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THE JUILLIARD SCHOOL OF MUSIC

SEASON 1941-42
&
A Recital by

LOUIS PERSINGER
VIOLINIST

Assisted by Leonid Hambro, at the Piano

observing the Birthday of

WOLFGANG AMADEUS MOZART

(Born January 27, 1756)

TUESDAY EVENING, JANUARY 27, 1942
at eight-thirty o'clock

<

PROGRAM

I
Concerto in A major. : (Koechel's Catalogue No. 219)

Allegro aperto — Adagio — Allegro aperto
Adagio
Tempo di Menuetto — Allegro — Tempo di Menuetto
(Cadenzas by Sam Franko)

Sonata in B flat major. (Koechel's Catalogue No. 454)

Largo — Allsgro
Andante
Allegretto

I
Concerto in G major. (Koechel's Catalogue No. 216)

Allegro
Adagio
Rondo

(Cadenzas by Eugéne Ysaye)

Steinway Piano
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SUBSCRIPTION BLANK

1940-1941 JUILLIARD SCHOGL OF MUSIC
FIVE ARTISTS RECIHTALS

| enclose my check in the amount of §.. SRR e \Regular)
. e S : )Stud subscription(s)
to the course of the five Artists’ Recitals. [Student |

(Please print)

- (Please print)
ION RATES STUDENT RATES
e course for the course
[front and middle orchestra and loge) S )
{rear orchestra). i p 2:25
(Baleanmel i e e 5200

Orders for student tickets must be accompanied by proof of eligibility for such rates

No tickets can be sold for single events

Please make checks or money orders payable to W, J. Bergold, Comptrolier,
and return application for tickets to the

NCERT DEPARTMENT — JUILLIARD SCHOOL OF MUSIC, 130 Claremont Avenue, New York City










JUILLIARD SCHOOL OF MUSIC

ARTISTSRECITAL COURSE

Fifth Program
WEDNESDAY EVENING, MARCH 19, 1941

CARL FRIEDBERG = CHARLES HACKETT = FELIX SALMOND
%
PROGRAM

Sonata in C major, op. 102, No. | Beethoven
Andante — Allegro vivace
Adagio — Tempo d'Andante
Allegro vivace

CARL FRIEDBERG FELIX SALMOND

Enjoy the sweet Elysian Grove
Silent worship, from "Ptolemy" %..,.,....._....,.,....Handel

"O Sleep, why dost thou leave me?" from "Semele"

CHARLES HACKETT
Anna Tafel at the pianc

Sonata in D major, op. 102, No. 2 Beethoven
Allegro con brio
Adagio con molto sentimento d'affetto
Allegro fugato
CARL FRIEDBERG FELIX SALMOND

Intermission

Les paons . Charles Martin Loeffler
Le jet d'eau _ Debussy
L'hiver Charles Koechlin
Le Bachelier de Salamanque Albert Roussel

CHARLES HACKETT
Anna Tafel at the piano

Sonata in E minor, op. 38, X Brahms
Allegro non troppo
Allegretto quasi Menuetto
Allegro

CARL FRIEDBERG FELIX SALMOND

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1940-1941

<=

ARTISTSE RECITAL COURSE

Fourth Program

WEDNESDAY EVENING, FEBRUARY 19, 1941

PROGRAM OF SONATAS FOR PIANO AND VIOLIN

ERNEST HUTCHESON
ALBERT SPALDING
<=

[
Sonata in A major, op. 100 Brahms

Allegro amabile
Andante tranguillo
Allegretto grazioso

Sonata in F major, op. 24 . Beethoven

Allegro
Adagio molto espressivo
Scherzo [Allegre molto)
Rondo (Allegre ma nen troppe)

Sonata in A major . César Franck

Allegretto ben moderato
Allegro
Recitativo — Fantasia
Allegrettc poco mosso

Steinway Piano
¢

The next and last recital of the Artists' Series will take place on Wednesday evening,
March 19, 1941, at eight-thirty o'clock




JUILLIARD SCHOOL OF MUSIC

SEASON 1940-41

ARTISTS' RECITAL COURSE

Third Program

WEDNESDAY EVENING, JANUARY 22, 1941

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

Charles Martin Losffler
i Le jet d'eau Blabiussy
L'hiver Charles Koechiin
Bartita No=| in B flat h Le Bachelier de Salamangue Albert Roussal
CHARLES HACKETT

Anne Taful 2% tha

Praeludium
Allamands
Couranta

Sarabands

Prelude )
JAMES FRISKIN Sarabande Beoussy

Toccata )
JAMES: FRISKIN

Enjoy the sweet Elysian Grove } VI

Silent worship, from “Plolemy” Handel My Lagan Love . Traditional Ulster air arranged by Hamilton Harty

O Sleep, why dost thou leave me? from "'Semala!! 5 Youth Arnold Bax
CHARLES HACKETT

Anna Tafel at the Piano

The Hill Colin Taylor

The Birds Vera Buck
‘Woards by Hilaire Balloc
CHARLES HACKETT
i Anna Tafel af fho Pians
Preluds, Choral and Fugue Franck
JAMES FRISKIN Tho faurth racital of the' Artists’ Sories will take: ploce on Wednesday avening
Fabruary 19, 1941, ot 8.30 o'clock

Dittermission Steinway Piano




MISS JOSEPHINE ANTOINE

Soprano of the Metropolitan Opera Company

has very graciously consented fo appear this evening in place of

Mr. Charles Hackett, who is ill
<+

Miss Antoine's Program follows:

Aria, d'Elifsa, from "Tolomeo'"".

Handel-Bibb

Aria, di Poppea, from "Agrippina”

Héndel-Bibb

Aria from "'Le Nozze di Figaro'..

Mozart

Vieille chanson.

_Bizet

Guitares et mandolines...

Saint-Saéns

Hahn

L'heure exquise ...

Farfalletta .-

| heard a piper piping

Chopin-Sandoval

Arnold-Bax

From Robert Louis Stevenson's "Garden of Verses'':

John Ireland

(a) Bed in summer

Francis Fogarty

(b) My ship and | (ms.)

Spring Night

Winter

Sandor Harmati

Edward Harris

JOHN AHLSTRAND at the Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1940-41

ARTISTS" RECITAL COURSE

Second Program

WEDNESDAY EVENING, JANUARY 8, 1941

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

*

Trio Sonata from "The Musical Offering” for flute, vielin and cembalo.

J. S, Bach
Largo

“Allagro
Andants
Allagre

GEORGES BARRERE Fluta ALBERT STOESSEL____Vislin
GREGORY ASHMAN___ Pisno

Aria from "Il re pastore™. .. ..
Violin obbligats Alvart Stosssal

La fite enchantéa.
Flute obbligate. Goarges Barrdre

SUSANNE FISHER, Soprana
Sergius Kogen at tha Planc

Sonata in & major for vialin and piano.. o Albert Stosssel
Allogratte
Adagio
Allaare

ALBERT STOESSEL .Yiolin GREGORY ASHMAN__ Fiano

Intermession

Chanson Norvégienne. .. ._Fourdrain

Duparc

In'a Boat = Grieg
Awuturn Storm

SUSANME FISHER, Soprano
Sargius Kagen at the Piano

PROGRAM
&

v
Sonata for flute and pianc.... .. —_.Hindemith
Haiter bawegt

Sehr langsam
Sehir lobhaft

GEORGES BARRERE___ Flule JEROME RAPPAPORT___Plano

vi

Concerfo No. 4 (Brandenburg) for solo violin, two flutes and strings......
J. 5. Bach

Allagre
Andante
Prasto
ALBERT STOESSEL ____islin GEORGES BARRERE__Fiute
RUTH FREEMAN_______ Flute

STRING ENSEMBLE
Violing
Robert Mann  Merosiow Salyk  Herbart Serkin ~ Morman Goldblatt

Violas
Harriat Griffith  Martin Fischor

'Cellas
Jeoan Schroadar  MNorman Hellandaer

Basses
Samual Hollingswarth  John Bulik

Piano
Alborta Masiallo

Condicted by EDGAR SCHENKMAN

Steinway. Piong




JUILLIARD SCHCOL OF MUSIC
SEASON 1940-41

ARTISTS' RECITAL COURSE

First Program

WEDNESDAY EVENING, NOVEMBER 27, 1940
sight-thirty o'clock

&
PROGRAM

Compositions for four hands:

Tema con Variazioni in G major Mozart

Allégro brillant, op. 92 Mendelssohn
JOSEF and ROSINA LHEVINNE

Chaconne (for violin alone)...
LOUIS PERSINGER

Bruygres .. Debussy

Poissons d'or. . Db USSY

Sérénade interrompue Debussy

Feux d'artifice Debussy
JOSEF LHEVINNE

Intermission

Sonata in D minor, No. 3, op. 27 (for violin alone)........Eugéne Ysaye

Ballade (Lento molto sostenuto: In modo di recitativo) —
Allegre (In Tempo giusto e con bravura)

LOUIS PERSINGER

Valse (from the Second Suite) Rachmaninoft

Romance (from the Second Suite) Rachmaninoft

Polovetzki Dances (arranged by E. Howell) Borodin
JOSEF and ROSINA LHEVINNE

Mr. and Myrs. Lhevinne use Baldwin Pianos

The second recital of the Artists Series will take place on Wednesday evening,
January 8, 1941, at 830 o'clock







April 25, 26, 27, & 29, 1939
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THE JUILLIARD SCHOOL OF MUSIC
@.
"THE MARRIAGE OF FIGARO"

A CONCERT OF CHAMBER MUSIC
April 25 -26-27 -29, 1939
CONCERT HALL
130 Claremont Avenue
New York City

A CONCERTO CONCERT
"THE ABDUCTION FROM THE SERAGLIO"

SUBSCRIPTION BLANK

JUILLIARD SCHOOL OF MUSIC
MOZART FESTIVAL

| enclose my check in the amount of $ B0 T e rcr o subscription(s)
to the four events of the MOZART FESTIVAL.

Name...

(Please print)

Address..._

(Please print)

SUBSCRIPTION PRICE $5.00 for the course of four events Mo tickets can be sold for single events
&
Please make checks or money orders payable fo W. J. Bergold, Accountant
and return application for tickets to the
CONCERT DEPARTMENT
JUILLIARD SCHOOL OF MUSIC
130 Claremont Avenue, New York City










MOZART FEST VAL

JUILLIARD GRADUATE SCHOOL

April 25, 26, 27 and 29, 1939
>
FIRST PROGRAM OF THE FESTIVAL

"THE MARRIAGE OF FIGARQO"

A Comic Opera in Four Acts
English version by Edward J. Dent

ALBERT STOESSEL......Musical Director ALFREDO VALENTI. .....Stage Dirsctor
FREDERICK KIESLER. . . Scenic Director

COUNT ALMAVIVA . . e dohn. MeCrag
FIGARQ, his servant e Hugh Thompson
DR: BARTOLO e el e el Yo S T T
DON CURZIO...... i e e M OFRIS | (PCHETEE
DON BASILIO —— e = Richard Browning
ANTONIO, a gardener..... ) : S David Otto
COUNTESS ALMAVIVA Gertrude Gibson
SUSANNA, her maid Helen van Loon
CHERYUBING ‘& young pages o wenee o a = en s Veran Waikel
MARCELLINA, old housekeeper of Dr. Barfolo.. ... .Mary Frances Lehnerts
BARBARINA e Estelle Hoffman
FLOWER GIRLS Verna Ford and Hazel Petersen

OPERA ORCHESTRA AND CHORUS OF THE JUILLIARD SCHOOL OF MUSIC

Place: A Castle in Seville Time: The Seventeenth Century

ACT | —A Room Partly Furnished........c........{ Setting by Tom Jones)*
ACT !l —The Countess's Room (Setting by Edward McMullin]*
ACT 1l — Hall in the Count's Palace (Setting by Daniel Brenner)*
ACT IV — The Garden (Night) [Setting by Cole McFarland]*

* Student in the Stagecraft Class of the Juilliard School of Music
selacted from the School of Architecture, Columbia University

Chorus Master, GREGORY ASHMAN
Fandango in Act Il arranged by ARTHUR MAHONEY

Costumes by Van Horn and Company, Philadelphia
&

The Chamber Music Concert of the Mozart Festival will take place
tomorrow evening, Wednesday, April 26, at 8.30 o'clack




MOZART FESTIVAL

JUILLIARD GRADUATE SCHOOL

April 25, 26, 27 and 29, 1939

<+

CONCERT OF CHAMBER MUSIC

WEDNESDAY EVENING, APRIL 25, 1939

SECOND PROGRAM OF THE FESTIVAL
¢

Piano Quartet in & minor

Allegro
Andante
Rondo

CARL FRIEDBERG..... e Piana ALBERT-STCGESSEL. o Viola
LOUIS PERSINGER.... _Vielin FELIX SALMOND

Quintet for Piano and Winds in E flat major

Largo; Allegro moderato
Larghetio
Rendo; Allegretto

CARL FRIEDBERG .. — i -Piano MILTON ROSENSTOCK .....Clariret
RICHARD MNASS ... BERNIE BALABAN .. e Bassoon
FORREST STANDLEY.. e Horn

Tuternission

lIl. String Quintet in & minor (K 516)

Allegro
Menuetto: Allegretto
Adagio ma non troppo
Adagio; Allegro

NATHAN GOTTSCHALK .- Vialin LEOMNARD DAYIS e ~Viola
WILLIAM EHRENKRANTZ ..e.e.. Violin MYRTLE WOLSFELD oo -Yiola
NORMAN HOLLANDER ... .'Cello

Steinway Piano
<

The Concerle Concert of the Mozart Festival will take place tomorrow avening,
Thursday, April 27, at 8.30 o'clock




MOZART FESTIVAL

JUILLIARD GRADUATE SCHOOL

April 25, 26, 27 and 29, 1939

<

CONCERTO CONCERT

THURSDAY EVENING, APRIL 27, 1939

THIRD PROGRAM OF THE FESTIVAL
¢.

I.  Overture, "The Impressario"

Il.  Concerto for Piano in D major, "Coronation''

Allegro
Larghetto
Allegretta

ERNEST HUTCHESON

lIl.  Violin Concerto in D major

Allegro
Andante cantabile
Rondo

ALBERT SPALDING
Intermission

IV. Concerto for two pianos in E flat major

Allegro
Andanfe
Rondo; Allegro

ROSINA and JOSEF LHEVINNE

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC
ALBERT STOESSEL, Conductor
Steinway Piano
Mr. and Mrs. Lhevinne use the Baldwin Piano

<

"The Abduction from the Seraglio will be given on Saturday evening, April 29,
at 8.30 o'clock




PMOZART FESTIVAL

JUILLIARD GRADUATE SCHOOL

April 25,26, 27 and 29, 1939
¢

FOURTH PROGRAM OF THE FESTIVAL

"THE ABDUCTION FROM THE
SERAGLIO"

A Comic Opera in Three Acts
English version by Albert Stoessel and Robert Lawrence

ALBERT STOESSEL ALFREDO VALENTI

FREDERICK KIESLER.....  Scenic Director

Musical Director Stage Director

4=

CONSTANZA .
BLONDA ..

PEDRILLO

i Genevieve Rowe

..Dorothea Torbeson

...................................... Frederick Loadwick

i Donald Dame

i oean Greenwell
nCo Wistar Yearsley

KLAAS, a boatman. .
@FERIECER s

Stanley Carlson
o dohn Kilty

James Owens
OPERA ORCHESTRA AND CHORUS OF THE JUILLIARD SCHOOL OF MUSIC

ACT | — Plaza in front of the Palace of Selim Pasha
ACT |l —The garden of Selim Pasha's Palace

* ACT lll— (a) Plaza in front of the Palace
{b] A hall in the Pasha's Palace

Chorus Master, GREGORY ASHMAN

Settings and Costumes by NATALIE SWAN
Costumes executed by Van Horn and Company, Philadelphia

The entire scenic production was built and painted by students in the Stagecraft Class
of the Juilliard School of Music. Members are selected from the
School of Architecture, Columbia University
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JUILLIARD SCHOOL OF MUSIC

2
SEASON 1931-1932

._?

ARTISTS" RECITALS-SERIES A
FIRST RECITAL

WEDNESDAY AFTERNOON, NOVEMBER 25

at Three o’'clock precisely

L 2

FRASER GANGE

BARITONE

130 CLAREMONT AVENUE

NEW YORK CITY




FIRST CHAMBER MUSIC CONCERT
THE Musicar, ART QUARTET
Wednesday Afternoon, December 2, 1931

+

FIRST ARTISTS' RECITAL, SERIES B
IsapiLie Yarxovsky, Pianist
Sapa Suucmary, Violinist
Wednesday Afternoan, December 9, 1931

*

SECOND ARTISTS' RECITAL, SERIES A
Feuix Sarmowno, 'Cellist
Wednesday Afternoon, December 16, 1931

The concerts will always begin at three o'clock precisely

Apres un Réve

PROGRAM

Gabricl Fauré

L’heureux Vagabond

Alfred Brigteau

Secchi

Lungi dal caro bene

Si tra i ceppi

Hiindel

Schubert

Der Neugierige ]
Ungeduld

Einsamer Garten

Weingariner

Ruhe meine Seele

|

Strouss

Heimliche Aufforderung |

On the Tdle Hill of Summer.

By the Bivouac's Fitful Flame.
Loveliest of Trees the Cherry

An old Song re-sung.

Arthuy Somervell

Hamilton Harty

Gralam Peel

Charles T. Griffes

All in a Garden green

C. A. Lidgey

Love is a Bable

From the “Dichterliebe”
“Im Wunderschoenen Monat Mai™
“Aus meinen Thrinen spriessen”
“Die Rose, die Lilie"
“Wetin ich in deine Augen seh
“Ich will meine Seele tauchen”
“Im Rhein, im heiligen Strome™

“Teh grolle nicht”

20

Ernen Cave-Cors at the Fiano

Steinaway Piano

C. H. H. Farry

.................... Selavmann




JUILLIARD SCHOOL OF MUSIC

L 2
SEASON 1931-1932

L 2

ARTISTS" RECITALS-COURSE B

@

FIRST RECITAL

WEDNESDAY AFTERNOON, DECEMBER 9
at Three o’clock precisely

L 2

SADAH SHUCHARI, Violinist
|SABELLE YALKOVSKY, Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




SECOND ARTISTS" RECITAL, COURSE A
Frrix Saraonn, 'Cellist
Wednesday Afternoon, December 16, 1931

+

SECOND CHAMBER MUSIC CONCERT
Pavy Kocuaxskr, Fiolinist

Joux Ersking, Pianist
Wednesday Afternaon, December 23, 1931

»

SECOND ARTISTS" RECITAL, COURSE B
WiLntay Berver, Pianist

AmERICAN VocAL QUARTET
Ina concert version of “The Gondoliers”
of Sullivan

Morrig Gourp, Soprana
Herex Lockwoon, Contralto
WirLrarp Youne, Tenor
Grorce NEwTON; Bass
Wednesday Afternoon, December 30, 1931

The concerts will begin at three o'clock precisely.

PROGRAM

*

I

Chaconte
(for violin alone)

SADAH SHUCHART

Bralms

Sonata in F minor, Op. 5
Allegro Maestosa
Andante Espressivo
Scherzo
Intermezza (Rickblick)
Finale

IsARELLE YALKOVERY

I

Habanera

Ravel

de Falla-Kreisler

Dance Espagi

Dahnanyi

Andante rubato, alla zingaresca

eaniadioti

Le Carnaval Russe
BADAH SHUCHARL
Aricst Dcgvi at the Piano

v

Liapowow

IsABELLE YALKOVSKY

Steinway Piano




The Concert Department
JUILLIARD GRADUATE SCHOOL

] I nt Avenue

Thursday............December

This card must be returned by December 6 lease enclose envelope

ar
ur first choice

Please indicate a second choice of perfo

accommodate you in Yo

Name

Address...
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JUILLIARD SCHOOL OF MUSIC

®
SEASON 1931-1932

&

ARTISTS" RECITALS-COURSE A

@

SECOND RECITAL

WEDNESDAY AFTERNOON, DECEMBER 16

at Three o’clock precisely

&

FELIX SALMOND

TEELLIST

130 CLAREMONT AVENUE
NEW YORK CITY




SECOND CHAMBER MUSIC CONCERT
Pavr, Kncnanskr, Violiist
Jonw ErskINg, Pianist
Wednesday Aftermoon, December 23, 1931

+

SECOND ARTISTS RECITAL, COURSE B
Wirciam Berier, Pianist
AmEricans VocarL QUARTET
In-a concert:version of “The Gondoljers”
o Bullivan
Morrig GouLn, Sejfrano
Herex Locgwoon, Contralto
Witearn Youne, Tenor
Grogce Newron, Hass
Wednesday Afternoon, December 30, 1931

THIRD ARTISTS" RECITAL, COURSE A
Hararp BAvER, Pianist
Wednesday Afternoon, January 6, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*

I

Adagio from Organ Toccata in € major...a.w ] Bach-Siloti

*Sicilienne w Veracing

*Grave et Couvante " Eceles

® Piano zecompaniments arranged by Joskrm Sapsow

11

Seven Variations on a Theme of Mozart,
from "The Magic Flute” Beethoven

Sonata in A major César Franck
Allegretto ben moderato
Allegro
Regitativo—Fantasia

Allegretto poco mossa

wneirabriel. Fauré

Elégie
Berceuse

The Londonderry Aifmmimnndrranged by G. O'Connor-Morris
Allegro Appassionato Saint-Suing

Rarry Axcerr at the Piano

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1931-1932

@

ARTISTS" RECITALS-COURSE B

&

SECOND RECITAL

WEDNESDAY AFTERNOON, DECEMBER 30, 1931

at Three o'clock precisely
+
WILLIAM BELLER, Pianist
AMERICAN VOCAL QUARTET

Mollie Gould, Soprano Willard Young, Tenor

Helen Lockwood, Contralto  George A. Newton, Baritone

Marian Kalayjian, Narrator

130 CLAREMONT AVENUE
NEW YORK CITY




THIRD ARTISTS RECITAL, COURSE A
HaroLo BAver, Fianist
Wednesday Afternoon, January 6, 1932

L

THIRD CHAMBER MUSIC CONCERT
GorooN QUARTET
Wednesday Afternoon, Janwary 13, 1932

»

THIRD ARTISTS' RECITAL, COURSE B
Brurna Durrey, Pianist
Avrce Errcxson, Fiolivist
Hecew MarsmaLL, Fiolinist
Wednesday Afternoon, January 20, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*

Sonata MG MATOE s sissssssmnsnmsaasis s s VLOSOIE

Ballade No. 4, in F minor.

Ondine (The Water SPrite ). ecesmmsesessrsnsesseos FOVEL

Prelude, B-flat majori........ i o acmaninoff

Wirriasr BELLER

The Gondoliers or “The King of Barataria™
Words by . 8. Gilbert
Musie by Arthur Sullivan

AMERICAN VocAL QUARTET
Mottt Gouwn, Soprana
Hures Lockwoon, Contralto
Wittarp Youne, Tenor
Grorce A, NEwTon, Bass

In this presentation of the “Gondoliers” by the American Vocal Quarfet, the
four singers appear in old-time Venetian costumes, They will represent the lead-
ing characters of the operetta and will sing the various solos, ducts and quartets.
The pianist will explain the story as it progresses between the musical numbeérs,

Stemway Piano




JUILLIARD SCHOOL OF MUSIC

@
SEASON 1931-1932

&

ARTISTS" RECITALS-COURSE B

@

SECOND RECITAL
WEDNESDAY AFTERNOON, DECEMBER 30, 1931

it Three o'clock precisely
&
WILLIAM BELLER, Pianist
@

"KITSKA-TIAT” (Living Waters)

An Indian Romance

KURUKS PAHITU (Ralph Allen), Tenor
HELEN DENTON, Mezzo Soprano

130 CLAREMONT AVENUE
NEW YORK CITY




THIRD ARTISTS' RECITAL, COURSE A
Haroro Baver, Pianist
Wednesday Afternoon, January 6, 1932

@*

THIRD CHAMBER MUSIC CONCERT
GorpoN QUARTET
Wednesday Afternoon, January 13, 1932

-

THIRD ARTISTS' RECITAL, COURSE B
Brvra Durersy, Pianist
Avice Ericksoxn, Violinist
Heren Marsuavn, Violinist

Wednesday Afternoon, January 20, 1932

The concerts will begin at three o'clock precizely

PROGRAM NOTES

"KITSKA-TIAT" (Living Waters)
by

KURUKS PAHITU (Rarra ALLex)

SCENE ONE—Near a Water’s Edge. Time—About Sunset

SONGS—
“Ski-bi-bi-la”
My Sweet Love Call” Grinn
“By the Waters of Minnetonka” (Duet).. s Lirurance
“The White Dawn is ling”' Cadan

“Neenah” (Mamiscript) Lisurance

NOTES—
“elibi-hi-la” is & small gray bird, spotted like a young robin, with
a very black head, and like the blue bird, is the herald of Spring.
The approach of this bird is of great moment to the Indian maidens,
for they ask the little bird & very important question.
In the olden days, love and inter-marriage were forbidden between
enemy tribes.
The Indians believe that the “Milky Way" is the pathway of
departed spirits, and consider certain stars the celestial abode of
all the good souls that have departed from the earth.

SCENE TWO—Same as Scene One, Time—]Just Before Dawn

SONGS—
“Pawnee Spirit Song” (Native Melody)
“Spirit of the Mountain” (Dedicated to Kuruks Pahitu) e R0KEE
“Invocation to the Sun-God” Troyer
“The White Dawn is ling"...
“Why do you leave me” Griint

Cadman




THIRD ARTISTS RECITAL, COURSE A
HaroLn BAUER, Pianist
W ednesday Afternoon, January 6, 1932

&

THIRD CHAMBER MUSIC CONCERT
GornoN QUARTET
Wednesday Afternoon, January 13, 1932

*

THIRD ARTISTS' RECITAL, COURSE B
Brura Durrey, Pionist
Avice Ericrson, Fiolinist
Herey Marsuary, Piolinist
Wednesday Afternoon, January 20, 1932

The coticerts will begin at three o'clock preeisely
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PROGRAM

s
R

*
Sonata InG Major. i i e Mozart
Ballade No: 4,/int B minor. i aesisrcobams i Chaopin
Ondine (The Water Sprite)...ciwcmenssimns R 4T
Prelude, B-flat major...cccommrsosmsiressne e @ himnaninoff

Wirriam BELLER

SKITSKA-TIAT” (Living Waters)
An Indian Romance in Two Scencs
by
KURUKS PAHITU (RarpE ALLEN)

“Neenah! (Spirit Maiden) s ELEN DENTOX
!

“Kuruks Pahitu? (Peaceful Bear )i RALPIL ALLEN

Brooks SxtrH, at the Piano

Jomw Perrie, Flutist

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

&
SEASON 1931-1932

&

ARTISTS RECITALS-COURSE A

*

THIRD RECITAL

WEDNESDAY AFTERNOON, JANUARY 6, 1932
at Three o'clock precisely

&

HAROLD BAUER

PIANIST

130 CLAREMONT AVENUE
KEW YORK CITY . .




JUILLIARD SCHOOL OF MUSIC

L 4
SEASON 1931-1932

&

ARTISTS" RECITALS -COURSE B

Py

THIRD RECITAL

WEDNESDAY AFTERNOON, JANUARY 20, 1932

at Three o’clock precisely

L 3

BEULA DUFFEY, Pianist

&

ALICE ERICKSON HELEN MARSHALL
Violinists

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

+

i
Fantasia and Fugue. Mozart

Charakterstiick in A major, Opus 7, No. fovvrnn M endelssolin
Impromptu in € minor, Opus 90, No. L d Cbert

Bevra Durrey

I
FOURTH ARTISTS' RECITAL, COURSE A Concerto in I minor for Two Violins
Louts Persiwcer, Fiolinist Vivace

Largo
Allegro

Wednesday Afternoon, Janwary 27, 1932
Cadénza by HerLvezaEscER

Avice Eriexson

Herey Marsgacn

FOURTH CHAMBER MUSIC CONCERT e

Evrsavco Trio Novellette, . Opus 21, No. 8 Seliwmann

Wednesday Afternoon, February 3, 1932 Prefude, Opus 51, No, 2 Scriabin

Poéme, Opus 32, No, 2 Seriabin

The concerts will begin at three o'clock precisely & Feuillet D'Albuny, Opus 45, No. 1 Seriahin
Palka Raclmanineff

Biuna DUFFEY

v
Suite Antigue for Two Violins Stocssel
I Bourrée
Il Sarabande
111 Rigaudon
iV, Aria
V. Gigue

Arrcr ERICKSON
HEeLen MARSHALL

Grecory AsEyan at the Piine

Steinwway Piano




JUILLIARD SCHOQOL OF MUSIC

@
SEASON 1931-1932

&

ARTISTS" RECITALS-COURSE A

&

FOURTH RECITAL

WEDNESDAY AFTERNOON, JANUARY 27, 1932

at Three o’clock precisely

*®

LOUIS PERSINGER

VIOLINIST

130 CLAREMONT AVENUE
NEW YORK CITY




FOURTH CHAMBER MUSIC CONCERT
Frsavueo Trio
Wednesday Afternoon, February 3, 1932

*

FOURTH ARTISTS' RECITAL, COURSE B
CarngriNg Figip, Seprano
Jerom® Rarrarort, Pianist
Wednesday Afternoon, February 10, 1932

*

FIFTH ARTISTS' RECITAL, COURSE A
Bervr, Rusinstein, Pianist
Wednesday Afternoon, Febriwary 17, 1932

The concerts will begin at three o'clock precisely

PROGRAM

+

I
Concerto in G minor.......coovereoecsnses Pizaldy
(arranged for concert performance hy Sam Franko)
Allegro

Largo cantabile
Allegro

In

Sonata in D minot, Opus 108......ccccovnrcrressvesurscsere LGNS
Allegro
Adagio
Un poco presto e con sentimento
Presto agitato

111

Coneerto in F minor, Opus 20....c.cesessesrenenenmseaessers Lell0
Andante—Allegro
Andantino (Romance)

Allegro con fuoco

Réve dlenfant.iintambn s immmsBngens: Ysaye

IO 6501, avsssesrsnsvsessassemsmsasmssmansazrissmmenssssnn IDEXE Stopxsel

Sierra Morena..... Monasterio

Husgrt Girsen at the Piano

Balduwin Piano




JUILLIARD SCHOOL OF MUSIC

&

SEASON 1931-1932

ARTISTS” RECITALS -COURSE B

&

FOURTH RECITAL
WEDNESDAY AFTERNOON, FEBRUARY 10, 1932

at Three o'clock precisely

L

CATHERINE FIELD, Soprano
JEROME RAPPAPORT, Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




FIFTH ARTISTS' RECITAL, COURSE A
BEryy Rusivstemw, Pianist
Wednesday fternoon, February 17, 1932

*

FIFTH CHAMBER MUSIC CONCERT
Cary, FrIEDRERG, Planist
Ferix Sanmoxnn, 'Cellist

Wednesday Afternoon, February 24, 1932

*

FIFTH ARTISTS' RECI'TAL, COURSE B
Isca Hin, Contralio

Erra K, Scampr—PAULINE STERNLICHY
(in compasitions for two piancs)
Wednesday Afternoon, March 2, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*

1

Rach

Chromatic Fantasy and Fugue,

Sonata in (G minor.

So rasch wie méglich
Andantino

Scherzo

Rondo: Finale

JEROME RAPPAPORT

11

0O, had T Jubal's Lyre

oS Chetsann

Handel

Nina

Charmarnt Papillon

.Pergolgsi

Campra

Mozart

Allelaia
CarneriNg Fieco
11T

Ballade in F

Chapin

Nocturne in B, Opus 62, No. 1

Mazurka in F sharp minor.

wnChopin
Chapin

Etude-in: A mimor, Opus/ 25 Mo, Mo iiiimamiadieman

JEroME Rapparort

v

Der Jimngling an der Quelle

Chopin

Sechubert

Schubert

Die Forelle, ;
Mit Myrthen und Rosen

Sch

Der Nusshaum,

Sehuwmann

Seh

Auftrige

CarueriNg FieLp

Eraet Frextve at the Piano

Steinway Piano
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JUILLIARD SCHOOL OF MUSIC

®
SEASON 1931-1932

L 4

ARTISTS RECITALS-COURSE A

*

FIFTH RECITAL
WEDNESDAY AFTERNOON, FEBRUARY 17, 1932

at Three o'clock precisely

®

BERYL RUBINSTEIN

PIANIST

130 CLAREMONT AVENUE
NEW YORK CITY




FIFTH CHAMBER MUSIC CONCERT
Carr Frieosire, Pianist
Frrrx Sanmono, *Cellist

Wednesday Afternoon, February 24, 1932

*

FIFTH ARTISTS' RECITAL, COURSE B
Inga Hiy, Contralte

Erra K. Scurrp—PAuLisg STERNLICHT
(in compositions for two pianos)
W ednesday Afternoon, March 2, 1932

*

SIXTH ARTISTS RECITAL, COURSE A
Niny Kosuaerz, Soprano
Wednesday Afternoon, March 9, 1932

The concerts will begin at three o'clock preciscly

PROGRAM

Sonata in E flat

Allegro
Adagin
Presto

Sonata, opus 106 (Hammerklavier) Beethoven

Allegro

Scherzo

Adagio sostenuto
Largo—Allegro risoluto

Thirteenth Nocturne: Fauré

Serenade interrompue. Debussy

Three Dances for Piano Beryl Rubinstein

Gavotte
Sarabande
Gigue

El Albaicin (gypsy quarter of Granada)...idlbenis

III

Etude in F sharp Stravinsky

The Ruined Water-castle at Djokja Godowsky
(from Java suite)

Alhorada del gracioso (Fool's SETENALE i issravase st ierbmeasbinsisiss e IRATED

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

T

J\\ :-‘:' _"“ : \ {-H 'I'
ARSI D

CONTRALTO

PAULINE STERNLICHT

PIANISTS

130 CLAREMONT AVENUE
NEW YORK CITY




SIXTH ARTISTS' RECITAL, COURSE A
Nina Kosagrz, Seprano
Wednesday Afternoon, March 9, 1932

*

SIXTH CHAMBER MUSIC CONCERT
Lerz-WiLLEkE QUARTET
Wednesday Afternoon, March 16, 1932

SIXTH ARTISTS' RECITAL, COURSE B

Concerr oF CHaxper Music
sy Youwe American CoMPOSERS

Wednesday Afternoon, Maorch 23, 1932

The concerts will begin at three o'clock precisely

PROGRAM

Organ Prelude and Fugue in € minor. . Bach-Bawer
Variations on a Theme of Haydn, Brahms
for two pianas

Erra K. Scamr
PAULINE STERNLICHT

Ave Maria Bruch
Ruhe Meine Seele
Mit deinen Blauen Augen Strauss

Cicilie
Inga Hiry

Intermission

III
Fétes Debussy-Ravel

Pupazetti-Musiche di Marionetti Casolla

Marcictta
Berceuse
Serenata
Natturning
Palka
Tarantelle Rachmaninoff
for two pianos

Erra K, Scuiee
PAurLIng STERNLICHT
v

Rida Rida Ranka
Fagelns Visa - Sevedish Follt Songs
Vi Ska Stalla te en Roliger Dans
Allt Under Himmelens Fiste
En Drom (Norwegian) Grieg

Inca HiLn

Broogs Sanri at the Piano

Steinway Planos




JUILLIARD SCHOOL OF MUSIC

&

ARTISTS" RECITALS-COURSE A

SIXTH RECITAL
WEDNESDAY AFTERNOON, MARCH 9, 1932

at Three o’clock precisely

@

NINA KOSHETZ

SOPRANC

130 CLAREMONT AVENUE
NEW YORK CITY




SIXTH CHAMPBER MUSIC CONCERT
Lerz-Wiirere Quarter
Wednesday Afternoon, March 16, 1932

L

SEVENTH ARTISTS' RECITAL, COURSE B
Cowcert oF Cuameer Music
BY Youne American ComroseRs

Wednesday Afternoon, March 23, 1932
*

SEVENTH ARTISTS' RECITAL, COURSE A

Rostna ano Joser Luevinng
(two-piano recital)

Wednesday Afternoon, March 30, 1932

The concerts will begin at three o'clock precisely

PROGRAM

+

1

Oh could T bt express i SONg i, L: Malashkine
(Eighteenth century Russian selody)

Cradle Song of Deathe...ins: ST Wodest M owssorgsky
(From the Cycle “Dances and Songs of Death™

*Spanish Serenade T Nicholas: Modtner

*Dlaisies Sergei Rachmaninoff

b e e e Alexander Grotchaninaff

I
Five Vocalisés ( Songs without Words)

(a) Etude Gabriel Fouré

L T T T Maurice Ravel

i S o e e e et S Serge Prokofioff

*(d) Wight in Spain... ; Samuel Borlow

e e T S e B Sergei: Raclnaninoff
Fitermission

el

The Faltering Dusk ey Waller: Kvamer
{Poem by Louis Utitermever)
*Les Balading (The Mountebanks) vemnedroorges Migol
Calmes dans 1o denil JOUT. . mmimsimmsmnmisssmss Bernard Wagenaar
*Bird with Golden Throat ! oaguin N
{From old Spanizh)

Amuri, Amuyri Geni Sodera
(Sieilian)

Borrz Kocax at the plano

= Steinway, Piano
*Dedicated 1o Nina Kosherz




TEXT OF SONGS

I

On Courp I BUT EXPRESS IN SONG...crrevrerreremreseeesessnsenede. Malashkine

Words by Lishkin
English version by Julictte M. Soskice

Oh, if I could express in song

The cruel depth of my suffering!

The pain in thy sad heart would cease,
The murmurings of doubt be stilled.
And [, once I had sung my song,
Could rest, beloved, and be at peace
And yet didst thou but hear the strain
Thy heart, thy heart would break.

e o £

g e g Sy s

CRADLE SONG OF DEATH..coovierareesrereensnsenssannneneen M 0dest Moussorgsky

Russian poem by Goleinsheff-Kutursoff
English wersion by Rosa Newmarch

o e S iy, g

Faint sounds of moaning !

The lamp, now expiring, casts but a dim, flickering light
Rocking the cradle the mother untiring,

Waits, watches, all through the night.

Long e're the dawn is bright some one comes knocking.
Death the deliv'rer is there!

Hark! Trembling the mother desists from her rocking.
“Friend, calm thy fear and despair!

See, through the window peeps the pale morrow.
Weeping and watching forlorn,

Rest thou poor woman,

Now rest thou sorrow,

Sleep, 1 will watch till the morn;

Couldst thou not hush thy poor infant to slumber?
My song is sweeter than thine.”

“Silence! My baby is suffering, crying,

Grief rends this heart of mine!”

“Soon he will sleep in my arms softly lying;

Hush baby, hush baby mine!”

“Pale grow his checks, the fever increases,

O sing no more, I entreat !”

“These are good signs, see his agony ceases;
Hush-a-by, hush-a-by sweet.”

“Hence! Thou accursed Death,

Look how thy singing doth blight my baby, my joy!”

“Nay, peaceful dreams to thy son I am bringing!
Hush thee, hush thee, my boy.”

“Mercy, one instant, kind Death, cease thy strain!
Cease, or my darling must die!”

“See, there, he slumbers, my song still’d his pain:
Hush-a-by, hush-by-hy.”




SPANTSH SERENADE Nicholas Mediner

Poem by Pushkin : 5 ' ' :
English transiation by Mary Ellis Feltz T'rn Go, I'tn CoME dleyander Gretchaninoff

From folk lyrics—literal transtation
My fair Inesilia,
I guard thee, thy knight,
While sleepy Sevilla
Is wrapped in the night.
La, l1a, Ia, Jal

Shall 1 go, shall T come mto the valley
Into the wide valley
I will pick Aowers and make a wreath.
1 will throw this wreath to my beloved one
and will ask him: “Tell me, do you love me?”
*No," e says—"I do not fove you, but all I
want is just to look on you forever.”

So black is my mantle
So sharp is my sword,
My music so gentle,
Thy window I guard
Ea, la, la; k!

Tug Farrrrive Dusk i A4. Walter Kranter

Art slecping? No danger
"Fa wake thee with a song! Pacm by Louwis Untermeyer
But any foul stranger
T finish: e'er long, Back she came in the flaming dusk,
La, la, 1a, la! And her mothéer spoke and said:

“What gives your eves that dancing light,
This cord thou must fasten What makes your lips so strangely bright,
To window with care, And why are your, cheeks so red?"
Na answer 2 Oh, hasten,
Lest rival he therel “0Oh, mother; the berries [ ate in the lane
Ea, 1a, ) la. Have left a stain.”

My fair I[nesilia, Back she came through the falt'ring dusk;

1 guard thee, thy knight, And her mother spoke ‘and said:

Our sleepy Sevilla “You are weeping, your footstep is heavy with care,
Lies wrapped in the might. What makes vou totter and cling to the stair,

La, la, la, la. And why do you hang your head "

“0h, mether; oh, mother, you never can know—

; : T loved him sol”
Daisres Sergei Rachmaninoff

Poem by Fgor Syeveryanin
Epib sersion by KNy Schulen Lis Barabins (The Mountebanks) e Ge0rges Migot
Behald, my friend, the daisies sweet and tender French pocm by T. Klingsor

Where'er 1 go
‘They bloom profusely, dazzling in their splendor, When the Mountebanks of Bohemia pass by our way
So bright they glow. [ shail buy for thee all the most beautiful gypsy shawls
That all the maidens may be jealous.
Their dainty petals are as silk, they glisten
As radiant wings, When the Mountebanks of Boehmia pass by our way
And to their songs of summer joy I listen— 1 shall buy for thee all their birds and all their flowers.
White host that sings. [ shall cover thee with roses and with violets, with lilacs atd
with marigolds.
Be kind, O earth, nurse them with dews and showers
That they may grow— But—when the Mountebanks of Bohemia passed by our way,
O dajsies white, O starry maiden fowers My poor beloved, T bought for thee a coffin lined with satin and velvet,
I love you so. Where I myself laid thee, adored skeleton of my fiancee.




RANDALL THOMP

WEDMESDAY EVENING,

nit One




JUILLIARD SCHOOL OF MUS

)F CHAMBER MUSIC
BY

YOUNG AMERICAN COMPOSERS

130 CLAREMONT AVENUE
NEW YORK CITY

C




SEVENTH

SENVENTH

SEVENTH

ARTISTS' RECITAL, COURSE A

Rosmva avp Joser LHEVINNG
(two-piano recital)

Wednosday Afternoon, March 30, 1932

CHAMBER MUSIC CONC
PERSINGER QUARTET

Wednesday Afternoon, April 6, 1932
L 4

ARTISTS' RECITAL, COURSE B
Ropert Crawrorp, Tenor
Inez Laverrawxo, Fiolinist

Weduesday Afternoon, April 13, 1932

‘The concerts will begin at three o'clock preciscly

PROGRAM

-
I

Sonata for Piano and Violin

Barsmareas t J'I{I ri‘r l:.‘-‘(:'-'.l'b

Fantasie for Two 1

Brpra Duws
PavL Norn

I

T ———— W

A Eament

Le jardin

Les Silhouettes
A Poet's Dream
A Sea Bird

Epwa Wesse, Soprano
The Chsrroser at the plang

iv
Quintet for Piano, two Vialins,

.......... diitonia Lora

Viola, and Violoncello

Allegra con spirita

Adagio

Allegro

Diang BErnitarp, Pigno
Cuarres Licuter, Fiolin
Josgrn Kxrrzew, Violin
Davm Dawson, Fiola
Mitorio Saxoers, 'Cello

Steinway Pianos

Fittorio Giaunini




JUILLIARD SCHOOL OF MUSIC

&

SEASON 1931-1932

&

ARTISTS" RECITALS-COURSE A

*

SEVENTH RECITAL

WEDNESDAY AFTERNOON, MARCH 30, 1932
at Three o’clock precisely

+

ROSINA AND JOSEF LHEVINNE

PIANISTS

130 CLAREMONT AVENUE
NEW YORK CITY




SEVENTH CHAMBER MUSIC CONCERT
PERSINGER (JUARTET
Wednesday Afternoon, April 6, 1932

SEVENTH ARTISTS" RECITAL, COURSE B
Roweert Crawrorn, Baritonge
Tz Laverrano, Fielinist
Wednesday Afternaon, April 13, 1932

EIGHTIT ARTISTS' RECITAL, COURSE A

Paun KocaaMskr, Fio

Wednesday Afternoon, April 20, 1932

The concerts will begin at three o'clock: precieely

PROGRAM

*
I

{ For four hands)

Fantasy in F minor Schubert
Allegro, mollo maderato, larg, allézm vivace, tempo No, 1

I
(For two pianos)
Prelude; Fugue and Variation (originally for organ)....César Franck
Impromptu on Schumann's “Manired” Riinecke

Canon in A flat Schumann
{Arranged for two pianos by Debusey)

Valse ( Manuscript) fadrewo C. Haigh

111
(Piano sola)
Mazurka in A pinor, op. POstHe e s oG HO S

Mazurka in G major, op. 50, No. 1 Chopin

Ballade i F minor Clhopin

Islamey (Oriental fantasy) Balakireff

Baldwin Pignos




JUILLIARD SCHOOL OF MUSIC

@
SEASON 1931-1932

@

ARTISTS RECITALS-COURSE B

&

SEVENTH RECITAL

WEDNESDAY AFTERNOON, APRIL 13, 1932

at Three o’clock precisely

L

ROBERT CRA\WFORD, Baritone

INEZ LAURITANO, Violinist

130 CLAREMONT AVENUE
NEW YORK CITY




EIGHTH ARTISTS' RECITAL, COURSE A
Pauvr, Kocuansgr, Fiolinist
Wednesday Afternoon, April 20, 1932

*

EIGHTH CHAMBER MUSIC CONCERT
Bagrieg Winn EXSEMBLE
Wednesday Afternoon, April 27,1932

EIGHTH ARTISTS RECITAL, COURSE B
Sascaa GoroowiTzxl, Pianist
Mary Brexer, Fiolinist
Wednesday Afternoon, May 4, 1932

The concerts will begin at thres o'clock precisely

PROGRAM

-

L
Symphonie Espagnole

Allegro non troppo
Andante
Rondo Allegro
INez Lavritaxo

i1
Vier Ernste Gesinge Bratuns

{a) "Denn es gehet <dem Menschen™

(b)) “Ich wandte mich™

(e} “0 Tod, wie hitter bist do”

() “Wenn ich mit M hen und mit Engelszungen redete”

ROBERT CRAWFORD

Variations on a theme by Cerelll Tartini-Kreeslor
Sicilienne, Paradis-Dieshkin

Aprés un réve o Faswré-Elman

Scherzo-Tarantelle Wienigwsk

Ingz LAURITAND

v
The Windmill Colin Taylor

The Market Girl Arnold Bax

Poppy Flower

Pagan Flower Robert Crawford

Revolt

The Glory Road Jacques Woife
Rossrr CRAWFORD

Lixa Nigtnsenc at the piano. for Miss Lauritano
Artuur PrrErson av the piano for Mr. Crawiord

Steinway Piang




JUILLIARD SCHOOL OF MUSIC

®

SEASON 1931-1932

&

ARTISTS” RECITALS-COURSE A

L

EIGHTH RECITAL

WEDNESDAY AFTERNOON, APRIL 20, 1932
at Three o'clock precisely

@

PAUL KOCHANSKI

VIOLINIST

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

+

SONAtA AT A MATOT: 5ottt toemeeeersssressesseers B OIS
EIGHTH CHAMBER MUSIC CONCERT Allegro amahile

s o Andante tranquillo
Barrire Wino Exseasie l

Allegretto grazioso (quasi andante)
Wednesday Afternoon, April 27, 1932
I1
Sonata, “T'he Devil's Trill™ i Tartini
Larghetto, Allegro energico,
EIGHTH ARTISTS' RECITAL, COURSE B Grave, Allegro assai, triflo de! Diavolg

SascrA GoropNITZEY, Piaist

11
Mary Becker, Fiolinist

L e i s ns st e et T b7
Wednesday Afternoon, May 4, 1932

IV
Suite populaire ESpagnole........oooooeoriinnoions cnntle Falla

(a) El Pafio Moruno
(b) Nana

(c). Polo

(d) Asturjana

(e} Jota

Preege Lusosaurz at the Piano

The concerts will begin at three o'clock precisely

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

4

SEASON 19311932

ARTISTS RECITALS-COURSE

@

EIGHTH RECITAL
WEDNESDAY AFTERNOON, MAY 4, 1932

at Three o'clock precisely

SASCHA GORC

JUILLIARD SCHOOL OF MUSIC
130 Claremont Avenue
@

ARTIS TS RECI TALS
COURSE B

Wednesday Afternoons: December 9, December 30,
1931; January 20, February 10, March 2, March 23,
April 13, May 4, 1932

Course Ticket Row Seat Na.




+

FINAL, ARTISTS' RECITAL
Season 1931-1932

Wednesday Afterngon Courses

&

PROGRAM

Concerto in G minor,

Allegro moderato
Adagio
Finale
Mary BECKER

Sonata in A major, opus 101

Allegretto, ma non troppo
Vivace alla marcia
Adagio, ma non troppo, con affetto
Tempa del primo pezzo
Allegro
SascHA GORODNITZKL

111

Poéme

Mary BECKER
v
Variations on a theme of Paganini, Books T and Tl
SascHA GORODNITZKI

Crecory Asuaax at the piano. for Miss Becker

Steinway Piano

Chausson

e B rahNES







Subscription Series
1939-1940

1940

_December 20, 1932
—January 24, 1940
__February 10, 1940
March 13,
_April 10, 1540

At eight-thirty o'clock
CONCERT HALL
130 Claremont Avenue
New Yerk City

for the benefit of the
STUDENTS' AID FUND
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THE JUILLIARD SCHOOL OF MUSIC

WEDNESDAY EVENING...........
WEDNESDAY EVENING.. ...
SATURDAY EVENING. ..
WEDNESDAY EVENING..
WEDNESDAY EVENING .o

SUBSCRIPTION BLANK
193940 JUILLIARD SCHOOL OF MUSIC

FIVE ARTISTS' CONCERTO CONCERTS

| enclose my check in the amount of $ ...{gfugduéi% Subscription(s)
to the Five Artists’ Concerto Concerts.

Name.... :
(Please print)

Addres

(Please print)
SUBSCRIPTION RATES for the course STUDENT RATES for the course
$5.00, $4.00 and $3.00 $2.50, $2.25 and $2.00

Orders for student tickets must be accompanied by proof of eligibility for such rates

» No tickets can be sold for single events

Please make checks or money orders payable to W. J. Bergold, Comptroller
and return application for tickets to the

CONCERT DEPARTMENT
JUILLIARD SCHOOL OF MUSIC, 130 Claremont Avenue, New York City



















JUILLIARD SCHOOL OF MUSIC
SEASON 1939-1940

&

ARTISTS' CONCERTO COURSE

First Concert

ALBERT STOESSEL, Conductor
WEDNESDAY EVENING, DECEMBER 20, 1939
C e
PROGRAM

. Concerto for flute and orchestra, Kéchel No. 314, ... Mozart

Allegro
Adagio ma non troppo
Rondo; Allegro
GEORGES BARRERE

. Introduction and Allegro for harp, strings, flute, and clarinet....Ravel
( MARCEL GRANDJANY
e p
. (a) "The Dijinns," Symphonic Poem for piano and orchestra....Franck
"Each deadly Djinn,
Dark child of fright,

Of death and sin,
Speeds in wild flight."

(From "Les Orientales," by Victor Hugo)

(o) "Africa," Phantasy for piano and orchestra, op. 89....Saint-Saéns
JAMES FRISKIN

Intermission

. Concerto for violin and orchestra, op. 77 Brahms
Allegro non troppo
Adagio
Allegro giocoso, ma non troppo vivace
ALBERT SPALDING

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

<

The second coneert of the course will take place on Wednesday evening,
January 24, 1940, at eight-thirty o'clock




JUILLIARD SCHOOL OF MUSIC
SEASON 1939-1940

<

ARTISTS' CONCERTO COURSE

Second Concert

ALBERT STOESSEL, Conductor

WEDNESDAY EVENING, JANUARY 24, 1940
<

PROGRAM
. *Concerto in B flat for harp and orchestra, op. 4, No. 6

Revision and Cadenza by Marcel Grandjany

Allegro moderato
Larghetto and Allegro

MARCEL GRANDJANY

Three Arias from the Oratorio "'Samson' Handel

(a) "Honor and Arms"
(b) "How willing my paternal love"
(c¢) "Thy Glorious Deeds"

EVAN EVANS

Intermission

Concerto in G major for piano and orchestra,
No. 17, Kéchel No. 453

Allegro
Andante
Allegretto; Presto
LONMNY EPSTEIN

Andante; Allegre non troppe
Andantino (Romance)
Allegro con fuoco
LOUIS PERSINGER

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC
Steinway Piano
¢

The third concert of the course will take place on Saturday evening, February 10, 1940
at eight-thirty o'clock

~ * Handel wrote this concerto for the young harpist Powell, who played it during the inter-
mission of the opera ''The Alexander Feast.' The manuscript bearing the fitle 'Concerto per la
Harpa'' may be found at the British Museum in "'The King's Music Library" collection.




JUILLIARD SCHOOL OF MUSIC

SEASON 1937-40

FS

ARTISTS CONCERTO COURSE

Third Concert

ALBERT STOESSEL, Conductor

SATURDAY EVENING, FEBRUARY 10, 1940
at eight-thirty o'clock

CONCERT HALL

One Thirty Claremont Avenus
NEW YORK CITY




PROGRAM

"Kol Nidrei," for vicloncello and orchestra, op. 47
FELIX SALMOND

“Dan Quixcte,” Fantastic Variations on a Theme

of Knightly Character, op. 35 - Richard Strauss

Introduction
Theme: Don Quixote [Salo ‘cella] Sanche Panza [Tencr tubal]
Yariation | The windmills: are mistaken for gisnts
Variation || The cambat with & flock of sheap

Varigtion Il Dialogue batwsen Don Quixste and Sancho Panza
Don Quixote's visian of Dilcinaa

Variation IV The encaunter with & band of pilarims wha are mistaken
for bandits

Variation Don Quicte's maditation

Variation The advanture with the two hamely peasant girls
Variation Don Quikste’s imaginary ride through the air
Variation - The bost ride and catastropha in a loaky skiff
Variation 1K, Don Quirete fs successful in combat with the twe friars
Variation X Dan: Quivote s beaten by an irate citizan

Finale: The despair and gradual mentel collapse of Don Quixate
Just befora the end he regains the powers of his mind

FELIX SALMOND.___ Visloncello
MYRTLE WOLSFELD. Viels SOL GLASSEERG.

{ntermission

PROGRAM

"La damoiselle &lue" (The Blessed Damozel) T e Pebussy

A setting of D, &, Rosetii's poem for soli, woman's chorus-and orchestra

FLORENCE PAGE KIMBALL Sopranc
MARY FRANCES LEHNERTS. Moo soprana

CHORUS

SOFRANCS ALTOS
Janet Burt Mary Louiss Baltz
Annamary Dickay Ledema Legg
Estalle Hoffman Dorothy Harfigan
Maxina Stallman Ruth Marcus
Ruth Twyman Jane Rogers
Helen Van Loon Mildrad Talbot

W%

Concerto in E minor, for viclin and orchestra, op. 64 _Mendelssohn

Allegra molta appassionato
Andante
Allegro moltoivivace
SASCHA JACOBSEN

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

The fourth concert of the course will take ploce on Wadnesday evening,
March 13, 1940, at eighf-thirty o'clock

Stesmway Prano




JUILLIARD SCHOOL OF MUSIC

SEASON 1940-194|

<

ARTISTS' CONCERTO COURSE

Fourth Concert
WILLEM WILLEKE, Conductor

WEDNESDAY EVENING, MARCH 13, 1940
&

PROGRAM

I. "Eine kleine Nachtmusik'

Allegro — Romanze — Manuetto — Rondo

[l. Concerto in B minor for four violins Vivaldi

Allegro
Larago
Allegro

EDOUARD DETHIER SAMUEL GARDNER
HANS LETZ ALBERT STOESSEL

|Il. Concerto for violin, flute and piano
("Brandenburg Mo, 5'")

Allegro
Affettuoso
Allegro

ALBERT STOESSEL FREDERICK WILKINS JAMES FRISKIN

Intermission

IV. Concerto in A minor, op. 54, for piano and orchestra........Schumann

Allegro affettuoso
Intermezzo, andantino grazioso
Allegro vivace

CARL FRIEDBERG
ORCHESTRA OF THE INSTITUTE OF MUSICAL ART
hed

The fifth and last concert of the course will take place on Wednesday evening,
April 10, 1940, at eight-thirty o'clock




JUILLIARD SCHOOL OF MUSIC
SEASON 1939-40

<

ARTISTS: CONCERTO \COURSE

Fifth Concert
ALBERT STOESSEL, Conductor

WEDNESDAY EVENING, APRIL 10, 1940

<

PROGRAM

I
Concerto in F for two pianos and orchestra (K. 242).................Mozart

Allegro
Adagio
Rendo; Tempo di Menuetto

ROSINA and JOSEF LHEVINNE

Il
Star vicino al Bell'ldol Salvator Rosa
Spiagge Amate, from the opera "Elena e Paride" ... .. Gluck
Beau Soir ... Debussy
Air d'Azaél, from the opera "L'Enfant Prodigue™......................Debussy
CHARLES HACKETT

I
Concerto for violoncello and orchestra, op. 59...........August Klughardt

(In one movement)
WILLEM WILLEKE

Intermission

1%

Concerto in B flat minor for piano and orchestra, op. 23....Tschaikowsky

Andante non troppe e molto maestoso — Allegro con spirito
Andantino semplice
Allegro con fuoco

ERMEST HUTCHESON
¢
ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC
Steinway Piano

Mr. and Mrs. Lhevinne use the Baldwin Piano




JUILLIARD SCHOOL OF MUSIC

SEASON |941-42

<

BACH FESTIVAL

PROGRAM [V

THE PASSION OF OUR LORD, ACCORDING TO ST. JOHN
(English Translation by Henry S. Drinker)

Saturday Evening, May 2, 1942

<

ALBERT STOESSEL, Conductor
<

SOLOISTS

ESTELLE HOFFMAN ... Seprano ROBERT REEVES Baritons
MARY GAYLE DOWSON.........Alto NELSON MAGILL .. Baritone
RICHARD MANNING ... Tenor GREGORY ASHMAN ........Cembalo
B PREINBERS = s e .Tenor GEORGE VOLKEL v Organ

Chorus from the Institute of Musical Art
[IGOR BUKETOFF, Director)

Orchestra of the Juilliard School of Music

CONCERT HALL

130 Claremont Avenus
NEW YORK CITY




PROGRAM PROGRAM
& &

PART | 40, Charalo, "Thy Bonds @ Scn of God"

The Betrayal 4147, Evangel [Recitative end Choruses)
21, Chorale, "Seo the Lord of Lifo and Light”

1. Chorus, Prologue, “Lord Thou cur Master”
2:6. Evangs| (Recitatives and Choruses) Intermission

7. Chorals, "O wondrous Love”
. Evangel [Racit.) PART 11l
Chorale, “Thy will, © Lord, b dona'’ Death and Burial
). Evangel [Recit.]
48: Aria [Bass with Chorus), "Come. ya''

. Aria [Altc), “Frem fhe shackles af my viess"
4%:51. Evangel [Recitative and Choruses)

. Evangel [Recif) )
52, Chorsls, "Within our inmost fealing'!

. vAria [Soprana), | follow Thes, alse”
53:55. Evangol [Recitative and Chorises)

.. Evangel [Recit.)
Cherale, "O Lord, who dares to smite Thae"

55, Chorale, "While His parting Spirit sinks”

. Evangel {Recit)

16:18. Evangol |Recitatives and Chorus) A AR e
. Aria o), "It is the end"

1%, Aria [Tenor}, "Ahl my soul”

20. Chorsle, "Pator thrice danfes his Lord™

. Evenge! (Rocit)

. Aria [Bass with Chorus), 'O Thau my Saviear”

. Evangal [Recit)

. Aricso [Tenar), "Sea all tha wotld is plunged in wos'
PART |l Aria [Sapranc), "With fears overflowing

. Evangsl {Recit,]

. Chorale, "Help us. Christ"

22-26, Evangel [Recitatives and Choruses) Evanael [Recit)

The Judgement and Crucifixion

27, Charals, "C' mighty King” . Cherus; Epilogue; "Rest in peace”
28:30. Evangal (Recitative and Chonises) i Closing Cherale, “Lord Jesus, Thy dear Angal send”
i Ariaea) (Bast)s Bathink thes: Ormy-aul

1 o s 3 %
32, (hits (Tanet), lmaine; His blogd-bespaterad: Body" he audience iz requested o refrain from appleuse ar this concart

33-39, Evangel |Recifative snd Cherutes] Steinwuny Lo




JUILLIARD SCHOOL OF MUSIC

SEASON 1941-42

BAE EI FES TN L

PROGRAM Il
AN EVENING OF CONCERTOS
Thursday Evening, April 30, 1942

ALBERT STOESSEL, Conductor

STRING ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

CONCERT HALL

130 Claremont Avenus
NEW YORK CITY




PROGRAM

+*

l.. Concerto for Pianoforte in D minar
Allegre — Adagio — Allegre
JAMES FRISKIN, Fiano

1. Sinfonia from Church Cantata MNo. 21,
for Selo Oboe and String Orchestra

LOIS WANN, Obos

I1l. Concerto in A minor for Flute, Violin and Piancforte
Allegra — Adagia, fra non fanto e doles — Tempo di alia breva
RUTH FREEMAN ___  Fute
MARY BECKER —Niolin
MURIEL KERR _____Planoforte

Interimission

IV. Concerto in E major for Violin

Allsgro — Adagia — Allegra Assal
ALBERT SPALDING, Viclin

V. Cencerfo in C major for three Pianss
Allagro — Adagio — Allegra
KATHERINE BACOHN
ERMNEST HUTCHESON OSCAR WAGMER

Steinwoy Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1941-42

BACH FESTIVAL

PROGRAM Il
Wednesday Evening, April 29, 1942

ORGAN AND CHAMBER MUSIC WORKS

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

|, Adagic (Fantasy] and Fugue in & minor for Organ
GEORGE VOLKEL

Il. Sonata in E major, for Violin and Piano
Adsgia
Allegro
Adegio, ma non tonto
Allegre
DOROTHY MINTY, Vialin
JEROME RAPPAPORT, Piano

[ll. Three Arias for Sopranc Solo with Obbligato Instruments
|English Translations by Henry 5. Drinker]

1. "Hlocks and herds may safely pesture”
2. “With faith never failing’
3, “'Hark now, soft strains of flutes wa hear”

*SUSANNE FISHER _ Soprang
FELIX. SALMOND ... —'Cello
MARY MILES Flute
CAROLYN GRANT —Flute
FATRICIA POWELL _____Flute
SERGIUS KAGEN . Pianc

Intermission

PROGRAM

&

IV¥. Chromatic Fantasy and Fugue for Piancforte

ERMEST HUTCHESOHN

V. Suite No. | in & majer for unaccompanied Yioloncello

Preluds
Allamande
Courants
Sarabande
Menuat-| and |l
Gigus

FELIX SALMOND, 'Cello

VI. The Passacaglia and Fugue in C minor for Organ

GEORGE VOLKEL

Stetnway Piano

* Courtesy of ihe Melronolitan Opara Association




JUILLIARD SCHOOL OF MUSIC

SEASON 1941-42

BACH FESTIVAL

PROGRAM |
Monday Evening, April 27, 1942

ALBERT STOESSEL, Conductor
IGOR BUKETOFF, Conductor

CHORUS FROM THE INSTITUTE OF MUSICAL ART
ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

&

|English Translation by Henry S. Drinker]

Chorus, "Praize fo God on high
. Racit. [Tenor), "Then did Jasus lift up His Hands"
. Recit. [Bass), "Ah .Jas-:;. must Thou go away so soan?”
. Air (Alte), "Ah, leave me not”
Recit. (Tanor), “And before their syes He was taken away”

. ' Chorale, "Ruler art Thou of sarth and sky”

3 {Rac'ui, [Tenor), "Whils steadfastly they watched™

Duet [Tencr and Bass)
Recit. [Alto), "Alas, coma scon again fo usl!
. Recit. [Tenor), "And after they had worshippad Him"
Air |Soprano). "Jesus, ever filled with pify”
. Chorus, “When will the day be dawning”

|GOR BUKETOFF, Conductor

SOLOISTS

MARGARET SHERIDAN . Scpranc  MARY FRANCES LEHNERTS. _Alte
DELBERT STERRETT . Tanor  BERNARD: MARTIN . Baritana

I Cantata for Selo Alto "Strike, My Hour"

[English Transtation by Henry S, Drinker)

MARGARET HARSHAW

Intermission

PROGRAM

&

. The Magnificat

. Chorus, "Magnificat”

. Aria [Mezzo Sopranc), “Et exultavit”

. Aria [Soprana), "Quia respesit”

. Chorus, "Omnes genorationes”

. Ara[Bass): " Quin fecit miki magnat

. Duat [Alto and Tenor); "Et miseri cordia™
. Cherus, “Fecit potentiam”

. Aria [Tenor), "Deposult potentes”

. Aria |Alfo], "Esurientes implevit"

. Chorus, "Suscepit lsrasl™

. Chorus, “Sicut locutus est”

. Charus, "Gloria Patri, Filio of Spiritui Sancto

ALBERT STOESSEL, Conductor

SOLOISTS
JEAN CUBBAGE . Sopréne
LODEMA LEGG. . Memo Soprano
JEAN BROWNING __ _______Alte
DELBERT STERRETT __ Tenor
EUGENE BONHAM ___ Bass
CONSTANTIN CALLINICOS . _Cembala
GEORGE VOLKEL . Organ

Steinway Piano




JUILLIARD MUSICAL FOUNDATION

THE JUILLIARD
GRADUATE SCHOOL ORCHESTRA

=

Jonann SeBasTIAN Bacu's

The Art of Fugue

In the instrumentation of Wolfgang Graeser’s new edition

CARNEGIE HALL

NEW YORK

Monpay Evening, Marcu 16, at 8.30 o’crock

ALBERT STOESSEL
Conductor




PROGRAMME

ORGAN CHORAL PRELUDE
“How Brightly Shines the Morning Star”
(One of the earliest of the Organ Preludes)
Organist: Georce VOLEEL

THE ART OF FUGUE—arrangement of numbers

Fugues for Solo Strings

Fugues for String Orchestra and Organ

Double Fugue for Strings, Trumpets, Trombones and Organ

Douhle Fugues for Strings and Wood Winds

Triple Fugue for Strings, Wood Winds, Brass and Organ
Intermission

Two-part Canons for Cembalo

Two-part Canons for Organ

“Mirror” Fugue for Flute, Oboe da Caccia and Bassoon

"Mirror” Fugue for two Pianos

“Mirror” Fugue for String Orchestra

Quadruple Fugue (unfinished ) for Strings, Wood Winds, Brass
and Organ

Chorale-Prelude for Organ,
“For Deinen Thron tret ich hicrmit”

NotE: Nos, 12-13, 14-15 will be omitted at this performance

Steivway Piones Used

Bie Kunst der Fuge
(e At of Fugue)
Notes by RICHARD ALDRICH

Bach's “Art of Fugue” was the last achievement of Bach's life, on
which he was engaged from time to time in his last three years and on
which he was working when he died on July 28, 1750. It has caused a
little: bewilderment among his biographers, a diversity of opinion as to
its real purport and musical value and some uncertainty as to the form
and the succession in which he intended its several parts to appear. All
are agreed, however, that it is the most complete and comprehensive, the
most masterly and consummate embodiment of the last and highest devel-
opment of the contrapuntal art of the eighteenth century. That art found
its greatest and final expression in Bach's work. After his death there
was a rapid and almost complete disintegration of the great contrapuntal
traditions. From that time forth music became definitely and entirely
something different from what it had been.

The “Art of Fugue” consists of nineteen numbers. Of these, fifteen
are fugues of almost every known variety and complexity—although in
the original edition they are not so called, but are marked simply “Con-
trapunctus”—and four are canons, in different intervals. These are all
based on one theme, or different treatments, variations and adaptations
of it, with, in a few cases, the addition of new themes combined with it
There are two fugues for two players on two barpsichords, The others
are all written, in the original edition, in score, that is, with each part on
a seperate stave, and with the frequent use of the C clefs, now generally
abandoned except for orchestral instruments. Though they are all play-
able on the harpsichord, and in modern editions have been printed in
“short score,” that is, on two staves, and with the G and F clefs, as piano-
forte music is now usually printed, some commentators of high standing
have considered them as more or less “abstract” music, contrapuntal prop-
ositions, solved as geometrical theorems are solved, merely illustrative of
different problems in contrapuntal science, and not suitable to be played
and listened to as music. Thus Forkel, Bach's first biographer, says that
the composer’s purpose was “to give a view of what it was possible to do
with a single fugue theme.” Sir Hubert Parry, one of the modern and
most sympathetic of Bach scholars, wrote:




As to the intention of the worl, there is no possibility of arriving at any kind
of certitude. The greater part of it does not come within the range of practical
music at all, and Bach could never have intended it to be presented to an audience as
a consistent work of art. What seems most probable is that he amused himself by,
experimenting on the possibilities of many of the different kinds of artistic devices
which he had accumulated and assimilated in the course of his constantly active life
—dexterities which afforded him pleasure in the exercise, and which in this case
were, exceptionally, the aim of his lahors.

Bach’s own son, Carl Philipp Emanuel, did not see very deeply into
the matter when he called the “Art of Fugue” a “substitute for an expen-
sive teacher of fugue.” Spitta, the greatest of the Bach investigators,
missed the point widely when he spoke of Bach's failure in it to “relate
the content of idea with the material.” Hauptmann, a great theorist, found
in it “monotony and stiff repose.”” Riemann considered it to have only
a didactic purpose and to be, as a whole, “‘not a work of art, but a school
exercise.” One Bach commentator, a good many years ago, a certain
Van Bruyck, went so far as to speak of it as “completely barbarous,
abstruse, a kind of contrapuntal headache.” These views are not those
held by the most intelligent modern students, those whose deeper study
and profounder knowledge of the work has revealed something more
and better.

A German musician, Wolfgang Graeser, has taken the “Art of
Fugue,” made certain changes in the order of the movements in the latter
part of it—for there is obvious confusion in the order of the first edition,
—and arranged it for different instrumental combinations, using the score
as it has come down to us in Bach’s publication as an outline, to fill in
with various instrumental colors and combinations, turning what some
have regarded as abstraction into living reality. It is all intended to
enforce the views of present day students, that this music is not in truth
an abstraction, but something vital and beautiful, and capable of making
itself felt in the appreciation of modern listeners as music of the highest
range, and not merely as illustrations of contrapuntal rules or the solution
of difficult contrapuntal problems.

There is good reason to believe that Bach himself attributed quite
unusual importance to the “Art of Fugue.” He had it printed entire
from engraved plates, a distinction that fell to scarcely a dozen of all his
hundreds of compositions in his lifetime. He wove his own name—the
first and only time he did so—in notes into the cleventh fugue and again
into the mighty quadruple fugue that is the crown and close of the com-
position ; as it were, impressed upon it his own sign manual, As Graeser
siys, it is as though we had in this composition Bach's own last testament,
a summing up of all that he and his art stood for.

There is clearly a connection between the “Art of Fugue” and the
“Musical Offering,” which Bach wrote a few years before as a result of
his visit to Frederick the Great in Berlin and a gift to that monarch in
memory of it. It is a set of fugues, canons, ricercari and pieces in other
forms, on a single theme, given him impromptu by the king to improvise
on. He did improvise; and then, taking the theme home with him, wrate
out his improvisations and much more hesides, most elaborately. This
task completed, Bach was evidently tempted to further use of a similar
idea. The result was the “Art of Fugue,” of which the thematic basis
is plainly related to the royal theme of the “Offering.”

Bach, as above noted, died hefore the work was finished. The pen
dropped from his hand as he was nearing the climax of the last number,
a great quadruple fugue, into which he had just introduced as one of the
themes, the four notes representing the letters of his name: B {in Ger-
man B flat), A, C, H (in German B natural). This device, original with
Bach, and used by him in the “Art of Fugue” for the first time, has been
much imitated by composers since his day who wished to honor him and
perhaps, also to exhibit their own accomplishments.  He left no intima-
tion as to how he intended to finish the fugue; yet several scholarly
musicians, as Riemann, Busoni, Tovey, greatly daring, have attempted a
finish, with the use of the material already at hand in the fugue.

There is clear evidence that Bach, though he died before he finished
his task, had inspected the proofs of the earlier plates, up to the eleventh
fugue. There is a list of errata that he intended to have corrected in
them. Beyond that point he evidently did not go; and there are numerous
errors existent in the first edition. He was sick and blind; his eyesight
had been wasted by his intense devotion to work and especially by his
perseverance in engraving on copper plates with his own hands certain of
his compositions for publication,

His death naturally undid all the arrangements for the publication of
the new composition. The completion of the edition was leit to the
engraver and printer, who was entrusted with various sheets of manu-
seript, which he evidently did not know what to do with. The result was
that the work was published with the last part in utter confusion; with
no regard to the arrangement that Bach had in view for it. It appeared
in 1750, the year of Bach's death. It found few friends or purchasers.
Two years later, a new edition was put out with a preface hy Marpurg,
a highly considered theorist and composer of the day, in the hope that the
commendation of a man of his fame would give the work a sale that Bach
himself evidently could not! But the result was not such as was hoped
for. At the end of six years not enough copies had been sold to cover the
cost of the edition. They numbered about thirty! Johann Mattheson




went so far as to say in one of his hooks, that “anybody, at home or
abroad, might do well to risk his gold-pieces on this rarity.” But to no
purpose. Carl Philipp Emanuel; one of the composer’s sons, announced
that he was going to sell the plates for old metal. Probably he did; but
nohody knows what became of them.

So nothing more is heard of the “Art of Fugue” till near a half
century - later, when an enterprising and Bach-loving Swiss publisher,
Hans Georg Nigeli, “risked his gold pieces” in getting out a new edition
(1802). About forty years later the enterprising Peters reprinted it for
his complete Bach edition. In 1875 it duly made its appearance in the
great complete edition of the Bach-Gesellschaft. About four years ago
Graeser issued his edition in which he attempted, through deep study of
some of the theoretical problems involved, to restore the correct sequence
and order for the pieces, as Bach intended them to stand. Later he pub-
lishd his instrumental arrangement, as it is performed tonight.

A performance of the “Art of Fugue,” especially upon the harpsi-
chord or pianoforte, involves difficulties for performers and listeners
alike. The pieces; on one theme, however greatly varied, are all in the
key of D minor. It was the custom in Bach's day to write suites and
successions of movements in one key or its relative. The monotony of
impression that modern listeners are likely to feel, whether consciously
or unconsciously, from this procedure was apparently not conveyed in
the eighteenth century and earlier. Furthermore, a complete perform-
ance is likely to last two hours and longer. Modern listeners to music
are a less hardy race than their forbears. Nevertheless, the performance
of the “Art of Fugue” in its instrumental garh, as arranged by Woli-
gang Graeser has not resulted disastrously, The first one in this country
was given at Mrs. Coolidge’s Chamber Music Festival in the small hall
of the Library of Congress, Washington, by Leopold Stokowski and
members of the Philadelphia Orchestra, with Lynnwood Farnam at the
organ and Frank Bibh and Lewis Richards as harpsichordists.

* * #

Mr. Albert Stoessel has compiled the following brief descriptive
notes, giving the instr 1 combinations allotted to the different num-
bers of “The Art of Fugue” in Graeser’s arrangement, with suggestion

of the character of each one;

Fueugs vor Strincs (Nos. 1,2, 3, 4)

String quartet only, Quiet, contemplative.

2 violins, 3 wviolas, 2 celli, 1 bass. Rather quick; aggressively
rhythmic.

2 violing, 3 violas, 2 celli, 1 bass. Subject inverted ; mystical and
deeply expressive.

2 violins, 2 violas, 2 celli, 1 bass, Subject inverted ; more fAuid and
expressing enthusiasm ; gradually brightening and clearing.

Fucues ¥or STRING OrRcHESTRA axD Orcan (Nos. 5, 6, 7)
In these three numbers the answer is an inversion of the subject.

Omne-half of the entite string orchestra, Light and elastic in rhythm.

Two-thirds of the entire string orchestra, In the style of a French
overture with bold and slashing rhythm.

Full string orchestra. Each answer is the inversion of the subject
and is of a different time value; the soprano answer is twice as slow
and the bass answer four times as slow as the preceding subjects;
majestic in character and clarifying into a noble climax.

Double fugue for strings, trumpets, trombones and organ in three
voices. Of compelling energy.

Double fugue for strings, oboes, English horn (oboi da caccia) and
bassoons.  Brilliant,

Double fugue for strings, flutes, oboes and bassoons.

Triple fugue for strings, woodwinds, trumpets, trombones and
organ, An intensely tragic mood rests over this fugue. The second
subject (an inversion of the subject of No. 8) is accompanied by a
groping and struggling chromatic figure: this combination results in
harmonies as soul-stirring as those in the ‘Confiteor’ of the B minor
Mass, The third subject is an aflusion to Bach's name. It is made
of the notes B-A-C-H and brings the fugue to a colossally climactic
close.

Canon for cembalo solo. Canon in the octave.

Canon for cembalo solo, Canon in the twelfth,
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DIE KUNST DER FUGE

THE ART OF FUGUE
Notes by RICHARD ALDRICH

Bach’s “Art of Fugue” was the last achievement of Bach’s life, on which
he was engaged from time to time in his last three years and on which he
was working when he died on July 28, 1750. It has caused a little bewilder-
ment among his biographers, a diversity of opinion as to its real purport and
musical value and some uncertainty as to the form and the succession in
which he intended its several parts to appear. All are agreed, however, that
it is the most complete and comprehensive, the most masterly and consum-
mate embodiment of the last and highest development of the contrapuntal
art of the eighteenth century. That art found its greatest and final expres-
sion in Bach’s work. After his death there was a rapid and almost complete
disintegration of the great contrapuntal traditions. From that time forth
music became definitely and entirely something different from what it had
been.

The “Art of Fugue” consists of nineteen numbers. Of these, fifteen are
fugues of almost every known variety and complexity—although in the
original edition they are not so called, but are marked simply *“Contrapunc-
tus"—and four are canons, in different intervals. These are all based on one
theme, or different treatments, variations and adaptations of it, with, in a
few cases, the addition of new themes combined with it. There are two
fugues for two players on two harpsichords. The others are all written, in
the original edition, in score, that is, with each part on a separate stave,
and with the frequent use of the C clefs, now generally abandoned except
for orchestral instruments. Though they are all playable on the harpsichord,
and in modern editions have been printed in “short score,” that is, on two
staves, and with the G and F clefs, as pianoforte music is now usually
printed, some commentators of high standing have considered them as more
or less “abstract” music, contrapuntal propositions, solved as geometrical
theorems are solved, merely illustrative of different problems in contrapun-
tal science, and not suitable to be played and listened to as music. Thus
Forkel, Bach's first biographer, says that the composer’s purpose was “to
give a view of what it was possible to do with a single fugue theme.” Sir
Hubert Parry, one of the modern and most sympathetic of Bach scholars,

wrote:




quadruple fugue that is the crown and close of the composition; as it were,
impressed upon it his own sign manual. As Graeser says, it is as though
we had in this composition Bach’s own last testament, a summing up of all
that he and his art stood for.

There is clearly a connection between the “Art of Fugue™ and the "Mu-
sical Offering,” which Bach wrote a few years before as a result of his
/ visit to Frederick the Great in Berlin and a gift to that monarch in memory
of it. It is a set of fugues, canons, ricercari and pieces in other forms, on a
single theme, given him impromptu by the king to improvise on. He did
improvise; and then, taking the theme home with him, wrote out his impro-
visations and much more besides, most elaborately. This task completed,
Bach was evidently tempted to further use of a similar idea. The result was
the “Art of Fugue,” of which the thematic basis is plainly related to the
royal theme of the “Offering.”

Bach, as above noted, died before the work was finished. The pen dropped
from his hand as he was nearing the climax of the last number, a great
quadruple fugue, into which he had just introduced as one of the themes,
the four notes representing the letters of his name: B (in German B flat),
A, C, H(in German B natural). This device, original with Bach, and used
by him in the “Art of Fugue” for the first time, has been much imitated
by composers since his day who wished to honor him and perhaps, also to
exhibit their own accomplishments. He left no intimation as to how he in-
tended to finish the fugue; yet several scholarly musicians, as Riemann,
Busoni, Tovey, greatly daring, have attempted a finish, with the use of the
material already at hand in the fugue.

There is clear evidence that Bach, though he died before he finished his
task, had inspected the proofs of the earlier plates, up to the eleventh fugue.
There is a list of errata that he intended to have corrected in them. Beyond
that point he evidently did not go; and there are numerous errors existent
in the first edition. He was sick and blind; his eyesight had been wasted
by his intense devotion to work and especially by his perseverance in en-
graving on copper plates with his own hands certain of his compositions
for publication.

His death naturally undid all the arrangements for the publication of the
new composition. The completion of the edition was left to the engraver
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tival in the small hall of the Library of Congress, Washington, by Leopold
Stokowski and members of the Philadelphia Orchestra, with Lynnwood
Farnam at the organ and Frank Bibb and Lewis Richards as harpsichordists.

# #* # #* #

Mr. Albert Stoessel has compiled the following brief descriptive notes,
giving the instrumental combinations allotted to the different numbers of
“The Art of Fugue™ in Graeser’s arrangement, with suggestion of the char-
acter of each one;

Fucuss ror Strines (Nos. 1, 2, 3, 4)
1. String quartet only. Quiet, contemplative.
2. 2 violins, 3 violas, 2 celli, 1 bass. Rather quick; aggressively rhythmic.

3. 2 violins, 3 violas, 2 celli, 1 bass. Subject inverted; mystical and deeply
expressive.

4, 2 violins, 2 violas, 2 celli, 1 bass. Subject inverted; more fluid and ex-
pressing enthusiasm; gradually brightening and clearing.
Fucues For String OrcHESTRA AND OrRGAN (Nos. 5, 6, 7)
In these three numbers the answer is an inversion of the subject.

One half of the entire string orchestra. Light and elastic in rhythm.

6. Two thirds of the entire string orchestra. In the style of a French over-
ture with bold and slashing rhythm.

7. Full string orchestra. Each answer is the inversion of the subject and
is of a different time value; the soprano answer is twice as slow and
the bass answer four times as slow as the preceding subjects; majestic
in character and clarifying into a noble climax.

8. Double fugue for strings, trumpets, trombones and organ in three
voices. Of compelling energy.

9. Double fugue for strings, oboes, English horn (oboi da caccia) and
bassoons. Brilliant.

10. Double fugue for strings, flutes, oboes and bassoons.

11. Triple fugue for strings, woodwinds, trumpets, trombones and organ.
An intensely tragic mood rests over this fugue. The second subject
(an inversion of the subject of No. 8) is accompanied by a groping
and struggling chromatic figure: this combination results in harmonies
as soul-stirring as those in the ‘Confiteor” of the B minor Mass. The
third subject is an allusion to Bach’s name. It is made of the notes
B-A-C-H and brings the fugue to a colossally climactic close.




PROGRAMME

ORGAN CHORAL PRELUDE: “How Brightly Shines the Morning Star.” (One of the ear-
liest of the Organ Preludes).

1— 4
5— 7

S==10
11

2 12—13
14—15
16
17
18

19

20

Otrganist: LYNNWOOD FARNAM

THE ART OF FUGUE—arrangement of numbers.

Fugues for Solo Strings

Fugues for String Orchestra and Organ

Double Fugue for Strings, Trumpets, Trombones and Organ
Double Fugues for Strings and Wood Winds

Triple Fugue for Strings, Wood Winds, Brass and Organ

Intermission
Two-part Canons for Cembalo
Two-part Canons for Organ
“Mirror” Fugue for Flute, Oboe da Caccia and Bassoon
“Mirror” Fugue for two Pianos
“Mirror” Fugue for String Orchestra

Quadruple Fugue (unfinished )for Strings, Wood Winds, Brass and
Organ

Chorale-Prelude for Organ, “Vor deinen thron tret ich hiermit.”

Note: Nos. 12-13, 14-15 will be omitted at this performance.

Steinway Pianos Used




As to the intention of the work, there is no possibility of arriving at any kind of
certitude. The greater part of it does not come within the range of practical music at
all, and Bach could never have intended it to be presented to an audience as a con-
sistent work of art. What seems most probable is that he amused himself by experi-
menting on the possibilities of many of the different kinds of artistic devices which
he had accumulated and assimilated in the course of his constantly active life—dex-
terities which afforded him pleasure in the exercise, and which in this case were, ex-
ceptionally, the aim of his labors.

Bach’s own son, Carl Philipp Emanuel, did not see very deeply into the
matter when he called the “Art of Fugue™ a “substitute for an expensive
teacher of fugue.” Spitta, the greatest of the Bach investigators, missed the
point widely when he spoke of Bach’s failure in it to “relate the content
of idea with the material.” Hauptmann, a great theorist, found in it
“monotony and stiff repose.”” Riemann considered it to have only a didactic
purpose and to be, as a whole, “not a work of art, but a school exercise.”
One Bach commentator, a good many years ago, a certain Van Bruyck,
went so far as to speak of it as “completely barbarous, abstruse, a kind of
contrapuntal headache.” These views are not those held by the most in-
telligent modern students, those whose deeper study and profounder knowl-
edge of the work has revealed something more and better.

A German musician, Wolfgang Graeser, has taken the “Art of Fugue,”
made certain changes in the order of the movements in the latter part of it
—for there is obvious confusion in the order of the first edition,—and ar-
ranged it for different instrumental combinations, using the score as it has
come down to us in Bach’s publication as an outline, to fill in with various
instrumental colors and combinations, turning what some have regarded
as abstraction into living reality. It is all intended to enforce the views of
present day students, that this music is not in truth an abstraction, but some-
thing vital and beautiful, and capable of making itself felt in the apprecia-
tion of modern listeners as music of the highest range, and not merely as
illustrations of contrapuntal rules or the solution of difficult contrapuntal
problems.

There is good reason to believe that Bach himself attributed quite unu-
sual importance to the “Art of Fugue.” He had it printed entire from en-
graved plates, a distinction that fell to scarcely a dozen of all his hundreds
of compositions in his lifetime. He wove his own name—the first and only
time he did so—in notes into the eleventh fugue and again into the mighty




and printer, who was entrusted with various sheets of manuscript, which
he evidently did not know what to do with. The result was that the work
was published with the last part in utter confusion; with no regard to the
arrangement that Bach had in view for it. It appeared in 1750, the year
of Bach’s death. It found few friends or purchasers. Two years later, a new
edition was put out with a preface by Marpurg, a highly considered theorist
and composer of the day, in the hope that the commendation of a man of
his fame would give the work a sale that Bach himself evidently could not!
But the result was not such as was hoped for. At the end of six years not
enough copies had been sold to cover the cost of the edition. They numbered
about thirty! Johann Mattheson went so far as to say in one of his books,
that “anybody, at home or abroad, might do well to risk his gold-pieces on
this rarity.” But to no purpose. Carl Philipp Emanuel, one of the composer’s
sons, announced that he was going to sell the plates for old metal. Probably
he did; but nobody knows what became of them.

So nothing more is heard of the “Art of Fugue” till near a half century
later, when an enterprising and Bach-loving Swiss publisher, Hans Georg
Nageli, “risked his gold pieces™ in getting out a new edition (1802). About
forty years later the enterprising Peters reprinted it for his complete Bach
edition. In 1875 it duly made its appearance in the great complete edition
of the Bach-Gesellschaft. About four years ago Graeser issued his edition
in which he attempted, through deep study of some of the theoretical
problems involved, to restore the correct sequence and order for the pieces,
as Bach intended them to stand. Later he published his instrumental ar-
rangement, as it is performed tonight.

A performance of the “Art of Fugue,” especially upon the harpsichord
or pianoforte, involves difficulties for performers and listeners alike. The
pieces, on one theme, however greatly varied, are all in the key of D minor.
It was the custom in Bach’s day to write suites and successions of move-
ments in one key or its relative. The monotony of impression that modern
listeners are likely to feel, whether consciously or unconsciously, from this
procedure was apparently not conveyed in the eighteenth century and
earlier. Furthermore, a complete performance is likely to last two hours and
longer. Modern listeners to music are a less hardy race than their forbears.
Nevertheless, the performance of the “Art of Fugue” in its instrumental
garb, as arranged by Wolfgang Graeser has not resulted disastrously. The
first one in this country was given at Mrs. Coolidge’s Chamber Music Fes-
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JUILLIARD SCHOOL OF MUSIC

130 Claremont Avenue, New York City

ORGAN CHORAL PRELUDE
“How Brightly Shines the Morning Star” SEASON 1931-1932

(One of the earliest of the Organ Preludes) *

THE ART OF FUGUE

JOHANN SEBASTIAN BACH

.
THE ART OF FUGUE—arrangement of numbers
Fugues for Solo Strings
Fugues for String Orchestra and Organ *
Double Fugue for Strings, Trumpets, Trombones and Organ RIDAY EVENJNG, FEBRUARY 96 - - . at 8.30
otible Fug Strings J linds
Double Fugues for Strings and Wood Winc SATLIRDAY EVEN”\JG, FEBRUARY. 27 - at 8.30

Triple Fugue for Strings, Wood Winds, Brass and Organ
+
Tntermission
Salo Strings
Twe-part Canons for Cembalo . :
; Crances Licurer, Fiolin Mary Lackrann, Fiola

Two-part Canons for Organ Hepen Marsaave, Fiolin Mirorin SANDERS, ‘Cello

“Mirror” Fugue for Flute, Oboe da Caccia and Bassoon

iy Solo Wood Winds
“Mirror” Fugue for two Pianos

5 £ pilrs Rosert STiruEN BoLues, Flute Lupwie Kossaxowski, Oboe
*Mirror” Fugue for String Orchestra

Jonn Arexanore Petrie, Flute Sor ScHoEwBAcH, Bassoon
Quadruple Fugue (unfinished) for Strings, Wood Winds, Brass

Harown Frroman, English Horn  Erias CARMER, Bassoon
and Organ

Chorale-Prelude for Organ, Pianos—BEuLa DUFFEY and Caroring Gray
“Vor Deinen Thron tret ich Kiermit”
Theremin, Fingerboard Instrument—Mitton Forstar

Cnsteiment Wheough courtesy of Professor Leon Thereming
Nore: Nos. 13, 14-15 will be omitted at this performarnce

Organ—Grorce VoLgsg

Steinway Planos Used »

ALBERT STOESSEL; Conductor




DIE KUNST DER FUGUE

{THE ART OF FUGLE)
Notes by RICHARD ALDRICH

Bach’s “Art of Fugue" was the last achievement of Bach's life, on
which he was engaged from time to time in his last three years and on
which he was working when he died on July 28, 1750. Tt has caused a
little bewilderment among his biographers, a diversity of opinion as to
its real purport and musical value and some uncertainty as to the form
and the succession in which he intended its several parts to appear. All
are agreed, however, that it is the most complete and comprehensive, the
most masterly and consummate embodiment of the last and highest devel-
opment of the contrapuntal art of the eighteenth century. That art found
its greatest and final expression in Bach’s work. After his death there
was a rapid and almost complete disintegration of the great contrapuntal
traditions. From that time forth music became definitely and entirely
something different from what it had been.

The “Art of Fugue” consists of nineteen numbers, Of these, fifteen
are fugues of almost every known variety and complexity—although in
the original edition they are not so called, but are marked simply “Con-
trapunctus”—and four are canons, in different intervals. These are all
hased on one theme, or different treatments, variations and adaptations
of it, with, in a few cases, the addition of new themes combined with it.
There are two fugues for two players on two harpsichords. The others
are all written, in the original edition, in score, that is, with each part on
a separate stave, and with the frequent use of the C clefs, now generally
abandoned except for orchestral instruments. Though they are all play-
able on the harpsichord, and in modern editions have been printed in
“short score,” that is, on two staves, and with the G and F clefs, as piano-
forte music is now usually printed, some commentators of high standing
have considered them as more or less “abstract” music, contrapuntal prop-
ositions, solved as geometrical theorems are solved, merely illustrative of
different problems in contrapuntal science, and not suitable to be played
and listened to as music, Thus Forkel, Bach's first biographer, says that
the composet’s purpose was “to give a view of what it was possible to do
with a single fugue theme.” Sir Hubert Parry, one of the modern and
most gympathetic of Bach scholars, wrote:

As to the intention of the work, there is no possibility of arriving at any kind
of certitude. The greater part of it does not comé within the range of practical
music at all, and Bach could never have mtended it to be presented to an audience as
a consistent work of art. What seems most fmbabdc is that he amused himsclf by
experimenting ‘on the possibilitics of many of the different kinds of artistic devices
which he had accumulated and assimilated in the course of his constantly active life
—dexterities which afforded him. pleasure in the exercise, and which m this case
were, exceptionally, the aim of his labors.




Bach’s own son, Carl Philipp Emonuel, r‘].d not see very deeply into
the matter when he called the “Art of Fugue” a' nlll;qhtm‘: [or an expen-
sive teacher of fugue.” Spitta, the gre:
missed the point widely when he spoke rJF Bnchs Ja\tur'_ in it to “relate
the cantent of idea with the material.” Hauptmann, 2 eorist, found
in it “monotony and stiff repo Riemann considered it to have only

purpase and to be, as a whole, “not a work of art, but a school
One Bach commentator, a good many years ago, a certain
Van Bruyck, went so far as to speak of it as “completely barbarous,
abstruse, a kind of contrapuntal headache.” ‘These views are not
held by the most intelligent modern students, those whose deeper g
and profounder knowledge of the work has revealed something more
and better,

A German musician, Wolfgang Graeser, has taken the “Art of
Fugue,” made certain chan in the order of the movements in the latter
part of it—for there is ohvious confusion in the order of the first edition,
—and arranged it for different instrumental combinations, using the score
as it has come down to us in Bach's publication as an outline, to fill in
with various instrumental colors and combinations, turning what some
have regarded as abstraction into living reality, It is
enforce the views of present day students, that this n
an abstraction, but something vital and beautiful, and capable of making
itself felt in the appreciation of modern listeners as music of the highest
range, and not merely ustrations of contrapuntal rules or the solution
of difficult contrapuntal problems,

There is good reason to believe that Bach himself attributed quite
unusual importance to the “Art of Fugue” He had it printed enti
from engraved plates, a distinction that fell to scarcely a dozen of all his
hundreds of compositior his Tifetime. He wove his own name—the
first and only time he did so—in notes into the eleventh fumue and again
into the mighty quadruple fugue that is the crawn and close of the com-
position ; as it were, impressed upon it his own sign manual. As Graeser
sdys, it is as though we had in this composition Bach's o
a summing up of all that he and his art stood for.

There is clearly a connection between the “Art of Fugue” and the
“Musical Offering,” which Bach wrote a few years before as a result of
his visit to Fredericlk the Great in Berlin and a gift to that monarch in
memory of it. It is a set of fugues, canons, ricercari and pieces in other
forms, on a single theme, given him impromptu by the king to. improvise
on. He did improvise; and then, taking the theme home wnh him, wrote
out his improvisations and much more besides, most elaborately. 'I'his
task completed, Bach was evidently tempted to further vse of a similar

idea. ‘The result was the “Art of Fugue,” of which the thematic basis
is plainly related to the royal theme of the “Offering.”

Bach, as noted, died before the work was finished  The pen
dropped from his hand as he was nearing the climax of the last number,
a great quadruple fugue, into which he had just introduced as one of the
themes; the ‘four notes representing the leiters of his name: B (in. Ger-
ma 1o A H (in German B natural). This device; original with

¢l by him in the '\rl (:i l‘h ue” frsr the first time, haq heeﬂ

Homn 0 ho inter lLd to ﬁn h the fugue; yet several scholarly

{pLEETT! 5,05 Ri . Busoni, Tovey, greatly daring, have attempted a
i af :1;9 material already at hand in the fugue,

Ihole is glear evidence that Bach, though he died before he finished
his task, had inspected the proofs of the earlier plates, up to the eleventh
fugue. There is a list of errata that he intended to have corrected in
them. Bevond that pe he evidently did not go; and there are numerous
errors existent in the ﬁ]':l edi"mrl lk- was & ck :md b]ind‘ '|'.|1'ﬁ ey ght

his compositions for |Jub]lca.|u1:

His death naturally undid all the arrangements for the publication of
the new composition. The completion of the edition was left to the
or, who was entrusted with various sheets of manu-
I y did not know what to do with, The result was
that the work was published with the last part in utter confosion; with
no regard to the arrangement that Bach had in view for it. It appeared
), the year of Bach's death. It found few friends or purchasers.
later, a new edition was put out with a preface by Marpurg,
highly considered theorist and composer of the day, in the hope that the
commendation of a man of his fame would give the work a sale that Bich
himself evidently could not! But the result was not such as was hoped
for. At the end of six years not enough copies had been sold to cover the
cost of the edition. They numbered about thirty! Johann Mattheson
went so far as to say in one of his books, that “anybody, at home or
ahroad, might do well to risk his gold-pieces on this rarity.” Buot to no
purpose.  Carl Philipp Emanuel, oné of the composer’s sons, announced
that he was going to sell the plates for old metal. Probably he did; but

nobody knows what became of them.
So nothing more is heard of the “Art of Fugue® till near a half
century later, when an enterprising and Bach-loving Swiss publisher,
Hans Georg Nageli, “risked his gold pieces” in getting out a new edition




(1802). Ahuut forty years later the enterprising Peters reprinted it for
his complete Bach edition. In 1875 it duly made its appearance in the
great complete edition of the Bach-Gesellschaft. About four years ago
Graeser issued his edition in which he attempted, through deep study of
some of the theoretical problems involved, to restore the correct sequence
and order for the pieces, as Bach intended them to stand. Later he pub-
lished his instrumental arrangement, as it is performed tonight.

A performance of the “Art of Fugue,” especially upon the harpsi-
chord or pianoforte, involves difficulties’ for performers and listeners
alike. ‘I'he pieces, on one theme, however greatly varied, are all in the
key of D minor, It was the custom in Bach’s day to write suites and
successions of movements in one key or its relative. The monotony of
impression that modern listeners are likely to feel, whether consciously
or unconsciously, from' this proceduré was apparently not conveyed in
the cighteenth century and earlier. Furthermore, a complete perform-
ance is likely to last two hours and longer. Modern listeners to music
are a less hardy race than their forbears. Nevertheless, the performance
of the “Art of Fugue” in its instrumental garb, as arranged by Wolf-
gang Graeser has not resulted disastrously. The first one in this country
was given at Mrs, Coolidge's Chamber Music Festival in the snmall hall
of the Library of Congress, Washington, by Leopold Stokowski and
members of the Philadelphia Orchestra, with Lynnwood Farnam at the

organ and Frank Bibb and Lewis Richards as harpsichordists.
* = =

Mr. Albert Stoessel has compiled the following brief descriptive
nates, giving the instrumental combinations allotted to the different num-
bers of the “Art of Fugue” in Graeser’s arrangement, with suggestion
of the character of each one:

Fucuss por Strincs (Nos. 1,2, 3, 4)

String quartet only. Quiet, contemplative.

Two violins, three wviolas, two celli, one bass. Rather quick;

aggressively rhythmic.

Two violins, three violas, two celli, one bass, Subject inverted;

mystical and deeply expressive.

Two violins, two violas, two celli, one bass. Subject inverted; more

fluid and expressing enthusiasm; gradually brightening and clearing,

Fuooues For Strine OrcHEsTRA AND ORcan (Nos. 5, 6, 7)

In these three numbers the answer is an inversion of the subject,

One-hialf of the entire string orchestra. Light and elastic in rhythm,

Two-thirds of the entire string orchestra. 1In the style of a French

overture with bold and slashing rhythm,

Fuil_stn'ng orchestra. Each answer is the inversion of the subject
and is of a different time value; the soprano answer is twice as slow
am{ the bass answer four times as slow as the preceding subjects;
majestic in character and elarifying into a noble climax.

Dcl;uhle fugue for strings, trumpets, trombones and organ in three
voices,  Of compelling energy.

Dauble fugue for strings, oboes; English horn (oboi da caccia) and
bassoons. Brilliant.

Double fugue for strings, futes, oboes and bassoons.

Triple fugue for strings, wood winds, trumpets, trombones and
organ. An intensely tragic mood rests over this fugue. ‘The second
suhje_.ct (an inversion of the subject of No. 8) is accompanied by a
groping and struggling chromatic figure ! this combination results in
harmonies as soul-stirring as those in the “Confiteor” of the B minor
Mass, The third subject is an allusion to Bach’s name. It is made
of the notes B-A-C-H and brings the fugue to a colossally climactic
cloge,
Canon for cembalo solo. Canon in the octave:
Canon for cembalo solo. Canon in the twelfth.
Canon for organ solo, Canon in the tenth.
Canon for organ solo. Canon by augmentation in contrary motion.
“Mirror” fugue for flute, oboe da caccia and bassoon.

(a) Rectus, (b) Inversus.
“Mirror” fugue; an arrangement of No, 16 for two harpsichords.

(a) Rectus. (D) Inversus.
“Mirror” fugue for strings alone.

(a) Rectus. (b)) Inversus.
Quadruple fugue for strings, wood winds, lrass and organ.. Unfin-
ished.  Bach’s son, Philipp Emanuel writes, “Work on this fugue
was interrupted at the place where the countersubject B-A C-H is
introduced by the death of the composer.”
ChU{'.'—l]—Pre!ude for organ dictated by the dying composer to his
son-in-law Altinikol,

Before Thy throne, my God, T stand

Myself, my all, are in Thy hand;

0 'show me Thine approving face,
Nor from me now w:J:hbold TF?;egratc,

Trans, by C. Sanrorp Terry
While not a part of the “Art of Fugue” this choral-prelude appeared

in the first edition and is not an unsuitable ending when pullic per-
formance is undertaken.
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PROGRAM
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PART I

1

RECITATIVE.

CHORALE.

Come, ve d:
When Jesus now had finished

RECITATIVE

Then

0 blessed Jest
bled the chief priests

CHonus

Not upon the feast

RECITATIVE

CHORUS,

RECITATIVE....

Now, when Jesus was in Bethany
Wherefore wilt thou be so wasteful

ReciraTivi

ArIA

And Tesus, percciv‘mg_ it

Thow, dear Redeemer mine

RECITATIVE.

Grief and pain
Then one of the twelve

CHORUS.

Where wilt thon

RECITATIVE

CHORUS

He said: Go ye into the city

Lord, is it 1

CHORALE.

RECITATIVE.

Phe sorrows thou art bearing

He answered them

RECITATIVE..

ARTA

CHORALE

RECITATIVE

Trxog Soto ANp CHORUS

RECITAYIVE,

C HORALE.

RECITATIVE.

Although my eycs with tears
Never will my heart refuse thee
Here will [ stay beside thee
Then came Jesus with them

1 wonld beside my Lord

And He came to the Disciples
Now may the will of Ged be done

Dugy axn CHoRU;

CHORUS.

And again He came

...Alas, my Jesus now is taken
Ye lightni ye thunders

Aqa Wit CHORUS,

PART 11

RECITATIVE

Ah! now iz my Saviour gone

And they that Idid hold

CHORU

CHORALE.

ARTA

He guilty is of death

O Lord, who dares o smite Thee

O pardon me, my God

RECITATIVE,

ARTA

RECITATIVE.

And when the morning came
Give me back my dearest Master

Now upon that feast

CHonus.

Let Him be crucified

CHORALE.

RECITATIVE.

What wondrous punishment

CRORUS

The governor answered
Let Him be crucified

RECITATIVE..

Then He released Barabhas

ARIA

From love umbounded

RECITATIVE

Crory

Then straightway the soldiers

We hail Thee

RECITATIVE.

RECITATIVE-ARIA

And after they had mocked Him
Ah. Colgoth

RECITATIVE

C HORALE.

RECITATT

ARIOS0

RecreaTive with CHoRUs.

Crosmye Cooaus,

And from the sixth hour
When [ too am departing
And niow behold the veil of the Temple
At evening, hour af calm and rest
And now the Lord to rest is laid

In deepest grick
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JOHANM SEBASTIAN BACH
[Born &t Eisenach, March 21, 1635; died at Leipzig, fuby 23, 17501

Jehann ‘Sebastian Bach came from a family assoclated for generations with music
The family of Bach without interruphion made music in Germany from the time of Luther
to that of Bismarck, and indeed so numercus and =o-eminent wire they in Thuringia that
at Erfurt; gll the town musicians were known as “Bachs.” even long afrer there were. no
members of that family residing there.  As 3 canvenience: for purposes of study, it has
long: been the custom 1o divide the lives of great men into “periods,”" and that of Bach
{as with many other musicians) has a threefold division which it is well to mentidn in
connection with a series of festival programs such as these
Miz lite from 1708 to 1717 is usunlly referred ta 25 the Weimar period during which
he planned out most of the great organ masterpieces:  From 1717 1001723 he wase ar
Ciithen.  This period was most asscciated with instrumental works: the first volume of
the “Well-tempered Clavichord,"" the French and English Suites, solo wialin: and ‘celln
=anatas and the "Brandenburg concertos”  From th 7500 the Leipzig. perind
The bulk of the cantatas, the Mass in B minar, the Passions, and the three compositions
of this first program are all of this last, "Leipzig" period
sumed that Bach was oeganist and choir-master at St Thomas's: Church,
His atficial position was that of cantor st St. Thomas's
d: 4o give training ‘to fifty-five boys for the singing of misic at
ted chirches in Leipzig.  Bach prepdred the boys, took charge of the sérvice
at one of the two principal churches, and arranged the music: which meant that toa
large degree he comppsed sulfable music
To understand Bach's church cantatas it must be remembered that they formed part
of a long and fairly closely. co-ordinated religious service built around the Caspel of (he
day. In Bach's time the cantafe was- the chief musical part of the moming service,
which generally |asted about three hours. It wes also the usual custom not to! perform
the cantata ac a whole, but 1o divide it [nto two parts, séparated by the sarmon and
saveral other parts of the liturgy,

CANTATA No. 104, "Du Hirte Jsrael, Hore! (Thou Guide of Israel)

This cantata was written zbout 1725, in other words in the easly vears of Bach's
cantorate at Leipzig and was designed for use on the second Sunday after Easter. Spitta
tirds it “a sacred pastoral which exhibits a beautiful comt of 4 and
gravity, grace and depth” He' points out how this is earried out in the first chorus
its triple thythm, a droning bass, and the usé of oboes, and he compares it with the
Pastoral Symphony of the Christmas Oratorio.  [Howewer, the Christmas Oratoria was
written nearly a decade later.] The following tenor aria. expresses the groping, stum-
bling search far the true shepherd, then comes (after & recitative) a bass aria of great
beauty, "Beglickte Heerde, Jesu Schafe’ (When [esus deigns his flocks to number]
Like the opening chorus it has a charactenstie triple rhvthm.  The weork clotes with 3
chorgle paraphrase of “The Lord 15 my Shapherd

CANTATA No. 51, for Soorano: “|auchzet Gott in Allen Landen'!

Bach wrate this cantata for 'the fifteenth Sunday after Trinity of 1731 or 1732, bur
the scare shows that it could serve for general use, for its text has no cannection with
thie Epistle-or Gospel of that day. It consists of five <ections,, Three arias, separated by
a recitative and a chorale section A brilliant and spirited solo cantata: it manifests
effective use of vocal coloratura, which perhaps led Pary to think that it was originally
written for Bach's wife, Anna Magdalena
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The fisst section is a bravura exposition by the soprano and frumpet, 'Praise God "
The fourth section 15 the chorale section, really a fantasia on “Sie Lob und Priess mit
Ehren,” the alleluia of which becomes 2 concerto for soprano and trumpet in a vigorous
fugal style,

CAMNTATA No. 53 for Solo Alto Voice: “Schlage doch, gewunschie Stunde™
{Strike; Thou Hour)

This well-known work is net strictly 2 cantata, but as given in the mscription of ‘the
M3.; 3 "mouming-aria’  |ts ehort length and non-liturgical nature would probably indi-
cate that it was not.inftended for church use. Terry suggests that it was written for a
child's: funeral  The libretto has been attributed to Salomo Franck, and the date from
1723 10 1734, Much has been made ot the fact that Bach here uses two bells, a literal-
ness which some, including Forkel, have mot liked.

MAGNIFICAT in D major

At Leipzig on the three High Festivals of the Church, It was customary to sing the
Latin linstead of the Cerman) Magnificat at the vesper service. - The order of the
Christmas service has been reconstructed from ane of Bach's scores; and from' this same
score it seems probable that it was for his first Christmas at Leipzig in 1723/ that this
setting of the Magnificat was compozed and performed.  This was also the same vear of
his Saint lohn, Passion, Bach followed Leipzig tradition in that when the work was
performied, four chorales were inserted at various places between verses of the canticle,
From this procedure, as well 2z the fact that a sermon-and a matet had come early i tha
service, Bach may have wished great conciseness; a1 any rate, conciseness of writing s
a-characteristic that distinguishes this work from the Saint John Passion.

The text is the song of the Virgin Mary, when Elizzbeth, filled with the Hely
Ghost, prophesied: “Blessed art thou among women,” elc., and it 15 found in 5t Luke
|, 46-55. Bach made two settings of this text; the other one for soprano ealo, which,
though extant in 1855, is now lost. The present work exists in two versions, an oider
in E-flat. major; and-a later one in D major.

Each version of the text is treated as 3 separate movement.  All the choruses are in
five parts, and the orchestra is Bach's usual festival orchestra—strings,; flutes, oboes,
Trumpets, timpani, and continiss with' pccasional solo fnstruments, as the ‘oboe d'amore.
As |5 the case of the great Mass in B mingr, the Latin text brought with it certain
‘suggestions-of [talian influence.

The first chorus, "Magnificat,”” is dominated by a note of great joy and is treared
in sistained polyphony, The second treble solo which follows “Et exultavit”" confinues
this note of exaltation

Numbser 3, "Quia respexit''—with oboe d'amore—is written to depict self-abasement,
and Bach used long descending melodic phrasés to bring out the literal meaning of the
word “humilitatem,” which he further emphasizes by his cown repetition of the word each
time it vecurs. From fumber 3, Bach detached the last two words “Cmnes Genera-
tianes,” far separate treatment in a confrapuntal charus, especially repeating the waord

‘cmnes:”!

The “Quia fecit” & made into'a bass aria with a splendid theme

The next verse, “Et Misericordia,” a duet for tencr and alte {accompanied with
muted strings and flutes), proceeds in equal counterpaint, Its unvarying 12-8 rhythm
constantly flows with a g_mlle-melaruholy, Ercken only when the tenor repeats “timent|-
bus™ lfgar) for the last time.

MNumber 7 is a chores, "Fecit Patentiam.”  Its epening theme in a vigorous rhythm,
anply illustrates the idea of power. Smashing chords strike against it—hut to no avail,
Anather place of graphic lilustration i the setting of “dispersit superbos—with a figure
Jiterally scattered through the various parts, followed by a dramatic chard.

The “Depasuit Potentes” gave another opportunity for musical realism. The word
“dapesuit’! always cecurs on 3 rapidly descending passage Later a blustering sugges-
tion accomparies ' patentes—the pride-filled powerful ones, who were put down. The
exaltavit’” 15 a long ascending figure, which descends with the ward “humiles’ (humblel.

In setting the words “Esurientes,” full of emotional suggestions, Bach, 25 in similar
places in the Passions; evidently wishing ‘deep | color, has thosen the sclo alte
vaice.

Mumber 10 is & trio; “Sescepit Iseael,' and- by the usé of only the three upper
vorces, o beautiful quiet contrast s achieved |t Is followed by a five-part fugue, “Sicut
lacutus est - Finally, 16 bring the work to/a brilliant close, the "Gloria™ is extensively
treated, and the wark achieves.a structural unity by the utilizing of musical material
froen the first movement

THE MACNIFICAT
1. CHORUS
My soul doth magsify the Lord
2 ARIA FOR MEZZO-SOPRAND
et iy spirit hath- rejoiced in Gad: my Saviour
ARIA FOR SOPRAND
For He hath regarded the lowliness of his hapdmaiden
- CHORUS
For behald 3l generations
ARIA FOR BASS
Far He that. is mighty hath magnified ma
And Holy {5 His name.
DUET FOR TEMOR AND CONTRALTO
And His mercy is on them
Thesughout all gencrations
On them that fesr Him
. CHORUS : )
The Lard has shewed strength with His arm
And scattored the proud in the Imagination cf their hearts,
ARIA FOR TEMOR
He: hath put tewn the mighty fram their thrones
And hath exaited them of low degres.
ARIA FOR ALTO
He hath filled the hingry with good things,
And the rich hathi sent empty away,
TRIO FOR TWO TREBLES, ONE ALTO
Hig séevant Isrsel, he hath halpen
In remembrance of His mercy
. CHORUS
Even as Ho promised o ol forefathers
To Abraham, &nd to His seed for evet
CHORUS
Glary o the Father, Glory to the Sen, Glory to the Holy Ghest!
A5 it was in the beginaing, s now, and ever shall be; world without end.  Amen.
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THE "BRANDENBURG" 'CONCERTOS.... e ) OHANN SEBASTIAN BACH

Sametime about 1718 or 1719, while Bach was in the service of Prince: Leopold of
Anbalt-Céthen, he made’ the aequaintance of the Margrave of Brandenburg, Christian
Ludwig, who-was the-younges: zon of the Great Elector. Just how and where this took
place, is problematical; it may have been ot the Meiningen court, with which both Bach
and the Margrave had relations, or as Spitta suggests, perhaps the Margrave heard Bach
with Prince Leopold's musicians: at Caslebad efther in 1718°0r 1720, when we know that
Prince Leopold was “drinking the waters.”

The Margrave was'a bachelor living both-at Berlin and on his estates at Malchow:
He was. very fand of music, rather extravagant in his 1astes and mode of living, and
supported his-own orchestra

At any rate he heard Bach play and gave him 8 commission, i answer 1o which
Bach composed the sk "Brandenburg” Concertos.  Bach's dedication in French follows

YA son altesse royale, Menseignour Créthon Lowis, Margraf dn
Brandenburg, et etc, eic
Monselgneur,

Two years agn, when | hsd the homor of plaving befere w
Highness, 1 experienced your ‘condescending interest in tha i
musical tzlents with which heaven has ‘gified me, and urderstood your
Royal Highness's-gracious willingness fo accept some pleces of my comgo-
sition. In accordance with that condescending command, | take the llberty
to prosant mme most bumble didy to pour Royal Highnets [0 thess Concerti
for varicus irstruments  beggieg your Highness not o judge them by the
standards of your own refined’ and delicate taste, but fo sesk In them
rather the expression of my profound respect and obedionta. In conchsion,
Mansalgneur, | mest respectiully beg your Royal Highness to continue yauf
gracious favor foward me. and 1o be assured that there is nothing | za
much desin &% fo efrploy. myself more worthily in your service:

With the utmest ferior, Monseigneor, | subscribe myself,
‘four Royal Highness's most humble and most cbedient servant,

Cdthen, ' 23. March, 1721." Jean Sebastian Bach.

It is rather interesting fo observe how fime has reversed the relative positions of
the two men, for the Margrave’s chief claim to fame today are these concertos “sa
humbly"" dedicated to him! We don't know how he regarded these works, for though
mast of the musical works in his: library. werd carefully catalogued, Bach's manuscripts
were not entered in the list. Mor is it certain that they were ever performed at Berlin
Bach sent an especially carefully prepared set of manuscripts, which may perhaps indi-
cate that he regarded this istion of considerable importance. He also kept a set
for himself, and Terry has found some evidence which shows that they were given at
Cothen, perhaps before: the copies were. sent fo the Margrave at Berlin:

These "Brandenburg! Concertos foflow the form, much liked in the Eighteshth
Century, of the concerfo grosso. This was an orchestral composition in several move-
ments, played by a small group of solg instruments (the comcerfing) accompanied by a
full or stringed body of instruments (the tuttil. The contrast thus gained, of zetting. off
the concerting from the tufli; & an essential indeed, perhaps the outstanding feature
of this form

Toward the latter part of the Seventeenth Century, and up to the fime of Bach; the
custom was to allot the concerting to two violing and 2 vicloncello.  Eleven of the
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twelve "Grand Concerros'’ of Handel have this combination. (No. VIl has na solo pas-
sages), a5 15 the case with Corelll's Concerti Grossi.  Bach, however, did nat hesitate to
depart from custom, and each one of these six has a differgnt group of soloists, amply
illustrating the freedom and indépendence of Bach's ideas on instrumentation.

BRANDENMBURG CONCERTO Mo 1, in Fmajor

Thie Concerte bears the autograph fitle; “"Concerto | Ma 42 comi ‘da caccia,
3 Hautb, & Basseno, Vialina piccolo concertato, 2 Vialin, una Viola & Visloncell, col
Basso Continug "

Originally it will be noticed that zeveral of these instruments are: not custemary
ones: the “bassona” was undoubtedly a relation of the bassoon, and the "vialing picoola™
was smaller and tuned higher than the regular violin

This first of the “Brandenburg’ concertos s alsn distinctive in having "a- more
rumerous concerting, ac well as the fact that there:are mo special subjects for cach
<oto- instrument as was the usual procedure

I, Alfegro, F major, alle breve
Eullar-Maitland praised this mevement foe the great unity which Bach
obtained by great scononty of thematic mafeeial - Practically all the meve-
ment can be derived from soma part of the first bat.  Bach later frars-
fiurred this music to Cantata No. 52

This movement “adagio o sempre piano,” B miror
fe in friple time, Its meloty oocurs firt in the oboe.  Spitta. calis it
“one of  the most impasshaned sangs of woo evdr written '

11, Allégro, 6-8 time, F major
T “vitling picesle’ s the salo instrrant and thers is seme “dibtoguing”*
with the first hotn and first cboo. A couple of bars, adagio; break the
mavement, which than continues in fhe earlisr thythm,  Bach also trams-
farred this movement to a later compasttion

|ov the minuet, F major
which forms the finala of the work, the rhythmic figure of the hoos s
from the proceding mavement, and the fhems = given to the cbocs and
violing. wifh imitations by basses and bassoor  There are thiee trics in
this saction.

PASSACACLIA AMD FUGLE, in C minor, for Grgan

Bach originally wrote the Passacaglia for a two-manual clavicembalo with pedals:
It was rewritten for the ‘organ during the latter part of his.stay at Weimar—that is;
before 1717, A towering morument as to famm, 11 consistsof two huge movements built
on the possibilities of 2 single theme.

The firet movement Bach entitles “Passacaglia’!  This word, according to Larousse’s
Encyclopedia, was a Spanish term that came infa France affer operas were introduced
there. |t meant “pasar por las calles”! “passe-rie’” In French (to go through the
straete), in which case it may. have been originally a <ireet song or dance; perhaps by
itinerant musicians:  This derivation would tend ‘to be confirmed by Walther's Lexicon,
whre it is transtated "Gasseohauer "
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1ts early musical use was 1o =ignify 4 Spanizh or. Itallan dance in slow, stately triple
titne, with a short, constantly repeating bass theme! Hence it became & piece of music
constructed on-a recurring bass figure.  As regards this use of the bass, eftforts have
been made to distinguish’ it from ‘the chaconne, some halding that in-the latter the
theme could occur in any voice, and in the former {the passacaglial only in the bass
However, Mattheson {in Voltkommener Kapellmeister, 1739) sfates that it was the
chaconne that had the theme always inl the bass, which would confirm Bach's title of
Passacaglia, for he Uses the theme above, as well a3 in the'bass, A better distinction
perhaps would be a more contrapuntal guality in the passacaghia, and & mare harmenic
nature for the chaconne.  Mattheson adds that while chaconnes could be sung, such was
not the case with passacaglias. The great "Crucifixus” of the Mazs in B minor, and the
Lament™ in Purcell's "Dido -and Aeneas'’ are chacennes in this sense—i e, sung
chaconnes

I Bach's Passacaglia the eight-bar theme s given gut at gnce (€ minar, 4-4 fime)
by the pedals alane.  Then with this theme Bach copstructs twenty variations. The
first half of the theme; which later is one of the subjects of the fugue, was borrowed
by Bach from a “Trio en Passacaille” by André Raison (¢ 1850-1720), @ Parisian
organist-compaser

It has been thought that Bach wrote this work under the influence of Busctehude,
especially. in the consorting of the fugue with the passscaglia. But Bach's work s far
more Impressive than that of Buxtehude, and with truer dramatic sense he places the
fugue:at the end, thus allowing & much mare: brilliant. climactic conclusion,

The' fugue is a double one; both subjects being given out togeiher—one of them
{mentioned abovel being: the fiest half of the passacagtia theme.

THE FEASANTS" CANTATA No. 212, for Soprano and Bass Voices,
“Mer hahn en neve Dberkest” (We have a new Squire)

This cantata, mare. frequently called “The Peasants’ Cantata,” was first performed
on August 30, 1742, The |dea seems to have been Picander's, and it was he who wrote
the libretto, calling it a “cantate en burlasque ™

The occamion was an act of homage on entermg. into possession of fand,  Kard
Heinrich vony Dieskay, ‘Chamberlam of the Saxon Excheguer recaived fhe alleglance of
his:tenants as Lard of the Manor of two villages near Leipzig. These he had {ust inher-
ited through the death of his mother, As Picander held 3 post under von Dieskau, there
were good rezsons for cultivating his attention It is quite possible that he was one of
Bacl's Dresden patrons a5 well, for we find that later his wife was godmother to one of
Bach's grandchildren.

The peem s in a burlesque rustic vein, which Bach did not hesitate to counterpart
in (the music Parry says, “There i€ no pretense of devel t o arlistic In
and the tunes tumble into one anather in a‘perfectly irresponsible and incoherent manner
which implies that the movement was a joke." The movement to: which he makes
specific reference is the introduction, but he finds. the same characteristics are carried
throughaut

Bach used many motives then popular {and some are still todsy) amang the Tower
classes, and parts:of it ‘are in: the upper Saxon: dialect; the flaver of which is invarisbly
lost in translation
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The first and the last numbers are duets, between which the peasant and his sweet-
heart alternately sing recitatives and arlas

Popidlar melodies are used in numbers 3, 8 (''Les Folies d'Espagne’’), and 16 (Frisch
auf zom fralichen Jagen " still papular in’ Germany)

Mo, 3 contains a refersnce 1o the fact that since 1734 von Dreskau: had controlfed
the fiscal administration of the region around Leipzig

No. 20 was barrowed from his own Phoebus and Pan,” when 11 s Fan's trial sorig

BRANDENBURC CONCERTO No- 2, in F majer

Thie original autograph score bears the title: “Concarto 290 3 1 Tromba, T Flauto,
I Hautbais, | Violino etncertati, e 2 Vielini, 1 Viola e Violone in Ripieno col Visloncella
¢ Basso per |1 Cembalo.”

I. Allegro; alla breve, F major
Three of the four instruments of the cowcerting announce m unaan. the
chicf therms,  The t0lo viclin has & new subject, which, affer interruptions
by the tutti, is taken up by tho obee, and tha violin hat a kind of counter
subject, Then the same process follows with the flute s sofo and later
e trompet, Finally the four are combined

I Andante, D minor, 34
This slow rrcw vt (scored for Hhurn, obee, and violin abeve the ‘cello
and harpaichordf |s based ‘on' @ subject fist given fo/ the woloiwviolin, It
is freated Imitatively by the other sole instruments,

I Allegro. zssal, F major, 2-4
The trumpst gives out the theme. the folr wlsists gnter successively and
carry en.a free fugus sbove the continug: which is kept subcedinate at
first.  Finally the continuo assmes the main parl, o give way toward the
end to the trumpet.

"BRANDENBURG CONCERTO Mo, 5, in B major

This. concerto is notable for the brillfant solo part given to the clavier. There are.
numertus directons writhen In for expressicn’ for exanple, the word “cantabile” occurs
frequenitly.

The original title, "Concerta 5103 upe Traversiere, une Miolino poncipale; tne
Violing & una Vicla in ripieno, Viclorcello, Violang, & Cembala concertatg,"” .f\s |
Fuller-Maitland remarks, 17 is not given te many people to devise a title ke this, that
succeads In being incorrect in’ two languages af once!!

I The spirited beginning of the stnngs {there are no second violing) contans the
materfal for the whole movement, The main theme i for the futh, Flite and violing
often echo one anather.  The clavier has rushing scale’ passages, and often carries on
alone, until the main theme comes back for theciose  The clavier part is so prominent
that it is hard to resist believing that Bach wrote. it for himself.

|I. The slow mavement, B minor, affettucso, is for the three soloists alone, sbove
@ clavier bass,  Fuller-Maitland thinks that the modern plano 15 less satisfactory. than
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the old harpsichard for this concerto, in that the latrer "coes not - . . contras violently
with the orchesteal mstruments”  The movement ends in-a merry moed

|1 Allegro, 68 time, |n thrée sections, after the pattern of the Italizn da capo
aria. The first, which is: completely repéated for the: third, is fugal; and the second
section contains 2 subsidiary theme of excephional melodic charm

“BRANDEMBURG" COMCERTO Mo. & in B-flat major

The sixth and lest &f the Brandenburg Concertos was composed: originally for two
violas, two vicle da ‘gamba, “cello, and bas

3 da gamba, recenily nearly obealete, 5 now occasionally played at concerts

of old music. [t was 2 leg-viol, in appearznce like the violoncelta (except far a flat back
and & very slightly diff shapel . and had six or seven strings. Cambas and other
viols were still much used 0 orchestras of the period of Bach and Handel, “Parry h
painted o0t how the group of salo instruments in’ Mo, & ystericaisly counterparis t
group of Mo 3 lthree violins, three and thiee ‘celli}

|, Allegro, B-flar major, 222 The bwo vialss give out the main theme in the form
of & canon, which is thes carried on with shght rhthimic changes by the ofher instru-
ments

Il Adagic ma non troppo, E-flat major, 32 The sabject is a canfabile thems
for the two viclas, treated fugally, and developed with impressive nobility.  The gambas
ara pot used

U1 Allegro, B-flat major, 12-8. Is built on 2 pulsating gigue theme.

FANTASIA AND FUCUE, in G minor, for Crgan

This great and well-known work was ene of the last works Bach composed 2t
Waimar. |t is generally agreed that the fugus is connected with Bach’s journey to
Hamburg in 1720 At that fime candidates were heard in ‘competition for the pesition
of grganist at the Jakobkirche, and Bach was heard at the Catharinekirche. This explains
wity Bach used the form of a free fantasia, & form particularky beloved and utifized by
Marth German organ composers.

Thare seems 1o be no doubt also that on this visit Bach played the fugue 1o Reinken,
and that he desired to please the old man by having the subject bear a close relation to
thiz apening of the latter’s fifth Sonata.

Mattheson in 1731 published in his “Crosse Ceneralbass-Schule” a subject which
had been given o an organ candidate, saying. “the subject was familiar and the player
whio firet used:it with success well-known!"  With slight variations the stbject and
counter subject are: those of this fugue in G minor. Sweitzer seys that one autharity
explains the discrepancy by claiming. that Mattheson changed the themes somewhat to
make them conform fto the tules of academic counterpoint, in which the subject must
net exceed the range of an octave.  “The popularity of this great 'G minor' leven in the
most unlikely quarters] is easily understoed.  In melody and rhythm the subject is one
of the most attractive ever devised, and its freatment is marked by a clarity and finish
that defy criticism, ' (Harvey Grace)
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“BRANDENEURG" CONCERTC No: 3, in G majer
‘Cancerto 32078 tre Wialini, tre Violl; ¢ Vicloncelll col Bosso per il Cembalo !

The first movement in-a shightly different form was used by Bach for the opening
“Sinfonia” of the church cantats, Mo 174, “ich:liebe: den Hichstin.™

“The two movements make up a-composition that i surely without rival as the
expression of a frank and fearless joy, a joy from which every-day mirth is nat exclyded"
1), A Fuller-Maitfand)

| G major, 2-2  The strings, divided info three groups, give out an exhilarating
theme. The movemen! consists of developments: in miany forms of portions of this
theme, ‘Spitta thought that the middie porfion of this first movement was a5 fing-as
anything in the whale realm of Carman instrumental music ™ In the original score there
15 a transifional measure with two big chords odagio, They give the fecling of B major
and apparently are placed there to ghve a contrast of key before starting. the second
movement, alsa G major, At this place some conductors have inserted other slow mave-
mante of Bach for the sake of contrast

11, Allegro, G major, 12-8. The theme 15 started by theee violing in succession and
in clase imitation, then developed elat 4y, and followed by other figures, which con-
tend i alteration with the chief thema,

“BRANDENBURG" CONCERTO Mo, 4, in & majar

“Concerta 4t a Violing Principale, due Fiauti d'Echo, due Viollni, bnd Vicls
Vislene in- Ripiena, Vicloncells e centino,”

This concerto s notewarthy for the rdle given to the sola violin of the coneerfing,

I, Allegro, G major. The movement s in thiee sections, the kst an axact repel|-
tion-of the first  The chief theme js given af once to the solo instruments. 11 Is devel=
oped later by the solp viclin. The second section s In E minoy, and the flutes have &
new subsidisry dialogue

Il |Andantg, E piinor, 3% timz - There s much alrernation. ol passiges between
the solo insttuments and the futii

). Finale, Presto, G major.  Thiz starts as a fugue first with theviolas, then sala
violing, etc, and finally full orchestra. There is much. contrapuntal working oot of all
the matarial.

In-another version of this concerto’ for harpsichord and two flites with strings. Bach
akso aimed fo preserve the ‘echo” effects of the abave earlier version,




THE PASSION
ACCORDING TO ST. MATTHEW

Thee 5t Matthew Passion end the Mass in B minoe arg without doubt Bach's two
greatest monyments insacred music.  Besides: this Passion there exists only one other,
which [s of unquéstionied authenticity (the St Johnl; He undoubtedly. wrote saveral
frore; Five are listed in the earllest catalogue of his works tcompiled in 1754, four years
after his death), though fhis is not unimpeachable evidence.

On Bach's autegraph score the fifle f& (nsenbed thus: “Passio Dominj nostrl | C
secundum Evangelistam Mattaeumn

Althiough first pecformed on Good £ L Aprl 15,1 at 'St Thomas's, we know
that Bach had been at work on it in 1728 Pigander weote the libretra. in
Mavember of that yesr Bach useéd some of his already composed Passion. music. in. the
T rauerods.” written upan the death of his friend and patron, Prince Leopold of Anhalt-
Chthenn  Theré k= no known gudence that the St Matthew' Patsion was-ever: repeated
In [ts- earliest version. The work mist hive gripped: Bach's imagination, for e altered
arsd extended it, and |t was perfommed in Its final form somatime: near 1740

What impression wes madé on the occasion of the first performance i 1729 i
unknown; probably not a deep.one.  Friedrich Melchior Grimm, later one of the four or
five abtest dramatic and literary crilics in France during the Eighteenth Century, was a
student at the University of Leipzig for several years belore 1744, under Emest| and
Coltsched, both of whom were connected with Bach. Yet when the writer of ‘these
program notes collected the numenous musical references and eriticisms in the 165 waol-
umes.of the: “Corespinidenca litteraire, by Grimm, he found not a single:reference to
'S, Bach, The "great Bachs” were johann Sehastian's sons:  The revised version was
performed at Leipzig, even after Bach's death. It was-nat until a century after s first
jnception that it was heard elsewhere—first at Berlin in: 1829, through' the efforts of
Mendalsschn, who stso conducted,  The aidiences then received the work with devo-
tion and enthusiacm

The pertormance at this Festival is believed to be the first in New York City, with-
cut cuts, atthough it has been gwen frequently in shortened versions.  Last year the
Juilliard Graduate School (which for several seasqns previowsly had given the “Art of
Fugue," as scored by Craeser) gave the woirk with' the “Leipzig” cuts, and with forces
roughly approximating those available 1o, Bach

It has been the time-borm custom from the Fitteenth Century to sing. the Passion
story during Holy Week at Leipzig  The old form was a very conservative plain song
type, and not particularly dramatic. I was not until 1721, just before: Bach's arrival,
thal 2 Passion of the new dramatic fype was infroduced: The Passion according o
S, Mark by Johann Kubnau, who was the predecessor of Bach as Cantor
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It is thought that the fext, as'set by Bach, was planned or sketched cut by him in
detail—the actual poem afterwards being writlen by Picander lthe pseudonym for
Cheistian Friedrich Henrici), prebably in co-operation with Bach.  This is assumed from
1 many. close similarities with the poeic fdeas of Salomo:Franck, Bach's librettist at
Weimar,

Sweitzer has painted out the stiiking simplicity and ingenuity of the dramatic plan.
It is in two parts—done thus in prder that the sermon might cccupy the central place
i the wervice  These two parts can be divided into little scencs or pictures

These are marked out by the stopping of the narration; and: then the porticn just
recounted from the Bible is used a5 the subject for a shorl meditation.  This is: gener-
ally accomplished in an aria, preceded by an arioso-like: recilative: At minor resting
painte the Christian spectators of the drama give expression 1o their fealings in choeale
varses  Bach, himself, probably chose the particular chorales for the various places; a
tack which he accomplished ‘with the finest taste.

Sweitzer and Terry find some twenty-four of these scenes, with @ prologue 1o each
half of the work: 12 smaller scenes indicated by chorales and |2 larger onies marked by
arias. | As with the Mass in B minar, Bach here reveals his consummate mastery of form
on & panaramic scale  Few indeed have been his peers in this respect; we think of
Hendel, Beethowen, and Wagner, of the frescoes of Da Vingi, Raphaal, and Michael-
angelo, (Perhaps. the best short guide to the dramatic echeme fs Terny's small booklet
on the St. Matthew Passion in the Oxford "Musical Pilgrim” serigs.):

The composition calls for a double charus, with a third mada up of boys” vaices, for
twa orchestras (one for each chorus), solo singers, solo. instrumentalists, harpsichord,

-and organ,  The number of performers avatlzble to Bach was about 34 singers and

roughty an equal number of instrumentalists, exchive of the organ and harpsichords.

We naturally wonder about the quality of those early Lepzig performances.  Bach
sdems. to: have had no Hllusions s to the inadequacy of his forces in performance. Mivid
25 were the conceptions within his cwn mind, the humar material that set them forth
can hardly have risen to his vigion, There exists his report 1o the Tewn Ceuncil asking
for additicnal performers.

The year of the St. Matthew Passion be was appointed conductar of the Telemann
Singing Society, -a University. Organization devoted to the performing of mstrumental
and secular music.  From it hie may. have hied hefp in the Passion service  This might
Indicate why the score calls for a dowble string crchestra

It s difficult, and perhaps unfair 1o the work as 2 whole, 1o pick out movements
for special mention, For an excellent and penietrating discussion talthough a short cnel,
the reader (s referred to the chapter n Parry's, "Johann Sebastian: Bach "
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In cancept and composition: the opening charus & one of Bach's most impressive
pletures Soan fhe woice of Christ tells of the impending tragedy. Throughout Bach

gives Christ's woice an’ sccompaniment of strings, a good, old | ralian tradition, in-whick
an accompaniment of bowed strings was the only. paoper one for a divine being:  The
episode of the woman with the vase of precicus omtment (s treated fully, The recitative
and-aria (Nes 9 and for alto have an ing pictorial device of ‘descending
passages: 1o s i f-grief-laden tear io. 15, the short chorus,
“Lord, is v 1" resembles the similer place:in the Passion by Sehn Mo, 25 with |
throbbing - anguich, and the pognant ety of Mo, 25, are aptly followed by a cho
that suggests a soothing, comtorting crad

Raging energy is depicted in the "Be

The: tragedy swiftly proceeds n the. ceco: e 3 has some of
her most expressive arl In"MNe. T1 can be-seen Bach ¢ attention fo a fext) that
fired his-in nres & af the man, net of the Cod,

be ciated: with
Richard St

The: work f e calm and peice, Shamber o, ©-Savior
ming™
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PROGRAM [(Cantinued)

+» 4. THE MACNIFICAT

st anima mea Domingm

I, 'CANTATA Noo 104, THOU GUIDE OF ISRAEL
5 i3 - Scprana. s Bt et taViE. SR US
1. Charus, Thou Guide of lsrael MARTHA TRWIN

milliatem ancillse suse

Racitative { Tenorki... The Mighty Guardian cares for me 3. Ar Quia respexit
R

rig | ace my. Shepherd long s hiding
Aria (Tenor) face sy Shepherd long is hiding Chons Cmnies - generationss

acitative (Bass) This Thy: word Is nurture i my spirit . _
Recitative (8ass)....... .This Thy. word ls nurture ta my spiri - e o s GlaC bt il s

HAROLD BOGGESS

Arig (Bats) ... Whem Jesus deigns Mis flock to number
Duat for Contralto and, Tenor. Et misericordia
Lhorale The hafes 1o ba INGA HiLL, ROLAND PARTRIDGE

ROLAND  PARTRIDGE .
HAROLD' BOGGESS ...

Chatus. Ferit potentiam

fiaiartenas Dieposuit patentes
ROLAND PARTRIDS

CANTATA Mo, 51, for Sclo Soprano, JAUCHZET COTT i e : 1. S
Aria for (Contraltc. —uientes implevit bonis

ANGA HILL

Praize. ye, praise’ Jehovah all ye' people

Trio far Soprano, Mezzo Soprana, and: Contral Suscepit lerael
MWe warshipin the holy temple MARTHA DWYER, MARTHA IRWIN, INCA

Faiber, may Thy loving mercies fall en s as:maming dew 1 Sieut locutus st ad patres nostios

Chasrale. All bonar, praise and goey Parri. Filio er Spiritui Sancta

[OSEPHINE  ANTOINE. Sopranio ¢
WILLIAM VACCHIAND., ~Frumpst Obbligato
CHORUS. OF THE DRATORIO SOCIETY OF NEW YORK
GQRCHESTRA OF THE JUILLIARD SCHODL OF MUsiC
3. CANTATA Mo 53; for Solo Contralto, STRIKE THOU HOUR IMMORTAL CRECORY ASHMAN. tmibalo
RisE STEVENS o B Contralte GEGRGE WILLIAM VOLKEL. Cgan
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JOHANN SEBASTIAN BACH
{Born at Eisenach, March 21, 1685] died at Leipzig, July 28, 17500

Johann Sebastian Bach came from a family associated for generations with: music.
The family of Bach withoul interruption made music in Germany from the time of Luther
to that of Bismarck, and indeed so numerous and so eminent were they in Thuringia that
at Erfurt, all the town musicians were known as “Bachs,” even long after there were no
members of that family residing there, As a convenience for purposes of study, it has
long been the custom to divide the lives of great men into “periods,” and that of Bach
Vs with many other musicians) has a threefold division which it is well ta mention in
connection with a senies of festival programs such as these,

His life from 1708 te 1717 is usually referred to-as the Weimar period during which
he planned out most of the great organ masterpieces. From 1717 to 1723 he was at
Cothen. This period was most associated with instrumental works: the- first volume of
the “Well-tempered Clavichard.” the French and English Suites, sole viglin and 'cella
sanatas and the “Brandenburg concertas” From 1723 to 1750 s the Leipzig period.
The bulk of the cantatas, the Mass in B minor, the Passias; and the three compositions
of this first program are all of this |ast, “Leipzig” period.

|1 is often assumed that Bach was organist and choir-master at St. Thomas's Church,
bur this s a misunderstanding.  His official position was that of cantor at St, Thomas's
Schogl, a school endowed to give training to fiffy-five boys for the singing of music at
four affiliated churches in Leipziz. Bach prepared' the boys; tock charge of the service
at one of the two principal churches, and arranged the music: which meant that to a
large degree he composed sultabie music,

To understand Bach's church cantatas it must be remembered that they formed part
of a long and fairly closely co-ordinated religious service built around the GCospel of the
day, In Bach's time the canfata was the chief musical part of the moming service,
which generally lasted about three hours. It was also the wsual custom not' to perform

the cantata as a whole, but to divide it into two parts, separated by the sermon and
several other parts of the liturgy,

CANTATA No: 104: "Du Hirte Israel, Hare” (Thou Guide of lsracl)

This cantata was written about 1725, in other words in the: carly years. of Bach's
Cantorate at Leipzig, and was designed for use on the second Suneay after Easter. Spitta
finds it “a ‘sacred pastoral which exhibits a beautiful combination of tenderness and
gravity, grace and depth” He points out how this is carried out in the first chorus:
its triple rhythm, a draning bass, and the use of oboes: and he compares il with the
Pastoral Symphoay of the Christmas Oratorio. [However, the Christmas Oratoria was
wiitten nearly a decade later] The following tenor aria expresses the £roping, stum-
bling search for the true shepherd, then comes (after a recitative) a bass aria of great
beauty, “Beglickte Heerde, Jesu Schafe” (When Jesus deigns his flocks o number)
Like the opening chorus it has a characteristic triple rhythm.  The work closes with a
chorale paraphrase of "The Lord is my Shepherd, "

CANTATA No. 51, for Soprano: “Jauchzet Cott in Allen Landen®

Bach wrote this cantata for the fifteenth Sundsy after Trinity of 1731 or 1732, but
the score shows that it could' serve for general use; for its: fext has na connectian with
the Epistle or Cospal of that day, It consists of five sections: three arias, separated by
arecitative and a chorale section. A brilliant and spirited sols cantata: it manifests
effective use of vocal coloratura, which perhaps led Parry to think that it was originally
written for Bach's wife, Anna Magdalena:

The first section is a bravura exposition by the soprano and frumpet, "Praise God.”
The fourth section is the chorale section, really a fantasia on “'Sie Lob und Priess mit
Ehren,” the allelula of which becomes a concerto for soprano and Trumpet ina vigorous
fugal style

CANTATA No. 53 for Sola Alto Voice: "Schlage dach, gewinschie Sturde™
{5trike, Thou Hour)

This well-known work is not steictly & cantata, but as given in the inscription of the
MS., 2 “mourning-aria’’  lts short length and non-liturgical narure would probably indi-
cate that it was not intended for church use. Terry suggests that it wes written for a
child's funeral. The libretto has been attributed 1o Saloma Franck, and the date from
1723 10 1734 Much has been made of the fact that Bach here uses two bells, a literal-
ness which some, including Forkel, have not liked.

MAGNIFICAT in D major

At Leipzig on the three High Festivals of the Church, it was customany to sing the
Latin (instead of the Cerman) Magnificat at the vesper service. The order of the
Christmas service has been reconstructed from one of Bach's scores, and from this same
score |t seems probable that it was for his first Christmas ar Leipzig in 1723 that this
setting of the Magnificat was composed and performed, This was alsa the same year af
his Saint |ohn Passion.  Bach followed Leipzig tradition in that when the work was
performed, four chorales were inserted &t various places between verses of the canticle;
Fram this procedure, as well as the fact that a sermon and a motet had come early in the
service, Bach may have wished greaf conciseness; at any rate, conciseness of writing s
a characteristic that distinguishes this work from the Saint |ohn Passion,

The text is the sang of the Virgin Mary, when Elizabetti, filled with the Haly
Chost, prophesied; "Blessed art thou amorg women.” etc., and it-is found in St Luke
|, 4655, Bach made two settings of this text; the ather ene for soprana solo, which,
though extant [n 1855, is now lost. The present work. exists in two versions: an. alder
in E-flat major; and & later one in D major

Each version of the lext is treated as a separate movement.” All the thoruses are in
five parts, and the orchestra is Bach's usual festival orchestra—strings, flutes, oboes,
trumpets, fimpani, and continue with occasional solo instruments, as the obde d'amore
As is the case of the great Mass in B minor, the Latin text brought with it certain
suggestions of Italian influence

The first chords, “"Magnifical,” is dominated by a note of great joy and is treated
in‘ sustained palyphony. The second freble solo which follaws VBt exultavil” continues
this note of exaltation

Mumber 3, “Quia respexit '—with oboe d'amare—is written fo depict self-absserment,
and Bach used long descending melodic phrases to bring out the literal mearing of the
word “humilitatern,” which be further empt by his own repeti of the word each
fime- It occurs.  From number 3, Bach detached the last two wards “Omnes Genera-
tiones,”" for separate freatment in a contrapuntal chorus, especially repeating the word
“omnes.”"

The "Quia fecit" is made into a bass aria with a splendid theme,

The next verse, "Et Misericordia" a duet for tenor and alto  (accompanied: with
muted strings and flutes), proceeds in-equal counterpaint. ' Its unvarying 12-8 rhythm
canstantly. flows with 2 gentle melancholy, broken only when the tenor repeats: " timenti-
bus™ UFear) for the last time




JULLLIARD SC€CHOOL OF MUSIC
GRADUATE SCHOOL

SEASON 1933-1934

BACH FESTIVAL

ALBERT STOESSEL, Conductor

%

Second Concert
WEDNESDAY EVENING, MAY 2, 1934, at Eight-thirty o'clock
JUILLIARD CONCERT HALL

130 CLAREMONT AVENUE
NEW YORK CITY




*

Brandenburg Concerfo Mo, | in F major
<, Three Obaes, Bassoon, Selo Violin, Strings and Continug

Allcgro Moderato
Adagio
Allegro
Menuetto
Trigl
Folacca
Tria 1]
Menuetto
FRED BULDRINL..... Solo Wilin
WILLIAM VACCHIANG, [ Trumpat)
STEPHEN PECHALL....
FRED. EQX:

Passacagiia and Fugue in € minar for Organ
CEORGE WILLIAM VOLKEL

The Peasant Cantata, No. 212 {Reorchestrated: by Felix Motih)

Sanrano,

RUBY 'MERCER. 2
GEQRCE  BRITTOM... .-Baritone

Brandenburg Concerto No. 11 in F major
{or Trumpet, Flute, Oboe, Solo Vielin, Strings and Centinua

|. Allegro
2 Andante
3. Allegro Assal
EVELYHN KLEIN. Sele Miclin
WILLIAM - VACCHIANG .
FRANCES HLAISDELL
STEPHEN PECHA.,

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC
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THE “BRAMDENBURG" CONCERTOS. JOHANMN: SEBASTIAN BACH

Sometime about 1718 or 1719, while Bach was in the service of Pririce Lecpold of
Anhalt-Céthen, he made the acquaintance of the Margrave of Brandenburg, Christian
Ludwig, wha was the youngest son of the Great Elector. Just how and where this took
place, 5 problématical; it may have been at the Meiningen court, with which bath Bach
and the Margrave had relations, or a5 Spitta suggests, perhaps the Margrave heard Bach
with Prince Leopold’s musicians at Carlsbad either in 1718 or 1720, when we kncw that
Prince Leopold was "drinking the waters.™"

The Margrave was a bachelor living both at Berlin and on his estates at Malchow.
He was very fond of music, rather extravagan! in his tastes and mode of living, and
supported his own orchestra

At any rate he heard Bach play and pave him a commission, in answer o, which
Bach composed the six "Brandenburg” Concertos.  Bach's' dedication if French follows:

*A-gon altesse royale, Monseigrionr Critien Lodis, Macgraf di
Brandenburg, etc., etc, efc,
Monseigneur,

Two years ago, when | had the honor of playing before: your Royal
Highness, | experienced your condescending interest in the insignificant
musical talents with which heaven has gifted me, and understeod your
Royal Highness's gracious willingriess 1o accept-soma pleces of my compo-
sition. In accordance with that condescending command, | take the liberty
to present my. most humble duty fo your Royal Highness in thess Concerti
foe. varicus instruments, begging your Highness not to judge them by the
standards of your own refined and delicate faste, but to seek in them
rather the exprassion of my profound respect and chedience. In conclusion;
Merseigneur, | most respectfully beg your Royal Highness 1o confinde your
Bracious favor foward me. and fo be assured that there i= nothing | 50
much desire a5 fo employ myself mare worthily in your senvice.

With the utmast ferver, Monseignedr, | subscribe myself,

Your Royal Highness's most humble and most obedient servant,

Cothen, 23 March, 1721." Jean Sobastian Bach.

It is rather interesting to observe how time has reversed the relative positions of
the two men, for the Margrave's chiel claim to fame today are these concertos “so
humbly” dedicated to him! We don't know how he regarded these works, for though
mast of the musical works in his library were carefully catalogued, Bach's manuscripts
were not entered in the list. Mor is it certain that they were ever performed at Berdin
Bach =ent an especially carefully prepaled st of manuseripts, which may perhaps indi-
cate that he regarded this of considerable importance. He also kept @ set
for himself, and Terry has found some evidence which shows that they were given -at
Céthen, perhaps before the copies were sent fo the Margrave at Berlin,

_ These “Brandenburg” Concertos follow the form, much liked in the Eighteenth
Century, of the concerta grosso. This was an orchestral composition in several move-
fments, played by a small group of solo fnstruments (the concerting) accompanied by a
full or stringed body of instruments (the filli), The contrast thus gained, of setting aff
the concerting from the tufti, is an essential indeed, perhaps the outstanding feature
of this form

Taward the latter part of the Seventeenth Century, and up to the time of Bach, the
Seustom was to allot the concerting to two violins and a3 viglancello, Efewgn of the
twelve “Grand Concertes” of Handel have this combination (No. VIl has no =olo pas-
sages), as i the case with Corelli’'s Concerti Grossi.  Bach, however, did not hesitate to
depart from custom, and each one of these six has & different group of soloists, amply
illustrating the freedom and independence of Bach's ideas on instrumentation

BRANDENBURG CONCERTO No. 1, in F major

This Concerto: bears the autograph title: “Concerto | Mo 3 2 comi da caccia,
3/ Hautb, & Bassono, Violino piccolo concertato, 2 Violini, una Viola e Vicloncello, col
Basso Continua,”

Originally it will be noticed that several of thesé instruments are nat customary
ones: the "bassono’ was undoubtedly a refation of the bassoon, and the “visling piccolo™
was smaller and tuned higher than the regular violin

This first of the "Brandenburg” concertos is also distinctive fn having 2 more
numerous concerting, as well as the fact thar there are no special subjects for each
=olo instrument a5 was the usual procedure:

13 Allegro F majer, alla brm
Ful

Aaltiand

prafsed i for. %nea: unity which Bach
obl_alned Ereat acanomy of Ihl:ma!lc malomﬂ (ac!u:nl.ly all the mave-
ment can derived from of i Bach later trans-
forred this music To Cantata MNo. gg

This movement “adagio e sempre piano,” D minor

is In triple: time. |15 melody occurs first [n the oboe. Spitta calls It
“one of the most impassicned songs: of woe iver wrilten

Allegro 6-8 time, F major
*“violing ?ICEG!D s the solo instrumant and Ilmre s some "disloguing'’
wlth the first horn and first oboe. A couple of bars, adagio, break
mavement, which_ then continues in the edrlier myrhm Hach alsa rranﬁ—
furred this movement 6 a later compesitian

In-the minuet, F major
which forms the finale of the work, the rhylh!rnc figure of 1ho horns 15
from the preceding mevement, and’ the theme is given o the oboes and
\'F‘ulms_ with' imitations by basses and basscon.  Thore ara thees drigs in
this section.

PASSACAGLIA AND FUCUE, in C minot, for Organ

Bach originally wrate the Passacaglia fora two-manual clavicembalo with pedals:
It was rewritten for the organ during the latter part of his stay at Weimar—thar is;
before 1717, A towering monument as fo farm, it consists of twa huge movements built
on the possibilities of a single theme.

The first movemeni Bach entitles "Passacaglia”  This word, according to Larousse's
Encyclopedia, was a Spanish term that came into France after operas were introduced
there. It meant “pasar par las calles,’ "passe-rue” in French (1o go through the
streefs), in which case it may have been originally a stréet song or dance, perhaps by
itinerant musicians.  This: derivation would tend to be confirmed by Walther's Lexicon,
where it Is translated "Cassenhauer,""

Its early musical use was to signify a Spanish or Italian dance in slow, stately triple
time, with a shart, constantly repeating bass theme.  Hence il became a piece of musit
constructed on a recurring bass figure, As regards this use of the bass, efforts have
been made to distinguish it from the chaconne, some holding that in the latter the
theme could occur in any voice; and in the former (the passacaglial anly in the bass.
However, Matth {in Vollk Kapellmet 17391 states that it was the
chaconne that had the theme always in the bass, which would confirm: Bach's title of
Passacaglia, for he uses the theme above, &5 well a5 in the bass. A better distinction
perhaps would be a mare contrapuntal quality in the passacaglia, and a more harmenic
nature for the chaconne.  Mattheson adds that while chaconnes could be sung, such was
not the case with passacaglias.  The great “Crucifixus” of the Mass in B minor, and the
“Lament” in Purcell's "Dido and Aengas” -are chaconnes in this sense—ie, sunmg
chaconnes.

In Bach's Passacaglia the eight-bar theme is given cut at once (C minor, 4-4 time)
by the pedals alone. Then with this theme Bach constoucts twenty variations. The
first half of the theme, which later is one of the subjects of the fugie, was borrowed
by Bach from a “Tric en Passacaille” by André Raison (¢ 1650-1720), & Parisian
ofganist-composer.
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“BRANDENBURC" CONCERTO Na. 5, in D major

This concerto is notable for the brilliant solo part given to the clavier. There are
numerous-directions: written in for expression; for example; the word “cantabile™ occurs
frequently,

The original title, “Concerto 5! a une Triversiere, une Violino: principale, une
Violing & una Viola in ripieno, Violoncello, Violone, & Cembalo concertato” As | A
Fuller-Maitland remarks, [t is not given to mary people fo devise a title like this, that
succeads in being Incorrect in two languages at once

I, The spirited beginning of the strings {there are no second violins) contains. the
material for the whole movement. The main theme is for the tutti.  Flute and violing
often ‘echo one another. The clavier has rishing scale passages, and ‘offén carries on
alone, until the main theme comes back for the close,  The clavier part is 50 prominent
that it is hard fo resist believing rhat Bach wroté it for himself

I, The slow movement, B minor, affetiuosa, is for the thiee solaists alone, above
a clavier bass.  Fuller-Maitland thinks thal the modem piano is less satisfactory than
the ald harpsichord for this concerto, in that the latter “does not . . . contrast viglently
with the orchestral instruments.” The mavement ends i a merry mood,

111, Allegro, 6-8 time, in three sections, after the pattern of the Italian da capo
arig. The first, which is completely repeated for the third, is fugal; and the second
section contains 3 subsidiary theme of exceptional melodic charm.

“BRANDENBURG" CONCERTO No. 6, in B-flat major

The sixth and last of the Brandenburg Concertos was composed originally for tws
violas, twa viole da gamba, 'cello, and: bass.

The viola da gamba, recently nearly obsolete, s now occasionally played at concerts
of old music. It was-a leg-viol, in appearance like the vialoncello (except for a flat back
and a very slightly different shape), and had six or seven strings. Gambas and other
vials were still much used in: orchestras of the period of Bach and Mandel, Parry has
pointed out how the group of solo instruments in No. & mysteriously counterparts the
group-of No. 3 (three vidlins, three violas, and three 'celli).

1. Allegro, B-flat major, 2-2. The two violas give out the main theme in thi farm
of & canon, which is then carried on with slight rhythmic changes by the other instru-
ments.

1. Adagio ma non troppe, E-flat major, 3-2. The subject is a canfabile theme
for the two violas, treated fugally, and developed with impressive richility.  The gambas
are nof used.

111 Allegro, B-flat major, 12-8 s built 60 a-pulsating gigue theme,

FANTASIA AND FUGUE, in G minor, for Organ

This great and well-known work was one of the last works Bach composed at
Weimar. It is generally agreed that the fugue is connected with Bach's journey to
Hamburg in 1720, At that time candidates were heard In competition for the position
of organist at the Jakobkirche, and Bach was heard at the Catharinekirche, This explains
why Bach wsed the form of a free fantasia, a form particularly beloved and utilized by
Morth German organ compozers.

There seems ta-be no doubt also that on this visit Bach plaved the fugue to Reinken,
and that-he desired te please the old man by having the subject bear a close relation to
the opering of the latter's fifth Sonata

Mattheson in 1731 published in his "Crosse Ceneralbass-Schule” & subject which
had been given to an organ candidate; saying, “'the subject was familiar snd fhe player
wha first used It with success well-known.”  With slight variationis the subject and
counter subject are those of this fugue in G minor, Sweitzer <ays that one autharity
explains. the discrepancy by claiming that Mattheson changed the themes somiewhat 1o
make them conform to the rules of academic counterpoint, in which the subject must
ol exceed the range of an octave. " The popularity of this great ‘G mingr’ leven in the
most-unlikely quarters) is easily understood.  In melody and rhythm the subject is one
of the most attractive ever devised, and its treatment is marked by a clarity and finish
that defy criticism.” (Harvey Grace)

"BRAMDENEURG™ CONCERTO No. 3, in G major

“'Concerto 370 3 tre Violin, tre Violi, e Violoncelli col Basso per il Cembalo,™

The first in‘a slightly dif form was used by Bach for the opening
“Sinfonia” of the church cantata, Ne. 174, “Ich liebe den Héchsten ™

“The two make up a ¢ ion that is: surely without: rival as the
expression of a frank and fearless joy, a joy from which: every-day mirth is not excluded
(). A Fuller-Maittand)

I, G major, 2-2  The strings, divided into three grougs, givee out an exhilarating
theme.  The consists of devel n many forms of portions of this
theme. Spitta thought that the middle portion of this first movement was “as fine as
anything in the whole realm of German instrumental music.”  In the original score there
is @ transitional measure with two big chords edagin. They give the feeling of B major
and apparently are placed there fo give a contrast of key before starting the second
mavement, also G major, At this place same condhuctors have inserted ofher slow move-
ments of Bach for the sike of icontrast,
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CHORUS
RECITATIVE (Tenor and Bass)

Come, ye
When Jetizz now had finished

CHORALE.

O blessed Jesu

RECITATIVE (Tenor}

Then led the chief priests

CHORLS:

Not upen the feast

RECITATIVE (Tenor)

Mow, when Jesus was in Bethary

CHORUS.

‘Wharefore wilt. thou

RECITATIVE |Tenor and Bass)

RECITATIVE (Alto).

And Jesus, perceiving 1t
Thou' daar

ARIA (ATtD)

RECITATIVE (Tenor and Bass)

Crief and pain
Then cne of the twelve

ARIA (Scpranal

Only bleed

RECITATIVE [Terarl

MNow. on: the first day

CHORUS,

. Whare wilt fhou

RECITATIVE {Tenor and Bass) AND CHORUS.....
CHORALE

He said: Go ye into the city
The sorrows Thou -art bearing

RECITATIVE {Tenor and Bass)

He answargd them

RECITATIVE (Soprana)

Although my eyes with tears

ARIA, {5ap

RECITATIVE (Tenor and Bass)....
CHORALE

i Mever will my heart refuse - Thee
And when they had sung a hymn

RECITATIVE (Tenor and Bassi

ck dge me, my Keeper
Pater arswersd sagerly

CHORALE.
RECITATIVE {Tencr and Bass)

Here will | stay beside Theo
Then Came fesus with them

SOLO (Tenor) WITH CHORUS.

0 Gelef

S0L0. (Tenor) WITH CHORUS.

1 would beside my Lord

RECITATIVE (Tenar and Bass).
RECITATIVE |Bass)
ARIA (Bass)

i He went a little farther
Tha Saviour falls befere His Fathar kneeling
Gladly will 1, all resigning

RECITATIVE (Tenor and Bass)....
CHORALE,

~And He came to the disciples
-:Now may the will of God

RECITATIVE (Tenor and Bass)

DUET [Scpranc and Aito]l WITH CHORUS..
RECITATIVE {Tenor and Bass)

And again He came
Alas! my Jesus now is faken

CHORALE,

And, Beheld, cne of them
Q man, bewail thy sin so grear

28
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£

PART 1l

ARIA [Alle) WITH CHORUS.

Ahl now is my fesu gona

RECITATIVE: | Tenar),...
CHORALE

..And they that Had laid Hold
Tha ruthless woeld

RECITATIVE (Teror and Bass) AND. CHORUS!

RECITATIVE |Tenorl,..

(. ¥ea, though many falie witnoses

He will not speak

ARIA [Tenor!

Behold! Bahold)

RECITATIVE (Tencr and Bass) AND: CHORUS

RECITATIVE (Teror) AND- CHORLS...
CHORAL

RECITATIVE (Saprano, Tener and Bass) AND CHORUS

RECITATIVE (Tenor and Bass
ARIA TAlta)

..And- the high' priest arswered

.Then they began to spit in His face

Ahe could so rudety. smita Thea
...Feter was siting without

nd Peter then began to curse

O parden me, my Ged

CHORALE

RECITATIVE {Tenor and Bass] AND CHORLIS,

RECITATIVE [Tenor and Two Basses)...
ARIA |Bass)

Though my feet from Thee have wandered

——And when the morning. came

uhnd he cast down the silver pieces

Give ma back my dearest Master

RECITATIVE {Tenor and Bass)
CHORALE,

And they ook courss| togsther
Commit thy ways, O Pilgrim

RECITATIVE (Soprano, Tonor and Bass) AND CHORUS.

CHORALE,

;«Mow upon that feast
What wandrous: punishment

RECITATIVE {Tenor and Bass)

The governor answered

RECITATIVE [Sepranal

He hath dona"only good to all

ARIA {Sopranc}

From  Jove unbounded

RECITATIVE (Tenor and Bass) AND CHORL!
RECITATIVE (Alto)

Then cried they out
Leok down, O God

ARIA {Alto)

Are my weeping and my walling

RECITATIVE (Tanor) AND CHORUS.

Then straigh the soldiars

CHORALE

0 Head, all bruised and wounded

REC/TATIVE {Tenor)

And after. making sport of Him

RECITATIVE {Bass)

Yea, truly to the cress

ARIA (Bass....

RECITATIVE (Tenor) AND CHORLS.....
RECITATIVE [(Tanor)

Come, blessed cross

-..And when they came unto a place

He was reviled also

RECITATIVE [Alto)

Ah, Golgstha

ARIA (Altol WITH CHORUS

RECITATIVE [Tenor and Bass) AND CHORLIS.

Lotk where jesus beckoning stands

e PA0d from the sixth’ hour

CHORALE,
RECITATIVE (Tenor) AND CHORUS....
RECITATIVE (Bass)

When | too am departing

And then, behald! the veil of the templa

Ar eventido, cool hour of rest

ARIA |Bass)

Cleanse thee, O my soul

RECITATIVE (Teror and Bass) AND CHORUS....

And Jeseph tock the body

RECITATIVE iSoprano, Alte, Tener, Bass) WITH CHORUS.....And now the Lord to rest is lald

CHORLS:

« In docpest grief

CHORUS OF THE ORATORIQ, SOCIETY OF MEW YORK

CHORISTERS OF 5T. THOMAS EFISCOPAL CHURCH
| Courtesy of D, T, Tartius Noblel

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC
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THE PASSION
ACCORDING TO ST. MATTHEW

The 5t Matthew Passion and the Mass in B minor are without doubt Bach's two
greatest monuments in sacred music, Besides this Passion there exists only one other,
which is of unquestioned authenticity (the St John). He undoubtedly wrote several
more; five are listed in the earliest catalogue of his works (compiled in 1754, four years
after his deathl, though this is not unimpeachable evidence,

On Bach's autograph score the title is Inseribed this. *“Passia Domini nostei |, C
secundum Evangelistam Mattaeum.”

Although first performed on Good Friday, April 15, 1729, a1 St; Thamas's, we know
that Bach had been at-work on it in 1728, Picander wrote the libretta in 1728, also in
MNovember of that vear Bach used some of his already composed Passion music In' the
“Trauerode, " written upan the death of his friend and patron, Prince Lecpold of Anhalt-
Ctithen, There is no known evidence that the St. Matthew Passion was ever repeated
i its. earliest version.  The work must have gripped Bach's irnagination, for he altered
and extended it, and it was performed in its final form sometime near 1740

What irmpression was made on the occasion of the first performance in 1729 s
unknawn; probably not. a deep ane.  Friedrich Melchior Grimm, later one of the four or
five-ablest dramatic and literary eritics in France during the Eighteenth Century, was a
student-at the University of Leipzig for several years before 1744, under Ernest) and
Gottsched, bath of whom were connected with Bach.  Yer when the writer of these
program notes collected the numerous musical references and criticisms in the 16 vol-
umes of the "'Correspondence litteraire,” by Grimm, he found not a single reference to
J. S, Bach. The "great Bachs” weré Johann Sebastian's sons  The revised version was
performed at Leipzig, even after Bach's death, |t was not until a century after its first
inteption that it was, heard elsewhere—first at Berlin in 1829, through the efforts of
Mendelssobn, who also conducted  The audiences then received the work with devo-
tion: and enthusiasm,

The performance at this Festival is believed to.be the first in MNew York City with-
out cuts, although it has been given' frequently in shortened versions: Last year the
Juilliard: Graduzte School (which for several seasons previously had given the "Art of
Fugue.” as scored by Graeser) gave the woek with the “Leipzig” cuts, and with forces
roughly approximating those available 1o Bach

It has been the time-boen custom fram: the Fifteenth Century to sing the Passion
story during Holy Week @t Leipzig. The old form was 3 very conservative plain song
type, and not. particularly dramatic. |t was not until 1721, Just before Bach's arrival,
thal a Passion of ‘the new dramatic type was introduced: The Passion according to
St. Mark by Joharn Kuhnau, who was the predecessor of Bach as Cantor.

It is thought that the text, as set by Bach, was planned or sketched olt by him in
detall—tha actual poem afterwards being written by Picander (the. pseudonym for
Christian Friedrich Henrici), probably in co-operation with-Bach  This 15 assumed from
the many close similarities with' the' poetic ideas of Saloma Franck, Bach's librettist at
Weimar.

Sweitzer has pointed cut the striking simplicity and ingenuity of the dramatic plan.
11 s in two parts—dane thus in order that the sermon might occupy the' central place
in the service. These two parts can be divided Into little scenes or pictures.

Thiese are marked cut by the stopping of the narration, and then the portion: just
recounted from the Bible is used as the sublect for a short meditation, This is gener-
ally accomplished in an ariz, preceded by an arioso:like recitative. At minaor resting
points: the Christian spectators of the drama give expression to their feelings in chorale
verses. Bach, himself, probably chose the particular chorales for the various places, a
task which-he accomplished with the finest taste.

Sweitzer and Terry find some twenty-four of these scenes, with a prologue 1o each
half of the work: 12 smaller scenes indicated by chorales and 12 larger ones marked by
arias.  As with the Mass in B minar, Bach here reveals his consummate mastery of form
on a panoramic scale.  Few indeed have been his peers in this respect; we think of
Handel, Beethoven, and Wagner, of the frescoes of Da Vinci, Raphael, and Michael-
angelo, (Perhaps the best short guide to the dramatic scheme s Terny's small bookfet
on the St Matthew Passion in the Oxford “Musical Pilgrim” series )

The compesition calls for a double chorus, with & third made up of boys’ voices, for
twa orchestras lone for each chorus), solo singers, solo instrumentalists, harpsichord,
and organ. The number of performers -available to Bach was. about 34 singers and
roughly an equal number of instrumentalists, exclusive of the organ and harpsichords.

We naturally wonder about the quality of these early Leipzig performances. Bach
sseme to have had no illusions as to the inadequacy of his forces in performance.  Vivid
a5 were the conceptions within his own mind, the human material that set them forth
can hardly have risen fo his vision. There exists his report 1o the Town Council asking
for additional performers.

The year of the St. Matthew Passion he was appointed conductor of the: Telemann
Singing Soclety, a University Organization devated to the performing of instrumental
and secular music. From it he may have had help in the Passion service. This might
indicate why the score calls for a dowble string: archestra.

It is difficult, and perhaps unfair to the work as a whole, to pick out movements
for special mention. For-an excellent and p ing discussion (although a short anel,
the reader is referred ta the chapter in Parry's, “Johana Sebastian Bach."
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1. Coencerto Crosso in F major, Op: 6, Mo. 2
Andante larghetto
Allegra
Largo
Allegro, ma non troppo

ALICE ERICKSON S
MARIORIE FULTON | e
ELEANGR ALLER Solo Violencello

2. "lIsrael in Egypt'—A Sacred Oratorio

1. Recitative MNow. there arose a new King over Egypt
Chorus. And the children of Egypt sighed
Recitative Then' sent He Moses
Charus, They loathed ta drink
Chorus He spake the word
Alr (Altal Their land beought forth frogs
Charus He gave them hailstones
Chorus. He sent a thick darkness
Choris. He: smate the first born of Egypt
Chorus He rebuked the Red Sea
Chorus, He led them: through the deep
[ e s BUL the waters overwhelmed their enemies
. Choyus, And |srael saw that great work

3
4
3.
6.
T
8
92
0.
1

Intermission

Duet (Two Sof The Lord is my strength
Chorus. The depths have covered them
Duet (Two Basses) The Lord is a man of war
Air (Tenor) The enemy said
Air [Alto} Thou shalt bring them in
Chorus. The Lord shall reign
Recitative. And Miriam the Prophetess
Chorus. Sing ye to the Lord

Soloists

MARVEL =~ BIDDLE.
MARTHA DWYER.
LUCILLE BROWNI

ORCHESTRA OF THE |UILLIARD SCHOOL CF MUSIC
CHORUS OF THE ORATORIO SOCIETY OF NEW YORK
ARTHUR - PLETTHER. .....coiee Cembalo CEORGE  WOLKEL.., ity Organ

Steinway Piano
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BACH AND HANDEL

To music. lovers, this year, 1935, takes on a special significance because of its
reflections of the great past of musical history. These meclude Tallis, Schitz and
Demenico Scarlatti.  But even more especially it reminds us that two and one-half
cenfuries age were born two of the real titans of music, |ohann Sebastain Bach,
angd George Frederick Handel.

Were there time and space, how tempting it would be to compare and reflect
upon the contrasting career of these two Saxons. The material is worthy of, and
lends. itself to the bicgraphical methods of Pilutarch in his "Parallel Lives.™

We may only say, as 2 broad generalization, that each was complementary to
the other, moving as two stars along different orbits; the two together dominating
the musical heavers of their time. Handel, supreme in dramatic music. (opera and
oratorio) and vocal forms: the true culmination of the great [talian tradition; while
Bach, who cultivated religious music and instrumental forms, can be said to repre-
sent the flowering of the preceding German tradition.

Both were bomn in Saxony, not far from each other, and in the seme year, yet
never met each other. Handel's career was one of vivid color and contrasts: @ warld
figure, borm a Cerman, but died a naturalized English citizen, and was buried in
Westminster Abbey among England’s most esteemed sons.  Bach, on the other hand,
never left Germany, traveled but little, was not widely. knawn, and led a° compara-
tively uneventful fife in provincial Leipzig. The difference in esteem held by the
circles in which ‘each moved is striking: Handel, the lion of London, Bach the
overworked Cantor of St. Thomas's, beset by the Beckmesser-like, though well-
meaning Burghers of Leipzig. This cannot be better brought out than by the strange
coincidence that in the very year, 1733, when Handel refused a proffered Doctor of
Music degree from Oxford, because his: musicianship commanded the respect that
was his due, Bach sought a title of Kapellmeister-at Dresden (and a5 a proof of his
-ability and craftsmanship dispatched thence a partion of the great Mass in B minar)
in order fo obtain at Leipzig that regard which was vexatiously withheld from him

CONCERTO GROSS0 IN F MAJOR, OP. 6 No: 2...GEORGE FREDERICK HANDEL

Thiis is the second of a-sat of twelve concerti grossi composed by Handel during
October of 1739 'He had already, had six published a5 Opus 3, and several others
had been composed and performed, but were published later. So rapidly did he work
at these twelve that each one was tumed cut in about 3 day.

The holograph of number two bears the date October 4, 1739 yer it was not
until April of the next vear that it was published with the other eleven;

“Twelve Grand Concertos for Violing, etc, in'sevén parts com-
posed by Mr. Handel, Opera Sexta. Printed for | Walsh "

In spite of the simplicity of material—stnings only—Hande| achieves effects of
grandeur relieved by touches of exquisite lightness and grace, variety of color and
feeling, and an ingenious arrangement of movements

Romain Rolland insists: that Handel's instrumental music has the nature of
constant improvisation, and should give off that kind of excitement. Rolland also
believed that when Handel was in Rome in 1708, he must have been impressed by
Corelli's works in this fisld. Some of Handel's concerti grossi wera written as early
# 1710,

This concerto is placed among Handel's finest masterpieces by both Rolland and
Leichtentritt. Comparisons have often been made with Beethoven's Pastoral Sym-
phony: there is the same fonality, and similar suggestions of the reverie induced by
a warm sumimer’s day.




ISRAEL IN ECYPT

In order fully to appreciate the impartance of Handel's "lsrael in Egypt,” cne
<hould try to visuslize iis position in the histary of the oratorio. Briefly summed up,
it can be regarded 45 the ultimate in those methods: that Handel developed which
finally distinguizh his oratorios from his operas.  That is why Romain Rolland calls it
the “most gigantic effort ever made in oratorio,” and Professor Cole says it is the
“most perfect example of choral oratorio.”!

The eratoria a5 3 misical form is often regarded as beginning with Cavaliere's
work around: 1600, Nearly a century later Carlssimi's compositions at Rome were
cansidered the standard,  Their distinguishing marks included: an |ialianate suavity
of melody and cutline, and in them the chorus was subordinate to the vocal solo. It
was from these developments that Handel greatly extended the form of oratorios in
fact, he really originated it in our modemn sense of the word,

It shoutd be remembered that Handel actually spent most of his life in the werld
of opera, as compeser and impresario, until its politics and intrigue made him bank-
rupt. Only then was he driven to the writing of those cratorios, which are now the
chief basis of his reputation. His long association with opera is seen in these later
warks—their direct and dramatic expression, their incisive outlines, and wonderful
contrasts are quite unlike anything of the earlier Italians. And the epic utterances
of his choruses are found in no operas of the period. Thus, at first, Handelian English
oratorio was a type peculiar to Htself, different not only from the ltallan but also
from the German type. The Cermans used the word only in connection with relig-
ious church music to signify a cantatz (as Bach's "'Christmas Oratorio”'}, or a setting
of the Passion, . Handelian oratorio was not at all church music, but “entertainment,"”
and theatrical at that, for it was performed in theatres, not cathedrals. |t was not
acted out [fke opera, however, Handel soon realized that, freed from the necessity
of memerizing and acting, the chorus could be much more effective.  He made the
mest of his oppoctunity, utilizing his contrapuntal skill with a clarity and an emo-
tional impact that practically created a new musical form,

"lsrael in Egypt” is the logical culmination of this idea. Here the chorus,
expanded to eight parts, has practically become the entire dramatic protagonist. As
Streattield so well puts it (page 278): "The pessibilities of choral music as 2 means
of expression are practiczlly exhausted in |srael. | Nothing like it had been attempred
before its day, nor has been attempted since . . . a combination of massive grandeur
and picturesque force, it stands alone,”

It would be interesting if we could trace the relationships belween the circism-
sfanices | fiately sur ling its compasition and the influences that led to his
unclertaking an epic on such monumental fines. Exactly why he carried out the work
is not knawn. His affairs were in a perilous state, A year earfier he had suffered
a paralytic stroke caused by overwork and worry:  In the first pact of 1738 his

operatic ventures were a financial ruin. Yet he wisely took a vacation. That his
popularity must still have been enormous, is attested by the erecticn of his statue
at Vaushall Cerdens.

July found him starfing “Saul,” and apparently full of other craterio schemes, for
Charles Jennens {one of the most remarkable men in London society and offen 2 sort
of librettist to Handel) writes in a letter, September 19, 1738: "Mr Handel's head
is more full of magzots than ever.”

The end of “Saul” is dated September 27, and four days later he plunged into
Yisrael” The text was taken from Exodus; and was completed on October 200 The
second part was written first, evidently Intended as a canfafa or anthem. Realiza-
tion of the vast pessibilities of the material led to the adding of 2 first part. The
subject is colossal and the treatment no less s0. |15 vastness and the backward order
of conception invite comparison with Wagner's “Ring.”

“Saul" had its first performance in January, 1739, but “lsrael” was not pro-
duced until April 4. The former was regarded as 2 moderate success, while “lsrael
in Egypt" was so coldly received that its third performance was nearly cancelled and
then only given “shortened and intermixed with songs” (S0 read the: advertisament;
the "sangs” were interpolated Italian operatic arias) The public, who still consid-
ered Italizn opera the best form of music could hardly be expected immediately to
accept @ work so lacking In the personal element, and with such small scope for the
display of brilliant solo singing:  {Handel's ltalian singers usually refused to sing in
his: pratorios.)

This work also beings up the much debated controversy of Handel's so-called
plagiarism.  Nobody seriously criticises his use. in a given work of material originally
from some ather work of his.own.  Most composers have ‘done this fo some degree:
Glick even more than Handel, Bach, Haydn, Mozart, Beethoven, Schubert and
Brahms, to-name a few. It is a different thing, however, when we find Handel
incorporating themes and even a whole movement from another composer's wark
when it suited his purpose.  Handel's borrowings in “lsrael” are mare extensive than
in any other of his important scores. In this respect “lsrael” is really a gigantic
pasticcio, yet it seems to have complete unity, |t should be remembered that every
public performance of one of Handel's larger works during his lietime was for the
entertainment of the poblic, and partook of the pasticcio, with music freely inter-
changed and interpolated. The tremendous speed of its composition (2bout eleven
days for the second part and five days for (he first part) may have been a factor,
though we can find no good reason for the hurry—it was net performed until months
later. In almost all cases it has been shown that Handel altered the material, thus
transforming it to his own ends.  This recalls the master painters of the Renalssance
whose method was o "finish" and complete the work: of assistants employed in their
ateliers.  There is, of course, no- question of Handel's genius; any more than in the
case of the ideas which Wagner took from Liszt.  One suggested explanation lies In




the coincidence that most of the plagiarisms ocour within a few years after his stroke
of paralysis: Handel found it harder to get started on a new work, and used these
baerowings as a paint of departure.  This question will probably never be sertled to
everyone's satisfaction.  The most exhaustive treatment of it is Sedley Taylor's,
“Indebtedness of Handel to works by other Compasers” (Cambridge, 1906}

The work starts at once—there s no overfure—with the tenos recitative: “Now
there arose-a new King in Egypt which knew not Joseph " Immediately the lamenta-
tion of the lsraelites over the cruelties of the Egyptian bondage is heard—a power-
ful double chorus

A series of movements describe the plagues: Handel here makes one of the
earliest efforts on a farge scole to suggest natural er non-musical phenomena by
musical means: storms, jumping of frogs. buzzing of flies, etc. His effects are
surprisingly medern considering the state ‘of music of his time. A whole string of
great. composers have followed in-his footsteps in attempting imitative music; Haydn
in *"The Creation," Mozart in the “Lavrymosa’ from the "Requiem,” and Beethoven in
many works, Most of the comp of the ni and ieth centuries have
contributed to the carrying on of such efforts.  One must not, however, think that
Handel had no predecessor in this respect.  There were many; Kubnau in his biblical
sonatas; some of the French clavecinists; many composers of early opera and dramatic
madrigals such as Vecchi and Montaverdi; the Sixteenth Century French Chanson
often included bird' eries, strect cries, and battle effects; nor should we forger the
call of the cuckoo in "Sumer i5 icumen in."

First there is the plague of the water tuming into blood (' They loathed to drink
the river'’ ). - This is a fugal chorus describing the nauseating effects visited upon the
Egyptians.  In the use of diminished hs and of descending semitones
we can-easily sence their shudder of disgust

The epically painted exordium of “He spake the word” leads us 1o 2 world
transformed by flies and locusts, and later by frogs. The sound-effects of the
insects and the hopping of the frogs is set forth in the orchestral accompaniment
with: disarming naiveté

Mext is the famous dramatic double chorus, “He gave them hailstones™ It
effective orchestral introduction evokes the appeoaching storm until it is on top of
us—a small cataclysm. The means used are almost ludicrously simple, but they never
miss fire. Handel borrowed from a “Serenata” of Stradella here, but it took the
Saxor’s genius to realize the “terribilitd” that could be extracted from the musical
idess. The storm passes, succeeded by a murky gloom; vague, uncertain tones are
heard, and the cries of the desolate and bewildered people.  This s suddenly changed
into an energetic certainty of utterance, "He smote all the first born of Egypt " This
the swift vengeance of the Most High Cherley called this "a fiercely Jewish"
chorus, “a touch of Judith, of Jael, of Deborah in it—no quarter, no delay, no mercy
for the enemies.”

The next sections- are devoted to the passing through the Red Sea. In “He led
them through the deep,” material is used from one of Handel's earlier works, a Latin
setting of Psalm CX| for solf and five-part chorus, composed in 1707, He has kept
the same fugal subjects but treated them quite differently,

The jublilant “But the waters overwhelmed their enemies,” was originally an aria
in one of the Chandos anthems, “The Lord is my light™  Mote the close similarity of
text hath referring to. the waters, for i the Chandos anthem it is "It is the Lord
that ruleth the sea "

Bart |l = called the "Song of Moses" The duet for two lsraelite women (two
sopranos) is a greatly improved version of a duet in the Latin “Magnificat,” attrib-
uted to Erba.  From this same "Magnificat” material appears in' the following twa
daouble choruses: The second of the two confains [starting at bar 15) a good speci-
rnen of Handel's contrapuntal powers in which the double chorus i uzed in the style
of the concerto grosso with much canoning and dizloguing

The duet for two basses, “The Lord 15 a man of war” is-one of Handel's
most famous duets. Yot much of it is refashioned with the greatest skill from the
aboee Latin "Magnificat” and from-a “Te Deum” of Urio. The dotted figure in the
accompaniment is from Urio's work, yet fits in the whole perfectly, Each bass vies
with each other to express a crescendo of joy at the defeat of the Egyptians

The tenor aria has the thundering spirit of the vigorous text, yet it is written
with elegant contours. The alto solo, on the other hand, is more pleasingly: eushoni-
ous and tender. in spirit.

The work cleses with a fitting climax 'in an astounding double: chorus, with

Miriam's rapturous triumphal song.  Vigorous polyphonic and iphonal
effects are worked out in Handel's very direct, energetic and masculine manner—
2 true paean of exultation;

Though at first received coldly, in the course of the nineteenth century. this
oratorio becamie very popular, In 1883, Rockstro wrote, “The general consensus of
artistic criticism points to “lsrael in Egypt™ as the most sublime and masterly, if nat
the most generally atfractive oratorio that ever was written” (page 220),

However, in New York City, performances in the last thirty-five years have
been very few, Search in the records at the New York Public Library and numerous
personal inquiries yielded this-writer no trace of any major performance with orches-
tra since 19000 It has been given, as a whole or in part, in several churches with
organ: such as at the First Presbyterian Church under Dr, Carl, and at the Free
Synagogue under Professor Binder,
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SUITE IN: B MINOR, FOR FLUTE AND STRINCS........JOHANN SEBASTIAN BACH

In 1717 Bach left Weimar in order to occupy the position of Kapellmeister at
the court of the young Prince: Leopold of Anhalt-Céthen. The latter was a very
gifted musical conngiseur, as well a5 an able performer on several instruments.  The
music at his court was for the most part secular and instrumental, and the: young
Prince tock great pride in its being of the highest quality, often playing himself in
the orchestra while Bach conducted. Bach said of him, "He loved music, he was
well azquainted with it, be understood it."

Bach was at Cathen from 1717 to 1723, during which much of his instrumental
music was composed: The Brandenburg concertos, three vielin concertos. the first
part of the well-tempered clavichord, and several of the clavier concertos. It was
then also that he wiote the first two of his orchestral: suites—he wrote four in all,
this one in'B minor, usually being designated as Mo, 2 It is probable that he wrote
all four at Cothen, but Spitta thought the lzst two belonged to the Leipzig period
because of the watermark on the music paper used for the manuscript.  In any case,
we do know that all four were performed at Leipzig, at the concerts of the Telemann
Musical Society, which he canducted from 1725 to 1736

Bach's autograph title page reads, "H moll Quverture a 1 flaute, 2 viclini, viola,
e bazen”  In-each suite there was-also the “'continuo,” or figured bass part, which
was generally elaborated at the harpsichord by the conductor, who played and
directed at the <ame time, The flute as 2 solo instrument enjoyed great vogue in
Bach's day, and amang its devotees was Frederick the Greal, who employed the
illustrious Quantz to write some 500 works for that mstrument.

Professor Parry observes that in the overtures of these suites, Bach was experi-

menting in “'the most extended form of the French overture the massive cpening
slow movement, and. the movement of fugal or ‘canzona’ type which followed it."
Sueh: was: the overture of -3 Lully opera. Here the short, vigorous fugue in four
voices; allegro, is for the flute and sirings, followed by a slow episode again. The
overture was always musically the most serious and important part of a suite, hence
perhaps the use of that term fo designate the whole.

The Polonaise is a stately, processional-like dance  Bach here wrote a brilliant,
florid flute obbligata for flute with the melody in the lower parts. |t is rather inter-
esting that the term “polonaise’” does not appear in musical lexicons until some years
after this suite was written: Matheson seems to be the:first to write. about it in 1737

Written in free style;, the “Badinerie” is not any regular dance, but takes the
place of the usual grgue. “Badinage™ at that time meant not only fooling; but also
turmbling and juggling. It has a frolicsome brilliance: appropriate to a finale. A
similar movernen! closes Bach's fourth suite in D, wheré it is called "Rejouissance™




TRIO FROM! THE “MUSICAL OFFERING.....coousienJOHANN SEBASTIAN BACH

Both the “Musikalisches Opfer” and the “Kunst der Fuge™ are associated with
Bach's visit to Potsdam, an episode well known in his persenal history.  In 1740, hiz
son, Karl Philipp Emanuel, had been appointed Kapellmeister and accompanist to
Frederick the Great. The latter maintained a musical establishment af no mean
importance; including the two Grauns, Benda, Quantz and others

Frederick, moved by inferest and curiosity, hiad an invitation =ent to the old
Bach, but it was not ntil 1747 that the latter yielded to the insistence of the King.
Bach set out in May for Berlin.

The story of his unusual arrival at Potedam has often been 1old on the authority
of both Karl Philipp end Friedmann Bach. The king, anxious to hear the old master
improvise, asked for a six-part fugue ex tempore.  The King plied a subject, but
whether Bach actuslly used it for the improvisation is not certain.  His tnal of the
Silbermann piancfortes; his organ-playing at Potsdam, and his visit to the opera house
at Berlin are also well known,

It wias ‘this journey that led to the production of the "Musik
which, as a compliment to Frederick, the conténts are bazed on the King's theme

The work consists of & number of well-developed and artistic compositions;
ricercari, fugues, canons and a trio.  The trio is for continue, vichin, and Frederick's
favorite instrument, the: flute, and is: planned ‘along the usual lines of the Italian
violin sonata in four movements, and bjects derived from the King's theme.

SUITE IN" D MAJOR v JOHANN SEBASTIAN BACH

This: suite, generally c. gl ted than the
preceding and includes three frumpe

The Overture s in the customary French style, the grave leading to a fast
section, followed by a slow ion -again;  The fast section 15 here a free fugue in
which there are several passeges for solo wiglin after the manner of the old con-
zerto grossa

Doubtless the Air i the most familiar of all Bach's music o the general public;
wha recognizes it as the famous "Air for the G string”’ 11 has been in the réper-
taire of most violinists since Wilhelm]'s arrangement of it for solo vialin and piana;
Bach wrote it neither for viclin solo ner for tha G string,  The first violing have the
melody, the second violins and vi y the harmony, while the 'cellos and basses
propel 1he movement forward with thelr pizzicato effects. |15 mood of sustained
serenity has been likened to Elysium, the zbode of the blessed, <o beloved by poets
and musicians.

The two Gavottes, lively and rhythmically eémphatic, correspond here 1o the
mintet and trio of the early ¢ symphony.  The second, which' is given ouf in
unison by the whole orchestra, is followed by 3 repetition of the first,  Originally
the gavotte was a peasant dance, fater on a court dance, and, finally, at the time of
Cluck 1t was chiefly a stage dance

The Bourrée and: Gigue have a southern gasety: the one of ‘Southern France,
the other of. |taly




MOTETTO, “SILETE VENTI." FOR SOPRANG SOLO AND ORCHESTRA
GEORGE FREDERICK HAMDEL

This is tha only onie of Handel's compositions called by himself a “motetto.”
Actually it is-a long sacred solp cantata, definitely. affected by the centemporary
Italian sacred style with its intermixture: of the secular. We are reminded of

Carissimi, Scarlatti and

was betwean

The date of its composition is not certain. - Chrysander thought it
1715-20; but Leichtentritt places i 1707-12, and probably at Rome

The  sonrana sola veice sings with a chamber: orchestra of oboes, string guartet,
and continug. T ing for the solg vaice shows what a thor

had of vocal art, and with what effect he could use it

Leichtentritt finds it a masterpiece of
the best of similar moods in his oratorios and

Larghetto Larghi
Silete, silete venti, nolite murmurare Be silent, be o ye wind, do not rustie,
frondes, quia anima mea; dulcedine va loaves, boecause: my soul is:sweetly
roquiescit, resting:

Andznte ma Larghetio Andante ma Larghetto
Bulcis amer, jesu care, guis non cupit te Sweet love, dear [esus, who daes not desire
amare’ veni, - transfige me, Your lova, come, tiansfigure me, I You
Se tu feris non sont clades, tuae plegos strike, mo- harm results, Your puonish-
sunt-snaves, ‘guia ‘totis vivo in t2 mants aro & delight, Your wounds are
assuaged, since | live wholly in Yeu

Recitative Recitative
O fortunata snima, O fucury L O blessed spirit, O most joyols friumgh,
triumphus; © mast happy felicity.
O foelicissim

Aridarite Andante
Date serta; dste fiores, me coronent westrl Strew: garlands, throw flowers:  Let Your
Honotes. honers crown me; spread stately palms
Date palmas nobiles

Allegro Allegro
Surgant venti, el baatae Let the winds rise and the white spirits
Spirent almag, fortunata breathe forth, blessed breszes making
Auras coelifulgicas. thi Heavens bright.

Presta Presto
Alleluja Alleluja

CONCERTO GROSSO IN € MAJOR....c.o i il CEORGE FREDERICK HAMDEL

In 1741 Walsh published 2 collection entitled;, “Select Harmeny," including
works by Veracini-and Tartini, and three concertos by Handel: C major and two in
B major. Though published a year after the fwelve "Crand Concertes,” these really
stand, as regards date of compesition, between the latter collection and the earlier
collection of six “Concerti Crossi® of Opus 3, often called the “Oboe Concertos,"”
which were published in 1734, Therefare, this one in C major is often called No T,
and it differs from the preceding six concertos of Opus 3 in its larger proportions.

According to Chrysander, the original i dated January 25, 1736, and bears the
title, "Concerto per due wvielini concertini e violoncello, 2 hautb. 2 violini riplenc
viola & bassa.” Also in the preface to its publication in Vol. XXI of the Handel-
gesellichaft edition Chrysander speaks of its having been first performed in “Alex-
ander's Feast,” whence it was thereafter known as “the celebrated concerto in
‘Mlexander's Feast” " | Alexander’s Feast was given for the first time on February 19,
1736, at the Covenr Carden Theatre.)

Leichtentritt puts it ‘high among Handel's work in the field of the orchestra,
while Roland finds in it the “same massive breadth as in the oratorio ftself.”




———— e ——

BACH-HANDEL FESTIVAL

Third Concert

PROGRAM NOTES
by
ROLAND PARTRIDGE

SATURDAY EVENING, MAY 4, 1935




THE PASSION OF OUR LORD ACCORDING TO 5T, MATTHEW -

The St. Matthew Passion and the Mass in B minor are without doubt Bach's two
greatest monuments in sacred music. Besides this Passion there exists only one other,
which is of unguestioned authenticity (the St. John), He undoubtedly wrote several
more; five are listed in the earliest catalogue of his works (compiled in 1754, four years
after-his death}, though this is: not unimpeachable evidence.

On Bach's autograph score the title is Inscribed thus: “Passio Demini nostri |, .C.
secundum Evangelistam Mattaeum "

Although first perfarmed on Good Friday, April 15, 1729, at St. Thomas's, we know
that Bach had been ar work on it in 1728, Picander wrote the libretta in 1728, alss in
MNovember of that year Bach used some of his already composed Passion music in the
“Traverode,” writtén upon the death of his friend and patron, Prince Leopold of Anhalt-
Cathen. There is no known evidence thatr the St. Matthew Passion was ever repeated
in its earliest version. The work must have gripped Bach's imagination, for he altered
and extended It, and it was performed in its final form sometime near 1740

‘What ' impression was made on' the occasion of the first performance in 1722 is
wnknown; probably not a deep one.  Friedrich Melchior. Grimm, later-one of the four ar
five ablest dramatic and literary critics in France during the Eighteenth Cenftury, was a
student at the University of Leipzig for several years before 1744, under Ernesti and
Cotteched, both of whom were connected with Bach. Yet when the writer of these
program: notes collected the numerous musical references and criticisms in the 16 vol-
umes af the "Correspandence littéraire,” by Grimm, ke found not a single reference o
). 5, Bach. The “great Bachs” were Johann Sebastian's sons. The revised version was
performed at Leipzig, even after Bach's death. It was not unfil a century after its first
inception that it was heard elsewhere—first at Berlin in 1829, through the effarts of
Mendelssohn, who also:conducted. The audiences. then received the work with: devo-
tion and enthusiasm.

The performances last year under the auspices of the Oratorio Society and the
Juilliard School were believed 1o be the first in New York City given without cuts It
is this writer’s cpinion that Bach has left this work in such a way that any cuts seri-
ously impair its form and lessen the perception of its greatness as a whole.

It has been the time-born custom from the Fifteenth Century to sing the Passion
story during Holy Week at Leipzig.  The old form was a very conservative plain song
type, and not particularly dramatic. [t was not until 1721, just before Bach's arrival,
that a Passion of the new dramatic type was introduced: The Passion according to
St. Mark by Johann Kuhnau, who was the predecessor of Bach as Cantor.

It Is thought that the text, as set by Bach, was planned or sketched cut by him in
detail—the actual poem afterwards being written by Picander (the pseudonym for

Christian Friedrich Henrici), probably in co-operation with Bach. This s assumed frem
the many close similarities with the poetic ideas of Sslomo Franck, Bach's fibrettist at
Weimar.

Sweitzer has painted out the striking simplicity and ingenuity of the dramatic plan.
It i5 in two parts—dene thus in order that the sermon might ocoupy the central place
in the service. These two parts can be divided into liftle scenes or pictures.

These are marked out by the stopping:of the narration, 2nd then the portion just
recounted from the Bible is used as the sublect for a short meditation. This is gener-
ally accomplished in an-arta, preceded by an arioso-like recitative. At minor resting
paints the Christian spectators of the drama give expressicn to their feelings in chorale
verses  Bach, himself, probably chose: the particular chorales for the various places, a
sask which he accomplished with the finest taste.

Sweitzer and Terry find some twenty-four of these scenes, with a prologue 1o each
half of the work: 12 smaller scenes indicated by chorales and 12 larger ones marked by
arias. s with the Mass in B minor, Bach here reveals his consummate mastery of form
an a panaramic scale. Few indeed have been his peers in this respect; we think of
Handel, Beethoven, and Wagner, of the frescoes of Da Vinei, Raphael, and Michael-
angelo. {Perhaps the best short guide to the dramatic schemie is Terry's small booklet
on the 5t. Matthew Passion in the Oxford '"Musical Pilgrim’ series.)

The compesition calls for a double chorus, with a third miade up of boys' vaices; for
two orchestras (one for each chorus), solo singers, solo instrumentalists, harpsichord,
and organ.  The number of performers available fo Bach was about 34 singers and
roughly an equal number of Instrumentalists, exclusive of the organ and harpsichords.

We naturally wander sbout the ‘quality of those early Leipzig performances. [Bach
seems to have had no illusions as to the inadequacy of his forces In performance. Vivid
as were the conceptions within His own mind, the human material that set them forth
can hardly have rizsen 1o his vision. There exists his repart to the Town Council asking
for additional performers:

The year of the St. Matthew Passion he was appainted conductor of the Telemarin
Musical Society, 2 Unversity Organization devoted to. the performing of instrumental
and secular music.  From it he may have had help in the Passion service.  This might
Indicate why the score calls for a double string crchestra,

It is difficult, and perhaps unfair to the work as a whole, to pick out movements
for special mention. For an excellent and penetrating discussion (although a short onel,
the reader is referred to the chapter in Parry's, “Johann Sebastian Bach.”

In concept and compesition the first chorus is planned on the grandsst scale, with
two choirs and a separate treble part. Soon the woice of Christ predicts the impending
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CHORUS,

Come, v daughters

RECITATIVE {Tenor and Bass

When Jesus now had finished

CHORALE,
RECITATIVE {Tenorl

" blessed Jesu
Thon leel the chiel priests

CHORUS.

Mot upan the fesst

RECITATIVE (Tenor)

How, when Jess wes in - Bethany

CHORUS,

RECITATIVE {Tenor and Bassh

will thou
And Jesus, iving it

RECITATIVE [Altal.....

Thou dear Redeemer

ARIA (Aftol

Grief and pain

RECITATIVE (Tenor snd Bass)

Then one of the twelve

ARIA |Soprang).

blieed

RECITATIVE {Tenor)

CHORUS,

Whare will  thou

RECITATIVE 1Tenos and Bass) AND CHORUS...

CHORALE

-He sajd: Ga yo inta the cify
Thit sormows Thou art bearing

RECITATIVE [Tencr and Bass)

He arswered them

. REC|TATIVE [Saprang)

Altheugh nw ayes with tears

ARIA [Sopranc)

Mever will my heart nefuse Thee

RECITATIVE {Tenor and Bassi,
CHORALE.

~And when they had sung 0 hyma
me My Kesper

RECITATIVE {Tenar and Bass)

CHORALE.

Peter anawered eagerly
Here will | stay beside Thee

. RECITATIVE (Tenor and Bass)

5000 1 Tenor) WITH CHORUS:

... Then came Jesus wifh them
O Criet

SOLO [ Tenor) WITH CHORUS,

1 would beside my Lord

RECITATIVE '(Tenor and Esss)..
RECITATIVE (Bassh.....
ARIA [Hass)

il He went & little farther

~.The Saviour falls before His Father knealing

Glaclky will 1, ai resigning

RECITATIVE {Tenor and Bass)...
CHORALE

Al He came ta the disciples

RECiTﬁTIV‘E (Tenar snd Bass)

Now may the will of Cod

DUET (Sopranc and Allol WITH CHORUS..
RECITATIVE [ Tenor ard Bais)
CHORALE. :

And again He: came
Alas| my Jesis now ks taken
-And, behold, ane of them

O man, bewail thy sin 5o great

R

. RECITATIVE (Tenor!

s

-
it

- ARIA [Altel WITH CHORUS,

Ah, now s my Josu gone

RECITATIVE (Tenar),

And they that had laid hold.

. CHORALE.

The ruthless: world

RECITATIVE {Tenor and Bass) AND CHORLUS....

... Yoa, though many false witnesses

ARIA [ Tenar).

He will not speak
Behold! Bahold|

RECITATIVE {Tenor and Baws| AND CHORLS
RECITATIVE {Tenor) AND CHORUS.
CHORALE,

-And the high priest answered
hen they began o 1pit in His face

Who could so rudaly smite Thes

RECITATIVE {Sopranc, Tenor and Bass} AND CHORUS.........Peter was sitting without

RECITATIVE [Tenor and Bass)
ARIA LA,

—And Peter then began fo cursy
O pardon me, my God

CHORALE, Theugh my feet from Thee have wandered

RECITATIVE (Tenor and Bass) AND CHORUS.
RECITATIVE (Tenor and Two Bassesh....

~And when the morning came

And he cast down the sliver pleces

ARIA (Bass)
RECITATIVE (Tenor and Bassl..,
CHORALE.

Give me back my deares! Master
—And they tock counsel togethes

Commit thy ways, © Pilgrim

RECITATIVE (Seoreno, Tenor and Bassl AND CHORUS ..., New upon that faast

CHORALE.

RECITATIVE (Tenor and Bass|
RECITATIVE {Scpranol..
ARIA_ 1500ranal.

What waondrows
«The governar answered
He hath ‘done only good 1o all

RECITATIVE (Tenor and Bass) AND CHORUS..
RECITATIVE tAlte}

ARIA [Alfol,

Arg my weeping and my wailing

RECITATIVE (Tenorl AND CHORUS,

Then straigh the scldiers

CHORALE.

0 Head, all bruised and wounded

RECITATIVE (Tenar),
RECITATIVE [Bass)

And after moking sport of Him
Yea, truly to the eros

ARIA {Bass) :
RECITATIVE {Tenar) AND CHORLS.....
RECITATIVE {Tenar)

Come, blessed cross
And when fhey came unto a place

RECITATIVE {Altol

He was reviled alsa

ARIA LAlto] WITH CHORUS:

Ah, Colgotha

RECITATIVE {Tenor and Bassl AND CHORUS...
CHORALE,

Look whore Jesus stands
—iAnd from the sixth hour

Mhen | toa am departing

RECITATIVE [Tonarl AND CHORUS....... - And fhen, behold! the veil of the templn

RECITATIVE {Bass),

At eventide, cool hous of rest

ARIA (Bass).......

Clearse thee, O my soul

RECITATIVE (Tenor and Bassi AND CHORUS.....

wAnd Josegh oak: the body

RECITATIVE 1Soprano, Alto, Tencr, Bass) WITH CHORUS. And nw tha Lord to rest is laid

CHORLS

<+

In deepest grief

CHORUS OF THE ORATORIO SGCIETY OF NEW YORK

BOY CHORISTERS OF ST. THOMAS EPISCOPAL CHURCH
ICourtesy of Dr. T Tertivs Noblo)

ORCHESTRA OF THE JUILLIARD SCHOGL OF MUSIC




SEASON 1935-1936 ¢

THE JUILLIARD SCHOOL OF MUSIC

&

PROGRAMS

of the

BEETHOMEN CYCLE

Presenting the Nine Symphonies
with selected
Concertos, Overtures, and Concert Arias

@

CONCERT HALL

JUILLIARD SCHOOL OF MUSIC
130 Claremont Avenue

@

ALBERT STOESSEL, Conductor
ERNEST HUTCHESON, Associate Conductor

Orchestra of the Juilliard School of Music

@

" The proceeds of these concerts will be given fo the
Students' Aid Fund of the Juilliard Schoel of Music

Subscription for the cycle of six concerts

Students' rate for the cycle of six concerfs
{only to active music-students)

No tickets for single concerts will be sold
@

For information concerning subscriptions, address

The Concert Department
JUILLIARD SCHOOL OF MUSIC
130 Claremont Avenue
New York




PROGRAMS

{SUBJECT TO CHANGE)

I
FRIDAY, NOVEMBER |, 1935, AT 8:30 P.M.

Overture ta "Kénig Stephan,” op. 117
Symphony Neo. | in © major, op. 21

“An die Hoffnung," op. 32, for baritone solo and orchesira
HORATIO COMNMELL

Symphony Mo, 2 in D majer, op. 36
@®

1l
FRIDAY, NOVEMBER 22, 1935, AT 8:30 P.M.

Overture to “Egmont,” op. 84

Piane Concarto in B flat, op. 19
JAMES FRISKIN

Symphony Mo. 3 in E flat, op. 55 (Sinfonia eroica)
®

1
FRIDAY, DECEMBER 6, 1935, AT 8:30 P.M.

Ovarture to "Coriclanus,” op. 62
Symphony No. 4 in 8 flat, op. &0

Elegiac Song, op: |18, for vocal quartet and strings

(Yocal soloists o be announced later]

Symphony Mo. & in C minar, op. 67

PROGRAMS

{SUBJECT T CHANGE)

1V

FRIDAY, JANUARY 24, 1936, AT 8:30 P.M.
"Leanora’ Overture, Mo. 3, op, 72a

Viclin Congerfe in D major, op. 61
ALBERT SPALDING

Symphany Ne. & in F, op. 68 {"Pastoral” Sympheny)

v

FRIDAY, FEBRUARY 7, 1936, AT 8:30 P.M.

Sympheny Me. 7 in A majer, op. 52

Fiane Concerto in © minor, op. 37
OSCAR WAGNER

Symphony Me. 8 in F, op. 93

Vi

FRIDAY, MARCH 27, 1936, AT 8:30 P.M.

Piano Concerta in E flat, op. 73
ALEXANDER SILOTI
Symphony Ne. 9 in O minor, ap. |25 |"Choral" Sympheny)
{with the co-operation of the Oratorio Sociely of New York)

[¥ocal soloists to be announced loter)




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE

OF

SIX SYMPHONY CONCERTS

©

First Concert
FRIDAY EVENING, NOVEMBER I, 1935
at Eight-thirty

CONCERT HALL

|30‘C|aremonf Avenue
NEW YORK CITY




PROGRAM

|
Ovearture to "Kdnig Stephan,” op. 117

]
Symphony No. | in C majcr. op: 21
Adagio molio
Andante canfabile con meto
Meanuetto

Adaglo — Allegre molio ¢ vivace

Intersmission

11
“An die Heffnung," op. 32, for baritona sola and orchastra

HORATIO CONNELL

¥
Symphony Me. 2 in D major, op. 34
Adaigic molte —~Allégre cos brio
Larghette
Scherzo [Allegro)
Finale {Allsgro malio)

%

Orchastra of the Juilliard School of Music
Candictor: ALBERT STOESSEL

@

The next concert of tha cycle will be given on Friday Evening, November 22

AN DIE HOFFNUNG!" (TO HOPE]
[Aus Tiedges Urania)

Transtation by H. ¥. HILPRECHT

If a God exist? If He will accamplish,
What our longing eye desites to see?
‘Will on Judgment Day the curtain rise,
To raveal life's mystery and riddle?
Heps must be man's quide|

Mo guestion ask|

O Hope divine, when clouds shscura our visicn,
Come Thou, to veil all grief and worry
Tormaenting tender souls by night;

O Hope, lift high above this dala of sorrow
The soul upon’ the wing of mercy,

Where argels count the tears hors

Whan pessed away tha sound of loving voices,
When withered trees and laafless branches

Ara all that shill remain of life:

Then come fo ma, whara lonesome and forsaken,
At midnight hour | dream and tremblo

And rest my arm on broken urns.

And whan | frown vpon my faie so crusl,
Bohold the sun's last ray just fading,

While darkness shrouds life's ebbing sea:

Then let appear, before this dreamland vanish,
A distant gleam of morning dawning;

Another sun beyond the clouds:

Q Hope diving, etc.




JUILLIARD GRADUA_TE. SCHOOL

BEETHOVEN CrCLE
CHAMBER- MUSIC CONCERTS

First Concert
TUESDAY AFTERNOON, NOVEMBER 12, 1935
at Five o'clock

130 Claremont Avenue, New York City

@
PROGRAM

|

Quartet in F minor, op. 95, for two violins, viola, and 'cello

Allegro con brio
Allegretto ma non troppo
Allegro assai vivace, ma serioso
Larghetto — Allegretto agitato

HARRY GLICKMAN, HARRY FRIEDMAN, DAVID DAWSON, and MILDRED SANDERS

Sonata in A minor, for pianc and viclin, op. 47 ["Kreutzer Sonata'')

Adagio sostenuto — Presto
Andante con variazioni
Finale (Presto)

ROSALYN TURECK and LOUIS PERSINGER
11

Trio in E flat, op. |, No. |, for piano, violin, and ‘cello

Allegro
Adagio cantabile
Scherzo (Allegro assai)
Finale (Presto)

ROSALYN TURECK, LOUIS PERSINGER, and BERNARD GREENHOUSE
@

String instruments lent by Emil Herrmann
Steinway Piano

The next concert of this course will take place on Tuesday, December 17, at 5:00 p.m.

N\




JUILLIARD GRADUATE SCHOOL
®

BEETHOVEN CYCLE

SIX SYMPHONY CONCERTS

@

Second Concert
FRIDAY EVENING, NOVEMBER 22, 1935
at Eight-thirty
130 Claremont Avenue, New York City

@
PROGRAM

I
Overture to "“Egmont," op. 84

1l
Piano Concerto in B flat, op. 19

Allegro con brio
Adagio
Rondo (Allegro molto)

JAMES FRISKIN

Intermission

111
Symphony No. 3 in E flat, op. 55 (Sinfonia eroical
Allegro con brie
Marcia funebre (Adagio assai)

Scherzo (Allegro vivace)
Finale (Allegro molto)

Orchestra of the Juilliard Schoal of Music
ALBERT STOESSEL, Conductor

©

Steinway Piano

LY
The next concert of the cycle will be given on Friday evening, December 6




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE

OF

SIX SYMPHONY CONCERTS

Third Concert
FRIDAY EVENING, DECEMBER 6, 1935
at Eight-thirty
130 Claremont Avenue, New York City
@
PROGRAM
_

Overture to "Coriolanus,” op. 62

I
Symphony No. 4 in B flat, op. 60

Adagio — Allegro vivace
Menuetto

Allegro vivace
Allegro ma non troppo

Intermission

11

Elegiac Song, op. 118, for vocal quartet and strings

MAXINE STELLMAN, soprano
LUCIELLE BROWNING, mezzo soprano
ALBERT GIFFORD, tenor

GEAN GREENWELL, bass

v
Symphony No. 5 in C minor, op. 67

Allegro con brio
Andante con moto
Allegro
Allegro

Orchestra of the Juilliard Scheool of Music
ERNEST HUTCHESON, Conductor

@

The next concert of the cycle will be given on Friday evening, January 24




ELEGIAC SONG

Sanft wie du lebtest hast du vollendet,
Zu heilig fiir den Schmerz!

Kein Auge wein' ob des himmlischen Geistes Heimkehr.

@

Life gently touched thee and passed as softly,

Thou spirit, too holy pain to know!

No eye could weep for this spirit so heavenly when
homeward turning.




JUILLIARD GRADUATE SCHOOL

@

BEETHOVEN CYCLE

OF

CHAMBER-MUSIC CONCERTS

&

Second Concert
TUESDAY AFTERNOON, DECEMBER 17, 1935

at Five o'clock

130 Claremont Avenue, New York City
@

PROGRAM

I
Trio in D major, op. 70, No. |

Allegro con brio
Largo
Presto
SASCHA GORODNITZKI, piane
HARRY FRIEDMAMN, violin
ALAN SHULMAN, 'cello

Il
Septet in E flat major, op. 20

Adagio — Allegro con brio
Adagio cantabile
Tempo di menuetto
Tema con variazioni (Andante)
Scherzo (Allegro molte e vivace)
Andante con mote alla marcia — Presto

FREDERICK BULDRINI, violin
FREDERICK DVONCH, vicla
BERNARD GREENHOUSE, 'cello
SAMUEL GOLDMAN, double bass
STEPHEN MAXYMCIW, bassoon
LESTER SALOMON, French horn
HERMAN SCHOLL, clarinet

@

Steinway Piano

The next concert of this course will take place on Tuesday, January I4, at 5 p.m.




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE

OF

SIX SYMPHONY CONCERTS

@

Fourth Concert

FRIDAY EVENING, JANMUARY 24, 1936
at eight-thirty

130 Claremont Avenue, New York City
®

PROGRAM

I
"Leonora" Overture, No. 3, op. 72-a

Il

Violin Concerto in D major, op. 6l

Allegro, ma non frogpe
Larghetio
Rondo

ALBERT SPALDING

Intermission

Symphony No. 6 in F, op. 68 ("Pastoral" Symphony)

Allegro, ma non troppe (Awakening of cheerful feelings on arrival in the country)
Andante molte messo (Scene by the brook)
Allegro (Merry gathering of peasants)
Allegro (Thunder-starm)
Allegretto (Shepherd's Song. Happy and grateful feelings after the storm)

Orchestra of the Juilliard School of Music
ALBERT STOESSEL, Conductor

@

The next concert of the cycle will be given on Friday evening, February 7




JUILLIARD GRADUATE SCHOOL

@

BEETHOVEN CYCLE

OF

CHAMBER-MUSIC CONCERTS

&

Third Concert
TUESDAY AFTERNOON, FAMNUARY—-H-+9356 February 4 3 1936

at Five o'clock

130 Claremont Avenue, New York City
&

PROGRAM

|
Quartet in C minor, op. 18, No. 4

Allegro ma nen troppo
Scherzo (Andante scherzoso quasi allegretto)
Menuetto (Allegretto)
Allegro

BESSIE SIMON, EUGENIE LIMBERG, NATHAN GORDON, FELIX SALMOND

Il
Sonata in D major, op. 102, No. 2

Allegro con brio
Adagio con molio sentimento d'affetto
Allegro fugato

MURIEL KERR and FELIX SALMOND

1l
Trio in B flat, op. 97

Allegro moderato
Scherzo (Allegra)
Andante cantabile, ma pero con moto
Allegro moderate

MURIEL KERR, BESSIE SIMON and FELIX SALMOND

@

Steinway Piano

The next concert of this course will take place on Tuesday, February 25




JUILLIARD GRADUATE SCHOOL

BEETHOVEN 'CYCLE

OF

SIX SYMPHONY CONCERTS

@

Fifth Concert

FRIDAY EVENING, FEBRUARY 7, 1936
at eight-thirty

130 Claremont Avenue, New York City
®©

PROGRAM

I
Symphony No. 7 in A major, op. 92

Poco sostenuto — Yivace
Allegretto
Presto
Allegro con brio

Piano Concerto in C minor, op. 37

Allegro con brio
Larao
Rende: Allegro

OSCAR WAGNER
Intermission

I
Symphony No. 8 in F, op. 93

Allegro vivace e con brio

Allegretto scherzando

Tempo di Menuetto
Allegro vivace

Orchestra of the Juilliard School of Music
Conductors, ALBERT STOESSEL and ERNEST HUTCHESON
@

Steinway Piano

The next and last concert of the cycle will be given on Friday evening, March 27




JUILLIARD GRADUATE SCHOOL
@

BEETHOVEN CYCLE
CHAMBER-MUSIC CONCERTS
@

Fourth Concert
TUESDAY AFTERNOON, FEBRUARY 25, 1936
at five o'clock

130 Claremont Avenue, New York City
&

PROGRAM

Quartet in F major, op. 18, No. |, for two violins, viola and 'cello
Allegro con brio
Adagio — Affettucso ed appassionato
Scherzo (Allegro molto)
Allegro

JACQUES LARNER, GEORGE OCKNER, NATHAN GORDON, BERNARD GREENHOUSE

1}
Quartet in E flat major, op. 127, for two violins, viola and 'cello

Maestoso — Allegro
Adagio, ma non troppo e molto cantabile
Scherzando vivace, Presto, Scherzando
Finale

FREDERICK DYONCH, PAUL WINTER, NATHAN GORDON, BERNARD GREENHCOUSE

I
Quartet in E flat major, op. 16, for piano, violin, viola and 'cello

Grave — Allegro, ma non troppo
Andante cantabile
Rondo (Allegre, ma non troppo)

ROSINA LHEVINNE, ALICE ERICKSON, EUGENIA LIMBERG, ELEANOR ALLER
@

Steinway Piano

The next and last concert of this course will take place on Tuesday, March 17,
at five o'clock.




JUILLIARD GRADUATE SCHOOL

@

BEETHOVEN CYCLE

OF

CHAMBER-MUSIC CONCERTS

®

Fifth Concert

TUESDAY AFTERNOON, MARCH 17, 1936

at Five o'clock

CONCERT HALL

One Thirty Claremont Avenus
NEW YORK CITY




PROGRAM

Sonata in © miner, op. 30, No. 2; for pianc and viclin

Allagro ¢on brio
Adagiz cantakile
Scherze-allegra

Allegro

GREGORY ASHMAN and INEZ LAURITANG

Faithfu' Johnnie

In questa tomba oscura

Der Kuss

Die Liebe des Nachsten

Die Ehre Gottes aus der Natur

HORATIO CONNELL

Milten Schwariz at the pizna

1

Trio in E flat, op. 70, Mo, 2, for piano, viclin and 'celio

Poco tostenuto — Allegro ma non toppo
Allegretio
Allegratio ma fon trappa

Allegro

JAMES FRISKIN, |INEZ LAURITANO, ALAM SHULMAK

@

Steinway Piano

A recital of vocal misic will take place on Tuesday, March 24, ot five a'clock

FAITHFU' JOHNNIE

"When will you come again, my faithfol Joharia?”
"Whaon the corn is gathored,
And the leaves aro withored,

| will come: again, my sweet and bannie.”

"Then winter's wind will blow, my faithful Jahnnis."
HThendh tha:tayi berdark il A
That | cannot soe the lift,

I will come again, my sweet and Bennis.”

“And shall we part again; my faithful Jahnnia?”
"5S¢ long as my eye can see, Jaan,
That face so dear to me, Joan,

We shall not part agein, my swest and bennie.”

IN QUESTA TOMBA OSCURA

In questa fomba ascura lascle mi rposar;
Quende viveva, ingrota, dovevi o me pensar,
Lascia che l'ombre ignude godensi pace alman
E non, bagnar mie ceneri’ d'inutila velan,

DER KUSS

Ich war bei Chloan ganz allein, und kissen wollt' ich sia,
Jedoch sie sprach, sio wiirde schrai'n,

Es sei vergab'ne Mih',

leh wagt' es doch, und Kisste sie, frofz ihrer Segenwehr.
Und schrie sie nicht? Ja wohl, sis schris:

Doch, lange hinterher,

DIE LIEBE DES NACHSTEN

So Jemand spricht:

Ich lisbe Gott, und hasst doch seine Brider,
Dar friabt mit Gottes Wahrheit Spoti

Und reisst sie ganz darnieder.

Gott ist dia Lieb’, und will,

Dass ich dan Nachsten liebe gleich als mich.

DIE EHRE GOTIES AUS DER NATUR

Die Himmel rihmen dos Ewigen Ehre,

Ihr Schall pflanzt seinen Namen farh,

|k rihmt dar Erdkreis, ihn praissen dis Maers,
Yarnimm, O Mensch, ihr gotilich Wertl

Wer tragt der Himmel unzghloare Sterne?

War fihrt die Sonn' aus fhrem Zelt?

Sio kommt und leuchtet vnd lecht uns von ferne,
Und [Bufi den Wey gleich als ain Held.




JUILLIARD SCHOOL OF MUSIC

@

BEETHOVEN CYCLE

OF

SIX SYMPHONY CONCERTS

©

Sixth Concert

FRIDAY EVENING, MARCH 27, 1936
at Eight-thirty o'clock

130 Claremont Avenue, New York City
©

PROGRAM

Concerto No. 5 in E flat major, op. 73, for pianoforte and orchestra
(Piano part edited by Franz Liszt)

Allegro
Adagio un poco mosso
Rondo — Allegro

ALEXANDER SILOTI

Intermission

Symphony No. 9 in D, with the choral finale on Schiller's “Ode to Joy,"
op. 125

Allegro, ma non troppo un poco maestoso
Maolto vivace
Adagio molto e cantabile
Choral finale

RUBY MERCER, soprano ~ ROBERT BETTS, tenor
LUCIELLE BROWNING, confralto GEORGE BRITTON, baritone

Chorus of the Oratorio Society English text by Natalia Macfarren
Orchestra of the Juilliard School of Music

ALBERT STOESSEL, Conductor







JUILLIARD SCHOOL OF MUSIC

SEASON 1940-41

Concert of

WORKS FOR CHAMBER ORCHESTRA

under the direction of

STUDENT CONDUCTORS
from the class of

ALBERT STOESSEL

FRIDAY EVENING, MARCH 21, 194|

CONCERT HALL

130 Claremont Avenus
NEW YORK CITY




PROGRAM

&

Concerto Grosso, op. ||, No. 4. Sammartini
{Edited bty Sydney Back)
Andanfe
Tempo giusta
Andante sostanufo
Mlegro assai
Tampao di Minvetto
Salo violing — SAUL BLUMENTHAL and MERESLOW SALYK
Sald ‘callo — NORMAN HOLLANDER

CELIA MERRILL Conductor

Siegfried Idyll Wagner

CONSTANTINE CALLINICOS Caonduster

Symphony No. 35 in D major (Haffner| (K 385)

Allagro con spirita
Andante
Manuatto
Finala; Praste

DAVID McNAUGHTON Conductor

Intermission

v

Pastoral Ode for flute and strings, op. 40 Mabel Daniels

Sl flute — MARY ELIZABETH MILES

FRANCIS MADEIRA. Canductar

v

El Amar Brujo |Love the Sorcerer) M. de Falla

Infraduction et scane
Chanson du chagrin d'amour
Dante da la frayeur
Le cercle megique (Récit du pachuur)
Minuit — Les sartiléges
Scano
Chanson du feu follat
Pantomime
Danse du jau-d'amour

Final
Contrallo Sole — JEAN BROWNING

MILTON ROSENSTOCK Conductor

Steinseay Piano

Yeou are invited fo attond a recitel of Ravel's Compositions on Saturday evening,
March 22, at 8.30 o'clock

Alsa a Student Recital on Tussday afterncon, March 25, at4.30 o'clock




JUILLIARD GRADUATE SCHOOL
<

CONCERT OF MUSIC FOR CHAMBER ORCHESTRA

EDGAR SCHENKMAN, Conductor
ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

WEDNESDAY EVENING, APRIL 28, 1937
at eight-thirfy o'clock

Concert Hall, 130 Claremont Avenue, New York City
&

PROGRAM

Concerto in B minor for four violins and String Orchesira Vivaldi

Allegre
Largo
Allegro

BESSIE SIMON, FREDERICK DVONCH, BERNARD KUNDELL, DOROTHY KESNER

Symphony No. & in B flat major. Schubert

Allegro
Andante con moto
Menuetto (Allegro molto)
Allegro vivace

Intermission

Saturday's Child : Emerson Whithorne

An Episode in Color for Mezzo-Soprano, Tenor and Chamber Orchestra
Poems by Countee Cullen

MARY LOUISE BELTZ ... Mezzo-Soprano
ALLEN STEWART. Tenor

Introduction and Scherzo from a Suite for Chamber Orchestra. .o _Emil Koehler
(First performance)

Four Episodes for Chamber Orchestra Ernest Bloch

Humoresque macabre
Obsession

Calm

Chinese




JUILLIARD SCHOOL OF MUSIC

SEASON 1936-1937

CHAMBER MUSIC CONCERT

TUESDAY AFTERNOON, APRIL 13, 1937

at five o'clock

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




PROGRAM
&

Quintet for piano, two violins, viola and violoncello.______ Ulric Cole
Allegro appassionato
Modarato
Allegra
[first parformance)
EMMA ENDRES
ALICE PLUMLEE
JANE GLENN _Vialin
FRIEDA REISBERG._______ Vicla
DORCTHY TREML Viol !
i
Quartet, opus 2 Kodaly
Andante poco rubato, Allegro
Lento assai tranguille
Prestoe
Allegro
JACOUES LARNER - Vielin
GEORGE CCKNER . Violin
MATHAN GOTTSCHALK. Viola
BERNARD GREENHOUSE_ Violoncello
Intermission
il
Quintet in & major, opus |1 Brahms

Allegre nen troppo ma con brio

Adagio

Un poco sllegretto
Vivace ma non froppe presto

EUGENIE LIMBERG e Violin
GEORGE OCKMER.... —— Vialin
FRANK' BRIEFF Viola

HARRY, HYAMS. Viala
BERNARD GREENHCUSE ____Visloncello

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

Program of

ORIGINAL
CHAMBER MUSIC COMPOSITIONS

By Students of

THE GRADUATE SCHOOL

(Composition classes of Mr. Frederick Jacobi and Mr. Bernard Wagenaar)

MONDAY AFTERNOON, FEBRUARY 8, 1937

at five o'clock

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM PROGRAM

W%

Quartet in E for two vidlins, vicla, and 'celle: ___David Holden Songs for women's chorus, a capella... ...Berenice Robinson
Silvar

Allagro vivaca
Large mswstoss, Andante
Prasta
Allegro con brie

MYRTLE WOLSFELD

Cradle Song

ELEANCGR KNOEPFLE
CATHERINE ASPINALL
CHARLOTTE WYNN
DOROTHY HAUGH

MARIE BOMD
ANNA. BLUM
NANCY BELL FAIRCHILD
VERNA FORD

BOROTHY KESNER

MARJORIE PORTUGAL
from the charus of the Institute of Musical Art

ROBERT CRAWFORD, Director

MARTHA MARDEN

v

e e S Margarethe Queisser

Andante — Allegro non troppo ma agitato, from the Sonata

SR —Lewis Slavit

The Shadow March
in D miner for piano and violin. .

PAULINE PIERCE
LEWIS'SLAVIT ___ Plano

Tha Moon
HARRY HYAMS Violin

Aurmriies in the Fire
ANNAMARY DICKEY

Sergius Kagon af the piano

Suite for piano — four hands e o Mlexei Haeff

[Arranged from the ballat "Business sz Usual"]

Charles Jones
ALEXE! HAEFF and BENMJAMIN CWEN

Capriccio for viola and piane,

FRANK BRIEFF Viala
JACQUES ABRAM.. Piano Steinway Piano




MARCELLA SEMBRICH
1858 -1935

5<




MARCELLA SEMBRICH

A TRIBUTE TO

A SURPASSING MUSICIAN
AND INTERPRETER OF SONG

&

By
ERNEST HUTCHESON




MEMORI'AL SERVICE

in honer of

MARCELLA SEMBRICH
Sinday, lanuary 27, 1935
at the
JUILLIARD: SCHOOL OF MUSIC, NEW YORK

]

Organ Yeluntary

Chorale, "'"Commit. thy ways, O Pilgrim"
Organ Prelude on the same Chorale

Air for Strings from the Suite in D
Address
Larga from the Sonata for piano and 'cello..........commmnnChopin

Larghetto for Strings from the Concerto Gresso
in B minor. Handel

Crgan Postlude

MEMORIAL ADDRESS

Friends and Colleagues

LQRED our hearts a great artist, a beautiful

'&y character, a rare woman universally
known and universally loved: Marcella Sembrich.
Let us not meet in sadness. | am sure she would not
have it so, for tears are almost an injury to a spirit
so radiant, active and kindly. Letusrather assemble
in deep thankfulness for all that we owe to her;
for-the happiness: that she has shed around her, the
beauty that she has revealed to us, the example of
fine life and integrity of condtct that she has given
us to fallow,

) (1; E MEET this afterncen to honor in
4T4)0

|f | were asked to select an ideal instance of a
truly happy, useful and successful artistic life and
career, | might well single out the life:and career of
Marcella Sembrich. Born and educated in cne of
the most momentous and brilliant periods of music
that the world has known, it was her happy fortune
to be great among the great instead of towering
above mediocrity; to associate on equal terms with
the masters of her age, receiving inspiration from
them and requiting it in full measure; and perhaps




not least of all it was her privilege to sing fo a world
already grown cultured beyond the mere enthusiasm
for bel canto to a genuine love of the profound and
passionate music, the music of Bach, Mozart,
Schubert, and Brahms, of which she was the
masterly inferpreter.

Nowhere in vecal history can we duplicate the
case of a talent so rich and versatile that a dacision
had to be made between the equally possible
careers of pianist, violinist, and singer, Franz Liszt
said to her in words that have often been quoted:
"You have three pairs of wings with which to cleave
the ‘musical firmament; the piano, the violin, and
your voice." And with his keen insight he counseled
her to make her flight on wings of song.

Again, it would be difficult indeed to duplicate
a carger that embraced thirty years of dazzling
fame in opera, then ten years of at least equal re-
rown as a singer of lieder, and, finally, many years
of invaluable activity as authoritative teacher of the
perfect art she had acquirad. A remarkable wisdom
dictated these transitions from one phase of her
career to another. \When she said farewell, once
and finally, 1o the operatic stage, her powers were
at their zenith, Not one |east sign of impairment

chadowed her lovely art, her exquisite voice. To
friends who demurred at a decision so unnecessary
in their eyes, she replied with characteristic charm,
“| go now, because | love the sun when it'is high.”
That remark, | think, supplies the key to much that
was fundamental, endearing, and enduring in her
nature, in her music, and in all her human contacts,

Few women have been as famous. Nane has
been more utterly unspoiled by the applause of the
world, none has remained more simple; natural,
generous and sincere,

You will parden me, | am sure, if, within these
walls which knew her so well, | finally say a few
words about Marcella Sembrich, the teacher. It is
the instirict of avery true artist to turn sooner or
later from himself to others. His own achievements
have been oft repsated and must some day cease;
in those whom he can guide to the heights he finds
a form of immortality which extends his service to
mankind beyond his own life and generation. This
natural instinct asserted itself strongly in Marcella
Sembrich, and in this later phase of her life-work
she once more excelled, rounding eut and complet-
ing the full cycle of her accomplishment, She was
the' living embodiment of an ideal of beauty and




perfection which is the only model fully respected
by young talent. She was the heiress and repre-
sentative of a great tradition in arf, and she had
never allowed this inheritance of high tradition tc
petrify into convention, but had kept it vital and
contributed her share to its growth. Having sub-
mitted herself through long years to the sternest
discipline of study, she could successfully demand
something of the same devotion from her pupils.
Her ideas were crystal clear; and she could express
them with conviction, humor, and, on occasion, with

trenchancy, in almost any modern language. She

was always a teacher of music, not of mere singing,
incessantly demanding intelligence and feeling be-
hind correct vocalization. Her pupils were always
in her affectionate thoughts, and they were never
disappointed of sympathy with their struggles,
counsel in their problems, or active help in their
needs. Small wonder that they regard her with
more than love, with a reverence not easily inspired
in the youth of teday.

Perhaps in our too busy lives most of us, young
and old, are a little lacking in reverence, a little
slow to bow before the pure and lofty beauty, be
it of art, nature, or human personality, which is

godlike or Cod-given. But | confidently invoke that
spiritual grace to be with -us today, joining our
minds and hearts in love and henor of a surpassing
musician and interpreter of song, a noble woman,
a warm and faithful friend, a tireless priestess at
the altar of beauty, a spirit akin to the sun that she
loved when it was high, which setting still-bathes
the 'peaks of our herizon in'color and glory. This'is
the picture we retain, this the knowledge and mem-
ory we shall always cherish of Marcalla Sembrich:







JUIEEIARD! sSCHOQL @ F MUSTE

L 2
SEASON 1931-1932

&

COURSE OF
CHAMBER MUSIC CONCERTS

L 4

FIRST CONCERT

WEDNESDAY AFTERNOON, DECEMBER 2
at Three o'clock precisely

&

MUSICAL ART QUARTET

Sascha Jacobsen, First Violin
Paul Bernard, Second Volin

Marie Roemaet-Rosanoff, ‘Cellist

Louis Kaufman, Viola

130 CLAREMONT AVENUE
NEW YORK CITY




FIRST ARTISTS' RECITAL, COURSE B
IsaBELLE YALROVERY, Pianist
Sapa SaucHArt, Fiolinist
Wednesday Afternoon, December 9, 1931

+

SECOND ARTISTS" RECITAL, COURSE A
FeLix Sarmoxn, "Cellist
Wednesday Afternoon, December 16, 1931

L

SECOND CHAMBER MUSIC CONCERT
Joun ErskixNe, Pianist
Pavr Kocuansgr, Fiolinist
Wednesday Afternoon, December 23, 1931

The concerts will always begin at three ofclock precisely

PROGRAM

Quartet in'C major, Opus 534, No. 2..ovnnsinsinens Haydn
Vivace
Adagio
Minuetto

Adagio—Presto—Adagio

Quartet 10 D MIaJOT . crmerenmmmssresnrsessnennennnG O5AE Franck

Poco lento
Scherzo
Larghetto

Allegro molto




JUILLIARD SCHOOL OF MUSIC

SEASON 1931-1932
COURSE OF
CHAMBER MUSIC CONCERTS

SECOND CONCERT

WEDMNESDAY AFTERNOON, DECEMBER 23

at Three o'clock precisely

&

PAUL KOCHANSKI, Violinist
JOHN ERSKINE, Pianist

130 CLAREMONT AVENLUE
NEW YORK CITY




SECOND ARTISTS' RECITAL, COURSE B
Wirriam BELier, Pianist
AMERICAN Vocar QuarTer
In a-concert version of “The Gondoliers"”
of Sullivan
Morrig Gourp, Soprana
Herex Locrwoon, Contralto
WictLarp Youne, Tenor
Grorce Newron, Bass
Wednesday Afternoon, December 30, 1931

*

THIRD ARTISTS' RECITAL, COURSE A
Haroro Baver; Pianist

Wednesday Afternoon, fannary 6, 1932
+

THIRD CHAMBER MUSIC CONCERT
CGorpox QuarTeT
Wednesday Afternoon, January 13, 1932

The. concerts: will begin at three o'clock precisely

PROGRAM

Sonata in E major.

Adagio
Allegro
Adagio ma non fanto

Allegro

Sonata in B-flat major. Mozart

Largo, Allegro
Andante

Allegretto

Sonata in F major, Opus 24 Beethoven

Allegro

Adagio molto espressivo
Allegro molto (Scherzo)
Allegro ma non troppo (Rondo}

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

L 2
SEASCON 1931-1932

COURSE OF
CHAMBER MUSIC CONCERTS

L 2

THIRD CONCERT

WEDNESDAY AFTERNOON, JANUARY 13, 1932
at Three o’clock precisely

&

GORDON STRING QUARTET

(Founded in 1921)

Jacques Gordon, First Violin Paul Robyn, Viola
Ralph Silverman, Second Violin Naoum Benditzky, ‘Cello

Assisting Artist - - - Muriel Kerr, Pianist

130 CLAREMONT AVENUE
INEW YORK CITY




FOURTH ARTISTS' RECITAL, COURSE A
Louis Persincer, Fiolinist

Wednesday Afternoon, January 27, 1932

FOURTH CHAMBER MUSIC CONCERT
Eisauco Trio

Wednesday Afternoon, February 3, 1932

The concerts will begin at three o'clock precisely

PROGRAM

1
Quartet in G major, Opus 77, No. 1

Allegro Moderato
Adagio
Menuetto—Presto

Finale, Presto

American Kaleidoscope

Piano Quartet in A major, Opus 30

Animé

Treés calme

Simple et sans hate
Animé

Steinway Piano

Werner Tanssen

Chausson




JUILLIARD SCHOOL OF MUSIC

SEASON 1931-1932
COURSE OF
CHAMBER MUSIC CONCERTS
FOURTH CONCERT

WEDNESDAY AFTERNOON, FEBRUARY 3, 1932

at Three o'clock precisely

THE ELSHUCO TRIO

(Founded by Willem Willeke)

KARL KRAEUTER, Violin WILLEM WILLEKE, Violoncello
AURELIO GIORNI, Piano

130 CLAREMONT AVENUE
NEW YORK CITY




FOURTH ARTISTS' RECITAL, COURSE B
Caraering Fiewp, Soprano
JErROME RAPPAPORT, Pianist
Wednesday Afternoon, February 10, 1932

+

FIFTH ARTISTS' RECITAL, COURSE A
Bervi, Ruminsrirx, Pranist
Wednesday Afternoon, February 17, 1932

+*

FIFTH CHAMBER MUSIC CONCERT
Care Frieosere, Pianist
Frrix Sarmono, "Cellist

Wednesday Afternoon, February 24, 1932

The concerts will begin at three o'clock precisely

PROGRAM

Trio in B major, opus 8. i BTGNS

Allegro con brio
Scherzo (allegro malto)
Adagio

Allegro

Trio in B-Aat major, opus 99.....ccoiiimmmmisimmm Schubert

Allegro moderato
Andante—un poco mosso
Scherzo (allegro)

Rondo (allegro vivace)




THE CHAMBER SYMPHONY ORCHESTRA

&
JUILLIARD CONCERT HALL
130 Claremont Avenue, New York
®
SATURDAY EVENING, FEBRUARY 13, at Eight-thirty
®
CHARLES LICHTER BERNARD HERRMANN

Conductors

@

PROGRAM
Overture, “The Portuguese Inn........... Nl N ] Cherubini

SYMPHORY 1 ID A O s rivmarisnes v ts i ass e naas s soammnes C. P. E. Bach

CHARLES LICHTER

Symiphony G maior; N0 3 ni vkt st teis Haydn

BERNARD HERRMANN
Intermission

P aCATIS e viireseeeoneerenesrssnnnnnsnsssssnes Terome Moross

(first performance)

TWO GYMNOPEAIES. .erreerererreserrrsnseseseessmesasessenesaseesenenns 511 Sttie-Debussy

A Charleston Rhapsody.......cccoiciiisiivisiinnnnnnniRObert. Russell Bennett

BERNARD HERRMANN

AT e e e e B e R A. Lehman Engel
(first performance)
: I

Tenor Sola: JACK SEULITRINIC

ST ONIC AL e vveerrerreermenersesssnsssssannassarssensssasansnesressenssssnn BOYHAYd. W agenaar
CrarLEs LIcHTER




JUILLIARD SCHOOL OF MUSIC

&
SEASON 1931-1932

L 2

COURSE OF

CHAMBER MUSIC CONCERTS
FIFTH CONCERT

WEDNESDAY AFTERNOON, FEBRUARY 24, 1932

at Three o'clock precisely

CARL FRIEDBERG

PIANIST

FELIX SALMOND

‘CELLIST

130 CLAREMONT AVENUE
INEW YORK CITY




FIFTH ARTISTS' RECITAL, COURSE B
Imga Hivr, Contralte

Erta K. ScH1FF—PAULINE STERNLICHT
(in-compozitions for two pianos)

Wednesday Afternoon, March 2, 1932
+*

SIXTH ARTISTS' RECITAL, COURSE A
Ninva Kosugrz, Soprano
Wednesday Afternoon, March 9, 1932

*

SIKTH CHAMBER MUSIC CONCERT
Letz-WitLexe QUARTEY
Wednesday Afternoon, March 16, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*
I

Sonata No. 1 in E minor, Opus 38

Allegro ma non troppo
Allegretto quasi Menuetto

Allegro

11

Sonata in A major, Opus 69

Allegro ma non tanto
Scherzo, allegro molio
Adagio cantabile
Allegro vivace

111

Sonata No. 2, in F major, Opus 99...

Allegro vivace
Adagio affettuoso
Allegro passionato
Allegro molto

Steinway Piano

Brahms

Beethoveit

rereresnosresnersenaeses DT AHNES




JUILLIARD SCHOOL OF MUSIC

SEASON 1931-1932

COURSE OF
CHAMBER MUSIC CONCERTS

®

SIXTH CONCERT
WEDNESDAY AFTERNOON, MARCH 16, 1932

at Three o'clock precisely

LETZ-NILLEKE QUARTET

HANS LETZ, Violin CONRAD HELD, Viols
MOSES LEVINE, Violin WILLEM WILLEKE, 'Cello

e el

Assisting Artist, GUSTAV LANGENUS, Clarinet

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

*
SIXTH ARTISTS' RECITAL, COURSE B
Coxcert oF Caameer Music 1
By Younc Americaw CoMPosERS

Wednesday Aft Mareh 23. 1632 Quartet No. 12 in E-flat major, op. 127, Beethoven
canesaay Afernoon, MOrcit 23, 1Yz

Magstoso, allegro
! Adagin, ma non troppo € molto cantabile
SEVENTH ARTISTS RECITAL, COURSE A ;f‘“’]""‘““d" e
Finale

Rosina Anp Josir LHEVINNE
(two-piano recital)
W ednesday Afternoon, March 30, 1932

*

SEVENTH CHAMBER MUSIC CONCERT 1
PErsIiNGER QUARTET ;
Wednesday Afternoon, April 6, 1932 Quintet for Clarinet and Strings
i B minor; ops 1150 i i BYGRIS

The concerts will begin at three o'clock precisely Allegro
Adagio
Andantino

Con moto




JUILLIARD SCHOOL OF MUSIC

&

SEASON 1931-1932

@

COURSE OF

CHAMBER MUSIC CONCERTS

@

SEVENTH CONCERT

WEDNESDAY AFTERNOON, APRIL 6, 1932
at Three o’clock precisely

&

PERSINGER QUARTET

LOUIS PERSINGER, Violin DAVID DAWSON, Viola
DOROTHY MINTY, Violin VIRGINIA QUARLES, “Cello

130 CLAREMONT AVENUE
NEW YORK CITY




SEVENTH ARTISTS' RECITAL, COURSE B
RopErt CrawrorDp, Baritone
Inge LAurrrano, Fiolinist
Wednesday Afternoon, April 13, 1932

EIGHTH ARTISTS RECITAL, COURSE A
Pavr, Kocuanskl, Fiolinist
Wednesday Afternoon, April 20, 1932

EIGHTH CHAMBER MUSIC CONCERT
BArrEre, Winp ENsEuBLE
Wednesday Afternoon, April 27, 1932

The concerts will begin at three o'clock precisely

PROGRAM

I
Quartet in C major (Koechel's catalogue No. 564)..Mozart

Adagio—Allegro
Andante cantabile
Menuetto

Molto allegro

11

Variations (“Death and the Maiden™) from
the D minor Quartet.....coiii: e ERE Schubert

I11

Quartet in D-flat major, opus 15...

Andante—Allegro—Andante
Presto acciacato
Molto adagio—Animato—Andante




JUILLIARD SCHOOL OF MUSIC
«;a,--rs-..s-r:;s:—l-;m.waz
o:,u; OF
CHAMBER MUSIC CONCERTS
EIGHTH i:o.\:::::m

WEDNESDAY AFTERNOON, APRIL 27, 1932

WIND ENSEMBLE CLASS
JUILLIARD GRADUATE SCHOOL

GEORGES BARRERE, Conductor

130 CLAREMONT AVENUE
NEW YORK CITY




EIGHTH ARTISTS' RECITAL, COURSE B

SascEs GoropNITZEL, Planist
Many Becker, Fiolinist

Wednesday Afternoon, May 4, 1932

The copcert will begin at three o'clock precisely

PROGRAM

1
Sinfonietta, Op. 188 Toachim Raff
(Two flutes, two. oboes, twa clarinets, two bassoons: two horns)

Allegro—allegro molta
Larghetto—vivace
11

Rondino. L. wan Beethoven
{Two horns, two cboes, two clarinets, two bassoons)

111
Four Transcriptions ( Juilliard edition)
(Flute, obae, clarinet, horn, bassoon)
(@) Sonatina Actus Tragicus I, S. Bach
(b)) Petite Marche. L. Delibes
(¢) Pastorale L. Strawingky

{2) The Harmonica Playeriiismcisimismimiammmad e Guton
Intermission
v

Lied and Scherzo, Op, 54 Fl. Sehmitt (1910)
(Double wind quintette with horn principal)

v

Kanonische Sonating, Op. 31, No. 3.t Hindemith

{Two flutes)
Munter
Capriecio
Presto

Vi
Le Bal de Beatrice d’Este K. Hahn

(Two flutes, oboe, two clarinets, two bassoons, two horns, trimpet,
tympani, two harps, piano)

Entrée pour Ludovic Te More
Lesquercade
Romanesque

Iherienne

Léda et 1'Oiseau
Courante
Salut final au duc de Milan

Assisted by Eoire Knox at the Plano
Awraur Joxgs, Harp
Josepr Pizzo, Harp

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

ON 1932.1933

SEASUIN 1F54-1533

@
COURSE OF

CHAMBER MUSIC CONCERTS

FELIX SALMOND, 'Cello
MARY BECKER, Violin LOUISE ROOD, Viola
ADELINA MASINO, Violin  ARTHUR STILLMAN, Viola
DIANE BERNHARD, Piano
ALICE QUARLES, Piano

SIDNEY SUKQENIG, Piano

AREMONT AVENUE

1260
120 CLA

CLs
NEW YORK CITY




*
SECOND CONCERT

January 18, 1933

Gornon STRING QUARTET

+

PROGRAM

*

Quartet in C minor for Piano and Strings, Op. 15..........Gabriel Fauré

Allegromolto mederito

Echerzo—allegrovivo

Adagin

Allegro molio

FEY SUKOENIG.....Bidno

Mary Bec Tialin
ArtHUR  SPILLMAN,..Fiole
FELIx SALMoND,

i

Sonata No. 1 in F-sharp minor for Piano and "Cello........Jean Hiré

(in ane movement)
ALICE QUARLES Piano
Frrmx SanuonD., 'Cello

41l

Cuintet in F minor for Piano and Strings........

Mealto moderato quasi lento—allegra

Lento, con molto sentimento

Allegro non troppo con Tuoco
Diane BERNHARD......
Mary BrckEer
Apgrina  MAsine
Loutse Roob.i
Frux Sarmonn.....C

Steimuay Piang

vssseesannG £5AT Hranck




JUILLIARD SCHOOL OF MUSIC

‘C‘E .._-C,'. 1 :F)-] =

®

COURSE OF
CHAMBER MUSIC CONCERTS

GORDON STRING QUARTET

(Founded in 1921)
JACQUES GORDON, First Violin
RALPH SILVERMAN, Second Violin
PAUL ROBYN, Viola

NAOUM BENDITZKY, 'Cello

130 CLAREMONT AVENUE
NEW YORK CITY




*

THIRD CONCERT
Janyary 25, 1933
Jaumes Frisxin, Pianisi

Jaxies DAVENPORT, Soprano

Tnaz QuarLes Trio

L

PROGRAM

*

Quartet, Opus 76, No. 5, in D major
Allegretto—Allegro
Largo (Cantabile ¢ Mesto)
Menuetto (Allegro)
Finale (Presta)

Four Diversions, Opus 32...
Allegro moderato
Moderato ed a capriceio
Andante moderato ¢ delicato
Allegro burlando

Quartet, Opus 135, in F major.

Haydn

Lotis Grienberg

Beethoven

Allegretto

Vivace

Lento assai, cantante ¢ tranguillo
Grave, ma non troppo tratto—Allegro

("Muss es sein?  Es muss sein! Es muss seinl™)

Steinwway Piano




PROGRAM

*

Chorale Prelude, “O Lamm Gottes; unschuldig'......i i Baele
{transcribed by Tausig)
Chorale, “Ertédt uns durch dein’ Giite™...iiiininnsiiio fre Bach
(transeribed by Rummel)
Chorale Prelude, “Wir glauben all’ an einen Gott™.......nimi e B00H
{transeribed by Tausig)
* Aria with Thirty Variations e ey 21 U
FOURTH CONCERT 1. Allegro moderata (3-4).

February 1, 1933

Harry GrLic v 17, Vivace (3-4).
(3-8), Allegro

Crarzes L

Max Ca 27, Un PO VivE : 3 . moderato
Hargy Focasii.ii, -4). 2 (34). 3 coso (41}
Arin-da capo e

James Frisgm

L
Zerbinetta's Aria (“Grossmichitige Prinzessin®),
from " Ariadiie auf Naxos...oewmo Richard Sirauss
Janice DAVENEORT
Broors Swarw at the piano

1Ir

Trioin D minorsOp. 63; Mon Lt sisi i s et Sehuimann

Mit Energie und Leidenschait

Tebhaft, doch nicht zu rasch

Langsam, mit inniger Empfindung

*Mit Feuer

ALICE QUARLES i Plang
MarcUERYEE (UARLES....Fiolin
Vircinia QuartEs...Hioloncello

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

SEASOE

SEASON 1932

S ¢ 1033
e (S B o i e o s

COURSE OF
CHAMBER MUSIC CONCERTS

FOURTH CONCER

HARRY GLICKMAN ..o Violin
CHARLES LICHTER

HARRY FUCHS.., Violoncello

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

*
L

Quartet Noo 1 in C minor, Opus 51, wBrahms
Allegro
Romanze— Pocn Adagio
Allegro molto' moderato & comida
Fimnale—Allegro
ALRERT S10E folin Cuarces Licater, Piola
Hazry Griceman, Fiolin [Tarey Focns, 'Cello

.
FIFTH CONCERT
February &; 1933

Fiute Yufenthalt Schubert
CARLOS SALZEDO ~Harp Die Kriihe o Schubort

HoRACE BRITT i viecinieiiin Cello Verzagen e Bralns

Paur NorDoFF Piano Miidchenlied Brahms

Glitckes (Genug Strauss

CHECIDE i pinsicisees Strauss

N

Brooxs Surra al the Piano

Quintet in G minor,

Allegro

Menuetto

Adagio ma non troppo
Adagio—Allegro

Avpewy Srorsses, Piolin Crarces Licarer, Fiola
Harry Gricenman, Fiolin Max Cans, Viola
Harry Fuchs, 'Cello

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

SO / 3

PAUL NORDOH, Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




*

SIXTH CONCERT
February 15, 1933

Louls PERSINGER.......-
Marjorig Furron.....
Dororay MINTY.wnn
DAVID DAWSON weivernes

VirciNia QUARLES
MiLDRED SANDERS...
anid

MURIEL KERR evuseasneees

+*

V ialinist
Pioliist
Fiolinist

P TANTS

PROGRAM

*

1
Piéces en Concert fean-Philippe Rameaw

La Pantomime
La Timide
L’Indiscréte
La Cupis
Tambourins

Messrs, BARRERE, Sarzena, Brivr

I
Children’s Corner. Claude Debussy

(transcribed from the piano for harp, flute, and ‘cello
by Cartos Sarzeoo)

Doctor Gradus ad Parnassum
Jumbo's Tullaby
The Doll's Serepade
The Snow 1s Dancing
The Little Shepherd
Golliwog's Cake-Walk

Messrs, BARRERE, SALzEDo, BRITT

i1
Prelude, Aria and Finale César Franck
Paur Norpory
INTERMISSION
v

Charles T. Griffes

(GEORGES BARRERE
CarLos Sanzeoo at the Piano

v
Sonatine en Trio. Maurice Ravel
{transcribed from the piano for harp, Aute, and 'cello
by Camios Sarzeoa)

Modéré
Mouvement de Menuet
Animé

Messrs, Barrirg, Sanzino, Brirr

Mz, Sarzevo wses the Lyon and Healy Horp exclusively

Steinzoay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

&

COURSE OF
CHAMBER MUSIC CONCERTS

L 4

SIXTH CONCERT

WEDNESDAY EVENING, FEBRUARY 15, 1933
at Eight-thirty promptly

L 3

LOUIS PERSINGER Violin
MARJORIE FULTON Violin
DOROTHY MINTY Violin
DAVID DAWSON Viola
VIRGINIA QUARLES
MILDRED SANDERS

and

MURIEE KERR s Piano

130 CLAREMONT AVENUE
NEW YORK CITY




*
SEVENTH CONCERT
February 22, 1933
HELEN SNOW.......... Soprano
Janice KRAUSHAAR. “ontralto
CHARLES CARLILE . Tenor
Raymonp MippLETON Bass
assisted by
CARL FRIEDEERG . veniiivinn e Pitiitist

ERREST HUTCHESON. .o DiENESE -

*

PROGRAM

*

I
Cuartet in B-flat major ( Kachel's catalogue No. 438}l Mozart

Allegro vivace assai
Menuetto
Adagio

Allegra assai

Louis PERSINGER Davip Dawsox
Magrjorig Furron VircINiA QUARLES

Sonata in A major Franck
Allegretto ben moderato
Allegro
Recitativo-Fantasia
Allegretto poco: mosso

Murier Kegr Lotts PERSINGER

INTERMISSION

Cluartet in A minor. Kreister

Fantasia
Scheran
Romanze
Finale
Louis PERSINGER Davip DAwsoN
DoroTHY MiNTy MILDRED SANDERS

Steinavay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

L 4

COURSE OF
CHAMBER MUSIC CONCERTS

L 2

SEVENTH CONCERT

WEDNESDAY EVENING, FEBRUARY 22, 1933
at Eight-thirty promptly

L

HELEN SNOW

JANICE KRAUSHAAR......Contralto

CHARLES CARLILE i Tenor

RAYMOND MIDDLETON.......Bass
assisted by

CARL FRIEDBERG.cc.c.cccocunnePinist

ERNEST HUTCHESON.........Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




*

EIGHTH CONCERT
March 1,1933

Hans LErZ il Piolin
FreEpErick BurprIng Violin
Davip Dawsox...

Moxris BRENNER..

RUTE HILE it G
MILDRED SANDERS

FrASER GANGE....onn. Baritone
Oscar WAGNER. ..o Planist

+

PROCRAM OF VOCAL QUARTETS

+*

Spanisches Liederspiel, Op. Schumann

Erste Begegnung soprano and Alto
Intermezic Tenor and Bass
Liehesgram Soprano and Alto
In der Nacht Soprano and Tenor
Es ist VErmathen. e SOpHAN0 and Tenor
{ Alto
Gestindniss, wiss LETHOT:
Botschafi e e Y and Alto
Der Contribiand Baritone
Ich bin gelisht. ..o Soprano, Alte, Tenor and Bass

Epauxn Horw at the Piano

Der Abend, Op. 64, No. 2 9 Brahms

Wechsellied zum Tanz, Op.:-31, No. 1 reerrnenneer BYOHINE

The indifferent couplen......oi.
The tender couple ano and Tenor

Evsusn Horw at the Piano

INTERMISSION

i

der, Op‘ 52
For Piano ( four hands) and Vocal Quartet

Cart, Frixngenc and Exnest Hurenesox at the Piano

Steinsvay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

®

COURSE OF
CHAMBER MUSIC CONCERTS

&

EIGHTH CONCERT

WEDNESDAY EVENING, MARCH 1, 1933
at Eight-thirty promptly

*

HANS LETZ S Violin
FREDERICK BULDRINI........ Violin
DAVID DAWSON..coociveereriiiiins Viola
MORRIS BRENNER. ...ccccovscens Viola
RUTH HILL

MILDRED SANDERS

FRASER GANCE Baritone
OSCAR WAGNER Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




+*

NINTH CONCERT
March &, 1933
SURADIVARIUS QUARTET
Worre: WOLFENSOHN...iiiiiinimion Fiolin
Nicmoras Morpavan Fiolin
AT IRED POCHON . iz Fiola

GErALD WARBLRG
FrorenceE PacE KiMBALL

L 4

PROGRAM

*

I

Sonata for Piano and Violin, in A major, Op. 100...

Allegro amabile

Andante tranquillo; vivace ; andante; vivace di pin; andante vivace

Allegretio grazioso (quasi andante)

Oscar Wacner and Haxs LeTZ

Traum durch die Ddmmerung...
Friihlingsnacht ..... :

) T e BT BUBES - i rstirastinses hases saintanpsna s sbnss
Dit=Horelle .

Der Doppelginger

¢, Baritone
Viona Prrers at the piano

INTERMISSION

111

Schubert
Schuberi

Verklarte Nacht, Op. 4
{after the poem of Richard Dehmel)
Hans Lerz . Fiolin
FrEDERICK BuLDRI Fiolin
Davip: DAWSON coocreersnesnae F o0l
Morgis BRENNER....coiola
Rurt HILL....... SCello
MILDRED SANDERS. JCello

Steinway Piano

Schoenberg




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

L 4

COURSE OF
CHAMBER MUSIC CONCERTS

%

NINTH CONCERT

WEDNESDAY EVENING, MARCH 8, 1933
at Eight-thirty promptly

*

THE STRADIVARIUS QUARTET OF NEW YORK

WOLFE WOLFINSOHN Violin
ALFRED POCHON Violin
NICHOLAS MOLDAVAN Viola
CERALD WARBURC.....cccuvemmsarrsrees 'Cello

FLORENCE PACE KIMBALL...Soprano

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

+
1

Quartet in C minor, Op. 18, No. 4. L v Beethoven
Allegro ma non tanto
Seherzo (Andante scherzdse guasi allegretta)
Menuetta (Allegretto)
Allegro
STRADIVARIUS QUARTET
*

'ENTH CONCERT
March 15, 1933

Le DBalcon Debussy

CARL FRIEDBERG.-coxsenvs Piana Clievaux de Bois Debussy

Pavr, KoeHANSKL.....Fiolin Le Temps des Lilacs Chassion

FErx SarsMonb.....'Cello Nell Fauré

(in a program of Brahms Chamber Music) Eleur Jetée Fauré

Frorence Pace Kimparn, Soprano
Cerius Dovcaerry at the piano

INTERMISSION

111

Chiartet in' A minor, Op. 51, No: 20 i Chaunes Brahms

Allegro non troppo
Andante moderato

Quasi menuetto moderato
Finale (Allegro non aszai)

STRADIVARIUS QUARTET

Steinway Piana




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

®

COURSE OF
CHAMBER MUSIC CONCERTS

*

TENTH CONCERT
WEbNF_SDAY EVENING, MARCH 15, 1933
at Eight-thirty promptly

L4

CARL FRIEDBERG Piano
PAUL KOCHANSKI.....ccornvuee:Violin
FELIX SALMOND ‘Cello

In a program of Brahms Chamber Music

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

*

Trio in C minor, Op. 101

Brafmes
Allegro energico

Presto non assi

Andante grazioso

Allegro molto

1r

. . . . - S el
Sonata in D minor for Piano and Violin, Op. 108............con. Brofin
Allegro
Adagio
U S0 PTESIO € con sentimento
Presto_ agitato

Trio in E-flat major, Op. 40,

Brahms
Andante

Scherzo—Allegro
Adagio mesto
Finale—Allegro con brio

Steinway Piano
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A NOTE ON
DOMENICO CIMAROSA’S
“IL MATRIMONIO SEGRETO”

A connection between the roar of cannon and the appeal
of bel canto is perhaps not so obvious as is the general rela-
tion between music and warfare. But it exists, neverthe-
less.  And one example at least can be cited in proof of it.

Downing Street, on J'anuary' 4, 1800, had replied to the
First Consul’s offer of peace in a tone calcu]nted to offend
* any self-respecting government. There was no further use

for pen and parchment. It was decided, in Paris, to write
the answer with the sword of France upon the map of
Europe; and Lombardy was the particular corner of that
much-revised document to be distinguished by the. mnsular
paraph. Less than 48 hours after the reoe:pt of Lord
Grenyille's pompous and insolent note the machinery was
set in motion for one of htstory‘s boldest campaigns.
Among the many thousands caught in the wheels of these
preparations and destined to follow Bonaparte across the
Great 5t. Bernard wasa youngster barely 17, Marie Henri
Beyle by name, known later as the author di the writings
‘which he s:gned ““Stendhal. 2

: Chmbm,g the Alps in the footsteps of Hannibal and
Charlemagne was an army led by a demigod, who flung it
m a mad, {a.ntast:lc thtust at M!ian._ and on t m Mzrenga»—

The lark was not lest on a boy Jike BeyLe. . was
.hypemmtwc mmd, pieye: of phctogmphm qweknes




ful spring, the clearest and strongest impressions that he
retained were not of his “baptism by fire”; not of the little
general on muleback taking personal command to elude
the enemy’s guns at Fort Bard; not of the perils on that
narrow road overhanging the steep, when all riders were
ordered to walk by the side of their horses and hold the
reins with only two fingers, so that they could instantly let
go and save themselves if the frightened animals stumbled
and dashed down the precipice.

What Beyle remembered most vividly, at the time he
wrote La Vie de Henri Brulard, was Rolle, with the magni-
ficent lake beneath, and that exquisite moment of reverie
when he felt the presence of Jean Jacques® spirit, while the
tolling of a *“majestic bell” came from over the hills and
gave to his thoughts “une physionomie sublime.” But
even this experience paled in his memory before the inci-
dent that crowned the descent into the flowering plain.
It was the evening of his arrival at Ivrea. The Alps and
their terrors lay behind him. A dust-covered and tired
and impatient soldiery thronged the town’s one theater.
Young Beyle hungered for music. The opera that night—
new to him—was Cimarosa’s Il Matrimonio segreto. Not
the snowy heights, not the grandeur and horror of war
had so moved him, as did the orchestra and the singers,
and this fresh, scintillating score. (Nor was his “godlike
happiness” to be diminished by the fact that the pretty
creature who sang the part of Carolina lacked a front tooth,
Quite the contrary: on the morrow he was in love with
her.) The music cast enchantment over everything,
The stuffy hall, the noisy audience were forgotten. Inno-
cent gayety, musical charm, vocal brasura combined to
shut out the steady rumble of passing ordnance. In that
hour and place even Rousseau dwindled to the size of a
mere pedant, while “all in Cimarosa was divine.”

(21

In 1800 Cimarosa’s most successful opera was 8 years old.
For its success the libretto had been as much responsible
as the music. They formed a rarely felicitous union.
A hundred years later, R. A. Streatfeild, historian of the
genus opera, still praised The Secret Marriage for “its racy
humour and delicate melody™, still deemed its plot worth
retelling:

The story is simplicity itself, but the situations are amusing
inthemselves, and are led up to with no little adroitness. Pao-
lino, a young lazeyer, has secretly married Carolina, the daugh-
ter of Geronimo, a rich and avaricious merchant, In order to
smooth away the difficulties whick must arise when the in-
evitable discovery of the marriage takes place, he tries to secure
a rich friend of his own, Count Robinson, for Geronimo's
other daughter, Elisetta. Unfortunately, Robinson prefers
Carolina, and proposes himself as son-in-law to Geronimo,
who is of course delighted that his daughter should have se-
cured so unexceptionable a parti, while the horrified Paolino
discovers to his great dissatisfaction that the elderly Fidalma,
Geronimo's sister, has cast languishing eyes wpon himself.
There is nothing for the young couple but flight; unfortu-
nately, as they are making their escape they are discovered
and their secret is soon extorted, Geronimo's wrath is tre-
mendous, but in the end matters are satisfactorily arranged,
and the amiable Robinson after all expresses himself content
with the charms of Elisetta.

Simple and tenuous as it may be, this plot took years
to ripen. [Its earliest ancestor was a comedy, The Clan-
destine Marriage, by the elder Colman and David Garrick,
produced in London in 1766. This, in turn, was suggested
by one of Hogarth’s famous series of pictures, Marriage-a-
la-mode. Just how large a share each author had in this
collaboration has never been divulged. Garrick was cred-

[3]




TUESDAY EVENING, APRIL 25
at 8:45 o’clock

TKE String Sextet by Bohuslay Martinti (Elizabeth
Sprague Coolidge Prize, 1932), the String Quartet by
Ildebrando Pizzetti, and the Wind Quintet by Gustay
Strube will be played for the first time in public;
the Nine Pieces, Op. 45, for string quartet, by Adolf
Busch, will receive their first public performance in
America; the opera by Cimarosa, and the composi-
tions by Copland, Stravinsky, Ravel, and Hindemith
will be played for the first time in Washington.
Messrs. Busch and Serkin will play J. S. Bach’s
Sonata in G, for violin and piano, after the original
manuscript in the State Library at Berlin.

The First Appearance in America of

ADOLF BUSCH and RUDOLF SERKIN

in a Sonata Recital for Violin and Piano

1t J. 8. Bacu
Sonata in G (Second version)

L. Vivace; 2. Largo; 3. Cembalo solo; 4. Adagio;
5. Violino solo & basso accompagnato; 6. Vivace.

11 Max Recer
Sonata in E minor, Op. 122
Modcrar.o
Vivace
Adagio
Allegretto espressivo

1 Lupwic van BEETHOVEN
Sonata in E flat, Op. 12, No. 3
Allegro con spirito
Adagio con malt’ espressione
Rondo (Allegro molto)










JUILLIARD SCHOOL OF MUSIC

Announces a Course of Six Orchestral Concerts

Hustrating

THE LITERATURE OF THE CONCERTO

FRIDAY EVENINGS AT EIGHT-THIRTY
January 19 February2  February23 March9 March23  April 6
@

Soloists
ROSINA LHEVINMNE PAUL KOCHANSKI

OLGA SAMAROFFE HANS LETZ
CEORGES BARRERE |OSEF LHEVINNE
EDOUARD DETHIER LOUIS PERSINGER
JOHN. ERSKINE FELPX SALMOND
CARL FRIEDBERG ALEXANDER SILOTI
JAMES ERISKIN ALBERT STOESSEL
ERNEST HUTCHESON CEORGE VOLKEL
OSCAR WACNER

@

Conductor: ALBERT STOESSEL

Associate Conductors:
GEORGES BARRERE CARL FRIEDBERG ERMEST HUTCHESOM  LOUIS PERSINGER

The Orchestra of the Juilliard School of Music
@

The programs will include concertos for piano, viclin, violoncello, flute, organ, and
combinations of two or more instruments

The proceeds of these conc rts will be given to the
Students’ Aid Fund of the Juilliard School of Music

&
Subscription for the course of SiX CONCErtS.....cosmrrssverenerennnd ] 5.00
Students’ rate for the course of six concerts....cvvmm. $3.00
No tickets for single concerts will be sold

L

Tickets for the course may be obtained at the
Concert Department
JUILLIARD GRADUATE SCHOOL
130 Claremont Avenue
New York City







JUILLIARD GCRADUATE SCHOOL

®
SIX ORCHESTRAL CONCERTS

Ilustrating

THE LITERATURE OF THE CONCERTO

*

Second Concert

FRIDAY EVENING, FEBRUARY 2, 1934
at Eight-thirty

130 Claremont Avenue, New York City
ALBERT STOESSEL, Conductor

L 4

PROGRAM

I
Concerto in D major for flute

Allegro aperto
‘Andante ma non troppo
Allegro

(Cadenzas by Georges Barrére)
CEORGES BARRERE

Il

Concerto in D major, op. 61, for violin

Allegro ma non troppo
Larghetto
Ronde

{Cadenzas by Fritz Kraisler)
LOUIS PERSINGER

(il
Danse Macabre

ALEXANDER SILOTI
@
Orchestra of the Juilliard School of Music
®
Steinway Piano
*

The next concert of the course will be given on Friday evening, February 23




JUILLIARD GRADUATE SCHOOL

*
SIX ORCHESTRAL CONCERTS

IHlustrating

THE LITERATURE OF THE CONCERTO

L]

Third Cancert

FRIDAY EVENING, FEBRUARY 23, 1934
at Eight-thirty

130 Claremont Avenue, New York City

*

PROCRAM
|

Concerto in A minor for violoncello

Prelude—Lento—Allegro maestoso
Intermezzo (Andantino con motol
Introduction—Andante-——Allegro vivace

FELIX SALMOND

I
Concerto grosso No. 8 (“Christas” Concerfo) Corelli
Vialin soli: MARY BECKER and HARRY FAGIN
Violoncello solo: MILDRED SAMDERS

Intermission

11
Poem for flute and orchestra Criffes
GEORGES BARRERE

v

Variations sympheniques for piano and orchestra Franck
JAMES FRISKIN

L

Orchestra of the Juilliard School of Music
Conductors; LOUIS PERSINGER and ERNEST HUTCHESON

@
Steinway Piano
#

The nex! concert of the series will be given on Friday evening, March 9




JUILLIARD GRADUATE SCHOOL

®
SIX ORCHESTRAL CONCERTS

Ilustrating

THE LITERATURE OF THE CONCERTO

®

Fourth Concert

FRIDAY EVENING, MARCH 9, 1934
at Eight-thirty

130 Claremont Avenue, New York City
L 2

PROGRAM OF COMPOSITIONS BY BEETHOVEN

: |
Concerto in E flat for piano, op. 73

Allegro
Adagio un poco moto
Rondo (Allegro)

ERNEST HUTCHESON

1l
Romance in G major, op. 40

Remance in F major, op. 50

} for violin

LOUIS PERSINGER
Intermission

Fantasia for piano, orchestra and chorus, op. 80
Piano: Ernest Hutcheson
Chorus of the Institute of Musical Art, Margarete Dessoff, conductor
*
Orchestra of the Juilliard School of Music
Conductors: ALBERT STOESSEL and GEORGES BARRERE
*
Steinway Piano
@
The next concert of the series will be given on Friday evening, March 23




The Concert Department
JUILLIARD SCHOOL CF MUSIC
130 Claremont Avenue

@
Upon receipt of this card two tickets of admission will be sent to you for the

Concert of the Orchestra of the Jullliard School of Music on
March 17, at 8.30

This card should be returned by March 5 Please enclose 2 self-addressed envelope




JUILLIARD GRADUATE SCHOOL

L
SIX ORCHESTRAL CONCERTS

lustrating

THE LITERATURE OF THE CONCERTO

Fifth Concert

FRIDAY EVENING, MARCH 23, 1934
at Eight-thirty
130 Claremont Avenue, New York City

L

PROCRAM
|

Concerto in C major for three pianos.

Vivace
Adagio
Allegro
ROSINA LHEVINNE, JOHN ERSKINE, and JAMES FRISKIN

I

Concerto in D minor for two viclins

Vivace
Largo
Allegro

HANS LETZ and ALBERT STOESSEL
Intermission -

Concerto in B flat for piano

Allegro non troppo
Allegro appassionato
Andante
Allegretto grazioso

CARL FRIEDBERG
*

Orchestra of the Juilliard School of Music
Conductors: LOUIS PERSINGER and ALBERT STOESSEL

L 2
Steinway Pianos

*
“The next and last concert of the series will be given Friday evening, April 6




JURLETARD CRADUATE SCHOGOL

*
SIX ORCHESTRAL CONCERTS

INlustrating:

THE LITERATURE OF THE CONCERTO

L]

Sixth and Last Concert

FRIDAY EVENING, APRIL &, 1934
at Eight-thirty
130 Claremont Avenue, New York City

&

PROCRAM
|

Schelomo for violoncello and orchestra
FELIX SALMOND

i

Concerto in E minor for violin Mendelssohn

Allegro molto appassionato
Andante
Allegretto, ma non troppo—Allegre molto vivace

ALBERT SPALDING

Intermission

[

Concerto in B flat minor for piano. Tschaikowsky
Andante non troppo e molto maestoso—Allegro con spirito
Andantine semplice
Allegro con fuoco

JOSEF LHEVINNE
%

Orchestra of the Juilliard Scheol of Music
Conductors: ALBERT STOESSEL, LOUIS PERSINGER, ERNEST HUTCHESON

*

Mr. Lhevinne uses the Baldwin Piano




SEASON 1934-1935

@
JUILLIARD SCHOOL OF MUSIC

Announces a Second Course of Six Orchestral Concerts
{with entirely new programs)

IHustrating

THE LITERATURE OF THE CONCERTO

FRIDAY EVENINGS AT EICHT-THIRTY
November 23 December 21 January 11 February 15  March 15 April 12

©

Soloists
JOSEPHINE ANTOINE LOUIS PERSINGER

GEORGES BARRERE PAULINE PIERCE
ARTHUR CHRISTMANN FELIX SALMOND
JOHN ERSKINE CARLOS SALZEDO
CARL FRIEDBERG JUDITH SIDORSKY
JAMES FRISKIN ALEXANDER SILOTI
JULIUS HUEHN ALBERT SPALDING

ERNEST HUTCHESON RISE STEVENS

JOSEF LHEVINNE ALBERT STOESSEL
OSCAR WAGNER

@
Conductor: ALBERT STOESSEL
Assaciate Conductors
CEORGES BARRERE CARL FRIEDBERG  ERNEST HUTCHESON  LOUIS PERSINGER
The Orchestra of the Juilliard School of Music

@

The procesds of these concerts will be given to the
Students’ Aid Fund of the Juilliard School of Music

&
Subscription for the course of six concerts...........$10.00 and $5.00

Students’ rate for the course of six concerts
(only to active music-students)

Mo tickets for single concerts will be seld
&
Tickets for the course may be obtained at the

Concert Department
JUILLIARD GRADUATE SCHOOL
130 Claremont Avenue
New York City




JUITLLIARD GRADUATE SCHOOL
<

SIX ORCHESTRAL CONCERTS

Ilustrating

THE LITERATURE OF THE CONCERTO

<

First Concert

FRIDAY EVENING, NOVEMBER 23, 1934
at Eight-thirty

130 Claremont Avenue, New York City

<
PROCRAM

Concerto in D minor for three pianos

Allegro
Alla siciliana
Allegro

JOHN ERSKINE, ERNEST HUTCHESOMN, and OSCAR WAGNER

11

Concerto grosso for string orchestra with piano obbligato
Prelude
Dirge
Pastorale and Rustic Dances
Fugue

Pianc obbligato: ETHELYN DRYDEN

Concerto for violin and 'cello

Allegro
Andante
Vivace ma non troppo

ALBERT SPALDING and FELIX SALMOND
<

Orchestra of the Juilliard School of Music
Conductors: CARL FRIEDBERG, ALBERT STOESSEL

Steinway Pianes:




JUILLIARD GRADUATE SCHOOL
&

"RAL CONCE!

ES BARRERE and CARLOS SAl

e W iEnAWSK]

LOUIS PERSINGER
Intermission

Concerto in D minor for .J:u\/acDo\r:'I

I HUTCHESON
<
Orchestra of the Juilliard School of Music

ALBERT STOESSEL, Conductor
Steinway Piano

cert of the course will be given on Friday evening, lanuary




JUILLIARD GRADUATE SCHOOL

£

SIX ORCHESTRAL CONCERTS

Ilustrating

THE LITERATURE OF THE CONCERTO

Third Concert
FRIDAY EVENING, JANUARY 11, 1935
. at Eight-thirty

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




JUILLIARD GRADUATE SCHOOL

SIX ORCHESTRAL CONCERTS

[tustrating

THE LITERATURE OF THE CONCERTO

Fourth Concert
FRIDAY EVENING, FEBRUARY 15, 1935
at Eight-thirty

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY

-




PROCRAM

Concerto in G majar for vialin,
Allegra:
Adagln
Rondo

Cadenzas by Euglne Yeayel
LOUIS: PERSINGER

Cantata No. 53 for sola contralfo,

{"Strike, Thou Hour: Immortal™)
RISE STEVENS

Intermission

""The Rio Grande," for solo plano; chorus and srchestra Lambert
Sclo plana: JUDITH SIDORSKY
Contralfo; RISE STEVENS

I

Fantasy in C {"Wanderer"" Fantasy) Schubert-Liszt

ALEXAMDER SILOTI

Orchestra of the Juilliard School of Music-

Conductors: ALBERT STOESSEL and ERNEST HUTCHESON

Stemevay Piano

FIFTH CONCERT

The next concert of the course will be given on March 15
with' the following program:

EBrandenburg Concerto-No, VI

PFiano - Cencerta in € minar

CARL FRIEDBERG

Rhapsody for clarinet and-or 3 Debussy
ARTHUR CHRISTMANN

Symphenic “espagnale.

ALBERT SPALDING

The last- concert of the course will be given on Wednesday, April 17,
instead of Friday, April 12, as originally scheduled

BACH - HANDEL FESTIVAL

g the 250th Anni y of the birth of these compasérs

LUnder the auspices of the
JUILLIARD SCHOOL OF MUSIC
and
THE QRATORIO SOCIETY OF ‘NEW YORK

April 27, 30 2nd May 3
Aol 29, May 1 and 4
{the programs of the:two courses are identicall
&
Far further details communicats with
Concert Department

JUILLIARD CRADUATE SCHOOL
130 Claremant Avenue, New Yaork City




JUILLIARD GRADUATE SCHOOL

SIX ORCHESTRAL CONCERTS

Illustrating

THE LITERATURE OF THE CONCERTO

Fifth Concert
FRIDAY EVENING, MARCH 15, 1935
at Eight-thirty

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROCRAM

|
Brandenburg Concerto Mo, 6 in B-flat, majar.

For Viclas, 'Celies and Bastes

Allegre moderato
Adagio ma ron tanto
Allegro

Plano.Concerto in € minor

Allegro con bria
Large
Rendo, allegroe
[(Cadenza by Reirecke)

CARL FRIEDBERG

Inierinission

RAapsady. for clarinet and: archestra

ARTHUR CHRISTMANN

Symphanie: espagnol

Atlgre ron froppa
Stharzando
Andante
fondo
ALBERT: SFALBING

Orchestra of the Juilliard School of Music

Conductors: ALBERT STOESSEL and ERMEST HUTCHESOM

Steinway Piano

SEXTH CONCERT

The sixth and last concert of the course will be given on: Wedinesday, April 17,
instead of Friday, April 12, as originally scheduled, with the fallowing program:

Concerto. for viglin

Brahms

ALBERT STOESSEL

Cantata No. 51, for solo goprano “Rejoice: Greatly”

JOSEPHINE ANTOINE
Trumper obbligata: WILLIAM VACCHIAND

Cancerta in F minar for pianc.

JOSEF LHEVINNE

BACH - HANDEL FESTIVAL

Commemorating the 250th Anniversary of the birth of these composers

Under the auspices of the
JUILLIARD SCHOOL. OF MISIC
and
THE ORATORIQ! SOCIETY OF NEW' YORK

R
(117, . VR e 12T, 30 a0d May 3
Course: B, April 22, May 1 and 4

{the programs of the twa colrses are jdentical)

&

For further details communicate with
Concert Department
JUILLIARD: GRADUATE SCHOCL
120 Claremont Avenue, Mew York City




JUILLIARD GRADUATE SCHOOL

SIX ORCHESTRAL CONCERTS

Illustrating

THE LITERATURE OF THE CONCERTO

* Sixth and Last Concert
WEDNESDAY EVENING, ABRIL 17, 1935
at Eight-thirty

CONCERT HALL

130 Clarement Avenue
NEW YORK CITY




PROGRAM

IR O T O T o s e i b b R o bbb ks e DT TS
Allegra nen troppo
Adagio
Allpgro gloceso, ma non frepp vivase

ALBERT STOESSEL

BACH - HANDEL FESTIVAL
i Commemarating the 250th Anniversary of the birth of these composers

Cantata No. 51, for-sole soprano: "Rejoice Creathy'........ Under the auspices of the

JOSEPHINE: ANTOINE JUILLIARD: SCHOOL 'OF MUSIC
Trumpiet cbbligate: WILLIAM VACEHIAND and 7
THE ORATORIO SOCIETY OF NEW YORK

<+
Interimission

........... April 27, 30 and May 3
April 29, May 1 and 4
\the programs of the two courses are identical)

Cancerto-in £ miriar  for- pano. il Chopin <

Maestoso

L i
Larghetto Concert Department
Allegro-vivace

JOSEF LHEVINNE JUILLIARD GRADUATE SCHOCL
130 Claremont Avenue, Mew York City

For further. details communicata with

Orchestra of the Juilliard School of Music

Conductors:. ERNEST HUTCHESON 2nd EDGAR SCHENCKMAN

My, Lhevinne wses the Baldwin Piano






