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WEDNESDAY EVENING, MARCH 16, 1932 
at Eight-thirty 

THE DESSOFF CHOIRS 
MARGARETE DESSOFF, Conductor 

THE ADESDi CHORUS 

Women's Voices 

THE A CAPELLA SI~~GERS OF NEW YORK 

Mixed Voices 

RANDALL THOMPSON, Guest Conductor 

JUILLIARD SCHOOL OF MUSIC 

THE DESSOFF CHOIRS 
MARGARET DESSOFF, Conductor 

THE ADESDI CHORUS 
Women's Voices 

THE A CAPELLA SINGERS OF NEW YORK 
Mixed Voices 

RANDALL THOMPSON, Guest Conductor 
~ 

WEDNESDAY EVENING, MARCH 16, at 8.30 

Admit One No Reserved Seats 

~------------------------~----------------------------~------~ 



PROGRAM 
• 

(a) 0 Regem coeli .... ..... ............ ... Vittoria (1540-1613) 

(b) Pueri, concinitc ..... ...... Callus ( 1550-1591) 

(c) Ado ramus Te ............ .... Lassus ( 1520-1594) 

(d) Assumpta est Maria ................ .... Aichinger (1565-16??) 

THE AD:ESDI CHORUS 

II 

(a) She only is the pride .................. ......... Robert Jones (15??-1617) 

(b) Come shepherd swains ......................... .John Wilbye (1574-1638) 

(c) Strike it up Tabor. ....................... Thomas Weelkcs ( 1577-1623) 

THE ADESDI CHORUS 

Ill 

(a) 1\lon coeur se recommande a vous ................. Lassus (1520-1594) 

(b) Petite nymfe folitre ........................ Francois Regnard (16th cent.) 

(c) Call to remembrance ........................ Richard Farrant (15??-1580) 

(d) Sweet Suffolk Owl... ......................... Thomas Vautor (pub!. 1619) 

(e) When Thoralis delights to walk. ... Thomas Weclkcs (1577-1623) 

THE A CAPELI.A SINGERS 

Jntennission 

PROGRAM 
(Continued) 

• 
IV 

(a) AI In me delle stelle ........ .Claudia Monteverdi (1567-1643) 

\b) Tiridola, 11011 donnire ...... ..... .............. Ora~io V ccchi (1 551-1605) 

THE A CAPELLA SmcERS 

v 

Four ivladrigals ..... . ........... Adriano Banc/zicri (1567-1634) 

(a) Gioco della passerina 

(b) Dolcissimo usignuo1o 

(c) Mascherata della villanella 

(d) Co11trappunto bestiale alia mente 

THE A CAPELLA SINGERS 

VI 

Rosemary ........................ ............................................. Randall Thompson 

(a) Chemical Analysis 

(b) A Sad Song 

(c) A Non sense Song 

(d) To Rosemary, on the methods by which she 
might become an angel 

Tm: AnESDI CHORUS 

FRANK \i\Tmms at the Piano 

Steinway Piano 
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The applications for admission to our concerts have 
become so numerous that it is impossible to comply with 
all requests. We are, therefore, obliged to distribute 
tickets in the order of the applications received and only 
to the extent of the seating capacity of the hall. We 
hope that you will understand our position. 

If you will kindly return this card, advising us if you 
wish one or two tickets for the performance described in 
the enclosed program, we shall gladly make every effort 
to accommodate you. 

In the event that you are unable to use the tickets 
after receiving them, we should greatly appreciate it if 
you would return them to us in time for other disposition. 

ERNEST HUTCHESON, Dean 

JUILLIARD GRADUATE SCHOOL 
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We regret very much that your acceptance 
of our invitation to our forthcoming opera 
arrived too late to enable us to comply 
with your request for tickets. The demand 
has been so great that there are no tickets 
left for this performance. 

Concert Department 

JUILLIARD GRADUATE SCHOOL 

PLEASE NOTE 

• 
It gives us great pleasure to send you enclosed 

tickets. May we request that you consider this invi

tation personal and return the tickets to us in case 
you are unable to attend? 

* 
Concert Department 

JUILLIARD GRADUATE SCHOOL 
130 Claremont Avenue 

New York City 

PLEASE NOTE 

We regret that our supply of reserved seats was 
exhausted when your reply reached us. We are send
ing you a card of admission which will entitle you to 
an unoccupied seat after 8.25 p. m. 

Concert Department 
JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 
New York City 
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PLEASE NOTE 

Owing to the great demand for tickets 

for this event, it is not possible to send 

you more than two. 

As the demand for tickets far exceeds the supply, 

reserved seats will be held only until 8.30 p. m. 

After that time unoccupied seats will be used. 

Concert Department 

JUILLIARD GRADUATE SCHOOL 

I 

We regret very much that your acceptance 
of our invitation to our Orchestra Concert 
arrived too late to enable us to comply 
with your request for tickets. The demand 
has been so great that there are no tickets 
left for this performance. 

e 

Concert Department 

JUILLIARD GRADUATE SCHOOL 

102l 
JUILLIARD SCHOOL OF MUSIC 

19~ 
GOOD ONLY 

THURSDAY EVE 
APRIL 

ORCHESTRA 
. • GLOBE TICKET COMPANY. • 
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JUILLIARD SCHOOL OF MUSIC 
(Augustus D. juilliard Foundation) 

WHY STUDY ABROAD? 
by 

IRMGART HUTCHESON 

130 CLAREMONT AVENUE 
NEW YORK CI TY 
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WHY STUDY AGROAD~ 

Among the great changes which have taken place in 

our cultural l1fe during the last twenty years, one stands 

out pre-eminently. Up to the time of the War the young 

music1ans' education could hard ly be considered complete 

unless he had spent a year or two in Europe under the 

guidance of a great master. In addition to his maJor study 

he was to absorb musical atmosphere and acquire musical 

background, wh ich were lacking in this country. I have 

no doubt that at that period study in Europe was almost 

a necessity for any one who had adopted music as a pro

fession and who aspired to reach the top. 

All this has changed Our possibilities of hearing 

beautiful performances of masterpieces in every branch 

of music are not equaled anywhere abroad. It is difficult 

to refrain from superlatives in talking of American or

chestras, of their leaders, of the wealth of recitals all over 

the country by visiting and American artists, and of some 

of the programs offered us over the air. 

So much for the musical atmosphere Now as to the 

musical background. The great masters to whom we 

went in Europe are, with very few exceptions, now living 

in this country. Our American conservato ries today 

are equipped to give as thorough and comprehensive a 



musical training as any European school When recent ly 

exchange fel lowships were arranged bctwe~n the best 

known German school of music and an American one, 

both studen ts sent abroad from here were engaged within 

a few months for leading par ts at the Gerlin Sta te Opera, 

positions which they are holding at the present moment. 

Sure ly a tel l1ng tribu te to Amer ican training I 

We are as a nation still somewhat inclmed to belittle 

our musical achievements. It has been drummed into us 

for many years that although we were qu ite capable of 

coping with the prac t ical side of life, when it came to art 

and music, we were still in our infancy and had to be told 

what to l1ke. Th1s is a very dangerous doctrine, ar t is no 

exception to the rule that integrity is the only lasting 

foundation on which to build. We must express our own 

opinion- not echo, w1thou t inner convic t ion, that of 

someone else. 

It frequently happens that I am asked fo r advice con

cerning music study, and I am aghast at the lack of 

wisdom shown by students who tell me tha t although they 

are progressing beautiful ly with their present teacher, 

they want to make a change because they feel they ought 

to study w1th a "b1g foreign name." Nothing could be 

more foo lish than to make a change while a student is 

deve loping satisfactorily The fathe r of a gifted boy 

pianist recently told me that he believed one ought to go 

to as many different teachers in one's major subjects as 

possible, and "absorb" f rom each of them that part icular 

one's specialty. The father evidently meant his boy to 

become a composite musical picture of most of the 

world 's leading pianists, not real1zing that he cou ld ha rdly 

have though t of a better scheme for ki lling the boy's 

musical individual ity It is a teacher's business to draw 

out what is in the pupil, not to pour something into him, 

and if one has found the type of intel ligent teacher who 

real izes that, ten years is not too long to remai n under 

h1s guidance. 

The will-o'-the-wisp chase after foreign names has 

been the cause of count less t raged1es among young 

American talent. At a ti me when the young artiSt is most 

impressionable, we send h1m to a st range cont inen t, not 

for a pe riod of months, wh 1ch would be a broaden ing ex

perience of great value, but for years; often at a stage 

when he ought to be making connections and starting to 

earn his l1ving in his nat ive country. He is usua lly sup

ported during his stay in Eu rope by wel l-mean 1ng but i ll

advised American fr iends. It has always been a riddle to 

me why the same people who are wi ll ing to pour thou

sands 1nto the support of a young student in Europe are 

unwilling to pay a modes t sum to help him gain a footho!cl 

here. After this life abroad under unnatural conditions 

the young student returns to his country, often quite out 



of sympathy with the conditions which he finds here, and 

unable to contend with them. His fel low students of 

years ago who have remained here may have become self

supporting, whereas he has not been able to make even a 

start in this direction, and has had no opportunity to 

develop the capacrty for mak ing a place for himself in his 

native country. He has learned to play an instrument, 

but he has not learned to cope with life, nor has he devel

oped the American qualities, which are essential to suc

cess in his own land. He is out of place both here and 
abroad. 

All this waste of human happiness and human material 

is the result of our foolish preJudice in favor of European 

training. And yet no one who is in touch with conditions 

in this country and abroad could deny that mus ically at 

least there is nothing that the student can not acquire 

just as well in the United States. 

Let us have done with our undignified and above all 

untrue insistence on American musical inferiority, and 

wake up to a realization of our position-that of one of 

the world's greatest cultural powers. Let us be ready to 

assume the leadership which is naturally ours, and be in 

the vanguard of this, as well as of every other construc
tive movement. 

6 
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SYMPHONY CONCERT 

by the 

STUDENTS' ORCHESTRA 

WILLEM WILLEKE, Conductor 

and 

OTTO SLA VSKY 

FRANCES BLAISDELL 

BESSIE SIMON -

MARY D. HILL -

STEFAN PECHA 

Clarinet 

- Flute 

. Violin 

'Cello 

Oboe 

Jrngram 

Overture Leonore No. 3 

Orchestra of the Institute 

Adagio in D major from 
Concerto for Clarinet 

Kochel 622 
Otto Slavsky 

Concerto in G major, for Flute 
Allegro 
Arioso 
Allegro vivace 

Frances Blaisdell 

Concerto in A minor, Opus 102, 
for Violin and 'Cello 
Andante 
Vivace non troppo 

Bessie Simon and Mary D. Hill 

Concerto Grosso No. 10 in G minor, 
for Oboe and Strings 
Grave 
Allegro 
Largo 
Allegro 

Stefan Pecha 
Overture Oberon 

Orchestra of the Institute 

Beethoven 

Mozart 

Quantz 

Brahms 

Handel 

Weber 
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THE LAYMAN'S MUSIC COURSES 
============================================INC. 

announces an explanatory lecture by 

ROLAND PARTRIDGE 
in preparation for the juilliard School performances of the new opera 

"HELEN RETIRES" 
Music by GEORGE ANTHEIL Libretto by JOHN ERSKINE 

+ 
Excerpts from the opera will be presented by Mr. Partridge, who is a member of the 

cast, assisted by several of the other principal singers 

• 
FRIDAY, FEBRUARY 23, at 8.15 P.M. 

Studio 703, Steinway Bldg., 113 W. 57th Street Tickets on sale at Studio-$1.00 
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JUILLIARD SCHOOL OF MUSIC 
(Augustus D. juilliard Foundation) 

THE OUTLOOK FOR MUSIC 
IN AMERICA 

by 

ERNEST HUTCHESON 

• 

130 CLAREMONT AVENUE 
NEW YORK CITY 



FOREWORD 

The following is a reprint of the address given by 

Ernest Hutcheson over the rad1o on March 17, 1934. 

I I 

THE OUTLOOK FOR MUSIC IN AMER ICA 

I am invited today to speak to you on the Outlook for 

Music in America. Naturally, the future is always to some 

extent speculative, but let us see what justifiable hopes 

may be based on the cultural history of recent years and 

the record of facts as to present conditions I shall tell 

you at once some of the things which encourage musical 

optimism. 

First, there has been a quite amazing increase in the 

number of people who are interested enough in music to 

listen with attention when it is offered to them. Un

doubtedly, the radio is largely responsible for this increase. 

I estimate that there are about fifteen million Americans 

enjoying music today who ten years ago were absolutely 

indifferent to it. Of course, a large number of these 

listeners do not go far beyond a liking for popular music. 

That is all right, a taste must be formed in some way or 

other before it can be improved. Popular taste, I am sure, 

does show steady improvement. I travel a good deal and 

talk on the way with Pul lman porters and waiters and 

taxi-d rivers and other workmen, and I am continually 

surprised to find how many of them tune in regularly on 

the concerts of the Philharmonic and Phi ladelphia orches

tras and the opera broadcasts of the Met ropolitan. Some

times I have the privilege of being the ir immediate friend 



because of my own Columbia programs with Mr. Barlow 

and his orchestra. Certainly the popularity of jazz is 

waning; only the very best of 1t survives. And I think that 

public taste is revolting from a good deal of the so-called 

"ultra -modern" music, because some ultra-modern com

posers have made a determined effort to banish emolional 

expression from their works, and public feeltng resists 

any art devoid of human feel tng, of love and grief and 

aspiration. 

But, fortuna tely, we are not altogether content to be 

mere pass ive listeners. Perhaps this is best seen in the 

place now given to the civilizing influence of art by our 

educational systems. Public schools, high schoo ls, private 

schools, settlement schoo ls, all are convinced of the 

necessity of music as an active part of life, and one may 

fairly say that any American child today may be consid

ered singularly unfortunate if he lacks the opportunity of 

singing or playing an instrument at school. The rapid 

development of high school orchestras, especially in the 

Middle West, is in itself a sufficient sign that our country 

is becoming musically minded. A generation from now 

our mayors and aldermen of cities, our school boards and 

chambers of commerce, and even our congressmen will 

consist la rge ly of men who have experienced music and 

probably practiced 1t from thei r youth up Such men w ill 

not disdain art as something "sissy," as a useless frill on 

the fabric of life, as a light, and, at most, harmless 

amusement for idle hours. To them it will be something 

essential, not merely decorative. 

The growth of the high school orchestras has already 

had one highly significant result. All over the country 

local orchestras are springing up, often with predominat

ingly ama teur membership, very modest in their preten

sions, most of the players unpaid and solely concerned 

w tth studying and occasionally performing good music 

I know of one such orchestra in which over thirty differ

ent profess ions are represented. Women are welcome in 

these organizations I have seen girls playing not only 

violin and 'cello, but flute, oboe, French horn, bassoon 

and double-bass. lAnd, by the way, a tall girl standing 

beh 1nd a bass viol looks very well indeed, though I must 

admit I was surprised to find it so.) 

The cit ies themselves are quick to encourage these 

orchestras. Hard-headed business men are seeing the 

value of music as a civic asset. Do you know that many 

of our large department stores have good volunteer bands 

and choruses, encouraged by the owners because they 

promote good morale and efficiency; Do you know that 

General Pershing discovered that the army bands had an 

immense effect on milita ry morale, issued orders that the 

bcmds were not to be unnecessarily exposed, and induced 

Mr. Walter Damrosch to organize a special school for 



band-masters in France" I have often wished that Henry 

Ford would start a big orchestra or chorus in his factories 

I wish it for many reasons: He is quite a musician him 

self, his example would be very valuable, his production 

would increase, and the cars would toddle along better 

than ever. 

Turning for a moment to the upper end of the scale, 

we now have in our large cities symphony orchestras 

which surpass the best in Europe, an aggregation of resi

dent artists and teachers of the f irst rank such as can be 

found nowhere else in the world, and a standard of public 

performance which is almost too high-fo r it is a pity if 

audiences become unwillmg to hear adequate perform

ances of masterpieces and daily demand the superb. Best 

of all, nat ive American talen t, creative vocal and instru

mental talen t, is rap idly and stead ily growing both in 

qualily and quantity. I hope you all not iced that in the 

month of February, 1934, no fewer than three new operas 

by American composers with l ibretti by American authors 

were produced in New York C1ty. The cr itics, maintain

ing the ir time-honored distance behind musicians and 

publ1c, may not have l1ked them much, but at least the 

houses were packed with keen ly interested audiences, for 

we are beginning to open our ears to our own product. 

I have always claimed that this country is richly, even 

prod1gally endowed with musica l talent of all kinds. It is 

true that as a mtion we have had a certain distrust of our 

6 

own judgment in artistic matters and have looked in the 

past to the old world for our standards. Now we have 

earned the right to stand on our own feet, and I am very 

sure that in the future we shall give generous support to 

our native music and musicians without short-sightedly 

excludmg the eminent foreign artists to whom we have 

owed so much and with whom we can now compete with 

out artificial protection. 

I ask you to observe that all th is remarkable awaken

ing of interest in music, this urgent desire to hear and 

produce and create it, has gone on with unabated vigor 

through the recent years of depression. It is t rue, in

deed, that many music ians have been sadly restricted in 

their activities and incomes, that emergency aid on a 

large scale has been needed, and that some of our fore

most institutions have been compelled to make unprece

dented appeals for support to carry on their work. It 

would be fool ish to deny or to ignore this, but musicians 

have suffered, I believe, as much as and no more than any 

other class. Even in these lean years man has not lived by 

bread alone. With the slightest encouragemen t of better 

times, the accumulated rising tide of musical interest will 

prove irresistib le. We shall have to make some changes 

in the concert world, pe rhaps. For instance, I am con

vinced that we must find means to put the best concerts 

and operatic performances within the reach of modest 



purses. An immense audience would attend symphony 

concerts and operas if they were as cheap and, may I add, 

as Informal as the movies. 

I am ohen asked why, in view of the present condi 

tions, institutions l1ke the Juilliard and the Curtis and the 

Eastman Schools of Music continue to train young pro

fessionals for whom their is no immediate demand. I 

might retort that other schools train doctors, engineers, 

architects and scholars because the country needs them, 

no matter how poor their prospects may seem. But I 

prefer to answer quite simply that there actually is a con

tinuous demand for tra~ned musicians and that conse

quent ly most of these young people succeed in finding 

posit ions and earning their living by doing the work they 

love best. Natural ly, I can speak with first-hand knowl

edge of only one of these schools, but I can assure you 

that almost every graduate of the Juilliard Graduate 

School is actively, remuneratively, and often important ly 

employed. Further, I can tell you that of one hundred 

and sixty students at th is moment enrolled in the Gradu

ate School, fifty-two are wholly and sixty- two partly 

supporting themselves by professional work while prose

cuting their studies. The best violinists and 'cel lists find 

work with the orchestras and in chamber-music organiza

tions. The best singers find church positions and concert 

work. The best f ield for the pianists is in teaching and 

~ 
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accompanying, with occasional concert work. Some are 

employed in rad1o, some in giving lectu res or wri ting 

articles and criticisms, some 1n opera and oratorio. We 

are often embarrassed in giving ou r own concerts because 

we have to excuse many of our b2st players who have 

professional engagements elsewhere We do not grumble 

at this; we can on ly reJOICe to see them making their way 

1n the world. Sure ly, then, it is plain that the young 

musician of ta lent and character and personal ity need not 

despair of a career 

I should like to mention one phase of the work of the 

Juilliard Schoo l of Music wh 1ch I th1nk is particularly in

teresting. We arc sometimes approached by communities 

wh ich desire to deve lop thei r music, and are asked to 

form music centers in their towns We have established 

eight such centers within the past few years in places 

strategically located for the purpose, sending representa

t ives, usually selected f rom our graduates, to take charge 

and co-operate with the local leaders. The results have 

been highly encouraging. In three of the eight centers 

symphony orchestras have been formed, two of which are 

now sustained by the communit ies themselves with no 

fur the r outside aid. In addit ion, chamber-music groups 

have been organized, concert series started, lectures 

offered on music history and appreciation, children's 

classes formed for group music study, and headquarters 

9 



established for the dispensing of information concerning 

music study in the community and in other cities. It is 

our hope that in cou rse of time we may be able to satisfy 

many more of these requests and extend a stnng of music 

centers where they are most needed from coast to coast. 

This is only one of our hopes for the future. We have 

others reaching further. We hope to see a Ministry, or 

at least a Department of Fine Arts, established at Wash

ington and administered non-politically. We hope to see 

symphony orchestras and regular series of concerts estab-

1 ished in a II the larger towns of the couniry. We hope to 

see, just for a starter, at least one opera house built in 

every state of the Union. We hope to see the best music, 

both light and classical, made available to the entire pop

ulation of the country. We hope that we cannot foresee 

the half of what will actually happen. And let me say 

in conclusion that up to the present time reality has out

run our hopes at least as often as it has lagged behind 

them. If, then, I take an altogether optimistic view of 

the Outlook for Music in America, please do not dismiss 

me in your thoughts as an easy enthusiast or a visionary 

dreamer. I bel ieve tha t in the present century Amer ica 

is destined to lead the world in most fie lds of human 

thought and endeavor. I believe that it is preparing itself 

to take a leading part in music, too, and, indeed, in all 

arts and cu lture. 

10 
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MUSIC IN THE COLLEGE CURRICULUM 
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JOHN ERSKINE 
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NOTE 

These re111arks on the status of music in the 

college curriculum appeared in the "Herald Tribzwe 

Mag112ine" for Jauuary 25, 1931. 

In substance7 they are identical 7. .. .'ith an address 

I delivered before The / }ssociation of American 

Colleges at Indianapolis, January 22, 1931. 

February 12, 1931 

49 East 52nd Street 

JoH:-;r ERSKINB 

MUSIC IN THE COLLEGE CURRICULUM 
If we examined the college curriculum, not through the 

eyes of our tradition but with a fresh and unbiased outlook, 
we should probably be amazed at the small provision it 
makes for certain essentials of culture. Vl/e should sec, of 
course, in the catalog many printed references to the arts 
and sciences, but in the actual instruction and in the daily 
life of the students the arts would have so meagre a repre
sentation that they might as well not be represented at all. 
\\-e teach not arts but sciences - mathematics, physics, 
chemistry. biology. geology. Our emphasis upon these 
subjects is clue, I suppose , to the eloquence and energy of 
Huxley and other Xineteenth Century advocates of scien
tific education. 'l'hey conYinced us that science should dis
place the classics from the curriculum, just as previous 
centuries had persuaded European universities to let secu

lar literature displace theology. 
Huxley and his fellow-advocates of science, being them

selves men of culture but not clear as to how they became 
so, told us that the proper study of a science 'vould afford 
a modern boy" a liberal education. There now seems to be 
some doubt about this result. ~[ost if not all of the scien
tific schools, whether of medicine or engineering or the law, 
no\V insist that their candidates shall have collected some 
culture before they present themselYes for professional in
struction. The requirement usually is that they shall have 
spent some years in college, where, by assumption, culture 
is imparted. In college, however, the courses which all the 
students pursue are confined more narrowly than we per
haps realize to the same kind of intellectual approach which 
characterizes the graduate work. Culturally speaking, the 
college course offers little which is not found in the engi
neering school or the law school, and it offers the same 
thing in a more elementary, a softer and a flabbier state. 



The old balance of the arts against the sciences was a 
sound contrast, and the not unusual attempt nowadays to 
confuse the two things is unfortunate; for whatever re
semblances there may be between an art and a science, the 
important thing is the difference between them. The object 
of science is accomplishment; the object of an art is per
fonnance. Sound training in the arts will teach the 
individual how to perform something well, always with an 
audience in mind-to speak or write a language well, to 
maintain a public debate, to preach a sermon, to paint a 
picture, to sing or play music, to car\'e a statue, to design 
and bnild a house. Or if nothing else, to stand or to walk 
well, to carry one's self with poise, to behave courteously. 

A training in the arts-that is, a training in performance 
-was once thought essential for cultured men or women, 
but the universities as such have always, because of their 
tradition, been reluctant to impart this training. It has 
usually been acquired from private tutors, and it has there
fore been the privilege of the fortunate classes. '!'he uni
Yersities have by tradition preferred to stress science-the 
science of God; the scientific aspects of classical literature, 
grammar, prosody, etymology; the science of the law; the 
physical sciences. If the universities were right in this 
emphasis, we might suppose that human beings are more 
eager to accomplish something than to perform, more eager 
to get something done than to live well. But this hardly 
seems to be true. Few of us would say that our college 
students are chiefly, or even to any marked degree, scien
tific minded. And even though they do excel in accomplish
ment, many of us criticize them, most illogically, for their 
incompetence in the arts, for the bad performance they 
make of their lives, for their unfortunate manners-criti
cize them, in other words, for not having the education we 

didn't give them. 

The one art which is well repre:;ented in our colleges is 
architecture. fdost of us make no question that the atmos
phere created by nohle buildings influences the student who 
lives and works in them. J3ut the influence of architecture 
i:; for the most part nothing but atmosphere, affecting 
young lives surreptitiou~ly. \Ye du not teach our students 
architecture. 1f they grow rich and endow a university 
themselves. they will not-let us hope they won't !-like 
Thomas J effcrson. design the buildings. One other art 
affects their life surreptitiously, or at least outside of the 
academic guidance. They like to dance. The starved urge 
toward performance comes out in their passion for this, the 
most primitiYe form of expression. I have known very few 
college faculties in which one wouldn't hear criticism of 
the way the students danced. I have known none whatever 
which would permit a course to teach the students to dance 

better. 

The picture of our curriculum which I have just drawn 
is, l know, over-brief and therefore exaggerated. If you 
are a veteran in education. you may say that the old debate 
about the contents of the college course is an irritation too 
often mistaken for the intellectual life. But a situation is 
rising fast in the United States which makes this question 
immediate and practical. Our universities continue to 
ignore the arts. Even where they begin here and there to 
cultivate an appreciatiYe attitude toward them, what they 
actually do is colored by an unconscious and traditional hos

tility toward the arts. 

But in the elementary stages of American education the 
emphasis is overwhelmingly the other way. In the kinder
garten and the early grades of school the children are 
launched upon a career of performance and expression 
which the college and university later will firmly deny them. 
\ iVhy the elementary education should take this direction 



I don't know. Perhaps .. \merican educators believe that 
the arts are things for children to amuse themselves with 
and get over. Perhaps the craving in the children is so 
great for this sort of training that it cannot l;e resisted. 
But whatever the reason, the one spot in our education 
where we now really teach both arts and sciences is the 
early grades. There they learn to draw, to paint, to sing, 
sometimes to play an instrument, to make little plays and 
act them, to model in clay. ,\nd with perfect logic they 
are taught at the same time some elements of the art of 
living, some principles of their personal bearing toward 
their fellows, and of their social responsibility. If we 
were to see the youngsters at work in any good kinder
garten today, and if we knew nothing about our college 
and university curriculum, we might well be enthralled with 
the vision of what such an education might come to, when 
carried to its final stages. \Ve should imagine the univer
sity student proficient and at home in the arts, himself , as 
it were, to some degree a work of art, fashioned by creative 
teachers. That's what we might expect, if we didn't know 
that by the time the student reaches the high school we 
shall interrupt him in every one of these activities and force 
him to follow them, if at all, chiefly outside of the curric
ulum. The excuse we'll give is that he has to prepare for 
college. In college we will see to it, except in the rarest 
cases, that he cannot follow these interests at all, not even 
outside the curriculum. 

There may be a difference of opinion about the ,·alue of 
different subjects in education. '!'here must be many edu
cators who approve of the dropping of the arts as children 
approach the college course. But there can hardly be a 
question that this procedure causes a waste, not only in the 
teaching done in the lower grades, but in the subjects which 
many families proYide for outside of the school curriculum. 

And I personally believe that the abandonment of a subject 
after some years of study and before the student has acquired 
genuine proficiency in it. cau~es a serious reaction against 
the subject. The fact that instruction in Latin and Greek 
so often led to no ability to read either Latin or Greek. 
caused, I think, exaggerated antipathy to those studies. The 
amount of time given to modern languages, unless some 
ability to speak and read is acquired. often produces an 
active hostility to them. 

This is true particularly of music. The impression one 
would get from a casual obserYation of college boys and 
girls is that few of them ha,·e a deep love of music or even 
a moderate taste for it. But if \ve were to look at the 
youngsters in the kindergartens and lower grades, we shou:d 
get just the opposite impression-that children have an 
excellent natural taste in music and a quite surprising apti
tude for performing it. \Yhat has happened to them in the 
interval between the lower grades and college? Frequently 
their parents ha\·e proYided for them outside of school 
hours instruction in the piano or some other instrument. 
They have de\·oted hours to practicing, and have managed 
to build up a modest technique, which if carried a little 
further would put them in control of an art which would 
yield enjoyment for all their jj,·es. 

I am not speaking of those individuals who might be
come professional musicians. In these remarks I omit 
altogether consideration of that class. I am speaking only 
of general education for the average citizen. 

Of these average students who acquire some compe
tence in music according to their age, the abler find their 
way into school orchestras and hands, into school choral 
groups, sometimes into modest operatic performances. They 
still do not look toward a professional career; they are 
merely beginning to reap the reward of their early studies 



in this art. It is quite unnecessary to call the attention of 
American educators to the rapid spread of these musical 
units in our high schools, or to the very high quality of the 
performances. Again we might anticipate for these students 
a further development of their music through college; that 
is, we might anticipate it i£ we didn't know the college 
curriculum. Or we might be content to admire the work 
of the competent musicians among high school stuclenb 
and to congratulate ourseh·es that the-se orchestras and 
choruses are increasing. But it is only by a miracle of 
musical enthusiasm that the~e orchestras do increase. 

It is not because the school curriculum really fosters 
them. On the contrary. 'l'hc orchestra will rehearse at 
least once a week; to play in it a boy or girl must maintain 
steady practice on the violin or other instruments for at 
least an hour a day, usually for two or three hours; they 
can hardly play these instruments at all. e\·en with practice, 
unless they continue to enjoy private instruction. Since 
most or all of this musical study must be carried on without 
academic credit and therefore in addition to the usual re
quiretuents, only the youngster who is as strong as a horse 
can stand the strain. For the few students, therefore, who 
continue their music study to a point where they can play 
in the school orchestra. there are many more who began tu 
study music but who haYC dropped out, under the pressure 
of the school curriculum. 

You may say that this majority ought to drop their 
music, that if they had any reallm·e for it they would keep 
it up, even in spite of the demands of the school program. 
I don't agree with that argument, but to debate it properly 
we should have to have under observation the potential 
ability oi those who haYe dropped their music. For the 
moment, therefore, let us concede that the world has lost 
nothing by the silence of this large group who once began 
to study music and afterwards gaye it up. 

I am not willing to concede, however. that the dropping 
of their music did not create in many of these students an 
antagonism to it. The sense of futility. \vhich is all they 
have got out of long hours of practice, sets up a prDtective 
attitude against the whole art. In any high school you will 
find over again st the fortunate youngsters who can play 
and sing, a considerable number \vho can do neither. and 
\Yho take a Philistine attitude toward the performance of 
others. You will find that these Philistines are almost in
\-ariably those who began music study and dropped it. 

But if we shut our eyes to all the high school s:udenls 
except those who can play or sing, we can prophesy for 
them. on the basis of what is now happening through the 
country, two general results. If they don't go on to college, 
they have a fair chance of keeping up their music. ln all 
sections o£ the land arc springing up what are usually called 
junior orchestras, recruited chiefly from young people who 
enjoyed playing during their high school course and who 
would like to keep on after graduation. Since they con
tinue more or less in the same community, since they u-.,u
ally, or in many cases, mvn their instruments, it is not hard 
to bring them together, to play for fun. Some energetic 
person calls them. and they respond. 

On the other hand, if they go to college, they are almost 
certain to drop their music. There may he a student or
chestra on the campu.-;, but it is not likely to play so well as 
the best high school orchestras, because it can find less time 
for practice and usually no time at all for priyatc study. 
Unless the college orchestra is temporarily gah·anized into 
efficiency by a few extraordinary talents of professional 
grade. it represents musically speaking only the dwindling 
out of the good work accomplished in the high schools. 
Here and there in the dormitories you can discover a boy 
or girl valiantly continuing piano or Yiolin practice for a 



year or so. or a month or so, but in the end the college 
curriculum will get them. Their musical acti\·ity is of no 
concern to the educators who have them in charge. The 
college prm·icles no leisure for this art. and giYes no credit 
for the acquisition of this culture. 

;\[ost colleges. 1 think, would prefer a different descrip
tion of the place of music in their curriculum. They would 
point to the fact that they ha\·e a music department, that 
quite a large proportion of the points nece:.;sary for gradu
ation can be earned in music courses, that a point or per
haps two points of credit can be earned hy playing in the 
college orchestra. provided that this playing goes hand in 
hand with courses in the history or the theory of music. 
On paper our colleges are doing pretty well for music. 
As a matter of fact, however, what they are doing does not 
touch the practical problem 1 haYe been outlining here. \\ie 
offer courses in musical appreciation, in music history. or in 
music theory. 1 n all of these, academic credit can Uc ob
tained. No doubt much good of a kind may come from the 
appreciation courses. ).Jo doubt it is an ach·antage to know 
when Beethoven and Bach lived, and in what order they 
composed their works. No doubt at all that the study of 
counterpoint and harmony ought to add to one's musical 
equipment. Dut obviously something is wrong, if a large 
number of our students are withdrawing from music, aban·· 
cloning ability already acquired, during the very years when 
the courses in appreciation are being applied to their fel
lows. Educational theorists may be conyinced that it is 
better for a pupil to hear lectures on lJeethoYen than to be 
able to play Beethoven himself, hut you'll never convert a 
musician to that paradox. 

A number of colleges, particularly colleges for women, 
are trying to cure this condition by organizing \vhat are 
practically conservatories associated \Vith the colleges. From 
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the point of Yiew of the musical educator this is a ques
tionable moYe. A conservatory ought to he first rate or it 
ought not to exist. and it can't he first rate unless it aims at 
professional standards. 'l'he moment a college sets up a 
conscr\'atory of nmsic in association with its college course, 
it undertakes something which will almost certainly be 
better done elsewhere, and in the end it exposes itself to 
comparisons ·which are unfortunate and unnecessary. If we 
are interested in the average students, in the young persons 
who no more intend to he professional musicians than to 
be professional chemists or physicists, it would seem wiser 
to provide in the curriculum opportunities for them to con
tinue whatever music studies they h;l\'e begun, to continue 
the study and practice of the piano or of the violin. and to 
receiYe academic credit for this \vork on an equality with 
history or mathematics or any other suhjcct. The purpose 
of such a provision would be not to train professional 
musicians, but to conserve and to carry on normally what
ever musical ability the students bring to college with them. 

If there were time I should like to argue to a finish with 
any educator who doubts the disciplinary and cultural value 
of practical music study, properly directed. The amount of 
practice necessary for a weekly or fortnightly lesson in 
music itwoh·es two or three times the moral and intellectual 
effort which the average student expends on any other 
course. Two hours a clay of practice demand absolute 
concentration in order to produce results , and they can Ue 
crammed into nothing short of a hundred and twenty min
utes. ~Iusic practice can not be surreptitiously worked up, 
as many a history lesson is. during morning chapel or the 
Sunday sermon. 1\Iusical performance differs from any 
other recitation now encouraged in our classrooms, in that 
it must be good as a whole as well as in detail, and the 
student can expect no lucky break in the question he draws 

from the instructor. 
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'l'o instal music in the curriculum, practical music, on 
an equality with mathematics, or history, or chemistry, an 
adequate equipment w·ould be needed-instruments to prac
tice on. places to practice, instructors. If a consen·atory is 
not aimed at, this equipment would be less costly than one 
might at first think. There arc various arrangements which 
could be made with local musicians so that the teaching staff 
need not be unduly enlarged. IndiYidual instruction, how
ever, eYen of this kind, would cost something. and perhaps 
it is this cost which discourages most institutions from 
giYing proper recognition to the art. 

One other problem perhaps discourages them. \Yith so 
many subjects already in the curriculum and all the depart
ments fighting jealously for as much of the students' time 
as they can get. we may well ask into what nook or creYice 
could we squeeze instruction in an art. 1 personally have 
no theoretical respect for our curriculum as it stands, but 
after a quarter of a century in college faculty rooms I have 
great respect for the difficulty of getting any real sense into 
our program. vv· e on the inside know that a college curric
ulum is framed yery much like a tariff bill-in its final state 
it is likely to illustrate no abstract principle, it will be rather 
the resultant of opposing and pretty evenly balanced forces, 
it will he a compromise and a mess. The student vwuld 
probably not suiTer if we shifted the requirements around 
quite arbitrarily, put the senior courses in the sophomore 
year. or gmT the same number of hours to zoology which 
we now give to history. 

I therefore think that the time for music study might 
very well be taken from English, which is my own subject . 
The English department has inherited most of the time in 
the schedule which the classics once occupied, and under 
one excuse or another we English teachers have seized all 
the other hours we could lay our hands on. But if I had a 
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choice between teaching a b~y English literature six hours 
a week, or teaching him three hours and letting him devote 
the other three to music, I'd imtneasurably prefer this 
second arrangement. He would be a better student in 
English. It would be easier to make him see that literature 
is an art. He would be a more cultured person to associate 
with, 

\.Vhether our college authorities are ready now to give a 
place to art in our education, they will be persuaded to do 
so sooner or later by public opinion. \Vhat we are feeling 
after in the elementary grades is sounder in educational 
theory and richer in results than what we are achieving 
in the later college years. This discrepancy will not per
manently escape public attention and public criticism. 

JOHN ERSKDfE 
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IS THERE A CAREER IN MUSIC? 
:Many young musicians, and some older ones, are ask

ing today whether there is such a thing as a career for 
them in the United States. The older musicians who ask 
this question are frequently competent performers, who, 
having missed the rewards of the concert platform, natur
ally believe that there is not yet in this country an audience 
appreciative of true art. Or they may be orchestral players 
worried by the inroads of the sound picture and the radio. 
The younger enquirers have probably heard of the disturb
ing case of Susie This or John That, who, having been 
hailed as the local genius in the home town, made prog
ress under a famous teacher in a large city, gave an initial 
recital of which the critics spoke kindly- and since then 
has been able to find nothing to do, except to teach the 
children of the neighbors at two or three dollars an hour. 

Sometimes the question is raised with a backward glance 
at the fabulous tours of distinguished artists in other clays. 
Now, we are told, the radio and the phonograph are driv
ing the true virtuoso from the platform. Only a few men 
and women still concertize on any large scale, or with profit 
to themselves or their managers. The great day of music, 
by implication, is past. 

IIowever the question is put, it raises certain difficulties 
which it would be stupid to ignore. Yet when a young 
student or nn old musician asks whether there is a career 
ior him in America, it is not unfair to ask in return what 
he means by a career. To some extent he means a money 
profit. He would not put it so bluntly, but what he wants 
to knmv-ancl why isn't it a proper thing for him to want 
to know ?-is whether a musician can earn a living com
parable to that of the lawyer, the doctor, or the professional 
in any other field. 



Accepting the question in these terms, and with full 
sympathy with a fellow citizen in his natural ambition to 
support a home and a family, and to provide for them and 
for himself the things essential to a cultured life, we still 
might ask again what kind of musician he wishes to IJe. 
Is he looking for the career of a Franz Liszt, or of a 
Hichanl \Vagner- or for the career of a Johann Sebastian 
Bach? If Liszt and \1\fagner are his ideal, as in most cases 
they will be, then the answer is simple-there is prouauly 
no career for him in the United States, nor anywhere else. 
lf on the other band he would be content to lead the life 
of a Sebastian llach, then the United States offers him, 
in this writer 's opinion, a greater career at the present 
moment than any other country in the world. 

0 f course, no parallel in talent is implied between the 
average person who asks this question and the three great 
musicians just named; it is only the types of career which 
are compared. One can fancy that the musician will reply 
with a smile that he 'd be glad to lead Sebastian Bach's life 
on any terms, if he only had the genius. But the distinc
tion between the two types of career is sound, even if we 
leave out the question of genius and stick to those elemen
tary matters, economic and practical , implied in the original 
question. Liszt and VVagner, in their special fields, were 
the virtuoso type of artist, achieving success Ly a sort 
of tour-de-force in a field which they created for them 
selves. 'J'o perform this tour-de-force one would need their 
astonishing personality and their almost unique musical 
gifts, and even then, their kind of success could be achieved 
only by extraordinary conditions, as in the case of Liszt, 
or by the aid of well-disposed patrons, as in the case of 
\Vagncr. The career of the virtuoso was invented little 
more than a hundred years ago, and if it seems now on the 

decline, there is little real cause for regret. Because we 
have been hypnotized by the virtuoso ideal, many young 
musicians confound it with the higher standards of their 
art. They think to be anything different from the great 
players and singers is to be something inferior. To accept 
steady employment in music without spectacular individual 
appearances, they consider an abandonment of their higher 
selves. 

On the other hand, Sebastian Bach was a craftsman. 
That, first of all; and afterwards a supreme artist. The 
works of genius which have made him immortal were the 
natural flowering of his craftsmanship without thought of 
concert hall applause, and certainly with no economic re
sult in the increase of his salary. He was a craftsman in 
the sense that he expected to supply music to society wher
ever music was wanted. Like every true craftsman, he 
allowed society to say what form this demand should take. 
If a violinist was needed in a court orchestra, he played the 
violin. For most of his life he was, what our young music 
students would hate themselves for being, a church organist 
and choir-master. He made his living by playing, by train
ing choirs, and by teaching. His superb compositions he 
furnished gratis for the pleasure of his family at their 
reunions, or for the glory of God in the church services. 
In other words, he earned his living as a craftsman, but his 
creative genius was without price. In the history of art, 
in all its branches, no saner career has yet been found. It 
can be followed by anyone in the United States today who 
has competent training, and who is willing to be, not a 
virtuoso, but a craftsman. 

This distinction between the craftsman and the virtuoso 
is worth emphasizing. The future of art among us depends 
upon which ideal we give ourselves to. In the happiest 



period of Greek sculpture, as in the Thirteenth Century, 
and at other times when the artist has enjoyed a sane rela
tion to society, the craftsman's ideal has prevailed. The 
sculptor carved the stone where carving was needed, the 
musician played or sang where or when he was wanted. It 
rested with him, however, whether he should remain a 
simple workman, or whether he should perform his task 
with that addition of joy and personality which is genius. 
The reward of this addition, so far as he was concerned, 
was the pleasure he had in his work It rarely added to 
his wages, and not often to his fame. 

In literature Shakespeare is perhaps the last and great
est illustration of this type, He followed the craftsman's 
career as actor and as mender of old plays, perhaps also 
a!j dramatist, furnishing new material for his company. 
Appare!ltly he supported himself on his salary as actor and 
playmendcr, and by the investments of his savings in the 
theatre itself. But for whatever makes Lear or Macbeth 
immortal, he received no salary whatever. Those who 
wonder that the death entry in the parish church refers to 
him simply as a gentleman, without mention of his genius, 
overlook the fact that from the medireval point of view, 
the point of view of the era ftsman, what we now call his 
genius was only his excellence in his daily task. To at
tempt to read into his life the spiritual conflicts and agonies 
of the virtuoso, was always absurd, and will continue to 
prove fruitless. 

The Renaissance which, according to most histories of 
art, con fer red an inestimable benefit upon us by the re
discovery of Greek art, did us also great harm by the man
OJer in which that art was restored to the world, To the 
Greeks, art was a normal thing. In the Renaissance, Greek 
art was reintroduced to Western Europe as something not 

normal at all, something remote, almost supernaturaL What 
was recovered from the ancient world was in a sense only 
debris-statues or fragments of statues which once had 
been designed for a harmonious whole, but which were 
now isolated and enjoyed for themselves alone. This isola
tion made the original creator seem an individualist, a 
single spirit, yearning for self-expression, As a matter of 
fact, he had been extraordinarily social-minded, with the 
same ability to co-operate in a public work which came to 
perfection again in the cathedral builders. 

The first Renaissance collections started the tradition 
of our modern museums by bringing together, for man's 
admiration, this isolated debris. Naturally the craftsman 
of unusual talent, seeing the honor accorded to these ancient 
fragments, felt that he too could produce isolated debris, 
if he tried hard enough. Thereupon the artist ceased every
where to collaborate in the creation of beauty for social and 
public purposes, and applied himself rather to the making 
of fragments, for which some patrons would pay an arbi
trary but high price, and which would then be preserved 
in a museum. 

The clash of these two ideals was of course illustrated 
often in the same individual-in those who had been trained 
in the best traditions of craftsmanship, and yet were fasci
nated by the new individualistic philosophy, Of this con
flict Michelangelo is the chief example, A craftsman, to 
begin with, first a stone-cutter and afterwards a sculptor, 
he showed at more than one point in his career the growing 
ambition to create statues for their own sake, fragments 
gorgeous but from the standpoint of the wider social need, 
insignificant. The painter today who complains that there 
is no career for him in the United States, is probably per
petrating in his studio canvases, embarrassingly large, 
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which he hopes to sell to collectors or museums. The 
wishes of the collector are rarely consulted in advance. He 
is supposed to be waiting there in a receptive mood for 
anything the genius of the painter may dictate. If you 
offered this painter a commission to decorate a space on 
your wall, seven feet by three, the offer would probably 
offend his pure ideals-he might curse out your bourgeois 
idea of art, which confounds his inspiration with the 
merely useful technique of the ordinary house painter. 
Michelangelo was annoyed too, when the Pope required 
him to decorate the ceiling of the Sistine chapel. His 
annoyance, perhaps, indicated how modern he had become; 
the masterpiece he actually accomplished indicates how 
much he preserved of the craftsman's ideal, which trans
figures a commission for daily work into a thing of per
manent beauty. 

The musician today, in America as elsewhere, has been 
made unhappy by this conflict of ideals. The young man 
or woman who is told, first by the family and then by more 
competent critics, that he or she has talent, begins to dream 
at once of a public career which will give free play to 
temperament and individuality, and which will result in 
wealth and other forms of independence. But after his 
studies are completed, the young man discovers that the 
world is full of competitors, most of them as well equipped 
as himself. The market, he will say, is overcrowded. The 
solution usually o!Iered is either that more people should 
go to concerts, and more concerts should be given, or that 
fewer people should be taught music at all. The young 
artist usually holds to the first view, the brain-fatigued 
critics usually suggest the second. 

If the young musician by chance succeeds, however, he 
finds himself leading a life of which, as a human being, he 
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ought to be critical. He finds himself a nomad, racing 
from city to city over the face of the globe, seeking audi
ences as yet unexhausted, himself never enjoying sufficient 
acquaintance with his horne, and without leisure for suffi
cient study or practice. 

It is quite true that in the large cities, where the virtu
oso struggles for a chance to appear, there seem to be at 
times almost as many performers as there are persons in a 
possible audience. Yet in the country at large there is a 
music-hunger, for the most part unsatisfied. In many 
towns of the United States, and of other countries, no 
excellent musician resides, no excellent teacher, no friend 
and guide of the art. The ambition for a virtuoso career, 
moreover, strips the country of any talent which it auto
matically produces. 'fhe promising student from some 
Western state, let us say, who has been encouraged by the 
neighbors to follow a concert career, is in a sense a product 
of the community-at least, a product of its sympathy for 
music. In hundreds or thousands of instances, the neigh
bors actually contribute to the students' musical training, 
in the hope that this investment of faith and money will 
somehow return to enrich their lives. If the student once 
gets to a large city, however, it is at present almost impos
sible to blast him out of it. He would much prefer to 
compete hopelessly with Hofmann and Gieseking, with 
Kreisler and Heifetz, than to be the best musician in his 
state, the inspiration of future artists in the place of his 
birth. 

If someone tells him he has a voice, especially if he is 
a tenor, nothing will satisfy him but a career in opera. He 
sees in himself another Caruso. Even assuming that he 
has an unusual voice, the fact which he refuses to notice, 
and which his teachers perhaps neglect to point out, is that 



there are not enough opera houses in the world to take in 
all the tenors, let alone the geniuses in other registers. 
He probably refuses to see the meaning of our general 
American reluctance to support traditional opera. If he 
learns to sing Verdi in Italian, he can find no excuse for 
his fellow-countrymen who insist upon being sung to in a 
language they can understand. He deplores their lack of 
culture, forgetting that the American audience who ask 
for opera in the vernacular are asking only for what every 
European country demands and gets. He probably over
looks the fact that the kind of opera we'd like in this 
country is sprightlier, of a quicker tempo, of a stronger 
dramatic appeal, than the old masterpieces which only by 
means of enormous private subsidy, and with the collabora
tion of smart society, are galvanized for a few perform
ances each year. 

If the young student is not a performer but a com
poser, in almost every case he will devote his efforts to 
composition in the old forms-that is, in forms which once 
answered a need, but which now correspond to no need 
at all. However it may shock the traditional musician to 
be reminded of it, it is a plain fact that the larger sym
phonic forms, as well as opera, have developed to a point 
where they can be performed only at great expense and 
under costly conditions. To be properly heard, they pre
suppose concert halls of a sort that few cities can afford to 
maintain, since they are useful for few other purposes. 
There are in the United States, at the present moment, anv 
number of composers who have failed of recognition and 
will continue to fail, because, like the virtuoso artist of the 
~enatssance, they msist on rivaling the debris of former 
tlmes. They absolutely refuse to furnish music for the 
occasions in our life when the public demands it, or on 
such a scale as would be commensurate with our resources. 
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lf, however, we returned to the craftsman ideal, this 
talent and more could all be used. The young student who 
is sent from a small community to a large city to complete 
hi s musical education, ought first of all to go back from 
where he came. That is the one spot on earth which is 
prepared to give him a warm welcome. His neighbors 
will be proud of him , and will give him freely, at least at 
the beginning of his career, the benefit of every doubt. 
He is their local genius. His business is to justify their 

confidence. 
Since he will wish to play or sing for them, he will do 

so, if he is sensible, on those occasions when they wish to 
listen to him. Perhaps he would prefer to give a stilted 
and rigid program in a large hall, a program which would 
begin with Bach or Beethoven, and end with a Hungarian 
Rhapsody or a Stravinsky Study. But if his neighbors 
prefer to listen to their music at a church sociable, then 
he's something of a fool if he lets what he calls his pro
fessional ideals prevent him from making the church 
sociable of some musical importance. He can earn his 
living by teaching. Among virtuosos, for some reason, 
teaching has a bad name. They are often reluctant to 
teach for money. If they take pupils at all , they like to do 
so only in the case of an outstanding talent, some child 
to whom, without loss of prestige, they can hand on the 
torch. Yet in art , whether music, literature, or painting, 
there are enormous spiritual compensations, as well as an 
income, to be had from teaching of the finer sort. The 
musician who is competent in technique and at home in the 
works of the masters, can improve his own powers as he 
imparts instruction to his pupils. He need listen to no 
bad music, since he knows better than to give bad music to 
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lJeginners. }Ie may, if he will, enjoy the satisfaction of 
building up a tradition in his community, of directing the 
taste of his fellows, of controlling some important parts of 
the development of their lives. If he is willing to teach 
those students who, though talented, are not likely to be
come virtuosos, nor even professionals, he can do his share 
toward training the future audiences of America. He can 
have time for his own practicing, even for composing
that is, if he is willing to work as systematically and as 
steadily as Sebastian Bach, or as Cesar Franck, who also 
did not think it beneath his dignity to give music lessons, 
even to the predestined amateur. To be sure, many modern 
musicians have pitied Franck for what they call the drudg
ery of his life, but this pity was suggested by the virtuoso 
point of view. Franck's place would hardly be higher in 
modern music, if he had had time to compose more. It 
was not leisure which accounted for the enormous produc
tion of Sebastian Bach, and if Cesar Franck had been 
totally withdrawn from what to the virtuoso seem the 
humble occupations of his craft, perhaps he would have 
had less rather than more of that humaneness and of that 
spirituality which make him important to us. 

The demand for the church organist is universal, and 
the quality of the supply is none too high. So far, the 
difficulty has largely been that the well-trained musician is 
unwilling to accept a modest but genuine opportunity, and 
develop it into larger things. The church organist in even 
a small town comes naturally in touch with those who like 
to sing. If he has the vision he can organize choral groups, 
quite outside of his Sunday tasks, but in a natural sequence 
to them. He can start an interest in good singing, which 
will, of course, take time. He may have to devote his life 
to it. In most cases the young musician hopes for results 
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more immediate, and certainly more spectacular, but the 
true opportunity for the artist lies rather in just such a 
slow building up of music around him. This means that 
his organ playing and choir drilling will be supplemented 
by teaching, either instrumental or vocal. If his time is 
fully occupied, it will hardly be more so than that of any 
lawyer or business man with ambition to get on. In my 
youth I once heard Edward MacDowell say-what came 
with particular force from him, an artist who arrived too 
early for his true public-that leaving genius aside, any 
talented musician could make as much money as any busi~ 
ness man of equal talent, provided he was willing to work 
as hard and as systematically. Of course, the virtuoso ideal 
has brought with it great leniency toward what is called 
temperament-the over-indulgence of one's sensibilities and 
irritabilities. The craftsman, hmvever, finds nothing in
congruous between art and sanity, and a sane musician who 
lives as normally, with as inuch regular sleep and exercise 
as his average neighbor, can do as much work for as many 
hours a day, without impairing his natural gifts. 

Somewhat parallel to the opportunity of the church 
organist, and perhaps even greater, is the opportunity now 
enjoyed by the teacher of music in the public schools. In 
no part of our social system is there a greater need or a 
more immediate welcome for the well-trained musician. 
Those of us who have witnessed only half-hearted incom
petent attempts to teach music to children, may not realize 
that in the best school systems of the country the school 
orchestra, the chamber-music unit, and the school chorus, 
are fast becoming essential elements in American educa
tion. To some extent the interest in the school orchestra 
is as yet forced and artificial; it has been fostered by state 
and inter-state competitions. Local pride often supports 
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this activity in the school program as a sporting rather than 
a musical event. It is pleasant to have one's high school 
orchestra carry off the prize, just as it is agreeable to know 
that the school has a winning football team. In some 
places the school orchestra returns at the end of the sum
mer, like the football team, a few weeks in advance, in 
order to make an advantageous start. 

But whatever humor there may be in this situation, the 
youngsters who take part in the orchestra are genuine 
lovers of music, and during school age the musical interest 
of the American population is extraordinarily high. It 
will be our business during the next fifty years to readjust 
our educational system so as not to stamp out, as we now 
do, the childhood interest in the art. Just now the high 
school's opportunity is to maintain this interest through the 
upper years of the school course. The number of compe
tent teachers, however, available for this work is at pres
ent too small. If the communities look on their orchestra 
or their choral society as a sort of athletic team, and judge 
its value less by the performances than by the results in 
victories, at least this good comes of their attitude, that 
for victory in the orchestra you must have a competent 
conductor, as for the football team you must have a com
petent coach. During the next few years there will prob
ably be a large demand for energetic and capable musicians 
who are willing to prepare themselves for work in the 
school systems. In addition to the musical training, they 
will need less a course in pedagogy than a general acquaint
ance with the school system itself, with the machine into 
which the music training must fit. And even more import
ant than this acquaintance with the school system, is the 
temperament of the craftsman, the disposition to serve 
society through those channels which seem to society itself 
most important. 
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The best high schools are so large and their activities 
so engrossing that not many musicians have energy enough 
to do good work in the school music department and to 
serve the community in additional ways outside. Yet in 
s?me cases such an extension of the school work is pos
Sible, and everywhere it is now desirable. The majority of 
school children still do not go to college, perhaps never 
w11l go. What the colleges may do, to permit yonng 
Amenca to continue its childhood interest in the arts is 
a separate problem; but the average child, on leaving 'the 
h1gh school, usually leaves also its last opportunity to prac
l!ce the arts. What we need in almost every town is some
one to carry on into early manhood and womanhood the 
musical activities which the graduates usually abandon. 
The violin player who was happy in the school orchestra 
needs another organization to play in. It makes little dif
ference whether aid comes from the teacher of school 
music, or from some local organist, or from the private 
teacher. The opportunity is there, for whatever musician 
has the necessary imagination and skill. 

These opportunities all look to the education of the 
amateur. Again it must be admitted that the average 
professional, to whom these opportunities will be open, has 
usually been trained to think it unworthy to teach any but 
professionals, and if possible, geniuses. Yet it is an obvi
ous truism that since the virtuoso has been the ideal of the 
musical world, the educational theory of music has been 
upside down. We have tried to teach the geniuses in the 
hope that some benefit might leak down into the mass. If 
ever we produce great art that way, it will be for the first 
time in history. Until now, professional art and great 
virtuoso accomplishment have always risen upon a broad 
and competent amateur sympathy. Every musician who 
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now does his share toward spreading a love of good music 
and the ability to take part in it creditably, will be making 
not only a career for himself, but possible careers, many 
times more interesting, for the musicians of the future. 

It is perhaps too soon to estimate the effect of radio 
upon the musical career. Personally, the present writer 
has not the slightest doubt that the radio is doing more to 
foster a love of music in the average American than any
thing else that has occurred in the art. At the present 
moment, to be sure, the radio, like the sound pictures, has 
disarranged the traditional functioning of certain kinds of 
musical career, and this change has brought inconvenience, 
perhaps suffering. Yet in the long run there will be a 
satisfactory readjustment, and meanwhile the benefit to 
the majority of the people seems unquestionable. In cities 
such as New York, musicians debate the radio as though 
the choice were between listening to a great orchestra in a 
concert halJ, and hearing it over the air, with the conse
quent loss of beauty, power and tone. This question is 
relatively unimportant. For the majority of Americans 
the choice is between hearing that orchestra over the air, 
and never hearing an orchestra at all. 

It is an old effect of contact with art that when you see 
a perfect performance, you wish you could do it yourself. 
For the majority of human beings the wish dies of its own 
weight, but some proportion of us will always try to prac
tice the art which we have recently enjoyed. If the radio 
has interfered with the tours of concert artists, it has also 
excited in thousands of people the wish to make music 
themselves. Often, let us add, with meagre results-but 
that only because there was no adequate guidance or in
struction near at hand. Similarly, the hearing of fine 
orchestras over the air leads to a natural desire to hear 
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some orchestra, as it were, face to face. It may turn out 
that the radio will have been responsible for the establish
ment of orchestras in many communities which do not now 
have them. It may dawn upon our public that a good 
orchestra may be maintained at less than the terrific cost 
now involved in such organizations in the large cities. An 
audience interested genuinely in the music, rather than in a 
virtuoso performance, will be content with a conductor 
who is a sound musician, even though as yet he lacks a 
great name, and with players who are competent, even 
though their skill is not phenomenal. Before long many 
cities may follow the example of Baltimore, which through 
the aid of what is after all a modest subvention from the 
taxpayers, has established an admirable Civic Orchestra, 
and enjoys, at a price which anyone can meet, an annual 
series of concerts which would do credit to organizations 
far less modest. Anyone who has seen the Baltimore audi
ence listening with rapt attention to great music, will have 
no fears as to what the radio will do to the taste of the 
country at large. 

In what has been said of the teacher, the implication 
has been that public performances are more or less inci
dental to the musician's Jife. The implication need not be 
pressed too far. Obviously the proportion of concert work 
and teaching will vary with the individual and with the 
locality. Such a variation is found now, in all parts of the 
world. But it is sound doctrine to say that public perform
ances should be far more spontaneous, far more an over
flow of energies normally directed elsewhere, than they 
now are in the concert world. There is something very 
artificial in a system which compels artists to make con
tracts a year in advance for public appearances before 
audiences whom they do not personally know, and in 
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conditions which they cannot foresee. The chances are 
overwhelming that the artist will not be in just the mood 
to pia y those particular works at that place and at that 
moment. We have all had occasion, however, to remember 
priceless evenings when among a small group of friends 
some artist has played spontaneously for his and their 
delight. Such rare moments seem comparable to the happy 
moods in which the stone-carvers on the rnediteval cathe
drals were inspired to express in the face of a saint, or in 
some Biblical scene, some vital contact with the life about 
them. In an ideal society, and in such a musical career 
as we ought to work for, the public performances of our 
best players would have this spontaneity. But they can 
have it only if the playing supplements their work as 
craftsmen. 

The same principle might be suggested for the com
poser. 'When the musician was a craftsman, he was both 
composer and performer. Now many of our virtuosos 
cannot compose, and the majority of the composers can't 
play. If the young student asks what musical career is 
open in America for a gifted composer, he would not think 
us kind if we reply in self-defense that for those who do 
nothing but compose we hope there will be no career. If 
all the young musicians in the United States and Europe 
who are devoting their entire time to composition, could 
secure a hearing for all their work, the audiences would 
perish beneath the inundation. There would hardly be 
time to listen twice, even to the offerings of each season. 
vVhat is to be gained by composing so much? 

If in what we have said of the teacher's life we have 
implied that the composing should be done with his surplus 
energy and in his extra hours, we still are keeping in mind 
the example of an artist like Sebastian Bach, who thought 
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of the theory and practice of music as one thing, of com
position as an essential aspect of singing and playing. 
Allowing for the titanic resources of Bach's nature, and 
admitting that most musicians, after they have done a hard 
day's work teaching and practicing, would have little energy 
left for composition, we still hesitate to say that the result 
would be unfortunate. Those only would compose who 
had the greatest vitality, and whose inspiration could not 
be kept down. It is from their type only that important 
work has come, in any age. 

The temptation is as strong for the composer as for 
the player to resent such a doctrine, and to set up against 
it the virtuoso ideal. To compose well, he will say, one 
needs solitude, peace, consecration. Yet the field is open 
for any talented musician who cared to use a little time 
each week writing for those occasions in our modern life 
in which music is demanded. He might even compose for 
us operas of a practical kind, with librettos in English. 
The Little Theatre movement in this country has been 
practically dissociated from music, not because the audi
ences whch have supported the Little Theatre do not care 
for this other art, but because no operas or musical com
edies exist on a scale which the small theatre can handle, 
or on subjects which would interest the American audience. 
If the young composer who now wastes his talents writing 
operas which can never be produced, would inquire how 
large an orchestra the little theatres can accommodate, and 
how many singers they can afford to pay, and would com
pose operas to this scale, he might inaugurate a new kind 
of musical entertainment, and certainly he would find 
immediately a considerable and appreciative audience. 

If, for example, he cared to study the musical needs of 
the moving picture houses with an eye to the future as 
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well as to the present, he might provide us with music of 
the right length and quality to displace the abbreviations 
and manglings of old masterpieces which we now have to 
listen to in our cinema temples. \iVhy should we expect 
that music written for other purposes should sound well 
when cut down and altered for this new need? And what 
reason is there to fear that a piece composed deliberately 
for the condition, for the ten minutes or so in which the 
larger houses wish to use their orchestras, or for the long 
accompaniment of films, should not, in competent hands, 
give the audience a noble pleasure? 

It is customary, of course, to turn up one's nose a little 
at the music of the Broadway shows. Whether or not he 
is willing to admit virtue in jazz, the average well-trained 
composer inherits from his virtuoso tradition a feeling that 
his genius should operate only in a formal opera house, 
sponsored, if not by royalty, at least by the rich, or in 
sedate and refined circles, where chamber music is under
stood, or in the reverent concert hall. To such a musician 
it is inconceivable that his mission may well be to lift the 
current musical entertainment nearer to the level of great 
art. Personally, the present writer feels that in the musical 
comedies of Broadway, in such an entertainment, for ex
ample, as Show Boat, we have come nearer to the evolution 
of a genuine American form of art than in anything yet 
composed by native talent in drama or in opera. If in any 
respect the music of such entertainment falls short of what 
it might be, the responsibility rests neither with the public 
nor with the producers, but with the talented composers 
who decline to study what is here needed, and to supply 
that need. To look disdainfully on the taste of the average 
man has always been in art as in other matters a dangerous 
form of snobbery. It has been fortunate for music that 
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men of the greatest genius a century and more ago did not 
despise the court dances then popular. Those dances would 
mean nothing to us now. if Couperin. Rameau, Bach. had 
not written in their quaint measures certain imperishable 
suites. !Tad Chopin despised the popular dances of the 
romantic period, we should not now have his waltzes and 
his mazurkas. To write mazurkas today, however, is an 
anachronism. 'l'he comparable task for modern composers 
is to compose fox-trots and tangoes which musically will 
he important. 

'l'he career of the virtuoso brought with it the career of 
the critic. If one's life is to be spent in a competition, 
however friendly, with other performers, then one needs 
the satisfaction of an umpire to say who is which, and 
which is ahead. \Vhether there is a permanent career for 
the music critic, may he questioned. The verdict of prac
ticing artists 011 the performance of their fellows is usually 
illuminating. The service of the professional music critic 
is most often of an historical character. He helps to edu
cate the audience by furnishing information about the 
music on the program, and by estimating the performance 
on the basis of the tradition. His lot is not a happy one, 
and much of his best work has failed of appreciation, 
largely for the sound reason that an audience which has 
enjoyed a performance has got out of it all it wants, and 
an audience which hasn't enjoyed itself is usually willing 
to let the matter drop, provided it doesn't have to go again. 

In America the music critic is horribly overworked. No 
large newspaper cares to he without its critic, yet practi
cally no newspaper gives him enough assistance to cover all 
the performances and to pronounce mature judgment. As 
a consequence. few critics can attend more than the aca
df'mic kind of periormance-operas, concerts, recitals. If 
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there should be a musical show of distinction, the over
worked critic could hardly get to hear it, and if you asked 
him to cover the music of moving picture houses as well 
as that of the musical shows, he would probabl y expire on 
the spot. \.Ve have therefore no good means at present of 
surveying the whole musical movement at any one time. 

Two desirable additions to our musical opportunities 
suggest themselves. Just because the concert touring o f 
famous artists is going out of fashion, there is everv reason 
why competent performers, especially young and "'enthusi
astic ones, who are not yet weary of travel, should make 
appearances through the country and carry good music to 
places where it has not yet been heard. The machinery for 
such a distribution of music is reaLly at hand in the FeUer
ation of \iVomen's Clubs. These influential groups have 
long been in the halJit of inviting lecturers to speak before 
them, at a fee which though less than that of the great 
concert artists, is still adequate for traveling expenses and 
for something over. If the Federation of \Vomen's Clubs 
should take on their programs each year a number of 
promising musicians, at the same fees they now pay to 
lecturers, they would vary and enrich their own entertain
ment, and greatly advance the cause of good music. These 
Clubs are so widely distributed that they can easily carry 
music into whole areas where no commercial agency could 
hope to bring the touring virtuoso. 

\Ve ought to have in every state of the Union at least 
one focal point for the musical interests of the community. 
At present, a few cities, and chiefly on the Atlantic sea
hoard, attract too many of the young students and artists. 
For music in general we ought to develop a state pride. 
It is no small loss to any community when the talents 
which it has produced have gone off elsewhere, and an 
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expenditure of money on the part of each state, which 
would result in keeping its gifted children at home, would 
yield profit a hundred-fold. 

American music would be advanced more than anyone 
cau measure if each state established a small opera house, 
to be paid for out of its tax rates, and to be administered in 
the interests of its music talent. Such a house ought to 
produce not so much the older operas, and certainly not the 
large and costly ones, but modern works expressing the 
Urift of our own taste and the needs of our own spirit. 
In such a house the best orchestral players in the state 
should find employment, and the singers and composers 
their careers. The tickets, as in Europe, should be so cheap 
that the entire community could enjoy the performances. 

These two suggestions may seem unrelated to general 
considerations of the musician's career, but they follow 
from what ·has been said of the musician as craftsman. 
If the young student can envisage his career less as a 
spectacular triumph on the platform than as a life-long 
labor in the interests of one of the most sociable of the 
arts, we shall soon have a greater demand for good music 
in such groups as the women's clubs, and a clearer need 
for houses where the whole community can find musical 
entertainment, not only in every state but in every city. 
VVhen music is defined not as the expression of the incli
vidual. but as the social need of us all, the too-often criti
cized public will show a prodigal hospitality to the art. 

JOHN ERSKIN8 
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SPRING CONCERT 
by the 

PREPARATORY 

DEPARTMENT 

Saturday Morning, May T wenty-sixth 
Nineteen Hundred and Thirty-four 

at eleven o'clock 

at 

130 Claremont Avenue 



Program 
Processional 

Spring Dance--------------------Edward German 

Songs 
The Sandman ------------------ ----------Brahms 
The Cuckoo - - - -- - - - - - --- ---------- - - -Old French 
A Country Dance------ - -------Swedish Folk Tune 

Classes in Choral Singing 
Belle Julie Soudant, Conductor 

Ensemble 
Chorale 

Jesu, Son of Man's Desire __________________ Bach 
Arranged for piano and string ensemble by 

Winifred Young Cornish 

Sarabande ~nd Bourree--------- - - ------ - ----Bach 
Solo violins accompanied by string ensemble 

Wilbur Joustra, James Nassy, Dorothy Kantrowitz, 
Eva Kolker, Ana hid Ajemian 

Dalcroze Eurythmics 
Three Sketches----- - ---------- --Jacques Dalcroze 

Joy Moss, Clara Malamut, Jeanne Rosenblum, 
· Pearl Rosenzweig, Mildred Goldstein 

Toy Orchestra-
Norwegian Folk Dance ____ ___ __ ______ _______ Qrieg 
Anitra's Dance __ __ ____ __ ___ __ ____ _____ ____ Qrieg 

Jeanne Rosenblum and Billy Himberg at the piano 

Creative Work · 
Original Songs 

1. The Piper on the HilL-- - ------Leonard Eisner 
2. The Fairies---- ---- ---- ---- --- ----- Sari Cohen 
3. The Fairies ___ ____ ____ _____ ________ Laura Pines 
4. Wishing- ----------------------- - - - -Jean Frank 
5. The Puffin -- - ----- --- - ----Barbara Holmquest 
6. Lullaby ____ ___ ___ _______ ___ Barbara Holmquest 

The Composers at the Piano 

Program 

Duets-Folk Songs arranged by Angela Diller 
Tambourin _____________________ _______ OJd French 

Pastorale ------------ ------------------ - - French 
The Hawk----- -- - ------- -------- ---------Scotch 

Ruth and Dolores Patiky 

Solos 
Solfeggietto __________ Karl Philipp Emanuel Bach 

Gloria Wechsler 
Ballet Music from Rosamunde ______ Schubert-Ganz 

Louis Teicher 

Ensemble 
Sonata in C major- ------------ - - ---------Corelli 

Largo 
Allegro 

Adagio 
Presto 

Eva Kolker, Burton Fisch, Laura Pines 

Solos 
Sonata in G major---------------- - -------Haydn 

Allegretto 
Jean Frank 

Etincelles ----- - ----- --------- - ----- Moszkowski 
Leonard Eisner 

Allegro ------- - - --------- -------- - -- ----- Fiocco 
Malaguena ---- ---- - -------------Albeniz-Kreisler 

Marguerite Adams 

Two Pianos 
Bohemian Folk TuneS----- --- --Arranged by Pirani 

Laura Pines, Leonard Eisner 

Orchestra 
Petite Suite-L'ancien Regime ___ _____ Saint-George 

Preparatory Department Orchestra 
Louis Bostelmann, Conductor 
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A MUSIC CENTER ON MORNINGSIDE 

JOHN ERSKINE 1 

The new building of the Juilliard School of Music, at 
122nd Street, from Claremont Avenue to Broadway, will 
be opened this October. The university community on 
Morningside might perhaps be interested to know what 
this school, in its new quarters, hopes to accomplish, and 
what its relation will probably be to the other educational 
institutions in the neighborhood. 

The School of Music was established and is maintained 
by the Juilliard Musical Foundation. The distinction 
between the Foundation and the School can best be made 
clear by reciting the process of development and amalga
mation during the last ten years. The Juilliard Founda
tion was established in March, 1920, through the legacy 
of Augustus D. Juilliard. His will asked that the income 
of the legacy be spent for the general furtherance of Ameri
can music, whether by the training of students, by the 
encouragement of composers, by the financing of per
formances or by any other method which his trustees 
might think wise. 

The extreme latitude of these instructions was more 
than justified by the condition of music in our country at 
the moment. Both the art and the profession were, and 
still are, suffering many and rapid changes. Conser
vatories, orchestras, opera companies, publishing houses, 
private teachers, university music departments, individual 
performers and teachers, might all have found use for 
Mr. Juilliard's money. The correspondence files of the 
Foundation show how many of the musical enterprises of 
the country were convinced that this money was intended 
peculiarly for them. The trustees felt, however, that the 
mere assumption of budgetary obligations for work already 
in progress, though it might relieve someone else's pocket
book, would not necessarily add to the musical opportu-

1 Professor Erskine, known to the readers of the QuARTERLY as a scholar and writer, 
here appears as the President of the J uilliard School of Music.-THE EDITOR . 
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mt1es of the country, nor advance the cause of the art. 
They therefore devoted some preliminary study to a program 
which at all points over a long period of years might benefit 
in fresh ways both the American musician and his audience. 

The first step was to organize, in 1924, the Juilliard 
Graduate School of Music, at 49 East 52nd Street, New 
York. This school provides free instruction for students 
of American citizenship who pass a competitive examination 
for entrance. It differs from the usual conservatory in 
that its faculty is made up of that type of great artist
teacher whom the advanced student has hitherto gone 
abroad to find. Among the piano instructors are Ernest 
Hutcheson, Alexander Siloti, Josef Lhevinne, Rosina Lhe
vinne, Carl Friedberg, James Friskin, Oscar Wagner, Olga 
Samaroff. The violin instructors have been Paul Kochan
ski, Louis Persinger, Hans Letz, Edouard Dethier and the 
late Leopold Auer. The instructor in 'cello is Felix Salmond. 
Madame Marcella Sembrich has been at the head of the 
voice department, with Madame Schoen-Rene, Florence 
Page Kimball, Paul Reimers and Francis Rogers. Rubin 
Goldmark is the instructor in composition, with Bernard 
Wagenaar. Albert Stoessel has charge of the orchestra 
and the opera department. 

The number of students in the Graduate School was at 
first about two hundred; it is now nearer a hundred and 
fifty. Since the graduate course is normally for three 
years, some fifty fellowships are vacant each autumn. 
For these fifty places between four and five hundred appli
cants compete annually from every state in the Union. 

In October, 1926, the Juilliard Foundation took over the 
Institute of Musical Art, the conservatory founded in 1905 
through the benefaction of Mr. James Loeb and other 
friends of music, and directed from the beginning by Dr. 
Frank Damrosch. The Institute needs no introduction to 
the neighbors on Morningside Heights. Since it has 
occupied the corner of 122nd Street and Claremont Avenue 
it has earned world-wide respect for the quality of its 
instruction and for the achievements of its graduates. 
In adding the Institute to the Graduate School, the Trustees 
of the Foundation had no intention of confusing the distinct 
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service which each department could render. The Insti
tute will continue to be maintained according to its tradi
tions as a conservatory with elementary as well as advanced 
pupils, who with certain exceptions pay for their instruc
tion . The Graduate School will continue to provide free 
instruction for extremely advanced pupils, admitted by 
competitive examination . 

The chief reason for adding the Institute to the Graduate 
School is identical with the chief reason for maintaining 
Columbia College and the Horace Mann School in our 
university system. For the training of expert players and 
singers, the Graduate School by itself was adequate. To 
train performers and teachers in all branches and grades 
of the art, a complete educational system was needed, 
from the most primary of classes to the most advanced. 

In 1927 the trustees of the Foundation incorporated 
under the Regents of the State a secondary Board of Di
rectors, who operate under the title of the Juilliard School 
of Music. They are elected by the Foundation, they have 
charge of the School in both its parts, conservatory and 
graduate, and they recommend to the Foundation, and 
put into execution, other work for the general advancement 
of American music. Since several trustees sit on both 
boards, the directors of the School of Music have become in 
effect the executive committee, and the trustees of the 
Foundation the finance committee, of Mr. Juilliard"s 
bequest. The Foundation could act independently of the 
School of Music, but in practice the two boards naturally 
work out a single policy. 

This is the organization which will house itself in the new 
building. The Institute remains at its familiar corner, 
enclosed in the larger structure, with many additional 
facilities along 122nd Street, toward Broadway. On the 
north there is a concert hall, seating about a thousand, with 
a large orchestra pit and a very large stage, equipped for 
operatic performances. Above this hall are the quarters 
of the Graduate School. Along Broadway practice rooms 
are provided for both the Institute and the Graduate 
School. 

The institution will be known as the Juilliard School of 
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Music. Mr. Ernest Hutcheson is Dean of the Graduate 
School, Dr. Frank Damrosch is Dean of the Institute, 
and Mr. Oscar Wagner is Assistant Dean of both depart
ments. 

The teaching of music is, however, only part of the work 
which will function from the new building. For the last 
three years the School has sent out certain of its graduates 
to establish music centers in strategic places where the 
importation of fresh enthusiasm might revive the art or 
advance it. These representatives of the School in most 
cases do some teaching, but their chief duty is to get in 
touch with the local musicians and patrons of music, and 
to survey the entire musical activities of the place, to see 
where the natural musical interest is flourishing and where 
it needs encouragement. During the coming year the 
School will begin to publish the results of these surveys 
for the information of the districts surveyed and of the 
musical profession in general. 

This is the kind of service which would be rendered by a 
Department of Fine Arts, if we had such a portfolio in our 
national Cabinet. The average large town or small city 
is full of music teachers, who usually pursue their calling 
without much aid or comfort from each other. Their 
pupils rarely appear before the local audience, and they 
themselves do little playing or singing in public. In the 
grammar and high schools the children are taught music, 
perhaps play in an orchestra or sing in a chorus. There are 
choirs in the churches. From time to time a great virtuoso 
visits the place and finds a crowded house waiting for 
him. Less frequently a symphony arrives, and once in a 
blue moon an opera. These two enterprises are pretty 
sure to leave a deficit behind them. 

Oddly enough, the deficit would probably disappear, 
there might even be a permanent small opera and a modest 
orchestra, if the music teachers, the church choirmasters, 
the school supervisors and the general music lovers de
veloped some team work. It is the purpose of the J uilliard 
Centers to assist in that cooperation. In most places, 
for example, which are fortunate enough to enjoy the visits 
of a major orchestra, a full audience could be guaranteed 
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if the school children studied carefully in advance some 
work which the orchestra was to play. The young people 
who in the history of music course had listened to Beethoven 
or Brahms on phonograph disks would, with very little 
urging, seize the chance-and bring their parents along
to hear the music rendered by a first rate conductor and 
his men. 

In many cities orchestras have sprung up, partly ama
teur, but usually excellent, if one looks only at the ability 
of the individual players. Such an orchestra will give 
no more than six or eight concerts a year-quite enough 
from every point of view except this, that so brief a season 
will not keep a good conductor busy, nor will it earn enough 
to pay him. This type of orchestra, therefore, is almost 
always led by someone who is not quite good enough, 
and the audience attends, if at all, out of loyalty to the kind 
of music they cannot hope to hear. The obvious solution 
is to discover, or to found, orchestras in neighboring cities, 
and to engage one excellent conductor to go about and train 
them all. Why the local musicians are unable themselves 
to reach out to each other and effect such an arrangement 
is a mystery of nature. A trained organizer, coming to 
them from the outside, can accomplish the work in a 
short time. In another ten years there will be clusters of 
orchestras; thus federated, all over the country, and there 
is at the present moment a plan to organize on the same 
principle a federation of small opera companies, chiefly 
in the Middle West. 

The J uilliard School of Music has already established 
centres, for this and similar kinds of service, in Atlanta, 
Georgia, in Nashville, Tennessee, in Harrisburg, Pennsyl
vania, at Cornell College, Iowa, at the State College of 
Agriculture, New Mexico, and beginning this autumn, 
at the Museum of Art, Toledo. This work is under the 
general supervision of Madame Olga Samaroff. 

The principle which the School follows in maintaining 
these centres and in other work through the country is 
that we at the moment need a general cultivation of music 
quite as much as the special training of performers. One 
of the peculiarities of the present condition of music is 
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that the artists have crowded into the city, into a very 
few cities, and the country as a whole has been stripped 
bare of music. To educate virtuoso performers and to 
turn them loose in the frightful competition of New York, 
Chicago, Philadelphia and Boston is no benefit but a 
cruelty. The policy of the Juilliard School of Music is, 
of course, to train first rate talent for performance, but 
quite as much to lay the foundation for audiences every
where in the country, and for musical careers which will 
decentralize the art of music. 

During the last year the School has encouraged a series of 
recitals for very young piano students. A large number 
of boys and girls begin the study of this instrument, and 
then drop it after a few years of apparently futile practicing. 
At least one cause for their dropping their music is that 
they normally have small chance to play their pieces before 
an audience and so overcome the natural nervousness of 
the beginner. If they could be trained from the start to 
put their study to some practical use, in giving pleasure 
to themselves and their families, there would be a greater 
probability that they would keep on and, as amateurs, 
would cultivate the piano as a pastime and a grace of life. 
In some dozen cities the Juilliard School of Music, through 
the generous cooperation of Stein way & Sons, and with the 
cordial assistance of local music teachers, has organized 
fortnightly or monthly, and in some cases weekly, recitals 
where children of the youngest age could pia y before each 
other and their parents the pieces they have just learned. 
Simple though this system is, it bids fair to do something 
to increase a sane enjoyment of music in the younger 
generation who are to be our future audiences. In order 
to stimulate the children at these recitals, the Juilliard 
School of Music has been sending to each city where they 
take place, at least twice a year, a member of its piano 
faculty to be the guest of the children. 

The greatest opportunity to reach the younger generation 
is through the schools and high schools. Last winter the 
Juilliard School of Music received from the Regents of the 
State authority to give the proper teaching degree for music 
supervisors. The School hopes to solve what is at present 
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a difficult problem in teacher training. To obtain the 
proper academic credits, the average music supervisor is 
required to study many things beside music-in fact, to 
study music in a secondary way, as though it were the less 
important part of his equipment. As a result it is fair to say, 
with all proper respect for many excellent supervisors, 
that the musical equipment of the average is not adequate 
for the present needs of their students. The Juilliard 
School of Music plans to train for this work a limited number 
of young people who are first of all excellent musicians. 
Where the temperament of the individual seems to justify 
such a course, the School hopes to divert from the over
crowded concert stage the best talents in to teaching. 

The American composer of large works-symphonies or 
operas- has a difficult fate. There are so few first rate 
orchestras in comparison to the size of the country, and so 
few native-born conductors, that even a promising talent 
rarely has the chance to be heard. If a conductor is 
willing to produce an American work, he expects the com
poser to furnish him with the score and the parts. The 
cost of these copies in manuscript will be several hundred 
dollars. Very few composers can afford the luxury of a 
performance. The Juilliard School of Music has tried to 
help the American composer by paying for the copies 
of score and parts whenever a conductor promises a per
formance and nothing but the cost stands in the com
poser's way. If the leading conductors, few of whom are 
partial to American composers, should have a change of 
heart, the policy of paying for the copies might soon prove 
ruinous for the Juilliard School of Music, but up to the 
present moment the cost has been not yet prohibitive. 

The School also publishes each year the score and parts 
of an orchestral work selected by a jury of award. Any 
American composer can submit a manuscript before the 
first of each May. The School has arranged with a leading 
music publisher to bring out the winning work and to hand 
over to the composer a much larger royalty than would be 
possible through any ordinary commercial arrangement. 

In the Graduate School the students in violin and 'cello 
are required to play in a string orchestra. To give the 
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orchestra proper practice, a series of public concerts have 
been held in the past three years in Town Hall and Carnegie 
Hall. Unusual old music and new music in manuscript 
have been played, and these concerts have become so 
popular with music lovers that there is a long waiting list 
for admission. No charge is made lor tickets; applications 
for them are sent to the School at the beginning of each 
year. In the new building these concerts will continue on a 
more elaborate scale. The string orchestra will play as a 
unit, and it will also appear with the very fine full orchestra 
of the Institute of Musical Art. These combined forces 
will present a series of concerts at which some of the stu
dents will appear as soloists. In the spring one concert 
will be devoted entirely to the student compositions. 

The Opera School will similarly produce a series of operas 
new and old, with the entire cast and the orchestra recruited 
from the student body of the Graduate School and the 
Institute. 

These performances, as has just been said, are without 
charge to the public, and tickets can be secured, so far as 
the seating facilities permit, by application to the School. 
But with the opening of the new building it is intended to 
inaugurate certain regular courses open to the general 
public, for which a small fee will be charged. These 
courses will deal with various phases of the history of music, 
and they will be illustrated by soloists, or by chamber 
music groups, of the faculty and the students. 

To bring such a School as this into the university neigh
borhood is to raise the question whether it has any place 
there, and if so, what place. Universities in general have 
not made up their mind what to do with the arts, and the 
artist, busy with his training for a professional career, has 
too little time to follow the research and the speculation of a 
university. Some of us hope that this separation between 
scholarship and the arts may be remedied. Perhaps 
the bringing of the Juilliard School into close proximity 
with the schools already on Morningside Heights may 
suggest to us all a wiser integration of the arts with general 
education. 

At least the Juilliard School of Music in carrying out the 
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plans outlined above can be for this community a living 
exhibit of at least one art. The auditorium of the School 
will be used constantly for the performances of the students, 
and to perform properly they ought to have an audience. 
The quality of their performance is such that members of 
the university group will probably be glad to listen to them. 

Certain phases of music can be better studied in a uni
versity than in such a school as the Juilliard. It is for the 
professional musician, no doubt, to work out problems of 
acoustics, problems of the radio so far as they affect music, 
all problems having to do with musical performance. 
The Juilliard School of Music is equipped with a laboratory 
for such experiments. The present writer believes that 
it is for first rate music schools rather than for universities 
to train music teachers and music supervisors. But the 
philosophy of the art certainly belongs to the university
the whole field of musical esthetics and of musicology. 
Here where the university equipment could be most useful, 
very little has yet been done in America. 

Universities also have an undoubted duty, to preserve 
in some way for their students whatever amateur equip
ment in music they bring to college with them. Uni
versity orchestras and choruses are more important cul
turally than we have yet realized. But a university cannot 
compete with a conservatory in training professional mu
sicians. In so far as the attempt is made, music courses in 
an academic curriculum are a waste of time and money. 

Perhaps the strongest influence which Columbia and the 
J uilliard School of Music will exert on each other will be 
through the casual and unintended contacts of the two 
student bodies. But we hope that this will not be so. 
We hope that the neighborly association of our artists 
and our scholars may prove an inspiration to both, and that 
our friendly contacts may strike out some spark in those 
departments of the mind which still could stand some 
illumination. 
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CHRISTMAS CONCERT 
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PREPARATORY 

DEPARTMENT 

Saturday Morning, December Twenty-second 
Nineteen Hundred and Thirty-four 

at eleven o'clock 

13 0 Claremont A venue 



Program 

I. Processional: 
"Hark! the Herald Angels Sing" .... Mendelssohn 

II. Christmas Carols: 
What Tongue can tell Thy Greatness 

Lord .......................................... .................... Bach 
(Accompanied by Preparatory Center Orchestra) 

Le sommeil de !'enfant Jesus ................ Gevaert 
Gloria .................................................... Old French 

Classes in Choral Singing 
Belle J. Soudant, Conductor 

III. Allemande in G minor. .................................. Handel 
Charles Rosen 

IV. Concerto in D major .................................... Rieding 
Anahid Ajemian 

V. Dalcroze Eurythmics: 
March ...................................................... Schumann 

Mary Hough, Betty Lesser, Harriet Mathews, 
Doris Rosenzweig 

Sketch ............ ............. ... ........................ ]. Dalcroze 
Estelle Cross, Gertrude Gross, June Jefferson, Beatrice 

Jordan, Ethel Kelly. Joy Moss, Charlotte Peterson, 
Pearl Rosenzweig 

VI. Andante Sostenuto in E flat major .... Mendelssohn 
Sonata in C major ........................................ Scarlatti 

Clara ~falamut 

VII. Larghetto ............................................ Handel-Hubay 
Improvisation on a Japanese Tune ........ Zimbalist 

Helen Miki, Lily Miki 

Program 

VIII. Toy Orchestra: 
0, du Iieber Augustin ................................ German 
Sur le pont .................................................... French 
Valse, in A major ................................... ... Levitzki 

IX. Short Songs : 
Lady Moon .......................................... Sari Cohen 
Sea Shell ................................................ Sari Cohen 
Sea Shell .............................. Barbara Hoimquest 
Snowflakes ........ ............................ Leonard Eisner 
Snowflakes ........... ..... ............ Barbara Holmquest 
Br'er Fox .............................. Barbara Holmquest 

Note: Each song (melody and accompaniment) was 
composed by the child at the piano. 

X. Siciliano Pastoral ..................... ...... ... Alfred Moffat 
March ............................. ..................... Alfred Moffat 

Norman Robins, Irwin Weinstein 

XI. Italian Concerto .................................................. Bach 
Allegro Animate 

Barbara Holmquest 

XII. Christmas Songs: 
Lo! how a rose e'er blooming ............ Praetorius 
Sicilian Hymn .................................... Traditional 
The Christmas Tree ..... ..... .......... .... ........ Cornelius 

Selected Chorus accompanied by strings 

XIII. Suite .................... ............ Hande!-arr. by T. Clark 
March 

Minuet 
Bourree 

Air from "Rinaldo'' 
Gigue 

Preparatory Department Orchestra 
Louis J. Bostelmann, Conductor 
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TO OUR GUESTS 

It gives us great pleasure to send you the enclosed tickets 
for your personal use. If you cannot use them kindly return 
them to us promptly. If prevented from coming at the last 
moment, please telephone MOnument 2-3302, giving the 

numbers of your seats 

PLEASE NOTE THAT SEATS ARE NOT RESERVED AFTER 8.25 

NO ONE WILL BE ADMITTED TO THE CONCERT HALL 

WITHOUT A TICKET 

* 
Concert Department 

JUILLIARD GRADUATE SCHOOL 
130 Claremont Avenue 

New York City 

This program will be repeated on the three 

following evenings. If you cannot attend the open

ing performance and would like tickets for one of 

the other nights, we shall be glad to send them to 

you, provided you notify us before our supply of 
tickets is exhausted. 

CONCERT DEPARTMENT 

.. 
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In order that Fellowship holders may understand 

clearly the regulations which govern the student 

body, the following requirements are listed and 

should be carefully noted : 

1. STUDENTS are expected to be present at the 

School on the opening date and to remain for the ful l 

School term. Late arrival at the opening of the School 

session or leaving before the close of the term will 

not be approved, except under the most unusua l 

circumstances. 

2. REGU LAR ATTENDANCE at all classes and 

lessons is required. When absence is unavoidable, 

the student agrees to notify both the TEACHER and 

the OFFICE in odvance concerning such absence. 

3. SECONDARY SUBJECTS must be sat isfactor

ily carried. Such subjects as are deemed necessary 
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by the Faculty are obi igatory. (Note particularly that 

students in the Violin, 'Cello, and Wind Instrument 

Departments are required to attend the classes in 

Orchestra and in Ensemble unless formally excused.) 

4 ELECTIVE SUBjECTS once elected must be 
taken for the entire school year. 

5. PARTICIPATION in the School concerts, both 

public and private, will be required from time to time. 

6. ATTENDANCE is obligatory at examinations 
in major and secondary studies. 

7. ATTENDANCE at regularly assigned lessons 

and classes is obligatory. If any extra rehearsal or 

substituted lesson is proposed which would conflict 

with the regular assignment, the student should ask 

to be excused. The regular schedule ALWAYS has 
precedence. 

0) 

\ 

~ 

~ 

8. STUDENTS who have been in the School 

longer than three years ace required to obtain the 

permission of the Dean in order to have instruction 

in secondary studies. But students may be required 

by the School to take certain subjects after the third 
year. 

9. VISITING is not permitted in the Practice 
Rooms. 

10. SMOKING is permitted in the following rooms: 

301 (Students' Lounge) 
606 

II SMOKING is not permitted in corridors nor 
on the stairways. 

12. FIRE regulations prohibit smoking on the 

STAGE of the auditorium, in the AUDITORIUM 
proper, and in the PRACTICE ROOMS . 
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Suggestions for additions to or changes in these 

regulations may be made to the Student Council, the 

President of which organization may be reached by 

letter addressed to the School, or by personal call 

on him when he is in the build ing. At the last elec

tion Mr. Sascha Gorodnitzki was re-elected Presiden t. 

ERNEST HUTCHESON 

Dean 
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In order that Fellowship holders may understand 

clearly the regulations which govern the student 

body, the following requirements are listed and 

should be carefully noted: 

* 

STUDENTS are expected to be present at the 

School on the opening date and to remain for the 

full School term. Late arrival at the open ing of 

the School session or leaving before the close of 

the term will not be approved, except under the 

most unusual circumstances. 

* * 

I REGULAR ATTENDANCE at all classes and 

lessons is obligatory. When absence is unavoidable, 

students are required to notify both the teacher 

and the office in advance. 
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THREE UNEXCUSED ABSENCES in any course, 
major or secondary, result in termination of the 
Fellowship. 

* * * * 

SECONDARY SUBJECTS deemed necessary by 
the Faculty are obligatory. Note particularly 
that students in the String and Flute departments 
must attend the Orchestra and Ensemble classes. 

* * * 

ELECTIVE SUBJECTS, once undertaken, must 
be continued throughout the school year. 

* * * 

THE REGULAR SCHEDULE always has pre
cedence. If any extra rehearsal or substituted 
lesson is proposed, the student should ask to be 
excused from it if it would conflict with any regular 

assignment. 

PARTICIPATION in the School concerts, both 
public and private, will be required from time to 
time. Singers are required to take part in opera 
performances when called on (subject to the ap
proval of the vocal teacher), as principals, singers 
of small parts, or members of the ensemble. 

* * 
ATTENDANCE is obligatory at examinations in 

major and secondary studies. Students failing to 
attend these examinations, except because of illness 
attested by a doctor's certificate, cannot be re
newed, graduated, or granted advisory lessons. 

* * * 
VISITING is not permitted in the practice rooms. 

* * 
SMOKING is permitted in the following rooms: 

301 (Students' Lounge) 
606 



FIRE REGULATIONS prohibit smoking on the 
stage of the Auditorium, in the Auditorium proper, 
and in the Practice Rooms. 

* 

SMOKING is not permitted in the corridors 
nor on the stairways. 

ERNEST HUTCHESON 
Dean 
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INSTITUTE OF MUSICAL ART of the JUILLIARD SCHOOL OF MUSIC 
120 Claremont Avenue, New York 

Students who wish to take Social Dancing during the second semester 

should see Miss Druke on one of the following days for dance analysis 

and assignment to classes. 

MONDAY, FEBRUARY 3, four to five o'clock ................................... Room 610 

WEDNESDAY, FEBRUARY 5, eleven to one o'clock ................... Room 607 

FRIDAY, FEBRUARY 7, two to four o'clock ............................................. Room 610 

The tuition for the second semester is Ten Dollars 

STUDENTS who wish to take Social Dancing during the second 

semester should see Miss Druke in room 102 on Wednesday, 

February 6 or Thursday, February 7 between the hours of 1 and 
4 for dance analysis and assignment to classes. 

The tuition for the second semester is Six Dollars. 

(Miss Druke taught for three years at the Arthur Murray School. 

She will give classes in Fox Trot, Tango, Waltz, and Rhumba.) 



THE CURTIS INSTITUTE OF MUSIC 
DR. JOSEF HOFMANN, Director 

presents 

THE BARBER OF SEVILLE 
(in English) 

OPERA IN TWO ACTS 

Music by GxoACHINO RossiNI 

Original Italian text by CESARE STERBINI 

English translation by NATALIA MAcFARREN 

SUNDAY EVENING, MARCH 24,1935 
AT 8.30 o'CLOCK 

CONCERT HALL 

THE JUILLIARD SCHOOL OF MUSIC 

130 CLAREMONT AVENUE, NEW YORK CITY 



THE BARBER OF SEVILLE 

MARCH 24, 1935 

OwtNG TO ILLNESS, RuTH CARHART 

IS UNABLE TO APPEAR 

THE ROLE OF " BERTA" WILL BE SUNG 

BY CHARLOTTE DANIELS 

fRITZ REINER Music Director 

Da. HERBERT GaAF Stage Director 

THE CAST 

Count Alma viva A.umRT MAHLER (graduate) 

Bartolo 

Rosina 

Figaro 

Fiorello 

Basilio 

Berta 

AaRASHA RoBOFSKY 

MARGARET Cooo (graduate) 

DoNALD BELTZ (*guest artist) 

LEONARD TREASH 

EuGENE LoEwENTHAL 

RuTH CARHART 

Officer of the Guard LEoNARD T RBASH 

Men's chorus from the Philadelphia Orchestra Opera 

*Graduate of the juilliard School of Music 

THE CURTIS SYMPHONY ORCHESTRA 

FruTz REINER, Conductor 

SvL VAN LEvtN 

Boats GoLoOVSKY 

Assistant Conductor 

Assistant Conductor 

The action takes place in Seville in the 17th century 

Acr I : A street in Seville 

Figaro's barber shop 

A street in Seville 

A room in Bartolo's house 

Acr II: Music room in Barr.olo's house 

Dining-room in Bartolo's house 

Scenery planned by Dr. Graf and executed by A. jarin Studios 

Costumes by van Horn & Sons 

The piano is a Steinwa y 
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jUILLIARD SCHOOL OF MUSIC 
~~~~~~--~~--~~---~~----~-------------

MEMORIAL SERVICE 

in honor of 

MARCELLA SEMBRICH 

Organ Voluntary 

Sunday, january Twenty-seventh 

Nineteen Hundred Thirty-five 

Chorale, "Commit thy ways, 0 Pilgrim"} 

Organ Prelude on the same Chorale ................ ........................ Bach 

Air for Strings from the Suite in D 

Address 

Largo from the Sonata for piano and 'cello .... ................................ Chopin 

Larghetto for Strings from the Concerto Grosso in B minor ........ Handel 

Organ Postlude 

and should like to have 

............................................................ seat (s) 

reserved for me 

Signed ............................................................................................................................................................... . 



A Memorial Service in honor of 

MARCELLA SEMBRICH 

will be held in the Concert Hall of the Juilliard School of Music 

One-thirty Claremont Avenue, New York 

Sunday, January Twenty-seventh 

at Three o'clock 

If you wish to attend, kindly mail this card 

I expect to attend the Memorial Service 

and should like to have 

............................................................ seat(s) 

reserved for me 

Signed ............................................................................................................................................................... . 
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JUILLIARD SUMMER SCHOOL 
130 Claremont Avenue 

New York City 

Return Postage Guaranteed 

Sec. 562, P. L. & R. 
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JUILLIARD SUMMER SCHOOL 
130 Claremont Avenue, New York City 

Announces a course of Concerts and Lectures 

including 

PIANO RECITALS LECTURES MISCELLANEOUS RECITALS 
jULY 8 to AUGUST 15, at Four o'clock 

~ 

KATHERINE BACON 
JOHN ERSKINE 
FRASER GANGE 
SAMUEL GARDNER 
SASCHA GORODNITZKI 

CHARLES HACKETT 
SASCHA jACOBSEN 
ALTON )ONES 
MURIEL KERR 

GUY MAIER 
ARTHUR NEWSTEAD 
LOUIS PERSINGER 
HUGH PORTER 
LEE PATTISON 

Subscription for entire course of lectures and recitals ............................................ $4.00 

Subscription for separate course of recitals, miscellaneous recitals or lectures .... $1.50 

• 

July 8 ........................................... "Musical Journey'' ............... ........................ Guy Maier 

~ 

PROGRAMS 
PIANO RECITALS 

july 9 ................................ .. Murie\ Kerr 

luly 16 .................................. Aiton jones 
july 23 ............................... Lee Pattison 

july 30 .......................... Katherine Bacon 
Aug. 6 ........................ Arthur Newstead 
Aug. 13 .................... Sascha Gorodnitzki 

WEDNESDAY AFTERNOONS, at Four o'clock 
LECTURES ON CONTEMPORARY NOVELS ........................................ )OHN ERSKINE 

july 10, july 17, july 24, july 31, August 6, August 13 

MISCELLANEOUS RECITALS 

july \\ .......... Sascha jacobsen, violinist 

July 18 .............. Fraser Gange, baritone 

july 19 ................ Hugh Porter, organist 
july 25 ............ Louis Persinger, violinist 

Aug. \ .............. Charles Hackett, tenor 

Aug. S ............ Samuel Gardner, violinist 

Aug 15 ............. Guy Maier-Lee Pattison 
pianists, two-piano recital 
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INSTITUTE OF MUSICAL ART 
OF THE 

JUILLIARD SCHOOL OF MUSIC 

CEREMONIES 

on the Unveiling of a Portrait Bust of 

FRANZ KNEISEL 
(January 26, 1865- March 26, 1926) 

The bust is the work of the distinguished sculptor Sir Henry Kitson, 
now of Tyringham, Mass . 

SUNDAY AFTERNOON, JANUARY 26, 1936 
at Three o'clock 

RECITAL HALL 

120 Claremont Avenue 
NEW YORK CITY 

; 



Commemorative Address and Unveiling of the Bust 

EDWIN T. RICE 

Memorial Program of Music 

MUSICAL ART QUARTET 

SASCHA JACOBSEN 

PAUL BERNARD 

LOUIS KIEVMAN 

MARIE ROEMAET-ROSANOFF 

Quartet in D major ... 

Poco Iento: Allegro 

Scherzo-vivace 

Larghetto 

Finale- allegro malta 

Quartet in A minor, Opus 132 ... 

Assai sostenuto: Allegro 

Allegro ma non tanto 

.. ......... Franck 

......... Beethoven 

(Heiliger Dankgesang eines Genesenen an die Gottheit 
in der lydischen Tonart.) Malta adagio: Andante 

Alia morcia, assoi vivace: Allegro appassionato 
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THE PLACEMENT BUREAU 
OF THE 

INSTITUTE OF MUSICAL ART 

DOROTHY CROWTHER$, Director of 

THE PLACEMENT BUREAU 
INSTITUTE OF MUSICAL ART 
120 Claremont Avenue, New York City 
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THE INSTITUTE OF MUSICAL ART 

What It Is 
The Institute of Musical Art was established by 

Frank Da mrosch in 1905 wit h the gene ro us support of 
James Loeb. Its purpose was to p rovide cou rses of 
study which would embrace the subjects necessary to 
a well-rounded music education. The Institute began 
its career in the Lennox Mansion on lower Fifth Avenue 
with a faculty of dist inguished musicians and e ducators. 
The enrollment grew to such proportions that in 1910 
the Institute moved into its own building on Claremont 
Avenue. The present soundproof structure was erected 
on the sa me site in 1931. 

Duri ng the season 1926-27 the Insti t ute me rg ed wit h 
the Juilliard School of Music which is one of the 
functions of the Juilliard Foundation. The Foundation 
was established through the legacy of Aug ustus D. 
Ju illiard for the adva nceme nt of music in A merica . 
The Juilli a rd School of Music includes the Institute of 
Musica l Art, the Jui!lia rd Graduate School, and the 
Juilli a rd Summe r School. J ohn Erskine is Preside nt, 
Ernest Hutcheson is Dea n, a nd Osca r Wag ner is 
Assist a nt Dea n of the Juill ia rd School of Music. George 
Wedge is Director of t he Juilliard Summer School. 

The scope of the Inst itute's educational activities is 
broad. The re a re regular course s for stude nts of uni
ve rsity age a nd o lde r; inte rmedia t e courses fo r stude nts 
a tte nding high school; p re parato ry courses fo r younger 
childre n co nducte d in va rious pa rts of New York; 
exte nsio n courses fo r business people ; a specia l course 
of training fo r music supervision in the public schools. 

A number of substantial prizes and scholarships 
stimulate competitive a chievement a mong the ma ny 
students who come fro m every state in t he Union, 
fro m C a nad a , Europe, Asia, Africa, a nd South A merica. 
The lectures, recitals, opera perfo rma nces, chamber 
music a nd sympho ny conce rts g iven a t the school 
e nrich t he musica l experience of those privileg ed to 
study a t the Institute . 

THE INSTITUTE OF MUSICAL ART 

What It Gives 
The musical equipment of the graduates of the 

Inst itute of Musical Art qua lifies the m to hold positions 
of responsibili ty a nd to fill e ngageme nts with out
sta nding success. A la rge pe rcentage of the name s 
now prominent in a ll fie lds of music in America have 
been on the roster of students at the Institute. 

Musicianship 

In a dditio n to recog nized t ale nt a nd an accepted 
re pertoire in their principal subjects, stude nts must 
meet exacting demands in othe r b ranches of music 
incl uding the study of ha rmo ny, counterpoint, com
posit ion, and practical expe rie nce in e nsemble, or
chestra playing, and co nducting. 

Certificate 

A graduatio n certificat e is awa rded t o stud e nts in 
the vocal a nd instrumenta l courses. This is atta ined by 
the ave rage stude nt af ter three o r four yea rs of study 
in the Institute . 

Diploma 

The Post-Graduate Diploma is awarded to candidates 
who have sa tisfied specifi c departmental require ments 
and have qua lified in t he courses of gene ra l and e du
catio nal psychology, methods of practice teaching , 
a nd mo re adva nced theo retica l work. A candidat e for 
a Diploma in C omposition must sub mit a symphonic 
work score d fo r fu ll orchestra. 

Degree 

The degree of Bachelor of Science with ma jo r in 
music is confe rred upon ca ndidate s who have com
ple ted the New Yo rk State a p proved course in gene ra l 
a nd music e ducation. With this d egree the g raduat e 
a utomatically becomes e ligible fo r the New York Stat e 
teache r's ce rtificate. 
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WE SUPPLY 
For any part of the United States 

Singers 

Violinists 

Pianists 

'Cellists 

Organists 

Accompa nists 

Choir Directors Chorus Conductors 

Orchestra Leaders 

Orchestra Players of every instrument 

Symphony Orchestras Dance Orchestras 

Instrume ntal or Chora l Groups 

Composers Arrangers C opyists 

Teachers with degrees qualified for positions in 
Public School Music Departments 

Teachers in all bra nches of music for private or class 
instruction including composition, harmony, counter

point, histo ry, and apprecia tion 

Teachers prepared to teach academic subjects or to 
direct other activities in addition to music 

Organizers of music departments in schools 

Writers on music subjects 

Musicians who speak foreign languages 

Address all requests to 

THE PLACEMENT BUREAU 
INSTITUTE OF MUSICAL ART 
120 Claremont Avenue, New York City 

Te lephone: MOnume nt 2-9338 

The services of the Bureatt are given without charge 
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JUILLIARD GRADUATE SCHOOL 

ARTHUR MAHONEY 

THALIIA MARA 

on 

S((J[Jbtu:rd!a¥§ Evenhllg, April ~:he Tmdh 

Nineteen hunmd!lt'ed! Jl•hiir.il'g-seven 

all' eighJlq_•hiirll'g 

in the 

130 Claremont Avm:JHLI!e 

NEW YORK CITY 

-¢' 

Upon receipt of this card two tickets of admission will be sent to 

you for the Dance Recital on 

SATURDAY EVENING, APRIL 10 at 8.30 

This card must be returned by April4 Please enclose a self-addressed envelope 

Name ...... . --················································· --····················--·-··········-········· --························--······ ····---·········--·········· 

Address ....... . 



The Concert Department 

JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 
NEW YORK CITY 

Upon receipt of this card two tickets of admission will be sent to 

you for the Dance Recital on 

SATURDAY EVENING, APRIL 10 at 8.30 

This card must be returned by April4 Please enclose a self-addressed envelope 

Name .................................................................. . 

Address .............................................. . 
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JUILLIARD SCHOOL OF MUSIC 
SEASON 1936-1937 

DANCE RECITAL 
BY 

ARTHUR MAHONEY 
AND 

THALIA MARA 

Assisted by 

SUZANNE BLOCH 
Player of Lute, Virg ina ls and Harpsichord 

FREDERICK DVONCH JERONIMO VILLARINO 
Violi n Guitar 

FLORENCE GESCHWIND 
'Cello 

LEONARD MATTHEWS 
Jazz Piano 

JACK RADUNSKY 
Piano 

SATURDAY EVENING, APRIL 10, 1937 

at eight-thirty o'clock 

CONCERT HALL 

130 Claremont Avenue 

NEW YORK CITY 



PROGRAM 

PART ONE 

I. Pavane- Alma in ···························- ............. Orlando Gibbons 
MISS MARA and MR. MAHONEY 

2. Gaillarde Tambourina .......................... .............. Anonymous XVI Century 
MISS MARA 

3. Bourree 
MR. MAHONEY 

4. Scottish Dances . 
MISS BLOCH 

PART TWO 

I. Le Roi Solei I (Sarabande- Courante) ... 
MR. MAHONEY 

2. Gigue (Diane Chasseresse) ... 
MISS MARA 

.. . Purcell 

. ..... .Straloch MSS 

. ................... Lully 

Bach 

3. Sarabande .... . ... .. ................................ Handel 
MISS MARA and MR. MAHONEY 

4. Allemande ... Bach 
MISS MARA ond MR. MAHONEY 

5. Musette (XIX ieme siecle) ... . ............ ........ Gluck 
MISS MARA 

6. Rigaudon (Impromptu) ... .Couperin 
MR. MAHONEY 

Intertnission 

PART THREE 

I. Sevilla .. . . .............................. Aibeniz 
MISS MARA end MR. MAHONEY 

2. Allegrias .... . ............................. Popular 
MISS MARA 

3. Bulerias 
MISS MARA Md MR. MAHONEY 

.......... Popular 

4. Farruca .. . ....... Popular 
MR. MAHONEY 

5. Garrotin ........................... _ 
MISS MARA and MR. MAHONEY 

......... Popular 

6. Medias Grenadinas .... . ................................ ..................... ................... Popular 
MR. VILLARI NO 

PART FOUR 

Twentieth Century Menuet (Lindy Hop). 
MISS MARA and MR. MAHONEY 

Steinway Piano 

. ................ Popular 

PROGRAM NOTES 

I. a. Pavane 

b.Almain 
2. Gailla rde (Tambourina) 
3. Bourree 

PART ONE 

Thi s group of dances was conceived by Mr. Mahoney through his interest in 

the music of the Sixteenth Century composers. It suggested to him the rich 

patt erns of court dances, yet becouse it is English, the quality is distinct from 

the el a bo rate romanticism we expect of t he court. Whether slow or gay, the 
st yle is se lf-con tained, strong and a loof from the fripperies of t he continent. 

4-. Scottish DMces 

PART TWO 
I. el. Sarabande (La Roi Soleil) 

b. Courante 
2. Gigue 
3. Sarabande 
4. A llem ande 

These four dances re late to the French Court of the Eigh teenth Cen tury. To 
copt ure the romantic movement before its la ter sentimentalities and mel a n

cholias, Mr. Mahoney turned to the stylized yet embroidered movements 

of the French Court donee. In this period, royalty itself danced in the 

gorgeous court ballets, extending the grace <'lnd rich dignity of the movemeni"s 
into costumes of exquisite materials and shades and baroque head-dresses of 

plumes and precious stones. The first dance in this group, Le Roi Soleil, was 

created by Mr. Mahoney after the famous dance performed by louis XIV. 
The third dance, Gigue, created by Miss Mara, is based on the mythical 

Diane, a favorite character in court imageries. 

5. MuseHe 
Performed in the classic spirit of Gluck's music, this dance is model led after 

the famous ballerina, Tagl ione. At this time, the end of the Empire period, 

the ballet was just at the beginning of its romantic flourishing into t he theatri
col virtuosities; but the technique here is still classic in its restraint. 

6. Rigoudon 
A dance in pseudo-dcmic style with folk coloring. 

PART THREE 
I. Sevilla 

2. A llegrias 
3. Bulerias 

4. Farruca 

5. G<'!rrotin 
Except for the first number, this is o suite of Flomenco (gypsy) dances. The 

Flamenco were the folk dances of southern Spain. Performed with guitar, the 

music ond steps were handed down from one gener<'ltion to <'lnother. 

6. Medios Grenadinas 

PART FOUR 
Lindy Hop 

Twentieth Century Menuet 

Costumes for numbers 3, 5, 6, I 0, and 17 designed by MARCO MONTEDORO 

Costumes for numbers 6, 7, 8, 9, Md 17 executed by ANNE ELLIOTI 
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EXHIBITION 
OF 

RECENT PAINTINGS 
BY 

JOHN J. SOBLE 

JUILLIARD GRADU/\TE SCHOOL 

One Thirty Claremont Avenue 

New York City 

November T wen+y-sixth to December Fourth , inclusive 

(except Sunday) 

from two to five-thirty o'clock 

Nnvmulbc:r Twcnll.·~~sixth tn DcccmlbcJr Foudh9 inclusive 

from two to £v~ll.'hid~ 

Exhi bit ion closed on Sunday 



PRESS COMMENTS 

"John J. Soble is a new name in Americ<'ln Art."-Art Digest, July 1937. 

Margaret Breuning referring to his "Sixth Avenue" which was recently purchased by 
the Toledo Museum, says:" .. . I wish that more ar-tists who paint figures would paint 

them with the fluency, the sense of vigorous life and easy physical grace of this 

canvas."- New York Sun. 

Carlyle Burrows in the New York Her.!!ld Tribune says: "In J. J. Soble they have an 
exponent who hos someihing pictorial and interesting to say . " 

Dorothy Grafly describes "School Days" (No. 7 in th0 present exhibition} as a "fine 

exomple of the best type of rea lism as honestly American as one may find."

Philadelphia Record. 

COMMENTS ON MOST RECENT EXHIBITION 

"Other canvasses that appea l are 'Unemployed,' 'School 'Hallowe'en,' and 

'Indian Summer.' A group of drawings, nudes and smal l show the firm 

foundations on which ho had bui ldod. All in all, ono of those whom it will be well 

to keep an eye on.''- Melvil le Upton, Now York Sun, November II, 1937. 

"Outstanding of the ortist's recent pictures is o view of Radio City from a Sixth 

Avenue roof-top. The great rising skyscrapers in the distance form a huge solemn 

abstroct design that dominates nearly all of the canvas, whi le on the foreground 

roof-top are two girls- two love ly EsmEJreldas dancing away the city's awful majesty. 

A group of drawings included in the show are entire ly of children, full of under

standing 'little women.' When Sob le tackles such a figure subject as 'Unemployed,' 

there is no protest.' '- The Art Digest, November 15, 1937. 

"A very capable pa inte r, Mr. Soble's evident thorough knowledge of painting and 
composition are important assets to him in his work.''- Carlyle Burrows, New York 

Herald Tribune, November 14, 1937, 

"Honest, able art. , . He handles his brush vigorously, fluently, understandingly.''

Emily Genauer, New York World Telegram, November 13, 1937. 

"John J. Soble paints homely vistas and interiors, infusing them with a sturdy poetry 

and a touch of romance ... . It is thoughtful painting, unostentatious and sound." 

-New York Times, November 14, 1937. 

Mr. Soble has exhibitod in the following institutions: 

Pennsy lvania Academy of Fine Arts 

Ch icago Art Institute 

Co rcoran Gal leries, Woshington 

National Academy of Design, Now Yo rk 

Toledo Museum of Art, Toledo, Ohio 

CATALOG 

I. Through My Window 16. Three Killed Daily 

2. Midtown's Backyard 17. My Wife's Dress 

3. Fitting Room 18. A Silent Note 

4. Early Summer 19 . Self-portrait 

5. Nude 20. The Green Table 

6. Williamsburg Bridge 21. La Fin 
loaned by Mr.John Erskine 

22. Confidante 
7. School Days 

8. Unemployed 
23. Connie of Tenth Avenue 

loaned by Mr. Md Mrs. Ernest Hutcheson 

24. Thanksg iving Morning 

9. Pasture 

25. The Frankel Farm 

I 0. Red Earth 

26. Cutting Oats 

I I. Hallowe'en 

27. Nude 
12 . Indian Summer 

28 . Silos 
13. Su nday Morning Loaned by Mr. Oscar Wagner 

14. A Cup of Coffee 29. Retrospection 

15. Gossip on the Hill 30. Day Dreams 

Pastels and Drawings 

Novmnber T·wentu·sixth to Dcecmnher Foulr'l'h, inclusive 

fronl two to five-thirty 

Ex hibition closed on Sunday 



You <Oill"e inviill'ed :lho view <Oin-n 

EXHJJ:BI''lr'liON OF PAJLNTJINGS 

JfOHN ru1J. SOBLJE 

<!llll:' 

One Thidy C!<Oirenllllm-nff' A vmnm, New Y orlk Citg 

:flt'Onllll 

Nnvenu!be:r Twenll'gg§ixtlh to Decenllll!belt' Foudh~ in-ndaJI§ive 

:fll."o nllll two to five=i•hidg 

Exhibit ion c losed o n Sunday 



bg ll'h~ chiMren. frol!ll]. the 

Prcpunl!lborg Dcpodl!ll].en.t of 'lihe 

b~§lJ<i:h.[Jl<e of Mu§icoll Art 

on. 

Soturdug l!ll].OJrn.in.g, Deccl!ll].ber eight~en.ll'h 

Ni:rncll'~cn hundred and thidg~§~vcn. 

ut d~ven o'clock 

Conced HuH 

130 Clore.ll1Dlont A venue 

New York Citg 

Please present i·his invita·lion at the door 

CONCERT HALL 

One Thirty Claremont Avenue 

NEW YORK CITY 
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INSTITUTE OF MUSICAL ART 
OF THE 

JUILLIARD SCHOOL OF MUSIC 

-} 

CHRISTMAS CONCERT 
BY THE 

PREPARATORY DEPARTMENT 

MRS. ELIZABETH F. HA RRIS, Pri ncipal 

-} 

Saturday Morning, December Eighteenth 

Nineteen Hundred Thirty-seven 

at Eleven o'clock 

-} 

CONCERT HALL 

• One Thirty Claremont Avenue 

NEW YORK CITY 
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PROGRAM 

Song 

0, Lord, Most Holy 

Piano 

ORGAN, PIANO AND STRING ACCOMPAN IMENT 

CLASSES IN CHORAL SINGING 

BELLE JUL\E SOUDANT, Conductor 

March, li ttle so ld ier 

Sleeping time 

Hobby horse 

CAROLYN MACKOFF 

Violin Il l 

Legends 

Capricietto 

EUGENE JACOBOWSKY 

IV 

Cesar Franck 

Chorus 

Pinto 

.Pinto 

.. Pinto 

.Wien iawski 

... Mendelssohn 

Dalcroze Eurythmics. (Directed by Miss Hahn) 

Une plaissanterie 

Celtic Song .... 

En chemin de fer 

Piano 

Sici lia no 

Corrente .. 

DORIS PINES 

BETTY LESSER 

CAROLYN MACKOFF 

Mo ussorgsky 

George F. Boyle 

VIRGINIA PASSACANTANDO 

PEGGY PRESSON 

SUZANNE SOLOMON 

v 

CHARLES ROSEN 

.Poulenc 

Pampan i-Philipp 

Handel 

PROGRAM 
{Continued) 

VI 

Creative Work. ... (by the classes of Mary louise Sims} 

The Story 

"THE HOUSE THAT JACK BUILT" 

(The composers at the Piano) 

Once there was a litt le man named Jack, who was a carpenter by 

+rode. One day Jack sud denly realized that he was growing older 

each day and he asked himself: ''What have you done for a world 

that has given you so much that is good and beautiful?" So, he rose 

and put his own house in order, and then he went on a for journey 

into Wonderland. There Jack built a great, beautifu l hou se and to 

it he brought all that host of littl e creatures who are the firs t ond 

best loved f rien ds of children everywhe re. "For," said he, "here they 

ma y live safely sheltered and happy ever afte r, to gladden th e 

hearts of one generation of children after another." 

Then, whe n all was done, Jack himse lf was so happy that he set 

the bells in oil the towers ringing gaily. 

(a) Voice .. Jack 's Medita ti on *MARSHALL WRUBEL 

(b) Two Pianos ... Building the House .... *MARSHALL WRUBEL and *ARTHUR FERRANTE 

{c) Voices .. 

{d) Piano. 

Clcdter, clang , and discourageme nt-The vision-Fresh effort brings 

the ho use to speedy and triumphant completion. 

.. VIRGI N IA PASSACAN TANDO 

This is the house t hat Ja ck built 

The beautiful house +hot Jack bui lL 

These are the gardens fa ir a nd wide 

Embracing the house on every side 

The birds and beasts and fairy wood 

. CHARLES ROSEN 

Where Goldilocks lives and Red Riding Hood. 
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PROGRAM 
{Continued) 

VI 

Creative Wo rk.. ............ (by the classes of Mary Louise Sims) 

The Story 

"THE HOUSE THAT JACK BUILT" 

(The composers at the Piano) 

Once there was a litt le man named Jack, who was a carpenter by 

trade. One day Jack suddenly realized that he was growing older 

eoch day and he asked himself: "What have you done for a world 

that has given you so much that is good and beautiful?" So, he rose 

and put his own house in order, ond then he went on a far journey 

into Wonderland. There Jack built a great, beautiful house and to 

it he brought al l that host of little creatures who are the first and 

best loved fr iends of children everywhere. "For," said he, "here they 

may live safely shelte red and happy ever after, to gladden the 

hearts of one generation of children after another." 

Then, when all was done, Jack himself was so happy that he set 

the bel ls in all the towe rs ringing gaily. 

{a) Voice .... Jack's Meditation .. . .. *MARSHALL WRUBEL 

(b) Two Pianos ... Building the House .... *MARSHALL WRUBEL and *ARTHUR FERRANTE 

(c) Voices 

(d) Piano 

C latter, clang, and discouragement-The vision- Fresh effort brings 

t he house to speedy and triumphant completion. 

VIRGINIA PASSACANTANDO 

This is the house that Jack built 

The beautiful house that Jack built. 

These are the ga rdens fair and wide 

Embracing the house on every side 

The b irds and boasts and fa iry wood 

CHARLES ROSEN 

Where Goldi locks lives and Red Ri d ing H ood. 

0' ~-;;,~: .. : 

"';;fit l 

~:~~ 

PROGRAM 
(Continued) 

{e) Voices and Piano 

These ere the spirits of Youth and Joy 

Of chi ldhood's faith without alloy 

Who dance and sing and never grow old 

In the wonderful house that Jack built. 

Tom, the Piper 's Son JOSEPH LIEBLING 

Little Bo Peep .. VIRGINIA PASSACANTANDO 

The Naughty Boy DORIS PINES 

Mistress Mery CHARLES ROSEN 

little Boy Blue DORIS PINES 

The Sleeping Beauty. HELEN OLSEN 

Cinderella and the Prince .. HELEN OLSEN 

{f) Two Pianos *ARTHUR FERRANTE and *MARSHALL WRUBEL 

Orchestra 

Air b Ia BourrSe. 

Choral.. 

These are the bells that rang in the tower 

Of the wonderful house that Jack built. 

VII 

Minuet du Boeuf (Arranged by Alfred Pochon) 

ORCHESTRA OF THE PREPARATORY DEPARTMENT 

LOUIS J. BOSTELMANN, Conductor 

(*Members of the c lass of 1936-37) 

..Handel 
tl685-1759) 

Bach 
(1685- 1750) 

... Haydn 
( 1732- 1809) 
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INSTITUTE OF t\~USICAL ART 
OF THE 

JUILLIARD SCHOOL OF MUSIC 

120 Claremont Avenue 

You are invited to attend a 

CHRISTMAS CONCERT 

by the 

CHORUS OF THE INSTITUTE OF MUSICAL ART 

ROBERT CRAWFORD, Conductor 

Assis+ed by 

THE AEOLIAN CHOIR of TRENTON, N.J. 

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC 

Wednesday evening, December Fifteenth 

Nineteen hundred and thirty-seven 

at eight-thirty o'clock 

Concert Hall, One Thirty Claremont Avenue 

New York City 

Upon receipt of this card two ticket s of admission will be sent to 
you for the Christmas concert on 

WEDNESDAY EVENING. DECEMBER 15, at 8.30 

This ca rd must be returned by Decembe r I 0 Please enclose a se lf-addressed envelope 

Name ....... ........................... . 

Address ........................................ ............................................. . 

_ ... 



INSTITUTE OF MUSICAL ART 
OF TH F 

INSTITUTE OF MUSICAL ART 
of the 

JUILLIARD SCHOOL OF MUSIC 

120 Claremont Avenue 
NEW YORK CITY 

Upon receipt of this card two tickets of admission wil l be sent to 

you for the Christmas conceri· on 

WEDNESDAY EVENING, DECEMBER 15, at 8.30 

This card must be returned by December 10 Please enclose a self-addressed envelope 

Name .............................................................................. . 

Address ............................................................................................................................... ······································-······ 



JOILLIAHD GHADOATF: SCHOOL 

HAHPfJICHOTID RECITAL 

by 

Friday Afternoon, Muy G, 1938 
at f our-thirty o'clock 

Hoorn 610 

PHOGHAM 

I 

Fanta~>ia inC minor ••••..•.......•••••••• J. s. :Bach 

Fugue fror1 the Magnificat ..•••••••••••. J. Pachelbe1 

Harmonious Dlacksmi th •••.•••••.• •.•..•..• ..• • Handel 

II 

Italian Concerto ...•••...•.•.....•.•...•• J. S. Dach 

III 

Les Fastes de l a Grande et Ancienne .......• Couperin 
Menest:randis e , 

Act l - Les Notables et Juras 
Act 2 - Les Vielleux e t l es Gueux 
Act 3 - Les J ongleurs , Sauteurs et 

Sal t1mbanq1.H-)S a v e:c les 
ours e t les sin ges 

Act 4 - Les Invulides 
Act 5 - Desordrc:, et Dcf:rou tc de 

touto 1a Troupe 

IV 

Fantasie inC minor •. . ......•..•.•.......•.•• Mozart 

'H1.ree Son::J.tcts .•...... .•. .•.•..• o o Domenico Sco.rla tti 

1685-17 50 

1653-1706 

1685 .... 17 59 

1685-17 50 

1668-1.733 

17 56-1791 

1685-1'7 57 

.. 
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SEASON 1935-1936 

THE JUILLIARD SCHOOL OF MUSIC 

PROGRAMS 
of the 

BEETHOVEN CYCLE 
Presenting the Nine Symphonies 

with selected 

Concertos, Overtures, and Concert Arias 

CONCERT HALL 
JUILLIARD SCHOOL OF MUSIC 

130 Claremont Avenue 

ALB ERT STOESSEL, Conductor 

ERN EST HUTCHESON, Associate Conductor 

Orchestra of the Juilliard School of Music 

The proceeds of these concerts will be given to the 
Stude nts' Aid Fund of the Juilliard Schoo l of Music 

Subscription for the cycle of six concerts ................................................ $5.00 

Students' rate for the cycle of six concerts....... . ........................ $3.00 
[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) 

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

Overture to "KOnig Stephan," op. 117 

Symphony No. I in C major, op. 21 

"An die Hoffnung," op. 32, for boritone solo and orchestra 

HORATIO CONNELL 

Symphony No. 2 in D mejor, op. 36 

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

Overture to "Egmont," op. 8'1-

Piono Concerto in B flat, op. 19 

JAMES FRISKIN 

Symphony No.3 in E flat, op. 55 (Sinfonio eroico) 

Ill 

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

Overture to "Coriolanus," op. 62 

Symphony No. 4 in B flat, op. 60 

Elegiac Song, op. 118, for voc<'lll quartet ond strings 

(Vocal roloisfs to be <'llnnounced later) 

Symphony No. 5 in C mino r, op. 67 

PROGRAMS 
(SUBJECT TO CHANGE) 

IV 

FRIDAY, JANUARY 24, 1936, AT 8:30P.M. 

"leonora" Overture, No. 3, op. 72a 

Violin Concerto in D major, op. 61 

ALBERT SPALDING 

Symphony No.6 in F, op. 68 {"Postoral" Symphony) 

v 

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

Symphony No. 7 in A major, op. 92 

Piano Concerto in C minor, op. 37 \ 

OSCAR WAGNER} 

Symphony No. 8 in F, op. 93 

VI 

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

Piano Concerto in E flat, op. 73 

ALEXANDER SILOTI 

Symphony No.9 in D minor, op. 125 ("Cho ral" Symphony) 

(with the co-operation of the Oratorio Society of New York) 

{Vocal soloists to be announced later) 
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SPECIAL ANNOUNCEMENT 

In connection with the Beethoven Cycle of Orchestral Concerts, 

the Juilliard School of Music announces a series of five Chamber

music Concerts, also devoted to the works of Beethoven, on Tuesday 

afternoons a·r five o'clock. 

NOVEMBER 12, 1935 

DECEMBER 17, 1935 

JANUARY 14, 1936 

FEBRUARY 25, 1936 

MARCH 17, 1936 

The programs wi ll be selected from the String Quartets, the 

Trios, the Sonatas for Piano and Violin, the Sonatas for Piano and 

'Cello , etc. 

The faculty, graduates, and students of the Juilliard Graduate 

School will participate in the programs. 

THESE CONCERTS WILL BE FREE TO T HE PUBLIC 

Applications for t ickets shou ld be sent by mail to 

THE CONCERT DEPARTMENT 

130 Claremont Avenue 

New York, N.Y. 

,._..,,..,fi\;<Jt 1'<;.1;> 1 '-'¥1:;:-f IU I COl 1 O IIU VVI !I,.t;:: [! r\1 1 0~ 

FRIDAY EVENINGS, at Eight-thirty 

November I December b February 7 

November 22 January 24 March 27 

ALBERT STOESSEL, Conductor 

ERNEST HUTCH ESON, A ssociate Conductor 

So loists: HORATIO CONNELL, JAMES FR ISKIN, JOSEF 
LHEVI NNE, A LEXAND ER SILOTI , OSCAR WAGNER 

and others to be announced later 

Concert H all 

JU ILLIARD SCHOOL OF MUS IC 
130 C laremont Avenue 

NEW YORK C ITY 
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Presenting the Nine Symphonies -~ c 
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FRIDAY EVENINGS, at Eight-thirty 

2 _c - ~ 
November I December 6 February 7 f- -

November 22 January 24 March 27 

ALBERT STOESSEL, Conductor 
lj 

ERN EST HUTCHESON, Associate Conductor 

¢ i 

Soloists: HORATIO CONNELL, JAMES FRISKIN, JOSEF 

• LHEVINNE, ALEXANDER SILOTI, OSCAR WAGNER 
and others to be announced later 

¢ 
i 

! 
Concert Hall 

.JUILLIARD SCHOOL OF MUSIC 
' 

130 Claremont Avenue i 

NEW YORK CITY 

I 
I ' 
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SUBSCRIPTION BLANK 

JUILLIARD SCHOOL OF MUS IC 

BEETHOVEN CYCLE OF SIX SYMPHONY CONCERTS 

I enclose my check in ihe amount of ~-- .subscription(s) 

to the course of six concerts 

Name ... 

REGULAR SUBSCRIPTION .... . .... $5.00 STUDENTS" SUBSCRIPTION ..... . . ... $3.00 

Please make checks or money orders payable to VI. J. BERGOLD, Accountant 
and send with applications for course tickets to the 

Concert Department 

JUILLIARD GRADUATE SCHOOL 
130 Claremont Avenue, New York City 

NOTE 

Because of his many engagements cui of town 

Mr. Josef Lhevinne will not be able to appear in 

The Beethoven Cycle as announced in the pre

liminary notice. 

. ..... 
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JUILLIARD GRADUATE SCHOOL 

BEETHOVEN CYCLE 
OF 

SIX SYMPHONY CONCERTS 

First Concert 

FR IDAY EV ENIN G , N O V EMBER I , 1935 

at Eight-thirty 

CONCERT HALL 

130 Cl a r e m o nt A ve nue 

NEW YO RK CITY 



PROGRAM 

Overture to "KOnig Stephan," op. 117 

Symphony No, I in C major, op. 21 

Ad<'lgio mo1to 

Andante cantabile con mota 

Menuelto 

Ad<1gio - Allegro mol toe vivace 

In termission 

Ill 

"An die Hoffnung," op. 32, for baritone solo and orchosho 

HORATIO CONNELL 

IV 

Symphony No. 2 in D major, op. 36 

Adagio mol to- Allegro con brio 

larghetto 

Scher:to (Allegro) 

Finale {Alleg ro molto} 

Orchestra of the Juilliard School of Music 

Conductor: A LBERT STOESSEL 

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

"AN DIE HOFFNUNG" (TO HOPE) 

(Aus Tiedges Urania) 

Translation by H. Y. HI LPRECHT 

If a God exist? If He will accompl ish, 

Whot our longing eye desires to see? 

Will on Judgment Day the curtain rise, 

To reveal life's mystery and riddle? 

Hope must be man's guide! 

No question ask! 

0 Hope divine, when clouds obscure our vision, 

Come Thou , to veil <'I l l grief and worry 

Tormenting tender sou ls by night; 

0 Hope, lift high obove this dale of sorrow 

The soul upon the wing of mercy, 

Where angels count the tears here shed. 

When passed away the sound of loving voices, 

When withered trees and leafless branches 

Are all tha t sti ll remain of life : 

Then come to me , whe re lonesome and fors~:~ ken, 

At midnight hour 1 dream and tremble 

And rest my arm on broken urns. 

And when I frown upon my fote so cruel. 

Behold the sun's L'lst roy just fod ing, 

While darkness shrouds life's ebbing sea; 

Then let appear, before this dreamland vanis h, 

A distant gleam of morning dawning, 

Another sun beyond the clouds. 

0 Hope divine, etc. 
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JUILLIARD GRADUATE SCHOOL 

BEETHOVEN CYCLE 
OF 

SIX SYMPHONY CONCERTS 

Second Concert 
FRIDAY EVENING, NOVEMB ER 22, 19 35 

at Eight-thirty 

130 Claremont Avenue, New York City 

~ 

PROGRAM 

I 

Overture ·~o "Egrnont," op. 84 

I I 

Piano Concerto in B flat, op. 19 
Allegro con brio 

Adagio 
Rondo (Allegro molto) 

JAMES FRISKIN 

Intermission 

Ill 

Sym phony No. 3 in E flat, op. 55 (Sinfonia eroica) 

Allegro con b rio 
Marcia f une bre (Adagio assai) 

Scherzo (Al legro vivace ) 
Finale (A llegro molto) 

Orchestra of the J uill ia rd School of Music 

ALBERT STOESSEL, Conductor 

Steinway Piano 

The next concert of the cycle wil l be given on Friday evening, December 6 
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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 

II 

Symphony No. 4 in B flat, op. 60 
Adagio- Allegro vivace 

Menuetto 
Allegro vivace 

Allegro rna non troppo 

Intermission 

Ill 

Elegiac Song, op. I 18, for vocal quartet and strings 

MAXINE STELLMAN, soprano 
LUCIELLE BROWNING, mezzo soprano 
ALBERT GIFFORD, tenor 
GEAN GREENWELL, bass 

IV 

Symphony No. 5 in C minor, op. 67 
Allegro con brio 

Andante con mota 
Allegro 

Allegro 

Orchestra of the Juilliard School of Music 

ERNEST HUTCHESON, Conductor 

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



JUILLIARD GRADUATE SCHOOL 

BEETHOVEN CYCLE 
OF 

SIX SYMPHONY CONCERTS 

Fourth Concert 

FRIDAY EVENING, JANUARY 24, 1936 
at eight-thirty 

130 Claremont Avenue, New York City 

PROGRAM 

I 

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

II 

Violin Concerto in D major, op. 61 
Allegro , ma non troppo 

Larghetto 
Rondo 

ALBERT SPALDING 

Intermission 

Ill 

Symphony No. 6 in F, op. 68 ("Pastoral" Symphony) 
Allegro, ma non troppo (Awakening of cheerful feelings on arrival in the country] 

Andante molto mosso (Scene by the brook) 
Allegro (Merry gathering of peasants) 

Allegro (Thunder-storm) 
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 

SIX SYMPHONY CONCERTS 

Fifth Concert 

FRIDAY EVEN<ING, FEBRUARY 7, 1936 
at eight-thirty 

130 Claremont Avenue, New York City 

PROGRAM 

Symphony No. 7 in A major, op. 92 
Poco sostenuto- Vivace 

Allegretto 
Presto 

Allegro con brio 

II 

Piano Concerto tn C mtnor, op. 37 
Allegro con brio 

Largo 
Rondo: Allegro 

OSCAR WAGNER 

Intermission 

Ill 

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 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 1n 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 

II 

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

Allegro, ma non trappe un poco maestoso 

Molto vivace 

Adagio molto e cantabile 

Choral finale 

RUBY MERCER, soprano 

LUCI ELLE BROWNING, contralto 

ROBERT BETTS, tenor 

GEORGE BRITTON, baritone 

Chorus of the Oratorio Society English text by Natalia Macfarren 

Orchestra of the Juilliard School of Music 

ALBERT STOESSEL, Conductor 

, 
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JUILLIARD GRADUATE SCHOOL 

BEETHOVEN CYCLE 
OF 

CHAMBER-MUSIC CONCERTS 

First Concert 

TUESDAY AFTERNOON, NOVEMBER 12, 1935 

at Five o'clock 

130 Claremont Avenue, New York City 

PROGRAI'v1 

Quartet in F minor, op. 95, for two violins, viola, and 'cel lo 
Allegro con brio 

Al legretto ma non troppo 
Allegro assai vivace, ma serioso 

Larghetto- Allegretto agitato 

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

II 

Sonata in A minor, for piano and violin, op. 47 ("Kreutzer Sonata") 

Adagio sostenuto- Presto 
Andante con variazioni 

Finale (Presto) 

ROSALYN TURECK and LOUIS PERSINGER 

Ill 

Trio in E flat, op. I, No. I, for piano, violin, and 'ce llo 

Allegro 
Adagio cantabile 

Scherzo (Al legro 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. 



- ~ 
JUILLIARD GRADUATE SCHOOL 

BEETI-IOVEN CYCLE 
OF 

CHAMBER-MUSIC CONCERTS 

Second Concert 

TUESDAY AFTERNOON, DECEMBER 17, 1935 

at Five o'clock 

130 C la remont Avenue, New York City 

PROGRAM 

Trio in D major, op. 70, No. I 
A llegro con brio 

Largo 
Presto 

SASCHA GORO DNITZKI, piano 
HARRY FRI EDMA N, vio lin 
ALAN SHULMAN, 'cello 

II 

Septet in E flat major, op. 20 
Adagio - A llegro con brio 

A dagio cantabile 
Tempo d i menuetto 

Tema con va riazioni (Andante) 
Scherzo (A llegro molte e vivace) 

Andante con moto alia marcia- Presto 

FREDERIC K BULDRIN I, violin 
FREDERI CK DVONCH, vio la 
BERNA RD G REENH OUSE, ' cel lo 
SAMUEL GOLDMA N, double bass 
STEPHEN MAXYMCIW , bassoon 
LESTER SALO MO N, French horn 
HERMAN SCHO LL, clarinet 

~ 

Steinway Piano 

The next conce rt of this course wil l take p lace on Tuesday, J a nuary 14, at 5 p.m. 



JUILLIARD GRADUATE SCHOOL 

BEETHOVEN CYCLE 
OF 

CHAMBER-MUSIC CONCERTS 

Third Concert 

TUESDAY AFTERNOON, &A-N~'¥-+4-;-l..Q.J.&- February 4 , 1956 
at Five o'clock 

130 Claremont Avenue, New York City 

PROGRAM 

Quartet in C minor, op. 18, No. 4 
A llegro ma non troppo 

Scherzo (Andante scherzoso quasi allegretto) 

Menuetto (Allegretto ) 

Al legro 

BESSIE SIMON, EUG ENIE LIMBERG, NATHAN GORDON, FELIX SALMOND 

II 

Sonata in D major, op. I 02, No. 2 
A llegro con brio 

Adagio con molto sent i mento d'affetto 

Allegro fug ato 

MURIEL KERR and FELIX SALMOND 

Ill 

Trio in B flat, op. 97 
A llegro moderato 

Scherzo (A llegro) 

Andante cantabile, ma pero con moto 

A llegro moderato 

MURI EL KERR, BESSIE SIMO N and FELIX SALMOND 

Steinway Piano 

The next conce rt of th is course wil l take place on Tuesday, February 25 
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JUILLIARD GRADUATE SCHOOL 

BEETHOVEN CYCLE 
OF 

CHAMBER-MUSIC CONCERTS 
~ 

Fourth Concert 

TUESDAY AFTERNOON, FEBRUARY 25, 1936 

at five o'clock 

130 Claremont Avenue, New York City 

PROGRAM 

I 

Quartet in F major, op. 18, No. I, for two violins, viola and 'cello 
Allegro con brio 

Adagio- Affettuoso ed appassionato 

Scherzo (AI leg ro mo Ito) 

Allegro 

JACQUES LARNER, GEORGE OCKNER, NATHAN GORDON, BERNARD GREENHOUSE 

II 

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 DVONCH, PAUL WINTER, NATHAN GORDON, BERNARD GREENHOUSE 

Ill 

Quartet in E flat major, op. 16, for p1ano, violin, viola and 'cel lo 
Grave- Allegro, ma non troppo 

Andante cantabile 
Rondo (Allegro, 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. 

.1 

. 
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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 Avenue 

NEW YORK CITY 



PROGRAM 

Sonata in C minor, op. 30, No. 2, for piano and violin 

Allegro con brio 

Ad<~gio cantabile 

Scherto-<~llegro 

Al legro 

GREGORY ASHMAN and INEZ LAURITANO 

Faithfu' Johnnie 

In questa tomba oscura 

Der Kuss 

Die Liebe des Niichsten 

Die Ehre Gottes aus der Natur 

HORATIO CONNELL 

Milton Schwtsrtz l'lt the piano 

Ill 

Trio in E flat, op. 70, No.2, for piano, violin and 'cello 

Poco sostenuto- Alleg ro ma non troppo 

Allegretto 

Allegretto ma non troppo 

Allegro 

JAMES FRISKIN, INEZ LAURITANO, ALAN SHULMAN 

Steinway Piano 

A recital of vocal music will take place on Tuesday, March 24, at five o'clock 

FAITHFU' JOHNNIE 

"When will you come again, my hithful Johnnie?" 
"When the corn is gathered, 
And the leaves are wi thered , 

I will come again, my sweet and bonnie." 

"Then winter's wind will blow, my faithful Johnnie." 
"Though the day be dark wi' drift, 
That I cannot see the lift, 

I will come again, my sweet and bonnie." 

"And sh all we p<'lrt aga in, my faithful Johnnie?" 
"So long as my eye can see, Jean , 
That face so dear to me, Jean, 

We sh all not part again, my sweet and bonnie." 

IN QUESTA TOMBA OSCURA 

In ques+o tomba oscura lascia mi riposar; 
Quando vivevo, ingrata , dovevi a me pensar. 
loscio che l'ombre ignude godansi pace almen 

E non, begnor mie ceneri d'inutile velen, 

DER KUSS 

lch war bei Chloen ganz allein, und kUssen wollt' ich sie, 

Jedoch sie sprach, sie wUrde schrei'n, 

Es sei vergeb'ne MUh', 
lch wegt' es doch, und Ki.isste sie, trotz ihrer Gegenwehr. 

Und schrie sie nicht? Ja wahl, sie schrie; 

Doch, lenge hinterher. 

DIE LIEBE DES NACHSTEN 

So Jemond spricht: 
lch Iiebe Gott, und hasst doch seine BrUder, 

Der triebt mit Gottes W ahrheit Spot+ 

Und reisst sie gonz darnieder. 

Got+ is+ die Lieb', und will, 
Dass ich den Niichsten Iiebe gleich als mich. 

DIE EHRE GOTTES AUS DER NATUR 

Die Himmel rUhmen des Ewigen Ehre, 

lhr Schall pflanzt seinen Nemen fort, 

lhn ri.ihmt der Erdkreis, ihn preissen die Meere, 

Vernimm, 0 Mensch, ihr gOttlich Wort! 

Wer triigt der Himmel unziihlbare Sterne? 

Wer fUhrt die Sonn' aus ihrem Zeit? 
Sie kommt und leuchtet und lacht uns von ferne , 

Und lauft den Weg gleich ols ein Held. 
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THE JUILLIARD SCHOOL OF MUSIC 
invites you to subscribe to a 

COURSE OF ARTISTS' RECITALS 

(COURSE Al 

Wednesday Afternoons at Three o'clock, at 130 Claremont Avenue 

November 25, 193l ................................................................ FRASER GANGE, baritone 

December 16, 1931 ................................................................ FELIX SALMOND, cellist 

January 6, 1932 ........................................................................ 1-lAROLD BAUER, pianist 

January 27, 1932 ........................................... ..................... LOUIS PERSINGER, violinist 

February 17, 1932 .............................................................. BERYL RUBINSTEIN, pianist 

March 9, 1932 ........................................................................ NI~~A KOSHETZ, soprano 

March 30, 1932 ............................................................ ROSINA and JOSEF LHEVINNE 
(two-piano recital) 

April 20, 1932 .................................................................. PAUL KOCHANSKI, violinist 

Subscriptions for the series of eight concerts, $8.00 

JUILLIARD SCHOO L OF MUSIC 

ARTISTS' RECITALS 
(SERIES A ) 

I enclose my cheque to the amount of $ .................................................. for ............................................ subscription (s) 

to the course of Eight Recitals. 

Each subscription $8.00 
Please make cheques payable to 

W. j . BERGOLD, Accountant 
130 Cla remont Ave. , New York City 

Name ............................................................................................................................................ .. 

Address ....................................................................................................................................... .. 

......................................................................................................................................... 

Please address communications to the Concert Department 

L 

I 
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THE 

ARTISTS' RECITALS 
SERIES B 

are reserved for the younger American artists 

who have appeared successfully before the 

public in recent years. They are not 

debut recita ls; proved merit through 

concert experience is a con -

dition of participation 

jUILLIARD SCHOOL OF MUSIC 

130 Claremont Avenue 

New York City 



NOTES 

SADAH SHUCHARI, Violinist 

Naumburg Foundation Prize Winner, 1927; Schubert 
Memorial Winner, 1928; extended concert tours 
since then, including appearances with leading 
symphony orchestras. 

ISABELLE YALKOVSKY, Pianist 

Schubert Memorial Winner, 1928; extended concert 
tours since then, including many appearances with 
leading symphony orchestras. 

WILLIAM BELLER, Pianist 

Mason and Hamlin Prize Winner, Ch icago; numer
ous concert engagements since 1926; New York 
Recital, 1930. 

AMERICAN VOCAL QUARTET 

Mollie Gould.... .. ... . . ................. soprano 
Helen Lockwood...... .. .................... contralto 
Willard Young.... .. ........... tenor 
George Newton.. .. ................. bass 
Marion Kalayjian ...................................... narrator 

As a company, though with a different tenor, they 
have given a large number of public performances 
under the auspices of the National Music League. 

BEULA DUFFEY, Pianist 

Recitals in Canada and in the United States; 
appearances as soloist with orchestras. 

ALICE ERICKSON and HELEN MARSHALL, Violinists 

Considerable individual concert eJ:perience; appeared 
recently in combination at Worcester Festival, 
1931, playing violin duos. Both artists also appeared 
at the same Festival as soloists. 

ELSA HILGER, 'Cellist 

Concert tours as a child in Europe; many appear
ances in the United States as a member of the 
Hilger Trio; appearances as soloist with orchestras. 

JEROME RAPPAPORT, Pianist 

Recita ls in New York since childhood; appearances 
as soloist with orchestras. 

ETTA K. SCHIFF and PAULINE STERNLICHT, Pianists 
A new two-piano combination; debut recital at 
Town Hall, January, 1931. 

INCA HILL, Contra lto 

Concert work from 1927 to present time; contralto 
with Little Theatre Opera Company, 1930; soloist 
at Anglo-American Conference, Lausanne, 1931. 

ROBERT CRAWFORD, Baritone 

Extensive concert work; Conductor of Bach Singers' 
Club, Newark, New Jersey; Director, Princeton 
Glee Club, 1927; Director, Newark Music Founda
tion, Newark, New Jersey; member of Chautauqua 
Opera Company, Chautauqua, New York, 1928-1930. 

INEZ LAURITANO, Violinist 

Limited concert experience, but many appearances 
as soloist on the radio. 

SASCHA GORODNITZKI, Pianist 

Schubert Memorial Winner, 1930; soloist with 
leading symphony orchestras, and now engaged in 
his first extended concert tour. 

MARY BECKER, Violinist 

Wide concert experience in tours under the aus
pices of the National Music League, 1930-1931 
and 1931-1932. 
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THE JUILLIARD SCHOOL OF MUSIC 
invites you to subscribe to a 

COURSE OF ARTISTS' RECITALS 

(COURSE B) 

Wednesday Afternoons at Three o'clock, at 130 Claremont Avenue 

+ 
December 9, 1931 

Sadah Shuchari, violinist 

Isabelle Yalkovsky, pianist 

December 30, 1931 

William Beller, pianist 

"Gondoliers" Vocal Quartet 

Mollie Gould, soprano 

Helen Lockwood, contralto 

Willard Young, tenor 

George Newton, bass 

january 20, 1932 

Beula Duffey, pianist 

Alice Erickson, violinist 

Helen Marshall, violinist 

February 10, 1932 
Elsa Hilger, 'cellist 
Jerome Rappaport, pianist 

March 2, 1932 
I nga Hill, contralto 
Etta K. Schiff-Pauline Sternlicht 

(piano-duo) 

March 23, 1932 
Concert of original chamber music 
compositions by students at the 
Juilliard Graduate School 

April13, 1932 
Robert Crawford, tenor 
Inez Lauritano, violinist 

May 4, 1932 
Sascha Gorodnitzki, pianist 
Mary Becker, viol inist 

Subscriptions for the series of eight concerts, $8.00 

Subscriptions are now being received at the Concert Department of 

THE JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 

New York City 

ARTISTS' RECITALS 
(SERIES B) 

I enclose my cheque to the amount of $ ................................................. .for ............................................ subscription (s) 

to the course of Eight Recitals. 

Each subscription $8.00 
Please make cheques payable to 

W. ). BERGOLD, Accountant 
130 Claremont Ave., New York City 

Name ............................................................................................................................................. . 

Address ................................................................................................................................ . 

Please address communications to the Concert Department 
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CONCERT COURSES 

Because of inquiries we have received from those who wish to subscribe to our 
Concert Courses but who applied too late to attend the first concerts of the Courses, 
we are announcing that subscription for the remaining six concerts may be had at the 
lowered rate of $6.00 per Course. 

These fees apply to the Artists' Course A; Artists' Course B; and to the Chamber 
Music Course. 

Please address communications on this subject to 

The Concert Department 

JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 

New York, N.Y. 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-SERIES A 

FIRST RECITAL 

WEDNESDAY AFTERNOON, NOVEMBER 25 

at Three o'clock precisely 

FRASER GANGE 
BARITONE 

130 CLAREMONT AVENUE 
NEWYORK CITY 



FIRST CHAMBER ~!USIC COI\:CERT 

THE MusiCAL ART QuARTF.T 

Weduesday Aftemoou, December 2, 1931 

FIRST ARTISTS' RECITAL, SERIES B 

IsABELLE YALKOVSKY, Pia11ist 

SADA SHUCHART, Violinist 

Wednesday Afteruoon, December 9, 1931 

SECOND ARTISTS' RECITAL, SERIES A 

FELIX SALMOND, 'Cellist 

Wednesday Afternoon, December 16, 1931 

The concerts will always begin at three o'clock precisely 

PROGRAM 

A pres tm R€:ve ....... ........ .. . 

L'heureux Vagabond ......... . 

Lungi dal caro bene ........... . 

Si tra i ceppi. 

Der N cugierige } .. 

Ungedulcl 

Einsamer Garten ........ . 

Ruhe meine Seele } 

Heimliche Aufforderung 

. ............. Gabriel Faure 

.. Alfred Bruucau 

. .... Sccchi 

. ................ Hiiudcl 

II 

...................... Schubert 

. ........................ Weingartner 

................ Strauss 

III 

On the I die Hill of Summer................. . ..... ..... ...... Arthur Somervell 

By the Bivouac's Fitful Flame......... . .......... Hamilton Harty 

Loveliest of Trees the Cherry............. . ....... ............... Graham Peel 

An old Song re-sung ............ . 

All in a Garden green 

Love is a Bable .... 

IV 

From the "Dichterliebe" 

"Im Wunderschoenen Monat .Mai" 

"A us meinen Thranen spriessen" 

"Die Rose, die Lilie" 

"Wenn ich in deine Augen seh'" 

"Ich will meine Seele tauchen" 

"Im Rhein, im heiligen Strome" 

"Ich grolle nicht" 

E'tHEL CAvE-CoLE at the Piano 

Steinway Piano 

.... Charles T. Griffes 

.. C. A. Lidgey 

. ... C. H. H. Parry 

.................. SchHJnaHn 



I 

JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE B 

FIRST RECITAL 

WEDNESDAY AFTERNOON, DECEMBER 9 
at Three o'clock precisely 

SADAH SHUCHARI, Violinist 

ISABELLE YALKOVSKY, Pianist 

130 CLAREMONT AVENUE 
NEW YORK CITY 

~--~------------------------------~--~------~ 

l 

, 



SECOND ARTISTS' RECITAL, COURSE A 

FELIX SALMOND, 'Cellist 

W ednesday Afternoon, December 16, 1931 

SECOND CHAMBER MUSIC CONCERT 

PAUL KOCHANSKI, Violinist 

JOHN ERSKINE, Pianist 

Wednesday Afternoon, December 23, 1931 

SECOND ARTISTS' RECITAL, COURSE B 

WILLIAM BrtLLER, Pianist 

AMERICAN VocAL QuARTE'r 
In a concert version of "The Gondoliers" 
of Sullivan 

MoLLIB GouLD, S oprauo 

HELEN LocKwooD, Contralto 

WILLARD YouNG, Tenor 

GB:oRGE NE\VTON, Bass 

Wednesday Afternoon, December 30, 1931 

The concerts will begin at three o'clock precisely 

PROGRAM 

Chaconne ............................ , ...... . .. .. ............... ......... ..... Bach 

(for violin alone) 

SADAH SH VCHARI 

II 

Sonata in F minor, Op. 5 .... . ............................... Brahuzs 

Allegro M aestoso 

Andante Espressiyo 

Scherzo 

Intermezzo (Riickblick) 

Finale 

ISABELLE Y ALKOVSKY 

III 

Habanera ............ ........... .......... . ..................................... Ravel 

Dance Espagnole ..................... .... .. . ........ .. de Falla-Kreisler 

Andante rubato, alta zingaresca .............. ...... . ....... ........ .......... ... Dohnanyi 

Le Carnaval Russe...... ................ ...... ............. .. ...... Wieniawski 

SADAH SHUCHARI 

ALICE DECEVEE at the Piano 

IV 

I.esghinka............ ........ . ......... ............................................. Liapounow 

IsAB£LLE Y ALKOVSK Y 

Stcinzooy Piano 
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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 
'CELLIST 

130 CLAREMONT AVENUE 
NEWYORK CITY 



SECOND CHAMBER MUSIC CONCERT 

PAUL KocHANSKI, Violinist 

JOHN ERSKINE, Pianist 

W cdnesday Afternoon, December 23, 1931 

SECOND ARTISTS' RECITAL, COURSE B 

WILLIAM BET~LER, Pianist 

AMERICAN VoCAL QuAR'l'ET 
In a concert version of "The Gondoliers" 
of Sullivan 

MoLLn: Gour.n, Soprano 

HELEN LocKwooD, Contralto 

\VILLARD YouNG, Tenor 

G:tWRGB NEwToN, Bass 

Wednesday Afternoon, December 30, 1931 

THIRD ARTISTS' RECITAL, COURSE A 

HAROLD BAUER, Pianist 

Wednesday Afternoon, January 6, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Adagio from Organ Toccata in C major ................ .. ...... ..... Bach-Siloti 

*Sicilienne .................... ...... ..................... .. ..................... ...... ............ V eracini 

*Grave et Couvante ........................... .......... ..... ................................... Eccles 

* Piano accompaniments arranged by J ostPH SAUWN 

II 

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

III 

Sonata in A major ......................................... ... ........... ....... Cfsar Franck 

Allegretto ben moderato 

Allegro 

Recitativo-Fantasia 

Allegretto poco mosso 

IV 

~~~~~~se } ............................ .. .. ......................... Gabriel Faure 

The Londonderry Air. ...................... .Arranged by G. O'Connor-Morris 

Allegro Appassionato .............................................. .............. . Saint-Saens 

RALPH ANGELL at the Piano 



JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE 8 

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 
NEWYORK CITY 



THIRD ARTISTS' RECITAL, COURSE A 

HAROLD BAUER, Pianist 

Wednesday Afternoon, January 6, 1932 

THIRD CHAMBER ~fUSIC CONCERT 

GoRDON QuARTET 

Wednesday Afternoon, January 13, 1932 

THIRD ARTISTS' RECITAL, COURSE B 

BEULA DuFFEY, Pianist 

ALICE ERICKSON, Violinist 

HELEN MARSHALL, Violinist 

Wednesday Afternoon, January 20, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Sonata in G major .... .......... .................................. .... .. M ozart 

Ballade No.4, in F minor ............... ......... ... .... ............. Chopin 

Ondine (The Water Sprite) ......... .......... ... ..... .......... .. .Ravel 

Prelude, B-flat major .............. ........ ........... ...... . Rachmaninoff 

WILLIAM BELLER 

The Gondoliers or "The King of Barataria" 

Words by W. S. Gilbert 

Music by Arthur Sttllivan 

AMERICAN VocAL QuARTET 

MoLLIE GouLD, Soprano 

HELEN LocKwooD, Contralto 

WILLARD YouNG, Tenor 

GEORGE A. NEwToN, Bass 

In this presentation of the "Gondoliers" by the American Vocal Quartet, 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, duets and quartets. 
The pianist will explain the story as it progresses between the musical numbers. 

SteiwWay Pimto 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE B 

SECOND RECITAL 

WEDNESDAY AFTERNOON{ DECEMBER 30r 1931 
at 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' RECI'l'AL, COURSE A 

HAROLD BAUER, Pianist 

Wednesday Afternoon, January 6, 1932 

THIRD CHAMBER MUSIC CONCERT 

GoRDON QuARTET 

Wednesday Afternoon, January 13, 1932 

THIRD ARTISTS' RECITAL, COURSE B 

BEULA DuFF(Y, Pianist 

ALICE ERICKSON, Violinist 

HELEN lv!ARSHALL, Violinist 

Wednesday Afternoon, January 20, 1932 

The concerts wili begin at three o'clock precisely 

PROGRAM NOTES 

"KITSKA- TIAT" (Living Waters) 
by 

KURUKS PAHITU (RALPH ALLEN) 

SCENE ONE-Near a Water's Edge. Time-About Sunset 

SONGS-

"Ski-bi-bi-la" ............................................................................ .... Lieurance 

"My S\veet Love Call" ..................................................................... Grun1~ 

"By the Waters of Minnetonka" (Duet) .. ............................. Lieurance 

"The White Dawn is Stealing" .................................................. .Cadman 

"Neenah'' (Manuscript) .. . ........................ Lieurance 

NOTES-

"Ski-bi-bi-la" is a 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 a 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) . ........ Rouse 

"Invocation to the Sun-God" ......................................................... Troyer 

"The White Dawn is Stealing" .. 

"Why do you leave me" 

.. ........ Cadman 

................... Grunn 



THIRD ARTISTS' RECITAL, COURSE A 

HAROLD BAUER, Pianist 

Wednesday Afternoon, January 6, 1932 

THIRD CHAMBER MUSIC CONCERT 

GoRDON QuARTET 

Wednesday Afternoon, January 13, 1932 

THIRD ARTISTS' RECITAL, COURSE B 

BEULA DuFFEY, Pianist 

ALICE ERICKSON, Violinist 

HELEN MARSHALL, Violinist 

Wednesday Afternoon, Jailuary 20, 1932 

The concerts will begin at three o'clock precisely 

O:>:reqo~ ~ql pm~ Jd!d ~l[l ll:!l{l P'f!J dlfl U! S~!l AUOUIJJ::l:> Jd!d ::ll{l JO 

;):)U'f!::l~J!U2!S JL{,L 'd!qspU<l!lJ prre O:>B;)d SdZ!(OqUIAS Od!d Ul!!PUI JL{.L 

'UJUI JU!=>!PJUI p(O 

oql Aq P~PJdJOlU! S! ~:>ue:>g!u2!s l!~4l pue 'sme~1p ;)Al!l{ A<~ql U<:llJ 0 
·opmu S! UO!S!JOp lB;)J.\3 'C ;).IOJJq Al?Jd puB }Sl!J Ol UIOlSO:> UB!PUJ S! li 

'(!"JUOO:> U! l!S Olf/o\ 'Sli!Bl}d!L{:l lO!ll'CM. lSO( 

-fl'UO( JSJljl JO S<ld!d Oljl UIOJJ S;)UIO:> l'el{l O){OUIS S! ;);)$ UOlJO ;)A\ lS!UI 

-UM.Bp Jlj_t 'S}S;)JOJ pdAOjJq l!dl}l JO S{!BJ1 ril{l ll!B2B >[[CA\ Ol JUIO:> 

"punO.I!) fl'upunH AddBH ::ll{J, UIO.IJ SJO!JJT:!A\ put! SJd!t{=> lSOJ-2UO{ 

JOO JO AUCUI Jl?OA Oljl JO SUOOUI li!BlJJ;) U! ll!L{l Al!S SUB!PUJ JL{_t 

-S3J,ON 

PROGRAM 

Sonata in G major.,.,,, .. ,.,., ...... , .. ,,,,., .. , ... ,, ... M ozart 

Ballade No.4, in F minor ...... ........ ................ .... ...... .. .. Chopin 

Ondine (The Water Sprite) ........................................ Ravel 

Prelude, B-flat major ....... ................................ Rachmaninoff 

WILLIAM BELLER 

"KITSKA-TIAT" (Living Waters) 

An Indian Romance in Two Scenes 

by 

KURUKS PAHITU (RALPH ALI,EN) 

"Neenah" (Spirit Maiden) ........................................... HELEN DExToN 

"Kuruks Pahitu" (Peaceful Bear) ................................. RALPH ALLEN 

BROOKS S)HTH, at the Piano 

JonN PETRIE, Flutist 

Steinway Piano 



\f\JYCI~OCld 

NOTES-

The Indians say that in certain moons of the year many of our 

long-lost chiefs and warriors from "The Happy Hunting Ground" 

come to walk again the trails of their beloved forests. The dawn

mist we often see is smoke that comes from the pipes of these long

lost warrior chieftains, who sit in council. 

It is Indian custom to fast and pray before a great decision is made. 

Often they have dreams, and their significance is interpreted by the 

old medicine men. 

The Indian pipe symbolizes peace and friendship. The significance 

of the pipe ceremony lies in the fact that the pipe and the tobacco 

are of the earth, and the smoker is the intermediator between the 

earth and the "Great Spirit." So it is that man blows smoke first 

to the Great Spirit above, then to the four corners of the earth. 

The parting ceremony of the Indian is one of his most beautiful 

rituals. The breath, signifying the "Spirit of Life," is blown upon 

the hand, which is then placed on the heart. The meaning of this 

ceremony is-"No Tomorrow Between Us." 

(AUTHOR'S NOTE) 

THE PLAY is based on authentic Indian customs. 

ALL AcTION as interpreted in the play is traditional. 

PIPE CEREMONY in Scene Two is authentic. It is given as done by the Pawnees. 

PARTING ScENE in Scene Two is authentic. 

SoNGS are all based on original Indian melodies, and native songs, with tom-tom 

accompaniment, some of which are manuscript copies from the composers. 

CosTUMES are from the Pawnee Indian Reservation, in Oklahoma. The Skidi 

Pawnee tribe extended to the author, Kuruks Pahitu (Ralph Weeks Allen), 

the right and privilege to present publicly all customs and ceremonials. The 

author is a Pawnee Indian, and a great-grandson of White Eagle, last of 

the hereditary Pawnee Chieftains. 

Mrss DENTON has been made a member of the Pawnee tribe, and given the 

Indian name "Tsu-pirit Resaru" (A Chief Star). 
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130 CLAREMONT AVENUE 
NEW YORK CITY 



THIRD CHAMBER MUSIC CONCERT 

GoRDON STRING QuARTET 

Assisting Artist: M URIItL KERR, Pianist 

Wednesday Afternoon, January 13, 1932 

THIRD ARTISTS' RECITAL, COURSE B 

BEULA DuFFEY, Pianist 

Aucs ERICKSON, Violinist 

HELEN MARSHALL, Violinist 

Wednesday Afternoon, January 20, 1932 

• 
FOURTH ARTISTS' RECITAL, COURSE A 

Lams PERSINGER, Violinist 

Wednesday Afternoon, January 27, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

• 

Chorale in A minor .............. ............................................... Char Franck 
(arranged from the organ by Harold Bauer) 

II 

Fantasia in C major, Op. I7 .................................................... Schumann 
Durchaus phantastisch und leidenschaftlich \orzutragcn 
Miissig. Durchaus energisch 
Langsam getragen 

Ill 

Variations and Fugue on a theme of Handel.. ............................ Brahms 

IV 

Scenes from Childhood............. . ............................ Schumann 
1 Of strange lands and people 
2 Curious story 
3 Tag 
4 Pleading child 
5 Perfectly happy 
6 Important event 
7 Reverie 
8 By the fireside 
9 The Knight of the Hobby-horse 

10 Almost too serious 
11 Frightening 
12 Child falling asleep 
13 The poet speaks 

v 
Intermezzo in E-flat minor, Op. 118 No. 6~ B 1 
Rhapsody in E flat, Op. 119, No.4 .............................. ra Jms 

Baldwin Piano 



JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE 8 

THIRD RECITAL 

WEDNESDAY AFTERNOON, JANUARY 20, 1932 

at Three o'clock precisely 

BEULA DUFFEY, Pianist 

ALICE ERICKSON HELEN MARSHALL 
Violinists 

130 CLAREMONT AVENUE 
NEW YORK CITY 



FOURTH ARTISTS' RECITAL, COURSE A 

Lours PERSINGER, Violinist 

Wednesday Afternoon, January 27, 1932 

FOURTH CHAMBER MUSIC CONCERT 

ELSHUCO TRIO 

Wednesday Afternoon, February 3, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Fantasia and Fugue................ . ............................. M o.zart 

Charakterstiick in A major, Opus 7, No.4 ........... Jlcndelssohn 

Impromptu in C minor, Opus 90, No. 1.. ........................... ...... Schubert 

BEULA DUFFEY 

II 

Concerto in D minor for Two Violins .......... .. 

Vivace 
Largo 
Allegro 

Cadenza by Her,J,l\TESBERGER 

Aucrt ERICKSON 

HELEN MARSHALL 

III 

.. ......... .Bach 

Novellette, Opus 21, No. 8 ............................ ........................ Sch11mann 

Prelude, Opus 51, No. 2 ........................ ..................................... Scriabin 

Poeme, Opus 32, No. 2 ...... .. .................................... ......... ......... Scriabin 

Feuillet D'Album, Opus 45, No. !.. ................................ ........... Scriabin 

Polka .. .................. ..... .... ............. ............................ .... ........ .. Rachn1aninojJ 

BEULA DuFFEY 

IV 

Suite Antique for Two Violins ...................... ............................. Stoessel 

I 
II 

III 
IV 
v 

Bourree 
Sarabande 
Rigaudon 
Aria 
Gigue 

ALICE ERICKSON 

HELEN MARSHALL 

GREGORY ASH)IAN at the Piano 

Steinway Piano 
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JUILLIARD SCHOOL 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 

ELSHUCO TRIO 

Wednesday Afternoon, February 3, 1932 

FOURTH ARTISTS' RECITAL, COURSE B 

CATHERINE FrELD, Soprano 

}EROME RAPPAPORT, Pianist 

Wednesday Afternoon, February 10, 1932 

+ 

FIFTH ARTISTS' RECITAL, COURSE A 

BERYL RuBINSTEIN, Pianist 

Wednesday Afternoon, February 17, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Concerto in G minor. ................................................ . .Vimldi 
(arranged for concert performance by Sam Franko) 

Allegro 

Largo cantabile 
Allegro 

II 

Sonata in D minor, Opus 108 .................... .. .............. Brahms 

Allegro 
Adagio 

Un poco presto e con sentimento 
Presto agitate 

III 

Concerto in F minor, Opus 20 ........................................ Lalo 

Andante-Allegro 

Andantino (Romance) 
Allegro con fuoco 

IV 

Reve d'enfant.. ............ .... .............. .......... ......... Engcne Y saye 

Humoresque .. ................. .. ............................... Albert Stoessel 

Sierra Morena ................. ........... .............. ... .......... M onasterio 

HUBERT GIESEN at the Piano 

Baldwin Piano 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE B 

FOURTH RECITAL 

WEDNESDAY AFTERNOON, FEBRUARY 10, 1932 

at Three o'clock precisely 

CATHERINE FIELD, Soprano 

JEROME RAPPAPORT, Pianist 

130 CLAREMONT AV~NUE 
NEW YORK CITY 



FIFTH ARTISTS' RECITAL, COURSE A 

BERYL RumNS'l'EIN, Pianist 

Wednesday Afternoon, February 17, 1932 

• 
FIFTH CHAMBER :VIUSIC CONCERT 

CARL FRIEDBERG, Pianist 

FELIX SALMOND, )Ce.llist 

Wednesday Afternoon, February 24, 1932 

• 
FIFTH ARTISTS' RECITAL, COURSE B 

INGA HILL, Contralto 

En'A K. ScmFF-PAULINE STERNLICHT 
(in compositions for two pianos) 

Wednesday Afternoon, March 2, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Chromatic Fantasy and Fugue. ... .Bach 

Sonata in G minor ........ ........ . . ....... ... ... ..... ........ Schwnwnn 
So rasch wie mOglich 
Andantino 
Scherzo 
Rondo: Finale 

JEROME RAPPAPORT 

II 

0, had I Jubal's Lyre ............. . 
Nina ............................................... . 

Charmant Papillon ........... .............................. . 
Alleluia .... ....... .......... ...................................... . 

CATHERINE FIELD 

III 

Ballade in F ................. ........... . 
Nocturne in B, Opus 62, No. !. .......... . . 
Mazurka in F sharp minor .................. .. 

Etude in A minor, Opus 25, No. 11 ........... . 

JEROME RAPPAPOR"J' 

IV 

Der Jiingling an der Quelle .. . . 
Die Forelle ................................................... . 
Mit Myrthen und Rosen ........................... . 

.......... Handel 

....... ... .Pergolesi 

. ....... C111npra 

... ..... .... . Mozart 

........ Chopin 

.......... Chopin 

.. Chopin 

......... . Chopin 

........ Schubert 

. ..... Sclmbert 

. ............ Sc/1umann 
Der Nussbaum........................................................ . .. Schumann 

Auftriige ......................... ..................................... ....................... Schutnann 

CA'l'UERINE FIELD 

E'l'HE:L Ftt~TYE at the Piano 

Steinway Piano 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

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 

CARL FRIEDBERG, Pianist 

FELIX SALMOND, 'Cellist 

Wednesday Afternoon, February 24, 1932 

• 
FIFTH ARTISTS' RECITAL, COURSE B 

INGA HILL, Contralto 

ETTA K. ScruFF-PAULIN:tt S'I'ERNLICHT 

(in compositions for two pianos) 

Wednesday Afternoon, lvfarch 2, 1932 

SIXTH ARTISTS' RECITAL, COURSE A 

NINA KosHETz, Soprano 

Wednesday Afternoon, March 9, 1932 

The concerts will begin at three o'clock precisely 

Sonata in E flat.. .......... . 

Allegro 

Adagio 
Presto 

PROGRAM 

• 

................... .Haydn 

Sonata, opus 106 (Hammerklavier) ........ .............................. .Beethoven 

Allegro 
Scherzo 
Adagio sostenuto 

Largo-Allegro risoluto 

II 

Thirteenth Nocturne ..... ........................................................... Faure 

Serenade interrompue ............. ...................................................... Debussy 

Three Dances for Piano ..... .......................................... Beryl Rubinstein 

Gavotte 
Sarabande 
Gigue 

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

III 

Etude in F sharp ........................................... . ...... Stravinsky 

The Ruined Water-castle at Djokja .................. . . ....... Godo·wsky 
(from Java suite) 

Alborada del gracioso (Fool's serenade) ............ ......................... .. Ravel 

Steinway Puma 
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~ 

ARTISTS' RECITALS-COURSE B 
~ 

FIFTH REC ITAL 
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I 
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CONTRALTO 

ETTA K. SCHIFF PAULl NE STERN LICHT 
PIANISTS 
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SIXTH ARTISTS' RECITAL, COURSE A 

NINA KOSHE'fz, Soprano 

Wednesday Afternoon, March 9, 1932 

SIXTH CHA:\!BER MUSIC CONCERT 

LBTz-WrLLEKE QUARTET 

Wednesday Afternoon, March 16, 1932 

SIXTH ARTISTS' RECITAL, COURSE B 

CoNCERT oF CHAMBER IVIusrc 
BY YouNG AMERICAN Co11PosERS 

Wednesday Afternoon, March 23, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 
• 

Organ Prelude and Fugue in C minor. ... 

Variations on a Theme of Haydn ................ . 
for two pianos 

ETTA K. ScHIFF 

PAULIKF. STERNLICH'l' 

II 

. ................ Bach-Bauer 

..... Brahms 

Ave Maria ........................ ........... . . ................................ Bruch 

:r~:h~e~~:~11~l:::~~ Augen} ......... ...... .......... ........................ ......... Strauss 

Ciicilie 
IKGA HILL 

Intermission 

III 

Fetes ........................................................................ .......... Debussy-Ravel 

Pupazetti-1Iusiche di l\1arionetti .. .............. . 
Marcietta 
Berceuse 
Serenata 
Notturnino 
Polka 

... ....... ...... Casella 

Tarantelle ............... ........ .... ...... ............. Rachntaninoff 
for two pianos 

ETTA K. ScmF>' 
PAULINE STtRXLICHT 

IV 

Rida Rida Ranka } 

Fiigelns Visa · .... ................. Swedish Foil' Songs 
Vi Ska Stalla te en Roliger Dans 

Alit Under Himmelens Faste 
En Dram (Norwegian)...................... ..... .. .................. .. .............. Grieg 

INCA HILL 

BROOKS Sur'l'H at the Piano 

Steinway Pianos 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE A 

SIXTH RECITAL 

WEDNESDAY AFTERNOON, MARCH 9, 1932 
dt Three o'clock precisely 

NINA KOSHETZ 
SOPRANO 

130 CLAREMONT AVENUE 
NEW YORK CITY 



SIXTH CHAMBER MUSIC CONCERT 

LETz-WrLLEKE QuARTE'r 

Wednesday Afternoon, March 16, 1932 

SEVENTH ARTISTS' RECITAL, COURSE B 

CoNCERT oF CHAMBER Musrc 
BY YOUNG AMERICAN COMPOSE:RS 

Wednesday Afternoon, March 23, 1932 

SEVENTH ARTISTS' RECITAL, COURSE A 

RosiNA AND JoS:UF LHEVIXNE 

(two-piano recital) 

Wednesday Afternoon, March 30, 1932 

The concerts will begin at three o'clock precisely 

TEXT OF SONGS 

On CouLD I BUT ExPRtss IN SoNG. ... ..... .L. M alashkinc 

Words b3• Lishkin 
English version b)' Julieile 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 I, once I had sung my song, 
Could rest. beloved, and be at peace 
And yet didst thou hut hear the strain 
Thy heart, thy heart would break. 

CRADLE SoKC or DEATH........ . ........ ................. Modest Moussorgsky 

Russian poem by Goleinshe{f-Kttlltrsoff 
English version bJ' Rosa Newmarch 

Faint sounds of moaning l 
The lamp, now expiring, casts but a dim, flickering light 
Rocking the cradle the mother untiring, 
\Vaits, watches, all through the night. 
Long e're the dawn is bright some one comes knocking. 
Death the deliv'rer is there l 
Hark l Trembling the mother desists from her rocking. 
"Friend, calm thy fear and despair! 
See, through the window peeps the pale morrow. 
\'Veeping and watching forlorn, 
Rest thou poor woman, 
Now rest thou sorrow, 
Sleep, I 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 cheeks, the fever increases, 
0 sing no more. I entreat!" 
"These are good signs, see his agony ceases; 
1-Iush~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-by." 



SIXTH CHAMBER MUSIC CONCERT 

LETZ-WILLEKE QUARTET 

Wednesday Afternoon, March 16, 1932 

• 
SEVENTH ARTISTS' RECITAL, COURSE B 

CoNCERT oF CHAMBER Musrc 
BY YOUNG AMERICAN co~:tPOSERS 

Wednesday Afternoon, March 23, 1932 

• 
SEVENTH ARTISTS' RECITAL, COURSE A 

RoSINA AND JosEF Lm:vmNE 
(two-piano recital) 

Wednesday Afternoon, March 30, 1932 

The concerts will begin at three o'clock precisely 
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Oh could I but express in song ................................ .... L. .~Malashkine 
(Eighteenth century Russian melody) 

Cradle Song of Death.. . .......... .............. Modest M oussorgsky 
(From the Cycle "Dances and Songs of Death") 

*Spanish Serenade ................................ ....... , .............. Nicholas 111 edtncr 

*Daisies ..................................................................... Scrgei Raclmwninoff 

*I'll go, I'll come .................................... .......... ~"ilexander Gretrhaninoff 

II 

Five Vocalises (Songs without Words) 

(a) Etude ......................................... ....................... Gabriel Faure 

(b) Habanera .................................................... ..... Jfaurice Ravel 

Melodie ........................................... . 

Night in Spain .......................... . 

. .... Serge Prokofieff 

.......... Samuel Barlow 

*(c) 

*(d) 

(e) Vocalise ............................................ .... Sergei Raclmwni1wjj 

I ntennission 

III 

The Faltering Dusk..................................... ..A. Waller Kranzcr 
( Poem by Louis Untermeyer) 

*Les Baladins (The :\1ountebanks) .......... .............. ....... Georges Migot 

Calmes dans le demi jour. ................... .. 

*Bird with Golden Throat... .................... .. 
(From old Spanish) 

......... Bernard l~ agenaar 

.. .. .. .! oaquin N in 

An1uri, Atnuri............................. ................................ . ....... Geni Sadero 
(Sicilian) 

BoRIS KoGAN at the piano 

Steinway Piano 
*Dedicated to Nina Koshetz 



SPANISH SERENADE ................... Nicholas Medtllcr 

D.-usn:s ....... 

Poem by Pushkin 
English translaiioll by Mary Ellis Pelt:; 

:My fair Inesilia, 
I guard thee, thy knight, 
While sleepy Sevilla 
Is wrapped in the night. 
La, Ia, Ia, Ia! 

So black is my mantle 
So sharp is my sword, 
:My music so gentle, 
Thy window I guard 
La. Ja:la, Ia 1 

Art sleeping? No danger 
To wake thee with a song! 
But any foul stranger 
I'll finish e'er long, 
La, Ia. Ia, la! 

This cord thou must fasten 
To window with care, 
No answer? Oh, hasten, 
Lest rival be there! 
La. Ia, Ia, Ja. 

My fair Inesilia, 
I guard thee, thy knight, 
Our sleepy Sevilla 
Lies wrapped in the night. 
La, Ia, Ia, Ia. 

.................................. ............. Sergei Rachmaninoff 

Poem by Igor Syeverya.nin 
English version by Kurt Sch1'ndlcr 

Behold, my friend, the daisies sweet and tender 
\Nhere'er I go 

They bloom profusely, dazzling in their splendor, 
So bright they glow. 

Their dainty petals are as silk, they glisten 
As radiant wings, 

And to their songs of summer joy I listen
White host that sings. 

Be kind, 0 earth, nurse them with dews and showers 
That they may grow-

0 daisies white, 0 starry maiden flowers 
I love you so. 

Ill 

.................................. Alexander Gretchaninoff 

From folk lyrics-literal translation 

Shall I go, shall I come into the valley 
Into the wide valley 
I will pick flowers and make a wreath. 
I will throw this wreath to my beloved one 

and will ask him: "Tell me, do you love me?" 
"No," he says-"I do not love you, but all I 

want is just to look on you forever." 

T1u: FALTERING DusK .... ...................... A. fValtcr Krauter 

Poem by Louis Untcnneycr 

Back she came in the flaming dusk, 
And her mother spoke and said: 
"What gives your eyes that dancing light, 
·what makes your lips so strangely bright, 
And why arc your cheeks so red?" 

"Oh, mother, the berries 1 ate in the lane 
Have left a stain." 

Back she came through the falt'ring dusk, 
And her mother spoke and said: 
"You arc weeping, your footstep is heavy with care, 
What makes you totter and ding to the stair, 
And why do you hang your head?" 

"Oh, mother, oh, mother, you never can know
! loved him so !" 

l<Es BAUDINS (The ll!ountebanks) .......................... ..... Georges Migot 

French poem by T. Klingsor 

When the Mountebanks of Bohemia pass by our way 
I shall buy for thee all the most beautiful gypsy shawls 
That all the maidens may be jealous. 

\ Vhen the Mountebanks of Bochmia pass by our way 
I shall buy for thee all their birds and all their flowers. 
I shall cover thee with roses and with violets, with lilacs and 

with marigolds. 

But-when the Mountebanks of Bohemia passed by our way, 
My poor beloved, I bought for thee a coffin lined with satin and velvet, 
\-\1 here [ myself laid thee, adored skeleton of my fiancee. 
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SIXTH CHAMBER MUSIC CONCERT 

LETZ-WILLEKE QUARTET 

1. lu J ti' J ,l<>,) II() 

Wednesday Afternoon, March 16, 1932 

SEVENTH ARTISTS' RECITAL, COURSE B 

CoNCERT OF CHAMBER MUSIC 

BY YOUNG AMERICAN COMPOS:ERS 

Wednesday Afternoon, March 23, 1932 

• 
SEVENTH ARTISTS' RECITAL, COURSE A 

RosrKA AND JoSEF LHEvrxx:e 
(two-piano recital) 

Wednesday Afternoon, March 30, 1932 

The concerts will begin at three o'clock precisely 
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PROGRAM 

Oh could I but express in song.............. ... . " .... L j]falashkine 
(Eighteenth century Russian melody) 

Cradle Song of Death ........................... . ...... JI odcst M oussorgsky 
(From the Cycle "Dances and Songs of Death") 

*Spanish Serenade ............................. . 

*Daisies ....................................... . 

*I'll go, I'll come ....................... . 

.......... Nicholas AI edtner 

.... Sergei Rachmaninoff 

• •• 0< ••• 1/f'xandcr Grctchaninoff 

II 

Five Vocalises (Songs without Words) 

(a) Etude ..................... ........................ .................. Gabriel Faure 

(b) Habanera ............. . ................ ........ ..... AJaur£cc Ravel 

*(c) 

*(d) 

(e) 

Melodie................ . .... Serge Prokofieff 

Kight in Spain ............... ....................... ... .. Samuel Barlow 

Vocalise .... .. Sergei Rachmaninoff 

Intermission 

Ill 

The Faltering Dusk............................... . .. .A. Waiter Kramer 
(Poem by Louis Untermeycr) 

*Les Baladins (The Mountebanks) ........... ................... Georges lv!igot 

Calmes dans le demi jour .......... ........... . 

*Bird with Golden Throat .......... . 
(From old Spanish) 

An1uri, Amuri ................................................. . 
(Sidian) 

BoRIS KoGAN at the piano 

Steinway Piano 
*Dedicated to Nina Koshetz 

.... Rernard Hlagenaar 

. .. .1 oaquin Nin 

..... Gcni Sadero 
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English by Robrrt A. Simou 

Softly, with the fading light 
Thru the branches glimmering, 
All of our rapture is surging, 
Breaking the silence profound 
Blending our souls and our hearts 
And blending all ecstasies ; 
One with the languor of dreams of pines and arbutus trees 
Close now your eyes unto peace, 
Cross now your arms unto rest, 
Now let your heart have repose 
Banish forever desire 
Let us rest and yield ourselves to breezes so gentle and sweet 
\Vhich blow in a rhythmic mirth 
Thru grasses and heather and when somber night descends 
Down from the deep oaks of gray 
Like the voice of our despair 
The nightingale chants a song. 

A B1RD \VITH GoLDE:N THROAT .. 

From old Spanish 

The goldfinch with golden beak 
Sings brightly, sings clearly 

............. .Joaquin Nin 

And sheds a brilliant light around him; 
Fl ies through the woods from branch to branch 
Forever searching and calling his beloved one. 

A:r.IURI , AI\IURJ. .. .............................. Ccui Sadero 

Literal translation from Sicilian 

A Sicilian ~arter is wending his way by the side of his 
horse and cheers his companion on, saying to him, "Get 
along, old fc11ow, let us go home." Then letting his 
voice drift into a melancholy strain, he continues his 
song: 

"Oh lm·e, oh love, 
What have you done to me? 
My senses you have ovenvhelmed with wild confusion 1 
Ah! Get along, old fellow, let us go home-
Ah! 
My Paternoster, I can say no more, 
I have forgotten half th' Ave 1-Iaria. 
Ah! Get along, old fellow, let us go home
I have forgotten half th' Ave Maria. 
Get along, old fellow, let us go home
Ah!" 

• .. " • vr ;>UNl;!) 

OH COULD I BUT ExPRRSs IN SoKG ................................ .L. Malashkinc 

Words b)' I.ishkin 
English version by Juliette 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 I, 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. 

CRADLE So KG OF DEATH . ...................................... Modes! M oussorgsky 

Russian poem b)• Golcinsltelf~Kutursoff 
E11glish version by Rosa Ncwmarch 

Faint sounds of moaning l 
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 J 

Hark l Trembling the mother desists from her rocking. 
"Friend, calm thy fear and despair l 
See, through the window peeps the pale morrow. 
Weeping and watching forlorn, 
Rest thou poor woman, 
Now rest thou sorrow, 
Sleep, I will \Vatch till the morn; 
Couldst thou not hush thy poor infant to slumber? 
~Jy 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, 
0 sing no more, I entreat!" 
"These are good signs, sec 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: 
1-Jush-a~by, hush~by~by." 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE B 

SEVENTH RECITAL 

WEDNESDAY AFTERNOON, MARCH 23, 1932 

at Three o'clock precisely 

CONCERT OF CHAMBER MUSIC 
BY 

YOUNG AMERICAN COMPOSERS 

130 CLAREMONT AVENUE 
NEW YORK CITY 



SEVENTH ARTISTS' RECITAL, COURSE A 

RoSINA AND JosEF LHEVINNE 
(two-piano recital) 

Wednesday Afternoon, March 30, 1932 

' 
SEVENTH CHAMBER MUSIC CONCERT 

PERSINGER QUARTET 

Wednesday Afternoon, April 6, 1932 

SEVENTH ARTISTS' RECITAL, COURSE B 

RoBERT CRAWFORD, Tenor 

INEZ LAuRI'l'ANO, Violinist 

Wednesday Afternoon, April13, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Sonata for Piano and Violin ................................................ .. Ulric Cole 

Moderato 
Scherzo-Allegro moderato 
Intermezzo-Andante languido 
Moderato, allegro con brio 

ULRIC CoLE, Piano 

MosEs LEVINE, Violin 

II 

Fantasie for Two Pianos ...... .. ................... Nicolai Berezowshy 

Songs ...................... . 

BeuLA DuFFEY 

PAuL NoRDOI<'F 

A Lament 
Le jardin 

III 

Les Silhouettes 
A Poet's Dream 
A Sea Bird 

..... ....................... Antonio Lora 

EDNA WEESE, Soprano 

The CoMPOSER at the piano 

IV 

Quintet for Piano, two Violins, 
Viola, and Violoncello .... ... .. ................. ... Vittorio Giannini 

Allegro con spirito 
Adagio 
Allegro 

DIANIS BERNHARD, Piano 

CHARLES LICHTER, Violin 

JOSEPH KNITZER, V io!in 

DAviD DAwsoN, Viola 

MILDRED SA,.,DERS, 'Cella 

Steinway Pianos 



JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE A 

SEVENTH RECITAL 

WEDNESDAY AFTERNOON/ MARCH 301 1932 

at Three o'clock precisely 

ROSINA AND JOSEF LHEVINNE 
PIANISTS 

130 CLAREMONT AVENUE 
NEW YORK CITY 



SEVENTH CHAMBER MUSIC CONCERT 

PERSINGER QUAR'fBT 

Wednesday Afternoon, April 6, 1932 

• 
SEVENTH ARTISTS' RECITAL, COURSE B 

ROBltRT CRAWFORD, Baritone 

INBZ LAURITANO, Violinist 

Wednesday Afternoon, April 13, 1932 

EIGHTH ARTISTS' RECITAL, COURSE A 

PAUL KOCHANSKI, Violinist 

Wednesday Afternoon, April 20, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

(For four hands) 

Fantasy in F minor.................. .......................... . . ................. .. .Schubert 
Allegro, molto moderato, largo, allegro vivace, tempo No. 1 

• 
II 

(For two pianos) 

Prelude, Fugue and Variatio!l (originally for organ) ...... Cfsar Fmnck 

Impromptu on Schumann's "1fanfred'' ............. .......................... Reinecke 

Canon in i-\ flat ............................................. ...... . ......... Schumann 

(Arranged for two pianos by Debussy) 

Valse ( :vlanuscript) ...................... . .......................... Andrew C. Haigh 

• 
III 

(Piano solo) 

l\1azurka in A minor, op. posth ........ . ................................ Chopin 

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

Ballade in F minor ......................................................... ................. Chopin 

Islamey (Oriental fantasy) ..... ................................. . Balakireff 

Baldwin Pianos 
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I JUILLIARD SCHOOL OF MUSIC 
~ 

SEASON 1931-1932 

~ 

ARTISTS' RECITALS-COURSE B 

• 
SEVENTH RECITAL 

\ 
WEDNESDAY AFTERNOON/ APRIL 131 1932 

I 
at Three o'clock precisely 

~ 

ROBERT CRAWFORD, Baritone 

INEZ LAURITANO, Violinist 

~ 

• 130 CLAREMONT AVENUE 
NEWYORK CITY 

• 

-



EIGHTH ARTISTS' RECITAL, COURSE A 

PAUL KoCHANSKI, Violinist 

Wednesday Afternoon, April 20, 1932 

• 
EIGHTH CHAMBER MUSIC CONCERT 

BARR ERE vv IND ENSE)IBLE 

Wednesday Afternoon, April 27, 1932 

EIGHTH ARTISTS' RECITAL, COURSE B 

SASCHA GoRODNITZKI, Pianist 

l\iARY BECKER, Violinist 

Wednesday Afternoon, May 4, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 
• 

Symphonie Espagnole . ....................................................................... Lalo 

Allegro non troppo 
Andante 
Rondo Allegro 

INEZ LAURITANO 

II 
Vier Ernste Gesange ........ . .......................... ..... ... ..... Brah1ns 

(a) "Denn es gehet dem Menschen" 
(b) "Ich wandte mich" 
(c) "0 Ted, wic bitter bist du" 
(d) "'0.[ enn ich mit 1-fenschen und mit Engclszungen redctc" 

RoBERT CRAwFoRD 

III 

Variations on a theme by Carelli ..... . .................. .. Tartini-Kreisler 

Sicilienne ............. ..... ... .... . ......................... ................ ...... Paradis-Dushkin 

AprCs un reve .................. . ........................... Faure-Elman 

Scherzo-Tarantelle ............ . .... .................. ............... Wieniawsk£ 

INEZ LAURITANO 

IV 
The Windmill ............ .. ............................................. Colin Taylor 

The Market Girl. ............... ..... ........................................... ....... Arnold Bax 

;:~:~::::::} .............................................................. Robert Crawford 

The Glory Road ................................................... .............. .Jacques Wolfe 

RonERT CRAwFoRD 

LI.KA NERENBERG at the piano for Miss Lauritano 

AR1'RUR PETERSON at the piano for Mr. Crawford 

Steinway Piano 
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SEASON 1931-1932 
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I .. 

ARTISTS' RECITALS-COURSE A 

~ 

EIGHTH RECITAL 
/ 

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

.. 
PAUL KOCHANSKI 

VIOLINIST 

* 

130 CLAREMONT AVENUE 
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EIGHTH CHAMBER MUSIC CONCERT 

Wednesday Afternoon, April 27, 1932 

.. 
EIGHTH ARTISTS' RECITAL, COURSE B 

SASCHA GoRODNI'l'ZKI, Pianist 

MARY BECKER, Violinist 

Wednesday Afternoon, May 4, 1932 

.. 
The concerts will begin at three o'clock precisely 

PROGRAM 

Sonata in A major. ... 

Allegro amabile 

Andante tranquillo 

• 

Allegretto grazioso (quasi andante) 

II 

. ........... Rrahms 

Sonata, "The Devil's Trill" ..... ...... .. ........ ....... Tartini 

Larghetto, Allegro energico, 

Grave, Allegro assai, trilla del Diavolo 

III 

'l'zigane ............. ... ................... .... .. ......... .......... .. ....... ... .. Ravel 

IV 

Suite populaire Espagnole .. . .. ........... ... .... .......... de Falla 

(a) EI Pafio Moruno 

(b) Nana 

(c) Polo 

(d) Asturjana 

(e) Jota 

PIERRE LUBOSHUTZ at the Piano 

Steinway Piano 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

ARTISTS' RECITALS-COURSE B 

EIGHTH RECITAL 

WEDNESDAY AFTERNOON, MAY 4, 1932 
at Three o'clock precisely 

• 

MARY BECKER, Violinist 

SASCHA GORODNITZK I, Pianist 

130 CLAREMONT AVENUE 
NEWYORK CITY 



FINAL ARTISTS' RECITAL 

Season 1931-1932 

Wednesday Afternoon Courses 

PROGRAM 

• 

Concerto in G minor ........................................................................ Bruch 

Allegro moderato 
Adagio 
Finale 

MARY BECKER 

II 

Sonata in A major, opus lOl.. .................................................. Beethoven 

Allegretto, ma non troppo 
Vivace alia marcia 
Adagio, rna non troppo, con affetto 
Tempo del prima pezzo 
Allegro 

SASCHA GoRODNITZKI 

III 

Poeme .............................. .......... .................. ............. ... ......... ........ ChaussoJt 

MARY BECKER 

IV 

Variations on a theme of Paganini, Books I and II. ................... Brahms 

SASCHA GoRODN ITZKI 

GREGORY AsHuAN at the piano for Miss Becker 

Steinway Piano 



THE JUILLIARD SCHOOL OF MUSIC 

invites you to subscribe to a 

COURSE OF CHAMBER MUSIC CONCERTS 

Wednesday Afternoons at Three o'clock, at 130 Claremont Avenue 

December 2, 1931 ........................................ ........... .. ...................... Musical Art Quartet 

December 23, 1931.. ............................ john Erskine, pianist; Paul Kochanski, violinist 

january 13, 1932 ......................................... . ............................... Gordon Quartet 

February 3, 1932 .................... .. .................. . . ..................................... Eishuco Trio 

February 24, 1932 .................................. Carl Friedberg, pianist; Fel ix Salmond, 'cellist 

March 16, 1932 .............................. .. ....................... .. ........... .. . : ...... Letz, Willeke Quartet 

April 6, 1932 ................................................. ........ ............................... Persinger Quartet 

April 27, 1932 ............................. .................. .. ...... .................... Barrere, Wind Ensemble 

Subscriptions for the series of eig!1t concerts, $8.00 

Subscriptions are now being received at the Concert Department of 

THE j UILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 

JUI LLI AR D SCHOOL OF MU SIC 
~ 

COURSE OF CHAMBER MUSI C CONCERTS 

1 enclose my cheque to the amount of $ .................................................. for ............................................ subscription (s) 
to the course of Eight Recita ls. 

Each subscription $8.00 
Please make cheques payable to 

W. J. BERGOLD, Accountant 
130 Claremont Ave., New York City 

Name ............................................................................................................................................. . 

Address ...................................................................................................................................... . 

········································································································································· 

Please address communicat ions to the Concert Depart ment 

-~ --~ ---- -~- ---
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 -
COURSE OF 

CHAMBER MUSIC CONCERTS 

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 

ISABULE YALKOVSKY, Pianist 

SADA SHUCHARI, Violinist 

Wednesday Afternoon, December 9, 1931 

SECOND ARTISTS' RECITAL, COURSE A 

FELIX SALMOND, 'Cellist 

Wednesday Afternoon, December 16, 1931 

SECOND CHAMBER MUSIC CONCERT 

JoHN ERSKINE, Pianist 

PAUL KoCHANSKI, Violinist 

Wednesday Afternoon, December 23, 1931 

The concerts will always begin at three o'clock precisely 

PROGRAM 

Quartet inC major, Opus 54, No.2 ....... .. ........ ..... ..... Haydn 

Vivace 

Adagio 

l\1inuetto 

Adagio-Presto-Adagio 

Quartet in D major ......... ... ........ .... .. ...... ... .. ..... Cesar Franck 

Poco lento 

Scherzo 

Larghetto 

Allegro molto 
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JUILLIARD SCHOOL OF MUSIC 

SEASON~932 

COURSE OF 

CHAMBER MUSIC CONCERTS 

SECOND CONCERT 

WEDNESDAY AFTERNOON, DECEMBER 23 
at Three o'clock precisely 

PAUL KOCHANSKI, Violinist 

JOHN ERSKINE, Pianist 

130 CLAREMONT AVENUE 
NEW YORK CITY 

: 
i 
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SECOND ARTISTS' RECITAL, COURSE B 

WILLIAM BELLER, Pianist 

AMERICAN VOCAL Q UARTET 
In a concert version of "The Gondoliers" 
of Sullivan 

MoLLIE GouLD, Soprano 

HELEN LoCKWOOD, Contralto 

WILLARD YouNG, Tenor 

GEORGE NEwToN, Bass 

Wednesday Afternoon, December 30, 1931 

THIRD ARTISTS' RECITAL, COURSE A 

HAROLD BAUER, Pianist 

Wednesday Afternoon, January 6, 1932 

THIRD CHAMBER MUSIC CONCERT 

GoRDON QuAR'l'ET 

Wednesday Afternoon, January 13, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

• 

Sonata in E major ...................................................................... ........ Bach 

Adagio 

Allegro 

Adagio rna non tanto 

Allegro 

II 

Sonata in B-flat major ............. ............... ........... .. .................. .... .... Mozart 

Largo, Allegro 

Andante 

Allegretto 

III 

Sonata in F major, Opus 24 ............................ .......................... Beethoven 

Allegro 

Adagio molto espressivo 

Allegro malta (Scherzo) 

Allegro rna non troppo (Rondo) 

Steinway Piano 



JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

COURSE OF 

CHAMBER MUSIC CONCERTS 

THIRD CONCERT 

WEDNESDAY AFTERNOON, JANUARY 13, 1932 

at Three o'clock precisely 

GORDON STRING QUARTET 
(Founded in 1921) 

Jacques Gordon, First Violin 
Ralph Silverman, Second Violin 

Paul Robyn, Viola 
Naoum Benditzky, 'Cello 

Assisting Artist - - - Muriel Kerr, Pianist 

130 CLAREMONT AVENUE 
NEWYORK CITY 



FOURTH ARTISTS' RECITAL, COURSE A 

Lours PERSINGER, Violinist 

Wednesday Afternoon, Jannary 27, 1932 

FOURTH CHAMBER MUSIC CONCERT 

ELSHUCO TRIO 

Wednesday Afternoon, February 3, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

• 

Quartet in G major, Opus 77, No. l.. ........................ Haydn 

Allegro Moderato 

Adagio 

Menuetto-Presto 

Finale, Presto 

II 

American Kaleidoscope ................................ Wenter Janssen 

III 

Piano Quartet in A major, Opus 30 ...................... Chausson 

Ani me 
Tres calme 

Simple et sans hate 

Anime 

Steinway Piano 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

COURSE OF 

CHAMBER MUSIC CONCERTS 

FOURTH CONCERT 

WEDNESDAY AFTERNOON/ FEBRUARY 31 1932 

at Three o'clock precisely 

THE ELSHUCO TRIO 
(Founded by Willem Will eke) 

KARL KRAEUTER/ Violin WILLEM WILLEKE, Violoncello 
AURELIO GIORN 11 Piano 

~ 

130 CLAREMONT AVENUE 
NEWYORK CITY 

~-~----------------------------------



FOURTH ARTISTS' RECITAL, COURSE B 

CATHERINE FIELD, Soprano 

JEROME RAPPAPORT, Pianist 

Wednesday Afternoon, February 10, 1932 

• 
FIFTH ARTISTS' RECITAL, COURSE A 

BERYL RUBINSTEIN, Pianist 

Wednesday Afternoon, February 17, 1932 

• 
FIFTH CHAMBER }'[USIC CONCERT 

CARL FRrEDBI\RG, Pumist 

FELIX SALMOND, 'Cellist 

Wednesday Afternoon, February 24, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Trio in B major, opus 8 .. 

Allegro con brio 

Scherzo (allegro mol to) 

Adagio 

Allegro 

....... ... ................ .. ....... Brahms 

Trio in B-flat major, opus 99 ............................... .Schubert 

Allegro moderato 

Andante-un poco mosso 

Scherzo (allegro) 

Rondo (allegro vivace) 

Steinway Piano 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

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 
NEWYORK CITY 

~------------~------------------------------~---~ 



FIFTH ARTISTS' RECITAL, COURSE B 

INGA HILL, Contralto 

ETTA K. SCHIFF-PAULINE ST!lRNLICHT 
(in compositions for two pianos) 

Wednesday Afternoon, March 2, 1932 

• 
SIXTH ARTISTS' RECITAL, COURSE A 

NINA KosHETZ, Soprano 

Wednesday Afternoon, March 9, 1932 

• 
SIXTH CHAMBER MUSIC CONCERT 

LETZ-VVILLllKE QUARTET 

Wednesday Afternoon, March 16, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

Sonata No. 1 in E minor, Opus 38 ......... ...... ............ Brahms 

Allegro rna non troppo 

Allegretto quasi Menuetto 

Allegro 

II 

Sonata in A major, Opus 69 ............. ... ........ ... ... ... Beethoven 

Allegro rna non tanto 

Scherzo, allegro rnolto 

Adagio cantabile 

Allegro vivace 

III 

Sonata No.2, in F major, Opus 99 ........... .... ........... . Brahms 

Allegro vivace 

Adagio affettuoso 

Allegro passionato 

Allegro rnolto 

Steinway Piano 
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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-WILLEKE QUARTET 

HANS LETZ, Violin 

MOSES LEVINE, Violin 
CONRAD HELD, Viola 

WILLEM WILLEKE, 'Cello 

Assisting Artist, GUSTAV LANGENUS, Clarinet 

~) 

130 CLAREMONT AVENUE 
NEW YORK CITY 

' 

-· . 



SIXTH ARTISTS' RECITAL, COURSE B 

CoNCERT oF CHAMBER Ivlusrc 
BY YouNG AMERICAN Co~IPOSERS 

Wednesday Afternoon, March 23, 1932 

SEVENTH ARTISTS' RECITAL, COURSE A 

RosiNA AND JosEI<' LHrtVINKF. 
(hvo-piano recital) 

Wednesday Aftcmoon, March 30, 1932 

SEVENTH CHAMBER MUSIC CONCERT 

PERSI"GER QuAR'fET 

Wednesday Afternoon, April 6, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

• 

Quartet No. 12 in £-flat major, op. l27 .............. Beethoven 

Maestoso, allegro 

Adagio, rna non troppo e molto cantabile 

Scherzando vivace 

Finale 

II 

Quintet for Clarinet and Strings 

in B minor, op. 115 ... 

Allegro 

Adagio 

Andantino 

Con mota 

. ..................... Brahms 



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 

DOROTHY MINTY, Violin 

DAVID DAWSON, Viola 

VIRGINIA QUARLES, 'Cello 

130 CLAREMONT AVENUE 
NEW YORK CITY 



SEVENTH ARTISTS' RECITAL, COURSE B 

RoBERT CRAwFORD, Baritone 

INEZ LAURITANO, Violinist 

Wednesday Afternoon, April 13, 1932 

• 

EIGHTH ARTISTS' RECITAL, COURSE A 

PAUL KocHANSKI, Violinist 

Wednesday Afternoon, April 20, 1932 

• 

EIGHTH CHAMBER MUSIC CONCERT 

BARRERE, WIND ENSEMBLE 

Wednesday Afternoon, April 27, 1932 

The concerts will begin at three o'clock precisely 

PROGRAM 

• 

Quartet inC major (Koechel's catalogue No. 564 ) .. Mozart 

Adagio-Allegro 

Andante cantabile 

Menuetto 

Mollo allegro 

II 

Variations ("Death and the Maiden") from 
the D minor Quartet.. ........................................ Schubert 

III 

Quartet in D-flat major, opus 15 .............. ............. Dohnanyi 

Andante-Allegro-Andante 

Presto acciacato 

Mollo adagio-Animato-Andante 



JUILLIARD SCHOOL OF MUSIC 

SEASON 1931-1932 

COURSE OF 

CHAMBER MUSIC CONCERTS 

EIGHTH CONCERT 

WEDNESDAY AFTERNOON, APRIL 27, 1932 

at Three o'clock precisely 

WIND ENSEMBLE CLASS 
JUILLIARD GRADUATE SCHOOL 

GEORGES BARRERE, Conductor 

130 CLAREMONT AVENUE 
NEW YORK CITY 



EIGHTH ARTISTS' RECITAL, COURSE B 

SASCHA GoRODNITZKI, Pianist 

MARY BECKER, Violinist 

Wednesday Afternoon, May 4, 1932 

The concert will begin at three o'clock precisely 

PROGRAM 
• 

Sinfonietta, Op. 188. .......................................................... .! oochim Ra!J 
(Two flutes, two oboes, two clarinets, two bassoons, two horns) 

Al1egro--allegro malta 
Larghetto--vivace 

II 

Rondino ............................... . . ....................... £. va11 Beethoven 
(Two horns, two oboes, two clarinets, two bassoons) 

III 

Four Transcriptions (J uilliard edition) 
(Flute, oboe, clarinet, horn, bassoon) 

(a) Sonatina .\ctus Tragicus ..................................... ..... .!. S. Bach 

(b) Petite Marche ....................................................... ...... L. Delibes 

(c) Pastorale ................. ...................... ........................ L. Strawinsky 

(e) The Harmonica Player ........................ ....................... D. Guion 

Intermission 

IV 

Lied and Scherzo, Op. 54 .............................. ........... Fl. Schmitt ( 1910) 
(Double wind quintette with horn principal) 

v 
Kanonische Sonatine, Op. 31, No. 3 ....... .......................... ?. Hindemith 

(Two flutes) 
Munter 
Capriccio 
Presto 

VI 

Le Bal de Beatrice d'Este ............................................................ R. Hahn 
(T\vo flutes, oboe, two clarinets, two bassoons, two horns, trumpet, 

tympani, two harps, piano) 

Entree pour Ludovic le More 
Lesquercade 
Romanesque 
Iberienne 
Lfda et l'Oiseau 
Courante 
Salut final au due de Milan 

Assisted by~ at the Piano 
AR'I'HUR JoNES, Harp 
JoSEPH Pizzo, Harp 

Steinway Piano 



JUILLIARD SCHOOL OF MUSIC 

• 
ANNOUNCEMENT 

The Graduate School wi II offer a course of ten Chamber 

Music Concerts on successive Wednesday even ings, 

beginning January 11 and ending March 15, 1933. Mem

bers of the facu lty, graduates and present students of 

the School, and guest artists will combine to present a 

wide variety of chamber music works and solo groups. 

Tickets will be sold for the entire course only; there 

will be no admission tickets to single concerts. Course 

tickets for the series of ten concerts, at three dollars 

each, may be obta ined at the Concert Department of 

the Juilliard Graduate School after December 22. 

JUILLIARD SCH OOL OF MUSIC 

+ 
COURSE OF CHAMBER MUSIC CONCERTS 

I enclose my cheque to the amount of $ ................................................ for ............................................ subscription {s) 

to the course of Ten Concerts. 

Name .......................................................................................................................................... .. 

Each subscription $3.00 Address ........................................... ............................................................................................ . 

Please make cheques payable to 
W. }. BERGOLD, Accountant 
130 Claremont Ave., New York ....................................................... ............................................................................... .. 

Please address communications to the Concert Department 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

Fl RST CONCERT 

WEDNESDAY EVENING, JANUARY 11, 1933 

at Eight-thirty promptly 

PROGRAM OF FRENCH CHAMBER MUSIC 

FELIX SALMOND, 'Cello 

MARY BECKER, Violin LOU ISE ROOD, Viola 

ADELINA MASINO, Violin ARTHUR STILLMAN, Viola 

DIANE BERNHARD, Piano 

ALICE QUARLES, Piano 

SIDNEY SUKOENIG, Piano 

130 CLAREMONT AVENUE 
NEW YORK CITY 



• 
SECOND CONCERT 

January 18, 1933 

GoRDON STRING QuARTET 

PROGRAM 

Quartet in C minor for Piano and Strings, Op. 15 .......... Gabriel Faure 
Allegro molto moderato 
Scherzo-allegro vivo 
Adagio 
Allegromolto 

SIDNEY SuKOENIG .••••• PiaJzo 
:MARY BECKI<:R •... •••••... Violin 
ARTHUR STILLMAN .... Viola 
FELIX SALMOND ......... 'Cello 

II 

Sonata No. 1 in F-sharp minor for Piano and 'Ce11o ........... ..fea1l HurrJ 
(in one movement) 

Aucr, QuARLES .. ... ..... PiaHo 
FELix SALMOND ........ .'Ce/lo 

III 

Quintet in F minor for Piano and Strings ..... .................. Cesar Franck 

:Malta moderato quasi lento-allegro 
Lento, con motto sentimento 
Allegro non troppo con fuoco 

DrANE BERNHARD ....•.• Piano 
~IARY BECKER ........... .Vio/in 
AnELINA 11ASIKO ...... Violin 
LouisE Roon .......... ..... .Viola 
FELix SALMOND ........ .'Cello 

Stcinzcay Piano 
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JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

SECOND CONCERT 

WEDNESDAY EVENING, JANUARY 18, 1933 

at Eight-thirty promptly 

GORDON STRING QUARTET 
(Founded in 1921 I 

JACQUES GORDON, First Violin 

RALPH SILVERMAN, Second Violin 

PAUL ROBYN, Viola 

NAOUM BENDITZKY, 'Cello 

130 CLAREMONT AVENUE 
NEW YORK CITY 



THIRD CONCERT 

January 25, 1933 

J A~:IES FRISK IN, Pianist 

]AXICE DAVENPORT, Soprano 

'l'rn: QGARU:s TRIO 

PROGRAM 

Quartet, Opus 76, No. 5, in D major ................................... ....... Haydn 

Allegretto-Allegro 
Largo (Cantabile e 1Iesto) 
Menuetto (Allegro) 

Finale (Presto) 

II 

Four Diversions, Opus 32 ... .. ............ ....... ... .Louis Gruenberg 

Allegro moderato 

Moderato ed a capriccio 

Andante moderato e delicato 

Allegro burlando 

III 

Quartet, Opus 135, in F major .... 

Allegretto 

Vivace 

Lento assai, cantante e tranquillo 

Grave, rna non troppo tratto-Allegro 

........................ Beethoven 

("Muss es sein? Es muss sein I Es muss sein !") 

Steinway Piauo 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

THIRD CONCERT 

WEDNESDAY EVEN ING, JANUARY 25, 1933 

at Eight-thirty promptly 

JAMES FR ISKIN, Pianist 

JANICE DAVENPORT, Soprano 

THE QUARLES TRIO 

130 CLAREMONT AVENUE 
NEW YORK CITY 



• 
FOURTH CONCERT 

February 1, 1933 

so~IA EsSIN .................. Contralto 

ALBER'l' SToESSEr. ............... Violin 
HARRY GLICKMAK ............. Violin 
CHARLES LICHTER ..........• . .. .Viola 

!\.1Ax CAHN ..... ....... ............. Viola 

HARRY FucHs .... ....... Violoncello 

PROGRAM 

• 

Chorale Prelude, "0 Lamm Gottes, unschuldig" ........ ............... ..... Bach 
(transcribed by Tausig) 

Chorale, "ErtOdt uns durch dein' Giite". 
(transcribed by Rummel) 

Chorale Prelude, "VVir glauben all' an einen Gott" ...... .. 
(transcribed by Tausig) 

..Bach 

... Bach 

Aria with Thirty Variations............. . ..Bach 
Aria-Andante (3-4) 

1. Allegro moderato (3-4). 2. Andantino (2-4). 3. Canone all' Unismw
Poco andante (12-8). 4. Poco pill allegro (3-8). 5. Allegro vivace (3-4). 
6. Canone alta Seconda-Andantino (3-8). 7. Un poco vivace (6-8). 
8. Allegro (3-4). 9. Ca11011e alia Ter=a-:<..foderato (4-4). 10. Fughetfa 
-Un poco animato (2-2). 11. Allegro e leggiero (12-16). 12. Cano11e 
alia Quarto-Moderato (3-4) (in mota contrario). 13. Andante (3-4). 
14. Allegro moderato (3-4). 15. Canone alta Quinta-Andante (2-4) 
(in moto contrario). 16. Ouverture-Maestoso (2-2): Allegro (3-8). 
17. Vivace (3-4). 18. Canone alla Sesfa-Al!cgrctto (2-2). 19. Allegretto 
(3-8). 20. Allegro (3-4). 21. Canone alla Settima-Andante (4-4). 
22. Tranquillo (2-2). 23. Allegro vivace (3-4). 24. Canone all' Ottava 
Andanteconmoto (9-8). 25. Adagioesprcssivo (3-4). 26. Allegro (3-4). 
27. Canone alia Nona-Un poco vivace (6-8). 28. Allegro moderato 
(3-4). 29. Brillantc (3-4). 30. Quodlibet-Allegretto giocoso (4-4). 

Aria da capo c Fine 

}AMES FRISKIN 

II 

Zerbinetta's Aria ("Grossmachtige Prinzessin"), 
from "Ariadne auf Naxos" ........................ ......... Richard Strauss 

JANICE DA VltKPORT 

BROOKS S:MI'tH at the piano 

Ill 

Trio in D minor, Op. 63, No. 1. ............. ........................... ...... Schumanil 
:Mit Energie und Leidenschaft 
Lebhaft, doch nicht zu rasch 
Langsam, mit inniger Empfindung 
}.fit Feuer 

ALICE QUARLES .................. Piana 
MARGUERITE QUARLES ..... .Vio/in 
VIRGINIA QuARLES ... .Violoncello 

Steinzuay Piano 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

FOURTH CONCERT 

WEDNESDAY EVENING, FEBRUARY I, 1933 -at Eight-thirty promptly 

SON lA ESSI N ......................... Contralto 

ALBERT STOESSEL. .................. Violin 

HARRY GLICKMAN ................ Violin 

CHARLES LICHTER ................... Viola 

MAX CAH N ................................... Viola 

HARRY FUCHS ................... Violoncello 

130 CLAREMONT AVENUE 
NEW YORK CITY 



• 
FIFTH CONCERT 

Feuruary 8, 1933 

GEORGES BARRERF, ......•.....•... Flute 

CARLOS SALZEDO .................. Harp 

HoRACE BRITT ....... .......... .'Cello 

PAUL NoRDOFF ...... ............. Piano 

PROGRAM 

• 

Quartet No. 1 in C minor, Opus 51.. .. . .... ........ .............. ...... BrafrJIIS 

Allegro 
Romanze~Poco Adagio 
,\llegro molto moderato c comodo 
Finale-Allegro 

ALBERT SToESSEL, Violin 
HARRY GLICID:IAN, Violin 

CHARLES LrCH'l'l~R, Viola 
HARRY FucHs, 'C clio 

II 

Aufenthalt.. ... . . ............ .................... ....... Schubert 

Die Krahe ............. ............................. ................ . ...... .Schubert 

Verzagen ................................. . ........... .. ....... ....... Brahtns 

).1adchenlied ...... . 

Gliickes Genug 

Caecilie .... 

Quintet in G minor 

Allegro 
Mcnuetto 

. ......... BrahlllS 

........... Strauss 

. ....................................................................... StraHss 

SoNIA EssrN 

BROOKS s~n'L'H at the Piano 

III 

.................................. ..................... Mozart 

Adagio ma non troppo 
Adagio-Allegro 

ALBER'£ S'l'OESSEL, Violin CHARLES LICHTER, Viola 
HARRY GLICKMAN, Violin ~tAx CAH~, Viola 

HARRY Funis. 'Cello 

Steinway Piano 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

Georges 

FIFTH CONCERT 

WEDNESDAY EVEN ING, FEBRUARY 8, 1933 

at Eight-thirty promptly 

Carlos 

B,ARRERE SALZEDO 
in Chamber Music for 

FLUTE, HARP AND 'CELLO 

and 

PAUL NORDOFF, Pianist 

130 CLAREMONT AVENUE 
NEW YORK CITY 

Horace 

BRITT 



• 
SIXTH CONCERT 

February 15, 1933 

Lours PERSINGER •...... ... Violinist 

MARJORIF. FuLTON ........ Violinist 

DOROTHY MINTY ...... ..... Violinist 

DAVID DAwsoN ...... ............. Viola 

VIRGINIA QUARLES .....•••.. .'Cellist 

MILDRED SANDERS •... .. ..... .'Cellist 

and 

MURIEL KERR .•....•...........• Pianist 

PROGRAM 

• 
Pieces en Concert. .............................................. .! ean-Philippe Ralllcau 

La Pantomime 
La Timide 

L'Indiscrete 
La Cupis 

Tambourins 

lVIessrs. BARR:ERE, SALZEDO, BRITT 

II 

Children's Corner .............................................................. Claude Debussy 
(transcribed from the piano for harp, flute, and 'cello 

by CARLOS SALZEDO) 

Doctor Gradus ad Parnassum 
Jumbo's Lullaby 

The Doll's Serenade 
The Snow is Dancing 

The Little Shepherd 
Golliwog's Cakc-\Valk 

Messrs. BARRERrt, SALZEDO, BRITT 

III 

Prelude, Aria and Finale ................................. .... ......... . ...... Cesar Franck 

PAUL NOR DOFF 

IV 

Poem .......................................................................... . . Charles T. Griffes 

GrtoRGEs BARRERE 
CARJ,os SAT,7.EDO at the Piano 

v 
Sonatine en Trio ......................................... ................ ........ Nfaurice Ravel 

(transcribed from the piano for harp, flute, and 'cello 
by CARLOS SALZEDO) 

Moden! 
Mouvement de Menuet 

Anime 

Messrs. BARRERJ:•:, SALZF.DO, BRITT 

MR. SAI.Zl\00 uses the Lyon and Healy Harp exclusively 

Steinway Piano 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

SIXTH CONCERT 

WEDNESDAY EVENING, FEBRUARY 15, 1933 

at Eight-thirty promptly 

LOUIS PERSINGER .................. Violin 

MARJORIE FULTON ............... Violin 

DOROTHY MINTY .................. Violin 

DAVID DAWSON ....................... Viola 

VIRGIN I A QUARLES .............. .'Cello 

MILDRED SANDERS ............... .'Cello 

and 

MURIEL KERR ............................. Piano 

130 CLAREMONT AVENUE 
NEW YORK CITY 



• 
SEVENTH CONCERT 

February 22, 1933 

HELEN SNow ..... ..... Soprano 

]ANICE K RA USHAAR ......... ... Contralto 

CHARLES CARLILE .... .... .... ......... Tenor 

RAYMOND ~fiDDL£TON ................ Bass 

assisted by 

CARL FRIEDBF:RG ..... 

ERNEST HUTCHESON .. 

. ... Pianist 

.. .. Pianist 

PROGRAM 

• 

Quartet in B-flat major (Kochel's catalogue No. -!58) .. ...... .... .. Jlo~art 

Allegro vivace assai 
Menuctto 
Adagio 
Allegro assai 

Lours P£RSLKGF.R 

MARJ ORU: FuLTON 

Sonata in A major 

Allegretto ben moderato 
Allegro 
Recitativo·Fantasia 
Allegretto poco mosso 

MuRIUKEnR 

II 

DAVID DAWSON 

VIRGINIA QuARLES 

INTER.liiSSIOX. 

Ill 

Quartet in A minor ........................ .. 

Fantasia 
Scherzo 
Romanzc 
Finale 

Louis PJ..o:RSINGER 

DOROTHY MINTY 

DAVID DAWSON 

MILDRED SAN DEUS 

Steinway Piano 

. ... Franck 

.... Kreisler 



e , 
JUILLIARD SCHOOL OF MUSIC 

SEASON 1932-1933 

COURSE OF 

CHAMBER MUSIC CONCERTS 

SEVENTH CONCERT 

WEDNESDAY EVENING, FEBRUARY 22, 1933 

at Eight-thirty promptly 

HELEN SNOW ........................ Soprano 

JAN ICE KRAUSHAAR. ...... Contralto 

CHARLES CARLILE ................. Tenor 

RAYMOND MIDDLETON ....... Bass 

assisted by 

CARL FRI EDBERC ................... Pianist 

ERN EST HUTCHESON ......... Pianist 

130 CLAREMONT AVENUE 

NEW YORK CITY 



• 
EIGHTH CONCERT 

March 1,1933 

HANS LETz ......................... Violin 

FREDERICK BuLDRlNI. .. .... Violin 

DAviD DAwSoN ................ ... Viola 

MoRRIS BRENNER ........ .... ... Viola 

Ru't'H HILL..... ......... . ... .'Cello 
MILDRED SANDERs .............. 'Cello 

FRASER GANGE .... .......... Baritone 

OsCAR WAGNER ............... Pianist 

PROGRAM OF VOCAL QUARTETS 

• 

Spanisches Liederspiel, Op. 74 ................ ................................ Schumann 

Erste Begegnung .... 
Intermezzo .. . 
Liebesgram .. . 
In der Nacht ... 
Es ist verrathen .... 
Melancholic .... 

. ............... Soprano and Alto 
............ Tenor and Bass 

. ................... Soprano and Alto 
. ... Soprano and Tenor 
. ... Soprano and Tenor 

. ....... Alto 
Gestiindniss... . .... Tenor 
Botschaft... ........................ Soprano and Alto 
Der Contrabandistc... . ......................... Baritone 
Ich bin gcliebt... .............. Soprano, Alto, Tenor and Bass 

EnMUND HoR.'< at the Piano 

II 

Der Abend, Op. 64, No.2 .... .......................... .......... Brahms 

Wechsellied zum Tanz, Op. 31, No. 1.. .... ................................... Brahms 

The indifferent couple ... 
The tender couple ..... 

............. Alto and Bass 
.. ... Soprano and Tenor 

En':'IIUND HoRN at the Piano 

INTER:MISSIO~ 

III 

Liebeslieder, Op. 52 .......................... . . ...................... ........... Brahtns 
For Piano (four hands) and Vocal Quartet 

CARL FRIEDBERG and ERNEST HuTCHESON at the Piano 

Steinway 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 ............... .................. Violin 

FREDERICK BULDRINI .......... Violin 

DAVID DAWSON ...................... Viola 

MORRIS BRENNER ...... ............. Viola 

RUTH HI LL .................................. 'Cello 

MILDRED SANDERS ................ 'Cello 

FRASER GANGE ...... ............ Baritone 

OSCAR WAGNER .................... Pianist 

130 CLAREMONT AVENUE 

NEW YORK CITY 

~-----------------------------------------



• 
NINTH CONCERT 

March 8, 1933 

STRADIVARIUS QUARTET 

WoLFE WoLFINsonN ..... ... .. ..Violin 

NICHOLAS MOLDAVAN ...................... Violin 

ALFRED Foci-IoN .. .... .. .... .. . .................. Viola 

GERALD W ARBURG .. ................. 'Cello 

FLORENCE PAGE KIMBALL ..... ...... Soprano 

.. 

PROGRAM 

• 

Sonata for Piano and Violin, in A major, Op. 100 .... ................. Brahms 

Allegro amabile 
Andante tranquillo; vivace; andante; vivace di piu; andante vivace 
Allegretto grazioso (quasi andante) 

OSCAR WAGNER and HANS LETz 

Traum durch die Dammerung ..... 

Friihlingsnacht ...... 

II 

. ..... Strauss 

....... Schuuwnn 

0 J esulein suss ..... .............. .. .. 

Die Forelle ... 

Der Doppelganger .... 

........ Bach 

........... .Schubert 

.......................... Schubert 

FRASER GANGE, Baritone 
VIOLA P£TERS at the piano 

INTERMISSION 

III 

Verklarte Nacht, Op. 4 .. .................. Schoenberg 
(after the poem of Richard Dehmel) 

HANS LETZ ......................... Violin 

FREDERICK BuLDRINI ........ Violin 

DAVID DAwsoN ...... .... .. ...... Viola 

MoRRIS BRENNER ................ Viola 

RuTH Hru .......................... 'Cello 

MrLDR~D SANDERS .............. 'Cello 

Steimt'ay Piano 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

• 
COURSE OF 

CHAMBER MUSIC CONCERTS 

NINTH CONCERT 

WEDNESDAY EVENING, MARCH 8, 1~ 

at Eight-thirty promptly 

THE STRADIVARIUS QUARTET OF NEW YORK 

WOLFE WOLFINSOHN .................. Violin 

ALFRED POCHON .............................. Violin 

NICHOLAS MOLDAVAN ................. Viola 

GERALD WARBURG. ........................ .'Cello 

FLORENCE PAGE KIMBALL ... .Soprano 

130 CLAREMONT AVENUE 

NEW YORK CITY 



• 
TENTH CONCERT 

March 15, 1933 

CARL FRIEDBF,RG . .......•. Piano 

PAuL KoCHANSKI. ..•.. Violin 

FELix SALMOND .......... 'Cello 

(in a program of Brahms Chamber Music) 

• 

PROGRAM 

+ 

Quartet in C minor, Op. 18, No. 4 ............................... L. van Beethoven 

Allegro rna non tanto 

Scherzo (Andante scherzOso quasi allegretto) 

Menuetta (Allegretto) 

Allegro 

STRADIVARIUS QuARTET 

II 

Le Balcon............ ..... ................. .. ........................ Debussy 

Chevaux de Bois...... .. ...... ...................... .. ........................ Debussy 

Le Temps des Lilacs ............................................... ................... Chausson 

Nell .................. : .......... ........................................................................ Faure 

Fleur Jetee ......................................................................................... Faure 

FLORENCE PAGE KIMBALL, Soprano 
CELIUS DOUGHERTY at the piano 

IN'l'ERMISSIO"l" 

III 

Quartet in A minor, Op. 51, No. 2 ......... ................... .Johannes Brahms 

Allegro non troppo 

Andante moderato 

Quasi menuetto moderato 

Finale (Allegro non assai) 

STRADIVARIUS QuARTET 

Stein'Wcty Piano 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1932-1933 

• 
COURSE OF 

CHAMBER MUSIC CONCERTS 

• 
TENTH CONCERT 

WEDNESDAY EVEN ING, MARCH 15, 1933 

at Eight-thirty promptly 

•• 

CARL FRI EDBERG ..................... Piano 

PAUL KOCHANSKI ................. Violin 

FELIX SALMOND .................... .'Cello 

In a program of Brahms Chamber Music 

130 CLAREMONT AVENUE 

NEW YORK CITY 



PROGRAM 

Trio inC minor, Op. 101 

Allegro encrgico 

Presto non assai 

Andante grazioso 

Allegro molto 

• 

II 

...... Brahnts 

Sonata in D minor for Piano and Violin, Op. 108 ...................... Brahms 

Allegro 

Adagio 

U n poco presto e con sentimento 

Presto agitato 

IK1'ER:MJSSION 

Trio in E-flat major, Op. 40 ....... 

Andante 

Scherzo-Allegro 

Adagio mesto 

Finale-Allegro con brio 

III 

. ..... ........... ........... ........ Brahnts 

Steinway Piano 



SPECIAL ANNOUNCEMENT 

The Juilliard School of Music announces a series of three Vocal 

Recitals and four Chamber-Music Concerts on Tuesday afternoons 

at five o'clock. 

NOVEMBER 24, 1936 ________________ __ ______ VOCAL RECITAL 

DECEMBER 15, 1936 _____________ ________ ___ CHAM BER-MUSIC 

JANUARY 12, 1937 ______________________ CHAM BER-MUSIC 

FEBRUARY 

MARCH 

MARCH 

APRIL 

9, 1937 ____________ ___ ________ VOCAL RECITAL 

2, 193 ? _____________ __________ CHAMBER-MUSIC 

23, 1937 ______________ _________ VOCAL RECITAL 

I 3, I 9 3 7_ _________________ __ ___ CHAMBER-MUSIC 

The faculty, graduates, and students of the Juilliard Graduate 

School will participate in the programs. 

THESE CONCERTS WILL BE FRE E TO THE PUBLIC 

Appli cations fo r t icke ts sho uld be sent b y ma il to 

THE CONCERT DEPARTMENT 

130 C lare mont Ave nue 

New York, N.Y. 

JUILLIARD SCHOOL OF MUSIC 
130 Claremont Avenue 

RECITAL OF CHAMBER MUSIC 

TUESDAY AFTERNOON, MARCH 2, 1937 

at Five o'clock 



I 
I e 1 

JUILLIARD SCHOOL OF MUSIC 
SEASON 1936 - 1937 

RECITAL OF VOCAL MUSIC 

TUESDAY AFTERNOON, NOVEMBER 24, 1936 

at Five o'clock 

CONCERT HALL 

130 C la re mo nt Avenue 

NEW YORK C ITY 

~ ' 

~~~~-~---r~------------------------------------------~--~ 



PROGRAM 

L'amero saro costante Mozart 
(I I re pastore) cadenzas by J. Lauterbach 

Violin obbligato_ ....... FREDERICK OVONCH 
Volksliedchen ...................... Schumann 

Mondnacht .. .. 

Auftrage ... 

Cacelie .. 

Freundliche Vision 

Zueignung. 

Duets 

Vergebliches Hoffen 

Der Abschied ... 

Familien Gemalde .... 

Unter 'm Fenster 

DOROTHEA TORBESON 

Serg i us K"gen at the piano 

ROMOLO DE SPIR ITO 

A l bert~ MMiello <Jt the pi<Jno 

Ill 

. Schumann 

. ................... Schumann 

Richard Strauss 

..Richard Strauss 

.Richard Strauss 

... _ .... Dvorak 

Dvorak 

.. . ................................... Schumann 

... Schumann 

VIRGINIA CONDON ~nd ALBERT GIFFORD 

Charity 

Ah! Love but a day .... 

Hills 

Edmund Horn 11t the p i ~~no 

IV 

............................ Richard Hagemann 

Mrs. H. H. A. Beach 

.... J rank La Forge 
MARGARET HARSHAW 

Albe rt11 Masiel lo at the piano 

PROGRAM 

v 

Seven songs from the ''Dichterliebe'' ............................................ ..... ......... Schumann 

lm wunderschoenen Mona + M<'li 

Aus meinen Thraenen spriessen 

Die Rose, die Li lie, die Taube, die Sonne 

Wenn ich in deinen Augen seh' 

lm Rhein , im heiligen Strome 

lch grol le nicht 

PAUL ONCLEY 

Michael Field 11tthe piMo 

VI 

Twenty-third Psalm for voice, harp, and organ ............................. .............. ... Liszt 

(By request) 

MAXINE STELLMAN_ .... Soprano 

JOSEPH PIZZO .. --··-·- ····- ····· ·--- · ··--·-···- -H~rp 

GEORGE VOLKEL.__ _ ____ O rg<"ln 

SteimvaJ• Piano 

To preserve the un ity of the program there will be no encores 

A Chamber Music p rogram will be g iven on December IS at five o'clock. 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1936-1937 

CHAMBER 'MUSIC CONCERT 

TUESDAY AFTERNOON, DECEMBER 15, 1936 
at five o'clock 

CONCERT HALL 

130 Claremont Avenue 

e : 
I 

NEW YORK C ITY 



PROGRAM 

Quintet in G minor for two violins, two violas and violoncello .... Mozart 

(Kochel Catalog No. 516) 
Allegro 

Menuetto {Allegretto) 

Ad<'lgio ma non troppo 

Adogio- Allegro 

......... Violif! ALICE ERICKSON __ 

ALICE PLUMLEE 

FRANK BRIEFF .• 
Vio l in 

-·-·····-- ---- Viol<.~ 
EUGENIE LIMBERG .. ... ___ ··-········----Vio la 
FELIX SALMOND .. ______ •. .. •. ..... Violoncello 

Intermission 

Quintet in C major for two violins, viola and 

two violoncellos, op. 163 

Allegro rna non troppo 

Adagio 

Scherzo (Presto) Trio (AndMte sostenuto) 

Allegretto 

FREDERICK DVONCH .... Violin 
HARRY GOSHKOWilZ _____ _____________ __ Violin 

PAUL WINTER ... .... ---------· --------····-····-Viola 
FELIX SALMOND ...... ______________ ... Violoncello 

BERNARD GREENHOUSE __ , ... Violoncello 

................... Schubert 

The third concert in this series wi ll be given on JMuory 12 ot five o'clock 



JUILLI/\RD SCHOOL OF MUSIC 
SEASON 1936 -1937 

CHAMBER MUSIC CONCERT 

TUESDAY AFTERNOON, JANUARY 12, 1937 
at five o 'clock 

CONCERT HALL 

130 C laremont A venue 

NEW YO RK CITY 



PROGRAM 

Trio for piano, violin and 'cello 

A l legro risolut o 

Tempo modera to e pesante 

Recitative 

Mo d era to ed <"1ppassionoto 

Rondo, al legro vivo 

VERA APPLETON ________ ____ _ 

································- ......... Gaspar Cassad6 

··-··----- --------- Piano 
GIZELLA EHRENWERTH .... . ......•.... Vio lin 

ELEANOR ALLER . ----------------- --Violoncello 

Octet in C major, op. 7 ···················································- ......... ......... Georges Enesco 

Tr9s modere, Tr9s fougueux 

Lentement , Mouvement de va lse bien rhythmee 

BESSIE SIMON _____ _ 

CARROLL GLENN ..... _ 

ESTHER SCHURE. ... -·-······-

·-·-·---·--·-Violin 

- ------- - - --- Violin 
__________ Vio lin 

JANE GLENN ______________ ·- ·- ·---·---·-··- ·---·--·- Violin 

EUGEN IE LIMBERG ... _ 

ALICE PLUMLEE- ·-·-·-·-
ELEANOR ALLER._. ___ _ 

DOROTHY TREML _____ _ 

Steinway Piano 

.. -·-·- -·--·-Violo 

- ·-- - - - ·- ·--··Vio la 

·--·-·Violoncello 

..... .. Violonce l lo 

The fourth concert in th is series will be given on February 9, 193 7 



JUILLIARD SCHOOL OF MUSIC 
SEASON 1936-1937 

CHAMBER MUSIC CONCERT 

TUESDAY AFTERNOON, MARCH 2, 1937 

at Five o'clock 

CONCERT HALL 

130 Cla remont Avenue - I NEW YORK CITY 

-, .. 

··. ·.· .. , 



PROGRAM 

Trio in C major, Op. IS, No. 3 .. 

Allegro 

And.!!nte cantabile 

Allegro 

IRENE BOTTS 

EUGENIE LIMBERG __ 

FELIX SALMOND 

·······--·-·-··Viola 

. Violoncello 

Sonata in 0 minor for piano and violoncello ... 
(Composed in the summer of 1915) 

Prologue 

Serenade et Finale 

DAVID STIMER ____ _ 

FEL IX SALMOND ____ _ .Violonce llo 

Ill 

Quartet in C minor for pianoforte and strings, Op. 60 .... 

Allegro non troppo 

Scherzo -Al legro 

Andante 

Allegro commode 

EMMA ENDRES _____ _ 

BESSIE SIMON ________ _ ---------.Violin 

EUGENIE LIMBERG .. ---· ......... _________ Viol" 

FELIX SALMOND ..... . ..... __ Vio loncello 

Steinway Piano 

. ............. Mozart 

.Debussy 

. .Brahms 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1936 -1937 

RECITAL OF VOCAL MUSIC 

~~~~.;;_3. 

TUESDAY AFTERNOON, FEBRUARY 9-:-1937 

at Five o'clock 

CONC ERT HALL 

130 C la remont Avenue 
NEW YO RK C ITY 

• 



PROGRAM 

Tu lo sai ·································- . .. ····-···················------ ~ .. Torelli 

Amor comanda ~~~~~~~·~~~· ~·~~ ~·~ ~~·~ ~ ~~~~~ ~~~ ···~·~~·~~·~~~~~~ ~~~~~~~~~~~~~~~·~ ~·~~~~~~~·~~~~~~~~- ~~~·~~~·~~~ · ~~~~~~~·~ H a n del 

Notte ~ ~· ~~·~~~·~~· ~ ··~~~·~~~~·~ ·· ·· · . ~~ ~·~ ~~~~~ ~~~~~~~~~·~~~~~~~~~~~~·~~~~ ~~~·~~~·~~- ~~~·~·~~~·~·~~~·~~~~~~~·~~~ · ~ · ~~~~~~·~·~~·~~~~~·~~~ Res pig hi 

Canto di primavera -----·-···························································-····- ......................... Cimara 

GERTRUDE GIBSON 

Sergius Kagen at the piano 

Waldseligkeit 

Und Gestern hat er mir Rosen gebracht .... 

Hat dich die Liebe beruhrt 

MARVEL Bl DOLE 

Ruth Cumbie at the piano 

Ill 

As When the Dove ("Acis and Galatea")~·~ 

................... Joseph Marx 

~~ ·~·~~ · ~ ·~ ~ ~ · ~· ·~~ · ~~~·~~~~~~.J ose ph M a rx 

Joseph Marx 

~ ·~~~ Handel 

Oboe obbligato. ___________ Martin Leskow 

Parto ("La Clemenza di Tito") .......................... Mozart 

Clarinet obbligato ______ Leonard Go ldstein 

ELEANOR BROWNELL 

Emma Endres <If the piano 

PROGRAM 

IV 

Celie que je pref€re ·······································- ·········································- ... Felix Fourdrain 

Le petit gardeur de ch€vres ... . R. Lenormand 

~ ~~ ~~~~~~~ ~~~~~~~~~~~·~~·~··~~·~····· ~~~~~~~~~Rhene-Baton La chanson du verger fleuri .. . 

Mai ························-- ~~~~~~ · ~ ~·~ ~~~····~···~~·~~ ~ · ~~~· ~~~~~·~~~~ ~~~·- ~·~·~···~··~ ~··~~·~··~~·~~~~~· ~· c . saint-s a ens 
VERA WEIKEL 

Micha el Field at t he piano 

v 
Komm, sUsser Tod ... ~ ~· ·~·~·~ · ~ ~~~~·~~~~~·~~··~·~~·~~ ·~·~· ·~· ·~·~·· ····· · ~ · .. Bach 

Verzagen ... . .................................................................. Brahms 

Were you there? H. T. Burleigh 

Ride On , King Jesus ·~·~~····~·~·~~·~~~~~~~·~~·~~·~~··~ ·~~~~~~· ~~~~~·~- ..... ~H. T. Burleigh 
LOU ISE BURGE 

Sergi us Kagen at the pi11 no 

VI 

Chansons madecasses ·······~·~·~~~~~·~~~~~~~ ~~~~ ~~~ ·~ ~ ~ ~ ~·- ~·~~~~~·~Ravel 

MAR ION SELEE 

Lorna W ren·---------------- ---- ------ -------Fiute 

Bernard Greenhouse _______________ 'Cello 

Sergi us K<'! gen ___ ___ ____ _______________ _____ Piano 

Steinway Piano 

To preserve the unity of the program there will be no encores 

A Chamber music program will be given on MMch 2 at five o'clock 
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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 

Alleg ro eppassionato 
Moderato 

A llegro 
(first pe rformance) 

EMMA ENDRES_ ~-Piano 

All CE PLUMLEE.·---··-····-·-··------------- ..... Violi n 
JANE GLENN. ______ _ 

FRIEDA RE I SB ERG •...• _ .. _______________ .. __ Viola 

DOROTHY TR EML .. ·----------------Violoncel lo 

Quartet, opus 2 ·································- ········-·····-·····-····-····-· .................... Kodaly 

Andante poco rubato, Allegro 
Lento assa i tranquillo 

Presto 
Allegro 

JACQUES LA RN ER--- ----·----------··-···-Viol in 

GEORGE OCKN ER.·-····-- ---------.. ·----------------Vic li n 
NATHAN GOTTSCHALK. .. ___ _____________ Viola 

BERNARD GREENHOUSE. _ ____ .. Violonce llo 

Ill 

Quintet in G major, opus I I I .......................................................... Brahms 

A l legro non trappe mo con brio 

Adagio 
Un poco allegretto 

Vivace rna non treppe presto 

EUGENIE LIMBERG ___ ___ _ 

GEORG E OCKNER __________ _ 
·-···--------Violin 

.... __ .Violin 

FRANK BR I EF F·-···-····-··-···--··-·-·--···- ·'"··----- Via 16 

HARRY HY AMS .. -------------------------------Yiola 

BER NA RD GREENHOUSE ________ .Violoncel lo 

Steinway P£ano 
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THE JU I LLIARD SCHOOL OF MUSIC 
announces 

A SERIES OF LECTURES 
on 

"ENGLISH POETS" 

By JOHN ERSKINE 

Tuesday Afternoons at five o'clock, at 130 Claremont Avenue 

~ 

November 1 .......................................................................... Wordsworth 

November 8 ........ .............................................. Spenser's Faerie Queene 

November 15 ............ ............................. .... ................................. Browning 

November 23 (Wednesday) .................. .. .................................. Chaucer 

November 29 .................................................................................... Keats 

December 6 .......................................................... Shakespea re's Sonnets 

December 13 ........ .. .............................................. ...................... Tennyson 

December 20 ............................. .... ................................................. Shelley 

~ 

These lectures will consider some of the characteristics of poetry as il lustrated 
by certain great English poets, chosen not in their chronological order but because 
of helpful contrasts in their work. 

Subscriptions for the series of eight lectures, $3.00 

Subscriptions are now being received at the Concert Department 

THE JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 

New York City 

I enclose my cheque to the amount of $ ................................................ for .............................................. subscription (s) 

to the course of Eight Lectures by john Erskine . 

Each subscription $3.00 
Please make cheques payable to 

W. j. BERGOLD, Accountant 
130 Claremont Ave., New York City 

Name ............................................................................................................................................ . 

Address ........................................................................................................................................ . 

Please address communications to the Concert Department 

I 

i 
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JUILLIARD SCHOOL OF MUSIC 
130 Claremont Avenue 

"ENGLISH POETS" 

JOHN ERSKINE 

Course Ticket Admit One 

JUILLIARD SCHOOL OF MUSIC 

Course of Eight Lectures 

"ENGLISH POETS" 

JOHN ERSKINE 

I enclose my cheque to the amount of $ ............................................... .for .............................................. subscription (s) 

to the course of Eight Lectures by John Erskine . 

Each subscription $3.00 
Please make cheques payable to 

W. j. BERGOLD, Accountant 
130 Claremont Ave., New York City 

Name ............ ................................................................................................................................ . 

Address ....................................................................................................................................... .. 

Please add ress communications to the Concert Department 



THE JUILLIARD SCHOOL OF MUSIC 
announces 

A SERIES OF LECTURES 

on 

11 THE MATERIALS OF POETRY" 
By JOHN ERSKINE 

Tuesday Afternoons at Five o'clock, at 130 Claremont Avenue 

October 27 ...... Piato-Symposium December ! ...... Euripides-Electra 
November 3 ...... Homer-lliad December 8 ...... Homeric Hymns 
November 1 O ...... Homer-Odyssey December 15 ...... Herodotus 
November 17 ...... Aeschylus-Prometheus Bound December 22 ...... Lucretius 
November 24 ...... Sophocles-Antigone january 5 ...... Virgii-Aeneid 

(Subject to possible changes of date) 

These lectures on "The Materials of Poetry" will consider some of the chief ways in which 

human experience is converted into poetic form, with special reference to the changes which the 

popular imagination forces the poets to make in old legends. 

Subscriptions for the series of ten lectures ...................... .. ........ $8.00 

Tickets are not available for single lectures 

Subscriptions are now being received at the Concert Department of 

THE JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue 

New York City 

DR. JOHN ERSKINE 

I enclose my cheque to the amount of $ ................................................ for .............................................. subscription (s) 

to the course of Ten Lectures by Dr. John Erskine. 

Each subscription $8.00 
Please make cheques payable to 
W. ). BERGOLD, Accountant 

130 Claremont Ave., New York City 

Name ............................................................................................................................................ . 

Address ....................................................................................................................................... .. 

Please address communications to the Concert Department 



JUILLIARD SCHOOL OF MUSIC 
' 

Course of Ten Lectures 

• "THE MATERIALS OF POETRY" 

DR. JOHN ERSKINE 

I enclose my cheque to the amount of $ ............................................... .for .............................................. subscription (s) 

to the course of Ten Lectures by Dr. john Erskine. 

Each subscription $8.00 
Please make cheques payable to 
W. j . BERGOLD, Accountant 

130 Claremont Ave., New York City 

Name ............................................................................................................................................ . 

Address ........................................................................................................................................ . 

Please address communications to the Concert Department 





BACH FESTIVAL PARTICIPANTS 
Albert Stoessel, Conductor 

Instrumental Soloists Vocal Soloists 
Ernest Hutcheson Piano Josephine Antoine Soprano 
Georges Barrere Flute 

Martha Dwyer Soprano Felix Salmond Cello 
Albert Stoessel Violin Karin Olson Mezzo Soprano 
Harry Glickman Violin lnga Hill Mezzo Soprano 
Joseph Knitzer Violin 
George Wilkins Flute Pauline Pierce Contralto 

Stephen Pecha Oboe Roland Partridge 
William Vacchiano Trumpet Eugene Ramey 
George WilliamVolkel, Organ 

Julius Huehn Hugh Porter Organ 
Viola Peters Harpsichord Harold Boggess 
Gregory Ashman Cembalo George Britton 

Chorus of the Oratorio Society 

Choristers of St. Thomas Episcopal Church 
(courtesy of Dr. T. Tertius Noble) 

Orchestra of the Juilliard School of Music 

... 
, PRICES 

Tickets by Subscription only 
$3.00, $2.50 and $2.00 

for the Entire Series of Four Concerts 

The Proceeds of the Bach Festival go to the 
Students Aid of the Juilliard School of Music. 

Tenor 

Tenor 

Baritone 

Baritone 

Baritone 

The capacity of the Auditorium is limited to 1000 seats 
and subscription~.will be filled in order of receipt 

Please make checks and money orders payable only to 
W. J. Bergold, Accountant 

and send applications for series tickets to 
Oratorio Society of New York 

· Steinway Hall 
113 West 57th Street 

New York City 

BACH FESTIVAL 
Juilliard School of Music 

Checks 1:md money orders payable to 
W. J. Bergold, Accountant 

130 Clqremont Avenue 
Nevv York City 

Enclosed find check (or money order) for 

for seats for Bach Festival, May 1,2,3,5,1934. --------

Name'-------------------------------------------------

Address _______________________________________________ _ 

r 
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JUILLIARD SCHOOL OF MUSIC 
GRADUATE SCHOOL 

SEASON 1933 -1934 

BACH FESTIVAL 
ALBERT STOESSEL, Conductor 

First Concert 

TUESDAY EVENING, MAY 1, 1934, at Eight-thirty o'clock 

J U ILL I ARD CONCERT HALL 

130 CLAREMONT AVENUE 

NEW YORK CITY 



PROGRAM 

+ 

1 CANTATA No. 104, THOU GUIDE OF ISRAEL 

Chorus ... . ....... ............. Thou Guide of Israel 

Recitative (Tenor) .. .... The Mighty Guardian cares for me 

3. Aria (Tenor) .. ............. His face my Shepherd long is hiding 

4. Recitat ive (Bass) .. . .. .......... This Thy word is nurture to my spirit 

5. Aria (Bass) .. ................ Whom jesus deigns His flock to number 

6. Chorale ................................................... The Lord my guide vouchsafes to be 

ROLAND PARTRIDGE .. . ............ Tenor 

HAROLD BOGGESS ...................................... Bass 

CANTATA No. 51, for Solo Sopraoo, JAUCHZET GOTT !REJOICE GREATLY! 

Aria ... .... . . ........................ Pr<Jise ye, pra ise jehovah all ye people 

Recitative ........................................................ We worship in the holy temple 

Aria ..................... Father, may Thy loving mercies fall on us as morning dew 

4. Chorale .................................. .. ..... ... .................... All honor, praise and glory 

JOSEPHINE ANTOINE ..... ... .... . .................. Soprano 

WILLIAM VACCH IANO ......... Trumpet Obbligato 

3. CANTATA No. 53, for Solo Contralto, STRIKE THOU HOUR IMMORTAL 

RISE STEVENS ..... .Contral to 

PROGRAM (Continued) 

4 THE MAGNIFICAT 

Chorus ... ... .............. .. . Magnificat anima mea Dominum 

Aria for Mezzo Sopraro ... .. ...... Et exultavit spiritus 

MARTHA IRWIN 

Aria for Soprano.. . .. . ......... Quia respexit humilitatem ancillae suae 

MARTHA DWYER 

4. Chorus.. . . . . ......... .... .. Omnes generat iones 

5. Aria for Bass... . .. ............. .. Quia fecit mihi magna 

HAROLD BOGGESS 

Duet for Contralto and Tenor. .. . ....... .... Et misericordia 
INCA HILL. ROLAND PARTRIDGE 

Chorus ... .... ..... .. Fecit potent iam 

Aria for Tenor ...... . . ............ ... .Oeposuit potentes 
ROLAND PARTRIDGE 

Aria for Contralto ... ........ Esur ientes implevit bonis 
INGA HILL 

10 Trio for Soprano, Mezzo Soprano, and Contoalto...... .. .. .Suscepit Israel 
MARTHA DWYER, MARTHA IRWIN, !NCA HILL 

11 Chorus ... ... .................................. Sicut locutus est ad patres nostros 

12 Chorus ....... .. .................... Gloria Patri, Filio et Spiritui Sancto 

CHORUS OF THE ORATORIO SOCIETY OF NEW YORK 

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC 

GREGORY ASHMAN .. . ................ Cembalo 

GEORGE WILLIAM VOLKEL. ....... Organ 



BACH FESTIVAL 
First Concert 

• 
PROGRAM NOTES 

by 

ROLAND PARTRIDGE 

TUESDAY EVENING, MAY l, 1934 



JOHANN SEBASTIAN BACH 
(Born at Eisenach, March 21, 1685; died at Leipzig, july 28, 1750) 

Johann Sebastian Bach came from a fam ily associated for generations with music. 
The family of Bach without interruption made music in Germ<Jny from the time of Luther 
to that of Bismarck, and indeed so numerous and so eminent were they in Thur ingia that 
at Erfurt, all the town musicians were known as "Sachs,'' 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 
(as with many other musicians) has a threefold divis ion which it is well to mention in 
connect ion with a series of festival programs such as these 

His li fe from 1708 to 1717 is usually refe rred to as the We imar period during which 
he planned out most of the great organ masterpieces. From 1717 to 1723 he was at 
Ci:ithen. This period was most associated with instrumental works; the first volume of 
the "Well-tempered Clavichord," the French and English Suites, solo violin and 'cello 
&onatas and the "Brandenburg concertos." From 1723 to 1750 is the Leipzig period. 
rhe bulk of the cantatas, the Mass in 8 minor, the Passions, and the three compositions 

of this first program are all of this last, "leipzig" period. 

It is often assumed tha t Bach was organist .:1nd choir-master at St. Thomas's Church, 
but this is a misunderstanding. His official posit ion was that of cantor at St. Thomas's 
School, a school endowed to give tra ining to fifty-five boys for the singing of music at 
fo ur affiliated churches in Leipzig. Bach prepared the boys, took charge of the service 
at one of the two principal churches, and arranged the mus ic : which meant that to a 
large degree he composed suitable music. 

To understand Bach's church cantatas it must be remembered that they formed part 
of a long and fairly c losely co-ord inated religious serv ice built around the Gospel of the 
day. In Bach's time the cantata was the chief musical part of the morn ing service, 
which generally lasted about three hours. It was also the USl.la l custom not to perform 
the cantata as a whole, but to divide it in to two parts, separated by the sermon and 
several other parts of the liturgy. 

CANTATA No. 104: "Du Hirte Israel, Hi:ire" (Thou Guide of Israel) 

This cantata was written about 1725, in other words in the e<Jrly years of Bach's 
cantorate at Leipzig, and was designed for use on the second Sunday 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 fi rs t chorus: 
its triple rhythm, a droning bass, and the use of oboes; and he compares it with the 
Pastoral Symphony of the Christmas Oratorio. [However, the Christmas Oratorio was 
written nearly a decade later.] The following tenor aria expresses the groping, stum
bling sea rch for the true shepherd, then comes (after a recitative) a bass aria of great 
beauty, "BegiUckte Heerde, Jesu Schafe" (When jesus deigns his flocks to 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 Gott in Allen Landen" 

Bach wrote this cantata for the fifteenth Sunday af ter Tri nity of 1731 or 1732, but 
the score shows that it could serve for general use, for its text has no connection with 
the Epistle or Gospel of that day. It consists of five sections: 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 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 trumpet, "Praise God." 
The fourth section is the chorale section, rea lly a fantasia on "Sie Lob und Priess mit 
Ehren," the alleluia of which becomes a concerto for soprano and trumpet in a vigorous 
fugal style. 

CANTATA No 53 for Solo Alto Voice: "Schlage doch, gewi.inschte Stunde" 
(Strike, Thou Hour) 

This we ll-known work is not strictly a cantata, but as given in the inscription of the 
MS., a "mourn ing-aria." Its short length and non-liturgical nature would probably indi
cate that it was not intended for chu rch use. Terry suggests that it was written for a 
child's funeral. The libretto has been attributed to Saloma Franck, and the date from 
1723 to 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 th ree High Festivals of the Church, it was customary to sing the 
Latin {instead of the German) 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 it seems probable that it was for his fi rst Christmas at leipz ig in 1723 that this 
setting of the Magnificat was composed and performed. This was also the same year of 
his Saint john Pass ion. Bach followed Le ipzig tradition in that when the work was 
performed, fou r cho ra les were inserted at various places between verses of the cant icle 
From this procedure, as well as the fact that a sermon and a motet had come early in the 
service, Bach may have wished great conciseness; at any rate, conciseness of writing is 
a characteristic that d istingui shes this work from the Sa int John Passion 

The text is the song of the Virgin Ma ry, when Elizabeth, filled with the Holy 
Ghost, prophesied "Blessed art thou among women,'' etc., and it is found in St. Luke 
1, 46-55. Bach made two settings of th is text; the other one for soprano solo, which, 
though extant in 1855, is now lost. The present work exists in two versions: an older 
in E-flat major; <Jnd a later one in D major. 

Each version of the text is treated as a separate movement. All the choruses are in 
five parts, and the orchestra is Bach's usual fest ival orchestra-strings, flutes, oboes, 
t rumpets, timpani, and continuo with occasiona l so lo instruments, as the oboe d'amore. 
As is the case of the great Mass in B minor, the Latin text brought with it certain 
suggestions of Ita lian influence 

The first chorus, "Magnificat," is dom inated by a note of great joy and is treated 
in sustained polyphony. The second treble solo which follows "Et exu ltavit" continues 
th is note of exaltation. 

Number 3, "Quia respexit"- with oboe d'amore-is written to depict self-abasement, 
and Bach used long descending melodic phrases to bring out the li teral meaning of the 
word "hum il itatem,'' which he further emphasizes by his own repetition of the word each 
time it occurs. From number 3, Bach detached the last two words "Omnes Genera
tiones," for separate tre<Jtment in a contrapu nta l chorus, especially repeating the word 
"omnes." 

The "Quia fecit" is made into a bass aria with a splend id theme. 
The next verse, "Et Misericordia," a duet for tenor and alto (accompanied with 

muted strings and f lutes), proceeds in equal counterpoint. Its unvarying 12-8 rhythm 
constantly flows with a gen tle melancholy, broken only when the tenor repeats "timenti
bus" (fear ) for the last time. 
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GRADUATE SCHOOL 

SEASON 1933 -1934 

BACH FESTIVAL 
ALBERT STOESSEL, Conductor 

Second Concert 

WEDNESDAY EVEN ING, MAY 2, 1934, at Eight-thirty o'clock 

JUI LLIARD CONCERT HALL 

130 CLAREMONT AVENUE 

NEW YORK CITY 



PROGRAM 

Brandenburg .Concerto No. I in F major 

for Two Horns, Three Oboes, Bassoon, Solo Violin, Strings and Continuo 

1. Allegro Moderato 

2. Adagio 

3. Allegro 

4. Menuetto 

Trio I 

Po lacca 

Trio It 

Menuetto 

FRED BULDRINI. .. .................. Solo Violin 

WILLIAM VACCH IANO ........... First Horn !Trumpet) 

STEPHEN PECHA ................................................ Oboe 

FRED FOX ........................... ..... ....... ...... ..... ...... Horn 

2. Passacaglia and Fugue in C minor for Organ 

GEORGE WILLIAM VOLKEL 

The Peasant Cantata, No. 212 (Reorchestrated by Felix Mott!l 

RUBY MERCER. .. 

GEORGE BRITTON ... 

4. Brandenburg Concerto No. J! in F major 

............... Soprano 

..Baritone 

for Trumpet, Flute, Oboe, Solo Violin, Strings and Continuo 

1. Allegro 

2. Andante 

3. AllegroAssai 

EVELYN KLEIN ......... ............................... Solo Violin 

WILLIAM VACCHIANO ............................... Trumpet 

FRANCES BLAISDELL ....... .............................. ..... Flute 

STEPHEN PECHA ............................................. Oboe 

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC 
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BACH FESTIVAL 
Second Concert 

• 
PROGRAM NOTES 

by 

ROLAND PARTRIDGE 

• 
WEDNESDAY EVENING, MAY 2, 1934 



THE "BRANDENBURG" CONCERTOS ........ . ........... jOHANN SEBASTIAN BACH 

Sometime aOOut 1718 or 1719, while Bach was in the service of Prince Leopold of 
Anhalt-C6then, he made the acquaintance of the Margrave of Brandenburg, Christian 
Ludwig, who was the youngest son of the Great Elector. just how and where this took 
place, is problematical; it may have been at 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 Carlsbad either in 1718 or 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 fond of music, rather extravagant in his tastes and mode of living, and 
supported his own orchestra. 

At any rate he heard Bach play and gave him a commission, in answer to which 
Bach composed the six "Brandenburg" Concertos. Bach's ded ication in French follows: 

"A son altesse roya le, Monseigneur Cr€tien Louis, Margr01f de 
Brandenburg, etc., etc., etc. 

Monseigneur, 
Two years ago, when I had the honor of playing before your Royal 

Highness, I experienced your condescending interest in the insignificant 
musical talents with which heaven has gifted me, and understood your 
Royal Highness's gracious willingness to accept some pieces of my compo
sition. In accordance with that condescending command, I take the liberty 
to present my most humble duty to your Royal Highness in these Concerti 
for various instruments, begging your Highness not to judge them by the 
standards of your own refined and delicate taste, but to seek in them 
rather the expression of my profound respect and obedience. In conclusion, 
Monseigneur, 1 most respectfully beg your Royal Highness to continue your 
gracious favor toward me, and to be assured that there is nothing I so 
much desire as to employ myself more worthily in your service. 

With the utmost fervor, Monseigneur, I subscribe myself, 
Your Royal Highness's most humble and most obedient servant, 

COthen, 23 March, 1721." Jean Sebastian Bach. 

It is rather interesting to observe how time has reversed the relative positions of 
the two men, for the Margrave's chief claim to fame today are these concertos "so 
humbly" dedicated to him! We don't know how he regarded these works, for though 
most of the musical works in his library were careful ly catalogued, Bach's manuscripts 
were not entered in the list. Nor is it certa in 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 commission 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 to the Margrave at Berlin. 

These "Brandenburg" Concertos fo ll ow the form, much liked in the Eighteenth 
Century, ot the concerto grosso. This was an orchestral composition in several move
ments, played by a sma ll group of solo instruments (the concertina) accompanied by a 
full or slringed body of instruments (the luttil. The contrast thus gained, of setting off 
the concertina from the tntti, is an essential indeed, perhaps the outstanding feature 
of this form 

Toward the latter part of the Seventeenth Century, and up to the time of Bach, the 
custom was to allot the concertina to two violins and a violonce llo. Eleven of the 
twelve "Grand Concertos" of Handel have this combination (No. VII has no solo pas
sages}, as is the case with Carelli's Concerti Grossi. Bach, however, did not hesitate to 
depart from custom, and each one of these six has a diffe rent group of soloists, amply 
illustrating the freedom and independence of Bach's ideas on instrumentation 

BRANDENBURG CONCERTO No. I, in F majoc 

This Concerto bears the autograph title: "Concerto I Mo. a 2 corni da caccia, 
3 Hautb. e Bassono, Violino piccolo concertato, 2 Violini, una Viola e Violoncello, col 
Basso Continuo." 

Originally it will be noticed that several of these instruments are not customary 
ones: the "bassono" was undoubtedly a relation of the bassoon, and the "viol ina piccolo" 
was smaller and tuned higher than the regular violin 

This first of the "Brandenburg" concertos is also distinctive in having a more 
numerous concertina, as well as the fact that there are no special subjects for each 
solo instrument as was the usual procedure. 

Allegro, F major, alia breve 
FuiiE;r-Maitland praised this movement for the great_ unity which Bach 
~:~;n~l"!bbtd!:iv~cg{r~~ ~~~~e~:rt;cofa,~e~i~1ifstb~~~~c~~~~ 1 \ai~i ?;~~;: 
ferred th1s music to Cantata No_ 52 

II. This movement "adagio c scmpre piano," D minor 
is in triple time. Its ~elody occurs first in the _oboe. Spitta cill ls it 
"one of the most impaSSIOned songs of woe ever wntten." 

Ill Allegro, 6-8 time, F major 
n~e "violin_o piccolo" is th_e solo instrument and there is some_ "d ialoguing" 
~gvhe~~~t~~~~ i ~~r~h=~dc~~fi~~e~Tn t~~ c~aufli1:r ~~Y~h~-- a~~~~· a?J~a~a~~= 
ferred this movement to a later compos ition. 

IV. In the minuet, F major 
which forms the finale of the work, the rhythmic. figure of the horns is 
~~iin!~ew~{~c~~\~~ti~~ve~e~~~~d a~e ~~;~en_is ~h~~~ ~~e '~hre~bot~To:ni~ 
th1s section. 

PASSACAGLIA AND FUGUE, in C minor, for Organ 

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 monument as to form, it consists of two huge movements built 
on the JX)Ssibilities of a single theme 

The first movement 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 "p<Jsar por las calles," "passe-rue" in French (to go through the 
streets), in which case it may have been originally a street song or dance, perhaps by 
itinerant musicians. This derivation would tend to be confirmed by Walther's Lexicon, 
where it is translated "Gassenhauer." 

Its early musical use was to signify a Spanish or Italian dance in slow, stately triple 
time, with a short, constantly repeat ing bass theme. Hence it became a piece of music 
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 passacaglia) only in the bass. 
However, Mattheson (in Vollkommener Kapellmeister, 1739) 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, as well as in the bass. A better distinction 
perhaps would be a more contrapuntal quality in the passacag li a, and a more harmonic 
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 Aeneas" are chaconnes in this sense-i. e., sung 
chaconnes. 

In Bach's Passacaglia the eight-bar theme is given out at once (( minor, 4-4 time) 
by the pedals alone. Then with this theme Bach constructs twenty variations. The 
first half of the theme, which later is one of the subjects of the fugue, was bo rrowed 
by Bach from a 'Trio en Passacaille" by Andre Raison (c. 1650-1720), a Parisian 
organist-composer. 
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Brandenburg Concerto No. 5 in D m<ljor 

for Piano, Flute, Viol in, and Strings 

Allegro 

Affetuoso 

3 Allegro 

ERNEST HUTCHESON ........... ............... Piano 

GEORGES BARRERE .............................. Flute 

ALBERT STOESSEL .............................. Violin 

EDGAR SCHENKMAN Conducting 

Brandenburg Concerto No. 6 in B-flat major 

for Violas, 'Cellos, and Basses 

1. Allegro 

2. Adagio, ma non tanto 
3. Allegro 

3. Fantasia .ond Fugue in C minor for Organ 

HUGH PORTER 

4. Brandenburg Concerto for Strings 

1. Allegro 

2. Adagio 

3 Allegro 

5. Brandenburg Concerto No. 4 in G major 

for Solo Violin, Two Flutes, Strings, and Continuo 

1. Allegro 

2 Andante 

3. Presto 

MARJORIE FULTON ................. Solo Violin 
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"BRANDENBURG" CONCERTO No. 5, ;n 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 sto. a une Tr5versiere, une Violino principale, une 

Violino e una Viola in ripieno, Violoncello, Violone, e Cembalo concertato." As ). A. 

Fuller~Maitland remarks, "It is not given to many people to devise a title like this, that 

succeeds 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 tulli. Flute and violins 

often echo one another. The clavier has rushing scale passages, and often carries on 

alone, until the main theme comes back for the close. The clavier part is so prominent 

that it is hard to resist believing that Bach wrote it for himself. 

II . The slow movement, B minor, affettuoso, is for the three soloists alone, above 

a clavier bass. Fuller-Maitland thinks that the modern piano is less satisfactory than 

the o ld harpsichord for this concerto, in that the latter "does not contrast violently 

with the orchestral instruments." The movement ends in a merry mood. 

Ill. Allegro, 6-8 time, in three sections, after the pattern of the Italian da capo 

aria. The first, which is completely repeated for the third, is fugal; and the second 

section contains a subsidiary theme of exceptional melodic charm. 

"BRANDENBURG" CONCERTO No. 6, ;n B-flat major 

The sixth and last of the Brandenburg Concertos was composed originally for two 

violas, two viole da gamba, 'cel lo, and bass. 

The viola da gamba, recently nearly obsolete, is now occasionally played at concerts 

of old music. It was a leg-viol, in appearance like the violoncello (except for a flat back 

and a very slightly different shape), and had six or seven strings. Gambas and other 

viols were still much used in orchestras of the period of Bach and Handel. Parry has 

pointed out how the group of solo instruments in No. 6 mysteriously counterparts the 

group of No.3 (three violins, three violas, and three 'cellil. 

I. Allegro, B-flat major, 2-2. The two violas give out the main theme in the form 

of a canon, which is then carried on with slight rhythmic changes by the other instru

ments. 

II. Adagio ma non troppo, E-f!at major, 3-2. The subject is a cantabile theme 

for the two violas, treated fugally, and developed with impressive nobility. The gambas 

are not used. 

Ill. Allegro, 8-flat major, 12-8, is built on a pulsating gigue theme. 

FANTASIA AND FUGUE, inC 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 used the form of a free fantasia, a form particularly beloved and utilized by 

North German organ compoSers. 

There seems to be no doubt also that on this visit Bach played the fugue to Reinken, 

and that he desired to please the old man by having the subject beJr a close relation to 

the open ing of the latter's fifth Sonata 

Mattheson in 1731 published in his "Grosse Generalbass-Schule" a subject which 

had been given to an organ candidate, saying, "the subject was fami liar and the player 

who first used it with success well-known." With slight variations the subject and 

counter subject are those of this fugue in G minor. Sweitzer says that one authority 

explains the discrepancy by claiming that Mattheson changed the themes somewhat to 

make them conform to the rules of ac.Jdemic counterpoint, in which the subject must 

not exceed the range of an octave. "The popularity of this great 'G minor' (even 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} 

"BRANDENBURG" CONCERTO No. 3, ;n G major 

"Concerto 3zo a tre Violini, tre Violi, e Violoncelli col Basso per il Cembalo." 

The first movement in a slightly different form was used by Bach for the opening 

"Sinfonia" of the church cantata, No. 174, "lch Iiebe den H&hsten." 

"The two movements make up a composition that is surely without rival as the 

expression of a frank and fearless joy, a joy from which every-day mirth is not excluded." 

(J. A. Fuller-Maitland) 

G major, 2-2. The strings, divided into three groups, give out an exhilarating 

theme. The movement consists of developments in 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 a transitional meJsure with two big chords adagio. They give the feeling of B major 

and apparently are placed there to give a contrast of key before starting the second 

movement, also G major. At this place some conductors have inserted other slow move

ments of Bach for the sake of contrast. 
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VOCAL SOLOISTS 

MARVEL BIDDLE... . ................... .Soprano ALLEN STEWART.. . .............. Tenor 
MARTHA D\VYER ................................... Soprano WILLARD YOUNG ................................ Tenor 
HELEN VAN LOON ............................. Soprano JULIUS HUEHN .................................. Baritone 
HELEN FURNUM. .. . ....................... Soprano RODERIC CROSS.... . .. Bass 
PAULINE PIERCE .............................. Contralto 
RISE STEVENS... . ... Contralto 

GEAN GREENWELL... . .......................... Bass 

INSTRUMENTAL SOLOISTS 

HARRY GLICKMAN, JOSEPH KNITZER... . ...... Violin 
HARRY FUCHS.. .'Cello 
FREDERICK WILKINS, ROBERT BOLLES... . ................... ...... Flute 
STEPHEN PECHA, CARLOS MULINEX .................................. Oboe 
VIOLA PETERS, GREGORY ASHMAN... . ................ Cembalo 
GEORGE WILLIAM VOLKEL.... . ......... Organ 

• 
PROGRAM 

PART I 

1. CHORUS ......... ... ............................................................................................. Come, ye daughters 

2. RECITATIVE <Tenor <Jnd B<.~ss) ................... ............... ..................... When jesus now had finished 

3. CHORALE ................................................ .................................. ...................... ........ 0 blessed ]esu 

4 RECITATIVE !Tenor) ............... ................................. ... ............. Then assembled the chief priests 

5. CHORUS .............................................. ......................................... .... ................... Not upon the feast 

6. RECITATIVE !Tenor) ................................................................ Now, when Jesus was in Bethany 

7. CHORUS ................ ...................... ............................ ................... ...................... Wherefore wilt thou 

8. RECITATIVE !Tenor and Bass) ............................................................. And jesus, perceiving it 

9. RECITATIVE IA!tol ................................................. .... .. .......... .... .............. Thou dear Redeemer 

10. ARIA !Alto) ................. ..................... .... ........................................................... ........... Grief and pain 

11. RECITATIVE !Tenor and Bass) ......... ... ............... .... .... ......... ................ Then one of the twelve 

12. ARIA <Soprano) ............................ ... ................................................................ .............. Only bleed 

13. RECITATIVE <Tenor) ......................... ................................................ ........... Now on the first day 

14. CHORUS... . ................... .. ........................ ............................ ........... .......... Where wilt thou 

15. RECITATIVE CTenor and Bassi AND CHORUS ................ ... ... ........ He said: Go ye into the city 

16. CHORALE... . ............... The sorrows Thou art bearing 

17. RECITATIVE ITenor and Bass) ..... ...... .................. .............................................. He answered them 

18. RECITATIVE (Soprano) ................................................................... Although my eyes with tears 

19. ARIA !Soprano) ..... ...................................................................... Never wi ll my heart refuse Thee 

20. RECITATIVE !Tenor and Bass) ................................................ And when they had sung a hymn 

2 I . CHORALE .......................................................................................... Acknowledge me, my Ke€per 

22. RECITATIVE !Tenor and Bass) ..... ....... ............................................ ......... Peter answered eagerly 

23. CHORALE ................................................ ... ........................ ............. Here will I stay beside Thee 

24 RECITAT IVE <Tenor and Bass) ............ ............................. ........... ..... Then Came jesus with them 

25. SOLO (Tenor) WITH CHORUS ............................... ............................................................. 0 Grief 

26. SOLO (Tenor) WITH CHORUS ...................... .. ............................... ........ ! would beside my Lord 

27. RECITATIVE !Tenor and Bass) ......................................................... And He went a little farther 

28. RECITATIVE <Bass) ................................ ................. The Saviour falls before His Father kneeling 

29. ARIA (Bass) ............................... ............. ............... ........................... .... Gladly will I, all resigning 

30. RECITATIVE !Tenor and Bass) .................................... ....... ... ... ..... And He came to the disciples 

31. CHORALE .. ............................................ ........... ......... ... ............................. Now may the will of God 

32. RECITAT IVE (Tenor and Bassi ........... ......... ..................................................... And again He came 

33. DUET !Soprano and Al to) WITH CHORUS ... .................... ............. A las! my Jesus now is taken 

34. RECITATIVE !Tenor and Bass) .... ....................... .......... ... ......... .. .. ....... And, behold, one of them 

35. CHORALE... . ......... ........ ............... .................... ......... 0 man, bewail thy sin so great 

PART II 

36. ARIA (Aitol WITH CHORUS ............. ............ ................................... Ah! now is my Jesu gone 

37. RECITATIVE (Tenorl ................................................................ And they that had laid hold 

38 CHORALE... . ................. ........... ... .. ................ The ruthless world 

39. RECITATIVE (Tenor and Bass) AND CHORUS ...... .. .............. Yea, though many false witnesses 

40. RECITATIVE !Tenorl... . .. ..... He will not speak 

4 1 ARIA (Tenor} ... . ................................................................. .. ............... Behold! Behold I 

42. RECITATIVE (Tenor and Bass) AND CHORUS .............. ....... ....... And the high priest answered 

43. RECITATIVE <Tenorl AND CHORUS .............................. Then they began to spit in His face 

44. CHORALE...... . ...... Who cou ld so rudely smite Thee 

45. REC ITATIVE <Soprano, Tenor and Bassl AND CHORUS .... .... Peter was sitting without 

46. RECITATIVE <Tenor and Bass) ............... ......... ..... .... .................... And Peter then began to curse 

47. ARIA IAitol... . ......................... 0 pardon me, my God 

48. CHORALE...... . .......... .... ....... ... . ......... Though my feet from Thee have wardered 

49. RECITATIVE !Tenor and Bassl AND CHORUS .............................. And when the morning came 

50. RECITATIVE <Tenor and Two Basses)... . ............... And he cast down the silver pieces 

51. ARIA IBassl .... ................ ............................. ................ ............. Give me back my dearest Master 

52. RECITATIVE \Tenor and Bass) ................................................. And they took counse l together 

53. CHORALE... . ................................................................ ....... ... Commit thy ways, 0 Pilgrim 

54. RECITATIVE !Soprano, Tenor and Bass) AND CHORUS... .. ........ Now upon that feast 

55. CHORALE.... . ..... .... ........ What wondrous punishment 

56. RECITATIVE <Tenor arxl Bassl... ................. ................... The governor ar\Swered 

57 . RECITATIVE !Soprano! ... . .................. He hath done only good to all 

58. ARIA (Soprano) ... . ............ ........... .... .............. ....... From love unbounded 

59. RECITATIVE ITenor arxl Bassi AND CHORUS... . ... ......... Then cried they out 

60. RECITATIVE IAitol... . ..................................................... Look down, 0 God 

61. ARIA IAltol ................................................................................. Are my weeping and my wailing 

62. RECITATIVE ITenorl AND CHORUS ............................... .......... Then straightway the soldiers 

63. CHORALE... . ........................................................ .. 0 Head, all bruised and wounded 

64. REC,TATIVE ITenorl... ......................... And after making sport of Him 

65. RECITATIVE <Bass) ............................... .. .. .............................................. Yea, truly to the cross 

66. ARIA IBassl ... . ...................................................................................... Come, blessed cross 

67. RECITATIVE ITenorl AND CHORUS ................................... And when they came unto a place 

68. RECITATIVE !Tenor) ........ ........ ............. ..................................................... ...... He was reviled also 

69. RECITATIVE I Alto!... . ................................................ Ah, Golgotha 

70. ARIA (Alto) WITH CHORUS ....... ............. .... ...................... Look where jesus beckoning stands 

71. RECITATIVE ITenor and Bassi AND CHORUS .................................... And from the sixth hour 

72. CHORALE... . . .......................................................................... When I too am departing 

73 . RECITATIVE (Tenor) AND CHORUS .................... .. And then, behold! the veil of the temple 

74. RECITATIVE (Bass) ......................................................................... At event ide, cool hour of rest 

75. AR IA I Bass) ........................................................................ ................... . Cleanse thee, 0 my soul 

76. RECITATIVE !Tenor and Bass) AND CHORUS ....... ....................... And joseph took the body 

77. RECITATIVE !Soprano, Alto, Tenor, Bass) W ITH CHORUS .... And now the Lord to rest is laid 

78 CHORUS ...... ......... ... .................................................... ...... .... .. ................. .. .... ....... In deepest grief 

• 
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THE PASS ION 
ACCORDING TO ST. MATTHEW 

The St. Matthew Passion cmd the Mass in 8 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 death). though this is not unimpeachable evidence. 

On Bach's autograph score the title is inscribed thus: "Passio Domini nostri j. C. 
secundum Evangelistam MattJeum.'' 

Although first performed on Cood Friday, April 15, 1729, at St Thomas's. we know 

that Bach had been at work on it in 1728. Picander wrote the libretto in 1728, also in 

November of that year Bach used some of his already composed Passion music in the 

"Trauerode,'' written upon the de<Jth of his friend and patron, Prince Leopold of Anhalt

COthen. There is no known evidence that 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 1729 is 

unknown; probably not a deep one. Friedrich Melchior Grimm, later one of the four or 

five ablest dramatic and literary critics in France during the Eighteenth Century, was a 

student ill the University of Leipzig for several years before 1744, under Ernesti and 

Gottsched, both of whom were connected with Bach. Yet when the writer of these 

program notes collected the numerous musical references and crit icisms in the 16 vol

umes of the "Correspondence litteraire," by Grimm, he found not a single reference to 

j. S. Bach. The "great Sachs" were johann Sebastian's sons. The revised version was 

performed at Leipzig, even after Bach's death. It was not until a century after its first 

inception that it was heard elsewhere-first at Berl in in 1829, through the efforts of 

Mendelssohn, who also conducted. The audiences then received the work with devo
tion and enthusiasm. 

The performance at th is Festival is believed to be the first in New York City with

out cuts, although it has been given frequently in shortened versions. Last year the 

JuiJJiard Graduate School (which for several seasons previously had given the "Art of 

Fugue," as scored by Graeser) gave the work with the "Le ipzig" cuts, and with forces 
roughly approximating those avai lable to Bach. 

It has been the time-born custom f rom 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 particu larly dramatic. It was not until 1721, just before Bach's arrival, 

that a Passion of the new dramatic type was introduced: The Passion accord ing 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 out by him in 

detail-the actual poem afterwards being written by Picander (the pseudonym for 

Christian Friedrich Henrici), probab ly in co-operation with Bach. This is assumed from 

the many close similarities with the poetic ideas of Saloma Franck, Bach's librettist at 
Weimar. 

Sweitzer has pointed out the striking simplicity and ingenuity of the dramatic plan. 

It is in two parts-done 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. 

These are marked out by the stopping of the narration, and then the portion just 

recounted from the Bible is used as the subject for a short meditation. This is gener

ally accomplished in an aria, preceded by an arioso-like recitative. At minor 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 to each 

half of the work: 12 smaller scenes indicated by chorales and 12 larger ones marked by 

arias . As with the Mass in B minor, Bach here reveals his consummate mastery of form 

on a panoramic scale. Few indeed have been h is 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 is Terry's small booklet 

on the St. Matthew Passion in the Oxford "Musical Pilgrim" series.) 

The composition calls for a double chorus, with a third made up of boys' voices, for 

two orchestras (one for each chorus), solo singers, solo instrumental ists, harpsichord, 

and organ. The number of performers available to Bach was about 34 singers and 

roughly an equal number of instrumentalists, exclus ive of the organ and harpsichords. 

We naturally wonder about 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 risen to his vision. There exists his report to the Town Council asking 

for additional performers. 

The year of the St. Matthew Passion he was appointed conductor of the Telemann 

Singing Society, a Un iversity Organization devoted to the performing of instrumental 

and secular music. From it he may have had help in the Passion service. This might 

indica te why the score calls for a double string orchestra. 

It is difficult, and perhaps unfair to the work as a whole, to pick out movements 

for special mention. For an excel lent and penetrating d iscussion (although a short one), 

the reader is referred to the chilpter in P.Jrry's, "johann Sebastian Bach." 
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jOHANN SEBASTIAN BACH 
{B:Jrn at Eisenach, March 21, 1685; died at Leipzig, july 28, 1750) 

Johann Sebastian Bach came from a family associated for generations with music 
The family of Bach without 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 "Sachs," 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 
(as with many other musicians) has a threefold division which it is well to mention in 
connection with a series of festival programs such as these 

His life from 1708 to 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 Clavichord," the French and English Suites, solo violin and 'cello 
sonatas and the "Brandenburg concertos " From 1723 to 1750 is the Leipzig period 
The bulk of the cantatas, the Mass in 8 minor, the Passions, and the three compositions 
of this first program are all of this last, "Leipzig" period 

It is often assumed that Bach was organist and choir-master at St. Thomas's Church, 
but this is a misunderstanding. His official position was that of cantor at St. Thomas's 
School, a school endowed to give training to fifty-five boys for the singing of music at 
four affiliated churches in Leipzig. Bach prepared the boys, took charge of the service 
at one of the two principal churches, and arranged the music: which meant that to a 
large degree he composed suitable 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 Gospel of the 
day. In Bach's time the cantata was the chief musical part of the morning service, 
which generally lasted about three hours. It was also the usual 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, HOre" <Thou Guide of Israel) 

This cantata was written about 1725, in other words in the early years of Bach's 
cantorate at Leipzig, and was designed for use on the second Sunday 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 trip le rhythm, a droning bass, and the use of oboes; and he compares it with the 
Pastoral Symphony of the Christmas Oratorio. [However, the Christmas Oratorio was 
written nearly a decade later.] The following tenor aria expresses the groping, stum
bling search for the true shepherd, then comes (after a recitative) a bass aria of great 
beauty, "BegiUckte Heerde, Jesu Schafe" (When jesus deigns his flocks to number) 
Uke 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 Gott in Allen Landen" 

Bach wrote this cantata for the fifteenth Sunday after Trinity of 1731 or 1732, but 
the score shows that it could serve for general use, for its text has no connection with 
the Epistle or Gospel of that day . It consists of five sections: 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 Parry to think that it was originally 
written for Bach's wife. Anna Magdalena 



The first section is a bravu ra exposition by the soprano and trumpet, "Praise God." 
The fourth section is the chorale section, really a fantasia on "Sie Lob und Priess mit 
Ehren," the alleluia of which becomes a concerto for soprano and trumpet in a vigorous 
fugal style. 

CANTATA No 53 for Solo Alto Voice: '"Schlage doch, gewi.inschte Stunde" 
(Str ike, Thou Hour) 

This well-known work is not strictly a cantata, but as given in the inscription of the 
MS., a "mourning-aria." Its short length and non-liturgical nature would probably indi
ca te that it was no t intended for church use. Terry suggests that it was written for a 
child's funeral. The libretto has been attributed to Saloma Franck, and the date from 
1723 to 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 customary to sing the 
Latin Unstead of the German) 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 it seems probable that it was for his first Christmas at Leipzig in 1723 that this 
setting of the Magnificat was composed and performed. This was also the same year of 
his Saint john Passion. Bach followed Leipzig tradition in that when the work was 
performed, four chorales were inserted at various places between verses of the canticle 
From th is procedure, as well as the fact that a sermon and a motet had come early in the 
service, Bach may have wished great conciseness; at any rate, conciseness of wr iting is 
a characteristic that distinguishes this work from the Saint john Passion 

The text is the song of the Virgin Mary, when Elizabeth, filled with the Holy 
Ghost, prophesied: "Blessed art thou among women," etc., and it is found in St. Luke 
I, 46-55. Bach made two settings of this text; the other one for soprano solo, which, 
though extant in 1855, is now lost. The present work exists in two versions: an older 
in E-flat major; and a later one in D major. 

Each version of the text is treated as a separate movement. AJ! the choruses are in 
five parts, and the orchestra is Bach's usual festival orchestra-strings, flutes, oboes, 
trumpets, timpani, and continuo with occasional solo instruments, as the oboe d'amore. 
As is the case of the great Mass in 8 minor, the Latin text brought with it certain 
suggestions of Italian influence. 

The first chorus, "Magnificat," is dominated by a note of great joy and is treated 
in sustained polyphony. The second treble solo which follows "Et exultavit" continues 
this note of exaltation. 

Number 3, "Quia respexit"-with oboe d'amore----is written to depict self-abasement, 
and Bach used long descending melodic phrases to bring out the literal meaning of the 
word "humilitatem," which he further emphasizes by his own repetition of the word each 
time it occurs. From number 3, Bach detached the last two words "Omnes Genera
tiones," for separate treatment 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 counterpoint. Jts unvarying 12-8 rhythm 
constantly flows with a gentle melancholy, broken only when the tenor repeats "timenti
bus" (fear l for the last time 

Number 7 is a chorus, "Fecit Potentiam." Its opening theme in a vigorous rhythm, 
amply illustrates the idea of power. Smashing chords strike against it-but to no ~vail. 

Another place of graph ic illustration is the setting of "dispersit superbos"-with a f1gure 
literally scattered through the various parts, followed by a dramatic chord. 

The "Deposuit Potentes" gave another opportun ity fo r musical realism. The word 
"deposu it" always occurs on a rapidly descending passage. Later a blustering sugges
t ion accompanies "potentes"-the pride-filled powerful ones, who were put down. The 
"exaltavit" is a long asc~nding figure, which descends with the word "humlles" (humble). 

In setting the words ''Esurientes," full of emotional suggestions, Bach, as in similar 
places in the Pass ions, evidently wishing deep emotional color, has chosen the solo alto 

Number 10 is a trio, "Suscepit Israel," and by the use of only the three upper 
voices, a beautiful quiet contrast is achieved. It is followed by a five-part fugue, "Sicut 
locutus est." Finally, to bring the work to a brilliant close, the "Gloria" is extensively 
treated, and the work achieves a structural unity by the utilizing of musical material 
from the first movement 

THE MAGNIFICAT 

1. CHORUS 
My soul doth magnify the Lord 

2. ARIA FOR MEZZO-SOPRANO 

And my spirit hath rejoiced in God, my Saviour 

3 ARIA FOR SOPRANO 

For He hath regarded the lowliness of h is handma iden 

4 CHORUS 
For behold all generations 

5 ARIA FOR BASS 

For He tha t is mighty hath magnified me 
And Holy is His name. 

6 DUET FOR TE NOR AND CONTRALTO 

And His mercy is on them 
Throughout all generations 
On them that fear Him 

7. CHORUS 
The Lord has shewed strength with His arm 
And scattered the proud in the imagination of their hearts 

8. ARIA FOR TENOR 

He hath put down the mighty from their thrones 
And hath exalted them of low degree. 

9 ARIA FOR ALTO 

He hath filled the hungry with good things, 
And the rich hath sent empty away 

10 TRIO FOR TWO TREBLES, ONE ALTO 

I I . CHORUS 

12 CHORUS 

His seNant Israel, he hath holpen 
In remembrance of His mercy. 

Even as He promised to our forefathers 
To Abraham, and to His seed for ever. 

Glory to the Father, Glory to the Son, Glory to the Holy Ghost! 
As it was in the beginn ing, is now, and ever shall be, world without end. Amen. 



THE "BRANDENBURG" CONCERTOS .............................. JOHANN SEBASTIAN BACH 

Sometime about 1718 or 1719, while Bach was in the service of Prince Leopold of 
Anhalt-Cbthen, he made the acquaintance of the Margrave of Brandenburg, Christian 
Ludwig, who was the youngest son of the Great Elector. just how and where th is took 
place, is problematical; it may have been at the Meiningen court, with which both Bach 
and the Margrave had re lations, or as Spitta suggests, perhaps the Margrave heard Bach 
with Prince Leopold's musicians at Carlsbad either in 1718 or 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 fond of music, rather extravagant in his tastes and mode of living, and 
supported his own orchestra 

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

"A son altesse royale, Monseigneur Cretien Louis, Margraf de 
Brandenburg, etc., etc., etc. 

Monseigneur, 

Two years ago, when I had the honor of playing before your Royal 
Highness, I experienced your condescending interest in the insignificant 
musical talents with which heaven has gifted me, and understood your 
Royal Highness's gracious willingness to accept some pieces of my compo
sition. In accordance with that condescending command, I take the liberty 
to present my most humble duty to your Royal Highness in these Concerti 
for various instruments, begging your Highness not to judge them by the 
standards of your own refined and delicate taste, but to seek in them 
rather the expression of my profound respect and obedience. In conclusion, 
Monseigneur, I most respectfully beg your Royal Highness to continue your 
gracious favor toward me, and to be assured that there is nothing I so 
much desire as to employ myself more worthi ly in your service 

With the utmost fervor, Monseigneur, ! subscribe myself, 
Your Royal Highness's most humble artcl most obedient servant, 

C6then, 23 March, 172!." jean Sebastian Bach. 

It is rather interesting to observe how time has reversed the relative positions of 
the two men, fo r the Margrave's chief claim to fame today are these concertos "so 
humbly" dedicated to him! We don't know how he regarded these works, for though 
most of the mus ical works in his library were carefu lly cata logued, Bach's manuscripts 
were not entered in the list. Nor 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 rega rded this commission of considerable importance. He also kept a set 
for himself, and Terry has found some evidence which shows tha t they were given at 
COthen, perhaps before the copies were sent to the Margrave at Berlin. 

These "Brandenburg" Concertos foJ!ow the fo rm, much liked in the Eighteenth 
Century, of the concerto grosso. This was an orchestral composition in several move 
ments, played by a small group of solo instruments {the concertina ) accompanied by a 
full or stringed body of inst ruments (the tutti). The contrast thus gained, of setting off 
the concertina from the tutti, is an essential indeed, perhaps the outstanding feature 
of this form. 

Toward the latter part of the Seventeenth Century, and up to the time of Bach, the 
custom was to al lot the concertina to two violins and a viol oncello Eleven of the 

twelve "Grand Concertos" of Handel have this combination (No. VII has no solo pas
sages), as is the case with Carelli's Concerti Grossi. Bach, however, did not hesitate to 
depart from custom, and each one of these six has a different group of soloists, amply 
illustrating the freedom and independence of Bach's ideas on instrumentation 

BRANDENBURG CONCERTO No. I, in F ma[oc 

This Concerto bears the autograph title· "Concerto I Mo. a 2 corni da caccia, 
3 Hautb. e Sassano, Violino piccolo concertato, 2 Violini, una Viola e Violoncello, col 
Basso Continuo." 

Orig inally it will be noticed that several of these instruments are not customary 
ones: the "bassono" was undoubtedly a relation of the bassoon, and the "violino piccolo" 
was smaller and tuned higher than the regular violin 

This f irst of the "Brandenburg" concertos is also distinctive in having a more 
numerous concertina, as well as the fact that there are no special subjects for each 
solo instrument as was the usual procedure. 

Allegro, F major, alia breve 
Fuller-Maitland praised this movement for the great unity which Bach 
obtained by great economy ot them<Jtic material. Practically all the move~ 
ment can be derived from some part of the first bar. Bach later trans
ferred this music to Cantata No. 52 

This movement "adagio c scm pre piano,'" D minor 

is in triple time. Its melody occurs first in the oboe Spitta ca l ls it 
"one of the most impassioned songs of woe ever written." 

Ill Allegro, 6·8 time, F major 
The "violino piccolo" is the solo instrument and there is some "dialogu ing" 
with the first horn and first oboe. A couple of bars, adagio, break the 
movement, which then continues in the earlier rhythm. Bach also t rans
ferred this movement to a later compos ition. 

IV. In the minuet, F major 
which forms the finale of the work, the rhythmic figure of the horns is 
from the preceding movement, and the theme is given to the oboe.~ and 
vio lins, with imitations by basses and bassoon. There are three trios in 
this section. 

PASSACAGL!A AND FUGUE. in C minor. for Organ 

Bach originally wrote the Passacaglia for a two-manual clavlcembalo with pedals 
It was rewritten for the organ du ring the la t ter part of his stay at Weimar~that ls, 
before 1717. A towering monumen t as to form, it consists of two huge movements bui!t 
on the poss ibilities of a single theme 

The firs t movement Bach entitles "Passacaglia." This word, accord ing to Larousse's 
Encyclopedia, was a Spanish term that came into France after operas we re introduced 
there It meant "pasar par las calles," "passe-rue" in French {to go through the 
streets), in which case it may have been originally a street song or dance, perhaps by 
it inerant musicians. This derivation would tend to be confirmed by Walther's Lexicon, 
where it is translated "Gassenhauer." 



Its early musical use was 1o signify a Spanish or Italian dance in slow, stately triple 
time, with a short, constantly repeating bass theme. Hence it became a piece of music 
constructed on a recurring b2ss figure. As regards this use of the b2ss, 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 passacaglia) only in the bass. 
However, Mattheson (in Vollkommener Kape!lmeister, 1739} 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, as well as in the bass. A better distinction 
perhaps would be a more contrapuntal quality in the passacaglia, and a more harmonic 
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 Aeneas" are chaconnes in this sense-i.e, sung 
chaconnes. 

In Bach's Passacaglia the eight-bar theme is given out at once (C minor, 4-4 time) 
by the pedals alone. Then with this theme Bach constructs 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 Andre Raison (c. 1650-1720), a Parisian 
organist-composer. 

It has been thought that Bach wrote this work under the influence of Buxtehude, 
espec ially in the consorting of the fugue with the passacaglia. But Bach's work is far 
more impressive than that of Buxtehude, and with truer dramatic sense he places the 
fugue at the end, thus allowing a much more brilliant climactic conclusion. 

The fugue is a double one, both subjects being given out together--one of them 
{mentioned above) being the first half of the passacaglia theme 

THE PEASANTS' CANTATA No. 212, for Sopr2no and Bass Voices: 
"Mer hahn en neue Oberkeet" (We have a new Squire) 

This cantata, more frequently called "The Peasants' Cantata," was first performed 
on August 30, 1742. The idea seems to have been Pica nder's, and it was he who wrote 
the libretto, calling it a "cantate en burlesque." 

The occasion was an act of homage on entering into possession of land. Karl 
Heinrich von Dieskau, Chamberlain of the Saxon Exchequer received the allegiance of 
his tenants as Lord of the Manor of two vi llages near Leipzig. These he had just inher
ited through the de2th of his mother. As Picander held a post under von Dieskau, there 
were good reasons for cultivating his attention. It is quite possible that he was one of 
Bach's Dresden patrons as well, for we find that later his wife was godmother to one of 
Bach's grandchildren 

The poem is in a burlesque rustic vein, which Bach did not hesitate to counterpart 
in the music. Parry says, "There is no pretense of development or artistic treatment, 
and the tunes tumble into one another in a perfectly irresponsible and incoherent manner 
wh ich implies that the movement was a The movement to which he makes 
specific reference is the introduction, but finds the same characteristics are carried 
throughout. 

Bach used many motives then popu lar (and some are still today) among the lower 
classes, and parts of it are in the upper Saxon dialect, the flavor of which is invariably 
lost in translation. 

The first and the last numbers are duets, between which the peasant and his sweet
heart alternately sing recitatives and arias. 

Popular melodies are used in numbers 3, 8 ("Les Folies d'Espagne"), and 16 (Frisch 
auf zum fr61ichen Jagen," still popular in Germany). 

No. 9 contains a reference to the fact that since 1734 von Dieskau had controlled 
the fiscal administr2tion of the region around Leipzig. 

No. 20 was borrowed from his own "Phoebus and Pan," when it is Pan's trial song. 

BRANDENBURG CONCERTO No. 2, in F major 

The original autograph score bears the title: "Concerto 2do a 1 T romba, 1 Fiauto, 
1 Hautbois, 1 Violino concertati, e 2 Violini, 1 Viola e Violone in Ripieno col Violoncello 
e Basso per il Cembalo." 

Allegro, alia breve, F major 

Three of the four instruments of the concertino announce in unison the 
chief theme. The solo violin has a new subject, which, after interruptions 
by the tutti, is taken up by the oboe, and the violin has a kind of counter 
subje<:t. Then the same process follows with the flute as solo and later 
the trumpet. Finally the four are combined 

II. Andante, D minor, 3-4 

This slow movement (scored for flute, oboe, and violin above the 'cello 
and harpsichord) is based on a subject first given to the solo violin It 
is treated imitatively by the other solo instruments 

Ill. Allegro assai, F major, 2-4 

The trumpet gives out the theme; the four so loists enter S:Jccessive!y and 
carry on a free fugue above the continuo, which is kept subordinate at 
first. Finally the continuo assumes the main part, to give way toward the 
end to the trumpet. 

"BRANDENBURG" CONCERTO No. 5, in D major 

This concerto is notable fo r 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 sto. a une Traversiere, une Violino principale, une 
Violino e una Viola in ripieno, Violoncello, Violone, e Cembalo concertato." As J. A. 
Fuller-Maitland remarks, "It is not given to many people to devise a title like this, that 
succeeds in being incorrect in two languages at once." 

I. The spirited beginning of the strings (there are no second violins) conta ins the 
material for the whole movement. The main theme is for the tutti. Flute and violins 
often echo one another. The clavier has rushing scale passages, and often carries on 
alone, until the main theme comes back for the close. The clavier part is so prominent 
that it is hard to resist believing that Bach wrote it for himself. 

J I. The slow movement, B minor, affettuoso~ is for the three soloists alone, above 
a clavier bass Fuller-Maitland thinks that the modern piano is less satisfactory than 



the old harpsichord for this concerto, in that the lat ter "does not contrast violently 
with the orchest ral instruments" The movement ends in a merry mood 

Ill Allegro, 6-8 time, in three sections, after the pattern of the Italian da capo 
aria_ The first, which is completely repeated for the third, is fugal; and the second 
sect ion contains a 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 two 
violas, two viole da gamba, 'ce llo, and bass 

The viola da gamba, recently nearly obsolete, is now occasionally played at concerts 
of old music It was a leg-viol, in appearance like the violoncello (except for a flat back 
and a very slightly different shape}, and had six or seven strings. Gambas and other 
viols were stilt much used in orchestras of the period of Bach and Handel. Parry has 
JXlinted out how the group of solo instruments in No 6 mysteriously counterparts the 
group of No. 3 (three violins, three violas, and three 'celli) 

I. Allegro, B-flat major, 2-2 The two violas give out the main theme in the form 
of a canon, wh ich is then carr ied on with sligh t rhythmic changes by the other instru
men ts 

II. Adagio rna non troppo, E-flat maJor, 3-2_ The subject is a ca11fabile theme 
for the two violas, treated fugally, and developed wi th impressive nobili ty The gambas 
are not used. 

Ill. Allegro, 8-flat major, 12-8, is built on a pulsat ing gigue theme 

FANTASIA AND FUGUE, in G mi nor, 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 cand idates were heard in competition for the position 
of organist at the Jakobkirche , and Bach was heard at the Catharinekirche. This explains 
why Bach used the form of a free fantasia, a form particularly beloved and utilized by 
North German cogan composers 

There seems to be no doubt also that on this visit Bach played the fugue to Reinken, 
and that he des ired to please the old man by having the subject bear a close relation to 
the opening of the latter's fifth Sonata. 

Mattheson in 1731 published in his "Grosse Genera lbass-Schule" a subject which 
had been given to an organ candidate, saying, "the subject was familiar and the player 
who first used it with success well-known." With slight variations the subject and 
counter subject are those of this fugue in G minor. Sweitzer says that one authority 
explains the discrepancy by claiming that Mattheson changed the themes somewhat to 
make them conform to the ru les of academic counterpoint, in which the subject must 
not exceed the range of an octave. "The popularity of this great 'G minor' (even in the 
most unlikely quarters ) is easi ly understood. In melody and rhythm the subject is one 
of the most attractive ever dev ised, and its treatment is marked by a clarity and finish 
that defy crit icism." (Harvey Grace ) 
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"BRANDENBURG" CONCERTO No. 3, in G major 

"Concerto 3zo a tre Violini, tre Violi, e Violoncelli col Basso per 1\ Cembalo. " 

The first movement in a slightly different form was used by Bach for the opening 
"Sinfonia" of the church cantata, No. 174, "lch Iiebe den Hi:ichsten" 

"The two movements make up a composition that is surely without rival as the 
expression of a frank and fearless joy, a joy from wh ich every-day mirth is not excluded" 
(J. A Fuller-Mai tland ) 

I. G major, 2-2. The strings, divided into th ree groups, give out an exhilarating 
theme. The movement cons ists of developments in many forms of port ions of this 
theme. Spitta thought that the middle portion of this first movement was "as fine as 
anyt hing in the whole realm of German instrumental music." In the original score there 
is a transitional measure with two big chords adagio. They give the fee ling of B major 
and apparently are placed there to give a contrast of key before starting the second 
movement, also G major. At this place some conductors have inserted other slow move
ments of Bach for the sake of con trast 

II. Allegro, G major, 12-8. The theme is started by three violins in succession and 

in close imitation, then developed elaborately, and fo llowed by other figures, which con

tend in alteration with the chief theme. 

"BRANDENBURG" CONCERTO No. 4, in G major 

"Concerto 4to a Violino Principale, due Fiauti d'Echo, due Violini, una Viola e 
Violone in Ripieno, Violoncello e continuo." 

This concerto is noteworthy for the r6!e given to the solo violin of the concerfino. 

I. Allegro, G major. The movement is in three sections, the last an exact repeti 
tion of the first. The chief theme is given at once to the solo instruments. It is devel
oped later by the solo violin _ The second section is in E minor, and the flutes have a 
new subsidiary dialogue. 

II. Andante, E minor, 3-4 time. There is much alternation of passages between 
the solo instruments and the tutti. 

J II. Finale, Pres to, G major. This starts as a fugue fi rst with the violas , then solo 
violins, etc., and finally full orchestra. There is much contrapunta l working out of all 
the material. 

In another version of th is concerto for harps ichord and two flutes with strings, Bach 
also aimed to preserve the "echo" effects of the above t:arlier version. 
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THE PASSION 
ACCORDING TO ST. 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 unquestioned authenticity (the St. john). He undoubtedly wrote several 

more; five are listed in the e<Jrliest 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: "Pass io Domini nostri J. C 

secundum Evangelistam Mattaeum.'' 

Although first performed on Good Friday, Apr il 15, 1729, at St. Thomas's, we know 

that Bach had been at work on it in 1728. Picander wrote the libretto in 1728, also in 

November of that year Bach used some of his already composed Passion music in the 

"Trauerode," written upon the death of his friend and patron, Prince Leopold of Anhalt

COthen. There is no known evidence that the St. Matthew Passion was ever repeated 

in its earliest vers ion. The work must have gripped Bach's imag inat ion, 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 1729 is 

unknown; probably not a deep one. Friedrich Melchior Grimm, later one of the four or 

five ablest dramatic and literary critics in France dur ing the Eighteenth Century, was a 

student at the University of Leipzig for several years before 1744, under Ernesti and 

Gottsched, both of whom we re connected with Bach. Yet when the writer of these 

program notes co ll ected the numerous musical references and criticisms in the 16 vol

umes of the "Correspondence li tteraire," by Grimm, he found not a single reference to 

j. S. Bach. The "great Bachs" were Johann Sebastian's sons. The revised version was 

performed at Leipzig, even after Bach's death. It was not until a century after its first 

inception that it was heard elsewhere-first at Berlin in 1829, through the efforts of 

Mendelssohn, 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 New York City with

out cuts, although it has been given frequently in shortened versions. Last year the 

juilliard Graduate School (which for several seasons previously had given the "Art of 

Fugue," as scored by Graeser) gave the work with the "Leipzig" cuts, and with forces 

roughly approximating those available to Bach 

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. It 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. 
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It is thought that the text, as set by Bach, was planned or sketched out by him in 

detail-the actual poem afterwards being written by Picander \the pseudonym for 

Christian Friedrich Henricil, probably in co-operation with Bach. This is assumed from 

the many dose similarities with the poetic ideas of Saloma Franck, Bach's librettist at 

Weimar. 

Sweitzer has pointed out the striking simplicity and ingenuity of the dramatic plan. 

It is in two parts-done 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. 

These are marked out by the stopping of the narration, and then the portion just 

recounted from the Bible is used as the subject for a short meditation. This is gener

ally accomplished in an aria, preceded by an arioso-like recita tive. At minor 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 to each 

half of the work: 12 smaller scenes indicated by chorales and 12 larger ones marked by 

arias. As with the Mass in B minor, 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· 

ange lo. (Perhaps the best short guide to the dramat ic scheme is Terry's smal l booklet 

on the St. Matthew Passion in the Oxford "Musical Pilgrim" series. l 

The composition calls for a double chorus, with a third made up of boys' voices, for 

two orchestras (one for each chorus), solo singers, solo instrumenta lists, 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 those early Leipzig performa nces. Bach 

seems to have had no il lusions 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 risen to his vision. There exists his report to the Town Council asking 

for additional performers. 

The yea r of the St. Matthew Passion he was appointed conductor of the T elemann 

Singing Soc iety, a University Organization devoted to the performing of instrumental 

and secular music. From it he may have had help in the Pass ion service This might 

indicate why the score calls for a double string orchestra. 

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 one), 

the reader is referred to the chapter in Parry's, ''johann Sebastian Bach." 

13 



In concept and composition the opening chorus is one of Bach's most impressive 

pictures. Soon the voice of Christ tells of the impending tragedy. Throughout Bach 

gives Christ's voice an accompaniment of strings, a good, old Italian tradition, in which 

an accompan1ment of bowed strings was the only proper one for a divine being The 

episode of the woman with the vase of precious ointment is treated fu!ly. The recitative 

and aria (Nos. 9 and 10) for alto have an interesting pictorial device of descending 

passages to suggest the falling of grief-laden tear-drops. No 15, the short chorus, 

"Lord, is it 1," resembles the similar place in the Passion by Schuetz. No. 25 with 1ts 

throbbing anguish, and the poignant anxiety of No 26, are aptly followed by a chorale 

that suggests a soothing, comforting cradle song 

Raging energy is depicted in the "Betrayal'" section, Nos. 32 to 35 

The tragedy swiftly proceeds in the second part Here the alto soloist has some of 

her most expressive arias. In No 71 can be seen Bach's close attention to a text that 

fired his imagination, Christ's outcry is that of the man, not of the God, and the strings 

are silent No. 73, the earthquake, is musical realism such as might be associated with 
Richard Strauss 

The work ends in an atmosphere of severe calm and peace, "Slumber on, 0 Savior 
mine 

14 
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2. "Israel in Egypt"- A Sacred Oratorio 
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14. Duet (Two Basses). 

15. Air (Tenor) .. 

16. Air (Alto) ...... 

17. Chorus .......... 
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.. ...... He sent a thick darkness 
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................... The Lord is my strength 
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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 indude Tallis, SchUtz and 

Domenico Scarlatti. But even more especially it reminds us that two and one-half 

centuries ago were born two of the real titans of music, johann Sebastain Bach, 

and 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 'h'Orthy of, and 

lends itself to the biographical methods of Plutarch in his "Parallel Lives." 

We may only say, as a broad generillization, that each was complementary to 

the other, moving as two stars along different orbits; the two together dominating 

the musical heavens of their time. Handel, supreme in dramatic music (opera and 

oratorio) and vocal forms: the true culmination of the great Italian 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 born in Saxony, not far from each other, and in the same year, yet 

never met each other. Handel's career was one of vivid color and contrasts: a world 

figure, born a German, 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 known, and Jed a compara

tively uneventful life 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 strilnge 

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 as a proof of his 

ability and craftsmanship dispatched thence a portion of the great Mass in B minor) 

in order to obtain at Leipzig that regard which was vexatiously withheld from him. 

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

This is the second of a set of twelve concerti grossi composed by Handel during 

October of 1739. He had already had six published as 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 turned out in about a day 

The holograph of number two bears the date October 4, 1739, yet it was not 

until April of the next year that it was published with the other eleven: 

'Twelve Grand Concertos for Violins, etc., in seven parts com

posed by Mr. Handel. Opera Sexta. Printed for J. Walsh." 

In spite of the simplicity of material--strings only-Handel 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 

Carelli's works in this field. Some of Handel's concerti grossi were written as early 

as 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 tonality, and similar suggestions of the reverie induced by 

a warm summer's day 



ISRAEL IN EGYPT 

In order fully to appreciate the importance of Handel's "Israel in Egypt," one 

should try to visualize its position in the history of the oratorio. Briefly summed up, 

it can be regarded as the ultimate in those methods that Handel developed which 

fina!Jy distinguish 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 oratorio as a musical form is often regarded as beginning with Cavaliere's 

work around 1600. Nearly a century later Car issimi's compositions at Rome were 

considered the standard. Their distinguishing marks included an ltalianate suavity 

of melody and outline, and in them the chorus was subordinate to the vocal solo. It 
was from these developments that Handel greatly extended the form of oratorio: in 

fact, he really originated it in our modern sense of the word. 

It should be remembered th.ot Handel actua lly SfJ€nt most of his life in the world 

of opera, as composer and impres<lrio, until its politics and intrigue made him bank

rupt. Only then was he driven to the writing of those oratorios, which are now the 

chief basis of his reputation. His long association with opera is seen in these later 

works-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, Handel ian English 

oratorio was a type peculiar to itself, different not only from the Italian but also 

from the German type. The Germans used the word only in connection with relig

ious church music to signify a cantata (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. It was not 

acted out like opera, however. Handel soon realized that, freed from the necessity 

of memorizing and acting, the chorus could be much more effective. He made the 

most of his opportunity, utilizing his contrapuntal skill with a clarity and an emo

tional impact th<lt practically created a new musical form. 

"Israel in Egypt" is the logical culmination of this idea. Here the chorus, 

expanded to eight parts, has practically become the entire dramatic protagonist. As 

Streatfield so well puts it (page 278) : "The possibilities of choral music as a means 

of expression are practically exhausted in Israel. Nothing like it had been attempted 

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 between the circum

stances immediately surrounding its composition and the influences that led to his 

undertaking an epic on such monumental lines. Exactly why he carried out the work 

is not known. His affairs were in a perilous state. A year earlier he had suffered 

a paralytic stroke caused by overwork and worry. In the first part 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 erection of his statue 

at Vauxhall Gardens. 

July found him starting "Saul," and apparently full of other oratorio schemes, for 

Charles Jennens (one of the most remarkable men in London society and often a sort 

of librettist to Handel) writes in a letter, September 19, 1738: "Mr .Handel's head 

is more full of maggots than ever." 

The end of "Saul" is dated September 27, and four days later he plunged into 

"lsr<lel." The text w.os t.oken from Exodus, and was completed on October 20. The 

second part w.os written first, evidently intended .os a cantati3 or <lnthem. Realiz.o

tion of the vast possibilities of the m.oterial led to the adding of a first part. The 

subject is colossal .ond the treatment no less so. l ts vastness and the backward order 

of conception invite comparison with Wagner's "Ring." 

"Saul" had its first performance in January, 1739, but "Israel" was not pro

duced until April 4. The former was regarded as a moderate success, while "Israel 

in Egypt" was so coldly received that its third performance was nearly cancelled and 

then only given "shortened and intermixed with songs." (So read the advertisement; 

the "songs" were interpolated Italian operatic arias.) The public, who still consid

ered I tal ian opera the best form of music could hardly be expected immediately to 

accept a work so lacking in the personal element, and with such small scope for the 

display of brilliant solo singing. (Handel's Italian singers usually refused to sing in 

his oratorios.) 

This work also brings 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 other work of his own. Most composers have done this to some degree: 

Gluck 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 work 

when it suited his purpose. Handel's borrowings in "Israel" are more extensive than 

in any other of his important scores. In this respect "lsr.;el" is really a gigantic 

pasticcio, yet it seems to have complete unity. It should be remembered that every 

public performance of one of Handel's larger works during his lifetime was for th.: 

entertainment of the public, and partook of the pasticcio, with music freely inter

changed and interpolated. The tremendous speed of its composition (.3bout eleven 

days for the second part and five days for the first part) m.;y have been a factor, 

though we can find no good reason for the hurry-it was not performed until months 

later. In almost all cases it has been shown that Handel .;!tered the material, thus 

transforming it to his own ends. This recalls the master painters of the Renaissance 

whose method was to "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 occur within a few years <Jfter his stroke 

of paralysis: Handel found it harder to get started on a new work, <Jnd used these 

borrowings as a point of departure. This question will probably never be settled to 

everyone's satisfaction The most exhaustive treatment of it is Sedley Taylor's, 

"Indebtedness of Handel to works by other Composers" ((ambridge, 1905). 

The 'NOrk starts at once-there is no overture-with the tenor recitative: "Now 

there arose a new King in Egypt which knew not joseph.'' Immediately the lamenta

tion of the Israelites 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 large scale to suggest natural or non-musical phenomena by 

musical means: storms, jumping of frogs, buzzing of flies, etc. His effects are 

surprisingly modern 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 composers of the nineteenth and twentieth centuries have 

contributed to the carrying on of such efforts. One must not, however, think that 

Handel h<ld no predecessor in this respect. There were many: Kuhnau in his biblical 

sonatas; some of the French clavecinists; many composers of early opera and dramatic 

madrigals such as Vecchi and Monteverdi; the Sixteenth Century French Chanson 

often included bird cries, street cries, and battle effects; nor should we forget the 

call of the cuckoo in "Sumer is icumen in.'' 

First there is the plague of the water turning 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 sevenths and passages of descending semitones 

we can easily sense their shudder of disgust. 

The epical\y painted exordium of "He spake the word" leads us to a 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 naivete. 

Next is the famous dramatic double chorus, "He gave them hailstones." Its 

effective orchestral introduction evokes the approaching storm until it is on top of 

us-a smal\ 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 

Saxon's genius to realize the "terribil itZt'' that could be extracted from the musical 

ideas. The storm passes, succeeded by a murky gloom; v<Jgue, uncertain tones are 

heard, and the cries of the desolate and bewildered people. This is suddenly changed 

into an energetic certainty of utterance, "He smote all the first born of Egypt." Thus 

the swift vengeance of the Most High. Chorley ca!led 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 soli and five-part chorus, composed in 1707. He has kept 

the S<lme fugal subjects but treated them quite differently. 

The jubilant "But the waters overwhelmed their enemies," was originally an aria 

in one of the Ch<Jndos anthems, "The Lord is my light." Note the close simil<lrity of 

text both referring to the waters, for in the Chandos anthem it is "It is the Lord 

that ruleth the sea." 

Part II is called the "Song of Moses.'' The duet for two Israelite 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 two 

double choruses. The second of the two contains (starting at bar 15) a good speci

men of Handel's contrapuntal powers in which the double chorus is used in the style 

of the concerto grosse with much canoning and dialoguing. 

The duet for two basses, "The Lord is a man of w<Jr," is one of Handel's 

most famous duets. Yet much of it is refashioned with the greatest skill from the 

above Latin "Magnificat" and from a "T e Deum" of Urio. The dotted figure in the 

accompaniment is from Uric'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 euphoni

ous and tender in spirit. 

The work closes with a fitting climax in an astounding double chorus, with 

Miriam's rapturous triumphal song. Vigorous polyphonic and sonorous antiphonal 

effects are worked out in Handel's very direct, energetic and masculine manner

a true paean of exultation. 

Though at first received coldly, in the course of the nineteenth century this 

oratorio became very popular. In 1883, Rockstro wrote, "The general consensus of 

artistic criticism points to "Israel in Egypt" as the most sublime and masterly, if not 

the most genera lly attractive 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 190). lt 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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Overture, Polonaise, Double and Badinerie from the Suite in B minor ..... j. S. Bach 
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EDGAR SCHENK MAN.. . ............. Conducting 
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Allegro 
Andante 
Allegro 
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ALBERT STOESSEL.... . .. ..... .Violin 

3. Suite No. 3 in D .... .. ... ..................................... ................. j. 5. Bach 

Grave-Vivace 
Air 
Gavotte 
Bourree 
Gigue 

Intermission 

4. Motetto for Solo Soprano and Orchestra. 

I. Symphonia 
II. Larghetto 

Ill . Andante rna larghetto 
IV. Andante 
V. Allegro 

VI. Presto 

. ................. G. F. Handel 
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SUITE IN B MINOR, FOR FLUTE AND STRINGS ,,,,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-Ci:ithen. The latter was a very 

gifted musical connoiseur, as well as an able performer on several instruments. The 

music at his court was for the most part secular and instrumental, and the young 

Prince took 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 acquainted with it, he understood it." 

Bach was at COthen from 1717 to 1723, during which much of his instrumental 

music was composed: The Brandenburg concertos, three violin concertos, the first 

part of the well-tempered clavichord, and several of the clavier concertos. lt was 

then also that he wrote the first two of his orchestral suites- he wrote four in all, 

this one in B minor, usually being designated as No.2. It is probable that he wrote 

all four at COthen, but Spitta thought the last 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 conducted from 1729 to 1736. 

Bach's autograph title page reads, "H moll Ouverture a 1 flauto, 2 violini, viola, 

e basso." 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 same time. The flute as a solo instrument enjoyed great vogue in 

Bach's day, and among its devotees was Frederick the Great, who employed the 

illustrious Quantz to write some 500 works for that instrument. 

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 opening 

slow movement, and the movement of fugal or 'canzona' type which followed it." 

Such was the overture of a Lully opera Here the short, vigorous fugue in four 

voices, alfegro, is for the flute and strings, 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 to designate the whole. 

The Polonaise is a stately, processional-like dance. Bach here wrote a brilliant, 

florid flute obbligato for flute with the melody in the lower parts. It 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 gigue. "Badinage" at that time meant not only fooling, but also 

tumbling and juggling. It has a frolicsome brilliance appropriate to a finale. A 

similar movement closes Bach's fou rth suite in D, where it is called "Rejouissance." 



TRIO FROM THE "MUSICAL OFFERING" ............... JOHANN 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 personal history. In 1740, his 

son, Karl Philipp Emanuel , had been appointed Kapellmeister and accompanist to 

Frederick the Great. The latter maintained a musical establishment of no mean 

importance, including the two Grauns, Benda, Quantz and others 

Frederick, moved by interest and curiosity, had an invitation sent to the old 

Bach, but it was not until 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 Potsdam has often been told on the authority 

of both Karl Philipp and Friedmann Bach. The king, anxious to hear the old master 

improvise, asked for a six-part fugue ex tempore. The King supplied a subject, but 

whether Bach actually used it for the improvisation is not certain. His trial of the 

Silbermann pianofortes, his organ-playing at Potsdam, and his visit to the opera house 

at Berlin are also well known. 

It was this journey that led to the production of the "Musikatlsches Opfer," in 

which, as a compliment to Frederick, the contents are based on the King's theme. 

The work consists of a number of well-developed and artistic compositions; 

ricercari, fugues, canons and a trio. The trio is for continuo, violin, and Frederick's 

favorite instrument, the flute, and is planned along the usual lines of the Italian 

violin sonata in four movements, and on subjects derived from the King's theme. 

SUITE IN D MAJOR .... . .. JOHANN SEBASTIAN BACH 

This suite, generally called No 3, is much more strongly orchestrated than the 

preceding and includes three trumpets, two oboes, and timpani 

The Overture is in the customary French style, the grave leading to a fast 

section, followed by a slow section again. The fast section is here a free fugue in 

which there are several passages for solo violin after the manner of the old con

cer to grosse. 

Doubtless the Air is the most familiar of all Bach's music to the genera! public, 

who recognizes it as the famous "Air for the G string." It has been in the reper

toire of most violinists since Wilhelmi's arrangement of it for solo violin and piano. 

Bach wrote it neither for violin solo nor for the G string. The first violins have the 

melody, the second violins and violas supply the harmony, while the 'cellos and basses 

propel the movement forward with their pizzicato effects. Its mood of sustained 

serenity has been likened to Elysium, the abode of the blessed, so beloved by poets 

and musicians. 

The two Gavottes, lively and rhythmically emphatic, correspond here to the 

minuet and trio of the early classical symphony. The second, which is given out in 

unison by the whole orchestra, is followed by a repetition of the first. Originally 

the gavotte was a peasant dance, later on a court dance, and, finally, at the time of 

Gluck it was chiefly a stage dance. 

The Bourr€e and Gigue have a southern gaiety: the one of Southern France, 

the other of Italy. 



MOTETTO, "SILETE VENTI," FOR SOPRANO SOLO AND ORCHESTRA 
GEORGE FREDERICK HANDEL 

This is the only one of Handel's compositions c<llled by himself a "motetto." 

Actual ly it is a long sacred solo cantata, definitely affected by the contemporary 

Italian sacred style with its intermixture of the secular. We are reminded of 

Carissimi, Scarlatti and PergolesL 

The date of its composit ion is not certain. Chrysander thought it was between 

1715-20, but Leichtentritt places it earlier, 1707-12, and probably at Rome. 

The soprano solo voice sings with a chamber orchestra of oboes, string quartet, 

and continuo. The wri ting for the solo voice shows what a thorough understanding 

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

Leichtentritt finds it a masterpiece of idyllic feeling-a worthy companion to 

the best of similar moods in his oratorios and operas. 

La rghetto Larghetto 
Silete, silete venti, nolite murmurare Be silent, be silent, ye wind, do not rustle, 
frondes, quia anima mea, dulcedine ye leaves, because my soul is sweetly 
requiescit. resting. 

Andante ma Larghetto Andante ma Larghetto 
Dulcis amor, jesu care, quis non cupit te Sweet love, dear jesus, who does not desire 

amare veni, trar1Sfige me, Your love, come, transfigure me. If You 
Se tu fe ris, non sunt clades, tuae plagoe strike, no harm results, Your punish-

sunt suaves, quia totus vivo in te. 

Recitative 
0 fortunata anima, 0 jucundissimus 

triumph us, 
0 foelicissima, loetitiCJ. 

Andante 
Date serta, date flores, me coronent vestri 

honores. 
Date palmas nobiles. 

Allegro 
Surgant venti, et beatae. 
Spirent almae, fortunata 
Auras coelifulgidas. 

Presto 
Alleluja. 

ments are a delight, Your wounds are 
assuaged, since 1 live wholly in You. 

Rec itative 
0 blessed spirit, 0 most joyous triumph, 
0 most happy felicity. 

Andante 
Strew garlands, throw flowers. Let Your 

honors crown me; spread stately palms. 

Allegro 
Let the winds rise and the white spirits 

breathe forth, blessed breezes making 
the Hedvens bright. 

Presto 
Alleluja 

CONCERTO GROSSO IN C MAJOR ........ ......... GEORGE FREDERICK HANDEL 

In 1741 Walsh published a col!ection entitled, ''Select Harmony," including 

works by Veracini and T artini, and three concertos by Handel: C major and two in 

B major. Though published a year after the twelve "Grand Concertos," these really 

stand, as regards date of composition, between the latter collection and the earller 

collect ion of six "Concerti Grossi" of Opus 3, often called the "Oboe Concertos," 

which were published in 1734. Therefore, this one in C major is often called No.7, 

and it differs from the preceding six concertos of Opus 3 in its larger proportions 

According to Chrysander, the original is dated January 25, 1736, and bears the 

title, "Concerto per due violini concertini e violoncello, 2 hautb. 2 violini ripieno 

viola e basso." Also in the preface to its publication in Vol. XXI of the Handel

gesellschaft edition Chrysander speaks of its having been first performed in "Alex

ander's Feast," whence it was thereafter known as "the celebrated concerto in 

'Alexander's Feast.'" (Alexander's Feast was given for the first time on February 19, 

1736, at the Covent Garden 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 itself." 
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PROGRAM 

PART I 

.......... Tenor 
.............. Tenor 
....... Baritone 

. ............ Baritone 

. .......... Baritone 

1. CHORUS...... . ...... Come, ye daughters 

2. RECITATIVE !Tenor <:~nd Bassi.. . . ............... When jesus now had finished 

3. CHORALE... . . . ........ 0 blessed jesu 

.............................. Then assembled the chief priests 4. RECITATIVE <Tenorl. .. 

5 CHORUS ... . .... Not upon the feast 

6. RECITATIVE tTenorl... . . . .................... ..... Now, when jesus was in Bethany 

7. CHORUS... . ..................................................................................... Wherefore wilt thou 

8. RECITATIVE \Tenor and Bassl... . ........ And jesus, perceiving it 

9. RECITATIVE !Aitol... . ........... Thou dear Redeemer 

10. ARIA lAitol.. .. . ......... Grief ard pain 

11. RECITATIVE !Tenor and Bassi. .. 

12. ARIA (Sopranol. .. 

13 RECITATIVE (Tenorl. .. 

14. CHORUS .... 

....... Then one of the twelve 

........ Only bleed 

. ............ Now on the first day 

. ................ Where wilt thou 

15. RECITATIVE lTenor and Bass) AND CHORUS ................... .... He said: Go yc into tile city 

16 CHORALE.... . ...................... The sorrows Thou art bearing 

17. RECITATIVE !Tenor t~nd Bass).... . ...... He answered them 

18. RECITATIVE !Soprano!... . ........................ .Although my eyes with tears 

19. ARIA (Soprano>... . .................................................. Never will my heart refuse Thee 

20. RECITATIVE <Tenor and Bass) ...................................... And when they had sung a hymn 

21. CHORALE.... . .. ................................................ Acknowledge me, my Keeper 

22. RECITATIVE <Tenor and Bassi... . ..... Peter answered eagerly 

23 CHORALE... . .. ......... ... .... ........... .... Here will I stay beside Thee 

24. RECITATIVE <Tenor and Bass} .............. ................................... Then came Jesus with them 

25 SOLO !Tenor) WITH CHORUS.... . ........... 0 Grief 

26 SOLO !Tenorl WITH CHORUS .. .. . ....... 1 would beside my Lord 

27. RECITATIVE !Tenor and Bass) ............................................... And He went a little farther 

28. RECITATIVE (Bass) ............. ....................... .. The Saviour falls before His Father kneeling 

29. ARIA (Bass} .................................................................................. Gladly wi\1 I, all resigning 

30 RECITATIVE <Tenor and Bass) .............................................. And He came to the disciples 

31. CHORALE. ............................................................... ..................... Now may the will of God 

32 RECITATIVE !Tenor and Bass) ............................ ................................ And again He came 

33 DUET <Soprano and Alto) WITH CHORUS ....................... ... ... Alas l my jesus now is taken 

34 RECITATIVE (Tenor and Bass) .................... .... ................. .. ........... And, behold, one of them 

35. CHORALE... . ............................................. .......................... 0 man, bewail thy sin so great 

PART II 
36 ARIA !Alto) WITH CHORUS ... . .......... ... Ah, now is my )esu gone 

37. RECITATIVE <Tenor} ... . ... .. .. ....... And they that had laid hold 

38. CHORALE ... . ........................... Ttle ruthless world 

39. RECITATIVE !Tenor and Bass) AND CHORUS .............. Yea, though many false witnesses 

40. RECITATIVE ITenorl... . ...................... He will not speak 

41. ARIA !Tenor)..... . ................................................................................. Behold! Behold! 

42. RECITATIVE !Tenor and Bass) AND CHORUS ................... And the high priest answered 

43. RECITATIVE <Tenor) AND CHORUS .......................... Then they began to spit in His face 

44. CHORALE... . ... .............. Who could so rudely smite Thee 

45. RECITATIVE !Soprano, Tenor and Bass) AND CHORUS ............ Peter was sitting without 

46. RECITATIVE !Tenor and Bassl. ...................................... And Peter then began to curse 

47. ARIA !Aitol... . . ...... 0 pardon me, my God 

48. CHORALE... . .. ...................... Though my feet from Thee have wandered 

49. RECITATIVE !Tenor and Bass) AND CHORUS ... ........... ....... And when the morning came 

50. RECITATIVE !Tenor and Two Bassesl.... . ........... And he cast down the silver pieces 

51. ARIA (Bassi. ... . ...................................................... Give me back my dearest Master 

52. RECITATIVE (Tenor and Bassi. ........................................... And they took courlS€1 together 

53. CHORALE... . ........... ......... .......... ................ .. .... Commit thy ways, 0 Pilgrim 

54. RECITATIVE (Sop rano, Tenor ilnd Bass) AND CHORUS .................... Now upon that feast 

55. CHORALE.... . ............. .... What wondrous punishment 

56. RECITATIVE (Tenor and Bass) ........................................................... The governor answered 

57. RECITATIVE !Soprano) ............................. ....................... He hath done only good to all 

58. ARIA !Soprano).... . ................. .. ...... ...... ........... ..... From love unbounded 

59. RECITATIVE <Tenor and BJssl AND CHORUS... . ....... ........................ Then cried they out 

60. RECITATIVE lAitol... . ............ Look down, 0 God 

61. ARIA lAitol...... . ................................. Are my weeping and my wailing 

62. RECITATIVE !Tenor) AND CHORUS .... .... .... . .... .................. Then straightway the soldiers 

63. CHORALE.. . ..... 0 Head, a\1 bruised and wounded 

64. RECITATIVE LTenorl...... . ...... .. And after making sport of Him 

65. RECITATIVE !Bassi....... . ...... Yea, truly to the cross 

66. ARIA !Bass).. . . .................................... Come, blessed cross 

67. RECITATIVE <Tenor) AND CHORUS.... . ... ......... ........ And when they came unto a place 

68. RECITATIVE <Tenorl.... . .. .. ............. . ........ He was reviled also 

69. RECITATIVE (Aitol. ..... . ........................... Ah, Golgotha 

70. ARIA !Alto) WITH CHORUS... . .......... .......... Look where jesus beckoning stands 

71. RECITATIVE <Tenor and Bassl AND CHORUS ...................... And from the sixttl hour 

72. CHORALE.... . .......................... .... ............... When I too am departing 

73. RECITATIVE lTenorl AND CHORUS .... .............. And then, behold! the vel! of the temple 

74. RECITATIVE (Bassl.... . .. .......... ............................. At eventide, cool hour of rest 

75. AR IA lBassl. ... . ... .... ............... Cleanse tllee, 0 my soul 

76. RECITATIVE <Tenor and Bassi AND CHORUS ........................... And joseph took the body 

77 . RECITATIVE !Soprano, Alto, Tenor, Bass) WITH CHORUS .. And now the Lord to rest is laid 

78. CHORUS.... . .. ........... .. ........ ....... .......... In deepest grief 

CHORUS OF THE ORATORIO SOCIETY OF NEW YORK 

BOY CHORISTERS OF ST. THOMAS EPISCOPAL CHURCH 

!Courtesy of Dr. T. Tertius Noble) 

ORCHESTRA OF THE )UILLIARD SCHOOL OF MUSIC 
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THE PASSION OF OUR LORD ACCORDING TO ST 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 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 death), though this is not unimpeachable evidence. 

On Bach's autograph score the title is inscribed thus: "Passio Domini nostri J. C. 
secundum Evangelistam Mattaeum.'' 

Although first performed on Good Friday, April 15, 1729, at St. Thomas's, we know 

that Bach had been at work on it in 1728. Picander wrote the libretto in 1728, also in 

November of that year Bach used some of his already composed Passion music in the 

"Trauerode," written upon the death of his friend and patron, Prince Leopold of Anhalt

COthen. There is no known evidence that 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 1729 is 
unknown; probably not a deep one. Friedrich Melchior Grimm, later one of the four or 

fi ve ablest dramatic and literary critics in France during the Eighteenth Century, was a 

student at the University of Leipzig for several years before 1744, under Ernest i and 

Gottsched, 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 vel· 

umes of the "Correspondence litt€raire," by Grimm, he found not a single reference to 

J. S. Bach. The "great Sachs" were Johann Sebastian's sons. The revised version was 

performed at Leipzig, even after Bach's death. It was not until a century after its first 

inception that it was heard elsewhere- first at Berlin in 1829, through the efforts 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 to be the first in New York City given without cuts. It 

is this wr iter's opinion 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 duri ng Holy Week at Leipzig. The old form was a very conservative pla in song 

type, and not particular ly dramatic. It was not un til 1721, just before Bach's arrival, 

that a Passion of the new dramatic type was introduced: The Pass ion 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 out by him in 

de tai l-the actual poem afterwards being written by Picander (the pseudonym for 

Christian Friedrich Henrici), probably in co-operation with Bach. This is assumed from 

the many close similarities with the poetic ideas of Sa loma Franck, Bach's librettist at 
Weimar. 

Sweitzer has pointed out the striking simplicity and ingenuity of the dramatic plan. 

It is in two parts-done 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. 

These are marked out by the stopping of the narration, and then the portion just 

recounted from the Bible is used as the subject for a short meditation. This is gener
ally accomplished in an aria, preceded by an arioso-like recitative. At minor 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 to each 

half of the work: 12 smaller scenes indicated by chorales and 12 larger ones marked by 

arias. As with the Mass in B minor, 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 is Terry's small booklet 

on the St. Matthew Pass ion in the Oxford "Musical Pilgrim" seriesJ 

The composition calls for a double chorus, with a third made up of boys' voices, for 
two orchestras (one 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 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 risen to his vision. There exists his report to the Town Council asking 
for addi tional performers. 

The year of the St. Matthew Passion he was appointed conductor of the Telemann 

Musical Society, a University Organizat ion 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 orchestra. 

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 (al though a short one), 

the reader is referred to the chapter in Parry's, "Johann Sebastian Bach." 

In concept and composition the first chorus is planned on the grandest scale, with 

two choirs and a separate treble part. Soon the voice of Christ predicts the impending 
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SPECIAL ANNOUNCEMENT 

TUESDAY AFTERNOON CONCERTS 

The Juilliard School of Music announces a series of three Chamber

Music Concerts and two Vocal Recitals on Tuesday afternoons at 

five o'clock. 

NOVEMBER 30, 1937 _______ CHAMBER-MUSIC 

DECEfv1BER 14, 1937 ____________________ VOCAL RECITAL 

JANUARY 25, 1938 _____ __ ________ CHAMBER-MUSIC 

FEBRUARY 22, 1938 __ _ _ ___ VOCAL RECITAL 

MARCH IS, 1938___ _ ____ CHAMBER-MUSIC 

TICKETS FOR ALL OF THESE CONCERTS ARE FREE ON REQUEST 

Applications for tickets should be sent by mail two weeks before each event. 
Please enclose a stamped addressed envelope. 

THE CONCERT DEPARTMENT 
130 Claremont Avenue 

New York City 

The Concert Department 
JUILLIARD GRADUATE SCHOOL 

130 Claremont Avenue, New York 

{> 

CHAMBER MUSIC AND VOCAL RECITALS 
Upon receipt of this card two tickets of admission will be sent to 

you for any of these concerts. / 

November 30, at S o'clock. ___ / 0 January 2S, at 5 o'clock_ ___ ____ __ __ ___ ___ 0 

December 14, at S o'clock ____________ 0 February 22, at S o'clock _______________ 0 

Name ...... . 

Address ... 

March IS, at S o'clock _____________________ 0 

Please return this card two weeks before the concert with a 
stamped self-addressed envelope 
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JUILLIARD SCHOOL OF MUSIC 

SEASON 1937-1938 

CHAMBER MUSIC CONCERT 

TUESDAY AFTERNOON, NOVEMBER 30, 1937 
at five o'clock 

CONCERT HALL 

130 Claremont Avenue 

• NEW YORK CITY 



PROGRAM 

Trio, opus 87, inC major for piano, violin and violoncel lo... . ....... Brahms 

Allegro 

Andante con mota 

Scherzo- Presto 

Fine•de- Allegro giocoso 

VIVIAN RIVKIN .... 

GIZELLA EHRENWERTH .... 

DOROTHY TREML ... 

Intermission 

Verklarte Nacht, opus 4 .... 

Piano 

. .... Viol in 

.Violoncello 

(after the poem of Richard Dehmel) 

MARA SEBRIANSKY Viol in 

CHRISTINE PHILLIPSON FOLEY.. Violin 

EUGENIE LIMBERG .Viola 

MYRTLE WOLSFELD 

DOROTHY TREML 

BETTY BARBOUR 

........................ . Viola 

Steinwa)• Piano 

Violonce llo 

...... Violoncello 

....... Schoenberg 

The second concert in this series will be a Yoc<'ll Recital 

on Tuesday, December 14, at five o 'clock 



e · ·---------------------------------------

JUILLIARD SCHOOL OF MUSIC 
SEASON /937-1 938 

RECITAL OF VOCAL MUSIC 

TUESDAY AFTERNOON, DECEMBER 14, 1937 
at five o'clock 

CONCERT HALL 

130 Claremont Avenue 
NEW YORK CITY 



PROGRAM 

Durch Zartlichkeit und Schmeicheln ... ............... Mozart 

An Chloe .... ... ........................ Mozart 

lch atmet' einen linden DufL ............................................. Mahler 

Standchen ... -- -- -- ------···············Strauss 
DOROTH EA TOR BESON 

Se rg i us Kagen a t the p ia no 

Chere NuiL. ..... Bachelet 

Aria "Le Reve" from "Manon" .. . ........ Massenet 

Aria "Ah! fuyez, douce image" from "Manon" .. . ........ Massenet 
CARL N ICH OLAS 

Berth6 Me lnik at the pi ano 

Ill 

Penelope ................... ................ Bruch 

Mignon ... ....... Wolf 

Cacilie ... . . ................................ ..................................... Strauss 

MARY LOUISE BELTZ 

Ruth Cumbie t~ t the piono 

PROGRAM 

IV 

Aria "Di ad Irene, tyranna infidele" f rom "Atalanta" ····- -- ---------- ··········Handel 

Aria "Amor ti vieta" from "Fedora" Giordano 

Matti nat a ................... · ··········-···············································- .. Leoncavallo 
JOS EP H MARSILIA 

Brooks Smith a t the piano 

v 

Von ewiger Liebe ......... Brahms 

Standchen ·· ··-···························· ·······- ... Brahms 

Aria "Es gibt ein Land" from "Ariadne auf Naxos" ... . ................ Strauss 

A LI CE HOWLAND 

Brooks Smith at the p iano 

VI 

Finale from thi rd act of "La Boheme" ... 

GERTRUDE GIBSON 

LEE COUCH 

W ILLIAM GEPHART 

HELEN VAN LOON 

Alberto Bi mboni a t the piano 

Steiuway Piano 

The third concert in this se ries will be a Chamber Music conce rt 
on Tuesday, January 25, at five o 'clock 

.Puccini 
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JUILLIARD SCHOOL OF MUSIC 
SEASON 1937-38 

CHAMBER MUSIC CONCERT 

TUESDAY AFTERNOON, JANUARY 25, 1938 
at five o'clock 

CONCERT HALL 

130 C la remont Avenue 
NEW YORK CITY 



IL TRAMONTO (THE SUNSET) Percy B. Shelley ( 1816) 

There late wcs one within whose subtle being, 
As light and wind within some delic1lie cloud 
That faces amid the blue noon's burning sky , 
Genius and death contended. None m ~ y know 
The sweetness of the joy which made his breath 
Fail, like the trances of the summer air, 
When, with the Lady of his love, who then 
First knew the unreserve of min gled being, 
He walked along the pathway of a field 
Which to the east a hoar wood shadowed o'er, 
But to the wost was open to the sky. 
There now the sun had sunk, but lines of 
Hung on the ashen clouds, and on tho 
Of the for level grass and nodding flowers 
And the old dandelion 's hoary beard, 
And , mingled with the shades of twilight, lay 
On the brown massy woods- and in the east 
The broad and burning moon lingeringly rose 
Beiween the black trunks of the crowded trees, 
Whi le the faint stars were gathering overhead.
"Is it not strange, Isabel." stJ id the Youth, 
"I never saw the sun? We will walk here 
Tomorrow; thou shalt look on it wi th me." 

That night the youth and lady mingled lay 
In love and sleep-but when the morning came 
The lady found her lover dead and cold. 
Let none believe that God in mercy gave 
That stroke. The lady died not nor grew wild, 
But year by year lived on- in truth I think 
Her gent leness and patience and sad smiles 
And that she did not die, but lived to tend 
Her aged father, were a kind of madness, 
If madness 'tis to be unlike the world . 
For but to see her were to read the tele 
Woven by some subtlest bard, to make hard heads 
Dissolve away in wisdom-working grief;-
Her eyes were black and lustreless and wan: 
Her eyelashes were worn away with tears, 
Her lips and cheeks were like things dead- so pale; 
Her hands were thin, and through their wandering veins 
And weak articulations might be seen 
Day's ruddy light. The tomb of the dead self 
Which one vexed ghost inhabit s, night and day, 
Is all, lost child, that now remains of thee! 

"Inheritor of more thM earth can give, 
Passionless calm and silence unreoroved, 
Whether t he dead find , oh, ~leep! but rest, 
And are the uncomp laining they soem, 
Or live, or drop in the deep sea of Love: 
Oh, tha t like thine, mine epitaph were- Peace!" 
This was the only moan she ever mado. 

PROGRAM 

Quartet in F major .. 

{In Memoriam} 

Allegro moderato 

Assez vif- T r8s rythme 

Tr8s lent 

Vif et agite 

NATHAN GOTTSCHALK._ ·-···Violin 

SOL GLASSBERG Violin 

HARRY HYAMS .. _ ·-··-·-·-- ·-Viola 

HAROLD BEMKO... __ Violoncel lo 

"II Tramonte," for voice and string quartet 

PAU LINE PIERCE. -.Mezzo-so prono 

NATHAN GOTTSCHALK ... -····--·-···-·--··.Violin 

SOL GLASSBERG ... 

HARRY HYAMS·-···· 

HAROLD BEMKO.._. 

Ill 

Quartet No. I in C minor.. .. 

Allegro molto moderato 

Scherzo- allegro vivo 

Adagio 

Allegro molto 

BILLY MASSELOS 

NATHAN GOTTSCHALK_ 

______ Violin 

··-----·-.Viola 

-·-·_Violonce llo 

........ Piano 

__Violin 

EUGEN IE LIMBERG. . .... _Viola 

DOROTHY TREML·--··- ··-·-···-·-·.Violoncello 

Steinwa·y Piano 

The fourth concert in this series will be a Vocal Recital 

on Tuesday, February 22, at five o'clock 

......... Ravel 

Respighi 

. ......... Faure 
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JOILLIARD SCHOOL OF MOSIC 
RECITAL OF VOCAL MOSIC 

Tuesday Afternoon, February 2~2, 1938 
at five o'clock 

in the Concert Hall 

PROGHA.M 

I 

/ HBois epais" from "Amadis 11 ••••••••• ••••••• ••••••••••••••• Lully 
I! se'j our de 1' otcrnelle paix11 f:rom II Castor et Pollux" •... Hameau 
"0 Souverain" from 11 Le Cid11 ••••••••••••••••••• ~ ••••••• Massenet 

FREDERICK LOADWICK 
Dertha Melnik at Ute piano 

II 

Lebe vvoJ1.l . . . ........................................ o • • •• ) ~ 
De~ ca''r·tnnr• ~ Wolf .• ..:... .. . ~~·; • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • 0 • • • • • • • • • • • 

Ond gestern hater ~ir Rosen gebracht .•....•.•.••...••... 
Hat dich die Liebe berUhrt .......•..........•..........•. )Marx 

GEHTHODE GIBSON 
Sergius Kagen at the piano 

III 

}l'u s s 1"" e i s e • . • • • • • . • • . . • • • • • • • • • • . • • • • • • • • • . • • • • • • • • . • • • • • • ) 
Auf einer Wanderung •..••.••.............................. )Wolf 
Der 'r[:tmbour~ . ............................. " ..... o ••••••••• ) 

ALBERT GIFFOHD 
Huth Cumbie a t t he piano 

IV 
ol 

Arm, arm ye brave . .. .. ................. _ ................... 1-Innd.el 
Sleep .......................... ., ...... o •••••••• • ••••••• "Afarloch 
In an arbor green .....•••••..•.......................... Bryson 
I'll sail upon the Dog Star .....•...................... Purcell 

JOHN TYEHS 
Michael Field at the piano 

v 

Iv1eine Li e(ier . ......................................... ·j 
Nachtiga~ll ........... G ••••••••••••••••••••••••••••••••• BrQ.hms 
]3o t s chaft . .......... .. .................... . .. o ......... . 

MAHGAHET HARSHAW 
Alberta Masiello at the piano 

Steinway Piano 





\ 

• 

THE JUlLLIARD SCHOOL OF MUSIC 

ANNOUNCES A SUBSCRIPTION COURSE OF 

F \ V E M U s. \ C A L E V E N T S 

Friday evening ____________ November 19, 1937 
Friday evening ... -----------Jebruary 18, 1938 

Wednesday evening ...... January 19, 1938 Friday evening _______________________ March 25, 1938 

Wednesday evening .... -------------April 6, 1938 

CONCERT HALL, 130 CLAREMONT AVENUE, NEW YORK CITY 

-¢' 

HALF RATE TO STUDENTS AND TEACHERS 

SUBSCRIPTION BLANK 

JUILLIARD SCHOOL OF MUSIC 

COURSE OF MUSICAL EVENTS 

I enclose my h k · h c ec In t e amount of $ _________________________________________ .for 
+o the course of five musical ev~~-t~ 

------------ ... subscription (s) 

Name 

Address ..... . --··················· SUBSCRIPTION PRICE$ ................................................................ . 

5.00 for three concerts and tw o operas 

-¢' 

Please make checks or money orders payable to W J BE 
and send application fo t' k t. . RGOLD, Accountant r IC e s to the 

Concert Department 
JUILLIARD SCHOOL OF MUSIC 
130 Claremont Avenue, New York City 
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JUILLIARD SCHOOL OF MUSIC 
SEASON 1937-38 

ORCHESTRA 
OF THE 

JUILLIARD SCHOOL OF MUSIC 

ALBERT STOESSEL ____ Conductor 

ALEXANDER SILOTI_ __ __ _______ Pianist 

FRIDAY EVENING, NOVEMBER 19, 1937 
a t eig ht-th irty o' clock 

CONCERT HALL 

130 Claremont Avenue 

NEW YORK C ITY 



PROGRAM 

Tone Poem "A Night on Bald Mountain". . ...... Moussorgski 

Concerto No. I in B flat minor, for piano and orchestra ....... Tschaikowsky 

Andante non troppo e molto maestoso - Alleg ro con spirito 

Anda n1 ino semp lice - Presto- Anda ntino 

Allegro con fuoco 

l111ermission 

Ill 

"Wanderer"-Fantasy for piano and orchest ra .... Schuberi-Liszt 

IV 

"Dance of Death," paraph rase on "Dies irae," 

for piano and orchestra ... 

Nos. 2, 3, and 4 wil l be played in Mr. Siloti's revision 

Steinway Piano 

Liszt 
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OPERA DEPARTMENT OF THE 

JUILLIA RD SCHOOL OF MUSIC 
130 Claremont Avenue, New York City 

SEASON 1937-38 

"THE SLEEPING BEAUTY" 
An Opera in Three Acts 

Music by 

BERYL RUB INSTEIN 

Musical Director ___ _ 

Stage Director _____ _ 

Libretto by 

JOHN ERSKINE 

_ ______ __ __ ______________ ALBERT STOESSEL 

____ ALFREDO VALEt'-ITI 

Se'rtings and costur,-·,es by rnernbers of the class in Stagecraft 

Directed by FREDERIC!< J. KIESLER 

PERFORMANCES 

Wednesday Evening 

Thursday Evening 

Friday Evening -

Saturday Evening 

January 19, at 8.30 

January 20, at 8.30 

January 21, at 8.30 

January 22, at 8.30 

---------------------·------------------------' 



PRINCESS 

QUEEN. 

NURSE 

MAID 

THE CAST 

____ Alice George 

Helen Van Loon. 

..... Annabelle Ott. 
Sulo Wing 

..........• Eleanor Browne l l 

Ethel Kandel! 

. Gertrude Gibson 
Alice Howland 

FIRST GOOD FAIRY.. . ........ Helen Fernum. 
Vivienne Simon. 

SECOND GOOD FAIRY .. Vera Weikel. 
Estelle Hoffman .. 

THIRD GOOD FAIRY.. Dorothy Hdrtigon 
Beatrice Brody 

FOURTH GOOD FAIRY .Grace W. Huddle 
Dorothea T orbeson .. 

BAD FAIRY ---~.r1ary Louise Be ltz. ______ _ 

.. ......... Wednesday and Frid oy Evenings 
Thursday and Saturday Evenings 

Wednesday and Friday Evenings 

....... Thursday and Saturday Evenings 

. Wednesday and Frid o!'l y Evenings 

...... Thursday and Saturday Evenings 

Wednesday and Friday Evenings 

.. .. Thursday and Suturday Evenings 

Wednesday and Friday Evenings 

Thursday and Saturday Evenings 

Wednesday and Friday Evenings 

........ Thursday and Saturday Evenings 

Wednesday and Frid ay Evenings 

Thursday and Saturday Evenings 

... Wednesday and Friday Evenings 

. ... .Thursday and Saturday Evenings 

~-bry Frances lehnerts .. 

Wednesday and Friday Evenings 

Thursday and Saturday Evenings 

PETER and YOUNG PETER Glenn Darwin. 
William Gephart 

KING .. ..David Otto ... 
Elwyn Carter. 

PRINCE Marsilia 
De Spiri'ro 

POLICEMAN Stan ley Carlson .. 

Milton Warchoff 

HERALD. Donald Dame 
Richard Browning 

PRIME MINISTER John Tyers 

ARCHBISHOP Jack VI/eng row 

CHORUS 

Wednesday and Friday Evenings 

·- ...... Thursdey and Seturday Evenings 

. ..... Wednesday and Friday Evenings 
Thursclay and Saturday Evenings 

Wednesday and Friday Evenings 

Thursday and Saturday Evenings 

Wedn0~day and Friday Evenings 
.Thursduy and Saturday Evenings 

······-·Wednesday and Friday Evenings 
Thursday and Saturday Evenings 

A ll performances 

Al l performances 

Misses Alexander, Amdur, Aspina ll, Batchker, Buuman, Beasley, Bechtel. Colt.-ane, 
Fairchi ld , Ford, Greenberg, Hover, Kilpatrick, Lambrose, Lane, Lassiter, 

Mack lem, Marriner, Peskin , Regero, Rowe, Strilzza, Whisenand 

Messrs. Aldrich, Bailey, Brown, Campbell, Caperton, Goerlic h, Hesse, Holies, Hope, 

Lick, McDonald, Nicholas, Rhame, Rein inger, Szandrowsky, Spurr, Will iamson, Winston 

GREGORY ASHMAN, Chorus MMter 

The Pavone in Act I arranged by ARTHUR MAHONEY 

COMMENT 

More than two years ago Mr. Beryl Rubinstein discussed with me a possible libretto 

for an opera. He wanted a sTory based on folk lore or on some old fairy tale. We agreed 

at last on the version of "The Sleeping Beauty" wh ich I had a lready pub lished as a 

short story . 

The Princess, you remember, was to sleep for one hundred and to be wakened 

by the kiss of the Prince Charming . Al l the folk in tho castlo asleep with her, but not 

the people outside. The sleep was for precisely one hundred years, and if the King and 
Queen wasted time arguing with the Good Fairy , they must have been a little late in 

coming to. I preferred to have them escape the century charm altogethe r, and to assume 

tha t the delayed waking would apply to the rest of the household . 

Why did the Princess prick her finger with the spindle? I assume that she was a 

little absent-minded a+ the moment, thinking of the boy with whom she had a tryst in 

the forest that evening. After the hundred years, the Prince appears and is about to kiss 
her when she murmurs in her sleep the name of the boy. The Prince, temporarily dis

couraged, goes home. 

The Princess on waking goes to the forest to keep her engagement. She finds her 

lover's great grandson waiting there to meet another girl, his sweetheart. For the 

Princess, o-f course, he has no use at a ll, and sho returns to the castle, with a g limpse of 

the meaning of the flight of time. 

The Prince, after al l, was not d iscouraged, not really. He cal led at the castle aga in 

to inquire after the heal-th of the Princess. 
JOHN ERSKINE 

SCENES 
ACT I -Courtroom in the palace. 

ACT II- The Princess's bed-chamber. (Twenty years later.) 

ACT Ill- Scene 1. A corridor in the palace. (A hundred years later.] 

Scene II. The Princess's bed-chamber. (A few minutes later.) 

Scene Ill. A forest glade . (The same evening.) 

Scene IV. A corridor in the palace. (A few days later.) 

Scene V. The Princess's bed -chamber. (A few minutas I<Jter.) 

Settings by Duniel Brenner 

Costumes of principals by Bruno Funaro 

Costumes of Fai ries by Giovanni Battista Repetto 

Costumes of chorus by Eaves Costume Company 

Properties designed by Sylvia Shimberg 

Backdrop of fo rest scene after a painting by Henri Rousseau 

The entire scenic production was bui lt an d pa inted by the class in Stagecraft 

of the Juill iard School of Music , by s·ludcnts selected f rom the 

School of Architecture of Col umbi a University 

O PERA O RCHESTRA OF THE JUI LLI A RD SCHOOL O F M USIC 
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JUILLIARD SCHOOL OF MUSIC 
SEASON 1937-38 

CHAMBER MUSIC CONCERT 

FRIDAY EVENING, FEBRUARY 18, 1938 
at eight-thirty o'clock 

CONCERT HALL 

130 Claremont Avenue 
NEW YORK CITY 



PROGRAM 

Sonata in E flat, op. 12, No. 3 for piano and violin ........................ Beethoven 

Allegro con'spirito 

Elegie ... 

Adogio con molt' espressione 
Rondo (Alleg ro molto) 

ERNEST HUTCHESON end LOUIS PERSINGER 

FELIX SALMOND 

Ralph Angell <Jtthe piano 

Songs for Tenor: Ill 

. Gabriel Faure 

Star vicino .... . ·········································- ... Salvator Rosa 

Enjoy the sweet Elysian Grove 

Jet d'eau .. 

FlUte enchantee 

Extase (with 'cello obbligato) ... 
CHARLES HACKETT 

Relph Ange ll at the piano 

'Cello obbligato, Felix Salmond 

IV 

.......... Handel 

. .................................... Debussy 

......... Ravel 

. .................. Duparc 

Trio in B major, op. 8, for piano, violin and 'cello .... Brahms 

Allegro con brio 
Scherzo {Allegro molto) 

Adagio 
Allegro 

CARL FRIEDBERG, LOUIS PERSINGER, and FELIX SALMOND 

Steinway P.iano 
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JUILLIARD SCHOOL OF MUSIC 
SEASO N 193 7- 1938 

A CONCERT OF CHORAL MUSIC 
BY 

CONTEMPORARY COMPOSERS 

THE CHORUS OF THE ORATORIO SOCIETY O F NEW YORK 

WITH 

THE ORCHESTRA OF THE JUILLIARD SCHOOL OF M USIC 

ALBERT STOESSEL, Conductor 

SOLOI STS 

ELEANOR BROWNELL _______ Soprano JO SEPH MARS ILI A ___________________ Tenor 

RUTH MARKUS __ _______ Mezzo-Soprano GLEN N DARWIN __________________ Ba ritone 

H UGH PORTER ___________________ O rga nist 

FRIDAY EVENING, MARCH 25, 1938 

CONCERT HALL 

130 Claremont A venue 

NEW YORK CITY 



PROGRAM 

A Festival Fanfare ... .................................................... Albert Stoessel 

Chorale -prelude based on the Bach-Nicolai chorale 

melody, "Wake, Arise, <'I voice is calling" 

(First performonce in New York) 

Christ in the Universe .. Mrs. H. H. A. Beach 

A short choral work for Sol i, Chorus ond Orches+ro 

Text by A lice Meynell 

(Fi rst performance with orcheslr<!! in New York) 

Ill 

Turn Back 0 Man ... Gustav Holst 

For Chorus and Orchestra 

Melody "The O ld I 24t h Psa lm" from the Genevan Psalter 

l11tennission 

IV 

The Ordering of Moses . ................... ................................................... R. Nathaniel Dett 

Biblicl'll fo lk scene for Soli, Chorus and Orchestra 

{First performMce in New York) 

S teinway Piano 

CHRIST IN THE UNIVERSE 

Music by Mrs. H. H. A. BEACH; Op. 132 

Text by ALICE MEYNELL 

With this ambiguous earth 

His deolings have been told us. These abide: 

The signal to a maid, the human birth, 

The lesson, and the young Man crucified. 

But not a st<"lr of 11ll 

The innumerable host of stars has heard 

How He administered this terrestrial boll. 

Our race have kept their lord's entrusted Word. 

Of His earth-visiting feet 

None knows the secret, cherished, perilous, 

The terrible, shamefast, frightened , whispered, sweet, 

Heart-shattering secret of His woy with us. 

No planet knows that this 

Our wayside planet, carrying land Md wave, 

Love and life multiplied, and poin ond bliss, 

Beors, as chief treasure, one forsaken gra ve. 

Nor, in our little day, 

Moy His devices with the heavens be guessed, 

His pilgrimoge to thread t he Milky Way, 

O r His bestowals there be manifest. 

But, in the eternities, 

Doubtless we sha ll compare together, hear 

A million alien Gospels, in what guise 

He t rod the Pleiades, the Lyre, the Bear. 

0, be prepared, my soul! 

To rea d the inconceivable, to scan 

The mil lion fo rms of God those sta rs unroll 

When , in our turn, we show to them /'J Man. 

From Poems of Ali ce Meynel l; Copyright, 1923 , by 

Wilfrid Meynel l; publ ished by Chl'lrles Scribner's Sons. 
By permi ssion of H. W. Gray & Co. 
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CHRIST IN THE UNIVERSE 

Music by Mrs. H. H. A. BEACH; Op. 132 

Text by ALICE MEYNELL 

With this ambiguous earth 

His dealings have been told us. These abide: 

The signal to a maid, the human birth, 

The lesson, and the young Man crucified. 

But not a star of all 

The innumerable host of ste~rs has heard 

How He administered th is terrestrial ball. 

Our race have kept their Lord's entrusted Word. 

Of His e arth -visiting feet 

None knows the secret, cherished, perilous, 

The terrible, shamefast, frightened, whispered, sweet, 

Heart-shattering secret of His way with us. 

No pl a net knows that this 

Our wayside planet, carrying land and wave, 

Love and life multip lied, a nd pain and bliss, 

Bears, as chief tre<'lsure, one forsaken grave. 

Nor, in our little d <"J y, 

May His devices with the heavens be guessed, 

His pilgrimage to thre ad the Milky Way, 

Or His bestowals there be manifest. 

But, in the eternities, 

Doubtless we sha ll compare togethe r, hear 

A million alien Gospe ls, in what guise 

He trod the Plei <'ld es, the Lyre, the Bear. 

0, be prepared, my soul! 

To re<'Jd the inconceivable, to scan 

The mill ion forms of God those stors unroll 

When, in our turn, we show to them a Man. 

From Poems of Alice Meyne ll ; Copyright, 1923, by 

Wilfrid Meynell; pub lished by Ch a rles Scribner's Sons. 

By permission of H. W. Gray & Co. 

THE ORDERING OF MOSES 

SOLOISTS 

Miriem ... 

Moses 

Soprano 

_ ... Tenor 

The Voice of God····-·· Bllritone 

The Voice of Israe l ·-----·-·····Alto 

The Word ... ... _ .. Baritone 

The Children of lsraei... ... Chorus 

The Moses here depicted is not the Moses famili.uized to us by the other a rts; 
especiolly by the work of Michae lange lo, whose statue of the patriarch has become 
symbolic. 

At the time of this "ordering" Moses was a shepherd, on a hillside- undoubt
edly a young men-which explains the port being assigned to a Tenor voice. 

TEXT BASED ON SCRIPTURE AND FOLKLORE 

THE WORD 
All Israel's children sorely sighed, 

CHORUS 
By reason of their bondage,-

THE WORD 
And unto God they sorely cried, 

CHORUS 
By reason of their bond<'lge,-

THE WORD 
All Israel's children sighed,
And unto God they cried;
'Neath Egypt's king they hMd 

tried , -

CHORUS 
By re<'lson of their bondage . 

THE VOICE OF ISRAEL 
0 Lord, behold my affl iction. 
My heart is turned within me; 
A dark'n ing cloud is Thy anger, 
Thy ha nd is hard aga inst me. 
My eyes and heart fail with grieving; 
I walk alone in deep shadows. 
Oppressed and captive is Judah; 
And Zion sigheth in her mourning. 

CHORUS 
0 lord! 

TRIO 
God looked on Israe l, 
And heard her children groaning; 
He looked on her ch ildren groaning, 
And had respect unto her. 

CHORUS 
And from a burn ing bush, flaming, 
God spake unto Moses soying,
Go down, Moses, 

Way down in Egypt's land; 
Te ll Pharaoh 
Let my people go! 
Thou shalt lea d thy poople 
To the promised land. 
Go down, take thy rod in thy hand 
Thou shalt lead thy people 
To the promised la nd. 

MOSES 

Lordi 
Who <'lm I to go unto Pharaoh, 
And why should I lead the chi ldren of 

Israel? 
How shall they know Thou sendest me? 
What name shall I say unto them? 
Wh ot signs or wonders show? 
I am not e loquent; 
Have no gift of speech; 
Am slow of tongue. 

CHORUS 

And God spoke unto Moses, 
Spake unto Moses saying,-

THE VOICE OF GOD 

Who hath made a mon dumb, 
Or who hath m<'lde his mouth speak? 
Is it not I, Jehovah? 
God of your fathers? 
Now therefore, go, 
And I will be thy mouth. 
I will instruct thee 
What thou sholt say I 
Go down, Moses,-

CHORUS 

Go down, Moses, 
Way down in Egypt's land. 
Te ll Phar<'loh 
Let My people go! 
Thou sha lt lead thy peop le 
To the promised land, 
I've looked on Israel, 
And I have respect unto her. 
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MEDITATION OF MOSES 
THE WORD 
And when Moses smote the water, 
The children all passed over; 
When Moses smote the water, 
The sea gave way. 
Rejoice, children, and be glad. 
The sea gave way, 
And when they reached the other 

shore,-
0 glory, hallelujah,-
They sang a song of triumph o'er 
0 glory, hallelujah! 

MOSES 
I will praise Jehovah, 
For He hath triumphed gloriously; 
The horse and his rider 
He has o'er thrown in the midst of 

the sea! 

CHORUS 
Hallelujah, hallelujah, 
Let us praise Jehovah. 

THE WORD 
Then did the women of Israel 
Gather with timbrels and dances; 
And Miriam, gifted with prophecy, 
Answered exhorting them, saying;-

MIRIAM 
Come, let us praise Jehovah, 
For His triumph is glorious; 
The clouds and fire are His chariots, 
The winds and waves obey Him. 
Now all the armies of Pharaoh 
Are sunk as stones in deep waters. 
The deeps stood up as the mountains, 
When Thou didst blow Thy breath 

upon them. 

THE WOMEN 
Hallelujah, ha llelujah! 

MOSES 
Sing ye to Jehovah, 
For He hath triumphed gloriously. 

CHORUS 
Thy right hand, 0 Lord, 
Is become glorious in power: 
Pharaoh's hosts Thou hast cast 
In the depths of the sea! 

MOSES 
Sing ye 
Praise to Jehovah, 
Sing ye. 

CHORUS 

He is King of kings; 
He is Lord of lords. 
Sing together, praise Jehovah, 

Great God of our fathers. 
God, the great I Am That I Am; 
Hallelujah, 
He is a Man of War. 
Mighty is Jehovah , 
Mighty in battle; 
No god doth wonders like Him. 
Praise the Lord. 
Sing to Jehovah, 
Whose right hand is our salvation. 

MOSES 
0 praise ye, 
Praise Jehovah, 
Praise His holy name! 

MIRIAM 
0 praise ye, 
Praise ye Jehovah, 
Praise His holy name! 

CHORUS 
He is King of kings, 
He is Lord of lords. 
Sing together, praise Jehovah, 
Great God of our fathers. 
God, the Great I Am That I Am, 
Hallelujah, 
He is a Man of War. 
Mighty is Jehovah, 
Mighty in battle,-
No god doth wonders like Him, 
Praise the Lord, 
Sing to Jehovah, 
Whose right hand is our salvation. 
0 praise the Lord! 

MOSES 
I will sing unto Jehovah, 
For He hath triumphed gloriously. 

MIRIAM 
The horse and his rider 
He hath thrown into the seal 

MOSES 
Jehovah is my strength and my song! 

MIRIAM 
And He hath become my salvation! 

MOSES 
This is my God, and I will praise Him! 

MIRIAM 
My fathers' God, and I will exaft Him. 

MOSES 
Thou, Lord, in Thy loving kindness 
Hast led the people, whom Thou hast 

redeemed! 

MIRIAM AND MOSES 
Jehovah shall reign forever and ever! 
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OPERA DEPARTMENT OF THE 

JUILLIARD SCHOOL OF MUSIC 

SEASON 1937-1 938 

"THE ABDUCTION FROM THE 
SERAGLIO" 
A Comic Opera in Three Acts 

By 

WOLFGANG AMADEUS MOZART 

Musical Director_ _ ------------- ------------- ------- - _____ __ _________ ALBERT STOESSEL 

Stage Director_ _ _____ __ ________________ _ _ ______________ ALFREDO VALENTI 

Settings and costumes by NAT All E SWAN and other members 
of FREDERICK J. KIESLER'S class in Stagecraft 

PERFORMANCES 

Wednesday Evening - - - - April 6, at 8.30 

Thursday Evening April 7, at 8.30 

Friday Evening - - April 8, at 8.30 
Saturday Evening April 9, at 8.30 



CON STANZA 

Genevieve Rowe_ 

Helen Marsh<'l l l 

BLONDA 

Dorothea T orbeson 

Berenice Alarie 

BELMONT 

Joseph Ma rsilia 

Lee Couch _____ _ 

PEDRILLO 

DoMid Dome .... 

Frederick Lood wick 

OS MIN 

Gean Greenwel l 

Elwyn Carter .... 

PASHA 

C. Wistar Yearsl ey 

KLAAS, a boatman 

Stanley Carlson 

OFFICER 

John Ki lty ____ ···-···--· 

A DEAF MUTE 

Charles S. Welch .... .... __ 

THE CAST 

CHORUS 

..... .. _Wednesday and Saturday 

Thursday a nd Friday 

____ Wednesday a nd Saturday 

--------···Thursd a y and Frid ay 

·······-·-W ednesday ond Saturday 

·····-······----------Thursday and Friday 

_Wednesday and Saturday 

···-············-·----Thursday and Friday 

. __ Wednesd ay and Sll turday 

Thursday and Frid e~ y 

All performances 

.. All performances 

.. All performances 

_ ___ _ All performonces 

Women of the Harem; Guards and Slaves 

Misses Alexander, Aspinall, Chieffo, Col t rane, Ford, Hover, Hanley, 

Knoepfle. Mack lem, Morriner, Strazza, Snyder 

Messrs Aldrich, Brown, Campbell, Hope , Kilty, McDonald, Reininger, 

Rhame, Spurr, Szandrowsky 

GREGORY ASHMAN, Chorus Master 

SCENES 

ACT I- Plaza in front of the Pa la.ce of Salim Pa.sha 

ACT II- The garden of Selim Pasha's Palace 

ACT Ill- {a) Plaza. in front of the Palace 

(b) A hall in the Pasha's Palace 

Costumes executed by Van Horn of Philadelphia, Pa. 

The entire scenic production was built and pointed by the class in Stagecraft 

of the Juilliard School of Music, by studonts selected from the 

School of Architecture of Columbia University 

OPERA ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC 

STORY OF THE OPERA 

"The Abduction from the Seraglio" was first performed in Vienna 

July 16, 1782. The scene of the opera is laid in Turkey, whither Constonza, 

attended by Blanda and Pedrillo, has been ca.rried, to be placed in the 

Seroglio of Posho Selim. The Pasha tries vainly to win the love of Constanzo 

who never gives up hope of being rescued by her lover, Belmont. Pedrillo, 
who loves Biondo, soon runs afoul of Osmin, the P<'lsha's overseer, and this 

sifu<'! tion is not helped by Osmin's attention to Pedrillo's sweetheart . 

Belmont arrives on the scene to effect a rescue. Pedrillo arranges Belmont's 
entry into the Pol oce by introducing him to the Pasho as o noted engineer 

and londscape gardener. The plot continues through the incidents ot 

Constanza's denial, against the threat of certain torture, of the Pasha's 

suit for her love; and Pedrillo's giving Osmin a sleeping potion after 

getting him hi lariously drunk. The rescue is <"~+tempted by Belmont and 

Pedrillo but foiled by the wily Osmin. The situation is further complica ted 

when the Pasha discovers +hot Belmont is the son of his worst enemy. But 

the Posha is m<'lgnonimous <"~nd gr<'lnts the four their freedom. The plot ends 
with general rejoicing of all except Osmin. 

The English translation of the original German text was made 
for this performance by Robert Lawrence and Albert Stoessel. 
Mr. Lawrence translated the lyrics and Mr. Stoessel the dialogue. 




