they were not materially different from a ten-cent tin whistle.
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In 1832, Theobald Boehm invented a keyed flute which greatly facilitated per-
formance, extended the possibilities of the instrument, and gave it the use of the
chromatic scale. We owe the modern flute almost entirely to Boehm’s improve-
ments.

RANGE OF THE FLUTE
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The range of the flute is approximately three octaves. Its tone in the lower
register is warm, smooth, and rather dark-colored; as it proceeds up the scale the
tone becomes much more brilliant, and in the highest register is keen and pene-
trating. Incidentally, the player does not blow #zo his instrument, but across a hole
in its side called the embouchure. He thus agitates the column of air within the
flute, and this air column is the vibrating body which produces the tone. The high-
est notes are produced by overblowing (blowing harder than normally), together
with changes in the shape of the lips.

The flute can produce a great variety of effect. It is used in important melodic
passages as well as in brilliant, decorative figures; its agility is amazing, its tone
almost always discernible in the orchestral fabric. It is capable of exceedingly rapid
scale passages, but not normally of a true glissando—an effect which, in the orches-
tra, is confined exclusively to the string instruments and trombone. It is almost always
used in the accompaniment to the most ambitious efforts of coloratura sopranos,
in which the intent is to compare (or is it to contrast? ) the agility, tone, and into-
nation of the voice and flute. This is invariably unfortunate for the voice.

DPiccolo

‘ In Italian, piccolo means “diminutive,” and the piccolo of the orchestra is
essentially a little flute. It is half the size of the flute, it is played in much the same
manner, and it can sound an octave or more higher than its larger brother. It
ranges through about three octaves, with a tone which at any pitch is exceedingly
brilliant and, in its uppermost register, piercing to the point of unpleasantness.

RANGE OF THE PICCOLO
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Composers use it for quaint and fantastic effects, as well as for applying a
penetrating point and glitter to heavy masses of orchestral tone.
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Oboe

The oboe, in recognizable form, dates back to the days of ancient Greece and
Rome. To the Greeks it was known as the aulos; the Romans called it tibia, a
name which survives today in an organ stop of woodwind timbre. In Shakespeare’s
stage directions we encounter the word hautboy, a corruption of two French words
meaning “high wood.” The oboe might be called the lyric soprano of the wood-
wind choir. Its tone, especially in its upper range, is bright, penetrating, reedy, or
almost of flutelike brilliance, yet always with a very vocal quality that is peculiarly
poignant and moving. The lowest tones are round and reedy, with almost a con-
tralto timbre.

RANGE OF THE OBOE
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The oboe is a sectional, conical tube of wood (cocus, rosewood, or ebony).
pierced with holes and fitted with a key system not unlike that of the flute. It i
equipped with a double reed, the vibrations of which generate its tones. Its range'
encompasses two and one-half octaves. Very little wind is necessary to make the
instrument speak, and for this reason, extended phrases are quite possible, The
player is more concerned with holding back the breath than with great blowing
power, but he must be able to “feed” it to the instrument with absolute evenness,
under absolute control.

The oboe is exceedingly agile; it is capable of brilliant decorative figures as
well as fluent and sustained melody, and its versatility makes it one of the orches-
tra’s most important voices. Its very distinctive and incisive tone, “green” and
bittersweet, keeps this instrument always conspicuous in the ensemble, and makes
it an interesting contrast with other instruments. ‘

Cor anglais
[English Horn]

This remarkably named instrument is neither “English” nor a horn. It is,
actually, an alto oboe, with certain modifications which alter the characteristic oboe
tone in both pitch and quality. It has been asserted that the cor anglais is a descend-
ant of the old English hornpipe, and that the French, perceiving its value and
putting it to work, called it “English” horn. This explanation accounts for the
“English,” but not for the “horn.”



e A NOTE ON THE MODERN ORCHESTRA 13

RANGE OF THE ENGLISH HORN
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Certain early reed instruments were bent in the middle, forming an obtuse
angle; anglais might therefore refer to “an angled horn.” Regardless of the origin
of the name, however, the instrument is an oboe of larger size, lower pitch, and
darker tone color. Its bore is conical, and the exterior lines, instead of ending in 2
slightly flared bell, expand into a roughly spherical bulb, open at the lower extrem-
ity. It is this hollow and open bulb which largely determines the curiously dark and
almost nasal quality of the tone.

The English horn has a2 compass of about two and one-half octaves, some
German-made instruments having one or two notes lower than the French. The
key-and-fingering system is identical with that of the oboe, but the cor anglais is
pitched five tones lower than its soprano relative.

Nearly everyone knows the lovely cor anglais solo in the “Largo” of Dvotik’s

(\{symphony “From the New World.” Many of us, however, have had the misfor-
tune to become acquainted with this poignant melody only as the basis of the banal
and tasteless mock spiritual “Goin’ Home.” The persistence of this emasculate sen-

N\ timentality on radio programs has not increased the effectiveness of the original

Qmelody when it appears, in its proper symphonic setting, on the air; yet, played by
a really great executant on the cor anglais, its haunting and melancholy beauty can
be a memorable thing.

Another famous and exceedingly beautiful passage for English horn is the
main theme of the second movement of the César Franck symphony. At the first
performance of this work one critic dismissed it breezily for the very reason that the

LrjEnglish horn is used in it. Franck was first to employ this instrument in a sym-'
phony, and the profound commentator, with true French logic, decided that since
no symphony had used the English horn, no work which did use it could be a

mphony.

Wagner used this beautiful orchestral voice, as he used every instrument, with
singular effectiveness. The unaccompanied solo for cor anmglais, occurring in the

third act of T'ristan und Isolde, is a striking example.

QOboe Lamore

This instrument, though not frequently used in the modern orchestra, was
important to the orchestra of Bach’s time, and is found occasionally in modern
works and in contemporary orchestrations of the music of Bach. It is tuned a minor

x.\:._ Uc..‘ ¥ :)1
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third below the oboe and its range is relatively of the same extent. In appearance it

much resembles the English horn, having the more or less spherically shaped bell

which by surrounding the final opening of the instrument imparts a veiled and

mystical quality to the tone. The instrument is keyed and played like the English

horn. ’
Clarinet

The ancestors of the clarinet were the reed instruments in common use
(1600-1700) and known variously as chalumeaux, shawms, and schalmeis. These
names are all derived from the Latin calamus—a reed. The word clarinet comes
to use through the Italian clarino and English clarion, a small and high-pitched
trumpet which the clarinet, or clarionet, eventually succeeded.

RANGE OF THE CLARINET
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The clarinet is a single-reed instrument. Its bore is cylindrical rather than
conical, and the tube‘is about two feet long, terminating in a slightly flared bell.
The range and agility of the instrument were tremendously improved when, in
1843, the Boehm key system was applied to it. The modern instrument has a range
of more than three octaves.

If the oboe is the lyric soprano of the woodwind choir, the clarinet is the
dramatic. Its tone varies definitely and markedly in different sections of its range.
The lowest section is dark, sonorous, and reedy—sometimes melancholy and weird;
the middle register is notably weaker and less colorful, and the higher is remarkably
clear, bright, and polished.

The saxophone, 2 poor but close relation of the clarinet, is not regularly a
member of the orchestra, but its use in modern music is frequent and often effec-
tive. It was invented in 1840 by Adolphe Sax. Like the clarinet, it is played with a
single reed in a chisel-shaped mouthpiece. Unlike the clarinet, it has a conical bore,
a relatively large and upturned bell, and is made of brass. It is made in many sizes,
from tiny soprano to grotesquely large and clumsy bass. Maurice Ravel uses it
conspicuously in his effective orchestrations, and Debussy composed a charming
Rhapsodie for Saxophone and Orchestra.

Bass Clarinet

A clarinet long enough to produce real bass tone would be too long for con-
venience; consequently, the bass clarinet is doubled on itself, to bring its length
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RANGE OF THE BASS CLARINET
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into reasonable limits. It resembles, somewhat, a large saxophone. Its tone is
more powerful, less reedy, more sonorous and round than that of the clarinet, and
extends through a range of about one and a half octaves. Its lowest tones are re-
markably big and heavy, closely resembling certain pedal tones in a great organ.

Bassoon

The bassoon is the lowest-voiced member of the woodwind group. It is a col-
lateral descendant of the same ancient instruments from which springs the clarinet,
though there is little resemblance between them. Low-pitched notes are a function
of the length of the vibrating body. To achieve the low notes of the bassoon, length
is necessary, and primitive forms of the instrument were from six to nine feet long.
For convenience in playing, the pipe was doubled upon itself and joined together in
a block of solid wood. The imaginative Italians saw some resemblance, then, to a
bundle of sticks, and gave the instrument the name fagotzo—faggot.

RANGE OF THE BASSOON
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True intonation is difficult for the bassoon, and great skill is required to make
it deliver its possible effects. It is, nevertheless, capable of considerable agility and
rapidity in its various expressions, and because of this, plus a certain weird, dry
quality of tone in certain registers, it is often assigned comical parts, and has won 2
reputation 2s the clown of the orchestra. This is a little unjust, for the bassoon
is also capable of warm and sentimental expression, of utterances passionate and sad.
It is an exceedingly versatile instrument, and has been employed regularly in the
orchestra since the time of Handel and Bach. Its tone blends so well with that of
certain other instruments that it is frequently used to fortify other groups, notably
the cellos. Its range is usually somewhat more than three octaves.

Contrabassoon

The subbass of the woodwind choir is essentially of the same type as bassoon,
but is much larger. It continues down the scale from the bassoon’s lowest notes,
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and can sound the deepest notes in the orchestral ensemble. Actually about sixteen
feet long, it is folded six times, so that its coils stand about four feet from the floor.
In addition to carrying the bassoon quality farther down the scale, the contra-

RANGE OF THE CONTRABASSOON
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bassoon, in its lower register, has a quality peculiar to itself—it can snore and grunt
and growl quite effectively. Ravel makes use of this ability of the instrument by
assigning to it, in his Mother Goose suite, the part of the Beast in the episode
“Beauty and the Beast.”

THE BRASS
T'rumpet

The ancestry of the trumpet is most ancient. It originated in the horns of
animals, or in certain sea shells, which primitive man fashioned into crude instru-
ments capable of sounding but one note. The oldest extant form of the instrument
is the shofar, the ram’s-horn trumpet still used in modern synagogues, and sounded
as a formal summons to the congregation on the Jewish New Year.

RANGE OF THE TRUMPET
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Metal trumpets were used for military purposes by the ancient Greeks and
Romans, and the present form of the instrument had its beginnings even in those
early days, when the trumpet was made in coils for convenience in carrying. A
shrill and high-pitched trumpet, the clarino or clarion, was much used by Handel
and Bach, but the instrument escaped from its natural limitations only when, early
in the nineteenth century, valves or pistons were provided. These simplified the
method of playing the instrument, and made it possible to execute upon it the full
chromatic scale.

The present orchestral trumpet js a brass tube about eight feet in length, coiled
in 2 roughly rectangular shape about eighteen inches long. The greater length of
the tube is cylindrical, but about twelve inches from the final opening it begins
to expand into 2 bell. The mouthpiece is cup-shaped, and the lips are brought against
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it with considerable pressure. By manipulations of the tongue and lips, the player
can sound his instrument with great rapidity and brilliance. By the use of the mute
—a pear-shaped mass of metal or papier-miché which fits into the bell—a distant
and attenuated tone is produced for special, colorful effects.

The natural tone of the instrument, with its golden clarity, its penetrating
brilliance, its noble, even defiant quality, is familiar to everyone. In the hands of a
really expert player, its tone can be exceedingly expressive, soft and rich and mov-
ing. In the symphony orchestra the trumpet is used for a variety of purposes, but of
course its principal duty is to add sonority and brilliance to the ensemble. Its range
is about two and one-half octaves; the topmost note is the same high C that sopranos
boast of. Some jazz trumpeters can force the instrument even higher, unfortunately.

Cornet

Closely related to the trumpet, the cornet is not an orchestral member in good
standing. Its tone is smaller and less brilliant than that of the trumpet. It differs
from its relative in that its bore is conical rather than cylindrical, and it is much
easier to play. The comparative simplicity of its technique accounts for its popularity
in small and amateur orchestras, and among juvenile geniuses. It is occasionally
used in the symphony orchestra; in Stravinsky’s Petrouchka, and in the world’s
noisiest overture— I chaikovsky’s “1812.”

French Horn

Perhaps the most beautiful voice in the brass choir, the French horn is also the
most difficult and the most unreliable. Its tone, pitch, and various effects are more
dependent upon the skill of the performer, and less upon the mechanism of the
instrument, than in the case of any other brass instrument.

RANGE OF THE FRENCH HORN
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Its remote ancestor is the hunting horn, often observed in old prints coiled
around the body of a2 mounted man. It is a brass tube about sixteen feet long, with
coils and crooks which reduce its linear dimensions to convenient size. The bell of
the horn is relatively quite large, and into it the player frequently inserts his hand
for the purpose of raising or lowering the pitch, and producing muted or “stopped”
effects.

In the crude early horns the tones produced were limited by the audible har-
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The name tuba, and that of an ancestor of this instrument—the “ophicleide”
—survive in the modern pipe organ as designations of pedal stops.

PERCUSSION INSTRUMENTS

Batterie

Any instrument which is made to sound by striking, beating, or shaking is
a percussion instrument. The piano, for example, though not a member of the
orchestra, is a percussion instrument, while the harp, its close relative, is not.
Instruments of percussion are the descendants of the most primitive sound-making
apparatus. Their chief function is to produce and accent rhythm, and rhythm is
the most primitive musical impulse. It was natural, therefore, that they should
come first, in chronological order, of all musical instruments.

The aggregation of percussion instruments in the orchestra is usually called
the batterie—things that are struck. Most important of these are the

Timpani
Timpani, or kettledrums, achieve their importance chiefly because of the fact
that they are capable of definite and intentionally variable pitch. Their Oriental
ancestors consisted of a skin stretched over a hollow gourd. The modern instru-
ment is a bowl of copper, pierced by a small hole at the bottom, and topped with a

RANGE OF TIMPANI TUNED TO TONIC AND
DOMINANT, KEY OF F

tightly stretched calf skin, Early symphonic writing calls for but two timpani,
which were tuned to the tonic and dominant tones of the key in which the music
was written. (Do and sol.) Hector Berlioz, whose orchestral extravagances are
historic, considered a work in which eight pairs of timpani were to be used! Com-
monly, three to five kettledrums are required; they vary in pitch according to
their size and the tension of the drumhead. When three are used, they are generally
tuned to the tonic, dominant, and subdominant (fz); others are tuned as the
exigencies of the music may require.

Notwithstanding their essential simplicity, the timpani are capable of consid-
erable variety of effect, and require great skill and musicianship on the part of the
player. A single portentous utterance, as in the concert version (at the end) of the
Tristan prelude, can be like a clutching hand at the throat; a long crescendo roll
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suggests terror, and yet the same instrument can impart a rhythmic accent of deli-
cacy and grace.

The pitch of the kettledrums can be altered—indeed, often must be—almost
instantaneously while the orchestra is playing. This requires the player to have an
uncannily accurate sense of pitch and ability to concentrate, and deftness in han-
dling the pedal and tuning screws, by which the drumhead is tightened. The kettle-
drum has a range of about half an octave.

Various types of sticks are used, varying from hard to very soft, according
to the quality of tone required. The head of the stick is a ball which may be of
sponge, felt, rubber, or wood. Sometimes a soft and dull effect is made by covering
the drumhead with a loose piece of cloth. Tremolo, staccato, and other effects are
produced by skillful players of timpani.

Side, Snare, or Military Drum

Essentially, the snare drum consists of a shallow cylinder of brass (or wood),
closed at either plane surface by a head of parchment, under tension. Across the
lower head, cords of catgut are stretched, so that when the drum is struck they
vibrate against the parchment, causing the familiar sharp, crisp rattling effect.

The sticks, of wood, have small round heads, and by an expert player can be
manipulated with startling rapidity.

The snare drum is of indefinite pitch but brilliant in tone. It is used as a
rhythm-~accenting instrument, though occasionally it is given dramatic significance,
indicating suspense; or to imitate certain unmusical sounds.

Bass Drum

The bass drum is nothing more than a greatly enlarged side drum. It is made
of wood or metal; its pitch is indefinite but very low, and because of the great body
of vibrating air enclosed in it, its tone is exceedingly resonant and quite powerful.
Unless muted by a covering of some kind, it will also resonate the notes of other
instruments, even while it stands untouched. It is played with a softheaded stick.
Its note is audible in the loudest orchestral ensembles, and though it is cumbersome
and awkward to play, it contributes very powerfully and effectively to rhythmic
effects. It is used also for imitative and nonmusical sounds.

Tambourine

The tambourine is a miniature drum with a single head. It consists of a hoop
of wood, over which is stretched a parchment. In the rim of wood are inserted
small metal discs, which vibrate when the instrument is shaken or struck. It is of
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extreme antiquity; we find it pictured in Egyptian, Assyrian, and Greek mural
paintings. It seems to have come to us through the Orient and Spain, and is usually
associated with Spanish music. It is played by either striking with the hand, or
shaking, or both in combination.

Chinese Drum

A wide wooden hoop, over which is stretched pigskin—usually gaily painted.
A curiously dull and nonresonant sound, of indefinite pitch, is produced when the
drum is struck with a hardheaded stick. It is used only occasionally in the symphony
orchestra, but has become popular in the jazz band for pseudo-Oriental effects.

Castanets

Always used in pairs, the castanets (Spanish castagna, chestnut; the wood
from which they were made) are hollow shells, clapped rhythmically together, and
giving a sharp, clacking sound invariably associated with the dance music of Spain
and Latin America. For use in the modern orchestra the castanets are made of
boxwood or ebony, and sometimes fastened to a handle with strings. Properly shak-
ing the handle gives the characteristic rhythmic clack. Although the Latin peoples
of both Europe and America use the instrument extensively, we find its curious
sound in many examples of non-Latin music of the bacchanalian type.

Cymbals

Discs of brass, with a depression in the center of each. They are of indefinite
pitch, but have an exceedingly brilliant and powerful tone. To produce this tone
they vibrate at the rate of more than 12,000 cycles per second. The musician
strikes one against the other with a rubbing motion, or uses the drumsticks on
them. Sudden terrifying crashes, long crescendos, single portentous strokes—these
and other effects are in the repertoire of the cymbals.

"They are of great antiquity, and have come down to us at least from Biblical
times in virtually unchanged form. They have greatly increased in size and power,
however, and “sounding brass and #nkling cymbal” could not have been written
of the instruments of today.

Th}mgle
A steel rod, bent in the form of an equilateral triangle, with one angle open.
It i suspended on a string, and played by being struck with a metal stick. It has

a brilliant, tinkling tone, of no determinate pitch but of such brilliance that it cuts
through the most powerful utterances of the orchestra.
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Tam-Tam ’

In effect, a cymbal of gigantic size, from three to as much as six feet in diam-~
eter. It is made of brass, and is of Chinese origin. When it is vibrated by rubbing
with a softheaded stick, it gives forth a curious brassy roar, combining both very
low tones with the brilliant overtones of the cymbal. When struck with a drum-
stick, it has a note of terrifying power.

"This instrument is vulgarly called 2 gong, and tam-tam, or tom-tom, is often
erroneously applied to the Chinese drum.

Xylophone

A series of slabs of resonant wood, laid out like the keyboard of the piano,
and similarly tuned. Usually its range is three and one-half octaves. The player
uses two wooden mallets to strike the wooden slabs, and tubes suspended under
the latter resonate the tone. Xylophone is infrequently used in the orchestra,
though Saint-Saéns made it highly suggestive in his Danse macabre, and other,

RANGE OF THE XYLOPHONE
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older composers have occasionally called for it. Modern writers of music like its
bright grotesquerie.

Chime
RANGE OF THE CHIMES
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A chime of bells is part of the equipment of every symphony orchestra. The
bells are tubes of metal, usually brass, suspended in a wooden frame, and played
by striking with a wooden mallet. The player strikes the bell a few inches below
the point at which the string supporting it passes through the tube. The chime
encompasses two octaves of the chromatic scale. Its brilliant yet solemn tone is
familiar.
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Orchestra Bells
RANGE OF THE ORCHESTRA BELLS
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Sometimes called glockenspiel. Essentially the same as the xylophone, except
that metal bars instead of wooden slabs are used as vibrating bodies. The tone is
very high, bright, and crystalline. The bells are tuned to the chromatic scale, and
generally encompass three octaves.

Celesta

The celesta looks exactly like a miniature upright piano. It has a keyboard
of four octaves, and a piano action which causes hammers to strike tuned steel
plates suspended over wooden resonating boxes. It has a sustaining pedal which
when depressed permits the sound to continue until it dies from the cessation of
vibration. Staccato effects are produced when the pedal is not used.

The celesta was not regarded as an orchestral instrument until 1891, when

RANGE OF THE CELESTA
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Tchaikovsky discovered it in the workshop of its inventor, Auguste Mustel, in
Paris. He was thoroughly charmed by the sweet and delicate tone of the instrument,
and straightway wrote a piece for it (“Dance of the Sugarplum Fairy”: Nutcracker

Suite). It is not impossible that the instrument suggested the title of the piece, for
the tone is incredibly sweet, somewhat gelatinous, and can easily become cloying.
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THE SYMPHONY

THE SYMPHONY is at once the most important and the most highly developed and
elaborate of musical forms. In its finally developed form it is also the most expres-
sive, the most emotional, and most complete type of music in the sense that it is
self-contained, needing no program, no explanation, no interpretation other than
that which is afforded by its own sounds and rhythms.

The origin of the symphony, as we interpret the word, is somewhat obscure.
“Symphony” was once used to designate an instrumental part of a choral work,
that happened to attain particular prominence because of length, position, or char-
acter. The word was applied to such passages up to the seventeenth century, and
was used interchangeably with “overture,” “ritornello,” and similar terms desig-
nating a short instrumental passage in a work for human voices with orchestral
accompaniment. By degrees the symphony grew in importance until it was able to
hold an independent position in its own right.

Roughly, a symphony is a sonata for orchestra. A glance at the word “sonata”
reveals that it originated in “somare,” to sound; opposed, therefore, to “cantare,”
to sing. A sonata, consequently, is music which is sounded, as opposed to music
which is sung. But the word has a far more specific significance in modern usage.
Definitely, it means a musical composition for one or more instruments, having
two principal themes and perhaps several subordinate ones, together with their
statement, their exposition, their development, and a conclusion. The first move-
ment of a symphony is usually in sonata form. It has, usually, four movements,
thematically independent, but with the first and last similar in style and tonality.
The character of these movements is ordinarily designated by the terms allegro
(quick and vigorous); andante (smooth and moving) or adagio (slow); scherzo
(brisk and gay), and finale, which may partake of any character dictated by the
composer but is usually in brilliant style.

Haydn originated the modern form of the symphony; Mozart developed it,
and Beethoven brought it to perfection. It is not possible, therefore, to look upon
the symphonies of these three composers from exactly the same point of view. The
symphony in Haydn’s earlier days would almost be considered chamber music in
our time, and the modern symphony orchestra as we hear it had not then been
conceived. The size, equipment, and standard of musicianship in the orchestra of
today are so far removed from and improved over those of the orchestra of
Mozart’s or even of Beethoven’s time that there is really little basis for compari-
son between them. Again, the attitude of the audience of today is not that of the
music lovers of a hundred years ago. Today we seek in the symphony the eloquent
expression of passionate emotion; a century ago the audience was satisfied with a
very indifferent performance of a well-built composition; its attention was cen-
tered more upon the structure of the music and its conformity with established
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standards, rather than on its emotional significance and its sympathetic per-
formance.

Perhaps it is for that reason that the older symphonies are more sedate and
formal in style, less richly scored, and more repressed emotionally than those of
more recent date. They are, nevertheless, fascinating musically, not by any means
as merely the embryo of the modern orchestral work with its more than a hun-
dred perfectly trained artists, and its more than a hundred instruments, but they
are interesting in themselves, purely as orchestral music. It is gratifying to remem-
ber also that we have the privilege of hearing the music of the older masters, such
as Haydn and Mozart, played as they themselves never heard it; rich with beauties
beyond the conception of their day. Improvements in the mechanics and technique
of orchestral instruments, together with the traditions and modifications which a
century of music has developed, make this possible.

The symphony orchestra is the greatest, the most expressive, and the most
powerful of musical instruments. I2 is one instrument, though it is made up of the
voices of nearly all the recognized musical instruments. It does not speak as an
aggregation of voices, a concourse of sound; rather it speaks with one voice, and
that a voice capable of an infinite variety of inflection, of color; a voice possessing
2 range of dynamic power extending from the faintest whisper of sound to the
deafening crash of thunder; a voice able to double and triple and multiply itself
many times—yet always one voice. Unity is the essence of the symphony orchestra;
without unity it would speak with the voices of Babel; it would be confusion. It is,
then, one instrument, to be played upon ever so delicately, ever so magnificently,
yet always under the control of one intelligence, always one in purpose.

‘The development of the orchestra has usually been far more advanced than
that of orchestral music. A few years ago it might have been said without fear of
contradiction that the orchestra had reached the pinnacle of development, since it
was and had for some time been adequate to any demand put upon it by composers
of recognized merit. Such a statement could not be made today in certain musical
circles without a question of its validity being raised at once. The modern com-
poser is rarely content with the resources of the orchestra as it is generally accepted,
and weird effects are frequently sought in order to make the orchestra an instru-
ment for the delineation of realistic effects considered by most people as far removed
from the domain of music.

The tendency in compositions of the present day is strongly toward program
music, or music which paints a picture, tells a story, or attempts to reproduce the
sounds of nature or of everyday life, as opposed to absolute music, which is simply
the use of sound and rhythm to communicate an artistic thought or emotion from
composer to hearer. That modern music is sufficiently important or durable to
cause a change in the number or kind of instruments in the orchestra seems pos-
sible, but unlikely. It is true that the processes of evolution seem determined by the
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demands placed upon the evolving matter, and therefore if music of the ultramodern
type were to become sufficiently popular it is not inconceivable that important
changes in the orchestra might in time be necessary. On the other hand, the giants
of musical history were content with orchestral resources even less extensive than
those of the present day, and their music at once seized firm hold on the minds
and hearts of men, nor has it yet relaxed its grip,



THE CONCERTO

A PAINTING, to be truly beautiful, must be executed in conformity with certain
laws of perspective; a poem must be fitted to a definite measure; 2 monument
must be engineered as well as sculptured, and a musical composition must adhere
to structural laws that are quite as essential, quite as truly grounded in reason, as
those which govern the form of any other work of art. Beauty is the apt and orderly
disposition of the parts, and therefore, in the perfection of musical form, which is
in truth achieved by the apt and orderly disposition of its parts, we can find a beauty
as admirable and delightful to the intellect as sheer beauty of tone is to the senses.

The form of a musical composition is dictated by its purpose exactly as that of
a painting, a poem, or a monument, and the resultant forms are as widely diver-
gent as Michelangelo’s Sistine Chapel ceiling and Gainsborough’s Bluz Boy, the
lliad of Homer and the Requiem of Stevenson, the Colossus of Rhodes and Rodin’s
Le Penseur, a Beethoven symphony and a Schubert song.

The concerto is an instrumental composition the purpose of which is to display
the skill of the solo performer. It is almost invariably accompanied by the orchestra,
though to this rule there have been a few notable exceptions, among them Liszt’s
Concert pathétique, and Schumann’s Sonata, Op. 14, originally published as Coz-
cert sans orchestre. The concerto is the final test of the executant, for it asks of
him not technical brilliance alone, but sound musicianship; skill in ensemble as well
as solo playing, judgment of a high order, and, on occasion, even talent for compo-
sition or improvisation.

The concerto in its modern form was perfected by Mozart, and elabo-
rated and modified by other composers, notably by Beethoven, Mendelssohn, and
Brahms. Concertos by other composers have differed radically from the classic
models, but the number of irregular compositions in the concerto form is not suffi-
cient to establish a recognized new type, and since the time of Beethoven the
concerto has become fairly stabilized as regards form. It consists of three move-
ments, usually an allegro, or bright and lively section; a slow movement; and a
rondo, or movement having one principal subject which is always resumed after
the introduction of other matter. The rondo might be either gay and lively, as is
usually the case, or might take on a less joyous character.

To examine thoroughly the concerto form would require an academic disser-
tation which, perhaps, would not be of great interest to the person who loves music
for its own sake, and hence would be out of place here. It is proper, however, to
mention briefly some of the more salient features of the form, in order that your
enjoyment of the music may be made complete.

It has been said that the concerto is the final test of the artist. Even a casual
examination of the classical concerto form will show that this is so. The first move-

ment affords him an opportunity to display brilliancy of technique, rhythmic feel-
28



THE CONCERTO 29

ing, accuracy, and power in dynamic effects; the second asks more particularly for
emotional expression, quality and variety of tone, depth of feeling, and faithfulness
of interpretation; the third movement is most likely to exact from the soloist all
these qualities combined in their relations, together with a finish, a polish, a patina
laid on by thorough scholarship.

The cadenza is a feature of the concerto, and one of considerable importance
and great interest. The cadenza is a flourish, brilliant, indefinite in structure and
seemingly abandoned, yet, in its most acceptable form, embodying ideas taken from
the subject matter of the work of which it forms a part. It originated in vocal
music, when singers seized upon the opportunity afforded by a pause just before
the final note of a composition to demonstrate the range and flexibility of their
voices. Applied to instrumental music, particularly to the concerto, the cadenza
assumed a somewhat different character. Coming at or near the close of a move-
ment, it made it possible for the executant to astonish and delight his hearers
with a2 demonstration of musical pyrotechnics, and leave them with the applause-
producing sense of astonishment fresh in their minds. It was customary for the
composer to allow the solo player to extemporize the cadenza, interpolating ideas
from the concerto itself, but virtuosos frequently abused the privilege by bringing
in wholly unrelated matter merely for purposes of display. Several composers, no-
tably Beethoven and Schumann, themselves frequently wrote out the cadenza that
was to be played, in order to prevent executants introducing wholly extraneous
matter.

Probably no concerto, or any other composition, adheres rigidly to the theo-
retically perfect form. A circle is the perfect example of the curvilinear form, but
the oval and other shapes are more interesting to the eye. So it is with art forms.
Probably none of the Shakespearean sonnets is absolutely regular and perfect in
construction, yet one feels that the poet achieved the final, inevitable form, to
which irregularities only add interest and piquancy. In the same manner the con-
certo form, or sonata form, or symphony form attain distinction and character
when, observing the basic canons of structure, they display individual marks and
differences.

Perfection of form does not, however, stop with the number, kind, or sequence
of movements in the composition. It involves much more complicated factors, such
as time, tonality, and relation of tonalities. It is easy to perceive, therefore, that
study and skill of unusual degree is necessary to write an ordinary concerto; to
write one such as Schumann or Beethoven or Brahms wrote requires genius, and
to appreciate such a composition necessitates some little thought and at least an
acquaintance with the rudiments of the work.



JOHANN SEBASTIAN BACH
[1685-1750]

time, was born at Eisenach of a family which for two centuries had been

composed largely of distinguished musicians. A detailed account of his life,
not to mention the lives of the many notable musicians who were closely related
to him, would fill all the pages of this book. It may give some idea of the musical
proclivities of the Bach family, however, if one notes that in the part of Germany
in which they lived, town musicians came to be known as “the Bachs,” and the
name was applied to them long after any Bach could be found among them.

It is important to mention that the family possessed tribal unity of an extraor-
dinary cohesiveness. Most of the Bachs learned from one another, and from experi-
ence; and this was especially fortunate because few of them were ever in a position
to afford formal education. Music was their one diversion, their work, their study,
their life. It was practiced at home, when there were children in the family (and
there were usually many!) and made into a game, so that even as small children
the Bachs knew much about music, both as executants and as composers. The tal-
ents built up through generations, and fostered by close and constant family con-
tacts, were ultimately and marvelously concentrated in Johann Sebastian Bach.

He was born on March 21, 1685, and was hardly out of the cradle before
his father, Ambrosius Bach, began giving him violin lessons. When Johann was
ten years old, he was left an orphan, and went to live with an elder brother, who
was an organist and teacher. His musical training was continued under the tutelage
of the brother, who gave Johann lessons in playing the clavier and saw to it that
he went to elementary school. The young Bach’s musical education proceeded too
rapidly for the peace of mind of his teacher, who instead of encouraging the pre-
cocious Johann often took steps to retard his progress.

When the boy was fifteen, he was admitted to the church choir of St.
Michael’s, in Liineburg, and by his singing earned his schooling in an institution
connected with the church. Here also he had an opportunity to study the key-
board instruments, and to visit neighboring Hamburg, where the famous organist
Reinken occasionally played. He made these journeys afoot, and a pathetic story
is told of how, weary and hungry, he had stopped to rest, on the way home, out-
side the kitchen windows of an inn; no doubt sniffing the while at the enticing
odors that were wafted out to him. Suddenly the window opened, and two fish
heads were thrown out. Any boy would have picked them up and inspected them
—and so did Bach; and inside each he found a coin. Overjoyed, he had a meal at
the inn and, his strength revived, turned about and went back to Hamburg for
some more organ music.

His schooling finished, the talented Johann soon found himself a musical
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situation, and it was but the first of many, always of growing importance. In 1708
he was given the position of court organist at Weimar, and it was in this town that
most of his great works were written; from it, his fame as organist radiated every-
where. He had married in 1707, and his first wife, Maria Barbara (whose maiden
name also was Bach) presented him with seven children. She died in 1720, and
the following year Bach married Anna Magdalena Wilcken, who became the
mother of thirteen more Bachs.

The admirable qualities, personal and musical, of the Bach line seemed crystal-
lized in Johann Sebastian; and after him they withered and died. His life was
beautifully serene, well ordered, and, in the best sense, utterly successful. He was
respected as the great musician of his time, beloved as an ideal father, envied for
the talents of which he himself was acutely conscious. He explored a distinctly
new approach to music, to its very limits; and no one who followed in his path
found anything new to say or do, for Bach had overlooked nothing. He worked
unceasingly, and with a productiveness that is almost incredible. Only the blindness
that came upon him, probably through unremitting eyestrain, put a period to his
activity so far as writing down music was concerned. An operation to relieve it was
unsuccessful, and not long afterward Johann Sebastian Bach was gathered unto
his fathers. His obscure grave was forgotten and neglected until 1894, when it was
located, and positively identified. His ashes were entombed in 2 crypt beneath the
altar of St. John’s Church at Leipzig, in 1900, on the one hundred and fiftieth
anniversary of his death.

(O NS ]

“Brandenburg” Concerto No. 2 in F major

WE ARE accustomed, perhaps, to think of the concerto as a display piece for a solo
instrument, accompanied by orchestra; as a work the elements of which are the
contrast in tonal color of the solo instrument as opposed to the orchestra’s infinite
variety of tone effects, and the conspicuous skill of the performer.

The concerto of Bach’s day is something quite different. Its chief element is
the contrast between two groups of instruments—in this case, of a quartet consist-
ing of trumpet, oboe, flute, and violin against the main body of strings.

The “Brandenburg” Concertos were Bach’s earliest achievements in the field
of music for the larger instrumental bodies. They derive their name from the fact
that they were written for the eccentric Margrave of Brandenburg, who, it has
been said, collected concertos as one might collect Americana or postage stamps.
Indeed, we must accept the latter example, for the value placed upon this music
at the auction of the Margrave’s effects was no more than a few cents. There were
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six concertos in this group, each written for a different group of instruments. The
second is doubtless the best-loved, and perhaps the finest of all.

One listens to this and other works of Bach, and wonders whence originated
the suspicion that Bach is mathematical, not to say mechanical; that he is pedantic,
lacking in humanity. For here is truly lovely music . . . now buoyant, vigorous, and
swift; now tender to the point of poignancy; now architectural upon a noble,
inspiring scale.

First Movement

The sheer simplicity and clarity of the first movement, apart from its delight-
ful sprightly rhythm and prolific invention and variety, would all but entitle it to
the name “masterpiece.” It sparkles; it trips with elastic step infallibly through
twining measures, and colors rich and bright, like a moving chiaroscuro, sweep
swiftly across the page. The trumpet, undeniable leader of the solo quartet, enters
first on a clear and long drawn note . . . now the violin in a sprightly figure; the
oboe, with its somewhat tearful voice, in a parallel phrase, and finally the flute,
spurting jets of bright tone like a silver stream against the massed colors of the
string choirs.

Imitation, thesis and antithesis, contrast and parallel . . . half the melodic
devices known to the master are resorted to with almost bewildering brilliance . . .
and through it all, a fine elastic rhythm, urging on where a scholar’s delight in
perfect symmetry might tempt him to linger . . . a rhythm strongly supporting the
delicately balanced structure above it. Yet, at the division of the movement, the
loveliest music is still to come.

Now the quartet appears in both internal and external contrast, and at each
succeeding shifting of tone colors one wonders which is loveliest. A modulation to
the minor effects no change in the exuberant spirit of the movement; rather, its
soberer tones give stronger contrast to the joyous return to the main theme, in the
buoyant F major, on which the movement closes. A broadening of tone . . . an
extension of the rhythmic stride . . . a bright major tonic chord, and the movement
is ended. :

Second Movement

The bold bright tones of the trumpet in the solo group are less in evidence as
the tender sentiment of the second movement supplants the exuberant joyousness
of the first. Now a lovely song is woven of strands charmed from violin and oboe,
and still again from the flute, while the deeper strings of the orchestra pursue their
quiet course through broken chords, ever moving and vital. Again, which voice is
loveliest? Again, which confluence of voices shall most deeply enchant our ears?
Which of these voices—oboe, flute, violin—which shall triumph in the gentle
conflict?
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Not to give support to the legend of Bach’s scholasticism, but simply to explain
a charming effect, let us note at the end of the movement 2 modulation character-
istic of the composer, and one invariably successful in dissipating shadow and restor-
ing repose in his music. We refer to the close of the movement on the chord of
the parallel, rather than the relative, major tonic chord—the less obvious, and
hence the more surprising and effective thing, the almost daring thing to do. It is
effected, incidentally, by the alteration of but a single note in the chord. What can
be achieved with economy of means!

Third Mowvement

It is difficult to explain—or is it necessary?—the insight of a conductor who
guides his musicians through the intricacies of the magnificent fugue involving the
solo group throughout the final movement. Four voices, three of them among the
weakest in the orchestra, woven in most intricate counterpoint, against the massed
sonorities of the string choirs—yet each voice is crystal clear, each thread of tone
shines independently in its own color, and still blends with its background. That
is Bach.

The fugue, incidentally, is of the type known as a “free” fugue, in contra-
distinction to the strictest form of the fugue, which must contain 2ll elements of
this contrapuntal device, and these in regular sequence. One would rather think
that Bach, facile as he was in the most difficult labyrinths of harmony, was a trifle
impatient, out of his own exuberance, with the confines of strictest form. Be that
as it may, he has created in this movement, within restrictions which would be
paralyzing to a present-day composer, an expression of dashing high spirits.

N

“Brandenburg” Concerto No. 5 in D major

OF THE six “Brandenburg” Concertos, the fifth seems to rank next, in popular
appeal, to the second, perhaps because of the anachronism by which an elaborate
solo piano part is the most conspicuous feature. This part was of course written for
the clavier, or cembalo, an ancestor of the piano, but with none of the tone quality
of the latter and very little of its power. Bach was a brilliant performer upon this
keyboard instrument, and in this music availed himself of an opportunity to display
his talents.

Violin, flute, and piano are treated as solo instruments in all three movements,
although combined with extraordinarily beautiful effect in the second. The thematic
material of the first movement is presented at once in the strings, and more power-
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fully in the ensemble. The solo violin and flute have frequent responsive phrases,
posed against the concerted voices of the whole orchestra group. (It should be
mentioned that the “Brandenburg” Concertos were written as chamber music,
and by no means employed the sonorous body of strings which we ordinarily hear
in them today. While the original instrumentation might lend more accent to the
formality of their structure, it must be admitted that the works as given by sym-
phony orchestra are more euphonious.) There is a long, elaborate, and difficult solo
for piano.

The second movement, grave and full of emotion, takes the form of a trio
for the solo instruments, in which their separate voices are intricately woven in
most expressive melody. The third and final section is a marked and not unwel-
come contrast, with almost abandoned swift rhythms, bright tunefulness, and more
sonority than has heretofore appeared in the concerto.

Suite No. 2 in B minor for Flute and Strings

BacH wrote for orchestra four suites, or groups of short pieces based upon popular
dance rhythms of the period (circa 1720). While not among his most important
works, these suites rank with his most charming and popular compositions. Bach’s
writing for orchestra was relatively a small proportion of the music he has left us,
for with the limited orchestral facilities at his disposal, and the character of his pro-
fession as a church organist, he naturally looked to the organ, with its great dynamic
and color range, for the largest expressions of his genius.

The unhappy and self-deluded people who, without much or any investiga-
tion, choose to regard Bach as dull, mathematical, and heavy should cultivate an
acquaintance with all four of the suites. Really he was a merry fellow at times—
as merry as one gifted with robust health, confidence in his own powers, a happy
inward life, and twenty children can well be. Music made and kept him happy—
and whether the music was a great cry wrenched from a deep and sometimes
brooding soul, or a jig that might have been danced by children in the streets, its
effect was the same in that it gave its creator a hearty and healthy glow. Nor did
he take himself too seriously; one is reminded of that wonderful little organ piece
—the Fugue & la gigue in which Bach combines the massive resources and serious
tone of his organ with the figures and rhythms of a lighthearted and quite dance-
able jig!

Of the four suites, the second and third are perhaps the most popular, The
second is written for flute and string orchestras, and consists of an overture, rondo,



36 THE VICTOR BOOK OF THE SYMPHONY

This suite contains as its second movement an ‘“air’ which is by far the best-
known music from the hand of Bach. It is what many people know as the “Air
for the G String”—a lovely flowing melody that has tempted too strongly many a
transcriber, with the result that the “air” is beter known as a little piece for violin
and piano than as a part of this suite. _

The music begins with the customary overture, serious and contained at the
outset, but presently moving into a brighter and swifter section, with some inter-
esting solo passages for violin. The overture concludes with a return to the grave
atmosphere of the beginning.

The “air” is a familiar and lovely song, played by strings alone. The gavotte,
the third movement, is in the rhythm of a dance once a favorite among the peas-
ants of France, but later appropriated by the sophisticated. There are really two
gavottes in this movement, and the first is repeated.

The bourrée in this instance is a rather rough-rhythmed dance plainly show-
ing its peasant origin. It has much vigor and liveliness, and is a foretaste of the
rollicking jig (gigue) that conventionally forms the final section of the suite,

NI

Bach
Freely transcribed for orchestra by Leopold Stokowski

Music composed by Johann Sebastian Bach, and transcribed for the modern sym-
phony orchestra by Leopold Stokowski, has become a definite part of the symphonic
repertoire. There have been so many broadcast and recorded performances of Sto-
kowski’s Bach transcriptions, and they appear with such frequency, and with such
a warm welcome, on the concert programs of the Philadelphia Orchestra, that this
book could not logically omit them.

Bach, in many respects the greatest of all musicians, wrote relatively little for
the large orchestra. Most of his music was written for the church; much of it for
chamber orchestra, for the organ, and for the clavier (piano). Yet there are among
his works things which, in grandeur of conception, richness of detail, beauty of
form, and emotional value, transcend by far the limitations imposed by the instru-
ments for which they were written. Mr. Stokowski, as a virtuoso of the organ,
naturally has studied intimately the music of Bach for many years. He has per-
ceived the peculiarly adaptable features of much of Bach’s music, and has virtually
vewritten, for orchestra, not only several of the mightiest works, such as the Pas-
sacaglia in C minor, the great Chaconne, and the Toccata and Fugue in D minor,
but also many obscure and relatively unknown smaller works.



JOHANN SEBASTIAN BACH 37

Mr. Stokowski has brought to bear upon this music a vastly greater force than
the scholar’s studiousness, or the pedantry of the musicologist. The conventional
blind worship of Bach and his music as it was left to us has not been a factor in
the conductor’s transcriptions. He has been able to see that the flawless formalism
of so much of Bach’s music, with its endless striving for color and variety within
rigidly disciplined boundaries, is not the foolish and footless pleasure of a musical
mathematician of almost superhuman ingenuity, but perhaps the sublimation of
much warmer and more human feelings; an infinite refinement and elaboration of
very sound and healthy and human impulses. No chilly ascetic ever had twenty
children, as Bach did; and no man who has written great music, or made great
art in any form, has been able to divorce his own emotional nature from it. Sto-
kowski, with extraordinary keenness of perception, has recognized in much of
Bach’s music his joy in the act of creation, his passion for color and ornament,
his sensitiveness to pure melody; and these things are likewise recognized in the
orchestrations. Yet some of them are as chaste as ice, and accomplish with astound-
ing economy of means climaxes and effects of grandeur that would doubtless please,
and certainly do credit to, Bach himself. Bach’s humors (and he was a moody
fellow!) are always taken into consideration, and in Stokowski’s transcriptions the
old master appears in as many guises as he doubtless assumed in the flesh. Some-
times, certainly, he is the pious organist; sometimes the sensitive lover of beauty;
sometimes the virile figure of a manly man. But he is always Bach; Stokowski has
perceived and penetrated his spirit, not perverted it.

The critics have not been unanimous in their enthusiasm for these Bach
transcriptions. Indeed, some have taken the transcriber to task for having brought
to brilliant and vigorous life some of the organ pieces. Yet here are works, funda-
mentally perhaps the most perfect and expressive in all the treasury of music,
which but for Stokowski might today still languish in the fusty gloom and barren-
ness of the organ loft and the choir room. It was not by altering their spirit that
he has made them the most thrilling and uplifting of all his orchestra’s great utter-
ances, but rather by translating that spirit in terms of modern orchestration; by
investing them with all the tonal glories that today’s superb orchestral instrument
makes available—resources which Bach himself, with his love for variety and inti-
macy and magnificence and climax, would himself have been the first to employ
had they been within his reach or knowledge.

Some commentators have resented the richness of the color which Stokowski
applies to the convolutions of a Bach fugue, and indignantly quote (sic) the con-
ductor as having said, “Bach is just a sleepy old man.” That is exactly what Bach
is, to many people—and no wonder. His interpreters for the most part forget, or
perhaps never have realized, that music is a sensuous as well as an intellectual
pleasure, and, engrossed with the mathematical and architectural perfections of
Bach, they have usually allowed the tonal possibilities of his music to go by the
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board. Of course, transcriptions are frowned upon, and often with justification, by
the musician; what is written for one instrument is seldom played upon another
without distortion of meaning and loss of effectiveness. But this is not always the
case. Bach is often dull and sleepy to modern audiences because he has fallen into
the hands of scholars and purists who would have his music played, not with the
full grandeur which it so imperatively calls for, but with a contemporary approx-
imation of the feeble resources with which Bach had to be content.

One of the most penetrating of Mr. Stokowski’s public remarks upon music
is, “Bach is more modern than the moderns.” Superficially, the comment might
seem somewhat reckless, and yet, reflection establishes its amazing aptness and the
broad understanding that provoked it.

The modern composer professes to deal, fairly exclusively, with fundamentals
—with the expression of relatively simple, basic human emotion. (We speak now
of the writers of absolute music—not of the descriptive, programmatic type.) He
deals with, he portrays, he attempts to illustrate, the primitive and elemental feel-
ing of mankind. For example, a work which is often regarded as the most signifi-
cant musical creation of today was inspired by the rites, the customs, the feelings of
primitive man—not of the peasant, not even of the savage of today, but man in his
earlier stages of physical and spiritual evolution; man who snatched his woman
from her father’s cavern, who tore his food dripping from the beast his crude
weapons had brought down.

Yet everything in modern life tends away from the primitive, and toward
sophistication. Modern life is a vast and complicated structure; modern thought -
and feeling are colored and affected and modified by ten thousand years of living.
No sane person is today capable of the blind and elemental passion that animated
the prehistoric man. No more is music that deals with the primitive, either explic-
itly in its program, or implicitly in its style, capable of reflecting the emotional or
intellectual aspects of modern life.

And as cerebration evolved from a simple, primal urge to the infinitely com-
plicated processes of the modern intellect, so music developed from a beating of
the first kettledrum (perhaps a hollow tree!) through simple melody to the master-
piece of counterpoint. The history of melody is a history of civilization; the devel-
opment of melody and its uses has marched along, pari passu, with the development
of nations. It is interesting, incidentally, to note in this connection that racial music
constructed on 2 limited scale, such as the pentatonic or five-tone scale, is usually
encountered among the peoples regarded as backward, judged by modern stand- -
ards. The development of our present scale, imperfect as it is, was a part of the
intellectual and spiritual development of Europe. Sustained, varied, and interesting
melody—which represents sustained development of a thought—is easily accom-
plished in our modern scale, and almost impossible in the primitive.

It can be seen, therefore, that the music of Bach, in so far as any music is a
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reflection of contemporary life and thought, is a2 more accurate parallel of modern
times than the creations of the so-called modernists. It represents modern exist
ence in a variety of ways—in the intricacies of its processes, in the complexity
and accuracy of its mathematical elements, in its purely scientific and mechanical
aspects (what could be more modern?), and in its architecture.

Some may quarrel with the last. Isn’t Bach “Gothic”? Perhaps—but the idea
is based more upon sentiment and religious associations than upon actual struc-
tural characteristics. Some resemblance there is, indeed, yet the structural prin-
ciples of Bach’s music are more closely in harmony with those of the modern sky-
scraper even than with those of the medieval cathedral. The contrapuntal works
especially may be cited. Note the broad and deep substructure . . . the foundation;
the soaring, almost vertical lines; the vertiginous altitude; the “decoration”—
functions of the main theme and purpose, intimately related to and derived from
that theme and that purpose; the glorious, bold color; the swift sweep and rhythm.
Are these not the most striking characteristics of modern architecture?

NI

Prelude in E-flat minor

THERE Is a short introduction of low chords, pulsating like the beatings of pain
against the heart; and then from the trembling strings arises a song of such sweet
and tender melancholy as human ears have rarely heard, and human voices uttered
never. The searching poignancy of this melody passes across and through surround-
ing harmonies of surpassing loveliness; then, almost imperceptibly, two voices join
in eloquent dialogue. Now the music is not without gleams of hope, or at least of
resignation; it passes momentarily into brighter, major, measures, but dies in the
shadowy minor from which it came.

This prelude is, originally, the eighth in the first book of the Wobhltemperirte
Clavier. To play it on the piano, after having heard this transcription, is to realize
not only the relative inarticulateness of the keyboard instrument, but also that
some such development as this lay implicit in the original.

G\

Chaconne

A GrREAT musicologist once wrote of this music, “The spirit of the master urges the
instrument to incredible utterance.” Nothing truer could be said of the Chaconne,
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for in its exploration of the ultimate limits of violin technique, its astounding inven-
tiveness, imagination and logic, its complete exhaustion of everything, technical
and musical, that can be drawn from the instrument for which it was written, it
reveals the plethoric genius of Bach in an inspired utterance which even he never
again equaled; and it forces the puny violin into ways of grandeur and magnifi-
cence that are almost unbelievable.

A work conceived on so grand a scale can find its ultimately convincing
expression only through the greatest of instruments—the orchestra. When we re-
gard it in its original form, it arouses admiration as much through its appesrarnce
as through its sound, for, admire as we may its exigent demands upon the violinist,
and perchance his ability to rise to them, we must admit also that the Chaconne
transcends the possibilities of any one instrument, and that it could be even more
wonderful as a plan, a basic structure, a skeleton for a work of matchless beauty
and dignity and power. To many listeners, there is something pathetic in the spec-
tacle of the violin struggling, in its feeble voice, with the prodigious and massive
eloquence of the Chaconne. It is like perceiving this music through the wrong end
of a ‘telescope, that, even while it concentrates color and sharpens detail, belittles
and makes remote the majesty and the wonder of the work.

The violin was the most flexible, agile, and expressive instrument that Bach
knew. An orchestra of the power, sensitiveness, and infinite tonal resources we find
in the symphonic organization of today might have been, must have been, dreamed
of, but was never realized. More than one musician has been conscious of this, and
has attempted to bring to the Chaconne the inexhaustible colors, the wide range
of power and expressiveness, of the modern orchestra.* It is not strange that Leo-
pold Stokowski, whose orchestrations of the works of Bach are among the impor-
tant musical achievements of the last decade, should accomplish the satisfactory,
the magnificently convincing orchestration of this work.

There has been a disposition in certain quarters where musical purism is
tempered according to the personality involved to damn the orchestral version of
the Chaconne as “not violinistic.”” That is rather obviously true, but may be re-
garded as an unintentional, if oblique, compliment. It is not unreasonable to be-

* There is a scholarly orchestratxon by Jens Hubay, the eminent Hungarian musi-
cian and pedagogue.
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lieve that Bach chose the violin for the expression of this work, not because it was
the ultimate and only instrument capable of such an expression, but because it was,
at the time, the only tool flexible enough to limn with clarity the infinitely detailed
yet massive outlines of the structure. It has remained for one with deep sympathy
and understanding, and comparable imagination, to give to the Chaconne the
massiveness, the variety of expression, the logical and natural coloration indicated
and made possible by Bach’s score.

The Chaconne appears to have been written between the years 1717—1720.
Tt is part of a partita for violin unaccompanied, in D minor. The chaconne as 2
musical form has given scholars ground for endless disputation. Not to split hairs,
it may be assumed that it is not materially different from the passacaglia, in origin,
structure or use—and the passacaglia is discussed elsewhere in these pages.

The obvious method, and the unimaginative, of transcribing this music for
orchestra, would have been to divide the enormously difficult violin figures among
the string choirs, thereby maintaining 2 maximum of virtuosity with 2 minimum
of difficulty, and satisfying the entirely unnecessary requirement that the music
should sound “violinistic.” Since the piece in its original form almost requires a
multiplicity of hands and myriad fingers, it should follow that if it be divided
among sixty-five string players the effect will be magnificent, It isn’t; and in his
transcription Mr. Stokowski has adopted far different and more subtle methods.

It is given to some creative musical minds to know, by what seems an un-
erring instinct, which of the instrumental voices will most eloquently and most
fittingly express a given phrase. That strange intuitiveness is powerfully brought
to bear upon this transcription. Many a phrase, many a difficult one, is left to the
abilities and resources of the violins; and right nobly must they acquit themselves.
But again, a phrase, a fragment, fades or grows from one voice into another;
antithetical voices are opposed and contrasted and combined with completely con-
vincing finality, and seem to match in appropriateness of color and texture the
inevitable logic and justice of their form and significance in Bach’s musical struc-
ture. Strangely, the structure itself, with its lines so traced in living color, seems
to be less complex, more comprehensible, than in the monochromatic voice of the
violin. It is as if one examined a colossal replica of a tiny and exquisite crystal;
and found that, though its planes and curves and facets retain their perfection
and proportion, its transparence, like all white light, is compounded of all the colors
we can visualize.

The Chaconne, in the transcribed version, brings into brilliant reality the
imaginings of the sensitive person who hears or plays the music on the violin. Who
has not thought, perhaps subconsciously, “There, in that passage, it sounds like an
organ”—but it does not sound like an organ; only like a violin straining for un-
attainable sonority. Who has not succumbed to the illusion of a “whole band of
violins playing,” because of the deftness of one violinist and the miraculous for-
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mulas of Bach’s counterpoint? But in the orchestra there is not the illusion, but
the glorious and almost tangible reality; there # a band of strings, of brasses and
wind, expanding to full stature the magnificent figures that Bach, perforce, has
set down in miniature.

The basic theme of the work is gravely pronounced by the lower strings at the
beginning; and at once the marvelous flow of ideas in seemingly endless abundance
rises from the solemn subject. There can be no adequate description of the wonder
of this music. In a peculiar fashion it explains itself; it is always clear, articulate,
rounded, rich, and perfect. There are succeeding waves of power, and waves
within waves, that ultimately reach a towering crest of sonority. There are little,
subsidiary motmes; a second thematic idea in flute and other woodwinds, a third in
horns and trombones, and, toward the end, a prodigious outpouring of sound that
is never noisy, of tone superlatively full yet not clamorous, in a powerful ejacula-
tion of the basic theme, The end is not yet; there appears once more in the music
a divine and somehow tender complacence, that recalls again the thought that
inspired the vast structure and informed its every measure,

Choralvorspiel: Christ lag in Todesbanden
[Christ Lay in the Bonds of Death]

Bach, himself a warmly human man, could on occasion flood his music with the
warmest and most piercing expressions of human passion. In the direct and simple
faith that was the Lutheranism of Bach’s day, one grieved for the Saviour crucified
as for a suffering friend, and felt in the dreadful record of the death of Christ all
the personal agonies of bereavement.

"This music is a transcription of 2 prelude for organ, the melody of which is
extracted from Bach’s cantata of the same name, and more remotely from 2
Lutheran hymn. The organ prelude itself appears in the composer’s Orgelbiich-
lesn (Little Organ Book), a collection of similar pieces.

There is scarcely need to enlarge upon the utterance of intolerable woe that
the sensitive listener can hear in this music. Here is the wordless grief that gripped
the heart of a Mother who looked upon the murder of her God, her Son; the
unutterable loneliness that settled upon her, and upon His friends, when they had
laid Him away, bound in the white cloths of the tomb. But, at the end, there is
something too of hope and confidence and returning joy, in the conviction, the very
strong and Lutheran faith, that the Lord has risen and lives.
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In the superbly simple transcription for orchestra, the opportunity for point-
ing exquisite melody and dark rich harmony with orchestral loveliness is not

neglected.
N

“Komm siisser Tod”
[Come, Sweer Deatk]

WHEN the Philadelphia Orchestra first played this unearthly song, there were
many in the audience who wept without shame. One could search the music of the
world and never find a melody of such intolerable beauty and tenderness, such
quiet, poignant passion; set against an orchestral background of indescribable
loveliness. It brings the sweet unbearable pain that makes us weep for very happi-
ness; it searches some long-untouched and secret cell of the human soul, and
magically opens it.

It is 2 simple melody, originally written by Bach as one of a collection of
Geistliche Lieder (Sacred Songs), and not, as many commentators and radio
announcers have said, as a choral prelude. One of many obscure and half-forgotten
melodies of Bach, in Stokowski’s reverent orchestration it has become, to millions
perhaps, the most eloquent expression of the old German organist’s music.

‘There is a mysterious awed whisper of the basses, and in 2 moment the cellos
breathe forth the melody, in tones as rich and transparent and aromatic as incense.
The transcriber has woven against the melody a wonderful counterpoint, a thin
. diaphanous mist of tone, floating, almost inaudibly, high above the song in muted
violins. The air is repeated, now softly in woodwind, and finally in strings, with
a slowly ascending sequence softly rising from the harp.

(O NSNSV

Fugue in C minor

A FUGUE may be 2 studious and formal exercise in counterpoint, or a rich and
glowing concatenation of tones, related with marvelous intricacy, balanced, sym-
metrical, and climactic. Every student of piano is familiar with this fugue in its
original form. It is taken from the first book of the Wobhltemperirte Clovier—the
set of exercises which Bach prepared for one of his children. If its technical diffi-
culties were at first discouraging to the young student, its extraordinary humor,
dancelike rhythm, and almost boisterous atmosphere must have compensated for
the labor of learning to play it well.

It is a far cry from the Well-Tempered Clavichord of Bach to the great
orchestral instrument of today, with its more than a hundred voices, its infinite



44 THE VICTOR BOOK OF THE SYMPHONY

variety of tone colors, its flexibility, and its power. Bach, of all the classic com-
posers, would have reveled in it, and exploited its possibilities as no one else could
have done. This little fugue, originally a student’s exercise, becomes in Stokowski’s
brilliant transcription a glowing and powerful episode. Not forgetting the essen~
tial humor and joviality of the fugue, the transcriber seizes upon its intrinsic dra-
matic possibilities also, and from the statement of the theme by the violins at the
outset, he builds to a gigantic climax involving the full powers of the orchestra.

Here are rhythms within rhythms, strings and woodwind and trumpet in sub-
ject and answer, with elements of the original theme constantly reappearing and
keeping in motion the complicated tissue woven by Bach and colored by the
orchestrator. Now there is a simple statement of the jolly subject by an unasser-
tive woodwind voice; now long scales are drawn across the page; minor climaxes
rise and fall, until finally, the long-restrained trombones and tuba assert the main
subject in the bass, and the whole orchestra joins in gigantic chords, the last of
which, suddenly moving from minor to parallel major, ends the fugue in a golden
blaze,

NI

Fugue in G minor
[Tke “Little” Fugue]

Two fugues by Bach are among the most popular in the organist’s repertoire; this
one, called the “little G minor Fugue,” and the “great” one, which is part of the
Fantasia and Fugue in G minor. The “little” fugue is 2 wonderful study in color
and climax. It begins with the pronouncement of the theme by oboe, and ultimately
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every choir in the orchestra has its comment to make on this theme. Meanwhile
a series of climaxes, all developing toward one final thundering forth of the theme,
succeed one another,

The jaunty subject of the fugue appears in the major on the entrance of the
* cellos, and again when the sonorous basses have it; but the answering voice,
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though also in the major mode, leads back to more powerful pronouncements of
the main theme, again in G minor, and from this point onward there is a swift
growth in intensity and power until the utmost sonority of the orchestra is called
forth in the last climax.

Fugue in G minor
[The “Greas” Fugue]

THIs is a transcription of the second part of the Fantasia and Fugue in G minor,
for organ. Like the “little” fugue, it is built in a series of climaxes, with various
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instruments and choirs of the orchestra putting forth their versions of the theme
in contrasting or related timbres. Unlike the “little” fugue, however, its progress
toward the gigantic climax is not a continuous sweep; passages in pianissimo are
adroitly built into its structure, that the succeeding outpourings of orchestral
power may be the more effective by contrast. Sometimes the woodwinds, given the
theme, commune quietly among themselves; sometimes the brass strikes a blazing
slash across the fabric of the music, but at the end, all the concerted power of the
orchestra is summoned in a mighty declaration. On the final chord one of Bach’s
frequent but always surprising modulations to the major accomplishes by means
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of harmony what the straining orchestra could not add by sonority—a last in-
credible brilliancy, an effect of reserve powers suddenly brought into play.

N0
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Toccata and Fugue in D minor

Bacu has been variously regarded as a cold and scholastic musical mathematician
and architect; as a psalm-droning pietist; a disguised or sublimated sensualist, or
a fat and jolly paterfamilias serenely and busily happy with music in the expansive
bosom of his family. Before any of these characterizations be discarded, it might
be well to remember that the master could have been, and probably was, each one
of these persons at different times; but mostly he was a supremely gifted artist,
astonishingly knowing and confident of his powers, and occasionally luxuriating in
them with exuberance.

It was in such a moment that he brought into being this astounding piece of
virtuosity. Virtuosity is a dangerous word, perhaps; for it so often connotes super-
ficial and brilliant vacuity. But there is a distinct esthetic pleasure in the mere
exercise of power, the sheer exploration of creative ability for its own sake; and
here, we can imagine, Bach fashioned a work deliberately as an act of abstract
creation; a creation which leaves us in awe, and arouses not sentiment but wonder,
that the human mind could have wrought, in the intangible stuff of music, so
variously and so powerfully.

The Toccata and Fugue was written for organ—for displaying on that noble
instrument the powers of which Bach, alone in his time, was master. Indeed, it is
marvelous to believe that Bach himself could have played this music, on the clumsy
organs of his day, with one tenth of the brilliance which the work so obviously
demands. Today only the most gifted and dextrous of organists, with the help of
electropneumatic actions, prearranged stop combinations operating at a single
delicate touch, and other complicated mechanical devices, can adequately deliver
this music; and even then, in most cases, the drab shadow of a nonexistent Bach
who was invariably dull and pedantic—the shadow that hovers with stupefying
effect over most organ lofts—paralyzes and eviscerates the performance.

The Toccata and Fugue is one of the first of Stokowski’s transcriptions of
Bach. Its first public performance, by the Philadelphia Orchestra, created a sensa-
tion which is repeated even now with each succeeding performance. No one had
ever heard Bach like this—and this particular work, in this orchestral form, has
accomplished more toward making Bach known and loved by the masses of music
lovers than any other influence since the man himself lived and played his own
music.

The two sections of the work are intimately connected. The Toccata (from
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toccare, to touch; therefore, a work designed to show manual dexterity) is utterly
free in style, and blazing with brilliance in every measure. Fiercely emphatic
phrases, rushing scales, infinitely varied figures are contrasted with crushing
masses of tone in full orchestra; in swift succession the timbre of each orchestral
choir is exploited, and we arrive at a massive but swiftly fading climax. Then, in
the 32nd measure, the Fugue itself begins. Question and answer are entangled in
glowing textures of tone, yet always are clear. There are recurring surges and
recessions of power, yet each minor climax is greater than its predecessor, and all
combine to carry the orchestra ever closer to the final titanic proclamation. Before
this is reached, the strings indulge themselves in a deliriously joyful, a madly
exuberant cadenza that searches the length of the gamut for brilliance and sonority;
then as if exhausted, the tempo is retarded a little, and a series of gigantic chords,
employing the last resources of the orchestra, bring the music to its thrilling close.

Choralvorspiel: Wir glauben all’ an einen Gott
[We All Believe in the One God]

‘THE stalwart and stern religious spirit that pervaded Bach’s time and environment
was the inspiration that called into being his noblest music. But religion, insofar
as it was effective in Bach’s own life, was never the narrow, cold, intolerant, and
spirit-straitening thing which it often has been and sometimes still is. It was broad,
comprehending, and comprehensive, touched with humanity, simple and affecting.

So, at least, we may reason from much of Bach’s religious musie. That does
not imply that the music itself is simple, for often it is, technically, most intricate
and elaborate. But the thought behind it seems always to be simple faith, warmed
by intensely human feeling—however foreign to the essence of Bach’s formal
religion that feeling might be—and the whole magnificently thrilling, glorified by
the exercise of the composer’s ultimate degree of talent.

It was always the simplest and most fundamental of Christian beliefs that
inspired Bach to the fullest outpouring of his genius. The Passion of the Saviour
. . . the realization of human dependence upon a mightier power . . . the sorrows
of the mother who wept at the feet of a Son crucified.

So here, Bach chooses for what has been called the “Giant Fugue,” a sentence
from the Creed which is the fundamental affirmation of all Christianity, and to
which all mankind can subscribe: “We zll believe in the one God.” There, indeed,
is the essence of Lutheranism . . . but there too, in a broader sense, is the corner-
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stone of all religions that acknowledge the existence of a power beyond the earth.
And the mighty music which Bach has constructed upon and about the plainsong
utterance of this simple affirmation in the Lutheran church is equivalent in its uni-
versality to the theme itself.

The choral prelude was written originally for the organ, and the name some-
times applied to it—the “Giant Fugue”—refers to the bass passages, which include
such long intervals in their striding up and down the scale. The fugue is of the
type known as the “real” fugue, in which the answer to the first subject must
appear as a perfect transposition either a fourth above or a fifth below the tone of
the first subject.

The theme is stated at the outset by the flute, quickly answered by the oboe,
and joined almost immediately by the strings. The fugue is not a form that the
modern writer or the modern mind would suggest as a medium for the clearest
expression, yet, strangely enough, in the hands of Bach and those of his present
distinguished interpreter, this strict contrapuntal form becomes an aid to the clarity
of the composer’s thought as it is expressed in his music. The theme itself is the
simplest assertion of faith, but like all condensed and simple things, this assertion
implies 2 synthesis: in this case, of the entire body of Christian faith. Therefore, in
the fugue, the elaboration of the theme may be regarded as a musical analysis
of the elements that contribute to and, at the same time, spring from the splendid
assertion of belief. The choice of the fugue, with its characteristic components, to
exemplify the idea, is therefore in itself a stroke of genius.

Further to elaborate, in words, upon what Bach has to say musically would
seem unnecessary. The weaving of this magnificent tapestry of sound is in itself a
process so fascinating, so absorbing, and so satisfying that to unravel it pedantically
is as unpleasant as to dissect the delicate and complicated structure of some living
thing. The growth and elaboration toward the mighty climax, the skill with which
all motion and all growth are finally arrested upon a brilliant and utterly satisfying
major chord, carry with them sufficient effect to make explanation superfluous.

(O N N

Choralvorspiel: Nun komm, der Heiden Heiland

[Come, Redeemer of Our Race]

THE original form of this music was that of an organ prelude to the chorale men~
tioned above—a hymn which, like many used by Bach, was adapted from the
Latin version in the Roman church, to a vernacular rendering in the Lutheran. The
transcription preserves the atmosphere of devotion, and of that curious blending
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of melancholy and strength that so often marked the church music of Bach. There
are turns of phrase in this brief music that seize and stop the heart with their
terrible momentary pathos; yet the music pursues an even tenor, serene and con-
fident and placidly, richly beautiful.

The melody emerges, in flute and bassoon, from a background of muted
strings. By some thaumaturgy known only to great conductors, the strings here
have not the transparent and floating quality which at times they can have when,
as here, they are played con sordino; * rather they reveal a dense dark richness
like the light that shines through windows of many colored glass, and lingers in the
dim recesses of a vaulted nave. The withdrawal of all but strings in the closing
measures brings a lessening of sonority, but a more passionate, and finally, a more
prayerful utterance.

Passacaglia in C minor

A passacaglia is a form derived from an ancient stately dance, probably of Spanish
origin, based on a dignified figure appearing invariably in the bass, of two, four or
eight measures, in triple rhythm. This ground bass is the subject of the entire work;
from it spring melodic derivatives in great variety. The passacaglia differs from the
chaconme in that the latter has the subject in the upper and internal parts; in the
strict passacaglia it appears only in the bass. Bach has here combined the two forms,
since the theme appears in various sections of the harmonic structure—though
chiefly in the bass. He further elaborates the work with a secondary subject, and
fugue, combining all at the close with indescribable beauty and grandeur.

Upon the main theme of eight measures, Bach constructs a series of twenty
variations, growing in brilliance, in intensity, and in complexity toward the climax.
The Passacaglia is perhaps his greatest organ work, yet one wonders if, really, it is
playable upon even that mighty instrument, with even a fraction of the nobility,
the subtlety and delicacy of shading, the exquisitely flexible rhythm, the infinite
variety of color, and the awesome climax given it by the orchestra. Perhaps that
is one reason why Leopold Stokowski, himself 2 brilliant organist, made this master-
piece of orchestration—though he himself gives us a further reason:
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* The Philadelphia Orchestra in public performances plays this music as written, but
for broadcasting and recording the mutes are not, as a rule, used.
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The most free and sublime instrumental expressions of Bach are his
greater organ works, and of these the greatest is the Passacaglia in C minor.
Unfortunately one does not often enough have opportunity to hear it, and so,
to bring it nearer to those who love Bach’s music, I have made it for orchestra.

"1 have transcribed it simply, adding one instrument to the usual orchestra
—a small tuba—which plays in octaves with the larger tuba in the final entry
of the theme in the fugue, just as the 8 and 16 feet pedal stops sound in
octaves on the organ.

This Passacaglia is one of those works whose content is so full and sig-
nificant that its medium of expression is of relative unimportance; whether
played on the organ, or on the greatest of all instruments—the orchestra—it is
one of the most divinely inspired contrapuntal works ever conceived.

The theme is softly intoned by basses and cellos as the music begins. Simply,
these deeper strings, as a concourse of rapt worshipers, recite in one voice their
awed declaration. Then, as it is repeated, the violins, as a soprano choir, the flutes
like voices pale-colored yet intensified in the upper arches of some towering nave,
give their variations of the theme.

It is fascinating to observe, apart from the intense emotional exhilaration of
the music, how the conductor must build simultaneously along at least three differ-
ent lines. First of all is the substructure of the work, which is to culminate, after
steady ascent, in the overpowering climax at the end. Second, the series of minor
climaxes, each reaching to new levels, yet each integrated in expanding and ascend-
ing progression. Third, the continual brightening of color and development of
sonority. To regard these elements, to assign them their proper yet ever-varying
proportions, to consider them in relation to more than a hundred instruments, and
to produce a closely articulated, perfectly constructed, absolutely harmonious whole
—this is the task of the conductor.

To analyze a work so intricate and skillfully contrived may be a joy to the
pedant and the scholar; for most of us, to hear is enough. A few indications suffice
for intelligent listening; the rest lies in the appreciation and emotional response of
the hearer, which no explanation can in any way influence.

The solemn theme that opens the work persists in the bass throughout the first
section of the Passacaglia, while above it is reared a complicated structure of varia-
tions, all clearly springing from the melodic essence of the foundation theme, yet
each more brilliant than its predecessor.

The second section of the Passacaglia reveals the variations in the lower,
internal parts; then the theme in the sonorous richness and nobility of the brass,
against the penetrating brilliance of the strings above. Now for the first time the
theme appears in the upper voices, assigned to the woodwinds; again, it is presented
by the violins, with the contrabasses ponderously giving out their particular version.
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Tone colors of which no organ is capable, tones that only the living hand and
the breath of I'fe can produce, are now evoked by the conductor in this magnificent
orchestration. The warm tones of the horns boldly proclaim the theme, with the
incisive voices of strings and oboe sharply contrasted. A new figure, involving
rhythmic and dynamic as well as melodic and tonal variation, is given to the strings.
Syncopation disturbs and modifies the rhythm of the variations, and the theme
itself, now in the basses, is subjected to a rhythmic mutation that adds to its com-
pelling force. _

The third section of the Passacaglia unfolds new and wonderful treatments,
and reveals a sustained passionate utterance in the strings that is quite overpowering.
Presently the fugue begins, its first subject (it is a double fugue) comprising the
first half of the Passacaglia theme proper, and the other subject a new figure in
eighth notes. The complete theme of the Passacaglia does not appear again in the
music.

The fugue is the strictest and most mathematical of contrapuntal devices, yet
there are occasions in music, and countless examples in Bach, where by inspired
genius it is made the vehicle for the most intense emotional expression. Never in
all his music did Bach employ it more felicitously than here. It begins simply
enough, but in its convolutions steadily approaches a climax of soul-shaking power.
Soaring . . . indeed, here if anywhere, is the magnificent leap of the Gothic arch,
its members decorated with every related architectural device, its sides converging
at a point almost infinitely high—not in the dim sonorous recesses of a cathedral,
but where the transept is swept by the glorious light of the full day. The infallible,
the ever new and ever startling Bach modulation to the parallel rather than to the
relative major admits a flood of brilliant sunlight . . . the trumpets pierce like a
single golden ray . . . the orchestra drives forth a gigantic mass of tone as palpable,
almost, as richly graved and many-colored stone . . . reaches a peak of brilliance
and sonority beyond which it seems mind cannot go and ear cannot hear—and
touches one last soaring pinnacle at the end.

Saraband from English Suite No. 3

THE saraband which Mr. Stokowski has transcribed for orchestra is extracted from
the English Suite No. 3 of Bach. The suite, in Bach’s time, was a grouping of
movements in dance rhythms, rather less formal than “overtures” and sonatas. The
saraband was very frequently chosen as one of the movements, primarily because of
the intrinsic dignity and grace of its rhythm, and also because it furnished a de-
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sirable rhythmic contrast with the more robust measures of other popular dance
forms.

The extended rhythmic impulse of the saraband, being as it is in slow 34 time,
does not adapt it to the contrapuntal style, and the movement consequently assumes
the character of an eloquent but simple song. In the orchestral transcription the
lovely melodic line is maintained in all its purity, yet its curves are accented deli-
cately with colors drawn from a variety of instruments. The rhythmic element is
preserved by subtle yet simple means—an occasional rolling arpeggio from the harp
that gives 2 moving impulse and at the same time applies a fugitive brilliance.

N

Adagio from the Organ Toccata in C minor

HALF-PENSIVE and half-gay, this vagrant melody takes its way through a succes-
sion of instrumental voices, through major and minor modes. It is leisurely, but
never drags; and it has a distinct and vital rhythmic impulse quite peculiar to itself.
Through the colorful, yet restrained and appropriate orchestration, we are afforded
a study of the related and differing tone qualities of flute, oboe, clarinet, cor
anglais, and bassoon, each of which repeats a section of the melody in descending
progression; each of which imparts its own peculiar accent and phrasing. There is
a curious and highly effective touch at the beginning of the last phrase, where by
some minor miracle of orchestration and dynamics an effect of tremendous mass
and power is obtained, though the orchestra speaks but softly.

My Soul Is Athirst
[From the Passion According to St. Matthew)

THis is possibly the loveliest of all the Bach chorales—the tenderest, most mov-
ing, most reverent. It appears several times in the Passion A ccording to St. M atthew,
in various harmonizations and with differing verbal content. It is more familiarly
known, perhaps, under the title “O Sacred Head Surrounded,” and, in one or
another of its many harmonizations, by Bach and others, it is sung in every Chris-
tian church in the world.

To dissect this music technically would be almost sacrilege. It cannot be
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heard except at the concerts of the Philadelphia Orchestra or by means of the
phonograph record made by that orchestra. Never has the Philadelphia Orchestra
achieved such miraculously glowing tone—a tone which, darkly incandescent, is
charged with musical utterance of the most passionate and poignant emotion.
Phrases impalpably delicate, pathetic beyond words and colored beyond description,
float in the air like prayers, and of them is created an atmosphere of reverent long-
ing, of pathos, and of tenderness almost too beautiful to bear,

Chorale from Easter Cantata
[No. 4 Christ lag in Todesbanden]

Bacu used the fundamental melody of Christ lag n Todesbanden in numerous
ways and several places, just as he often borrowed other melodies from himself or
from his contemporaries. For example, the familiar “Heralich thut mich V erlangen”
is not always recognized as a version of the even more familiar “O Sacred Head
Surrounded,” or “My Soul Is Athirst,” the loveliest of all the chorales in the
St. Matthew Passion; and “Jesu Joy of Man’s Desiring” is seldom identified with
the chorale “Though My Feet from Thee Have Wandered,” notwithstanding the
fact that their melodic elements are the same. By changes of rhythm, and especially
by changes in harmonization, Bach could and did so disguise some of his favorite
melodies so completely that they seem entirely new and different.

Mr. Stokowski has treated this melody as an organ prelude, just as Bach him-
self frequently used a special harmonization of a chorale from a given work as a
prelude to that work. The organistic treatment is clear from the beginning, and in
the bass part, the parallel to an organ pedal part is almost perfect. But in Stokowski’s
treatment of Bach there is never anything so obvious as a mere transcription of
notes, and remarkable as this piece is technically, it is even more significant emo-
tionally. The variety of expression, ranging from a triumphant proclamation to
pitiful tenderness, and all applied with singular eloquence to the one theme, com-
mands the hearer’s spiritual response even more imperatively than do the structural
excellences of the work.
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Aria
[“Lento” from Suite No. 3 in D major]

Thrs is the lovely and familiar melody popularly known as “Air for the G String”
—as violin solo. In the present version the transcriber has brought the aria back into
its original key of D major, and at the outset it is heard in the warmer, deeper voice
of the cellos. Later the violins sing it with extraordinary intensity of utterance. There
is no solo presentation; the choirs of the orchestra, rather, are used as groups, soli;
as Bach himself, in his concertos, used them. This wordless song is surely one of the
most beautiful ever made by anyone, and in Stokowski’s superb harmonization the
aria is brought to what must be its final and maximum degree of loveliness.

NI

Mein Jesu, was fiir Seelenweh befillt Dich in Getsemane
[My Jesus in Gethsemane]

ABove is the complete title of this beautiful hymn which Mr. Stokowski selected
from a collection of hymns collated by the Bach Gesellschaft under the general title
Geistliche Lieder und Arien mit beziffertem oder unbexziffertem Bass, aus Sche-
melli’s Gesangbuch und dem Notenbuch der Anna Magdalena Bach (Sacred Songs
and Arias With or Without Figured Bass, from Schemelli’s Book of Songs and the
Notebook of Anna Magdalena Bach).

The pathos, tenderness, and intimate quality which fill Bach’s music when it
deals with sacred things, and particularly with details of the Passion, are preserved
in this transcription with full appreciation and sympathy. The string choirs are
entrusted with the melody, which we hear low and brooding in the cellos, and again
tense and passionately protesting in the upper strings. We encounter here the
formula so often applied by Bach in the 8z. Matthew Passion, wherein the dolors of
Christ are reverently contemplated; pity follows; then realization of human respon-
sibility for His sufferings, and finally expressions of penitence and of love. With
economy of orchestral resource, and within a purposely limited dynamic range, the
orchestra sings this profoundly moving song with an eloquence that cannot be
described.

O
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Saraband from First Violin Suite

THE original of the movement is found in the first of the six suites for violin un-
accompanied, in the edition published by Drei Masken Verlag of Munich. Here Mr.
Stokowski’s work becomes more that of the composer than that of the transcriber.
Given a slender single line of music, but one informed by Bach with undreamed-of
possibilities, the transcriber erects upon it a musical structure of sweeping majesty;
richly but not elaborately colored; so suavely handled in its dynamics that without
loudness one is conscious of the tonal mass, as without exaggerated pianissimi one
feels the tonal delicacy of the orchestra.

The strings and the woodwinds supply the fabric from which the lovely texture
of the music is woven. Always, in the warp and weft of the music, the shining thread
of melody which is Bach’s own is discernible, now in a solo flute requiring consum-
mate skill and beauty of tone; again in the upper strings, whose sweeping chords
follow precisely the bowing directions implied in the original for violin unaccom-
panied.



MILI BALAKIREV
[1837-1910]

advantage of early study under the guidance of his mother. A considerable

part of his boyhood was spent in the country home of a friend of the
family, a musicologist and publisher, to whose extensive library young Balakirev
had access. Balakirev became, eventually, more important as an influence than as
a composer in his own right, though he has left many charming works. His chief
contribution to music was his enthusiastic espousal of the nationalistic movement; a
movement given its original impetus by Glinka, and furthered by the later efforts
of Balakirev and his associates. His importance in influencing the direction of Rus-
sian musical development may be estimated by considering that he had as pupils
Cui, Mussorgsky, Borodin, and Rimsky-Korsakov.

Aside from the symphonic poem Thamar, occasionally performed by orches-
tras in this country, Balakirev is more noted for an orchestral transcription of one
of his own piano compositions, and for his own piano transcriptions of the works
of others.

THE COMPOSER Was 2 native of Nizhnii Novgorod, and in his youth had the

N

Islamey

BALAKIREV was one of the group of Russian composers styled “The Five,” and
including Borodin, Cui, Mussorgsky, and Rimsky-Korsakov as well as Balakirev.
They dedicated themselves to the production of a really Russian music, national in
origin, idiom, and treatment, and they looked upon such composers as Tchaikovsky,
whom we consider so Russian, as something of an “outsider”—as a cosmopolitan,
at best.

Balakirev conceived the material from which Islamey is constructed during
his travels in the Caucasus, It was originally written as a pianoforte composition,
and, incidentally, is quite generally regarded as perhaps the most difficult piece of
piano music in existence. The transcription for orchestra was made by Alfredo
Casella in 1908, and dedicated to the famous pianist, Alexander Siloti. The work,
as may well be surmised from its character as a pianistic tour de force, was a great
favorite of Franz Liszt, and doubtless that gifted musician was able to play it as
none of his contemporaries could.

The piece is in the form of a free fantasia on three important themes. The
first opens the work, and is heard variously in woodwind, horns, trumpets, and

strings. ‘The tempo is lightning swift; the rhythm violent. Like a wild dance, con-
56
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stantly growing in fury and glowing in color, the theme is brilliantly developed
throughout the orchestra, the presentation ending, finally, on a bold and broad
major chord.

A brief interlude follows; and there is a striking change in sentiment and
treatment. A lovely cantabile theme is now assigned the cor anglass, and then the
third theme appears in cor anglais, with strings; in solo cello, violin, and viola. A
perceptible brightening of color, and a quickening of rhythm . . . but the singing
quality of the music is preserved.

The marvelous exposition of the preceding thematic material now unfolds.
New resources of orchestral power, new and more brilliant colors are found by the
arranger, and the wonder of the enormous difficulties of the music is quite lost in
delight in its polychromatic beauty. “Furioso™ is the expressive mark the composer
attaches to this section, and no better word could have been chosen to describe the
music. Rising from climax to climax of color and overpowering dynamic effect, it
culminates in slashing chords, in full orchestra, that effectively put a period to its
dominating power.



SAMUEL BARBER
[Born March 9, 1910]

Homer, may reasonably have been the basis for his predilection for music.

He began musical studies at six and his first compositions date from a year
later. At thirteen he entered the Curtis Institute of Music in Philadelphia, where, at
thirty, he now is 2 member of the faculty. In his student days, Emilio de Gogorza
was his teacher in singing, Isabelle Vengerova in piano, and Rosario Scalero in
composition, which was his chief interest.

Graduation from Curtis in 1932 was followed by the Wmmng of the Prix de
Rome in 1935 and of the Pulitzer Prize for Music in 1935 and 1936—the’ first
case of its being conferred twice on the same musician. Mr. Barber’s orchestral
works have had frequent performance, both in this country and in Europe. His
Symphony in One Movement is the only American work to have been included in
the festival programs at Salzburg, where Artur Rodzinski conducted it in 1937.

His Adagio for Strings and Essay for Orchestra were first performed by
Toscanini and the NBC Orchestra in 1938, and the former was the only American
- work played by Toscanini on his South American tour.

Compositions for orchestra by Mr. Barber include the Essay for Orchestra,
an Adagio for Strings, an overture to The School for Scandal, Music for a Scene
from Shelley, Violin Concerto, and Symphony in One Movement. In the field
of chamber music he has written a String Quartet in B minor, a Serenade for
String Quartet, Dover Beach for voice and string quartet, and a sonata for cello
and piano. Mr. Barber has written many songs, and his choral works are The
Virgin Martyrs and (for men’s chorus and kettledrums) 4 Stopwatch and an
Ordnance Map.

THE FACT that Samuel Barber is a nephew of the famous contralto, Louise

Essay for Orchestra
[Opus 12]

TrIs composition, written in 1937, is akin to the literary essay in its form, hav-
ing brevity and conciseness, of an almost epigrammatic neatness. Its two principal
themes are contrasted rather than extensively developed. The lower strings present
a slow-paced one which is the basis of the first section. A livelier figure introduces

the second section, in which eventually the first theme reappears in augmentation.
58
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There is a broad conclusion. The Essay was first performed by the NBC
Orchestra, under Toscanini, November 5, 1938.

(O NN

Adagio for Strings
[Opus 11]

TH1s music was composed in 1936 in Rome as the slow movement of a string
quartet in B minor. In that form it was first played there by the Pro Arte Quartet
that year. Its first performance in its present version occurred on November 5,
1938, when Toscanini played it with the NBC Symphony. It was the only
American work performed by Toscanini on his recent South American tour. Mr.
Barber is a2 nephew of the famous contralto, Louise Homer; the score bears this
dedication: “To my aunt and uncle, Louise and Sidney Homer.”

The work is based on a single lyric subject announced forthwith by the first
violins. Then taken up by the violas in imitation, the theme appears in the other
voices until a rising fortissimo is reached in the high strings. Following a pause
there is a tranquil close.



LUDWIG VAN BEETHOVEN
[1770-1827]

there is little need or use, in these pages, for an extended account of his

life. He was one of the two or three most important musicians who ever
lived, and a story of his life with a just approximation of its importance and influ-
ence would fill all the pages of this book.

He was born at Bonn, December 16, 1770. He sprang from lowly and insig-
nificant people. His mother was a cook, his father a drunken musician, who had
emigrated from Holland to Germany. His childhood was a succession of miseries.
Lessons from a sottish teacher after being dragged, drugged with sleep, from his
cot in the middle of the night. Poverty, privation, toil, a loveless life, but never dis-
couragement. The world and the woes that man makes cannot extinguish the
divine fire. Recognition came to him finally.

In middle age—in an age when republicanism was treason—he dared to be
republican even while he commanded the support of courtiers and princes. When
to be liberal was to be heretic, he lived a large religion of humanism—without dis-
respect to established orthodoxy. When perfumed aristocrats eyed askance his
stodgy figure, grotesque manners, absurd garb, he snarled and flashed and played
the pettiness out of them. Too great to be ignored, too poor to be respected, too
eccentric to be loved, he lived, one of the strangest figures in all history. Passionate
in his loves and hates, ruthless toward opposition or criticism of friend or enemy,
always in love and never married, ever honorable and never chivalrous, tender in
sentiment and Rabelaisian in humor, simply thinking sublime thoughts, that was
Beethoven! '

Tragedy followed him like a hound. He became deaf and his last years were
lived in a whirling void of silence. Silence! —while from within he drew the sounds
that all the world has loved to hear, and he of all the world should first have heard!
Romantic, humorous, tragic man!

A decade of decades has passed since Beethoven, starting up from his sickbed,
shook his fist at the frowning skies and died. His grave in the Wihring cemetery,
hard by the resting place of Schubert, was marked simply with his name, and with
symbols of immortality. He lives today in some of the most wonderful music ever
penned by mortal hand.

THERE ARE SO MANY, and such excellent, biographies of Beethoven that

6o
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Symphony No. 1 in C major

“Turs,” remarked Hector Berlioz, with a kind of impatient and contemptuous
toleration, “this is not Beethoven.” Indeed it is not the Beethoven of the Third,
Fifth, Seventh, and Ninth Symphonies. You will not find in it the giant that strides
across the pages of the “Eroica”; you will not feel in it the naked passion, the blaz-
ing power of the deathless Fifth, nor the intoxicating rhythms, the arrogant virility
of the Seventh. And the heaven-storming Ninth was separated by many years and
radical spiritual change and development from the First.

This symphony will certainly not provide a dramatic thrill for the casual lis-
tener—though one would be unresponsive indeed not to enjoy it in a calmer fashion.
The greatness of this work can be appraised only by considering it against the
musical background existing at the time of its first performance, in April, 1800.
That is not to say that its charm is exclusively for the scholar and the musicologist.
There is musical delight in it for everyone; its chief greatness is, however, in its
revelation of the Beethoven that was to be, in its daring, in its originality, and
in its forthright vigor.

In 1800 Haydn, father of the symphony, was still alive, and regarded as the
great musician of the day. Mozart had been dead but a few years. The former had
developed the form of the sonata and the symphony; the latter had brought to these
a grace and perfection of finish peculiarly his own. These two composers dominated
music of the eighteenth century.

Now came a young man, offering to the public Aés idea of a symphony. It was
but natural that he should have been under the influence of Haydn and Mozart,
both of whom he admired. Yet he was original enough, and daring enough, to
impress upon established and accepted form the print of his own will and thought.
Though the symphony has much of the character of the innumerable Mozart and
Haydn symphonies, it has more—a ruggedness, a certain vigorous humor, originality
in form and in detail, and imaginativeness. In all of these qualities it surpasses any-
thing of Haydn or Mozart—with the exception of the “Jupiter” Symphony of the
latter.

Eighteenth-century audiences were much more interested in structural form
than in emotional content. Their orchestras would be regarded today as adequate to
a private salon, but hardly for the concert hall. Judged by our standards, their
music was overdelicate, highly restrained, somewhat “precious.” With interest
chiefly in, and emphasis upon, line and form, large orchestras and unrestrained
emotional outpourings were unknown. Consequently, the power of this music, and
the exigent demands it made upon both performer and listener, were shocking to
the polite ears of 1800.
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But Beethoven revealed himself as 2 man whose powerful emotions were of a
kind that demanded adequate expression through music. He expanded and gave
strength to the accepted forms; he regarded them with respect, if not reverence,
and he made them serve his purpose. This did not please the standpatters and reac-
tionaries of his own day, who exhibited the antipathy toward innovation that we
find among the same class today.

Some of the criticisms of the first performance are interesting. One newspaper
had some kind things to say, but complained that “there was too much use of the
wind instruments, so that the music sounded more as if written for a military band
than for an orchestra.” Another critic, nettled by Beethoven’s calm disregard for
certain musical conventions, said that the symphony was “the confused explosions of
the outrageous effrontery of a young man.” Notwithstanding much unfavorable
comment, the symphony soon became popular, and by the time the Third was pro-
duced, the critics, outraged as usual, were pointing back to the First as 2 model
symphony!

First Movement

One of the disturbing features of some modern music is the use of polytonality
(several keys simultaneously) or atonality (no particular key). Imagine then, in
1800, a symphony opening in the key of F, and within a few measures passing
through the key of A minor to G major to C major! That is what Beethoven the
modernist does in the first few pages of this music. There is a kind of introduction,
during which these strange modulations, and a lovely songlike melody for violins,
bring us in a thoughtful mood to the main body of the movement. Here there is a
marked change in pace and rhythmic feeling, and the violins, softly but with spirit,
give out the principal theme.
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The second and contrasting theme appears in the alternating voices of flute
and oboe, shortly after a powerful crescendo has led us to the key of G major—the
related tonality, in which the secondary theme of a movement in sonata form con-
ventionally appears. The two themes are worked over in rather conventional style,
but with somewhat more contrast in tone color and dynamic effect than was com-
mon at the time this work was composed.

The thematic material is now taken apart with Beethoven’s almost clinical
thoroughness. Every melodic possibility is exploited. Thematic contrasts and com-
binations, brilliant rhythmic and dynamic effects, and effective use of orchestral



LUDWIG VAN BEETHOVEN ' 63

R ﬂ ~
e B FEley v, £ £,
__;.. e E—— -:“-'-i'—_—_——_-_—
1 1Y ) L) ¥ - 4&_‘_"
32 |1
lie B 8 te o8

color are employed in presenting the composer’s musical thought in various guises.
Finally, musical expression derived from the first theme of the movement is used,
in conjunction with vigorous chords, as a coda to end this section of the work.

Second Movement

The Beethoven of rough humors and gruff impatience, the Beethoven who
dared and startled the world of his day, is more in evidence throughout the second
movement of the symphony. It begins conventionally enough—with 2 melody, sung
by the second violins alone; a melody compounded of pathos and wistful humor, a
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wayward and charming utterance. Growing from it, and eventually compounding
a mass of sonorous and lovely tone, come successively the tones of viola and cello,
first violins and woodwind. A second melody is projected; then a brighter phrase,
and sustained but softly blown notes of the trumpet. Underneath moves the per-
sistent rhythm of the timpani—the most prominent use of these instruments ever
known up to Beethoven’s time. Abrupt modulations, sudden and surprising con-
trasts of major and minor tonalities, sharply etched effects of sunshine and shadow
reflect Beethoven’s varying humor and his delight in shocking contrasts.

T hird Movement

It is probable that modern audiences find more delight in Beethoven’s inimi-
table scherzos than in any other of his symphonic movements. In them we feel
abounding vitality, brusquerie, mischievousness, and ‘harsh humor that were charac-
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teristic of the man. We welcome them particularly when they follow a belligerently
and persistently solemn, or melancholy, or overlong slow movement, as they some-
times do.

The third movement of the present symphony is marked “minuet”; the con-
ventional eighteenth-century symphony almost always used 2 dance form, and most
often the minuet, as the third movement. But, though this part of the symphony is
in triple time, it is something quite different from the usual third movement of the
period. It is swift, it is light, it glints with sprightly humor. It has none of the
studied dignity of the minuet, and little of its elegance—but it has life and vigor.
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In the later symphonies Beethoven frankly abandoned the minuet as a conventional
third movement, and designated it as “scherzo.” The present portion of the First
Symphony is the ancestor of all his scherzos.

Two melodies, contrasted in form and in orchestral color, are the basis for the
minuet proper. There are sudden modulations, mischievous moments of suspense,
interesting contrasts of instrumental voices, and always a merry and urgent rhythm
moving this charming music. The “trio,” beginning with sustained chords in wood-~
wind, is in a more restrained but still humorous mood. The minuet proper returns
to end the movement with energetic gaiety.

Fourth Movement

A purely technical analysis of this or any other symphonic movement is not
pertinent to the purpose of this book. The musician does not need it, the layman
does not want it. Except for its vigor, and the violent contrasts, dynamic and rhyth-
mic, which mark it as characteristically Beethoven’s, the music is not essentially nor
vitally different from many another preceding work. This is not disparagement.
Neither Beethoven, nor any lesser man, can be original in every detail. If the music
followed a pattern which had been exploited again and again, that is not to say that
it offered nothing new. The structure was an established one, but the texture is
Beethoven’s. One can appreciate it with the ears, taking in sounds and rhythms;
not with the eyes, examining a mass of words.

The chief subjects of the movement are easily identified and located. There is
an introduction, adagio, the main feature of which is a series of ascending passages,
first of three notes, then of four, finally of five. After some hesitation, the music
moves suddenly into an allegro, and the first theme of the movement, animated and
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bright, follows at once. Underneath it moves a scale passage, its marked staccato
character easily identifying it.
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It is interesting to note the effect of climax which Beethoven, with the econ-
omy of means forced upon him by the orchestra of his day, is able to achieve. We
sense climax upon climax, each of which actually employs virtually the entire re-
sources of the orchestra. The psychological effect wrought by the composer in the
suddenly contrasted passages, played piano, is tremendous, and each peak of power
seems higher than the preceding. Presently we come upon a brilliant utterance,
boldly put forward by horn and woodwind. The bright scales of the opening section
return, and with a succession of chords less long-winded than is common in Beetho-
ven symphonies, the movement ends.

NI

Symphony No. 2 in D major

To WRITE music at any time is a rather trying occupation. To have been a com-
poser of Beethoven’s day seems, at this distance, to have been particularly difficult.
The poor musician of 1790, or thereabout, had an exciting game to play, and woe
betide him if he did not play according to the rules. Formality was the thing, and
the composer who could write strictly to a form, and still avoid using someone else’s
melodies, was pretty sure to be regarded as successful. The matter of expressing a
large and noble feeling, in a large and noble way, was not the point at issue.

It will be remembered that Beethoven was one of the first composers who
broke the bonds imposed upon his spirit and his inspiration by the musical conven-
tions of his time, and in many of his pages shouted a song of himself which in 2
sense paralleled the “barbaric yawp” of Walt Whitman. The nine symphonies were
not, however, a numerical progression toward this freedom. Curiously, the first, and
from then on, all the even-numbered symphonies, conformed more closely with the
classical mold than did the odd-numbered, which certainly to modern ears are the
most exciting.

This symphony was written during the year 1802. It was one of Beethoven’s
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many years of depression, but there is little trace of his despondency in this music.
He was in love, which is misery enough for anyone. His health was bad, and the
measures taken to relieve it were worse than the disease. His deafness was acute,
and seemed to be aggravated by his other physical disorders. Beethoven felt that
death was near, and tried to resign himself to it. Some of his greatest work was still
before him.

The symphony was first performed in Vienna, April 5, 1803. Surely the
Viennese love music, for at this same concert, which began at six in the evening,
they listened not only to this symphony, but to the First, the C minor Piano Con-
certo, and the oratorio, The Mount of Olives!

First Movement

In listening to the early Beethoven symphonies, and particularly to all the
even-numbered ones, we, like his own audiences, must to some extent observe the
rules of the game. We must not expect the emotional content of the greater, later
symphonies; we must not expect the rich orchestral color that Brahms gives us, or
that we find even in the Beethoven Fifth, Seventh, and Ninth; we, too, must
regard form and structure as of paramount interest.

There is an introduction, rather brief, but embodying three well-defined
themes. The first is in full orchestra, with the thematic melody in the woodwind.
The second is brighter and more powerful, with sweeping scales and emphatic chords
at its conclusion. The third, with descending triplets in the strings, quickens and
involves the whole orchestra.
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The main body of the movement now follows, with the principal subject pro-
posed by cellos and basses. The movement is strictly in form, so, watching for the
conventional second theme, we come upon it, in rather definitely marked rhythm,
stated by clarinets, and answered by powerfully bowed strings. The two themes are
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developed elaborately and characteristically, and a long coda, deriving its basic
material from the first theme of the movement, brings it to a conclusion.

Second Movement

It Beethoven was hedged about with conventions which sometimes restrained
him in his expression of the larger passions, he could and did make of his slow
movements utterances of the most pointed eloquence. The present section is no
exception. It has a pure lyric beauty that remains serene and undisturbed, however
distracting the musical figures that accumulate about it. The strings announce the
songlike subject, and indeed are entrusted also with the second and third themes,
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the last being somewhat more brisk and cheery than its predecessors. The develop-
ment of all three is less interesting for its stylized character than for the fact that it
never obliterates the melodic line or disturbs the mood of the themes themselves.

T hird Movemeni

The term “scherzo,” which means, literally, a jest, was first applied, not
without wit, to an extravagant kind of love song. The conventional third move-
ment of a symphony was in the form of a minuet, but Beethoven injected so much
vigor and swift rhythm into his third movements that, though in ¥ time, and
three-part form, they could not be called minuets. He applied to them the term
scherzo, as indicating their light and playful character.
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There is a naughty flippancy in this scherzo, and it is refreshing after the stff-

~ mess of the first and the quiet plaintiveness of the second movement. A light and

animated subject, alternately played forte and piano, is presented in changing

rhythms and modest orchestral colors. The trio, or middle part of the movement,
gives us a bright little melody, repeated with considerable ornamentation.
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Fourth Movement

The fourth movement, though highly developed, is saved from the weighty
dignity of many final movements by its engaging rondo form. Its lightness made
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Hector Berlioz, that indefatigable student of Beethoven, suggest that here was a
second scherzo in the symphony. And he added his delighted comment on the dis-
tribution of the theme in fragments among the orchestral instruments, with the
consequent variety of tone color. Reference to the term rondo in the Glossary of
Music Terms, beginning on page 635, will make clear the structure of the move-
ment.

[ )

Symphony No. 3 in E flat
[“Eroica”]
[Opus 55]

BEETHOVEN the democrat, the human, the believer in and champion of human
rights did no violence to his convictions when he dedicated this symphony to Napo-
leon. He believed sincerely that that autocrat was possessed by motives springing
from a humanistic creed akin to his own. When on May 18 in 1804 Bonaparte
accepted the title of Emperor, Beethoven, his democratic soul outraged by the
annihilation of his conception of the man, ripped the title page from his just-com-
pleted manuscript, and with imprecations dashed it to the ground. Later, when
the work was published, the title, translated, read, “Heroic symphony, for the cele-
bration of the memory of a great man.”

However great the hero who might be celebrated in this noble music, it would
further illuminate him. In majesty, brilliance, and power; in breadth and depth of
feeling; in sheer magnificence, it ranks among the musical masterpieces of all time.
Into it Beethoven poured his own superb vitality, so that.it lives and moves power-
fully; his own conception of a hero, so that it speaks nobly; his own genius as a
musician, so that it appeals universally.
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One of the curses that has fastened itself upon music is the habit of the
scholars and the sentimentalists of attaching to musical works imaginative and
usually farfetched titles, in most cases never heard of by the composer, and usually
ridiculously unfitting. The teachers of music appreciation have been the most
serious sinners in this respect, and have begotten in the minds of the young and the
musically innocent more perverted ideas than sound ones. It is a pity if people who,
for one reason or another, have not had time to acquaint themselves with the de-
lights of music must be led to it under false pretenses. Music, strictly speaking,
cannot tell a story. It does not mean anything that can be expressed in words. It
cannot paint a picture. Often it can fortify and make more vivid our impressions
and recollections of persons and events and things; often it accompanies and in-
creases the emotional effect of dramatic action. When so intended, the composer
almost invariably lets us know in advance. In nine cases out of ten, such titles as
“Moonlight” Sonata, and “Spring Song,” and “Raindrop” Prelude are expressions
of the cheapest kind of musical sentimentality, and no importance whatever should
be attached to them.

The “Eroica” comes by its subtitle legitimately enough, but musical com-
mentators have not been content with the name Beethoven himself gave it. They
must find cryptic meanings and illustrations in its four unintegrated movements—
in the movements which, by their varying character and unusual sequence,
have so puzzled and worried academic minds for more than a hundred years. The
many contradictory interpretations urged by various commentators in themselves
establish their futility. Dismiss from your mind every consideration but that of pure
music, of moving, living sound that transfers to you an emotional state; do not seek
for hidden meanings, for musical illustrations, for tone pictures. Beethoven was
eloquent in but one language—the universal language of music. In the symphony
he speaks, in Ais language, of the qualities, of mind and heart, he finds in the ideal
hero. Be content with this. What this music, or any music, means to another is not
of first importance to your hearing of it; let it impress you as it will. You will be
uplifted, and thrilled, and happier by the experience.

First Movement

The two-fisted Beethoven asks attention in no uncertain way—and gets it—
with the two swift, staccato, and powerful chords with which the symphony begins.
Now he goes directly to his subject, and deep in the choir of cellos, we hear, some-
what tentatively but clearly, the basic theme of the movement. A few moments
later, boldly and with elastic vigor, it is put forth by horns, clarinets, and flutes in
octaves.
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Here is a straightforward theme, not unmilitary in its simple intervals like
those of a trumpet call. Yet, simple as it is, Beethoven has constructed about it a
towering edifice of sound that moves; sound that surges and flows and beats against
one’s consciousness with terrific power. Here and there the theme, in one or
another of the many voices of the orchestra, appears and dominates all the elaborate
developments of itself. It is like a principle of living, which, though seldom ex-
plicitly stated, directs and can be detected in a man’s every action.

After the first presentation of a contrasting theme, divided among the wood-
winds (oboe, clarinet, flute) and violins, both ideas are magnificently developed.

Oboe Clarinet Flute Violin

The musical quotation above is but the merest germ of the mighty ideas which the
composer now projects through the orchestra, and which culminate in a succession
of vigorous and impatient thrusts of tone. Sometimes we feel that the music has
departed far from the simple affirmation which was urged at the beginning as the
basic thought of the movement—yet always with a sudden influx of light
Beethoven shows clearly the imminence of that idea. Let it come, as it does, in
the virile voices of cellos and basses; let it breathe gently in the rounded mellow
tones of the hornj let it speak incisively in the penetrating accents of the woodwind;
it is still the same simple utterance, and the source of all the life and power of the
movement.

Second Movement

One may look upon Death as the inevitable, and regard it unemotionally.
One may see it as the frustration of the noble impulses and heroic designs which
lying Life encourages one to feel and to undertake, and therefore resent it, bitterly
and impatiently. And, finally, one may regard Death as the unreasonable, inex-
orable taking-off of one beloved—and weep.

Here in the second movement of the symphony—which Beethoven himself
entitled “Funeral March®—is a curious combination of the latter two attitudes
toward Death. The significance of the music cannot possibly be misconstrued. That
agonizing slow beat can be only the terrible rhythm of the march toward the grave
which figuratively the audience makes behind the body of Beethoven’s hero—
and makes, literally, with every passing interval of time.

Presently the music expresses more of what we might regard as the hero’s
own attitude toward Death. We recall, from the first movement, the power, the
_ activity, the restlessness and ruthlessness there expressed; here, in spite of the
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slow rhythm, we feel an impatience, a resentment toward Death, the one enemy,
the one obstacle, that cannot be overcome. The theme that began the dread-
ful march, although first presented softly and sadly, sometimes is uttered with
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vehemence, as if to elbow aside the mournful musical creatures that move along
with it. Then, in a voice which of all orchestral sounds can be most tearful—the
oboe—comes the melody, sad and lovely and resigned, to answer the sullen mut-
terings of the bass. Later, another very beautiful and important theme is given to
the strings.

This movement is too long. Someday, a conductor daring or foolhardy
enough, will make intelligent revisions that will shorten it by several minutes. The
critic will be aghast, the purist will rage, the Beethoven-Worshipers will cry
“sacrilege,” but the music and the audience will benefit. It does not require twenty
minutes and more for Beethoven to establish and sustain the mood he wishes to
achieve here—unless, someone may argue, he wishes to achieve boredom, and dis-
tinct discomfort in the least dignified portions of the anatomy. The basic ideas of
the movement are repeated endlessly, nor is there sufficient variety in orchestration,
or in thematic treatment, to justify the prodigious and tedious length of this
movement. It must be confessed that there are some few conductors who can
make it seem less long than others, and for these we give thanks and leave the
music as Beethoven wrote it. .

T hird Movement

The electric vitality of this wonderful scherzo, coming as it does upon the
heels of a funeral procession, has puzzled the musicologists for 2 hundred years and
more. Why, they ask, should 2 movement of this obviously joyous character follow
hard upon the melancholy preceding movement? Perhaps the sardonic Beethoven
could give a reasonable answer; no one else has ever done so. Certainly the swift
vigor that comes mysteriously into being with the opening notes of the movement
is a striking contrast to, and 2 mighty relief from, the solemnity of the dirge. That
is sufficient for musicodramatic purposes.

The thematic elements hardly require fllustration. A rustling in the strings,
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lightly played but full of energy and swiftness, grows to a merry tumult of colorful
sound, and the wonderfully elastic rhythm urges the flying strings along their
tangled way. The trio is one of the delights of Beethoven’s music. A subject for
the horns, very like a hunting call, and, if played strictly in tempo (which it rarely
is), fiendishly difficult for those unreliable instruments, leaps upward and outward
from the orchestra and is presently answered by the whole band. Wistfully the
horns repeat their engaging utterance, and there is for a moment a note of pathos
in the responses of the other instruments. But then the sudden fierce joy of the
opening part of the movement returns and sweeps all other thoughts before it in a
powerful climax.

Fourth Movement

The final movement of the symphony is a triumph. It leaps into being with 2
most brilliant passage for all the strings, growing in sonority as it approaches the
lower ranges of the instruments, and resting, finally, on a series of mighty chords
in full orchestra. Then comes the pronouncement of the theme, presented in the
simplest possible way—plucked, note by note, from the strings of violin, viola, cello,
and bass. On its repetition, a curious effect of echo is brought about when the
woodwind (flutes, clarinets, and bassoons in unison) imitate each note of the
strings, half 2 measure behind them.

There is, after the forceful and vivacious first utterance of the movement,
something dark and ominous in this chief theme, yet its developments are of the
most triumphant brilliance. Later on, we shall find it extraordinarily combined
with a new and brighter musical idea. To illustrate the combination of both themes,
we borrow the convenient condensation appearing in that excellent work, The
Stondard Concert Guide, by George P. Upton and Felix Borowski. Here it is:
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The themes once stated in their entirety, the remainder of the movement is
devoted to an exhaustive exploration of the tonal and contrapuntal possibilities that
lie within the simple thematic sentences. Every instrument of the orchestra, it
would seem, presents its version, against contrasting utterances from the rest of the
ensemble. Always we feel a growth toward a certain climax, and a gathering of
the orchestral forces for a final triumphant effort.

This climax comes very suddenly and with gigantic power in the final section
of the movement. The capacity of the main theme of the present movement for
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further enlargement seems to have been exhausted; there is a transitional period
during which you will hear, now subtly, now boldly presented, thematic material
from the preceding movements; then, involving all the orchestra’s thunders, the
moment toward which the composer has been moving relentlessly from the very
beginning of the symphony arrives in a blaze of splendor and a magnificence too
overpowering for words.

GO

Symphony No. 4 in B-flat major

THE history of the Fourth Symphony reveals, incidentally, some phases of the
character of the composer that the more sentimental biographers and incense burners
are wont to ignore. Continually pressed for money, because of his own debts and
those contracted by relatives, Beethoven was sometimes harassed into certain deal-
ings with his publishers and others that cannot be described as precisely ethical.

Count Oppersdorf, at the time a warm admirer of the composer, a lover of
music and a man wealthy enough to maintain a small symphony orchestra at his
castle, commissioned Beethoven to write a symphony for him. In this year, 1806,
Beethoven was absorbed in the production of the Fifth Symphony, but with a
commission at hand, he laid it aside and devoted himself to work on the Sym-
phony in B-flat major, published, eventually, as the Fourth. He dedicated it to his
patron, and, later, received a respectable sum of money for it. It is related, in
Thayer’s biography of Beethoven, that “he did not send the Count the score, as
was the custom, for exclusive use during a fixed period, but turned it over to
Lobkowitz for performance, being in urgent need of money; a year later, he sub-
stituted the Fifth for the Fourth and accepted from Count Oppersdorf a hundred
and fifty florins in March and two hundred in June for it, without delivering it;
this sum being, it may be presumed, a bonus for the larger work, the Count having
asked for something employing an unusual apparatus. This symphony was also
withheld in the end, for reasons which are not known, and Oppersdorf had to con-
tent himself with the mere dedication of the Symphony in B-flat originally designed
for him.” We can readily surmise why Count Oppersdorf and Beethoven had no
further relations!

The first performance of this work was at a concert given for the benefit of
the composer, March 15, 1807, with Beethoven conducting, of course.

First Movement

About the time this music was written, Beethoven seems to have been in love
with the Countess Therese von Brunswick; he was even given evidence that his
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sentiments were returned. Because of this circumstance, there has been 2 disposi-
tion on the part of many commentators to assume that the gay spirits that move
almost always in this music are a reflection of Beethoven’s happiness in his affair
with the Countess, and his delight in their engagement. To listen to the music,
however, is to remain unconvinced of this theory. Joyful it is, to be sure, but it is
hardly the kind of joy one would expect from the mercurial Beethoven, successful
in love. When that man’s deepest emotions were stirred, they were not expressed
in music of this type, where the composer returns to the style and the formality
of the earlier symphonies. There is something pretty, and sweet, and light in this
music; there are even stylized and derivative things. The aroused Beethoven rarely
resorted to such moderate and conventional devices in expressing himself.

Whatever lies back of this music, or whatever its history, we are immediately
concerned with how it sounds. It sounds happy, and ingratiating, and complacent.
It never approaches the sublimity of the “Eroica” that preceded nor the Fifth
that followed it. But it is Beethoven in a happy mood, taking.joy in his own
craftsmanship, and consciously producing a very lovely and perfect thing.

The strings have a strange downward phrase, against an organ point in wood~
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wind, at the beginning of the adagio opening section of the first movement. The
contemplative suggestion of the introduction does not endure for long, and pres-
ently the movement proper, with its vivaciousness and lightfooted rhythm, its
clowning bassoon and delicately bowed strings, comes into being. The thematic

st Violing, RII% Vivace

+.Il-‘-__-
A N S ---—--_—-——_—‘--_'-,-—_—_

PRSEESTNESEs EEaSR
N
*-nef._t.ﬁ':_:}_%:{ Lt
SP

material is developed in quite conventional, but utterly charming style. There is 2
crescendo in the second section of the movement which Berlioz finds as important
and compelling as that famous one which leads from the scherzo to the finale of
the Fifth Symphony. Simultaneously there are interesting suspensions and modu-
lations, and the rollicking mood of the opening part of the movement suddenly
returns.
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The curious simplicity of the long scale passage in the strings, the persistent
use of the timpani, and the gradual accretion of orchestral forces toward the end
of the movement are features of decided interest.

Second Movement

There is a wonderful tenderness and feeling of peace in the lovely melody
which, after a brief introduction in strings, Beethoven assigns to the first violins
as the principal theme of the movement. No less sweetly do the woodwinds intone
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it. And yet, in spite of the placid atmosphere, there is a quiet intensity here that
seizes very deftly and firmly upon the emotions and the imagination; and when,
toward the end, the timpani take up, as a solo, the tonic and dominant that we
heard in the introductory figure, the atmosphere of tenseness, of melancholy and
perhaps of foreboding, envelops all, and remains a little while.

Third Movement
The minuet deviates somewhat, but not importantly, from the classical style.
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Tt is somewhat more playful, and less dignified, than some classical symphonic
movements in the same form. But it is beautifully clear and simple in structure,
in melodic outline, and in its characteristic well-marked 34 rhythm. The middle
section, or trio, moderates the tempo somewhat, and places more accent upon
melody than upon rhythm.

Fourth Movement

The final movement achieves even more of gaiety and sprightliness than we
have yet heard in the symphony. The violins open the festivities with a gay figure
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in sixteenths, which sets the pace and establishes the brisk rhythm of the move-

leh -}rappa

d_ .y i
"l_ I he d A g P
A

----"I'

S . W . 1.
-"-"—@‘-- - ERER— S -

- IP _ﬁ_.g ___——5- V V

o =
YN F P
LY d AY T AJ ~ L 17
& N A

ment. There are occasional rowdy outbursts—the kind of subito interjection of
seriousness, or of drama, in which Beethoven frequently and delightedly indulged.
His good humor, however, persists to the end, where the concluding measures
suggest a seriocomic denouement. )

O
RV i

Symphony No. 5 in C minor

HEeRE is the potent and concentrated and ultimate distillation of the genius that
was Beethoven. This symphony is compounded of all that was the essential man
and the essential music. Incredibly condensed and powerful, the forces that moved
this strange and wonderful man are here focused upon and welded into one superb
structure. The godlike, yet so human, rages that possessed him; the tenderness and
warmth that sometimes radiated from him; the wry and wicked and harsh humor
that flicked and stung like scorpions; the superb courage, the impatience, and
finally the heroic and unreasoning defiance that breathed hotly from so many of
his utterances—all are here, stripped of concealment, of ornament, and of crafts-
man’s device, All are here, in this mighty, this comprehensible and human music.

There is in the world music of more sophistication, but there is none that so
surely makes itself understood. There is music magnificently employing orchestral
resources Beethoven did not know, but there is none that speaks more powerfully.
There is simpler music, but none that, so naked and shameless, so clearly and with
such terrible intensity, exposes the tempests and the triumphs of the human soul.
Shaken by a frenzy that must have demented a lesser man, Beethoven nevertheless
restrains, within a beauty and symmetry of form, the passions in whose fire this
music was begotten, and perhaps it is this restraint, this iron hand that the com-
poser lays upon himself, that most commends this music. For we are all hedged
about by the tricks and trials of fate, by the disciplines and necessities of living; in
uttering so superbly his very self, within self-imposed restraints, Beethoven speaks
for all of us—as we should want to be.

‘We cannot, nor do we need to know, what passions moved the composer in
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this music. The sentimentalists would have you believe that it reflects the rise and
fall of his amorous fortunes. No wholly rational being could draw such a con-
clusion from this ruthless, blazing, cosmic music. In the broad sense, this is not an
expression of one man’s thought or feeling. This is the utterance of a tormented
and puzzled and cynical and hopeful—and finally triumphant humanity. This is
the voice of a people, of a world, pitiful and puny; yet bearing within it, as the
peasant may bear the seed of a potentate, the elements of final greatness.

This music lay gestating in the mind of Beethoven for many years. His papers
reveal the nascent idea as early as 1800, when he was concerned more immediately
with the formal and derivative, the almost adolescent early symphonies. It seems to
have been performed for the first time at a concert in the Theater an der Wien,
Thursday, December 22, 1808. The conductor was Beethoven. The “Pastoral”
Symphony was also performed at this concert. When we consider the relative
popularity of the Beethoven symphonies today, it is difficult to understand why
Beethoven himself chose the “Eroicz,” and not the Fifth, as his favorite. (The
Ninth was not yet in existence.) For surely the Fifth has 2 more powerful, direct,
and universal appeal to human nature than any other great music in existence.

Think of Beethoven as he was, and you will not approach the Fifth Sym-
phony in awe. Perhaps that will come later, with fuller understanding. Nor will
you, if you think of the man’s intense humanity, turn aside from this music as a
problem to be solved. Though you may be weary of today’s interminable round,
you will never look upon it as one more of life’s enigmas. No, it is simple. There is
nothing of awe in it. It is clear as morning light. There is no one so poorly versed,
or so experienced, in the magic art of music, who does not come under its spell. It is
the expression of a vigorous, vital, manly man, whose introspection revealed in
himself, to himself, some of the meanings of life. He is able by his art to com~
municate his thought and feeling to you. Listen.

First Movement

It must be admitted that, while Beethoven left no “program” for the sym-
phony—it needs none!—he did give us a clue to the significance of that brutally
powerful phrase which opens the movement, and which, explicit or implicit, can
be discovered as the vitalizing thought through all four movements of the work.
“So pocht das Schicksdl an die Pforte,”” he said. (“Thus fate knocks at the door.”)
But this was some time after the symphony had been written, and may have been
an afterthought, or an idea that occurred at the moment. It is not unreasonable,
and has infinitely pleased the musical romanticists. If a motto be needed for the
symphony, this one, the possibility of which, at least, was admitted by Beethoven
himself, will do as well as any other. For this harsh and powerful utterance is as
persistent as fate, and as almighty in this music. It shall be noted further.
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At the opening of the movement, this subject is thrust at us by all the strings
and the clarinets; on its sudden and climactic expansion, the whole orchestra puts
it forth with violence. It is quoted in its simplest form:
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From these four notes a towering and active and raging organism of tone is
swiftly erected, and the mercilessly dynamic and dominating character of the prin-
cipal theme is established. Its driving force is suspended on a powerful chord, and
after the horns more gently suggest it in an altered guise, we can note a brief but
lovely musical thought, spoken through the strings and woodwind in a pensive

dialogue with itself.

And in this movement gentleness and grace are battered and defeated and
crushed into silence by the awful force and frequency of the assaults of the first
four-note phrase. Distorted and driven and exhausted, the sweet, sad protestings
of the second theme finally disappear, and Beethoven turns loose, in violent chords,
the orchestra’s mightiest forces, that relent, it seems, only from exhaustion. The
oboe, a lonely and tearful voice, raises a piteous cry, but seems only to provoke
new torrents that rage swiftly through the strings. Once again the placid and com-
forting voice of the horn gives pause—and yet once again the impetuous strings
return to sweep resistlessly through the orchestra with the ever-present and fateful
utterance that is peculiarly theirs.

"The bitterness and violence of this movement have no parallel in music. The
sheer power that moves it, the utter logic and inevitableness and finality of this
music, almost remove it from the manipulations of the conductor; given instru-
ments and knowing hands, it plays itself. Many a conductor has found that there
is but one interpretation—DBeethoven’s—and that one speaks, rudely and clamor-
ously and sufficiently, for itself. This is an utterance’ of the supreme and ruthless
ego, momentarily frustrated but unconquered, and it does not brook interference.

Toward the close of the movement comes that superb passage, still in the
deadly rhythm of four notes, in which a perverted version of the gentle theme,
once so diffidently sung by the violins and woodwind, is presented, noticeably in
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the flute, and mocked with brutal imitation by the whole string section. What
marvelous antithesis! What demoniac humor!

There is no gentleness or peace, or even conclusive triumph, at the end. Only
the violent presence of the dominating theme, uttered with such vehemence as the
orchestra, until now, has not known. And on two chords like mailed fists raised
against the skies, the movement ends.

Second Movement

It is not easy, at first glance, to be convinced that the lovely song which is
the opening and the basis of this movement is rhythmically related to the harsh
and intolerant theme of the preceding section of the work. Here cellos speak with
warm sentiment; here all is gentleness—gentleness that can, to be sure, grow into
intensity, but never to violence. Yet, in exhibiting the persistence of the dominant
motive of the symphony, Beethoven has with uncanny insight and subtlety incor-
porated into the suave cantilena of the cellos certain rhythmic elements of the
first movement’s chief theme, Here is the theme of the cellos:
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Dolce is Beethoven’s indication of the manner in which this lovely melody
is to be played. Analyze it, and conceive it as played with the natural accents
somewhat exaggerated, and you will see that the accented notes fit precisely the
rhythmic form of the first movement “motto.”

Violas and cellos, with the latter dominating and the basses supplying a soft
pizzicato accompaniment, sing their song undisturbed, even when an answering but
mournful cadence descends from the woodwinds. A new and more somber thought
is projected by the clarinets and bassoons, and here again the persistence of the
four accented notes recalls dreadfully the knocking of fate. The orchestra seems
to grow impatient with this persistence, and a swift-growing crescendo draws out
a powerful and downright protest, culminating in a fiercely vigorous note almost
torn from the deep-voiced basses. But even here, a rhythmic analysis shows the
ubiquity of the central thought of the symphony.

The deliberate compactness and density of this music happily prevent a slow
movement too long drawn out—as sometimes happens, it must be admitted, in
Beethoven’s works, The variations—which form this movement assumes—have
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the charm of variety in color and treatment, yet with fundamental unity and
coherence. The composer makes no effort to exhaust, absolutely, their remotest
musical possibilities, but rather selects from those possibilities the particular versions
which seem most fittingly to disclose his emotional state.

Here the emotional condition, if not absolutely one of serenity, is at least con-
tinent and stable. The restlessness, the impatience, the abandoned passion of the
preceding section are quite gone, and only at the end is there an outburst to sug-
gest that violence and ruthlessness are not dead, but only sleeping.

T hird Movement

Furtively from the shadowed regions of the basses’ and cellos’ lowest strings
comes a mysterious, an ominous, and suggestive utterance. It is but a breath of
tone, a premonition. Its intimations do not disturb the gentle and tentative responses
of the upper strings, or of the woodwinds, and as the phrase is repeated we are
still uncertain of its import:

"There is a pregnant pause, and a lingering on the last note of the woodwind.
Then suddenly, in the most arrogant voice of the horn, comes this suggestive
warning:
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Almost at once, the whole orchestra is involved in this bold assertion, with intona-
tions of defiance and power. But note, note the rhythm: it is the rhythm of the
summons of fate! That four-note phrase, almost with the same significance as in
its first awesome appearance! Is fate now to be trlumphant or conquered? Can
that wickedly stubborn thought be overcome?

The answer is laughter. For life is grotesque and bitter, and full of contra-
dictions and denials and unreason; and we know no escape but to laugh. And that



LUDWIG VAN BEETHOVEN 81

we may inwardly laugh, bitterly or wholesomely as we may, Beethoven invents
for us and presents to us a dance; an astonishing grotesque choreography for those
cumbersome and serious giants of the orchestra, the great contrabasses. So are
serious men made fools.
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And he makes the orchestra, willing or not, join in, until finally, when it
seems convinced of the harmlessness of the recent warning of the horn, and rises
to a peak of high good humor, he brings it to earth again. Insinuatingly the
plucked strings, with hysterical assistance from the woodwind, timidly echo what
lately was the bold proclamation of the horn, and Beethoven makes of the orchestra
a single plangent instrument. Gone now are the powerful phrases of strings that
rocked perilously for 2 moment in the upper ranges, and then plunged with ever-
increasing power and confidence into the gloomy terrain of the bass. Gone the
golden glints of trumpet and of horn. Now all is fearful and fervid and furtive;
now suddenly there is all but silence.

But it is not silence. One can all but hear the sound of heavy breathing in
the faint note of strings, held pianissimo against the throbbing of timpani, throb-
bing in that grim and awful rhythm that has never ceased since this music began.
But now it changes, it falters, it comes more quickly but still mysteriously and far
away. Without the slightest change in color or in power of tone, with nothing but
an alteration of rhythm and, later, flickering interjections of the strings, Beethoven
effects a marvelous clearing of this overcharged atmosphere. Suddenly there is a
feeling of great joy to come; suddenly there is a fiercely brilliant crescendo, and
finally a golden blaze of tone from the whole orchestra.

This extraordinary transitional passage is one of the most thrilling things in
music. The hypnotic spell exerted by the long-sustained pianissimo; the low thun-
ders of pulsing drums and curious flickerings of the strings, like summer lightning;
and then, like a great shout of triumph impossible to restrain, the sudden bursting
forth of the brass—all these combine in a sublime and powerfully moving effect
that has no parallel in music.

Fourth Movement

Beethoven reserved for this outburst the three trombones, which take the lead
in the first pronouncement of the movement:
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Depth is added by calling upon the contrabassoon; brilliance by the inclusion of
the piccolo. Later, in another subject, the coloring of the orchestral texture is
altered, but not its exuberant spirit. The clarinet, joined by violas and cellos, has
this happy phrase:
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These are the chief materials out of which Beethoven weaves the glowing
fabric of this wonderful music. Here is joy that seems almost delirious; here, after
the humors and questionings and communings of the previous music, is exaltation
beyond restraint. What if, in the midst of this frantic rejoicing, comes the recollec-
tion of the summons of fate, or of the bitter laughter that once seemed the only
answer to that dreadful knocking? It serves only as a new point of departure for an
exploration of the happy possibilities of the present movement, and by contrast,
makes them happier and more wonderful.

Perhaps it is possible, after hearing and thinking upon this music, to reflect
that fate, after all, is but the composite and the resultant of all the diverse forces
of life, of all our own deliberate acts; and to come to the realization that “we our-
selves are heaven and hell.” When fate knocks too persistently at the door, per-
haps this music, and the sublime thoughts of the great man who spoke through it,
will disarm that dreadful visitor and rob him of his terrors.

[ NS N

Symphony No. 6 in F major

[“Pastoral”] .

THE “Pastoral” Symphony was first performed in 1808, and probably had been
composed, for the most part, during the early months of that year. In it Beethoven
departed radically from the fundamental idea of his music up to that time, in that
the symphony seeks to represent, to a certain extent, a story and a picture. There-
fore, it would seem to come perilously close to what we know as “program music,”
although an intimate examination and study of it places the “Pastoral” in a quite
different category.

Beethoven was probably the first to attempt quite so frank a depiction of
nature, through an extended composition. Imitations of the sounds of nature were
probably no great novelty—and Bach had inserted an instrumental imitation of the
crowing of a cock into music descriptive of the Passion of the Saviour. The entire
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“Pastoral,” however, relates to a country visit and to country scenes and incidents
—and involves the imitation of several varieties of bird songs.

First Movement

“The awakening of serene feelings on arriving in the country”

That Beethoven should create one great musical work under the inspiration
of nature was perhaps inevitable. Though his ancestry was Dutch, nevertheless he
was a German of the Germans in his passionate love of nature, of birds and brooks
and growing things, and in the naiveté and ingenuousness of his response to them.
To walk by himself in the woods, to sit in the crotch of a favorite tree and sketch
his musical ideas, to be out of doors at every opportunity were to him the acme
of happiness.

The “Pastoral” Symphony is not, actually, the story in music of a journey into
the woods. It'is rather an expression, in music, of the spirit of nature, and the
feelings aroused in one by communication with nature. To call the symphony
“program music” is to slight the music and belittle the composer. True, here and
there we encounter more or less literal details—but these only in sufficient number,
and with sufficient emphasis, to center our attention on the sights and sounds that
engendered the feelings expressed in the main body of the work.

The sweet cool moist airs of “incense-breathing morn” envelop the opening
measures of the first movement . . . like a scarcely felt zephyr, barely stirring dew-
laden leaves, yet awakening drowsy birds and all but silent flutterings among the
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trees. It is significant that here, in a passage that is anything but showy, the com-
poser should have written in double counterpoint (a musical device: the simulta-
neous presentation of two distinct melodies) in order to gain an effect of pastoral
simplicity! Yet precisely that effect # achieved, because the complicated poly-
phonic figure springs with utter naturalness from under the Beethoven hand. It
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was the tongue in which he spoke; its mechanical and technical complications were
as nothing to that musical-mathematical mind. The result is, to the ear, an utter-
ance najve, free, natural, infallibly expressive of what it seeks to convey; to the
mind, it is at the same time a wonderful and perfect synthesis of sounds.

The blithe spirit aroused by arrival in the green countryside persists through-
out the movement. It teems with life and vigor—yet it is the mist-veiled vitality of
springtime. There is no heaven-storming climax, no imperative summons of the
orchestra’s mighty sonorities, but rather an impelling growth and vigor as subtle,
as mysterious, and as inevitable as the force that pushes a spearhead of grass
above the fresh brown earth.

Second Movement
“By the brook”

Beethoven’s brook is a placid and clear stream, gently flowing, rippled by the
lightest of breezes, and mirroring an unshadowed sky. Overhead, branches, bud-
burdened, sway in a smooth untroubled rhythm; they might have been willows,
bending lovingly over the calm waters, and as lovingly touching the waters’ shining
bosom. Strings give forth the main thematic ideas, with strings, again, in the
sweeping but not obtrusive rhythm that accompanies the chief subjects.
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Presently the woodwinds—what poetry, what significance in that name at
this juncture!—sing the melody. Again, a second theme is unfolded in the string
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section, but briefly; cellos below and clarinets above repeat it, while in a kind of
duet, bassoon and violin deliver themselves of a kindred melody. Occasionally a
sweetly dissonant trill, high in strings, or perhaps in the woodwind, ruffles the
placidity, as if some swooping bird had touched in flight the polished bosom of the
waters with tiny claw or plumed pinion.

Nor are the birds wholly imaginary. Here Beethoven indulges in a literal
touch—explicitly indicated in the score. After a mild little climax, there is a brief
hush, as of the anesthetic warmth and stillness of midday; then, quite clear,
quite suggestive, come the calls of birds. The trill of the flute is the song of the
nightingale; the little figure in repeated notes, for the oboe, is the thin and pensive
piping of the quail . . . and the cuckoo call of the clarinet is unmistakable. But not
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even a birdcall disturbs the sweet complacence in which the movement ends.

Third Movement
“A jolly gathering of coumtry folk”

Now the woodland wanderer comes upon a merry group of countrymen, in a
holiday revel. The music is obviously and inescapably dance music; the tune, one
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that might have been born in the misty history of Erin, for Irish it is, even to
the very characteristic ending. Its first cadence is sounded in strings alone; the
flute, bassoon, and oboe join in the answering phrase. It is dainty; it is light; it is
appealingly simple and naive in rhythm and in melodic line.

After this theme is somewhat developed, a new one, more song than dance
although in the same gay rhythm, appears in the solo voice of the oboe—sug-
gesting, we may remark without irreverence, a quaint little German folk tune* that
every schoolboy knows. The tune gathers to itself new color and strength when
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it is given, after a space, by the mellow horn. Now a new rhythm, heavyfooted,
rather slow, like peasants in a rude dance, keeps the music moving with a
kind of uncouth grace. And again, the original merry tune returns, the entire first
portion of the movement being repeated.

Storm and Tempest

But suddenly (third section of movement) a new voice, agitated, fearful,
crying a dread warning, appears, to send the merrymakers scurrying for cover.
Black clouds, pregnant with lightnings and with rain, are driven swiftly across a
frowning sky. Trees groan and bend in agony under the first onslaught of whistling
winds . . . a blinding bolt rends the heavens . . . the very earth quakes under the con-
cussion of thunder. And then the rain . . . keen shining lances driven into the warm
sod . . . a fierce storm, but swiftly over. Hardly have the first signs of its waning
fury appeared, before we hear music expressing a religious thankfulness. The first
timid bird lifts up his tiny song, a shepherd plays upon his pipes, and the sun
shines once more.

In this section of the symphony some interesting presentiments of later
Beethoven music are discernible—notably, during the storm scene, certain pass'ages
later employed, almost as they stand in the score, in the composer’s overture
to Egmont.

Fourth Movement
“Gladsome and thankful feclings after the storm”

The shepherd’s song, and the quasi-religious sentiment expressed at the con-
clusion of the storm scene, form the basis for the construction of the fourth
movement, ‘The music broadens tremendously; the once almost playful rhythm

* A doggerel about a dachshund.
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takes on an impulse of deep and solemn feeling; and yet the simple and straight-
forward spirit of the music is never for a moment lost. An occasional brief trill
recalls the tremors of the terrifying storm . . . but the solemn joy of the movement
is scarcely disturbed, and it proceeds in a splendid elaboration of the basic elements
of tranquillity and thankfulness.
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The variations built up on the basic material are more than representations
of it in ornamented style; they are truly developments and elaborations, spring-
ing from the intrinsic musical possibilities of the themes themselves. And still,
throughout its complications, there is in the movement the same delightful clarity
and candor that distinguishes the symphony as a whole.

The climax, at the end, is not effected by the commonplace burst of sonority
and brilliance, but rather by a gradual subsidence of the orchestral forces, dur-
ing which the most careful listening will disclose, against the scales that appear in
the violins, viola, and (doubled) in the cellos and basses, a faintly blown reminis-
cence of the basic theme of the movement, sounded upon the muted horn. Sturdy
Beethovenesque chords end the movement and the symphony.

N

Symphony No. 7 in A major
[Opus 92]

Tug Seventh of Beethoven’s nine symphonies was written during one of the com-
poser’s more and more frequent periods of spiritual travail. His deafness was daily
growing worse; a love affair had but recently been broken off, and the political
situation, in which Beethoven was always interested, was not at all reassuring.

These circumstances perhaps helped to solidify certain traits in the character of
the composer which had been developing for quite some time. The symphony reflects
them. It is touched with the boisterous, often crude humor of its author; it is not
without 2 mordant bitterness, yet a bitterness, penetrating as it is, that is never
precisely pessimism, and certainly never despair.

Beethoven himself, despite his increasing deafness, conducted the first per-
formance of the Seventh, from manuscript, on December 8, 1813, at the concert
hall of the University of Vienna. It is interesting—and refreshing—to note that
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notwithstanding the composer’s difficulty in hearing, and his often ill-timed and
sometimes absurdly exaggerated gestures, the symphony was received with acclaim.

First Movement

The magnificent introduction to the movement presents the themes very
clearly indeed. The first comes at the very beginning, separating itself, in the thin
voice of the oboe, from the mighty opening chord. As it slowly progresses, in long

Poco Sostenvto

elliptical phrases, the full orchestra emphasizes its periods with powerful chords.
Presently the strings intone ascending scales in crescendo, the basses alone holding
aloof from these until the apex of their power is reached. Now the second theme of
the introduction, again in the penetrating voice of the oboe, sounds rather sadly and
wistfully, but the orchestra derives from it figures of tremendous breadth and power.
In the midst of this development comes a sudden pause. A nervous flicker of string
tone . . . an impatient ejaculation from the full orchestra . . . tentative, hesitating
reduplicated notes in the upper woodwind . . . and suddenly the main theme of the
movement proper appears in the silken tones of the flute. Now we begin to perceive
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the reason for designating the Seventh as the “dance symphony,” for this quaint
little theme, so soon to be the foundation for a vast and infinitely varied structure of
tone, is unmistakably imitative of a folk dance. In fact, it resembles rather strikingly
certain cadences of “The Low-Backed Car,” an Irish tune of considerable age, and
almost a perfect old-fashioned jig.

The many different forms into which this theme is molded by the genius of
Beethoven are really amazing in their constantly renewed variety and shifting or-
chestral color. Somber touches there are, indeed—as if Beethoven, instead of feeling
the bitter and gruff humor which pervades the symphony generally, became sud-
denly and acutely conscious of his woes . . . and the revel of tone and color is on
again with perhaps an almost ecclesiastical chord thrown in like a pious grimace,
now and then.

Toward the end there is 2 new burst of revelry . . . an occasional curious hesi-
tation, as if the composer distrusted, momentarily, his ability to remain keyed to
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sardonic humor, and stood undecidedly on the brink of melancholy. But there is
fierce vehemence and power at the end.

Second Movement

The second movement happily falls short of being a funeral march. The sug-
gestion is powerfully present; yet, hear it through and you decide that now Beetho-
ven is serious rather than sad, philosophical rather than pessimistic. The first theme,
ushered in by a somber chord in the horns and woodwind, is gloomy and ominous,
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but the countertheme, though still in the minor mode, lends a brightening touch of
hopefulness. There is always a gleam of light in Beethoven’s darkness.
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With rigid economy of material, the composer achieves in the second move-
ment certain amazing contrasts. The softly stepping basses suggest an atmosphere
of mystery . . . solemn portent . . . lowering clouds of woe . . . and yet almost the
same figure, assigned to the brighter ranges of the string section, is bright with
hope, vehement in exhortation, passionate in pleading. The rhythms of the two
themes—one persistent and strongly marked, the other fluent and flexible as a
stream—are oddly contradictory, yet fitted together as perfectly and as wonderfully
as the angular and refractory fragments of a mosaic are brought together to form
figures of gracious curve and motion.

There are further contrasts—in color and tonality as well as in rhythm. Note,
for example, the appearance of the third theme of this movement. It is introduced
shortly after the beginning of the third section of the movement. Note, too, the
fascinating fugal treatment at the close of the second section.

As the movement draws to a close there is 2 slowly pervading light. The orig-
inal themes are glorified and sublimated in the mysterious tones of the horn and in
the floating unreality of the upper woodwind ranges . . . a final daring touch of
grotesquerie in the plucked notes near the end . . . and at last an unexpected altera-
tion in accent that brings the movement to its conclusion.

T hird Movement

Beethoven was famous for his playing of slow passages at the piano, and his
expression of himself in a similar style through the orchestra is equally distinctive.
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But, hearing certain of his scherzos, such as the present movement, it is sometimes
difficult to perceive why the distinction should have been made in favor of the more
stately and dignified andante and adagio movements.

J‘...:Pmsi'___ e S S
"’-.“-_-‘-'===“.r=-".‘.-====='- e .=§=*‘:_—%=:‘_._:. —
- }(Wohn: amlfﬂu{-es) » b s ’

For here are wonderfully vigorous and elastic rhythms; rugged gaiety, sus-
tained exuberance and expression of the most fundamental joys of life, all of which
contribute to the construction of music which in its own way is quite as moving,
quite as expressive and impressive, as the soberly melodious slow movements. Grant
that the mood of Beethoven was more often sad than joyous; the joyous mood,
when it does come, is none the less truly Beethoven!

The first theme opens the movement. It approaches wildness almost as closely
as Beethoven could, yet underneath it is possible to see the perfectly ordered struc-
ture. Brilliant orchestral color is freely applied, especially when fragments of
thematic material are repeated in different sections of the orchestra. Superb climaxes
develop with the ascending scales . . . and suddenly the swift scales are reversed to
give a new effect.

Perhaps the most striking contrast is effected about the middle of the move-
ment, however, when the boisterous opening section is repeated, in tones of ethereal
delicacy, yet with every original detail of accent and phrasing perfectly imitated. It
is dreamlike, reminiscent—or like seeing through the mist of years some beauty
once beheld in all its vivid, glowing splendor.

The contrasting theme, as will be remembered from the preliminary discus-
sion, is much slower, and rather solemn. We hear it in a combination of clarinet,
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bassoon, and horn, with the last most prominent: and against it is poised a long-
sustained note of the violins. Later the theme is presented in a similar figure, but
with most of the orchestra intoning it against the long quivering flame of tone put
out by the trumpet.

The second division of the movement reveals development of the themes so
clearly posited in the opening section. As the end is approached a prayerful spirit is
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breathed gently into the music . . . only to be elbowed roughly aside by the violent
chords in full orchestra that bring the movement to a close.

Fourth Movement

The powerful opening chord in the string section is answered and reduplicated
even more powerfully by the remainder of the orchestra . . . again the same figure
. . and with scarcely a pause the wild dancelike first theme leaps into dynamic life

. 2 bacchanal indeed!
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Here the “dance symphony” reaches its apotheosis. Here the fundamental, the
primal source of all music—rhythm—holds complete sway. There is an almost
savage, primitive joy in these measures; a fierce exaltation of the purely physical
that could be expressed only through rhythm, which more closely than any other
element in music approaches and appeals to the physical. It is almost impossible for
any human being to remain motionless through this movement!

One does not, now, give that rapt attention which might have been demanded
by the second movement, or by any of Beethoven’s more serious melodies. No: here
we become, whether we will or no, a part of the rhythm created and driven along
by the composer, conductor, and orchestra; something involuntary, something deep
within us, leaps and moves to the headlong abandoned onrush of this music.

The second theme, which appears after less than half the first division of the
movement has been played, is almost as bacchanalian and contagious as the first, and
it leads to even wilder revels, But suddenly, near the end there is 2 mysterious
change, so subtly effected that we are scarcely conscious of the means employed.
The original subject reappears, now in the tender, tremulous accents of the flute
. . . infinitely gentle, pensive, yet still touched by joy. It is but a bit of byplay . . .
an aside . . . a highlight, a momentary distraction . . . and the wild dance goes on
until the end.

N 7D

Symphony No. 8 in F major

THERE seems to have been a curious ebb and flow in the inspiration, the power,
and the moods that were Beethoven’s. The Eighth Symphony, charming as it is, no
" more represents the mature and full-statured Beethoven than does the First. The
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heroic proportions and valorous spirit that distinguished the Third, the fierce and
godlike rages of the Fifth, the vigor and bacchanalian abandon of the Seventh—
there is little of any of these qualities to be discovered in the Eighth, nor is there
much that could be regarded as evidence of the forthcoming Ninth and last of the
symphonies. Perhaps these even-numbered symphonies were the result of the sheer
urge to create that certainly drove Beethoven in every waking hour; and perhaps
the incidence of the creative urge, and of material out of which to fashion his
creature, were not simultaneous. Beethoven had, nevertheless, so mastered the
form and the medium that even such habitual workings of the spirit, as exhibited
in the present symphony, take on the aspect of masterpieces.

Beethoven was perhaps too concerned with troublesome and unmusical things,
when this music was written, to abandon himself thoroughly to his inspiration. His
deafness, already a handicap in his profession, was beginning to prey upon his
mind. His brother, Johann, had involved himself in an affair with the landlord’s
daughter, and the hot-tempered Beethoven rushed to Linz to take the matter into
his own hands: so successful was he that the result was precisely what he had
wished to prevent. His brother married the girl. There is something at once droll
and pathetic in Beethoven’s hotheaded and tactless interference in his young
brother’s love affairs. Although he loved ladies of quality, he was none too dis-
criminating in his own amours—he died of an affliction rarely contracted from
respectable individuals—yet he rushed incontinently to prevent a liaison, not to
mention a marriage, between his brother and a girl of the servant class.

However disturbing these circumstances were, they did not prevent Beethoven
from completing, during the year 1812, the Seventh and Eighth Symphonies; a
trio for piano, violin, and cello; a sonata for violin and piano, and certain less
important works. The Eighth Symphony was not performed, however, until more
than a year later. It was first presented at a concert in Vienna, on Sunday, Febru-
ary 27, 1814. A little more than thirty years later it was played by the Philhar-
monic Society of New York, in November, 1844. It was not favorably received
at its first performance, nor has it ever become a favorite to rank with certain
others of the immortal Nine. However, the overfrequent playing of the favorites
has the advantage of turning attention, ultimately, to the less-known symphonies,
and for this reason, perhaps, the Eighth is appearing more frequently on sym-
phonic programs. It is worthy of frequent hearing, and certainly repays in pleasure
the most careful attention.

First Movement

The rugged directness, amounting to brusquerie, that so often marked
Beethoven’s “company manners” is reflected in the bold and unheralded procla-
mation of the chief subject at the very outset. It is played in full orchestra, and
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vigorously, in downright 34 rhythm. The violins succeed with a brief delineation
of a graceful swaying figure, broken by a hesitant pause, and taken up then by
woodwind (bassoon). The somewhat dessicated tones of this instrument insinuate
themselves into the melodic pattern of a second theme, introduced by the violins,
and presently emerge in the brighter company of oboe and flute, with a restate-
ment of the second theme.

The movement follows, in the main, the conventional pattern of the sonata
form. With the exception of a few notable features, the entire work harks back to
the earlier Beethoven—the derivative, exploring, but still form-bound Beethoven.
For the stylized development section of the movement, Beethoven selects as basic
material the swaying violin figure mentioned above, combined, at times, with the
first few notes of the principal theme. A powerful restatement of this chief theme,
delivered by basses and bassoons in their most assertive tones, is the most con-
spicuous feature of the formal recapitulation. To end the movement, Beethoven
indulges in one of those long and reluctant codas that comes close, at times, to
arousing impatience. It is as if the composer, having discovered a pleasing idea,
was loathe to let it go. But a final version of the first theme signals the end of
the movement.

Second Movement

In consistency with the formal character of the symphony, the second move-
ment appears in one of the nearest related keys—the key of the subdominant,
B-flat major. Contrary to convention, however, the second movement is the
scherzo, though not so marked in the score; and there is no directly contrasting
slow movement.

This is the shortest symphonic movement in the Beethoven literature—and
one of the most charming and graceful. In it we find an ingratiating and finished
and gently humorous quality which can only be described by that outmoded and
misused word “elegance”; yet it has strength and vitality and energetic action.
Berlioz remarked that the movement is so complete, so logical and final, that it
seemed to have “fallen from heaven into the brain of its author, and to have been
written at a sitting.” But this is the art that conceals art, for an examination of
Beethoven’s sketchbooks and papers has shown many sketches which ultimately
found their development in this movement.

The opening theme is of interest, not only in its charming self, but because it
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is identical with a little “round” which Beethoven composed extemporaneously at
a dinner given for him by some friends. Among the guests was Malzel, good friend
and inventor of the tyrannical metronome. Beethoven, with rare but charming
graciousness, imitated with staccato notes the ticking of the inexorable metronome
in the little round, or canon, which he called “Ta, ta, lieber Milzel”

The opening theme is presented by the strings, with woodwind accompani-
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ment. It is full of geniality and good humor. The theme, and the movement as a
whole, are. a dangerous temptation for the conductor who wants to make an
“effect.” There is a distinct inclination for the music to get out of hand, and, if it
is taken too fast, Beethoven’s effect is completely destroyed. A metronome on the
conductor’s stand would be an excellent idea, in some cases; though, on the other
hand, there are conductors who beat time just as regularly and automatically.

The second subject, even gayer than the first, presently succeeds, and the
whole movement, brief though it is, creates a delightfully happy and friendly
atmosphere.

Third Movement

Here is a conventional symphonic minuet, the characteristic third-movement
form of Beethoven’s earlier years. It is rather curious that, unless seized by some
fury quite beyond the bounds of conventional expression, Beethoven could turn
to the devices of the purists and the formalists, and beat them at their own game.
Even here, when he wrote more or less to a pattern, the composer exhibits elements
of the power and individuality and imagination that set him so far above his
contemporaries. The minuet of Beethoven has vigor in its rhythm. There is nothing
mincing about it. A lovely melody springs from the assertive rhythm established
in the first two measures. The violins sing it, and the serious bassoons imitate

them a bit later. The trio, or middle part of the movement, is developed mostly
by a pair of horns and solo cello; later, the clarinet has pleasant and melodious
things to say. The third section of the movement is identical with the first.
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Fourth Movement

There is nothing in the preceding movements to prepare us for the outburst
of force that occurs in the final movement, except that, in so far as we are already
acquainted with the composer’s mercurial temperament and his love of violent
contrasts, we might have been led to expect something serious and potent in the
closing section of his work. Where all has been grace and lyric loveliness and quiet
humor, we now find Beethoven drawing a sweeping and vigorous circular tonal
pattern; a formal, yet free and almost boisterous gesture in which he asserts his
more usual self. Roughly, the movement is in rondo form. The very simple open-
ing theme is developed into a forceful and eloquent expression. Prompted by the
violins, the full orchestra in a vigorous forte asserts the primary musical idea. A
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second theme is also given to violins, then to woodwinds. The structure of the
movement is so beautifully clear that to follow the thematic material through its
development is, in spite of the moving pace and constant accessions of orchestral
power, a fairly easy matter.

There is a concluding section of considerable length, derived for the most part
from the two principal themes. The symphony ends in an atmosphere of healthy
and vigorous gaiety.

(O AN

Symphony No. ¢ in D minor with Choral Finale on
Schiller’s “Ode to Joy”

IT 1s not improbable that Beethoven set about the work of composing this mighty
symphony with a conscious effort to surpass even himself. He had been collecting
material for it during a period of years, and when finally he applied himself to
the task, he seems to have been seized with a demoniac energy and power, and an
influx of inspiration that expanded him to his most gigantic stature—and at the
same time exhausted him. For in this music Beethoven finds the orchestral instru-
ments, and his own superb knowledge of their powers, insufficient; he turns to the
human voice for the final expression of the cosmic thought and emotion that surged
within him.
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The scholastic musician has argued for years about the merit and propriety
of including, as climax, a chorus in the finale of this symphony; about the status of
this chorus—whether, indeed, it should be regarded as an integral part of the
symphony, having its real origin and justification in what has preceded it, or as
merely an incident, a dramatic device. The latter opinion seems untenable, in view
of the references to preceding themes made in the last movement, as well as their
comparison there with the theme of the Ode o Joy. Furthermore, it can be sug-
gested, at the risk of being regarded as flippant, that in the final movement
Beethoven made no real departure from “absolute” music, because, in the first
place, he treats the voice quite like an instrumental group in the orchestra; sec-
ondly, because the vocal parts are so written (and so badly written, from the
singer’s standpoint) that the words become unintelligible, and the Ode 20 Joy
has no significance except that expressed through tone, through rhythm, and
through melodic line. Which is quite sufficient.

It is not to be supposed that Beethoven’s literary taste was of the most dis-
criminating; yet it has always seemed highly questionable that the symphony, after
its marvelous setting forth of the whole gamut of human joys, could settle upon
so gaudy and vague and verbose an outpouring as Schiller’s Ode as the ultimate
expression of Beethoven’s thought and feeling. It is more reasonable to believe
that the vague references to human brotherhood and world embraces touched the
great heart of the composer, and supplied to him an idea of greatness and of
universality and humanity. For he was always the democrat, a man essentially
“of the people”; he could always be excited by an idea that seemed to promote
equality and brotherliness.

So, it is not a symphony on Schiller’s poem; the poem is but a vehicle for
drawing in the voice, the most expressive of all musical instruments. What the
voice says is, in performance, neither important nor intelligible; its rhythms and
intonations, not the words of the poem it sings, drive Beethoven’s thought into
our consciousness.

The symphony was first performed on May 7, 1824, in Vienna. Beethoven
did not conduct, but sat in the orchestra, following with a score, and vigorously
beating time for his own benefit. When the work was finished, he was still beating
time, and one of the chorus, noting his actions and knowing the reason for them,
touched him and turned him toward the audience that he might see the applause.
He had been deaf for twenty years.

First Movement

There is a feeling of striving, of discontent, of mysterious confusion and rest-
lessness in the music here. Beethoven seems groping for some utterance that will
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completely express him. It is a musical parallel to the mental agony of searching
for one certain word that persistently evades utterance, though it is clearly in
some remote and, for the moment, unresponsive brain cell. Fragments of melody
are snatched. hastily from the strings—and suddenly these fragments fly together,
miraculously like pieces of a shattered sculpture, and the bold and joyful theme
of the movement is shouted bravely forth by the full orchestra.

Tutd

The music is full of the brusque impatience, the brutal power that has been
exhibited but once before in the symphonies—in the Fifth; but here is another
kind of passion. There is a lift and a manly joyousness in this music that is far
removed from the stark agonies of that deathless utterance. This is the joy of
living, not the tragedy of life. And, without any alteration of the character or
spirit of the movement, without important mutations of the theme, that joy is
explored in detail; in a succession of strong yet melodious developments. There is
hardly ever a recession of the driving force that moves this music, except when,
occasionally, a reflective little song in woodwind gives pause; and toward the close
of the movement, where the orchestra finally wins back, after moments of sober-
ness, through a labored but powerful progression, to a final mighty pronounce-
ment of the principal theme of the movement. For once we are spared the lingering
farewells that so often marked Beethoven’s conclusions; here all is powerful and
sure and downright. All has been said that can be said on this theme, and so
Beethoven leaves it.

Second Movement

The beauty of musical form is not always evident to those who have not
been forced, by one circumstance or another, to study it; nor is it necessary,
always, to listeners whose joy in music is, as it should be, primarily sensuous. The
beauty of the fugued treatment of the second movement i, however, so clear and
perfect that no one can escape it. Not only are its contours exquisitely symmetrical
and rounded, but it is informed with a rare and irresistible rhythm, with tonal
color and contrast, with a high-spirited and at times almost rowdy vigor that seize
and shake the most phlegmatic.

There is a brief introduction, and then the subject is incisively projected by
staccato violins:
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Strings, staccato
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Various strings, horn, woodwind, bass enter upon and experiment with this
lightfooted and rollicking theme, building to climax after climax, with ever-grow-
ing assertiveness. Timpani, with a powerful rhythmic figure, renew the vigor of
the orchestra when it would seem to flag. For melodic contrast, there is a sweet
little theme, the melodic line of which actually has an ecclesiastical turn, but, as
it is played vivace, seems like 2 bucolic parody of a hymn tune:

Oboes and clarinets: bassoons

e e

This is the trio of the scherzo; the succeeding and final section is structurally
similar to the first, but in it Beethoven derives from the orchestra new and
shrewdly mixed tone colors. There are small fragments of melody, and near the
end, the second theme reappears briefly; but it is elbowed roughly aside by the
violent chords that close the movement.

If the first movement suggests the subjective joys of maturity and strength
and vigorous manhood, we may imagine that the second presents the endless round
of worldly pleasures—the cycle of superficial things with which man distracts him-
self, and which, ultimately, brings him back to the point from which he departed.
There is an intimation of Beethoven’s impatience and dissatisfaction with this kind
of pleasure, in the impatient chords that terminate the movement; later we shall see
that actually he was seeking a different kind of joy.

Third Movemen:

Everyone who knew Beethoven well enough to leave us some word of the
master has commented with admiration, with astonishment, at his skill in
improvisation, in transposition, and sight-playing; but all conclude with tributes to
the poetry of his playing in slow passages. Sir George Grove, the great English
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commentator, writes that it was not brilliance and technical skill in Beethoven’s
performance at the piano, but the “loftiness and elevation of his style, and his
great power of expression in slow movements, which, when exercised in his own
noble music, fixed his hearers and made them insensible to any fault of polish or
mechanism.” The adagio movement of the Ninth Symphony illustrates the com-
poser’s singular felicity in music of such a mood.

Bassoon, clarinet, oboe, and strings intone the introduction, and then in the
most silken tone of the violins the moving subject of the movement is exquisitely
sung:
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‘The music suggests a curious mixture of feelings. Complacence, passionate
yearnings, wistful melancholy—all have their expression here; there are even
echoes from the church, We can heartily agree with Hector Berlioz, when he wrote
of this movement, “If my prose could only give an approximate idea of them [the
melodies of the movement] music would have found a rival in written speech such
as the greatest of poets himself would never succeed in pitting against her.”

The serenity of the first song of the strings is presently altered, and we come
upon another theme, with a change of rhythm, of tonality, and of emotional plane.
This, in violin and viola, is deeper and more intense:

. - — .
b Lol v — - T e -
. W] N 0 W S O W —— 0 O T U W . oo o S0 NS N A W N .
£ TN LA S N S I S T SV S W S - - LS - —— - ]
= e ——— - I S N AN 2% — —— =}
' : o’ v Y -~ N ~—""

What joys did Beethoven contemplate here? Those of peace, perhaps; or ‘
those of assured and sanctified love. The variations erected over these themes do
not disturb their essential quality, but seem like new and sometimes less solemn
aspects of the prevailing thought. Toward the end of the movement the calm
atmosphere is somewhat disturbed by prolonged pealings from the brass, but the
long-drawn note of the trumpet fades once more into tremulous string tones, and
the woodwind, the horns return in their mellow mysterious beauty.

Fourth Movement

It is in the fourth movement of the symphony that Beethoven’s music reaches
that sublime altitude where with a single farther step it must of necessity become
vocal if it is to say more than the wordless instrumental voices say. That addi-
tional step is, of course, taken. But first there is a period of preparation, of reflec-
tion, of consideration and anticipation.

A wild discordant cry bursts from the orchestra; a succession of descending,
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then ascending chords, nervous and impatient, is driven forth in all its voices.
A recitative passage for the basses foreshadows an injunction to the rest of the
orchestra, which presently we shall hear in articulate form. But it is understood
now, as it were, by the orchestral instruments. Their dissonant utterance comes
again, but there is a pause, and, after the repeated adjuration of the basses, the
orchestra briefly explores the preceding thematic material for some ultimate pro-
nouncement, big and expressive enough for utterance of the mad exaltation that
is presently to come. It is now that we hear and feel the surge of the great under-
lying conception of the work beating against the barriers of inarticulate music.
The opening measures of the preceding movements are searched for even the germ
of the final joyous expression; they are searched in vain, and the orchestra vigor-
ously rejects them. There is a soft and distant voice in the cellos and basses, a
voice that grows stronger in its uplifting and unadulterated joy; yes, this is the
word, the phrase, the ultimate pronouncement that Beethoven sought. Stronger it
grows, until it is put forth right valiantly. It is the hymn to joy:

Cellos and basses

Now the other strings take up the joyous strain, and now the full orchestra.
Yet once more comes the terrible dissonance of the opening measures, and the
impatient chords, but now a voice of authority speaks. It is not the wordless voice
of an orchestra]l instrument but a vigorous baritone in a kindly command: “O
friends, no more these discords! Let us raise a song of sympathy, of gladness.
O Joy, let us praise thee!” Here is the moment toward which the entire work has
been striving, and now the voices dominate even the orchestra. To happiness is
added jubilation, and a fever of exaltation in which the greathearted Beethoven
reaches out to embrace the world. “

Baritone Soro, QUARTET, anp CHORUS*

Freude, schoner Gotterfunken, Praise to Joy, the God-descended
Tochter aus Elysium, Daughter of Elysium!
Wir betreten feuer trunken, Ray of mirth and rapture blended,
Himmiische, dein Heiligtum! Goddess, to thy shrine we come.
Deine Zauber binden wieder, By thy magic is united
Was die Mode streng geteilt; What stern Custom parted wide,
Adlle Menschen werden Briider, AL mankind are brothers plighted
Wo dein sanfter Fliigel weilt. Where thy gentle wings abide.

*The English translation is that of Natalia Macfarren, and is generally used in
American performances. It is published by Novello & Co., Ltd., London (New York:
The H. W. Gray Company, Agents). ,
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Wem der grosse Wurf gelungen,
Eines Freundes Freund zu sein,
Wer ein holdes Weib errungen,
Mische seinen Jubel ein!
Ja, wer auch nur eine Seele
Sein nennt auf dem Erdenrund!
Und wer’s nie gekonnt, der stehle
Weinend sich aus diesern Bund!

Freude trinken alle Wesen
An den Briisten der Natur;
Alle Guten, alle Bisen
Folgen ihrer Rosenspur.
Kiisse gab sie uns und Reben,
Einen Freurd, gepriift im Tod;
Wollust ward dem Wurm gegeben,
Und der Cherub steht vor Gott.

Ye to whom the boon is measured,
Friend to be of fathful friend,

Who a wife has won and treasured,
To our strain your voices lend!

Yea, if any hold in keeping
Only one heart all his own,

Let him join us, or else weeping,
Steal from out our midst, unknown.

Draughts of joy, from cup oerflowing,
Bounteous Nature freely gives
Grace to just and unjust showing,
Blessing everything that lives.
Wine she gave to us and Fisses,
Loyal friend on lifes steep road,
Een the worm can feel lifes blisses,
And the Seraph dwells with God.

The alternations of quartet and chorus bring constantly new and more intense
variations in the theme of joy, from the lovingly entwined melodies in the vocal
cadenza of the quartet to the sturdy assertions of male voices alone. Beethoven
introduces not only variations of the melody, but also of rhythm and tempo and
texture of the music, using at times certain sections of the chorus, at others various
combinations of chorus, quartet, and soloist; and finally, in the most exuberant
wvocal outburst in music, he asks of the whole ensemble the delirious, the frantic,
and almost unsingable closing passages. One wonders, especially during the inferior
choral performances which are so much more frequent than good ones, if in
evaluating this music we have not been too much swayed by its spectacular quali-
ties, or even by a feeling of relief and congratulation if the chorus actually does
sing always “in time and in tune.” If we did not know the complete sincerity of
Beethoven, it would be possible to think that here he “doth protest too much”;
that such frenetic, such almost insane jubilation, on so abstract a concept, cannot
be real. We can only conclude that Beethoven felt in it something quite beyond
the rather banal and pretentious verbiage of the poet, something even beyond the
powers of his own music. And so, we can but give ourselves up to the excitement,
the joyous madness of this symphony, and allow it to move us as it will.

The remaining portions of the choral parts are appended:

Praise to Joy, the God-descended
Daughter of Elysium!
Ray of mirth and rapture blended,
Goddess, to thy shrine we come.
By thy magic is united
What stern Custom parted wide,
Al mankind are brothers plighted
Where thy gemtle wings abide.

Freude, schiner Géotterfunken,
Tochter aus Elysium,

Wir betreten feuer trunken,
Himmilische, dein Heiligtum!

Deine Zavber binden wieder,
Was die Mode streng geteilt;

Alle Menschen werden Briider,
Wo dein sanfter Fliigel weilt.
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CHorus

Seid umschlungen, Millionen!
Dizsen Kuss der ganzen Welt!
Briider! iiber’m Sternenzelt

Muss ein lieber Vater wohnen.

O ye millions, I embrace ye!
With a kiss for all the world!
Brothers, o’er yon starry sphere

Surely dwells @ loving Father.

Ihr stiirgt nieder, Millionen?
Ahnest du den Schopfer, Welz?
Suck’ ihn iiber'm Sternenzelt!
Uber Sternen muss er wobnen.

O ye millions, kneel before Him,
World, dost feel thy Maker near?
Seek Him o’er yon starry sphere,

Q’er the stars enthroned, adore Him!

CHorus
Freude, schoner Gotterfunken, Praise to Joy, the God-descended
Tochter aus Elysium, etc. Daughter of Elysium, etc.
[anD] [anp]

Seid umschlungen, Millionen!
Diesen Kuss der ganzen Welt, ete.

O ye millions, I embrace ye!
With a kiss for all the world, etc.

Ihr stiirzt nieder, Milionen,
Ahnest du den Schipfer, Welt?
Suck’ ihn iiberm Sternenzelt!

Briider! Briider!

Uber’m Sternenzelt

Muss ein licber Vater wohnen.

O ye millions, kneel before Him,
World, dost feel thy Maker near?
Seek Him o'er yon starry sphere,

Brothers! Brothers!

OQ’er the stars enthroned, adore Him!

QuarTET AND CHORUS

Freude, Tochter aus Elysium,
Deine Zauber binden wieder,
Was die Mode streng geteilt;

Joy, thow doughter of Elysium,
By thy magic is united
What stern Customn parted wide.

Alle Menschen werden Briider,

AL mankind are brothers plighted
Wo dein sanfter Fliigel weilt.

Where thy gentle wings abide.
CHORUs

Seid umschlungen, Millionen! etc. O ye millions, I embrace ye! etc.

G\

Overture to “Leonora” (No. 3)

To THIs day there is some confusion, even among musicians, concerning the order
and identity of the several overtures which exist under the above title. Beethoven’s
only opera, Fidelio, was produced in November, 1805, but at its first presentation
bore the title Leomora. The overture played at this first performance, and of
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course first in the order of composition, is the one now known as “Leonora”
No. 2. After the first production of the opera, it was withdrawn, shortened, and
staged again with a new overture—the one now identified as “Leonora” No. 3.
The opera was again withdrawn, but in 1806 was to be put on the boards again
with a new name—Fidelio—and a new overture. This was known as “Leonora”
No. 1. The planned revival of the opera did not take place in 1806, but eight
years later, it appeared again, in its present form, with the title Fidelio, and an
entirely new overture also of that name. The overture considered here is that
generally played in concert—Number 3.

This “Leonora” overture is in certain respects a model for all operatic
preludes, since it bears within itself the germs from which the drama springs, and
even, to a measurable degree, developments of them paralleling the progress of the
drama itself. It is in three broadly defined sections, the first 2 slow movement of
tremendous dramatic and orchestral power. A descending figure which follows
indicates the progress of Florestan (the hero) toward his dungeon, and the suc-
ceeding woodwind melody, with accompaniment in strings, is the famous aria of
Florestan in the opera—‘“In the Springtime of Youth.” There is a transitional
passage full of mystery and foreboding, flashes like lightnings from flute and
violin, and fragments of other thematic material appearing briefly in the bass.
A powerful utterance in full orchestra indicates the beginning of the second main
division of the work.

Violins and cellos, doubled in octaves, present the important theme of this
section; after it has been thoroughly explored, and its possible musical develop-
ments clearly and elaborately exposed, a second theme, first given to the horns
and later to strings and woodwind, appears, and likewise is examined, analyzed,
and synthesized. Now comes a climax of tremendous power and intensity, the
brilliant trumpet against the mass of orchestral tone with its reiterated promise
of freedom.

A flute solo gives out the chief musical thought of the third portion of the
overture, and here again there is extensive development of and vigorous references
to the thematic material. The coda expands the gladness of the later sections of
the work into mighty outpourings of exaltation and triumph.

NI

Overture to “Egmont”

THis spirited, colorful, and dramatic music was inspired by the drama of the same
name, written by the German poet Goethe, and published in 1788. The play deals
with the political and religious struggles of the Spanish and the Dutch for sover-
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eignty in Holland, with Egmont, leader of the Protestant Dutch people, as the
tragic central figure. He is a curiously ineffectual hero, yet his leadership does
ultimately bring about the triumph of his cause after he himself dies for it.

The overture is in no sense “program music,” but it is neither too difficult
nor too fanciful to hear, in the opening bars, the cry of the oppressed, and the
answering crushing power of oppression. A sustained and poignant note, in the
united voices of the orchestra, is contrasted with heavy and vehement chorus.
Stronger protesting voices are lifted; mightier utterances crush them down. A
growing agitation, that might symbolize the mutterings of an angered people,
takes form and mounts to a climax of terrific power. Not yet, however, are the
people ready for triumph. Perhaps the succeeding music suggests the false promises
of politicians, and the vitiating influence of ease and pleasure. Yet the uprising
spirit cannot be indefinitely denied. A second and mightier climax arises; revolt
holds dreadful sway, and the hero envisions from the scaffold the triumph his
death shall inspire.

(O NN ]

Concerto No. 4 in G major for Piano and Orchestra

THE visit and triumphal tour in America during 1933 of that indefatigable
apostle of Beethoven’s piano music, Artur Schnabel, has revived interest in this noble
work., Why interest should ever have lagged is difficult to understand—if you can
hear Schnabel bring this superb music to life. The fact is, however, that pianists
have devoted themselves so exclusively to the Concerto No. 5 (the “Emperor”)
that for some time this equally magnificent music has been neglected. Curiously
enough, the past few years do not constitute the only period of neglect which this
concerto has suffered. Although the first performances, public and private, were
given by Beethoven himself (1807—08) and the work was highly successful, it lay
neglected for many years until Mendelssohn rediscovered it. It was played by him,
to the delight of Robert Schumann and other discriminating listeners, at Leipzig
in 1836, and as a result, was restored for a considerable period to public favor.

First Movement

It is possible that the driving inspiration out of which was born the Fifth
Symphony also produced this bold and compelling music. It has moments in which
the fierceness of the Fifth rages again, and certainly it was written during that
wonderfully productive period when Beethoven, though buffeted by unfriendly
circumstances, brought the Fifth into being.

In the very opening measures Beethoven ignores a conventionality. Instead of
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the usual orchestral introduction—which in some of the piano-orchestral works
was very long—he drives at once to the heart of the subject with a firm assertion of
the major musical premise by the piano. The solo instrument establishes a con-
templative, but not melancholy mood, and the orchestra, though rather suddenly
and surprisingly effecting a2 modulation to the key of B major, is unable to shake
off the poised and meditative feeling of the music. As if abandoning such an
attempt, the ensemble returns to the original tonality, and, after some develop-
ment of the central idea, presents, after a brief transitional passage, two new
musical fragments which will be heard conspicuously on occasion throughout the
movement.

The first of these is assigned to the first violins, and on its repetition, changes
color with the incisive tones of the oboe. Between it and the second subsidiary idea
lie sturdy chords in full orchestra; then comes another little subject given, like its
predecessor, to the violins. Derivations of the first subject occur now and again,
and are frequent in the accompaniment which the orchestra supplies during a short
cadenza for the solo instrument.

The piano of Beethoven’s day, though essentially the same as the present
instrument, certainly was vastly inferior, in tone, in power, and in mechanical
action and responsiveness. Yet in the creation of his melodic line and rhythmic
pattern, Beethoven strangely seems to have written, not only for the instrument
of his own time, but in anticipation of the modern pianoforte. This is particularly
noticeable here in this movement, when the orchestra presents to the solo instru-
ment a challenge in the form of a beautifully lyric melody. The piano at once
takes it up, and in a period of development and ornamentation, derives from it a
wealth of beautiful figures that are completely and ideally “pianistic.”

With the basic material of the movement presented and partly developed,
Beethoven now proceeds to demonstrate the fertility of his imagination, and at the
same time to explore—without making a mere technical display of the exploration—
the possibilities of the solo instrument. Fragments of thematic material are scattered
with abandon between orchestra and piano; electrically swift and brilliant scales,
sweeping arpeggios, sonorous chords are developed from the relatively simple melodic
structure underlying the movement. For a climax, there is a cadenza that extracts
the last measure of dexterity and musicianship from the solo performer; and with a
short coda comés the expanding crescendo that leads to the end.

Second Movement

It was such a movement as this that Beethoven himself delighted to play. No
doubt he felt the technician’s delight in more definitely bravura passages; no doubt
he delighted to amaze his friends with his dexterity and sureness; but when he
played slow movements on the piano, he utterly subdued and captivated them.
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There are more sentimental passages among Beethoven’s andantes, but none
more highly keyed, emotionally. In several respects this movement suggests certain
features of the Fifth Symphony. The contrast of the harsh vehemence of the
strings, in their presentation of the main theme, with the gentle and appealing
responses of the solo instrument, recalls the rough energy and delicately curving
grace of the two first themes of the first movement of the Fifth. Then too, the
particular rhythmic and dynamic character of this movement, establishing as it
does relationship with both the allegro of the first movement and the vivace of the
third, recalls that at the time this music was written Beethoven was also con-
cerned with the Fifth and the wonderful transitional passage that lies between its
third and fourth movements.

Of course, such considerations are wholly immaterial to the enjoyment of the
music, though unconsciously we are affected by this brief preparatory and transi-
tional mood. The contrast and conflict between the stern utterance of the strings in
unison, and the mild responses of the solo instrument, weaken now, and as the
movement progresses, the assertions of the strings become less vigorous. It is
exactly as if some untamed spirit were subdued by the very persistence of gentleness.

Third Movement

The rondo, into which form the unruly music of this movement is constrained,
is filled with the rough humor and heavyfooted gaiety which Beethoven, in his
personal life, so often exhibited. It suggests a peasant dance, with more vigor than
decorum, but with an infectious rhythm that is quite inescapable. The first theme
is put forward by the strings, and the piano seizes upon it, translating it, with
embellishments, into its own particular language. A second idea is similarly handled,
except that, on the last three notes, there is some mischievous byplay between
piano and orchestra, as if the theme were being snatched back and forth, each of
the rivals unwilling to let it go. A fortissimo projection of the theme in full
orchestra seems to settle the matter, and the piano abandons it to rise through a
brilliant chromatic passage to the lovely second theme.

The orchestra appears still interested, at intervals, in the first musical subject
of the movement, and suggestively puts forward a few notes of it. The piano,
absorbed in leaping arpeggios and later in a brief but brilliant cadenza, ignores all
else until a strong statement of the theme in its original form occurs. Now the basic
material of the movement is completely and wonderfully developed, the rondo form
being observed rather loosely. Fiery passages, calling upon the most extended powers
of both solo instrument and orchestra, bring us eventually to the final cadenza,
a magnificent flourish at which the doughtiest pianist might quail, but in which a
great artist detects and exposes Beethoven’s extraordinary understanding of the
instrument. There is little more to be said after this superb exhibition, and the
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movement closes after a final impassioned insistence upon the opening theme, and
brief concluding passages.

Concerto No. § in E-flat major for Piano and Orchestra

BEETHOVEN was too sincere a musician, and too impatient of convention, to have
written here a work designed solely to exploit the technical possibilities of the
piano. Most concertos of his day, and for some time after him, were so designed;
and though they delight the virtuoso, who is essentially an exhibitionist, and the
average audience, which is always more impressed by technical thaumaturgy than
by music, they are frequently of little fundamental music value.

In composing this work Beethoven neither ignores entirely the classical raison
d’étre of the piano concerto nor slavishly regards it. He makes music which—
incidentally—does exact the maximum of technical ability from the solo performer.
At the same time he writes great music, for orchestra and piano; music which i
definitely and sincerely expressive of a series of emotional states, as all music should
be; music which inevitably calls for this particular combination of instruments.

The orchestra has its just share in the music. It has sections which might have
been taken from a symphony, so significant, so large in concept, and so rounded
are they. The music given to the orchestra is intimately bound up with that of the
piano—yet the piano, when it speaks, is always the dominating voice. If you choose,
regard it as a display piece, vast in scope, shrewd and exacting in its requirements
of the solo instrument, amazing in its difficult brilliancies. But it is more important
and more satisfying to accept it as music of profound and satisfying emotional
significance.

First Movement

Something of Beethoven’s characteristic directness is lacking in this first move-
ment. There is no immediate, bold statement of themes; no frank revelation of the
composer’s thought; no forthright “declaration of intentions,” such as we usually
find in the symphonies and in other concerted works. Here Beethoven seems to
prefer an atmosphere of suspense . . . and the lengthy introduction leads us to
suspect that something of unusual importance is presently to be brought forth.

The orchestra has by far the larger share of the introduction. The piano is
heard in brief flashes . . . promise of what is to come; but to the orchestra
Beethoven devotes most of the introduction, and in it implants the germs of the
thematic material upon which the first movement is to be constructed. You will
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sense these thematic ideas as they appear, mostly in the woodwind, but finally in
the piano also.

As the movement progresses, the orchestra holds sway for 2 moment, and
then the first important part for the piano appears . . . a lovely rippling figure
against a syncopated figure in pizzicato strings. Here is a passage wherein a pianist
of taste and discretion may make use of a subtle rubato—but the soloist who over-
does it is unfortunate, for Beethoven has laid a trap for him in the following
phrases. Now there is a frank acceleration that leads to chords of great vigor in
full orchestra. In turn comes a somewhat gentler, lyric mood, in which melody
flows back and forth like a wave between orchestra and solo instrument,

A brief little song in the silvery upper ranges of the piano . . . a flashing duel
between piano and orchestra in mighty chords . . . typical Beethoven melodic and
rhythmic progressions . . . and once again we hear the opening theme—once again
the rippling flow from the piano against the plucked strings.

The final section of the movement represents in new guise the thematic
material we have already heard . . . and also fragmentary musical ideas poised
against long and glittering piano scales. But chiefly it is the orator’s peroration, the
summing up, the final emphatic statement, supported by all the power that
emphasis and striking methods of presentation can confer., Three mighty chords
end the movement,

Second Mowvement

Enough has been said and written of Beethoven’s slow movements to prepare
us now for a period of exquisite and soul-searching loveliness. And in this adagio
movement, the Master of Bonn does not fail us.

The orchestra plays a brief introduction, in almost religious solemnity . . . and
presently against its long-drawn chords appears the melody, in the pearly tones of
the piano, its shining notes in high contrast with the subdued colors of woodwind
and strings as they are held suavely in restraint. After a little while, a more posi-
tive rhythm moves underneath these lovely simple harmonies; sparkles of fire
leap in tone from beneath the pianist’s fingers, and the music slowly and inevitably
approaches its climax. Toward the end of the first section, an interesting figure for
the solo instrument, very reminiscent of its flickering loveliness in the preceding
movement, becomes for a moment conspicuous.

A peculiarly beautiful division of the instruments is made by Beethoven in
the second section of the movement. Here the melody—and it is one of exceeding
loveliness—is given to pensive woodwind voices. Beneath it the strings move in a
very definite rhythm; from above the piano showers down delicately sweet and
richly figured tone. There is a brief, curiously tentative interval, a hesitation, and
the music proceeds in 2 more robust rhythm than has yet appeared in the move-
ment. Toward the close, the quasi-religious solemnity of the opening is quite
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abandoned, and there is a flurry of genuine Beethovenesque vigor . . . quickly
coming, and as quickly departing as the music ends with abruptness . . . almost
with flippancy.

Third Movement

Not until the final movement does Beethoven unfold the full splendors of the
piano. Now massive chords, rippling right-hand figures, trills in octaves, curiously
irregular syncopated figures in descending chords, vie in color and magnificence
with the powerful utterances evoked from the massed voices of the orchestra.

Rhythms typical of Beethoven urge the music onward toward the close. Some~
thing of that hearty if gruff good humor that so frequently marked the manners
of the composer is felt in the music now—and we can recall the preceding move-
ments of the concerto without being able to remember an instance of the acrid
bitterness that could as easily impregnate his musical utterances.

Beethoven, master of the orchestra, giant of the pianoforte, combines in the
grandeur and magnificence of the finale his supreme gifts in both these fields. Not
often are we privileged to hear such a confluence of double genius . . . not soon can
the experience be forgotten.

Concerto in D major for Violin and Orchestra
[Opus 61]

THE concerto we are considering here was written by Beethoven during one of his
happiest periods—although it was also a period of great political disturbance in
Austria, where he was living. The work was completed during the Napoleonic
invasion, when French officers were actually quartered in the same house with
Beethoven. Indeed, the story is told that Beethoven, entreated, even by his host
and patron, to play for the foreigners, refused in a rage, and when jestingly
threatened with confinement in the house until he should decide to play, stole away
in the nighttime, furious.

The concerto is universally recognized as the greatest work of its kind. Its first
presentation was so unsatisfactory that the music lay neglected for a very long
time. It was written for Franz Clement, a notable musician of Vienna in
Beethoven’s time. The work bristled with new ideas, new technical difficulties; yet
it is told that it was played without rehearsal, and at sight. This was a dubious
tribute to the soloist’s musicianship, but its effect upon this noble music was even
more unfortunate. It is not surprising that after the miserable premsére the concerto
was seldom played until the great virtuoso Joachim resurrected it.
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In a peculiar fashion Beethoven, in the present work, satisfies both the old
and the newer concepts of the concerto as a musical form. He could never have
conceived music expressly for technical display. While the concerto gives oppor-
tunity for demonstration of technical proficiency that would satisfy the most
exigent modern virtuoso, it has even greater charm and beauty in its compelling
expression of noble and exalted concepts.

Frrst Movement

It will be 2 joy to the analytically minded musician to trace in these wonder-
ful measures the underlying structure of Beethoven’s music. It will be somewhat
more difficult for the average music lover to do likewise, not because the work is
particularly involved or academic, but because the loveliness of the music itself is
so appealing that it quite conceals structural perfections, and leaves one free, or
rather compels one, simply to listen and delight in its colorful beauty.

The orchestra gives us the more important thematic material almost at once.
Four strokes upon the kettledrum (sometimes said to have been suggested to the
composer by a neighbor’s knocking for admittance late one night) precede the
announcement of the oboes, clarinets, and bassoons, which utter the first theme of
the movement. The kettledrums interrupt again, and the second phrase of the
theme appears, still in the woodwind. Now the rhythm is transferred from the
drums to the first violins, which imitate the beating of the timpani on a surprising
repeated tone—accidental D sharps. Presently the second theme is given out by
woodwind and horn, and for a space these themes are developed richly.

The solo violin enters in a quickly mounting and descending figure. With this
brief introduction we hear again the same theme that occurred at the beginning of
the movement, but now sung with passionate intensity in the keen voice of the
lone violin. With the solo instrument stating the eloquent themes explicitly, or
erecting upon them a wondrously embroidered fabric of sound, the movement
proceeds toward its climax. Meanwhile almost every device in the technical reper-
toire of the violinist is brought into play in the marvelously elaborated develop-
ment of the themes. Trills of inconceivable brilliance, delicacy, and rapidity;
glittering figures leaping and mounting; now a sonorous note from the G string,
now a shining harmonic far in the uppermost ranges of the instrument. A cascade
of glowing tone, varying, shifting in light and color almost with each succeeding
note,

So the movement proceeds. Toward the end of the first movement we come
upon a famous cadenza. A movement in a concerto generally ends with such a
display passage for the soloist. Frequently the improvisation of the cadenza is left
to the skill of the performer himself, though Beethoven, outraged by the irrelevant
musical matérial often introduced by the solo players of his day, sometimes wrote
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out very explicit instructions for it. This cadenza is a creation of the composer
himself and is one of the finest in violin literature. Its marvelous elaboration will
be at once apparent—but listen for the amazing thing, the use of the two themes
of the movement blended in most skillful counterpoint!
' A short concluding passage follows the cadenza.

Second Movement

From the fiery brilliance of the first movement Beethoven now turns with
powerful contrast to an almost devotional mood. Even technically, the change in
style is revolutionary. Now we hear the themes almost entirely in the orchestra,
with the solo violin’s clear soprano soaring in graceful figure above them. The
pace is stately and slow; the orchestral voices rich and sonorous, their colors a
subdued background for the silvery sweetness of the violin.

The string section of the orchestra opens the movement, eloquently discours-
ing an almost religious theme. A few measures farther on, the horns in their
loveliest range intone brief phrases, and strings, together with the soloist, later with
woodwind added, proceed in a gentle mood. A strange solemnity broods over all,
in spite of the slowly growing brilliance of the intricate figuration of the violin in
the cadenza near the close. (A cadenza composed by Fritz Kreisler is often used
toward the close of this movement.)

There is that in the voice of the violin which speaks directly to something
within us, something defying definition, but existent and recognized by all. Like 2
thin blade of flame it penetrates to that nameless inner sense and quickens it to
intense consciousness. Whether the master draws from his instrument a tenuous,
isolated thread of sound, floating apart from the orchestra like a disembodied
thing; whether he conjures from the frail heart of the violin the most sonorous
and passionate utterance, it is a tone that should not only glow and burn with the
fervor of the composer’s song, but which should possess intrinsic beauty and, rich-
ness capable of casting a2 mystic and glorifying light upon any note it sings.

Third Movemernt

Beethoven cast the final movement into that most symmetrical (since it is
“circular”) form, the rondo. The rondo is the musical parallel of the verse form
of the same name but different spelling—the rondeau. It has a principal theme
and incidental themes. After excursions among the latter, it returns always to the
chief subject, just as in the rondeau