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JUILLIARD SCHOOL OF MUSIC

THE DESSOFF CHOIRS

MARCARET DESSQFF, 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 Mo Reserved Seats




PROGRAM

(@) O Regem coeli Fittorin (1540-1613)

(&) Puen, concinite Gallus (1350-1591)

()
(d

(a)

Adoramus Te Lassus ( 15320-1594)
Assuinpta est Maria.... st iciinger - (1565-1672)

Tar Apesor CHorus

I
She only is the pride.....ooosnRobert Jones (1522-1617)
Come shepherd swains...connd 0l Wilbye (1574-1638)
Strike it up Tabori......osenn Thomas Weelkes (1577-1623)

Tae Avesor Crorus

I

Mon coeur se recommiande & YOUS....wenasss (1520-1594)

(&) Petite nymie folatre.......cii Francois Regnard (16th cent.)

(€)

Call to remembrance. Richard Farrant (1577-1580)

(d) Sweet Suffotk OWh..ommmmsnciThomas Vautor (publ. 1619)
()

When Thoralis delights to walk....Thomas [Weelkes (1577-1623)

Tag A CAPELLA SiNcERS

Intermission

PROGRAM

(Continued)
-

v
(a) Al lume delle stelle........om Clatidia Monteverdi (1567-1643)
(&) Tiridola, non dormire ... Orasis Veeehi (1551-1605)

Tue A CAPELLA SINGERS

Four Madrigals Idviane Banclicr: (1567-1634)

(@) Gioco della passerina

(B) Dolcissimo usignuolo

(¢) Mascherata della villanella

(d) Contrappunto bestiale alla miente

Tnr A CAPELLA SINGERS

R T T 3

Rosemary Rana

(a) Chemical Analysis
(b) A Sad Song
(¢) A Nonsense Song

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

Tag Avgspr CHorus

Fraxg Wionis at the Piano

Steiwvay Piano




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




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 CRADUATE SCHOOL

at Three o'clock

130 Claremont Avenue
 New York City

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

JUILLIARD SCHOOL OF MusIc

Wednesday Afterncon,.....

ption for the course
you one week before

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 CRADUATE SCHOOL
130 Claremont Avenue:
New York City

JUILLIARD CRADUATE SCHOOL

Your tickets will be sent

Thank you for your subscription
the first concert.

of six orchestral concerts,




PLEASE NOTE

Vs N e e P e . !
ing 1e great deman r tickets ) P e
Uwing to the gre emand for tickets As the demand for tickets far exceeds the supply,
'_.,r thic event is not possi = send ; y gy 7 1o .
for this ev Znt, 1L 1S NOL I.)da.ﬂbl\:. to senc reserved seats u{“ !J}{I h(_'\!l'.! only until 8.30 p. m.
u more than two. r ST emmte anill o
yeu m than tv After that time unoccupied seats will be wused.

Loncert

JUILLIARD CRA

of our invitation to our Orc

- ? 1 fes
arrived too late to enable us to comply

JUILLIARD CRADUATE SCHOOL

C 102

JUILLIARD SCHOOL OF MUSIC

-
o
(= p]

Tiddy

600D ONLY <
THURSDAY EVE a
APRIL

ORCHESTRA

- .GLOBE TICKET COMPANY. .

3 I- =
M

3NN3AY LNOW3NVYID Ol

77VH L¥3ONOD
JISHN 40 100H3IS auviTtine

SOXVN 30 SNOVIHY.,

Auoojeg |
-NA012,0 QE:g W

JAIAVASINGT

At B:30 o'clock

| ORCHESTRA

. PTANVJdWOD L3INOILL 380D

- ANOOD1VE

g n TJIudY
o JA3 AYASINGIM
B | 'AING aoo SI‘

CONCERT HALL
130 CLAREMONT AVENUE
APRIL lTHURSDAY EVE

(Seats not reserved after 8:25)

“ARIADNE AUF NAX0S”

SISAM 40 T00HIS asvRIIAL

%l 0

o~y |[JUILLIARD SCHOOL OF MUSIC

-19




JUILLIARD SCHOOL OF MUSIC
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WHY STUDY ABROAD?

by
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WHY STUDY ABROAD?

Among the great changes which have taken place in
aur cultural life during the last bwenty years, one stands
out pre-eminently. Up to the time of the War the young
musicians’ education could hardly 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 absarb musical atmasphere and acquire musical
background, which were lacking in this country. | 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 whao aspired to reach the top.

All this has changed Qur 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 arlists; 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 conservatories today
are equipped to give as thorough and comprehensive a
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musical training as any European schoal  When-recently

exchange fellowships were arranged between the best
known German schoal of music and an American one,
both students sent abroad from here were engaged within
4 few moriths for leading parts at the Berlin State Opera,
positions which they are holding at the present momenl.
Surely a telling fribute to American {raining !

We are as a nation still somewhat inclined to belittle
our:musical achievements. |t has been drummed into us
for many years that although we wére quite capable of
coping with the practical side of life, when it came to art
and music, we were still in our infancy and had to be told
what to like. This is a véry dangerous doctrine; art is no
exceplion to the rule that integrity Is theenly lasting
foundation on which fo build: We must express our own
opinion— not echo, without inner conviction, that of
someore else.

It frequently happens that | am asked for advice con-
cerning music study, and | am aghast al {be lack of
wisdom shown by studenis who tell me that although they
are progressing beautifully with their present teacher,
they want to make a change because they fesl they ought
to study with a “big foreign name.”  Nothing could be
more foolish than to make a change while a student is
developing satisfactorily.  The' father of a gifted boy
pianist recently told me that he belisved one cught to-go

4

to as many different teachers in one's major subjects ‘as
possible; and “absorb’” from each of them that particular
ane’s specialty, The father evidently meanf his boy to
become a composite ‘musical picture of ‘most of the
world's leading pianists, not realizing that he could hardly
have thought of a better schema for killing the boy's
musical individuality. |t is a teacher's business to draw
out what is in ‘the pupil, nat to:peur something into him,
and if one has found the: type of intelligent teacher who
realizes that, ten vears is net foa long to remain under

his guidance

The will-o'=the-wisp’ chase: after foreign names has
been the cause of countless fragedies among young
American falent At a fime when the voung artist is most
impressionable, we send him fo a strange continent, not
for-a period of menths, which would be a broadening ex-
perience of great value, but for years; ofteri at a stage
when he ought to be making connections and starting to
earn his. living in his native country. He'is usually sup-
ported during his stay in Europe by well-meaning but-ill-
advised American friends. |t has always been a riddle to
me why the sama people who are willing to' pour thou-
sands Into the support of a young student in Europe are
urwilling to pay a medast sum to help him gain a feothold
here.  After this life abroad under unnatural conditions
the young student returns to his couritry, often quite out

5




of sympathy with the conditions which he finds here, and
unable to contend with them, His fellow. 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 ro apportunity ta
develop the capacity for making a place for himself in his
native country. He has learned to play an instrument
but he has rot learned to cope with life, nar 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 hurman material
is the result of our foolish prejudice in favor of European
training. And yet no one who is in fouch with conditions
in this country and abroad could deny that musically at

least there'is nothing that the student can not acquire
just as well in the United States.

Let us have done with our undigriified and above all
untrue insistence on American musical inferiority, and
wake up to 3 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 construe-
tive movement.
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FOREWORD

The following is-a reprint of the address given by
Ernest Hutcheson over the radio on March 17, 1934,

THE QUTLOOK FOR MUSIC IN AMERICA

| ap invited today to speak to you on the Qutlook for
Mousic 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. | shall fell
you at dnce 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.

| 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
listeriers do not go far beyond a liking for popular music.
That is all right; a taste must be formed in some way or
ather before it can be improved. Popular taste, | am sure,
does show steady improvement, | travel a good deal and
talk on the way with' Pullman porters and waiters and
taxi-drivers and other workmen, and | am continually
surprised to find how many of them tune in regularly on
the concerts of the Philharmenic and Philadeiphia erches-
tras and the opera broadcasts of the Metropolitan, Seme-
times | have the privilege of being their immediate friend
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because of my own Columbia programs with Mr - Barlow
and his orchestra. Certainly the: popularity of jazz s
waring, anly the very best of it survives. And | think that
public taste is revolting from a good deal of the so-called
“ulira=modern’” music, because some ultra-medern com-
pasers have made a determined efforl to banish emotional
expression from their works, and public feeling resists
any. art devaid of human feeling, of love and grief and

aspiration.

But, fortunately, we are not altogether content tobe
mere passive listeners.  Perhaps this'is best seen in the
place now given to the civilizing. influence of art by our
aducational systems  Public schools, high schools, private
schopls, settlement schools, 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 scheel orchestras, especially in the
Middle West, is in itself a sufficient sign that our country
is becoming musically minded. A generation from now
our mayoers and aldermen of cities, our school boards and
chambers of commerce, and even our congressmen will

consist largely of men who have experienced music and
probably practiced it from their youth up.  Such men will
nof disdain art as something “sissy,” as a useless frill en
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\he fabric. of life, as a light, and, at' most, harmless
amusement for idle hotrs. To them it will be something
essertial, not merely decorative:

The growth of the high school orchestras has already
had ene highly significant result. Al over the counfry
local erchestras are springing up, often with predominat-
ingly amateur membership, very fodest in their prefen-
sions, most of the players unpaid and solely concerned
with studying and occasionally performing good music
| krow of ane such orchestra in which aver thirty differ-
enl professions are represenfed.  Women are welcome in
these organizations, | have seen girls playing not only
violin and ‘cello, but flute, obos, French horn, bassoon
and double-bass.  (And, by the way, a tall girl standing
behine a bass viol looks very well indeed, though | mtist
admit | was surprised fo find it so.]

The cities themselves are quick fo encourage: these
orchestras, Hard-headed business: men are seeing the
value of music as-a civic asset, Do you know that many
af our large department stores have good volunteer bands
and choruses, encouraged by the owners because they
promote good morale and efficiency? Do you know fhat
General Pershing discovered that the army bands had an
immense effect on military morale, issued orders that the
barids were ot ta be unnecessarily exposed, and induced
M Walter Damrosch to organize a special scheol for
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band-masters in France? | have often wished that Henry
Ford would start a big orchestra or chorus in his factories
| wish it for many reasons: He js:guite a musician him-
self, his example would be very valuable, his praduction
would increase, and the cars would toddle along batter
than ever.

Turning for a moment to the upper end of the scalg;
we now have in our large cities symphony orchestras

which surpass the best in Europe, an ageregation of resi-
dent artists and teachers of the first rank such as can be
found nowhere else in the world, and a standard of public
performance which is almost too high—for it is a pity if
audiences become unwilling to hear adequate perform-
ances of masterpieces and daily demand the superb. Best
of all, native American talent, creative vocal and instru-
mental talent, is rapidly and steadily growing both in
quality and quantity. | hope you all noticed that in the
month of February, 1934, no fewer than three new operas
by American composers with libretti by American authors
were produced in New York City.  The eritics, maintain-
ing their time-honored distance behind musicians and
public, may not have liked them much, but at least the
houses were packed with keenly interested audiences, for
we are beginning to open our ears to our own product.
|'have always: claimed that this country is richly, even
prodigally endowed with musical talent of all kinds: It is
frue that as a nation we have had a certain distrust of our
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own judgment fn artistic matters and have looked in the
past to the old world for our standards. MNow we have
earned the right to stand on our own feet, and | am very
sure that in the future we shall give generous support to
our native music and musicians without short-sightedly
excluding the eminent foreign artists to whom we haye
owed so much and with whom we can now compete with-
out artificial protection

| ask you to observe that all this remarkable awaken-
ing of interest in music, this urgent desire to hear and
produce and create it, has gone en with unabated vigor
through the recent years of depression. |t s true, in-
deed, that many musicians 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-
mast institutions have been compelled to make unprece-
dented appeals for support to carry on their work. [t
would be foolish to deny or to ignore this, but musicians
have suffered, | 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 encouragement of better
times, the accumulated rising tide of musical interest will
prove irresistible. We shall have to make some changes
iri the concert world, perhaps: For instance, | am con-
vinced that we must find means fo put the best concerts
and operatic performances within the reach of modest
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purses, An immense audience would attend symphory
concerts and operas if they were as cheap.and, may | add,
as informal as the movies:

| am often asked why, in view of the present condi-
tions. institutions like the Juilliard and the Curtis and the
Eastran Schools of Music continue fo tran young. pro-
fessionals for whom their is no immediate demiand. |
might retort that ofher schools frain doctors; engineers
architects and scholars because the country needs. them.
no- matter How poor their prospects may seem. But |
prefer to answer quite simply that there actually is a con-
finuous demand for trained musicians and that conse-
quently most of these young people succeed in finding
positions and eaming their living by doing the work: they
love best. MNaturally, | can speak with first-hand knowl-
edge of enly one of these schools, but | can assure you
that almost every graduate of the Juilliard Graduate
Schiool is actively, remuneratively, and often importantly
employed.  Further, | can tell you that of one hundred
and sixty stiidents at this moment enrolled in the Gradu-
ate School, fifty-two are wholly and sixty-two partly
supporling themselves by professional work while prose-
cutirig their studies. The best violinists and ‘cellists find
work with the orchestras and in chamber-music organiza-
tions, The best singers find church positions and concert
work. The best field for the pianisis is in teaching and
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accampanying, With occasional concert work: Some are
employed in radio; some in gving lectures or Writing
articles and criticisms, some jn opera and eratorio. We
are often embarrassed In gWing our ewn concerts because
we have fo excuse many of our best players who have
professional engagements elsewhere. We do not grumble
at this: wecan only rejoice to see them making their way
in the world. Surely, then, it is plain that theyoung
miusician of 1alent and character and personality need not
despair of a career

| should like to mention one phase of the work of the
Juilliard School of Music which | think is particularly in-
feresting. We are sometimes approached by communities
which desire ta develop their music, and are asked to
farm miisic centers in their tawns. \We have established
sight such centers within the past few: years in places
strategically located for the purpose, sending representa-
tives, usually selected from our graduates, to fake 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 communities themselves with no
further outside aid,  |n-addition, 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

G




established for the dispensing of information concerring
music study in the community and in other cities. 1t is
aur hope that in cotirse of time we may be able to satisfy
many more of these requests and extend a string of music
centers where they are mest needed from: coast to coast

This is only one of aur hopes for the future. We have
others reaching further. We hape 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-
lished in all the larger towns of the country. 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 cannof forésee
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, | 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. | believe that in the present century America
15 destined to lead the world in most fields of human
thought and endeavor, | believe that it is preparing itself
to take a leading part in music, too, and, indeed, in all
arts and culture,
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NOTE

These remarks on the status of music in the
college curriculint appeared in the “Herald Tribune
Magazine” for JTamiary 25, 1931.

In substance, they are identical with an address

I delivered before The Associalion of American

Colleges at Indianapolis, January 22, 1931,

Jonx ErsSKINg

February 12, 1931
49 East 52nd Street

MUSIC IN THE COLLEGE CURRICULUM

If we examined the college curriculum, not through the
eves of our tradition but with & fresh and unbiased outlook,
we should probably be amazed at the small provision it
makes for certain cssentials of culture. We should see, of
course, in the catalog many printed references to the arts
and sciences, but in the actual mstruction 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,
We teach not arts but sciences — mathematics, physics,
chemistry, biology, geology. Our emphasis upon these
subjects is due, I supposc, to the eloquence and energy of
Husley and other Nineteenth Century advocates of scien-
tific education. They convinced us that science should dis-
place the classics from the curriculum, just as previous
centuries had persuaded Furopean universities to let secu-
lar literature displace theology.

Husley and his fellow-advocates of science, Leing them-
selves men of culture but not clear as to how they became
sa, told us that the proper study of a science would afford
a modern Loy a liberal education, There now seems to be
some doubt about this result, Most if not all of the scien-
tific schools, whether of medicine or engineering or the law,
now insist that their candidates shall have collected some
culture before they present themselves for professional in-
struction. The requirement nsually 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.
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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 hetween 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-
formance. Sound training in the arts will teach the
individnal how to perform something well, always with an
audience in mind—to speak or write @ language well, to
a public debate, to preach a sermon, to paint a
picture, to sing or play music, to carve a statue, to design
and build a house. Or if nothing else, to stand or to walk
well, to carry one's self with poise, to hehave 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 heen acquired from private tutors, and it has there-
fore been the privilege of the fortunate classes. ‘I'he uni-
versities have by tradition preferred to stress science—the
science of God; the scientific aspects of classical literature,
grammar, prosody, etvmology; the science of the law; the
physical sciences, Lf the universitics 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 had performance they
make of their lives, for their unfortunate manners—ceriti-
cize them, in other words, for not having the education we
didn’t give them.

“The one art which is well represented in our colleges is
architecture, Most of us make no question that the atmos-
phere created by noble huildings influcnces the student who
lives and works in them, But the influcnce of architecture
is for the most part nothing but atmosphere, affecting
young lives surreptitionsly. We o 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 Jefferson, 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 primitive form of expression. 1 have known very few
college faculties in which one wouldn't hear eriticism of
the way the students danced. I haye known none whatever
which would permit a course to teach the students to dance
better.

The picture of our curricalum which 1 have just drawn
is. 1 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
jgnore the arts, Even where they begin here and there to
cultivate an appreciative 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 carly grades of school the children are
launched upon a carcer of performance and expression
which the college and university later will firmly deny them,
Why the elementary education should take this direction
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I don't know. Perhaps Anerican cducators helieve 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 e resisted,
But whatever the reason, the one spot in our education
whete we now really teach hoth arts and sciences is the
carly grades. There they learn to draw, to paint, to sing,
sometimes 1o play an instrument, to make little plays and
act them, to model in clay. And with perfect logic they
are taught at the same time some clements of the art of
living, some principles of their personal bearing toward
their fellows, and of their social responsibility. 1f 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 he enthralled with
the vision of what such an education might come to, when
carried to its final stages. \We 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 activitics 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
ontside the curriculum.

There may be a difference of opinion about the value of
different subjects in education. ‘I'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 provide for outside of the school curriculum.

f

And I personally helieve that the abandonment of a subject
after some years of study and Lefore the student has acquired
genuine proficiency in it. canses-a serious reaction against
the subject. The fact that instruction in Latin and Greek
so often led 1o no ability to read cither Latin or Greek,
caused, 1 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 observation of college boys and
girls is that few of them haye a deep love of music or even
2 moderate taste for it. Dut if we were to look at the
youngsters in the kindergartens and lower grades, we show'd
get just the opposite impression—that children have an
excellent natural taste in music and a quite surprising apti-
tude for performing it. What has happened to them in the
interval between the lower grades and college?  Frequently
their parents have provided for them outside of school
hours instruction in the piano or some other instrument.
They have devoted 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 wauld
vield enjoyment for all their lives.

1 am not speaking of those individuals who might be-
come professional musicians. In these remarks T omit
altogether consideration of that class. 1 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
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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 if we didn't know the college
curriculum.  Or we might be content to admire the worl
of the competent musicians among high school students
and to congratulate ourselyes that these orchestras and
choruses are increasing.  But it is only Ly a miracle of
musical enthusiasm that these orchestras do ncrease.

It is not because the school curriculum really {osters
them. On the contrary. The orchestra will rehearse at
least once a week s to play in it a hoy or girl must maintain
steadly practice on the violin or ather instruments for at
least an hour a day, usually for two or three hours; they
can hardly play these instruments at all, even with practice,
wnless they continue to enjoy e instruction.  Since
most or all of this musical study must be carried on without
academic credit and therefore in addition to the usual re-
quirements, 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 to
study music but who have dropped out, under the pressure
of the school curriculum.

Vou may say that this majority ought to drop their
music, that if they had any real love 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 of those who have dropped their music. For the
moment, therefore, let us concede that the world has lost
nothing liy the silence of this large group who once began
to study music and afterwards gave it up.

b

I am not willing to concede, however, that the dropping
of their music did not ereate in many of these students an
antagonism to it. The sense of futility, whicli is all they
have got out of long hours of practice, sets up a pre tective
attitude against the whole art.  In any Tiigh schoal you will
find over against the fortunate youngsters who can play
and sing, a considerable number who can do neither, and
who take a Philistine attitude toward the perlormance of
others. You will find that these Philistines are almost in-
variably those who began music study and dropped it.

But if we shut our eves to all the high school siudents
except those who can play or sing, we can prophesy for
them, on the basis of what is now happening throuzh the
country; two general results.  If they don’t go on to.c
they have a fair chance of keeping up their music,

s of the land are springing up what are usually called

junior orehestras, recruited chiefly from yvoung people who
enjoyed playing during their high school course and who
would like to keep on after eraduation.  Sinece they con-
tine nore or less in the same community, since they usu-
ally, or i many cases, own their instruments, it is not liard

to bring them together, to play for fun. Seme- encrgetic
person calls them, and they reéspond.

(O the other hand, if they go to college, they are almost
certain to drop their music. There may be a student or-
chestra on the campus, but it is not likely to play so well as
the best high schoal orchiestras, because it can find less time
for practice and usually no time at all for private study.
Unless the college orchestra is temporarily galvanized into
cfficienicy by a few extraordinary talents of professional
srade, it represents musically speaking only the dwindling
out of the good worl accomplished in the high schools.
IMere and there in the dormitories you can discover a boy
or girl valiantly continuing piano or violin practice for a
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vear or so, or a month or so, but in the end the college
curriculum will get them. Their musical activity is of no
congerni to the educators who have them in charge. The
college provides no leisure for this art, and gives no credit
for the acquisition of this culture.

Most colleges, 1 think, would prefer a different descrip-
tion of the place of music in their curriculum.  They would
point 1o the fact that they have a music departient, that
quite @ large proportion of the points necessary for gradu-
ation can be earned in music courses, that a point or per-
haps two poitits of credit can he earned hy playing in the
college archestra, 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 | have been outlining here. We
offer courses in musical appreciation, in music history, or in
music theory. In all of these, academic credit can be ob-
tained. No doubt much good of a kind may come from the
appreciation courses.  No doubt it is an advantage to know
when Heethoven and Bach lived, and in what order they
composed their works, No doubt at all that the study of
comnterpoint and harmony ought to add to one’s musical
equipment.  But obviously something is wrong, if a large
number of our students are withdrawing from music, aban-
doning ability already acquired, during the very years when
the courses in appreciation are being applied to their fel-
lows. Fducational theorists may be convinced that it is
better for a pupil to hear lectures on Beethoven than to be
able to play Beethoven himself, but 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 what are
practically eonservatories associated with the colleges. From
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the point of view of the musical educator this is @ ques-
tionable move. A conservatory ought to he first rate or it
ought not tn exist, and it can’t he frst rate unless it aims at
professional standards. The moment a college sets up a
conservatory of music in association with its college course,
it undertakes something which will almost certainly be
better done clsewhere, and in the end it exposes itself to
comparisons which are unfortunate and unnecessary. 11 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 have begun, to continue
the study and practice of the piano or of the violin, and 1o
receive academic credit for this werk on an equality with
history or mathematics or any other subject, 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.

1f there were time 1 should like to argue to a finish with
any educator who doubts the disciplinary and cultural value
of practical music study, properiy directed. The amount of
practice necessary for a weekly or fortnightly lesson in
music involves two or three times the moral and intellectual
effort which the average student expends on any other
course. ‘I'wo hours a day of practice demand absolute
concentration in order to produce results, and they can be
crammed into nothing short of a hundred and twenty min-
utes. Music practice can not be surreptitiously worked up,
as many a history lesson is, during morning chapel or the
Sunday sermen. Musical performance diffess 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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"'o instal music i the curricalwm, practical music, on
an equality with mathematics, or history, or chemistry, an
adequate equipment would he needed—instruments to prac-
tice on, places to practice; instructors. 1§ a conseryatory is
not aimed at. this equiptent would be less costly than one
nuight at first think. There are various arrangements which
could be made with local musicians so thiat the teéaching staif
need not be unduly enlarged.  Individual instruction, how-
ever, even of this kind, would cost something, and perhaps
it i this cost which discourages most institutions from
giving proper recognition to the art.

Cmie other problemt perhaps discourages them. \With 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 crevice
conld we squeeze instruction in an art. | personally have
no theoretical respect for our cutriculum 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.  We on the inside know that a college curric-
ulum is framed very much like a tariff hill—in its final state
it is likely to illustrate no abstract principle, it will be rather
the resultant of opposing and pretty evenly halanced forces,
it will be a compromise and a mess. The student would
probably not suffer if we shifted the requirements around
quite arbitrarily, put the senior courses in the sophomore
year, or gave 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 T had a
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choice between teaching a boy English literature six hours
a week, or teaching him three hours-and letting him devote
the other three to music, I'd immeasurably prefer this
second arrangement.  He would be a better student in
English. [t would be easier to make him see that literature
isan art. Ie would be a more cultured person to associate
with.

Whether 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. What 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,

Joux Erskivg
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NOTE

These remarks on the present condition and
prospecis of music wore written for the current
number of “The World's Work™ With the kind
permission of the editor they are veprinted for
distritnetion among the students of music.

I lave wot had the opportunity lo ascertain
whether every colleague af the Tuilliord School of
Music would agree with all my conclusions. [
have veached them, however, only after listening
to as many opinions as | conld gather from those
who know more abont the condition of the art
than 1 do, and though I alowe am responsible: for
what is Tiere written, T belicoe it does ol misrep-

resent the judgment of cxperienced musicians at

the present time.

Joun Erskineg

July 9, 1929
42 East 52ud Street

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 nmusicians who ask
this question are frequently competent performers, who,
liaving missed the rewards of the concert platiorm, natur-
ally believe that there is not yet in this country an audience
appreciative of true art. Oy 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
lias 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 days.
Now, we are told, the radio and the phonograph are driv-
ing the true virtuoso from the platform. Chnly a few men
and women still concertize on any large scale, or with profit
to themselves or their managers. The great day of music,
Ly implication, is past.

However the question is put, it raises certain difficulties
whicli it would be stupid to ignore.  Yet when a young
student or an old musician asks whether there is a career
for him in America, it is not unfair to ask in return what
lie means by a career. 'T'o some extent he means a money.
profit.  He would not put it so bluntly, but what he wants
1o know—and 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.
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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 sill
might ask again what kind of musician he wishes 1o lie,
Is he looking for the career of a Franz Liset, or of o
Richard Wagner—or for the career of a Johann Sebastian
Bach? If Liszt and Wagner are his ideal, as in most cases
they will he, then the answer is simple—there is probably
no career for him in the United States, nor anywhere else,
I on the other hand he would be content to lead the life
of a Sebastian Bach, then the United States offers lin,
in this writer's opinion, a greater career at the present
moment than any other country in the world.

OF course, no parallel in talent is implied between the
average person who asks this question and the three greal
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 Sehastian Bach’s Tife
oncany terms, if be only had the genius.  But the distine-
tion between the two types of career is sound, even if we
leave out the question of genius and stick to those elemei-
tary matters, economic and practical, implied in the original
question.  Liszt and Wagner, in their special fields, were
the virtuoso type of artist, achieving success by a sort
of tour-de-force in a field which they created for them-
selves. To perform this tour-de-force one would need their
astonishing: personality and their almost unigue  musical
gifts, and even then, their kind of success could he achieved
only hy extraordinary conditions, as in the case of Liszt,
or hy the aid of well-disposed patrons, as in the case of
Wagner. The career of the virtnoso was invented little
more than a hundred vears ago, and if it seems now on the
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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
worls 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,
[T 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 vet 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 distinetion 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
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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 tvpe. He followed the craftsman’s
career as actor and as mender of old plays, perhaps also
as dramatist, furnishing new material for his company.
Apparently he supported himself on his salary as actor and
playmender, and by the investments of his savings in the
theatre itself. But for whatever makes Lear or Macheth
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 medizval point of view,
the point of view of the craftsman, 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, conferred an inestimable benefit upon us by the re-
discovery of Greek art, did us also great harm by the man-
ner 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 Iinrope as something not

6

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 enjayed 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 secial-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
annoyanee, 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 inte a thing of per-
manent beauty,

T'he musician today, in America as elsewhere, has been
made unhappy by this conflict of ideals. T'he 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 offered is either that more people should
g0 to coneerts, 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
‘eritics 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 home, 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. ‘The 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. Kven assuming that he
hias an unusual voice, the fact which he refuses to notice,
and which his teachers perhaps neglect to point out, is that
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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. 1f 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 new 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 1o

maintain, since they are useful for few other purposes..

There are in the United States, at the present moment, any
number of composers who have failed of recognition and
will continue to fail, because, like the virtuoso artist of the
Renaissance, they insist on rivaling the debris of former
times. 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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1f, 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
his 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 ireely, at least at
the bheginning of his career, the benefit of every doubt,
He is their local genius, His husiness is to justify their
confidence.

Since he will wish to play or sing for them, he will do
50, 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. IHe 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 irom teaching of the finer sort. The
musician whe 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 tc.n no
bad music, since he knows better than to give bad music to
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leginners. He 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. [f he is willing to teach
those students who, though talented, are not likely to bhe-
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 César Franck, who also
did not think it heneath 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 nat leisure which accounted for the enormous produe-
tion of Sebastian Bach, and if César Franck had heen
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 Leen that the well-trained musician is
unwilling to accept a modest hut genuine opportunity, and
develop it into larger things. I'he church organist in even
a small town comes naturally in touch with those who like
tosing. TIf 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
toit. 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 huilding 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
vouth I once heard Edward MacDowell say—what came
with particular force from hini, an artist who arrived too
carly 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, however, finds nothing in-
congruous between art and sanity, and a sane musician who
lives as normally, with as much regular sleep and exercise
as his average neighhor, 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
enjoved 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
13




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. Tt
will be our business during the next ffty 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 hy 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
s0 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
some 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
will go. What the colleges may do, to permit young
America to continue its childhood interest in the arts, is
a separate problem; but the average child, on leaying the
high school, usually leaves also its last opportunity to prac-
tice 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. ‘I'he 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 obyi-
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 saon o 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
ioster 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 benecfit 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 hall, 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, vou wish you could do it vourself,
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. [f the radio
has interfered with the tours of concert artists, it has also
excited in thousands of people the wish ta 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 invelved in such organizations in the Jarge cities. An
audience interested genuinely in the music, rather than in a
virtuoso performance, will he 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. Beiore 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 inei-
dental to the musician’s life. 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

17




conditions which they cannot foresee. The chances are
overwhelming that the artist will not be in just the mood
to play 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
sume 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 medizval cathe-
drals were inspired to express in the face of a saint, or in
some Biblical scenie, 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
hest 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,
What is to he 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 compasition, we still hesitate to say that the result
would be unfortunate, Those only would compese who
had the greatest vitality, and whose inspiration could not
be kept down. It is from their type only that important
wark has come, in any age.

I'he 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 these occasions in our modern life
in which music is demanded. e 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 whel 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 al.ldi(‘ﬂ'!l:e.
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.

[f, for example, he cared to study the musical needs of
the moving picture houses with an eve 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. Why 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 yirtue 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,  Had 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
amchronism.  “The comparable task for modern composers
is to compose fox-trots and tangoes which musically will
he important.

‘T'he career of the virtuoso brought with it the career of
the critie, 1T 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. Whether there is o permanent career for
the music critic, may be questioned. The verdict of prac-
ticing artists on the performance of their fellows is usually
illuminating.  The service of the professional music critie
is most often of an historical character. He helps to edu-
cate the audience by furnishing information about the
music on the program, aud by estimating the performance
an the Lasis 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
enjoved a performance has got out of it all it wants, and
an audience which hasn't enjoyed itsell is usually willing
to Jet the matter drop, provided it doesn’t have to go again.

It America the music critic is horribly overworked. No
large newspaper cares to be 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-
demic kind of performance—operas, concerts, recitals. Tf
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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 probably expire on
the spot.  We 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 of
famous artists is going out of fashion, there is every reason
why competent performers, especially voung and enthusi-
astic ones, who are not yet weary of travel, should make
appearances through the country and carey good music to
places where it has not yet been heard. The machinery for
such a distribution of music is ready at band in the Feder-
ation of Women's Clubs. These influential groups have
long been in the habit of inviting lecturers to speak before
them, at a fee which though less than that of the great
conecert artists, is still adequate for traveling expenses and
for something over. 1f the Federation of Women’s Clubs
should take on their programs each wear 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 biring the touring virtuoso.

We ought to have in every state of the Union at least
one foeal point for the musical interests of the community.
At present, a few cities, and chiefly on the Atlantic sea-
board, attract too many of the young students and artists.
For music in general we ought to develop a state pride.
It is no small Ioss 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
vield profit a hundred-fold.

American music would be advanced more than anyone
can measure if each state established a small opera house,
ta 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, hut modern works expressing the
drift 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 twn suggestions may seem unrelated to general
considerations of the musician’s carcer, hut they follow
from what ‘has been said of the musician as craftsman.
If the young student can envisage his career less as a
spectacular trivmph on the platform than as a life-long
falior 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 elearer necd
for houses where the whole community can find musical
entertainment, not only in every state but in every city.
When music is defined not as the expression of the indi-
vidual, but as the social need of us all, the too-often criti-
cized public will show a prodigal hospitality to the art.

Joun Ersking
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Program
Processional

Spring Dance. Edward German

Songs
The Sandman Brahms
The Cuckoo 0Old French
A Country Dance Swedish Folk Tune
Classes in Choral Singing
Belle Julie Scudant, Conductor

Ensemble
Chorale
]esu, Son of Man's Desire
for piano and string ensemble by
Winifred Young Cornish

Sarabande and Bourrée.
Solo violins d by string

Wilbur Jnum James Nassy, Dorothy Kanttmtz
Eva Kolker, Anahid Ajemian

Dalcroze Eurythmics

Three Sketches

Joy Moss, Clara Mal Jeanne
Pearl Rosenzweig, Mildred Gnldstﬂn

Toy Orchestra”

Norwegian Folk Dance Grieg

Anitra’s Dance -_ Grieg

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
Laura Pines
---Jean Frank
Barbara Holmquest
Barbara Hol o] t
The Composers at the Piano

Program

Duets—Folk Songs arranged by Angela Diller
Tambourin 0ld French
Pastorale -—- French
The Hawk Scotch

Ruth and Dolores Patiky

Solos
Solfeggietto. . ______ Karl Ph:hpp Emanuel Bach
Gloria Wi
Ballet Music from Rosamunde Schubert-Ganz
Louis Teicher

Ensemble
Sonata in C major
Largo
Allegro
Adagio
Presto
Eva Kolker, Burton Fisch, Laura Pines

Sclos
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!

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 i1s 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 Juilliard School of Music.—Tue Epitox.
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nities 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 sand 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-Réné, 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

ears, some fifty fellowships are vacant each autumn.
or these fifty places between four and five hundred appli-
cants compete annually from every state in the Union,

In Octuger, 1926, the ]uilliardr}:”uundation 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 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 ther}uilliard 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
0? 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 ugf 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 ?requmﬂy a symphony arrives, and once in a
blue moon an opera. T{tcsc 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 Juilliard
Centers to assist in that cobperation. 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 Estencd 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 usnally 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 enou
from every point of view except this, that so brief a season
will not keep a 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 o‘} 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 n 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 Juilliard 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, Jowa, 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 Jarge 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 o
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 codperation of Steinway & 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 play 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 Iyounger
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

uilliard School of Music received from the Regents of the
tate authority to SEiW: 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 into teaching.

The American composer of large works—symphonies or
operas—has a diﬂicuﬁ 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

erformance. The Juilliard School of Music has tried to
elp 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
artial to American composers, should have a change of
]:eart, the policy of paying for the copies might soon prove
ruinous for the Juiﬁ)iard School of Music, but up to the
resent 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
opular with music lovers that there is a long waiting list
or admission. No charge is made for 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 Efusicai 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
inaugurite 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 ?]a.ce
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 livin
exhibit of at least one art. The auditorium of the Schoo
will be used constantly for the performances of the students,
and to perform properly they ought to have an audience.
The quality of tﬁeir 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 vet 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
Juilliard 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.







Institute of Musical Art

of the

_juilliard School of Music

CHRISTMAS CONCERT
by the
PREPARATORY
DEPARTMENT

Saturday Morning, December Twenty-second
Nineteen Hundred and Thirty-four
at eleven o’clock

130 Claremont Avenue




Program

Processional;
“Hark! the Herald Angels Sing"”... Mendelsschn

Christmas Carols:
What Tongue can tell Thy Greatness
Lord

Bach
(Accompanied by Preparatory Center Orchestra)

Le sommeil de l'enfant Jesus..........Gevaert
Gloria 0Old French

Classes in Choral Singing
Belle J. Soudant, Conductor

Allemande in G minor.
Charles Rosen

Concerto in D major
Anahid Ajemian

Dalcroze Eurythmics:
March Schumann

Mary Hough, Betty Lesser, Harriet Mathews,
Doris Rosenzweig

Sketch J. Dalcroze

Estelle Cross, Gertrude Gross, June Jeferson, Beatrice
Jordan, Ethel Kelly, Joy Moss, Charlotte Peterson,
Pearl Rosenzweig

Andante Sostenuto in E flat major...Mendelssohn
Sonata in C major. Scarlatti
Clara Malamut

Larghetto Hiéndel-Hubay
Improvisation on a Japanese Tune.......Zimbalist
Helen Miki, Lily Miki

Program

Toy Orchestra:
0, du lieber Augustin German
Sur le pont Erench
Valse, in A major Levitzki

Short Songs:
Lady Moon Sari Cohen
Sea Shell Bari Cohen
Sea Shell .. ..Barbara Holmguest
Snowflakes . e Léonard Eisner
Snowflakes v Barbara Holmguest
Brler FOx ....commmmmmnn Barbara Holmquest

Note: Each song (melody and accom i ) was

composed by the child at the plano.

Siciliano Pastoral Alfred Moffat
March Alfred Moffat

Norman Robins, Irwin Weinstein

Italian Concerto
Allegro Animato
Barbara Holmguest

Christmas Songs:
Lo! how a rose e'er blooming...........Praetorius
Sicilian Hymn .. .Traditional
The Christmas Tree....... ....Cornelius
Selected Chorus panied by strings

Héndel—arr, by T. Clark

Air from “Rinalda”
Gigue
Preparatory Department Orchestra
Louis J. Bostelmann, Conductor
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INSTITUTE OF MUSICAL ART
of the
Juilliord School of Music
®
You are inviled o altend ihe
Chrisimas Concer#
by children from the
Preparatory Deparimeni of the
Institute of Musical Art

(003}

Salurdey morning, December iwenty-firsk

Nineteen hundred and thirly-five
al eleven o’clock
in ihe
Concert Hall

130 Claremoni Avenue

New York City

Two tickets will be sent fo you on
receipt of a self-addressed envelope




D AFTER 8.25

HE CONCERT HALL

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:

STUDENTS are expected to be present at the
School on the opening date and fo remain for the
full 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 unusual circumstances.

REGULAR ATTENDANCE &t all classes and
lessons is obligatory. When absence is unavoidable,
students are required to notify both the teacher
and the office in advance.




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

* x kK

SECONDARY SUBJECTS desmed 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.

3 * * *

THE REGULAR SCHEDULE always has pre-
cedence. If any exira rehearsal or substituted
lesson is propesed, the student should ask fo 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.

E I

VISITING is not permitted in the practice rooms.
¥ % &k

SMOKING is permitted in the following rooms:

301 (Students' Lounge)
606




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

SMOKING is not permitted in the corridors

nor on the stairways.

ERNEST HUTCHESON

Dean




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.o oo ... .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 Gioacuino Rossini
Original Italian text by Cesare STERBINI

English translation by Nataria MacFarren

SUNDAY EVENING, MARCH 24, 1935

AT 8.30 o'crLock

CONCERT HALL
THE JUILLIARD SCHOOL OF MUSIC

130 CLAREMONT AVENUE, NEW YORK CITY




Dw. Herozer Grar

Count Almaviva . . . + o« i 2 . Acperr Manon (graduate)
Bartolo . . a4 w4 . ww a W w . Asaasna Rosorsky
Rostma . . . + « + + +« +« =+ « « Mazoarer Copp (graduate)
BIgAR 0 v o Beig- v SPSU Domaco Beurz (*guest artist)
Fiorello . . . . . . . . . . . . . . . lLsonaso Teeasu
Basilio

THE BARBER OF SEVILLE

Vo oW W W e W ow v Evosne LoswENTHAL
MARCH 24, 1035

Berca: s o w G der B i WS EE s R CaeEART

Officer of the Guaed . . . . . . . . =« . . Leowaso Teeasu
Owmia 16 niness, Ruti CarHART
15 UNABLE TO AFFEAR

Men's chorus from the Philadelphia Orchestra Opera
*Graduarce of che Juilliard School of Music

The goLe oF “BERTA’ WILL BE SUNG

EEERAROITN DA THE CURTIS SYMPHONY ORCHESTRA

Frivz Remezr, Conductor
Syrvan Levin .

Boris Gotpovsiy

The action takes place in Seville in che 17th century

Act I: A screex in Seville
Figaro's barber shop
A street in Seville

A room in Bartolo's house

Act [1: Music room in Bartolo’s house
Dining-room in Bartolo's house

Scenery planned by Dr. Graf and execured by A. larin Studios
Costumies by van Horn & Sons
The piano is a Sweinway




MEMORIAL SERVICE

in honor of

MARCELLA SEMBRICH

Sunday, January Twenty-seventh
Nineteen Hundred Thirty-five

ok

Organ Voluntary

Chorale, “Commit thy ways, O Pilgrim”

Organ Prelude on the same Chorale

e e e e e e e o e e

Air for Strings from the Suite in D

Address

Largo from the Senata for piano and ‘cello

:
I
|

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

Organ Postlude

and should like to have

seat(s)

reserved for me




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

| expect to attend the Memorial Service
and should like to have

seat(s)

reserved for me







Sec. 562, P.L. & R.

JUILLIARD SUMMER SCHOOL
130 Claremont Avenue
New York City

Return Postage Guaranteed
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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

bemorial Program of Music
MUSICAL ART QUARTET

SASCHA JACOBSEN
PAUL BERNARD
LOUIS KIEVMAN
MARIE ROEMAET-ROSANCFF

Quartet in D major. A o O, Franck

Poco lento: Allegro
Schorzo-vivace
Larghatio
Finale —allagre molto

Quartet in A minor, Opus 132

Assal sostenuta: Allsgra
Allegro ma non tanto
Hailiger Dankgesang eines Senesenen an dis Gottheit
in der lydischen Tonart.] Molfo adegio: Andante

Alle marcia, assai vivace: Allegre appassionato




THE PLACEMENT BUREAU

OF THE

INSTITUTE OF MUSICAL ART

DOROTHY CROWTHERS, Director of

THE PLACEMENT BUREAU

INSTITUTE OF MUSICAL ART
120 Claremont Avenue, New York City




THE INSTITUTE OF MUSICAL ART

What It Is

The Institute of Musical Art was established by
Frank Damrosch in 1905 with the generous support of
James Loeb. Its purpose was to provide courses 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 distinguished musicians and educators.
The enrollment grew fo such proportions that in 1910
the Institute moved into its own building on Claremont
Avenue. The present soundproof structure was erected
on the same site in 1931.

During the season 1926-27 the Institute merged with
the Juilliard School of Music which is one of the
functions of the Juilliard Foundation. The Foundation
was established through the legacy of Augustus D.
Juilliard for the advancement of music in America.
The Juilliard School of Music includes the Institute of
Musical Art, the Juilliard Graduate School, and the
Juilliard Summer School. John Erskine is President,
Ernest Hutcheson is Dean, and Oscar Wagner is
Assistant Dean of the Juilliard School of Music. George
Wedge is Director of the Juilliard Summer School.

The scope of the Institute's educational activities is
broad. There are reqular courses for students of uni-
versity age and older; intermediate courses for students
attending high school; preparatory courses for younger
children conducted in various parts of New York;
extension courses for business people; a special course
of training for music supervision in the public schools.

A number of substantial prizes and scholarships
stimulate compefitive achievement among the many
students who come from every state in the Union,
from Canada, Europe, Asia, Africa, and South America.
The lectures, recitals, opera performances, chamber
music and symphony concerts given at the school
enrich the musical experience of those privileged fo
study at the Institute.

THE INSTITUTE OF MUSICAL ART
What It Gives

The musical equipment of the graduates of the
Institute of Musical Art qualifies them to hold pasitions
of responsibility and to fill engagements with out-
standing success. A large percentage of the names
now prominent in all fields of music in America have
been on the roster of students at the Institute.

Musictanship
In addition to recognized falent and an accepted
repertoire in their principal subjects, students must
meet exacting demands in other branches of music
including the study of harmony, countferpoint, com-
position, and practical experience in ensemble, or-
chestra playing, and conducting.

Certificate

A graduation certificate is awarded to students in
the vocal and instrumental courses. This is attained by
the average student after three or four years of study
in the Institute.

Diploma

The Post-Graduate Diploma is awarded fo candidates
who have satisfied specific departmental requirements
and have qualified in the courses of general and edu-
cational psychology, methods of practice teaching,
and more advanced theoretical work. A candidate for
a Diploma in Composition must submit a symphonic
work scored for full orchestra.

Degree

The degree of Bachelor of Science with major in
music is conferred upon candidates who have com-
pleted the New York State approved course in general
and music education. With this degree the graduate
automatically becomes eligible for the New York State
teacher's certificate.




WE SUPPLY
For any part of the United States

Singers Pianists Organists
Violinists ‘Cellists Accompanists
Choir Directors Chorus Conductors
Orchestra Leaders
Orchestra Players of every instrument
Symphony Orchestras Dance Orchestras
Instrumental or Choral Groups
Composers Arrangers Copyists

Teachers with degrees qualified for positions in
Public School Music Departments

Teachers in all branches of music for private or class
instruction including composition, harmony, counter-
point, history, and appreciation

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
Telephone: MO nument 2-9338

The services of the Bureaw are given without charg ,




JUILLIARD GRADUATE SCHOOL

You are invited fo aliend a Dance Reeibal

by

ARTHUR MAHONEY

(from the Facully of the Juilliard Opera School)

ozl

THALIA MARA

Saturday Evening, April the Tenth
Nineteen bundred thirty-seven

at eight-thivly
in the

Concertt Hall
130 Claremoenl Avenue
New York Cily

NEW YORK CITY
<4
Upon receipt of this card two fickets of admission will be sent to
you for the Dance Recital on
SATURDAY EVENING, APRIL 10 af 8.30

This card must be returned by April 4 Please enclose a self-addressed envelope

Name

Address




The Concert Department
JUILLIARD GRADUATE SCHOOL

130 Claremont Avenue
NEW YORK CITY

L

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 returnad by April 4 Please enclose a self-addressed envelope

R TG e e e et e e e S e e e e e e R T s

Address,




JUILLIARD SCHOOL OF MUSIC

SEASCN 1936-1937

<=

DANCE RECITAL

BY

ARTHUR MAHONEY

AND

THALIA MARA

Assisted by

SUZANNE BLOCH
Player of Lute, Virginals and Harpsichord

FREDERICK DVONCH JERONIMO VILLARINO
Violin Guitar

FLORENCE GESCHWIND LEONARD MATTHEWS
'Cello Jazz Piano

JACK RADUNSKY

Piano

SATURDAY EVENING, APRIL 10, 1937
at eight-thirty o'clock

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




PROGRAM PROGRAM NOTES

FART: ONE PART ONE

. Pavane — Almain i Drlando Gibbons & : :1:;;:

. Galllarde [Tamboyrina)
. Gaillarde Tambourina,.. S—t A e T - Bourrda
MISS MARA This group of dances was conceived by Mr. Mahonrey through' his interest in
the music of the Si Cantury : . |t suggoested to him the rich
. Bourrée i Purcell péftarns of eourt daness, yat becatisa it s English, The quality it distinct from
the elaborate ramanticism wa expact of the court. Whether slow or gay, the

. Scottish Dances._.._ . o Straloch MSS styla is self-containad, strong and alesf frem the fripparies of tha continent,
MI55 BLOCH

. Scotfish Dances

PART TWO
PART TWO . s 5arabande’ (La) Roi. Salil|
. Le Roi Soleil (Sarabande — Courante)..... bully BiSiite
MR MAHONEY . Gigue
. Sarsbande
. Gigue [Diane Chasseresse) i — o Bach . Allemande
MISS MARA These four dances relate to the Franch Court of the Eighteonth Century. To
= capturs the romantic movament before its |ster santimentalities and malan-
- Sarebande - Handel cholias; Mr. Mahoney turned fo the stylizad yat embroidered movements
of the French Coeurt -dance, In this pericd, royalty itself danced in the
Bach gorgeous court ballats, extending the grace and rich dignity of the movements
into costumes of exquisite materials and shades and baroque head:-dresses of
. Musette [XIX iBme sidcle). TN e Bluck plumes and precious stones. The first dance in this group, Le Roi Soleill was
IS5 MARA croated by Mr. Mahoney after the famous dance performed by Louis XIV.
7 The thitd dance, Gigus, created by Miss Mara, is based on the mythical
. Couperin Diane, a faverite charactar in court imagerias,
. Musetfa
Parformed in tha classic spirit of Sluck's music, this dance is modalled after
the famous ballaring, Taglinne. At this fime, the end of the Empire period,
PART THREE the ballot wes just at the beainning of its romantic flourishing inta the theatri-
L Sevillan e o AlbeRlE eal virtussities: but the technique here. is still classic in its restraint:
MI55S MARA and MR MAHONEY . Rigsuvdon
A dance in pseudo-classic shyle with folk coloring,

MISS MARA and MP. MAHONEY.

. Rigaudon (Impromptu). . i
MR, MAHOHEY

Intermission

Allegrias L ) Popular
PART THREE

Bulerias . Pqpuiﬂr . Savilla
MISS MARA and MR MAHONEY . Allegrias

. Bulerias

. Farruca

. Farruca Popular
MR MAHONEY

. Garrotin
i T POP“[M Except for the first number. this is & suite of Flamenco [aypsy) dances: Tha
MISS MARA and MR MAHONEY Flamenco wera the folk dances of southern Spain. Performed with guitar, the
music and steps were handed down from ene gunsration o anather.
&, Medias Gronadinas

=

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

MR \’ILL&\RINC-’ M
PART FOUR

Lindy Hop

PART FOUR Twantiath Cantury Menust

Twentieth Century Menuet (Lindy Hop)... Popular -

talis MaRA i HAHEHEY Costumes for numbers 3, 5, 6, 10, and 17 desianod by, MARCO MONTEDORO
Steinway Prano Costumes for numbers &, 7, 8, 9, and |7 sxecuted by ANNE ELLIOTT




EXHIBITION

OF

RECENT PAINTINGS

BY

JORN J. SOBLE

JUILLIARD GRADUATE SCHOOL
One Thirty Claremont Avenue
New York City

November Twenty-sixth to December Fourth, inclusive
{except Sunday)

from two tfo five-thirty o'clock

November Twenty-sixih to December Fourth, inclusive

from Iwo Io five-thirly

Exhibition closed on Sunday




PRESS COMMENTS

"Jehn'J. Soble'is a naw name in Amarican Art."—Art Digert. July 1937,

Margarat Brauning referring fo his "Sieth. Avenve™ which was recently purchased by
the Toledo Museum, says: . . . | wish that mors arfists whe paint fiaurss would paint
tham with the fluency, the sanse of us life and easy physical grace of this
canvas,"— New York Sun;

Carlyle Burrows in the Naw York Herald Tribune saysi VIn J. J. Soble they have an
exponant wha has somplhing pictorial and interesting to sey ...

Dorothy. Grafly describas "Schoc| Days™ (Mo, 7 in the present exhibition) as a “fing
érample of the bmst fyps of reslism as fionestly American as one may find."—
Philadalpiia Record,

COMMENTS ' ON MOST RECENT EXHIBITION

"Ofhor. eanvasses that sppoal aro 'Unomployed,” 'School Days,” “Hallowa'on,” and
'Indian’ Summer. ‘A group-of drawings, nudes dnd small childran, show the firm
foundations on which he had builded, All in all, ene of thosa whom it will Ba well
to keap an eys on'— Melvills: Uptan, Naw Yaork Sun, Novambar 11, 1937,
“Outstanding of tha arfist’s recent pictures fe a view of Radio: City from o Sixth
Avenoe root-top. The great rising skyscrapers i the distance form e huags solamn
sbstract dasion that dominates neatly all of the canvas, while en the forsaround
toofdep are two girls— twe levely Esmereldas dancing away the eity’s awful majesty,
A group of drawings included in the thow are enfirefy of children, full of under-
standing litthe womon,” Whan Soble tackles such n figure sublect as 'Unemployod,'
therd is no protest."— The Art Digest, Novamber 15, 1937,

"A very capable painter; Me. Soble's evidant thorough knowledga of painting and
compozition are important assats o him in his work."— Carlyla Burraws, Mew ‘York
Herald Tribuna. November 14, 1937,

"Hondst, abla art. ... He handles his brosh vigorotely, fluently, undarstandinghy.’'—
Emily Genauer, New York Warld Telagram, Navember 13, 1937,

“John J. Soble paints homely vistas and interiors, infuring them with & sturdy poatry
and o touch of remance. . .. It is theughtful painting, unesfentatious end sound.”
— Maw Yark Times, November 14, 1937

&

Mr. Scble has exhibited in the following instifutions:
Ponnsyhvania Acsdemy of Fine Aris
Chicago Art |nstituta
Corcoran Galleries, Washingtan
National Academy of Dasign, Maw Yark
Taledo Museum of Ark Toledo, Ohio

. A Cup of Coffes

CATALOG

Through My Window 16.
. Midtown's Backyard
. Fitting Room
. Early Summer
. Mude

. Williamsburg Bridge

Loaned by Mr. John Erskine

Three Killed Daily

. My Wife's Dress
. A Silent Note

. Self-portrait

. The Green Table

. La Fin

. Confidante

. School Days

. Connie of Tenth Avenue

. Unemployed

Loaned by Mr, and Mrs. Emast Hulchezon

. Thanksgiving Moming

. Pasture

. Red Earth

Hallowe'en

Indian Summer

. Sunday Morning

. Gossip on the Hill

<

. The Frankel Farm
. Cutting Oats

. Nude

Silos
Lzamed by Mr. Cscar Wagnar

29, Retrospection

. Day Dreams

Pastels and Drawings

Hovember Twenty-sixth to D 1 Fourth, i
from two to five-thirly

Exhihition closed on Sunday







INSTITUTE OF MUSICAL ART
of the
Juilliard School of Music

<

You are inviled 1o aliend the
Christmas Concerd
by the children from the
Preparatory Depariment of the
Institute of Musical Ari

OIk

Saturday morning, December eighleenih

Nineleen bundred and thirly-seven

at eleven o’clock
&
Concert Hall

130 Claremon! Avenue

New York City

Please present this invifation at the door

CONCERT HALL

One Thirty Claremont Avenue
NEW YORK CITY




INSTITUTE OF MUSICAL ART

OF THE
JUILLIARD SCHOOL OF MUSIC

CHRISTMAS CONCERT

BY THE

PREPARATORY DEPARTMENT

MRS. ELIZABETH F. HARRIS, Principal

Saturday Morning, December Eighteenth

Nineteen Hundred Thirty-seven

at Eleven o'clock

CONCERT HALL

One Thirty Claremont Avenus
NEW YORK CITY




PRCGRAM

*
1
Song. ssar Franck
©; Lord, Most Holy, Choraé
ORGAN, FIANG AND STRING ACCOMPANIMENT
LASSES IN CHORAL SINGING
BELLE JULIE SOUDANT, Canducior
Piano il
March, littla soldier. Pinfo
Sleaping fime Pinte
Hobby horso Pinta
CAROLYN MACKOFF
Viclin 1l
Leganda Wisniawski
Capriciette Mandalssohn
EUGENE JACOBTWSKY
I
Dalcroze Eurythmics |Directed by Miss Hahn)
Une plaissanteris Moussorgsky
Celtic Song George F. Boyle
En chomin de far Poulane
DORIS PINES VIRGIMIA PASSACANTANDOD
BETTY LESSER PECGY PRESSON
CAROLYN MACKOFF SUZANNE SOLOMON
Piano v
Siciliana - Pampani-Philipp
Corrento. Hindel

CHARLES ROSEN

PROGRAM

{Confinued)

Vi

Creative Waork. — by the classes of Mary Louise Sims)

“THE HOUSE THAT JACK BUILT"

|The composers at the Piana)

The Stary

Oince thera was a little man named Jack, who was a carpentar by
ttade. One day Jack suddenly reslized that he was growing older
each day and ha asked himself: "What have you done for & world
17" 5e; he ross

that has givan you so much that is good and beauti
and puthis own house in order, and then he went on.a far journey
inte Wendarand, There Jack builf a grest, boautiful hovse and fo
it hie beought all that hest of little croatured who are the first and
best loved friends of childran evarywhere, ''For,” said he, "hers fhey

may five safely sheltered and happy over sffer, to gladden the

hearts of cna generation of children efter anothar.”
Then, whan all was done, Jack himsalf was so happy that he set

the bells in all the towers rinafng gaily,

[a) Voica_Jack's Muditatian AMARSHALL WRUEEL

|b) Two Piancs Building the House. MARSHALL WRUBEL *ARTHUR FERRANTE

Clatter, clang, and discoursgemant—The vision— Frash affort brings

the house to speody and friumphant complotion.

le} Voices _YIRGINIA PASSACANTANDO

This is the house thet Jock built
The baaufiful house that Jack built.

{d) Piano. _CHARLES ROSEN

These are the gardens fair and wida
Embracing the house on every side

The birds and beasts and fairy wosd

Whara Goldilacks lives and Red Riding Head.



PROGRAM

[Centinued)

Vi
Creative Work_. ? { by the classes of Mary Lovise Sims)

"THE HOUSE THAT JACK BUILT"

[Tha composers at the Piano]

The Story

Once thare was a little man named Jock, who was & carpentar by

trade. Ona day Jack suddenly reslized thet he was growing older

sach day and he asked himsalf: "What have you dons for a world

that has. given you'se much thet is good and beautiful?” So, he rose
and put his ewn houss in order, and then he went on a far journey
inte Wondarland, Thare Jack built a areat, bosttiful house and to
it he brouaht all that host of litHa creatures who are the first and
bast |oved friands of children sverywhare. "Far,'" said he, "hare they
may live safaly sheltered and happy ever after, to gladden ths
hoarfs of one genaeration of childran aftar another.”

Then, when all was done, Jack himsalf was so happy that he sat

the bells in all the tewars rinaing gaily,
[a] Veice_ Jack's Meditation *MARSHALL WRUBEL

b} Twa Piancs. Building the House _*MARSHALL WRUBEL and "ARTHUR FERRANTE

Clatler, clang, and discoursgement—The visian—Frash effort brings

ihie house o speedy and triumphant complatizn,
[} Yoices NIRGINIA FPASSACANTANDOD
This is the house thel Jack built

The beautiftl house that Jack built.

{d] Pisno. CHARLES ROSEN

Thesa are the gardens fair and wida

Embracing the housa on every side
Tha birds and boasts and fairy wood
Whare Goldilocks lives and Red Riding Hood,

PROGRAM

{Confinuvad)

{e} 'Voices and Plano

of Youth snd Joy
Of ehildhood's faith without alloy

Wha dance and sing and never grow old

Thess: ars the spi

In the wondarful house that Jack builk

Tem, the Pipar's Son JOSEPH LIEBLING
Little Ba - Pesp VIRGINIA PASSACANTANDO
The Naughty B DORIS PINES
Mistrass Mary. CHARLES ROSEN
Little: Bay Biue DORIS PINES
The Sleeping Beauty. HELEN OLSEN
Cinderella and the Princa HELEN OLSEN
H.} Twao Pianos _*ARTHUR FERRANTE and *MARSHALL WRUBEL

These ara the bells that rang in the towar
Of tha wenderful house that Jack built.

Orchestra Vil
Air & la Bourrée _Handal
(1885-1753)
Choral . _Bach
[ 16851750
Minuet du Beouf [Arranged by Alfted Pochon) Haydn
(1732 1809)

ORCHESTEA OF THE PREFARATORY DEPARTMENT
LOUIS J. BOSTELMANN, Conductor

[* Members of the class of 1936:37)




INSTITUTE OF MUSICAL ART

OF THE
JUILLIARD SCHOOL OF MUSIC

120 Claremont Avenue
P

You are invited to attend a

CHRISTMAS CONCERT
by the
CHORUS OF THE INSTITUTE OF MUSICAL ART
ROBERT CRAWFORD, Conductor
Assisted 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 tickets of admission will be sent fo
you for the Christmas concert on

WEDNESDAY EVENING, DECEMBER |5, at 8.30

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

Name

Address




INSTITUTE O ‘

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 will be sent to
you for the Christmas concert on

WEDNESDAY EVENING, DECEMBER 15, at 8.30

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

e e e e e e
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JUILLIARD GRADUATE SCHOCL
HARPSICHORD RECITAL
Dy
ALICE EHLERS

Friday Afternooun, Moy 86, 1938
at four-thirty o'fclock

Room 810

b3

PROGLRAM

Pantagts 11 C WiNof s seecesivess o s s sads S, Bach

Fugue from the Magnificateeecooee J. Pachelbel

Harmonious Blacksmith.. sleieisraa s & 4 s BANGEL

IEalian Concer O s oraasvss s s nonwasvesssds e DocH
3 T

Les Fastes de la Crande et Anciemne........Couperin
Meéhestrandise B

Act 1 Les Notables et Jures

Act 2 Les Vielleux et les Gueux

Act 3 Les Jongleurs, Sauteurs et
Saltimbanques avece les
ours et les singes

Act 4 Leg Invalides

Act 5 - D&sordre, et Déroute de
toute la Troupe

v
PARERSIE 11 C MIDOT . a5« 5 s s wnsaswnsenss s s vene O zZart

'l:l.lree Sonatﬂ.s. 4 8 % % 8 8 & % 8 3 ® 8 B 8 & B 8O0 .Domgnj.ce SCaI.latti

1685-17 50

1653-1706

1685-1759

1685-1750

1668-1733

1756-1791
1685~1757







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

@

ALBERT STOESSEL, Conductor
ERNEST HUTCHESON, Associate Conductor

Orchestra of the Juilliard School of Music

@

The proceeds of these concerts will be given to the
Students' Aid Fund of the Juilliard School of Music

Subscription for the cycle of six concerts $5.00

Students' rate for the cycle of six concerfs. . nn -$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)

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

Cverture to "Kénig Stephan,” op, 117

Symphony No. | in € major, op. 2|

“An die Hoffnung,” op. 32, for baritens solo and erchesira

HORATIO CONNELL

Symphony Ne. 2 in D major, op. 36
@

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

Overture fo "Egmont,” op. 84

Piano Concerta in B flat, op. 19
JAMES FRISKIN

Symphony Ne. 3in E flat, op. 55 (Sinfonia ercica)
@

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

Overture to "Coriolanus,” op. 62
Symphony No., 4 in B flaf, op. 40

Elegiac Sang, op. |18, for vocal quartet and sirings
{¥acal saloists fo be anncunced later)

Sympheny No: & in C minor, op. 67

PROGRAMS
(SUBJECT TO CHANGE)
1
FRIDAY, JAMUARY 24, 1936, AT 8:30 P.M.

“'Lecnora’ Overture, No. 3, cp. 72a

Yiclin Concerta in D majer, op. &l

ALBERT SPALDING

Symphony No. & in F, op: 68 (" Pastoral" Symphany)

v

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

Symphany Mo, 7 in A major, cp. 92

Fiano Concarto in C mincr, op. 37
OSCAR WAGNER

Symphony Mo. B in F, op. 93

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

Piano Concerfe in E flat, op. 73
ALEXANDER SILOTI

Sympheny No. 9 in D miner, op. 125 ("Choral" Sympheny)

[with {he co-cperation of the Oratorio Sccisty of New York]
{Vocal soloists fa be onmounced later)




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 at five o'clock.

NOVEMBER 12, 1935
DECEMBER 17, 1935
" JANUARY 14, 1936
FEBRUARY 25, 1936
MARCH 17, 1936

The programs will 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 THE PUBLIC
@

Applications for tickets should be sent by mail to

THE CONCERT DEPARTMENT
130 Claremont Avenue
New York, N.Y.

RIS NI YT IROGE | G AW TILEn L A

FRIDAY EVENINGS, at Eight-thirty
November |  December 6  February 7
November 22 January 24  March 27

ALBERT STOESSEL, Conductor

ERNEST HU’T’:CHESON, Associate Conductor

Mr. Josef Lnevinne will not be able +o appear in

The Beethoven Cycle as announced in the pre-

liminary notice.




THE JUILLIARD SCHOOL OF MUSIC

announces a

BEE 1@ vk iIN
CoCLE

SIX SYMPHONY CONCERTS

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

<

FRIDAY EVENINGS, at Eight-thirty

December &  February 7
27

November
November 22 January 24 March
ALBERT STOESSEL, Conductor
ERMNEST HUTCHESON, Associate Conductor

<&

Soloists: HORATIO CONMNELL, JAMES FRISKIN, JOSEF
LHEVINMNE, ALEXANDER SILOTI, OSCAR WAGHNER

and others to be announced later

(e}

Concert Hall

JUILLIARD SCHOOL OF MUSIC

130 Claremont Avenue
NEW YORK CITY

his many engagements out of town

I.
£
i

Because o

r : haviana will &
Mr. Josef Lhevinne will not be able to appear in

T R y
The Beethoven Cycle as announced in the pre-

liminary notice.
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SUBSCRIPTION BLANK
JUILLIARD SCHOOL OF MUSIC

BEETHOVEN CYCLE OF SIX SYMPHONY CONCERTS

| enclose my check in the amount of § e ; : e SUDSCTIPTiON(S)

to the course of six concerts
Mame

Address.

REGULAR SUBSCRIPTION $5.00 STUDENTS' SUBSCRIPTION.

Please make checks or maney ordars pa to W, J. BERGOLD, Acc
and seand with applications for course tickets to the

Concert Departmant
JUILLIARD SGRADUATE SCHOOIL
130 Claremont Avenue, Mew York City

NOTE

Because of his many engagements out of town
Mr. Josef Lhevinne will not be able to appear in

The Beetho

ven Cycle as announced in the pre-

liminary notice.




JUILLIARD GRADUATE SCHOOL

@

BEETHOVEN CYCLE

OF

SIX° SYMPHONY CONCERTS

®

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

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

l
Cvarfura to "Kénig Stephan,” op. |17

]
Symphony Ne. | in € major, op. 21
Adagia molta
Andante canfabile cor mota
Meatatte

Adagio — Allegro molts e vivace

Intermission

1
“An die: Hoffnung," op. 32, for baritens sl and orchostra
HORATIO COMMELL

IV
Symphony. Me. 2 in' D major; op. 36
Adegio malte — Allegro cen brio
Larghatta
Scherza {Allegro)
Finale (Alfegre molta)

Orchestra of the Juilliard Schosl of Music
Conductor: ALAERT STOESSEL

Tho next concert of tha cycle will ba given on Friday Evening, Novembar 22

"AN DIE HOFFNUNG” {TO HOPE)
[Aus Tiedges Urania)

Translation by H. ¥, HILPRECHT

If & God oxist? I He will accomplish,
‘What our longing eye desires to sae?
‘Will-on Judgment Day the curtain rise,
To reveal lifa's mystery and riddle?
Hopa must be man's guide !

Mo questicn ask|

© Hope divine; when clouds abscure our visicn,
Came Thow, to veil all grief and worry
Tormenting fender souls by night:

Q© Hape, [it high akove this dele of sarrow
The soul upen tha wing of mercy,

Where angels count the tears hare shad.

Whan pasted away the sound cof loving vaices,
‘When withered trees and leafless branches

At all that still remain of fife:

Then come to me, whera lonssome and forsaken,
At midnight hour | dream and frembls

And rest my arm on broken ums.

And when | frown upon my fate so crusl,
Bahold the sun's last ray just fading,

While darknoss shrouds life’s ebbing sos;

Then let appeer, before this dreamland vanish,
A distant gloam of morning dawning,

Ancther sun beyond the clouds.

O Hope divine, oie.




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE

SIX SYMPHONY CONCERTS

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

@
PROGRAM

|
Overture to "Egmont," op. 84

1
Piano Concerto in B flat, op. 19

Allegro con brio
Adagio
Rondo (Allegro molto)

JAMES FRISKIN

Intermission

111
Symphony No. 3 in E flat, op. 55 (Sinfonia eroica)

Allegre con brio
Marcia funebre (Adagio assai)
Scherza {Allegro vivace)
Finale (Allegro molta)

Orchestra of the Juilliard School of Music
ALBERT STOESSEL, Conductor

&

Steinway Piano

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




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE

SIX SYMPHONY CONCERTS

Third Concert
FRIDAY EVENING, DECEMBER &, 1935
at Eight-thirty
130 Claremont Avenue, New York City
@®

PROGRAM
[

Overture to "Coriolanus," op. 62

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

Adagio — Allegro vivace
Menuetto
Allegro vivace
Allegro ma non troppo

Intermission

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

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

GEAN GREENWELL, bass

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

Allegro con brio
Andante con moto
Allegro
Allegro

Orchestra of the Juilliard 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

CF

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

Il

Violin Concerto in D major, op. 6l

Allegro, ma non trappo
Larghetto
Rendo

ALBERT SPALDING

Intermission

it

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

Allegro, ma non troppo (Awakening of cheerful feelings on arrival in the country)
Andante molte 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, Conducter

@

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 EVENING, 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

Il

Piano Concerto in C minor, op. 37

Allegre con brio
Largo
Rondo: Allegro

OSCAR WAGNER
Intermission

Symphony No. 8 in F, op. 93

Allegro vivace & 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 in E flat major, op. 73, for pianoforte and orchestra
(Piano part edited by Franz Liszi)

Allegro
Adagio un poco mosso
Rondo — Allegro

ALEXANDER SILOTI

Intermission

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

Allegre, ma non troppo un poco maestoso
Malto vivace
Adagio molto e cantabile
Choral finale

RUBY MERCER, sopranc ROBERT BETTS, tenor
LUCIELLE BROWNING, contralto GEORGE BRITTON, baritone

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

ALBERT STOESSEL, Conductor




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE
CHAMBER-MUSIC CONCERTS

First Concert
TUESDAY AFTERNOON, NOVEMBER 12, 1935

at Five o'clock

130 Claremont Avenue, New York City

@
PROGRAM

!

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

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

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

1l

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

Adagio sostenuto — Presto
Andante con variazioni
Finale (Presto)

ROSALYN TURECK and LOUIS PERSINGER

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

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

ROSALYN TURECK, LOUIS PERSINGER, and BERNARD GREENHOUSE

@

String instruments lent by Emil Herrmann
Stemway Piano

The next concert of this course will take place on Tuesday, December |7, at 5:00 p.m.




JUILLIARD GRADUATE SCHOOL

BEETHOVEN CYCLE

CHAMBER-MUSIC CONCERTS

Second Concert
TUESDAY AFTERNOON, DECEMBER 17, 1935

at Five o'clock

130 Claremont Avenue, New York City
@

PROGRAM

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

Allegro con brio
Large
Presto
SASCHA GORODNITZKI, piano
HARRY FRIEDMAN, violin
ALAN SHULMAN, 'cello

Il
Septet in E flat major, op. 20

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

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

@

Steinway Piano

The next concert of this course will fake place on Tuesday, January 14, at 5 p.m.




JUTLLIARD @ RADUATE SCHOOL

BEETHOVEN CYCLE

OF

CHAMBER-MUSIC CONCERTS

&

Third Concert

TUESDAY AFTERNOON, dANUARY-14:~936 February 4, 1936
at Five o'clock

130 Claremont Avenue, New York City
©

PROGRAM

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

Allegro ma non troppo
Scherzo (Andante scherzoso quasi allegretto)
Menuetto (Allegrette)
Allegro

BESSIE SIMON, EUGENIE LIMBERG, NATHAN GORDON, FELIX SALMOND
Il

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

Allegre con bric

Adagio con molto sentimento d'affetto
Allegro fugate
MURIEL KERR and FELIX SALMOND

1
Trio in B flat, op. 97

Allegro moderato
Scherzo (Allegro)
Andante cantabile, ma perd con moto
Allegro moderato

MURIEL KERR, BESSIE SIMOM and FELIX SALMOND

@

Steinway Piano

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




JUILLIARD GRADUATE SCHOOL
®

BEETHOVEN CYCLE
CHAMBER-MUSIC CONCERTS
@

Fourth Concert
TUESDAY AFTERNOON, FEBRUARY 25, 1936

at five o'clock

130 Claremont Avenue, New York City
&

PROGRAM
[

Quartet in F major, op. 18, No. |, for two violins, viola and ‘cello

Allegro con brio
Adagio — Affetiucso ed appassionato
Scherzo (Allegre molto)
Allegro

JACQUES LARNER, GEORGE OCKNER, NATHAN GORDON, BERNARD GREENHOUSE

Il
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
1
Quartet in E flat major, op. 16, for piano, violin, viola and 'cello

Grave — Allegre, ma non troppo
Andante cantabile
Ronde (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.




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

Sanata in C miner, op. 30, No. 2, for piano and viclin

Allegre con bric
Adagio cantabils
Scherro-allegra
Allegre

GREGORY ASHMAM and INEZ LAURITAND

Faithfu' Johnnie

In questa tomba cscura

Der Kuss

Die Liebe des Nachsten

Die Ehre Gottes aus der Natur

HORATIO CONNELL

Milton Schwartz at the piana

Trio in E flat, op. 70, Ne. 2, for piano, violin and 'cello

Poco sastenuto = Allegro ma non troppe
Allegratte
Allegretto ma non troppo
Allegre

JAMES FRISKIN, INEZ LAURITANG, ALAN SHULMAN
b
Steinway Piano

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

FAITHFU' JOHNNIE

"When will you come again, my faithful Johnnia?"
"When the corn is gathered,
And the leaves are withered,

| will come again, my-swest and bonnie.”

"Then winter's wind will blow, my faithful Johnnia,"
"Though the day be dark wi' drift,
That | cannct see the liff.

I will come again; my sweet and bonnie.”

“And thall we part again, my faithful Johnnia?"
"Sa long as my eya can sae, Jean,
That face so dear to me, Jean.

‘We shall not part again, my sweet and bonnie.”

1M QUESTA TOMBA OSCURA

In questa tomba cscura lascia mi ripesar;
Quando viveve, ingrats, dovevi & me pensar.
Lascia cha |'ombra ignude godansi pace almen
E non, bagnar mie ceneri d'inutile velen.

DER KUSS

Ich war bei Chloen gant allsin, und kissen wollt' ich sis;
Jodoch sie sprach, sie wiirde schrei’n,

Es sei vergeb'ne Mih',

leh wagt' es dach, und Kisste sie, trofz ihrer Gogenwshr.
Und schrie sie nichi? Ja wohl, sis schria;

Doch lange hinterher,

DIE LIEBE DES MACHSTEN

S0 Jemand spricht:

Ich liebe Goti, und hasst doch saine Briider,
Der trinbt mit Sottes Wahrhait Spoth

Und reisst sie ganz darmiadar.

Gott ist dio Lisb', und will,

Dass ich den Machsten liabe gleich als mich.

DIE EHRE GOTTES AUS DER NATUR

Dia Himmel rihmen des Ewigen Ehre,

Ihr Schall pflanzt seinan Marmen fort,

Ihn rishmt der Erdkreis, fhn preissen die Maars,
Vernimm, © Mensch, ihr gottlich Wert!

War fragt der Himmel unzihlbare Sterne?
Wer fibirt dia Sonn' aus ihrem Zelt?

Sie kommt und leuchtet und lachi uns ven fame.
Und lauft den Weg aleich als ain Held.
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i THE JUILLIARD SCHOOL OF MUSIC
';I“ invites you to subscribe to a

=

S
-

COURSE OF ARTISTS’ RECITALS

(COURSE A)

g
[ e

Wednesday Afternoons at Three o'c lock, at 130 Claremont Avenue

R i, s R T R e N ot FRASER GANCE, baritone

b gh s

: December 16, 1931.. e L% SALMOND, fcellist
i ;j ' L e ey e o HAROLD BAUER, pianist
{ ‘_ January 27, 1932.. s LOUIS PERSINGER, violinist
| '{ February 17, 1932, s BER YL RUBINSTEIN, pianist
M March 9, 1932..vvvcrcirsiirsssissimsimssiisiasisnssNINA. KOSHETZ, ‘soprano

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

AT D O3 e PALIL KOCHANSKI, violinist
4

Subscriptions for the series of eight concerts, $8.00




THE
ARTISTS RECITALS

SERIES B

JUILLIARD SCHOOL OF MUSIC
130 Claremont Avenue

New York City




NOTES

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

[SABELLE YALKOWSKY, Pianist
Schubert Memorial Winner, 1928: extended concert
tours since then, including many appearances with
leading sympheny. orchestras.

WILLIAM BELLER, Pianist
Mason and Hamlin Prize Winner, Chicago; numer-
ous concert engagements since 1926; New York
Recital, 1930,

AMERICAN VOCAL QUARTET
Mollie Could... S0prano
Helen Lockwood. contralto
Willard Young ;
Ceorge Newton..
Marion Kalayjian
As a company, though with a different tenor, they
have given a large number of public performances
under the auspices of the Naticnal 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 experience; 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

Recitals in New York since childhoed; appearances
as soloist with orchestras,

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

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

ROBERT CRAWFORD, Baritere
Extensive concert work: Conductor of Bach Singers'
Club, Newark, New |ersey; Director, Princeton
Clee Club, 1927; Director, Newark Music Founda-
tion, Newark, New |ersey; member of Chautaugua
Opera Company, Chautaugua, New York, 1928-1930,

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

SASCHA CORODNITZKI, 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 fours under the aus-

pices of the Mational Music League, 1920-1931
and 1931-1932.




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 February 10, 1932
Elsa Hilger, "cellist
Jerome Rappaport, pianist
March 2, 1932
December 30, 1931 Inga Hill, contralto
Etta K. Schiff—Pauline Sternlicht
(piano-duo)

Sadah Shuchari, violinist

|sabelle Yalkovsky, pianist
Y. P

William Beller, pianist
“Condoliers” Vocal Quartet

Mollie Gould, soprane

March 23, 1932
Concert of original chamber music
compositions by students at the
Willard Young, tenor Juilliard Graduate School
. Newton: bas : i
CLOrgL’. \ewton, bass /\Dl'il 13,1932

Helen Lockwoaod, contralto

Robert Crawford, tenor
Inez Lauritano, violinist

A '} O
Alice Erickson, violinist May 4, ]’2’2 pis e
= R Sascha Gorodnitzki, pianist

Helen Marshall, violinist Mary Becker, violinist
&

Subscriptions for the series of eight concerts, $8.00

®
Subscriptions are now being received at the Concert Department of

THE JUILLIARD CRADUATE SCHOOL
130 Claremont Avenue
New York City

January 20, 1932

Beula Duffey, pianist

ARTISTS" RECITALS
(SERIES B)

| enclose my cheque to the amount of $ subscription(s)
to the course of Eight Recitals:

MName.

Each subscription $8.00 Address
Please make cheques payable to
W. J. BERCOLD, Accountant
130 Claremont Ave., New York City

Please address communications fo the Concert Department







JUILLIARD SCHOOL OF MUSIC

®
SEASON 1931-1932
e ——

@

ARTISTS" RECITALS-SERIES A

FIRST RECITAL

WEDNESDAY AFTERNOON, NOVEMBER 25
at Three o’clock precisely

L 4

FRASER GANGE

BARITONE

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

Apreés un Réve Gabriel Fauré

L’heurenx Vagabond Alfred Brunean

Lungi dal caro bene Secchi
St tra i ceppi Hiindel

FIRST CHAMBER MUSIC CONCERT Der Neugierige } Schubert
THE MusicaL Art QUARTET Ungeduld
Wednesday Afternoon, December 2, 1931 Einsamer Garten Weingariner
Ruhe meine Seele

Strauss

Heinliche Aufforderung |

FIRST ARTISTS" RECITAL, SERIES B
IsaBELLE Yarxovsiy, Pianist On the Tdle Hill 6f SHNMET. e PHE Sonersel]
Sapa Suucnars Fiolinist By the Bivouac's Fitful Flame Hasiilton Harty
Wednesday cAfternoon, December 9, 1931 Loveliest of Trees the Cherry Grahom Peel
An old Song re-sung, Charles T. Griffes
. Allin a Garden green C. A. Lidgey
Love is a Bable C. H. H. Parry

SECOND ARTISTS RECITAL, SERIES A
Furix Sarmoxo, 'Cellist
Wednesday Afternoon, Decomber 16, 1931 Fron the “Dichterliehe’
“Im Wunderschoenen Monat Mai"
The concerts will always. begin at three o'clock precisely “Aus meinen ‘Thréinen spriessen””

“Die Rose, die Lilie”
“Wenn ich in deine Augen seh’”

P 111717771

“Ich will meine Seele tauchen”
“Im Rhein, im heiligen Strome”
“Ich grolle nicht”

Ernzs, Cave-Core at the Piano

Steinway Piano




R e g [ =
bl g 4 e i -
" I - - "

-
e
s B, e B g

e S ——

R

n T

— —— e i

i
a8 I r
|
S )
4 o / p
Ll | ) ”‘
Hi >
A |
A ll

e - e e e B ————"
- L g o & ' 3
- - R
. - » -

,:__—;T_,_:_

_I_z- —

JUILLIARD SCHOOL OF MUSIC

L
SEASON 1931-1932
i

L4

ARTISTS" RECITALS -COURSE B

L

FIRST RECITAL
WEDNESDAY AFTERNOON, DECEMBER 9

at Three o’clock precisely
+

SADAH SHUCHARI, Violinist
ISABELLE YALKOVSKY, Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




SECOND ARTISTS' RECITAL. COURSE A

Frrrx Sataoxn, 'Cellist
Wednesday Afternoon, December 16, 1931

+

SECOND CHAMBER MUSIC CONCERT

Pavr, Kocnanski, Fiolinist

Jorx ErskINg, Pianist
Wednesday Afternaon, Decenber 23, 1931

SECOND ARTISTS RECITAL, COURSE B

Witttax Berrer, Pianist

AMERICAN VOCAL QUARTET
In a concert version of “The Gondaliers”
of Sullivan

Movgs Gourp, Saprano
Herex Lockwoon, Contralto
Wirrarp Youne, Tenor
Georce NEwToN, Bass
Wednesday Afternoon, December 30, 1931

The concerts will begin at three o'clock precisely

PROGRAM

+

i

{ for violin alone)

SADAH SHUCHARL

1T

Sonata in F minor, Op. 5

Allegro Maestoso
Andante Espressivo
Scherzo
Intermezzo (Rickblick)
Finale

IsaBiLLE Y ALKOVSKY

Habanera.

Brafims

Razel

Dance Espagnole.

de Falla-Kreisler

Andante rubato, alla’ zingaresca

Le Carnaval Russe

Wie

Dohnanyi

e

Sapan SHUCHAR
Arzce DEcevis at the Piano

1w

IsABELLE YALROVSKY

Steimpay Piano




JUILLIARD SCHOOL OF MUSIC

®

SEASON 19311932
S———

ARTISTS RECITALS-COURSE A

L 4

SECOND RECITAL
WEDNESDAY AFTERNOON, DECEMBER 16

at Three o’clock precisely
@

FELIX SALMOND

{GEELIST

130 CLAREMONT AVENUE
NEW YORK CITY




SECOND CHAMBER MUSIC CONCERT
Pavy, Koeraxskl, Fiolinist
Jonx Erskine, Fianist

Wednesday Afternoon, December 23, 1931
*

SECOND ARTISTS RECITAL, COURSE B
Witrran Brrisr, Pignist
Asrrican Vocan Quarmit
In st concert version of “The Gondoliers"”
of Sullivan
Movrrg Gourp, Saprana
Herex Lockwoon, Contralio
Wirnarn Youne, Tenor
Grorce Newron, Bass

Wednesday Afternoon, December 30, 1931

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

‘The concerts will beginat thrée o'clock precisely

PROGRAM

L

I

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

*Sicilienne Veracing

*Grave ¢t Couvante, Eveles

* Piano accompaniments arranged by Josirn Sapuon

I

Seyen Variations on'a Theme of Mozart,
from “The Magic Flute” Beethoven

Sonata in A major César Franck

Allegretto ben moderato
Allegro
Recitativo—Fantasia

Allegretto poco mosso

Elégie | = .
: Gal :
Berceuse | abriel Fauré

The Londonderry Aifumiediranged by G. O'Connor-Morris

Allegro Appassionato. Saint-Sains

Ratrm Ancerg at the Piano

Steinway Piano




JUILLIARD SCHOOL "OfF MESHC

&
SEASON 1931-1932

@

ARTISTS' RECITALS-COURSE B

L 2

SECOND RECITAL

WEDNESDAY AFTERNOON, DECEMBER 30, 1931

at Three o’'clock precisely

&

WILLIAM BELLER, Pianist

AMERICAN VOCAL QUARTET

Mollie Gould, Soprano Willard Young, Tenor
Helen Lockwood, Contralto George A. Newton, Baritone

Marian Kalayjian, Narrator

130 CLAREMONT AVENUE
NEW YORK CITY




THIRD ARTISTS' RECITAL, COURSE A
HarorLn BAUER, Pianist
Wednesdny Afternoon, Tanwary 6, 1932

THIRD CHAMBER MUSIC CONCERT
Gornow QUARTET
Wednesday Afterioon, Jannary 13, 1932

*

THIRD ARTISTS RECITAL, COURSE B
Brura Dureey, Pianist
Arice Ericrson, Fiolinist
Hzrexw MaArsaALL, Violinist
Wednesday Afternoon, Tanwary 20, 1932

The concetts will begin at three o'clock precisely

PROGRAM

&

Sonata in G major Mozart
Ballade No. 4, in F minor... Chapin
Ondine (The Water Sprite)....cccomeeses. peesrreivesmressernr O OHIEL

Prelude, B-flat major...iai A R Rachmaninoff

Wirniam BELLER

The Gondoliers or *“The King of Barataria™
Words by . S. Gilbert
Music by Arthir Sullivan

AMERICAN VocAL QUARTET
Movrtig Gourp, Seprane
Heren Locrwoon, Contralto
Wirragrp Youne, Tenor
Georce A, Newrox, Bass

In this presentation of the “Gondolicrs” by the American Vacal Quartet, the
four singers appear in old-time Venetian costumes, They will Tepresent the lead-
ing characters of the operetta and will sing the various solos;, ducts and quartets.
The pianist will explain the story as it progresses between the musical numbers.

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

L

SEASON 1931-1932

L

ARTISTS" RECITALS-COURSE B

&
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SECOND RECITAL
WEDNESDAY AFTERNOON, DECEMBER 30, 1931

at Three o’clock precisely
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WILLIAM BELLER, Pianist

@

2RITSKA=T AT (Living \X/aters)

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

130 CLAREMONT AVENUE
NEW YORK CITY




THIRD ARTISTS" RECITAL, COURSE A
Harown Baver, Pianist
Wednesday Afternoon, January 6, 1932

L

THIRD CHAMBER MUSIC CONCERT
Gornox QUARTET
Wednesday Afternoon, January 13,

*

THIRD ARTISTS" RECITAL, COURSE B
Brura Durrey, Pianist
Arice Erickson, Fiolinist
HEeLEN MansuaLy, Fiolinist
Wednesday Afternoon, January 20, 1932

The concerts will begin at three o'clock precisely

PROGRAM NOTES

"KITSKA-TIAT” (Living Waters)
by

KURUKS PAHITU (Ratea Ariew)

SCENE ONE—Near a Water's Edge. Time—Aboutl Suiiset

SONGE—
“Ski-bi-hi-la”. Lictirance
"My Sweet Love Call” Grimn
“By the Waters of Minnctonka” (Duet).. Licurance
“The. White Dawn is Stealing”. Cadman

“Neenah™ ( Manuseript) Licurance

NOTES—
*8ki-bi-bi-la" is a small gray hird, spotted like a young rebin, 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 bivd a very importanl question.
In the olden days, love and inter-marriage were forbidden between
enemy ribes,

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 Sceng One. Time—]Just Before Dawn

SONGS—
“Pawnee Spirit Song” ) (Native Mclody)
“Spirit of the Mountain™ (Dedicated to Kuruks Pahitu)....... o Bouse
“Invocation to_the Sun-God” Troyer
“The White Dawn iz Stealing™....... Cadwman
“Why do you leave me”. Griinn




THIRD ARTISTS' RECITAL, COURSE A

Harorop Baver, Pianist

Wednesday Afterncon, January 6, 1932

THIRD CHAMBER MUSIC CONCERT
Gorpox QUARTET

Wednesday Afternoon, January 13, 1932

THIRD ARTIS®

! RECITAL, COURSE B

BeurLa Durre

:, Pian

Avicg E

Heren Mans

Wednesday Afternoon, f.20,
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PROGRAM

Sonata in G MAJori. e 05arE
Ballade No. 4, in F miN0T..comsissmssamenssssassssserC HOPUL
Ondine (The Water Sprite)....o.iimrmeisesinsssnn lR00EL

Prelude, B-flat mMajor.....ccvcvencssmsinsnssisassnseseennleachmaninoff

WirtLiam BELLER

“KITSKA-TIAT” (Living Waters)

i Romance in Two Scenes

by

KURUKS PAHITU (Rares ALL

BrooRS S

1TH, at- the Piano

Jomw Pereig, Flutis

Steinway FPiaio




WY D Odd

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 hefore 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 smolke 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)
Tag Pray is based on authentic Indian customs.
Arr, Acrion as inferpreted in the play is traditional.
Pieg CeErEMoNY in Scene Two is authentic. It is given as done by the Pawnees.
PartiNe 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.

CosruMEs 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.

Miss DENTON has been made a member of the Pawnee tribe, and given the
Indian name “T'su-pirit Resaru” (A Chief Star).




JUILLIARD SCHOOL OF MUSIC
SEASON 1931-1932

ARTISTS RECITALS-COURSE A

@

THIRD RECITAL

WEDNESDAY AFTERNOON, JANUARY 6, 1932

at Three o’clock precisely

&

HAROLD BAUER

PIANIST

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

+*

i

Chorale in A minor. César Fraick
{arranged from the organ hy Harold Bauer)

THIRD CHAMEBER MUSIC CONCERT
Gorpon STRING QUARTET T
Assisting Artist: Murisr Kerr, Pianist Fantasia in C major, Op. 17

Wednesday Afternoon, January 13, 1932 Durchaus ph isch und leidenscha ftlich
Miissig. Durchaus energisch

Langsam getragen

*

jiis
THIRD ARTISTS' RECITAL, COURSE B Variaticns and Fugue on a theme of Hindel.......comimassnnse Bralkins
Brura Durrey, Pianist
Avice Erickson, Fiolinist

v

ope Scenes from Childhood
Hrrex MarsmaLr, Fiolinist s

Wednesday Afternoon, January 20, 1932 gnrians story
ag
Pleading child
+ Perfectly happy
Important event
Reverie
FOURTH ARTISTS RECITAL, COURSE A By the fireside
Louis PersiNcer, Fiolinist mﬁ“;‘;‘;i;ﬁ Hobby-horse
Wednesday Afternoon, Tanuary 27, 1932 Frightening
Child falling: asleep
The poet speaks

The concerts will begin at three o'clock precisely
v

Intermezzo in E-flat minor, Op. 118 No. 6
Rhapsody in E flat, Op. 119, No. 4 At AR

Baldwin Piano




JUILLIARD SCHOOL OF MUSIC

’
SEASON 1931-1932

%

ARTISTS” RECITALS-COURSE B

&

THIERD: RECTTAL

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
Louis PERSINGER, Miolinist
Wednesday Afternoon, Janwary 27, 1932

FOURTH CHAMBER MUSIC CONCERT
Eisauco Trio
Wednesday Afternoon; February 3, 1932

The cancerts will begin at.three o'clock precisely

PROGRAM

*

1
Fantasia and Fugue.

Mogart

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

Impromptu in € minor, Opus 90, No. L

Brura Durrey

I

Concerto in D miner for Two Violins

wlendelssaltn

B 11 1

Bach

Vivace
Largo
Allegro
Cadenza by Hitymrssencen
Arvice Ericrson
HELEN MaARSHALL

I
Novellette, Opus 21, No. 8

Sehwmann

Prelude, Opus. 51, No. 2

Scriabin

Potme, Opus 32, No. 2

Seriabin

Feuillet D'Album, Opus 45, No.

Seriabin

Polka

Brura Durrey

IV

Suite Antigue for Two Violins

Raclimaninoff

Stocssel

Bourrée
IT Sarabande
LI Rigaudon
IV Aria
vV Gigue
Avnick ERICKSON
Herrn MARSHALL

Grecory Asmuax at the Piano

Steinway Piano
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JUILLIARD SCHOOL OF MUSIC

@
SEASON 1931-1932

L 2

ARTISTS' RECITALS-COURSE A

L 2

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
ErsHvco Taio
Wednesday Afternoon, February 3, 1932

L

FOURTH ARTISTS' RECITAL, COURSE B
Carpering Figro, Soprano
JeromEe Rarparort, Pianist
Wednesday Afternoon, Febriary 10, 1932

*

FIFTH ARTISTS' RECITAL, COURSE A
Berve Rusinstein, Piowist
Wednesday Afternoon, February 17, 1932

The concerts will begin at three o'clock precisely

PROGRAM

Concerto in G minor Vivaldi
{arranged for concert performance by Sam Franko)

Allegro
Largo cantabile
Allegro

1T

Sonata in Dminor, Opus 108. s samminman B rahms
Allegro
Adagio
Un poco presto e con sentimento
Presto agitato
111

Concerto in F minor, Opus 20u.mamemmsisiing
Andante—Allegro
Andantino: (Remance)
Allegro con fuoco

Réve denfant....c..... Bugene YVsaye
HUmMOreSqie.  eenensseesmsnresens T R BT Albert Stoessel

Sierra Morena Monasteria

Husgrt GiEsex at the Piano

Baldwin Fiano
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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 AVENUE
NEW YORK CITY




FIFTH ARTISTS' RECITAL, COURSE A
Brryr, RumNstEIN, Pignist
Wednesday Afternoon, Febyuary 17, 1932

L3

FIFTH CHAMBER MUSIC CONCERT
Cary, Frieoskre, Pranist
Fruix Savmoenp, 'Cellist

Wednesday Afternoon, Eebruory 24, 1932

+

FIFTH ARTISTS' RECITAL, COURSE B
Ixga Hiry, Contralto

Etta K. ScurrF—PAULING STERNLICHT
(in compositions Tor two pianos)

Wednesday Afterioon, March 2, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*

I

Chromatic Fantasy and Fugue

Bach

Scliwmann

Sonata in G minor
Sarasch wie mdglich
Andanting
Scherzo
Rondo: Finale

JEROME RAPPAPORT

I

O, had T Jubal's Lyre..

Nina

Handel
Pergolesi

Charmant Papillon

Campra

Alleluia......

Moszart

CarHERINE FIELD

11T
Ballade in F...

Chopin

Chopin

Necturne in: B, Opus 62, No. 1
Mazurka in F sharp minot.

Chapin

Btude in A mingr, Opus 25, No. 11

Jerome Rapparort

v
Der Jingling an der Quelle

Chapin

Schubert

Schubert

Die Forelle
Mit Myrthen und Rosen

Selrgmani

S

Der Nusshawm

Auftrage.

Sch

Caraering Figrp

Eruen Frextve at the Piana

Steinway Piano
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JUILLIARD SCHOOL OF MUSIC

@
SEASON 1931-1932

L

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
Cart, FrIEpRErG, Pianist
Fruax Saruoxo, "Cellist

Wednesday Afternoon, February 24, 1932

*

FIFTH ARTISTS RECITAL, COURSE B
Inea Hiwr, Contralto

Frra K. ScnreP—PAULINg STERNLICHT
{in compositions for two pianos)

W ednesday Afternoon, March 2, 1932
L 4

SIXTH ARTISTS' RECITAL, COURSE A
Niva Kosmgrz, Soprano
Wednesday Afternoon, March 9, 1932

The concerts will begin at three o'clock precisely

PROGRAM

Sonata in 5 flat.

Allegro
Adagio
Presto

Sonata, opus 106 {Hammerklavier)

Allegro

Scherzo

Adagio sostenuto
Largo—Allegro risoluto

Thirteenth Nocturne

Serenade interrompue

Three Dances for Piano.

Gavotte
Sarahande
Gigue

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

I
Etude in F sharp

commerenni IS

Stravinsky

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

Alborada del gracioso (Fool's serenade ...

Steinway Piano

Godowsky

i RAVEL




JUILLIARD SCHOOL OF MUSIC

®
SEASON 1931-1932

@

ARTISTS” RECITALS -COURSE B

@

FiFTH REGITAL

WEDNESDAY AFTERNOON, MARCH ¢, 1932
at Three o'clock precisely

&

INGA HILL
CONTRALTO

EXTA K. SCHIFF PAULINE STERNLICHT
PIANISTS

130 CLAREMONT AVENUE
NEW YORK CITY




SIXTH ARTISTS RECITAL, COURSE A
Nina Kosurrz, Soprano
Wedsesday Afternoon, March 9, 1932

*

SIXTH CHAMEBER MUSIC CONCERT
LE1z-WILIERE QUARTET
Wednesday Afternoon, March 16, 1932

SIXTH ARTISTS' RECITAL, COURSE B
Concert oF Cramarr Music
gy Younc American CoMmrosiss
Wednesday Afternoon, March 23, 1932

The concerts will begin at three o'clock precisely

PROGRAM

I

Organ Prelude and Fugue in © miinor.. o isiniimms Rach-Bawer

Variations on a Theme of Haydn, Braluis
for two planos

Erra K. ScHier
PAULINE STERNLICHT

i1

Ave Maria Bruch

Ruhe Meine 'Seele
Mit deinen Blauen Augen Strauss
Cicilie

Ixca Hirr
Interinission

111
Fétes Debussy-Ravel

Pupazetti-Musiche di Marionetti Casella

Marecictta
Berceuse
Serenata
Notturning
Polla
Tarantelle Raclmaninoff
for two pianos

Erra K. Scame
PAULINE STERNLICHT

v
Rida Rida Ranka
Fagelns Visa
Vi 8ka Stalla te en Roliger Dans
Allt Under Himmelens Fiste
En Drom (Norwegian) Grieg
Txca Hiny

weranszoedish Folle Sengs

Brooxs Sairn at the Piano

Steintoay Pianos




JUILLIARD SCHOOL OF MUSIC

@
SEASON 1931-1932

&

ARTISTS RECITALS -COURSE A

&

SIXTH RECITAL
WEDNESDAY AFTERNOON, MARCH 9, 1932

at Three o'clock precisely

&

NINA KOSHETZ

SOPRANO

130 CLAREMONT AVENUE
NEW YORK CITY




SIXTH CHAMBER MUSIC CONCERT
Lerz-WiLege QuarteT
Wednesday Afternoon, March 16, 1932
*
SEVENTH ARTISTS" RECITAL, COURSE R

Concert or Cuameer Music
BY Younc AMERICAN CoMPOSERS

Wednesday Afternoon, March 23, 1932
*

SEVENTH ARTISTS! RECITAL, COURSE A

Rosmea Awn Joser Lutvixs
(two-piano recital)

Wednesday Afterncon, March 30, 1932

The concerts will begin at three o'clock precizely

TEXT OF SONGS

1
O Coven I pur Exeress 1y Soxd. L. Mulushkine

Words by Lishkin
English version by Julictte M. Soskice

Oh, if T conld express in song

The cruel depth of my suffering |

The pain in thy sad heart wounld cease,
The murmurings of doubt be stilled,
And I -once T had sung my zong,
Could rest, beloved, and be at peace
And yet didst thou but hear the strin
Thy heart, thy heart would hreak.

CrADLE Sona o DEATH Modest Moussorgsky

Russion poem by Goleingheff-Kutursoff
English version by Rosa Newwmareh

Faint gounds of moaning!
The lamp, now expiring, easts but a dim, fickering light
Rocking the cradle the mother untiring,
Waits, watches, all through the night.
Long e're the dawn is bright some one comes knocking,
Dicath the delivirer is therc!
the mother desists from her rocking,
“Friend, calm thy fear and despair!
See, through the window peeps the pale morrow.
Weeping and watching: forlorn,
Rest thon poor woman,
Now rest thou sorrow,
Steep, T will watch till the morn;
Couldst thou not hush thy poor infant to slumber?
My song is sweeter than thine”
“Silence! My baby iz suffering, erying,
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,
) sing no more, | entreat'[™
“These are good signs, see his agony ceases:
Hush-a-by, hush-a-by sweet.”
“Hence! Thou accursed Death,
Look how thy singing doth Blight my baby, my joy 1"

“Nay, praceful dreams to thy son T 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-hy, hush-by-hy
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SPANISH SERENADE, Nichelas Medtuor

Foew by Pushkin “ . i
English translation by Mary Eilis Pelt= 'L Go, 1"ty CoME Alexander Gretchaningff

From folk Iyrics—literal translation

My fair Inesilia,

I guard thee, thy knight,
While sleepy Sevilla

Is wrapped in the night.
La, la, Ia, la!

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

So black is my mantle
So sharp is my sword,
My music sp gentle,
Thy window I guard
La, Ia, la, lal

TaE FaLrerine Dusk 4, Waltpr Kramor

Art sleeping 7 No danger
To wake thee with a song! FPoem by Louts Untermeyer
But any foul stranger

I'll finish e'er long, Back she came in the flaming duslk

La la la lat And her mather spoke and <aid:

. “What gives your eves that dancing light,
This cord thou must fasten What makes your lips so strangely bright,
To ‘window with care, And why are your checks so red?”

No answer ? Oh, hasten,
Lest rival be there! “Oh, mother, the berries I ate in the lane
La, 1z, la, la. Have left a stain

My fair Inesilia, Back she came through the falt’ring dusk,

I guard thee, thy knight, And her mather spoke and said:

0)“ sleepy Sevilla “You are weeping, your footstep is beavy with care,
Lies wrapped in the night. ‘What makes vou totter and cling to the stair,

La; 1a; 1a, la. And why do you hang your head "

“Oh, mather, o, mother, vou never can koow—
I loved him sol”

Darsmes, Sergei Rachmaninoff

Poem by Tgor Sveveryanin
English version by Kurt Schindl ; 3
i iz Al il Les Baraomss (The Momntehanks) i mmmsesanGeorges. Migat
Behold, my friend, the daisies sweet and tender French poem by T. Klingsor
Where'er 1 go
They bleam profusely, dazzling in their splendor,

e ¢ shanks of Bohemi b;
So hright they glow. When the Moontebanks of Bohemnia pass by our way

1 shall buy for thee all the most beautiful gypsy shawls
Their dainty petals are as silk, they glisten Chat all the maidens may be jealows.
As radiam wings, " i
: : P s When the Moimtchanks of Bochnta pass by our way
AR e SR 1 shall buy for thee all their hirds and all their flowers.
i S [ shall cover thee with roses and with violets;, with lilacs and

Be kind, O earth, nurse them' with dews and showers with marigolds.

, That they may grow—
O daigics white, O starry maiden flowers
1 love you 5o,

But—when the Mountebanks of Bobemia passied by our way,
My poor beloved, 1 bought for thee a coffin lined with satin and velvet,
Where | myseli faid thee, adored skeleton of my fancee.
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SIXTH CHAMBER MUSIC CONCERT
Lerz-WILLEKE QQUARTET

HWednesday Afternoon, March 16, 1932

'Y

SEVENTH ARTISTS' RECITAL, COURSE B
Cowcerr of Cuamner Music
By Younc AsmericAn Coxrostas

Wednesday Afternoon, March 23, 1932

-

SEVENTH ARTISTS' RECITAL, COUR

RoSINA AWD Jos
{two-plano 1

LueviNNg
9]

Wednesday Afternoon, March 30, 1932

The concerts will begin at three o'clock: precisely
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PROGRAM

.

ress in song oot Malashkine

hteenth century
Cradle Song of Death.....

{From the Cycle

Oh could T but exg

ices and

D

*Spanish Seren:
*Dai

*I'll go. T'll-.come. wAllexander Grotchawinoff

aninaff

Five Vocalises { Songs without Words)
-

(a) Etude Gabricl Fawri

(DY HabBamera s easse o ressmsiosias ossssenssms sessnssassase Mouricy Rav
B ) s TP ge Prokof
A B T 1T E v T U o s difittel Barlow

[V OCHHER i sssrasssassess esponsassasnen S o7G1 Eachmaninoff

Intermission

I

The Faltering Dusl oo Walter Kramer

Georges Migo!

#Les Baladins ' (The Mountel

calmes dans le demi jour Berstard | W agengar
*Bird with Golden Throat foaguis Nin
(From ald Spanish)
Atnuri, Amuri Goni. Sadsro
( Sicilian)

Homrs Kocaw at the piana

Steinway Piang

*Diedicated to Mo Kushew




ten T JUNGS

shikin
M. Soskice

arbutus trecs f“l. if 1 could
e eruel

TEpEe
2 Iy Song,
dyies 10 breezes so gentle and sweet i wl be at peace
= s ret didet thou bt hear the stea
¢ in @ rhythmic mirth ; | -A:Alrrr tratn
i thy hear break
1 grasses and heather and when somber night de enils L v hreak,
w deep caks of gray
of our despair
wingale chants a Song.

Foaguin Nin i nds of moaning |
A, How expiring, casts but a dim, fick

B ch with golden beak .
Sings hrightly, sings clearly . I comes knocking.

And. sheds G
St @ wr desists from her rocking,
SR e | ; iend, calm thy fo tlespair |
See, through the window peeps the pale morrow,
ng and wate forlorn,

‘ouldst thow not hush thy poor
My song-is sweeter than thin

SO 3
“Oh love, oh love, () sing no more, I entreat |

What have you done to me? igns, sce his agony ceas
My senses you tave overwhelmed with wild gon ot

g, old fcllow, let us go home— Thou-accursed Death,

how thy singing doth blight my baby, my jov |

ter,, [ can say no more, _ L
[ have forgotten bali th' Ave Marki, “Nay; peaceful dreams to thy son L-am bringi
Ahl Cet along, ofd fellow, let us go home— 5 . hush thee, my bay: »
I have forgotten half th' Ave Maria; Y instant, feind D‘ia:h., vease thy strain!
Get along, old fellow, et us go home— Cease, or my darling must die . '
g “Gee, there, he slumbers, my song still'd his pain;
P

A
Hush-a-by, |
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JUILEIARD SCHOOL OF MUSIEC

®
SEASON 1931-1932

&

ARTISTS RECITALS-COURSE B

$

SEVENTH RECITAL

WEDMNESDAY 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

Rostwa axp Joser LEEVINNE
(two-piano recital }

Wednesday Afternoon, March 30, 1932

A

SEVENTH CHAMBER MUSIC CONCERT
PrrSINGER QUARTET
Wednesday Afternoon, April 6, 1932

*

SEVENTH ARTISTS' RECITAL, COURSE, B
Roserr Crawrorn, Tenor
Inez Lavrirawo, Fiolinist
Wednesday Afternoon, April 13, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*
1

Senata for Plano and Vielin

Ulric Cole

Moderato
Scherzo—Allegro moderata
Intermezzo—Andante languido
Moderato, allegro con brio
Urric CoLg, Pigno
Moses Luvixg, Fiolin

I

-
Fantasie for Two Pianos )

Nicolai Beresowsky

Bevra DuFrey
Paur Norpors

11

Antonio. Lova

A Lament
Le jardin
Les Silhouettes
A Poet's Dream
A Sea Bird
Evxa Wersg, Soprano
The Composer at the piano

v

Ouintet for Piano, two Violins,
Viola, and Violoncello,

Vittario Giannini

Allegro con spirito
Adagio
Allegra

Drans BernNiarp, Piaio
Cuarces Licater, Fiolin
Josern KN1TZER, Fiolin
Davio Dawson, Fiola
MitprED SANDERS, 'Cello

Steinway Pianos
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JUILLIARD SCHOOL OF MUSIC

®
SEASON 1931-1932

@

ARTISTS" RECITALS-COURSE A

SEVENTH RECITAL

WEDNESDAY AFTERNOON, MARCH 30, 1932

at Three o'clock precisely

.

ROSINA AND JOSEF LHEVINNE

PIANISTS

130 CLAREMONT AVENUE
NEW YORK CITY




SEVENTH CHAMBER MUSIC CONCERT
PERSINGER QDUARTET
Wednesday Afternoon, April 6, 1932

SEVENTH ARTISTS' RECITAL, COURSE B
Rozerr: CrAwFORD, Haritone
Ingz Laurtrano, Fiolinist

Wednvesday Afternoon, April 13, 1932

EIGHTH ARTISTS" RECITAL, COURSE A
Paur, KocnAnser, Fi
Wednesday Afiernoon, April 20, 1932

The concerts will begin at three o'dlock precizely

PROGRAM

*
1

(For four hands)

Fantasy in F minor. Schubert

Allegro, malts moderato, largo, allegra vivace, tempo No. 1

IT
( For two pianos)
Prelude, Fugue and Variation (originally for organ).....César Franck
Impromptit on Schumann's “Manfred! . ...t COHECRE

Canon i A flat Sechumann

(Arranged for two pranos by Debussy)

Valse (Manuseript) Andrezzo.C. Haigh

m
(Piano solo}

Mazurka in A minor; op. posth -Chapin

Mazurka in G major, op: 30, Now Lirsimsssisssmssens e OHODIN

Ballade in F minor o hopii

Istamey (Oriental fantasy) Balakireff

Baldwin Piaios




JUILLIARD SCHOOL OF MUSIC

@
SEASON 1931-1932

*

ARTISTS" RECITALS - COURSE B

4

SEVENTH RECITAL
WEDNESDAY AFTERNOON, APRIL 13, 1932

at Three o’clock precisely
ROBERT CRAWFORD, Baritone
INEZ LAURITANO, Violinist

130 CLAREMONT AVENUE
NEW YORK CITY




EIGHTH ARTISTS RECITAL, COURSE A
Paur, Kocaanskr, Fiolinist
Wednesday Afternoon, April 20, 1932

EIGHTH CHAMBER MUSIC CONCERT
BARRERE WiND ExsEMBLE
Wednesday Afternoon, April 27, 1932

+*

EIGHTH ARTISTS RECITAL, COURSE B
SascaA GoronwITzKy, Fianist
Mary Becker; Violinist
Wednesday Afternoon, May 4, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*

I

Symphonie Espagnole
Allegro non troppo
Andante
Rondo Allegro
Ingz LAURITANO

Ii
Vier Ernste Gesange Bralams

() “Dein es gehet dem Menschen!

(h) “Tch wandte mich”

(¢) "0 Tod, wie bitter hist dn™

(d) “Wenn ich mit Menschen und mit Engelszungen redete”

RorerT CRAWFORD

Variations on a theme by Corelli Tartini-Kreisler

Sicilienne Paradis-Dushkin

Apris un réve. T Fauré-Elnan
Schierzo-Tarantelle, Wignivwski

Ixgz LAURITANO

v
The Windmill Colin Tavlor

The Market Girl Arnold Bax

Pappy Flower

Pagan Flower Robert Crawford

Revolt

The Glory Road Tacques Wolfe
Roperr CrawFORD

Lixa Nauswaere at the piano for Miss Lauritano
Artuur PErersow at the piano for Mr. Crawford

Steinway Piaio
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EIGHTH RECITAL

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

o _.:_-1$ru" el

i s
) e e .

L2

PAUL KOCHANSKI

VIOLINIST

130 CLAREMONT AVENUE
NEW YORK CITY




EIGHTH CHAMBER MUSIC CONCERT
Barrire Winp ExNsEMBLE

Wednesday Afternoon, April 27, 1932

EIGHTH ARTISTS' RECITAL, COURSE B

Sascua Gomonnirzxt, Flanist

Mary Brcker, Fiolinist

Wednesday Aftermoon, May 4, 1932

The concerts will begin at three o'clocle precisely

PROGRAM

*

Sonata VA mMEJOr GRS s s DA RIS

Alleara amahile
Andante tranguillo

Allegretto grazioso (quasi andante)

11
Sonata, “The Devil's Trill" i Lartin

Larghetto, Allegro. energico,

Grave, Allegro assai, trillo del Diavolo

1

Paigrane e AT R R e v

Suite populaire Espagnole ~de Falla

(e) El Pafio Moruno
() Nana

(¢) Polo

(d) Asturjana

(¢) Jota

Pierrg LueosHurz at the Piano

Steinway Piano




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 GORODNITZKI, Pianist

130 CLAREMONT AVENUE
MEW YORK CITY




+

FINAL ARTISTS' RECITAL
Season 1931-1932

Wednesday Afternoon Courses

&

PROGRAM

*

in GG minor,

Allegro moderato
Adagio
Finale
Mary BECKER

1L

Sonata in A major, opus 101 Beethoven

Allegretto, ma non trappe
Vivace alla marcia
Adagio, ma not troppo, con affetto
Tempo del primo pezzo
Allegro
Sascaa GORODNITZET

jaes

Chawsson
Many BECKER

IV

Variations on a theme of Paganini; Books L and 1L Brafius

Sascia GORODNITZEL

Grecouy AsHMAN at the piano for Miss Becker

Steinzay Piano
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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

L 4

.

December 25 1931 v, «Musical Art Quartet
December 23, 193] .ot John Erskine, pianist; Paul Kachanski, violinist
LRV R L et Gordon Quartet
February 3, 1932, oo e s nenesen EISAUCOT TFIO
February 24, 1932.......c.cc0....... ...Carl Friedberg, pianist: Felix Salmond, ‘cellist
March 16, IQFZLN: Willeke Quartet
APHIE, 19820 i st sermenecnnnn PEISINGEr Quartet

April 27, 13?33[“ Wind Ensemble

®
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
Blonas Vacle Cis

JUILLIARD SCHOOL OF MUSIC
*

COURSE OF CHAMBER MUSIC CONCERTS

subscription(s)

| enclose my cheque to the amount of § for
to the course of Eight Recitals.

Name.

Each subscription $8.00 Address.

Flease make cheques payable to
W. |. BERCOLD, Accountant
130 Claremont Ave., New York City

Please address communications to the Concert Department




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
Psul Bernard, Second Volin

Marie Roemaet-Rosanoff, ‘Cellist
Louis Kaufman, Viola

130 CLAREMONT AVENUE
NEW YORK CITY




FIRST ARTISTS' RECITAL, COURSE B

IsaBerLLE YALROVSKY, Planist
SApA SHUCHART, Piolinist

Wednesday Afternoon, December 9, 1931

*

SECOND ARTISTS RECITAL, COURSE A
Frrx Sazmoxn, "Cellist

Wednesday Afternoon, December 16, 1931
+

SECOND CHAMBER MUSIC CONCERT
Joux Ersking, Pianist
Pavr, Kocuansgr, Fiolinist

Wednesday Afternoon, December 23, 1931

The concerts will always begin at three o'clock precisely

PROGRAM

Quartet in C major, Opus 54, No. 2.t Haydn

Vivace
Adagio
Minuetto

Adagio—Presto—Adagio

Quartet in D major ..César Franck

Poco lento
Scherzo
Larghetto

Allegro- molto




JUILLIARD sCHOOL OF MUSHE

L 4
SEASON 1931:1939
L 2
COURSE OF

CHAMBER MUSIC CONCERTS

L

SECOND CONCERT

WEDNESDAY AFTERNOON, DECEMBER 23
at Three o'clock precisely

&

PAUL KOCHANSKI, Violinist
JOHN ERSKINE, Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




SECOND ARTISTS RECITAL, COURSE B
WiLtiaxe BELLER, Pianist

AMERICAN Vocarn Quarter
In a eoncert version of “The Gondoliers”
of Sullivan

More Gourp, Sapranc
Herex Lockwoon, Contralto
Wittaro Youne, Tenor
Grorce Newrox, Bass
Wednesday Afternaon, December 30, 1931

THIRD ARTISTS' RECITAL, COURSE A
Harorn Baver, Pianist
Wednesday Afternoon; Janwary 6, 1932

*

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

The concerts will begin at three o'clock precisely

PROGRAM

Sonata in E major.

Adagio
Allegro
Adagio ma non tanto
Allegro

Sonata in B-flat major

Largo, Allegro
Andante

Allegretto

Sonata in ¥ major, Opus 24

Mozari

Beethowven

Allegro

Adagio molto espressivo
Allegro molto (Scherzo)
Allegro ma non troppa: ( Rondo)

Steinway Pigno




JUILLITARD 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 Paul Robyn, Viola
Ralph Silverman, Second Violin Naoum Benditzky, ‘Cello

Assisting Artist - - - Muriel Kerr, Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




FOURTH ARTISTS' RECITAL, COURSE A
Louis Persivcer, Fiolinist
Wednesday Afternoon, Tanuary 27, 1932

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

‘The concerts will begin at three o'clock precisely

PROGRAM

I
Quartet in G major, Opus 77, No. 1

Allegro Moderato
Adagio
Menuetto—Presto
Finale, Presta

American Kaleidoscope

Piano Quartet in A major, Opus 30

Animé
Trés calme

Simple et sans hate
Animé

Steinway Piano

Werner Janssen

Chausson




g/:a/ﬁﬁs

JUILLIARD SCHOOL OF MUSIC

COURSE OF

CHAMBER MUSIC CONCE

&

FOURTH CONCERT
WEDNESDAY AFTERNOON, FEBRUARY 3, 1932

at Three o'clock precisely

THE ELSHUCO TRIO

(Founded by Willem Willeke)

KARL KRAEUTER, Violin WILLEM WILLEKE, Violoncello
AURELIO GIORN!|, Piano

130 CLAREMONT AVENUE
NEW YORK CITY




FOURTH ARTISTS' RECITAL, COURSE B
CaTaERINE Fiitn, Soprano
JeromE Rarparort, Pignist
Wednesday Afternoon, February 10, 1932

*

FIFTH ARTISTS' RECITAL, COURSE A
Berye, RuminsTeIN, Pionist
Wednesday Afternoon, Febriary 17, 1932

+

FIFTH CHAMBER MUSIC CONCERT
Cary, FrigpERe, Pianist
Ferx Sarmonp, ‘Cellist
Wednesday Afternoon, February 24, 1932

The concerts will begin at three o'clock precisely

PROGRAM

Trio in B major, opus 8§ Brahms

Allegro con brio
Scherzo (allegro molta)
Adagio

Allegro

Trio in B-flat major, opts 99......c.covoveeeerrresninenens Sehubert

Allegro moderato
Andante—un poco mosso
Scherzo (allegro)

Rondo: (allegro vivace)




JUILLIARD SCHOOL OF MUSIC

&

SEASON 1931-1932

&

COURSE OF
CHAMBER MUSIC CONCERTS

s

FIFTH CONCERT
WEDNESDAY AFTERNOON, FEBRUARY 24, 1932

at Three o'clock precisely

&

CARL FRIEDBERG

PIANIST

FELIX SALMOND

‘CELLIST

130 CLAREMONT AVENUE
NEW YORK CITY




FIFTH ARTISTS RECITAL, COURSE B
Inca Hitr, Contralto

Erra K. SCHTFF—DPAULINE STERNLICHT
(in compositions for two pianos)

Wednesday Afternoon, March 2, 1932
*

SIXTH ARTISTS' RECITAL, COURSE A
MNina Kosuerz, Soprano
Wednesday Afternoon, March 9, 1932
+
SIXTH CHAMBER MUSIC CONCERT

LErz-WiLLEKE QUARTET
Wednesday Afternoon, March 16, 1932

The concerts will begin at three o'clock precisely

PROGRAM

*
1
Sonata No. 1 in E minor, Opus 38

Allegro ma non troppo
Allegretto quasi Menuetto
Allegro

11

Sonata in A major, Opus 69

Allegro ma non tanto
Scherzo, allegro molto
Adagio cantabile

Allegro vivace

111

Sonata Ne. 2, in F major, Opus 99,

Allegro vivace
Adagio affettuoso
Allegro passionato
Allegro melto

Steinway Piano

Brahms

i Beethoven

cieinis.Brahms




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 CONRAD HELD, Viola
MOSES LEVINE, Violin WILLEM WILLEKE, ‘Cello

Assisting Artist, GUSTAV LANGENUS, Clarinet




SIXTH ARTISTS' RECITAL, COURSE B

Cowcerr or Caameer Music
By Youne AMERICAN COMPORERS

Wednesday Afternoon, March 23, 1932

SEVENTH ARTISTS' RECITAL, COURSE A

RosiNa AND Joskr LHEVINSE
(two-piana recital }

Hednesday Afternoon, March 30, 1932

SEVENTH CHAMBER MUSIC CONCERT
PERSINGER QUARTET

Wednesday Afternoon, April o, 1932

The coneerts will begin at three o'clock precisely

PROGRAM

+

Ouartet No. 12 in E-flat major, op. 127. Beethowven

Maestoso, allegro

Adagio, ma non troppo e molto eantabile
Scherzando vivace

Finale

IT

Quintet for Clarinet and Strings

in B minor, op. 1150 s i Bralms

Allegra
Adagio
Andantino

Can moto




JUILLIARD SCHOOL OF MUSIC

&

SEASON 1931-1932

&

COURSE OF
CHAMBER MUSIC CONCERTS

&

SEVENTH CONCERT
WEDNESDAY AFTERNOON, APRIL 6, 1932

at Three o'clock precisely

@

PERSINGER QUARTET

LOUIS PERSINGER, Violin DAVID DAWSON, Viola
DOROTHY MINTY, Violin VIRGINIA QUARLES, 'Cello

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

SEVENTH ARTISTS' RECITAL, COURSE B
Roperr CRAWFORD, Baritone T
IxEz Lauritano, Fialinist
Weednzsday Afternoony Aprit 13, 1932 Quartet in C major (Koechel's catalogue No. 564)..Mozart
Adagio—Allezro
Andante cantabile
Menuetto

EIGHTH ARTISTS' RECITAL, COURSE A Molto allegro
Pavr Kocaaxsxr, Fiolinist
Wednesday Afternoon, April 20, 1932

11

Variations (“Death and the Maiden™) from
the 1D minor Quartet ., waSchubert

EIGHTH CHAMBER MUSIC CONCERT
BARRERE, WIND ENSEMBLE
Wednesday Afternoon, April 27, 1932

1

e ooockis will benin et thes wicloele precisely Quartet in D-flat major, opus 15... Dolmanyi

Andante—Allegro—Andante
Presto acciacato
Molto adagio—Animato—Andante
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JUILLIARD. SCHOOL, OF MUSIC

®
SEASON 1931-1932

L 2

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

Sascua GoropNiTZRL, Planist
Mary Becker, Fiolinist

Wodnosday Afternoan, May 4, 1932

‘The concert will begin at three o'clock precisely

PROGRAM

1
Sinfonietta, Op. 188 Toachim Raff
(Two futes, two oboes, two clarfiets, two hassoons, two hoims)
Allegro—allegro molio

Larghetto—vivace

1
Rondine, L. wan Beeth
(Two borns, twa oboes, two clarinets, two hassoons)

111
Four Transcriptions ( Juilliard edition)
{ Flute, ohoe, clarinet, horn, bassoon )
{a) Sonating Actus Tragicu I. S. Bach
(&) Petite Marche. L.. Delibes
(c) Pastorale L. Strawinsky

(#) The Harmonica Player D (uton

Intermission
v
Lied and Scherzo, Op. 54. Fl. Schmitt (1910)
{Double wind quintette with horn principal)

v

Kanonische Sonatine, Op. 31, No. 3 F. Hindémith
{Two Autes)
Munter
Capriceio
Presto

V1

Le Bal de Beatrice d'Este R. Huahn
(Two flutes, oboe, two clarinets, two basscons; two horns, trumpet,
tympani, two harps, piano)

Entrée pour Ludovic e More
Lesquercade

Romanesque

Iberienne.

Léda et I'Oisean

Courante

Salut final an due de Milan

Assisted by_l;ﬁu_ﬁw at the Fiano
'HUR JoxEes, Harp

Josgrm Pizzo, Harp

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

*

ANNOUNCEMENT

The Graduate School will offer a course of ten Chamber
Music Concerts on successive Wednesday evenings,
beginning January 11 and ending March 15, 1933. Mem-
bers of the faculty, 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 obtained at the Concert Department of
the Juilliard Graduate School after December 22.

173

JUILLIARD SCHOOL OF MUSIC
*
COURSE OF CHAMBER MUSIC CONCERTS

| enclose my cheque to the amount of ‘R for subscription(s)
to the course of Ten Concerts.

Each subscription $3.00
Please make cheques payable to
W. J. BERGOLD, Accountant
130 Claremont Ave., New York

Please address communications to the Concert Department




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

L 4

COURSE OF
CHAMBER MUSIC CONCERTS

*

FIRST CONCERT

WEDNESDAY EVENING, JANUARY 11, 1933
at Eight-thirty promptly

PROCRAM OF FRENCH CHAMBER MUSIC

4

FELIX SALMOND, 'Cello

MARY BECKER, Violin LOUISE ROOD, Viola
ADELINA MASINO, Violin  ARTHUR STILLMAN, Viola
DIANE BERNHARD, Piano
ALICE QUARLES, Piano
SIDNEY SUKQENIG, Piano

130 CLAREMONT AVENUE
NEW YORK CITY




*
SECOND CONCERT
January 18, 1933
GorpoX STRING QUARTET

»

PROGRAM

+

Quartet in C minor for Piano and Strings, Op. 15.........Gabriel Fauré
Allegramelio moderato
Scherzo—allegro vivo
Adagio
Allegro molta
SIDREY SUKOENEG.
Mary Bze ¥
ARTHUR STILLMAN
Ferme Sarsoxn

sonata No. 1 in F-sharp minor for Pigno and "Cello..,.....fean Hird
(in one movement)
ALICE QUARLES......c.Piano
FErax: SALMOND..'Cello

1

Quintet in I minor for Piano and Stringsi. e César Franck

Molto moderato quasi lento—allegra

Lénto, con molto sentimenta

Allegra non troppo con fuoco
DIANE BERNHARD,......Piano
Mary BECKER..c.cc..Violin
ADELINA: A Fiolin
Louisz Roo fa
Frrre Saraonni...

Steindlay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

@

COURSE OF
CHAMBER MUSIC CONCERTS

®

SECOND CONCERT

WEDNESDAY EVENING, JANUARY 18, 1933
at Eight-thirty promptly

%

GCORDON STRING QUARTET

(Founded in 1921)
JACQUES GORDON, First Violin
RALPH SILVERMAN, Second Violin
PAUL ROBYN, Viola

NAOUM BENDITZKY, 'Cello

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

*

Quartet, Opus 76, No. 5, in D major Haydn
Allegretto—Allegro
Largo (Cantabile e Mesto)
Menuetta ( Allegro)
Finale (Presto)

*
1I

THIRD CONCERT
Janyary 25,1933 Four Diversions, Opns: 32 i, Lonis Gruenberg

Allegro moderato
Mederato ed a capriccio
NIcE DAVEN . ' x
Jawice DAVENFORT, Soprano Andante moderato ¢ delicato
Tur Quarses Trio Allegro burlando

James Frisxix, Fianist

*

111

Quartet, Opus 133, in F major......
Allegretio
Vivace
Lento assai, cantante o tranguillo
Grave, ma non troppo tratto—Adlegro
(“Muss es sein? s muss sein! Es muss seinl”)

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

&

COURSE OF
CHAMBER MUSIC CONCERTS

4

THIRD CONCERT

WEDNESDAY EVENING, JANUARY 25, 1933
at Eight-thirty promptly

&

JAMES FRISKIN, Pianist
JANICE DAVENPORT, Soprano
THE QUARLES TRIO

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

1
Chorate Prelude, “0 Lamin Gottes, unschuldig’ fach
{transcribed by “Fausig)
Chorale; “Ertodt uns durch dein’ Gitte ... i ceeeessonss Bach
(transcribed by Rummel)
Chorale Prelude; “Wir glanben all' an einen Gott”
{transeribed by Tausig)
* ) with Thirty Variatior
FOURTH CONCERT
g d, 1933

Un/ poco wivace (6-8

o (4-4), 10, Fu

|

- 50 (2-2): Allegro !
i Sest o [ ¢ 190 Allegretto
(. 2 e ol nte (4-4),
Cranies Licaren ; : 3 1 Ol
o L 4 legro (3-4).
Max Cans 0. moderato
Harry Fucis.......Fioloncello 50 (4-4),

Jases Frisuiw
11

“Grossmichtige Prinzessin®
from “Ariadne auf Naxos!

Zerhinetta's Ar:

i o Bichard Striiss
Jarick Davixrors
Brooxs Syve at thé piang

11
Trig in D minor, Op. 63, No. 1

Scltusiran
Mit Energie und Leidenschaft
Lebhaft, doch nicht zit rasch

Langsam, mit inniger Empfindung
Mit Fewer

ALICE QUARLES
MArGuRErTE QUARL

VIRGINIA (UARLES....Violoncello

Steineay Piano
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JUILLIARD SCHOOL OF MUSIC

SEASON 1532-1933

COURSE OF
CHAMBER MUSIC CONCERTS

L4

FOURTH CONCERT

WEDNESDAY EVENING, FEBRUARY 1, 1933

R

at Eight-thirty promptly

L 4

SONIA ESSIN Contralto
ALBERT STOESSEL it Violin
HARRY CGLICKMAN

CHARLES LICHTER Viola
MAX CAHN Viola
HARRY FUCHS Violencello

130 CLAREMONT AVENUE
NEW YORK CITY




*
FIFTH CONCERT
February &, 1933

Grorees BARReR

CARLOS SALZEDD

Horace Brrrr

PAUL NORDOFE...qisesrecsssenss Pimie

*

PROGRAM
1

Quari¢t No. 1 in € minoy, Opus 51 Brahus

Allegra

Romanze—Poco Adagio

Allegro molto moderto e conmdo

Finale—#
\LEERT STOESSEL i Crar acuTER, Fipla
Hanrey Gricesax, Violin Harey Fucns, 'Collo

Aufenthalt Sehubert

Die Krihe 2 Sehiibert

Verzgen Rraltms

Midchenlied Bralums

Glickes Genug Strauss

Caecilie Straess

Sonta Essin
Hapors Syura at the Piano

Quintet in G minor. Mosart

Allegro
Menuetto
Adagio ma ton troppo
Adagio—Allegro
ArsrRT SroEssiL, Fiolin CirarLes Licarir, Fisla
Harry Gricxmax, Fiolin Max Canw, Fiola
Hagsy Fuens, 'Cello

Steinwoay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

&

'.“J-u.'_h_'i""f'["l‘*‘__‘;f .

COURSE OF
CHAMBER MUSIC CONCERTS

s

W g sl e,
- A

FIFTH CONCERT

WEDNESDAY EVENING, FEBRUARY 8, 1933
at Eight-thirty promptly

L -l
S, T
]

3
)

W
k!
£
8
&

*

Ceorges Carlos Horace

BARRERE — SALZEDO — BRITT

in Chamb-er Music for
FLUTE, HARP AND "CELLO

and

PAUL NORDOFF, pianist

130 CLAREMONT AVENUE
NEW YORK CITY




*

SIXTH CONCERT

February 15, 1933

Lovis PERSINGER.....

Maryaort FurtoN
Dorotay Minty

Davip Dawsow. ..
Vircinia QUARLES.....

MiLphen SANDERS
nd
Murier, Kere

..... Violinist

Fiolinist
Violinist
wViola
wese Collist
S Cellist

Planist

PROGRAM

Piéces en Concert Jean-Philippe Ramean
La Pantomime
La Timide
L'Indiserete
La Cupis
Tambourins

Messrs. Barrire, Sarzeno, Brire

11
Children's Carner. Claude Debussy
(transeribed from the piano for harp, fute; and ‘cello
by Camros Sarzenn)
Doctor Gradis ad Parnassum
Jumba's Lufl
The Da erenade
The Snow 15 Dancing
The Little Shepherd
Golliwog's Cake-Wall

Messrs. BARRERE, Sarzepo, BriTr

Ix
Prelude, Atia and Finale César Franck

Pavrn Norpore

w
TPoem, Charles T. Griffes

FEORGES BARRERE
Canos Sarzeno at the Piano

v
Sonatine en Trio Maurice Ravel
(transoribed from. the piano for harp, fAute; and "cello

by Carvos Sarzeno)

Modéré
Mouvement de Memet
Animé

Messrs. BARRERE, Sarzeno, Brivr

Mg. Satzeno uses the Lyon ond Healy Horp exclusively

Steinwyay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 19321933

s

COURSE OF
CHAMBER MUSIC CONCERTS

s

SIXTH CONCERT

WEDNESDAY EVENING, FEBRUARY 15, 1933
at Eight-thirty promptly

&

LOUIS PERSINGER
MARJORIE FULTON
DOROTHY MINTY
DAVID DAWSON
VIRGINIA QUARLES
MILDRED SANDERS

and

MURIEL KERR

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

*

1
Cuartet in B-flat major (Kéchel's catalogite No. 4581 Hogart

Allegro vivace assai
Menuctto

Adagio

Allegro assi

+ Lours PERSINGER Davip Dawsox
Marjorig Forron VIRGINTA QIUARLES
SEVENTH CONCERT
February 22, 1933

HELEX SNOWi....

Janmcy KraUsHAAR.

CHARLES CARLILE.. p Allegretto ben moderato

Allegro

7 Recitativo-Fantasia
assisted by Allegretto poen mosso

Cart FRIEDBERG.

Erngst HuTcHESO?

Sonata in A major Franck

Rayyoxn MIDDLETON.

Munrigl Keng Lours PERSINGER

-
INTERMISSION

111

Quartet in A minor Kreisler

Fantasia
Scherzo
Romanze
Finale

Louis PERSINGER Davin Dawson
Dororay Mixty MILDRED SANDERS

Steinwoy Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

L

COURSE OF
CHAMBER MUSIC CONCERTS

*

SEVENTH CONCERT

WEDNESDAY EVENING, FEBRUARY 22, 1933
at Eight-thirty promptly

L 4

HELEN SNOW Soprano

JANICE KRAUSHAAR......Contralto

CHARLES CARLILE...........Tenor

RAYMOND MIDDLETON.......Bass
assisted by

CARL FRIEDBERG.........c.......Pianist

ERNEST HUTCHESON.........Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




+*

EIGHTH CONCERT
March 1, 1933

HANS LEMZ i

FrEpERICK DULDRINI

DAVID DAWSON: i iriresiasas
MoRRIS BRENNER . .rmsusesres Fiola
Rura Hitn..i... 'Cello
MILDRED SANDERS. 'Cello

FrAsEr GANGE. Baritone
Oscar WAGNER Pianist

*

PROCRAM OF VOCAL QUARTETS

-

Spanisches Liederspiel, Op.

Erste B g 5 and Alwo
Tnte ; ; Tenor and Bass
Lithesg: S and Alto
In der Nacht Sop and Tenor
Es ist verrath oprano. and Tenor
Melancholie Alto
Gestindni Tenor
Baotschaft Soprano aml Alto
Der Contrabandis Baritone
Ich bin geliebt... soprano, Alto, Tenor and Bass

Ennvnn Hory at the Piano

Der Abend, Op. 64, No. 2

Brahms

Wechsellied zum Tanz, Op. 31, No. 1

Brahms

T'he inciif couple. Alto and Bass
The tender couple s and Tenor

Eoxuso Houy at the Piano

IKTERMISSTION

I

Licbeslieder, Op. 52

For Piano (four hands) and Voeal Quartet
Carr, Fugosees and Ernesr Hutcresox at the Piano

Steimoay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

£ 3

COURSE OF
CHAMBER MUSIC CONCERTS

*

EIGHTH CONCERT

WEDNESDAY EVENING, MARCH 1, 1933
at Eight-thirty promptly

4

HANS LETZ

FREDERICK BULDRINI

DAVID DAWSON Viola
MORRIS BRENNER Viola
RUTH HILL

Baritone

Pianist

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

+*

it

Senata for Piano and Violin, in A major, Op. 100.....cceersmene. Brakins

Allegro amabile
Andante tranguillo; vivace; andante; vivice di piu; andante vivace
Allegretto grazioso (quasi-andante)

Oscan Wacker and Hans Lurz
*
NINTH CONCERT
March 8, 1933

Traum durch die Dimmerung. LY (T
STRADIVARIUS (UARTET

Sch

WOLFE WOLFINSOH Nuuvvuereocnnssanreen 00N 0 Jesulein siis:

eiBach
Die Forelle Schubert

Nicuoras MOLDAVAR i Fiolin
Aryren Pocaon Viola

Der Doppelginger....... Sechubert
Frasir Gance, Baritone
Viora Perees at the piano

FLORENCE PACE KIMBALL..........S0prano

GEBALD WARBURG .....cooserrrersrusnssensens GG

v INTERMISSION
11

Verklirte Nacht, Op. 4. Sehoenberg
(after the poem of Richard Dehmel)

HaANS LETZ i P i0HN
Freprrick BULDRINI........FTolin
Davin Dawson..

Morris BrRENNER..

Rute HiLL.....

MILDRED SANDEES....

Steintoay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

L 2

COURSE OF
CHAMBER MUSIC CONCERTS

&

NINTH CONCERT

WEDNESDAY EVENING, MARCH 8, 1933

at Eight-thirty promptly
L

THE STRADIVARIUS QUARTET OF NEW YORK

WOLFE WOLFINSOHN..........c....Violin
ALFRED POCHON....ccocciimisiiicsienans Violin
NICHOLAS MOLDAVAN.......ccorViola
GERALD WARBURG...c.ivricersrrssennn.Cello

FLORENCE PAGE KIMBALL...Soprano

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM
»
1

Quartet in Cminor, Op, 18, NG, 4urvrervssersseessnreeseereessides 20 Beethoven
Allegro ma non tanto
Scherzo (Andante scherzdso quasi allegretto)
Menuetta (Allegretto)
Allegro

STRADIVARIUS QQUARTET
*

TENTH CONCERT

Mareh 15,1933

Le Balcon Debiissy

Cart FRIEDEERG..........Plano Chevaux de Boi Diebiissy

Pavr KocHANSKL...iolin Le Temps des Lilacs Chausson

FELIX SALMOND..........'Celly Nell Fauré

(in & program of Brahms Chamber Music)

Fleur Jetée Fauré

- Frorence Pack Kimsary, Soprano
Cevrus DoucHERTy at the piano

INTERMISSION

111

Quartet in-A minor; Op. 51, No. 2. wdohansies Bralms

Allegro non troppo
Andante moderato

Quasi menuetto moderato
Finale (Allegro non assai)

SrrADIVARIUS QUARTET

Stetmoay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1932-1933

L 4

COURSE OF
CHAMBER MUSIC CONCERTS

L 4

TENTH CONCERT

WEDNESDAY EVENING, MARCH 15, 1933

ht-thirty promptly
L 4
CARL FRIEDBERG....ccccccsesmmeniPiano

PAUL KOCHANSKI....corvvunns
FELIX SALMOND

In a program of Brahms Chamber Music

130 CLAREMONT AVENUE
NEW YORK CITY




Sonata in D1




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............YOCAL RECITAL
DECEMBER 15, 1936.......CHAMBER-MUSIC
JANUARY 12, 1937...............CHAMBER-MUSIC
FEBRUARY 9, 1937...........YOCAL RECITAL
MARCH 2,1937........ .CHAMBER-MUSIC
MARCH 23, 1937 VOCAL RECITAL
APRIL 13, 1937 CHAMBER-MUSIC

The faculty, graduates, and students of the Juilliard Graduate
School will participate in the programs.

@
THESE CONCERTS WILL BE FREE TO THE PUBLIC

&

Applications for fickets should be sent by mail to
THE CONCERT DEPARTMENT

130 Claremont Avenue
New York, N.Y.

JUILLIARD SCHOOL OF MUSIC

130 Claremont Avenue
o
RECITAL OF CHAMBER MUSIC
@

TUESDAY AFTERNOON, MARCH 2, 1937
at Five o'clock




JUILLIARD SCHOOL OF MUSIC

SEASON 1936-1937

RECITAL OF VOCAL MUSIC

TUESDAY AFTERNOON, NOVEMBER 24, 1936

at Five o'clock

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

L'amero saro costante -

= _ Mozart

(Il re pastore] cadenzas by J. Lauterbach
Viali obbligats__FREDERICK DVONCH

Volksliedchen
Mondnacht.__.
Auftrige...

DOROTHEA TORBESON

Sargius Kogen af the pigno

Cicelie:
Freundliche Yision
Zueignung
ROMOLO DE SPIRITO

Alberts Masielio at the pisns

Duets
Vergebliches Hoffen. .
Der Abschied.
Familien Gemalde.

Unter'm Fensfer

Schumann
Schumann

~Schumann

_ Richard Strauss
Richard Strauss
Richard Strauss

Dvorak
~ Dvorak
e Schumann

Schumann

VIRGINIA CONDON and ALBERT SIFFORD

Edmund Harn of fhe piana

8 1T e
Ahl Love but a day.
Hillssins

Alberfa Magiallo at the piano

___Richard Hagemann
Mrs. H. H. A. Beach
___Frank La Forge

PROGRAM

@
v

Seven songs: from tha:"Dichterliebe"
Im wunderschoenen Maona: Mai
Aus meinen Throenen sprisssen
Die Rose, die Lilia, dis Taube, dis Sonne
Wann ich in deinen Augen ssh’
Im: Rhoin, im heiligan Strome

lch arolls nicht
PAUL ONCLEY

Michael Field at the plana

Vi

Twenty-third Psalm for veoice, harp, and organ___..__.

[By request]

MAXINE STELLMAN
JOSEPH PIZZO.
GECRGE VOLKEL

Steinway Piano

Schumann

To: presarve the unity of the progeam thare will be no encoras

A Chamber Music pragram will be given on Decamber |5 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
NEW YORK CITY




PROGRAM
@

|

[Kéchel Catalag Mo. 518

Allagro
Manuetio [Allagreiio]
Adagio ma non troppo

Adagio — Allegro

ALICE ERICKSON. Violin

ALICE PLUMLEE — Wialin

FRANK BRIEFF_______ —Nigla

EUGENIE LIMBERG. . Yiola

FELIX SALMOND. - Violoncella

Internission

Quintet in C major for two viclins, vicla and
two violoncellos; op. 163.

Allegro ma non troppo
Adagio
Scherzo (Presto] Trio [Andante sostenuta)
Allegratte

FREDERICK DVORCH Vialin
HARRY GOSHKOWITZ______ ¥iolin
PAUL WINTER. =l
FELIX SALMOND________ visloncells

BERNARD GREENHOUSE __ Wiolanesllo

The third concert in this sarias will Be givan sn January 12 af five o'clock




JUILLIARD SCHOOL OF MUSIC

SEASON 1936-1937

CHAMBER MUSIC CONCERT

TUESDAY AFTERNOON, JANUARY 12, 1937

at five o'clock

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

&

Trio for piano, viclin and 'cello... . .Baspar Cassadé

Allagre riscluts
Tempo moderato & pasanfs
Recitative
Maodarata ed appassionato
Ronda, alleare vive

VERA APPLETON
GIZELLA EHRENWERTH.
ELEANOR ALLER

Cetet in C major, op. 7

Tréis modéré, Trés fougusux
Lantoment, Mouvement de valse bisn tythmés

BESSIE SIMOM.. —  Vialin
CARROLL GLENN._ Vialin
ESTHERSCHURE ______  Mislin
JANEGLENN ________ Vislin
LIMBERG Vicla
ALICE PLUMLEE Viola
ELEANOR ALLER
DORCTHY TREML

<+

Steinwoay Piano

The fourth concart in this series will be given on February 9, 1937




JUILLIARD SCHOOL OF MUSIC

SEASON 1936-1937

CHAMBER MUSIC CONCERT

TUESDAY AFTERNOON, MARCH 2, 1937

at Five o'clock

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




PROGRAM

Tric in © major, Op. 15, Ne. 3. m Mozart

Allegro
Andante cantabile
Allegro
IRENE BOTTS. i ___Piana
EUGENIE LIMBERG —Niala
FELIX SALMOMND Violancella

Sonata in D miner for pianc and vicloncello. . .. Debussy
(Compased in the summar of I715]
Prologus

Sérénada ot Finala

DAVID STIMER — Piano
FELIX SALMORD __Vicloneslo

il

Quartet in C miner for piancforte and strings, Op. s Brabhms

Allagro nen troppo
Scherzo — Allegro
Andanta
Allagre commoda
EMMA ENDRES. — _Pane
BESSIESIMON __ Violin
EUGENIE LIMBERS.— S— /1] }
FELIX SALMOND________ __Vigloncello

Steinway Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1936-1937

RECITAL OF VOCAL MUSIC

P

Ef ;ﬁ‘;,(,ué..z&

TUESDAY AFTERNOON, FEBRUARY-9; 1937

at Five o'clock

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




PROGRAM

Tu lo sal

Torelli

Amor comanda

MNotte

Canto di primaver

GERTRUDE GIRSON

Sergius Kagan at the piano

Waldseligkeit
Und Gestern hat er mir Rosen gebracht
Hat dich die Liebe berihrt

MARVEL BIDDLE

Ruth Cumbie af the planc

...Héndel
__Respighi

Cimara

. Joseph Marx
. Joseph Marx

Joseph Marx

As When the Dove ["Acis and Galatea'). . — i Handel

Oboe obblipafo. Martin Leskow

Parto ["La Clemenza di Tito"]

Mozart

Clarimet obblipatoe. Leanard Goldstain
ELEANGCR BROWMNELL
Emma Endres af fhe pians.

PROGRAM

Celle que je préférs, ; Felix Fourdrain
Le petit gardeur de chévres . T i R. Lenormand
La chanson du verger fleuri - Rhené-Baton
e e s e —— . Saint-Sagns

VERA WEIKEL
Michas! Field af the piana

Komm, stisser Tod_ ... el T Bach

Verzagen..

Were you there? — 1. T. Burleigh
Ride On, King Jest . ~H. T. Burleigh

LOUISE BURGE

Sergiut Kagen af the piana

Vi

Chansons madécasse

MARION SELEE
Loma Wrarn. — Flute
Bernard Greenhouse  'Cello
Sergius Kagen. - Fina
Steinwoay Piano
b

Ta presarve the unity of the program there will be no encores

A Chamber music program will be given on March 2 at five o'cleck




JUILLIARD SCHOOL OF MUSIC

SEASON 1936-1937

CHAMBER MUSIC CONCERT

TUESDAY AFTERNOON, APRIL 13, 1937

at five o'clock

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




PROGRAM
&
I

Quintet for piana, twa vielins, vicla and viclencelle.

Allegra appassianats
Modarato
Allegre
{first parformanca)

EMMA ENDRES.
ALICE PLUMLEE
JANE GLENN.
FREEDA REISBERG_____
DOROTHY TREML __________ Viclonesllo

Quartef, opus 2

Andante poco rubate, Allegro
Lento assal tranquilio
Prasto
Allegra
JACOUES LARNER. ——Yiolin
GEORGE OCKNER Viclin
NATHAN GOTISCHALK.______ Wiols
BERNARD GREENHOUSE Miglencello

Intermission

Quintet in & major, opus | | 1.

Allagre non troppo ma eon brio
Adagio
Un paco allegratto
Yivace ma non troppo presto
EUGENIE LIMBERS Yialin
GEORGEDOCKMER.__ VMiolin
FRANK BRIEFF_____ Viols
HARRY HYAMS Viola
BERNARD GREENHOUSE____ Visloacello

Stetnivay Piano

Brahms







THE JUILLIARD SCHOOL OF MUSIC

A SERIES OF LECTURES

“ENGLISH POETS™
By JOHN ERSKINE

day Afterncons at five o'clock, at 130 Claremont Avenue

are
THE JUILLIARD GRADUA
120 Claremont Avenue

New York City

| enclose my chegue to the amount of $ g subscription(s)

to the course of Eight Lectures by John Erskine.

Name.

Each subscription $3.00 Address
Please make cheques payable to
W. |. BERGOLD, Accountant
130 Claremont Ave., New York City

Please address communications to the Concert Department
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JUILLIARD SCHOOL OF MUSIC
Course of Eight Lectures
S E NGBS PO RSS2
JOHN ERSKINE

| enclose my cheque to the amount of $ for

to the course of Eight Lectures by |ohn Erskine

Name

subscription(s)

Each subseription $3.00 Address

Please make cheques payable to
W. ). BERGOLD, Accountant
130 Claremont Ave., New York City

Please address communications to the Concert Department




THE JUILLIARD SCHOOL OF MUSIC

announces

A SERIES OF LECTURES

an

“THE MATERIALS OF POETRY”
By JOHN ERSKINE

Tuesday Afternoons at Five o’clock, at 130 Claremont Avenue

®

October  27......Plato—Symposium December Euripides—FElectra

November Homer—Iliad December  8......Homeric Hymns

November 10......Homer—Odyssey December 15......Herodotus

November 17...... Aeschylus—Prometheus Bound December 22......Lucretius

November Sophocles—Antigone January 5...... Virgil—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........ccooruverrrenrinnnss $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

NN A E N s

DR. JOHN ERSKINE

| enclose my cheque to the amount of §$. subscription (s)
to the course of Ten Lectures by Dr. John Erskine.

Name.

Address.

Each subscription $8.00
Please make cheques payable to
W. J. BERGOLD, Accountant
130 Claremont Ave., New York City

Please address communications to the Concert Department




JUILLIARD SCHOOL OF MUSIC

Course of Ten Lectures

“THE MATERIALS OF POETRY”

DR. JOHN ERSKINE

| enclose my cheque to the amount of $ subscription(s)

to the course of Ten Lectures by Dr. John Erskine.

Name.

Addres

Each subscription $8.00
Please make cheques payable to
W. |. BERGOLD, Accountant

130 Claremont Ave., New York City

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
Felix Salmond Cello
Albert Stoessel Vielin Karin Olson Mezzo Soprano
Harry Glickman Violin  |nga Hill Mezzo Soprano
Joseph Knitzer Yielin
George Wilkins Flute
Stephen Pecha Oboe Roland Partridge Tenor
William Vacchiano Trumpet Eugene Ramey TEReT
George WilliamVolkel,Organ
Hugh Porter Organ
Viola Peters Harpsichord Harold Boggess Baritone
Gregory Ashman Cembalo  George Britton Baritone

Martha Dwyer Soprano

Pauline Pierce Contralto

Julivs Huehn Baritone

Chorus of the Oratorio Society

Choristers of St. Thomas Episcopal Church
(courtesy of Dr. T. Tertius Noble)

Orchestra of the Juilliard School of Music
A
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.

The capacity of the Auditorium is limited to 1000 seats
and subscriptions 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 =and money orders payable to
W. J. Bergold, Accountant
130 Clsremont Avenue
New York City

Enclosed find check (or money order)

seats for Bach Festival, May 1,

Name

Address




JUILLIARD SCHOOL OF MUSIC
GRADUATE SCHOOL

SEASON 1933 -1934

BACH FESTIVAL

ALBERT STOESSEL, Conductor

L 4

First Concert
TUESDAY EVENING, MAY 1, 1934, at Eight-thirty o'clock
JUILLIARD CONCERT HALL

130 CLAREMONT AVENUE
NEW YORK CITY




PROGRAM

4.7 THE MACNIFICAT

1. Chorus, Mazgnificar anima mes Dominum

CANTATA Mo 104, THOU: CUIDE CF ISRAEL
. Ariasfor Me: ScRrans; Et exultavit spiritus
. Chorus, Thou Culde of |zrael MARTHA 1RWIN

Recitative (Tenorl,... i The Mighty Cuardian cares for me . Aria for:Sapranc Quia respexit humilitatem anciilae. xae

Asia (Tenar)... wiHis faze my Shepherd long is hiding Charte Fire

Recitative {Bass) & Thy word |s nurture o my spirit ohipla for - Bacs Ouia fecit mifi magra

HARDLD BOGCESS

Aria | Bass) Whom Jesus deigns His flock to number
Duat for Contialtd and Tenor, Et misericordia

Charate The Lord my. guide vouchsafes to-be INGA HILL. ROLAND: PARTRIGGE
ROLAND PARTRIDCE
HAROLD BOCCESS ...

Chiarle Fecit potentiam

Ana for Tenor ult potenies
ROLAND PARTRIDGE

CANTATA Na, 51, for Solo Seprano, |AUCHZET COTT |RE|OICE CREATLY) e ;
Atia for Contralim..se. ey rientes implevit: bonis

. INGA HILL
Aria Fraise ye; praise |ehovah all ve people

for Soprang, Mezzo Soprana,. and Conteal -Suzceplt |srael
Recitative Me warship in the holy temple = MARTHA: DWYER, MARTHA [RWIN, TNCA HILL

Aria.. Father, may Thy loving mercies fall on us as moming dew Siclit locutis: ost ad patres- nostros

Charale Al hetior, praise and, glary 2 Chon Cloria Patri, Filio et Spiritui Sancto

JOSEFHINE  ANTOINE.

WILLIAM  VACCHIAND, *

CHORLS 'OF THE ORATORID SOCIETY OF NEW YORK
CRCHESTRA OF THE JUILLIARD. SCHCOL OF MUSIC
CANTATA No: 53, for: Salo Centralto, STRIKE THOU HOUR IMMORTAL CGREGORY. ASHMAN.....

RISE STEVENS... ..Cantralto CEORGE WILLIAM VOLKEL.L......Otgon
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BACH FESTIVAL

First Concert
L 3

PROCRAM NOTES
by
ROLAND PARTRIDGE

TUESDAY EVENING, MAY 1, 1934




JOHANN SEBASTIAN BACH
{Born ar 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 Cermany from the time of Luther
to that of Bismarck, and indeed so numerous and s eminent were they in Thuringia: that
al Erfurt; 2l the town musicians were kriown as “Bachs.” even long after there were. ng
members of that family residing there. As a corvenience for purposes. of study, it has
long been the custom to divide the lives of great men into “pericds.’” and that of Bach
(3 with many other musicians) has 2 threefold division which i is well to-mention in
connecticn with a series of festival programs such as these

His life from 1708 to 1717 is usually referred 1o as the Welmar period during which
he planned out most of the great organ masterpleces.  From 1717 to 1723 he was at
Ciithen,  This period was most associated with instrumental works; the first volume of
the: "Well-tempered Clavichord,” the French and Eniglish Suites, sola vishin and ‘cella
ionatas and the "Brandenburg concertes”  From 1723 1o 1750 is the Leipzig pericd
The bulk of the cantatas, the Mass in B minor; the Passions, and the three compositions
of this first program are all of this last, “Leipzig" period,

It is often assumied that Bach was organist and choir-master at St Thomas's Church,
but this is a misunderstanding.  His official position was that of canfor at 31, Thomas's
Scheol, a school endowed to give fraining ta fifty-five boys for the singing of music at
four affiliated churches in Lelpzig.  Bach prepared the boys, took charge of the seryvice
at one of the two principal churches, and arranged the music: wiich meant that to'a
large degree he composed sultable music,

Ta 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 moming service,
which generally lasted about three hours, |t was also the usual eustom not to perform
the cantata as a whole, but to. divide it infto Iwo parls, separated by the sarmon and
several other parts of the liturgy.

CANTATA Mo, 104: “Du Hirte lsrael, Hire” (Thou Cuide of lerael)

This cantata. was written about 1725, in ather words in (he early years of Bach's
cantorate at Leipzig, and was designed for wse on the second Sunday after Easter. Spitta
finds it “a sacred pastoral which exhibits a b ful bination of tend and
Eravity, grace and depth”"  He points out how this Is carried out in the. first chorus
its triple rhythm, 2 droning bass, and the wse of cboes: and he compares it with the
Pastaral Sympheny of the Christmas Cratario,  [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 recitativel a bass aria of great
beauty, “Beglickte Heerde, Jesu Schafe (When Jesus deigns his flocks to number)
Like the opening chorus it has a charactenstic triple ehythm.  The work cloces with 2
charale 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 |1 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
arecitative and a chorale section. A brilfiant and spirited solo cantata: it manifests
effective use of vocal coloratura, which perhaps led Parey to think that it was originally
written for Bach's wife, Anna Magdalena.

The first section is a bravura exposition by the soprano and trurnget, “Praise God "
The feurth section is the chorale section, really a fantasia on “Sie Lob und Priess mit :
Ehren," the afleluia of which becomes a concerto for oprang and frympet in-a vigorous
Fugal style,

CANTATA No. 53 for Solo Alto Voice: “Schlage doch, gewlinsshte Stinde”
{Strike; Thou Hour}

This well-known work is nat strictly a cantata, but as given in the inseription of the
MS., & “mourning-aria”" 115 short length and non-liturgical nature would probably indi-
cate that it was nol intended for church use  Terry suggests that it was written for a
child’s funeral. The libretta has been attributed to Salomo Franck, and the date from
1723 10 1734 Much has been made of the fact that Bach here uses two bells, a liferal-
ness which some, including Forkel, have not |iked.

MAGNIFICAT in D major

At Leipzig on-the three High Festivals of the Church, It was custémary fo sing the
Latin (mstead of the German) Magnificat at the vesper service The order of 1he
Chrisimas service has been reconstructed from one of Bach's scores, and from this same
score fF 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 Lelpzig tradition in. that when the work was
performed, four chorales were nserted at various places between verses of the canticle,
From this procedure, a well a5 the fact that & sermon and a matet had come early [n the
service, Bach may have wished great conciseness; af any rate, conciceness of writing 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: Haly
Ghast, prophesied. “Blessed art thou among women,' etc, and |t is found in St Luke
I, 46-55. Bach made two settings of this-text, the other one for soprana solo, which,
though extant in 1855, 15 now lost.  The present wovk exists in twe vorsions. an older
i E-flat major; and a later ane in D 'major.

Each version of the text is treated &5 a separate movement.  All the choruses are in
five parts, and the orchestra 15 Bach's weual) festival orchestra—strings, flutes; oboes,
trumpets, timpani, and continug with occasional salo instruments; as the oboe d'amore:
As iz the case of the grear Mass in B minor, the Latin text brought with it cerfain
suggestions of |talian influence;

The first chorls, “Magnmificat," is dominated by a note of great jay and s treated
in sustained pelyphoay. The-second trebie solo which follows “Et exultavit” continues
this note of exaltation:

Mumber 3, "Quia respexit”—with oboe d'amore—is writlen to depict self-abasement,
and Bach used lang descending melodic phrases to bring out the literal meaning of the
ward “humilitatem,” which he further emphasizes by his own repetition of the word each
time it ‘octurs,  From number 3, Bach detached the last two words "Omnes Genera-
tiones," for separate treatment in a confrapuntal chorts, especially repeating the word
“omnes

The:"Quia fecit” is made intora bass aria with a splendid theme:

The next verse, “Et Misericordia,” a duet for. tenor and alto {accompanied with
misted strings and flutes), proceeds in equal counterpaint. |5 unvarying 128 rhythm
corstantly flows with a gentle melanchaly, broken anly when (he tenor repeats “fimenti-
bus (fear) for the last time.
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JUILLIARD SCHOOL OF MUSIC
GRADUATE SCHOOL

SEASON 1933-1934

BACH FESTINV AL

ALBERT STOESSEL, Conductor

*

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

130 CLAREMONT AVENUE
NEW YORK CITY
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|.  Brandentiurg Cancerto Na. | in F major
for Twa Heorms, Three Qbees, Bassoon, Solo Viglin, Strings and Contiius

1. Allegro Modorate
2. Adogio
3, “AMll=gro
4. Menuctio
Trig |
Polacca
Trio 11

Salo. Vickin

Passacagiia and Fugue in C minor for Organ
CEORGE WILLIAM VOLKEL

3. The Feazant Cantata, No, 212 [Reorchestrated by Felix Mott])

RUBY MERCER.,,..
CEDRCE BRITTOM.

Brandénburg Concerte Mo 1l in' F major
far Trumpet, Flute, Oboe,-Solo Viclin, Strings 2nd Continug

1. Allegro
2. Andante
Allegris Asgal

WILLIAM  VACCHIANG

DORCHESTRA OF THE JUILLIARD SCHOGL OF MUSIC
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ROLAND PARTRIDGE
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THE "BRANDENBURG” CONCERTOCS. JOHAMNMN SEBASTIAN BACH

Sometime about 1718 or 1719, while Bach was in the service of Prince Leopald of
Anhalt-Cothen, he made the acquai e of the Marg of ‘Brandenburg, Christian
Ludwig, who was the youngest son of the Creat Elector, Just haw 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 Leopoid was “danking the waters™

The Margrave was a bachetor: 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
supparted his own grchestra,

At any rate he heard Bach play and-gavie him a commission, in answer to which
Bach composed the six "Brandenburg’’ Concertos.  Bach's dedieation in French fallows:

"A son altesse royale, Monstigneur Cretien Lows, Margeaf de
Brandenburg, efc ofc. gfe
Monssigneur,

Two years ago, when | had the honor of playing before vour Reyal
Highness; | expetienced your condescending Inferest in the insignificant
musical talents with which heaven has gifted ma, and understosd your
Foyal Highness's. gracious willingnets to sccept some phices of my compa-
sitign, In accordance with that condescending command, | take the liberty
to present my most humble duty ' to your Royal Highness in these Concerti
for various Irstruments, begging your Highness nof to judge them by the
standards of your own refined and delicate taste, bot to seek in them
rather the expression of my profound respect and oboedience. In conclusion,
Monseigneur, | most respectiully beg your Royal Highness to: contince your
fracious taver toward me, and fo be essured that there is rothing | so
much disine 85 to emplay imyself more worthily in your srvice

With the utmost fervor, Monseigneur, | subscribe myself,

Yeur Roval Highness's most humble and most obedient servant,

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

It is rather interesting to observe how fime has réversed the relative pasitions of
the two men, for the Margrave's chief claim to fame today are these concertos “sa
humbly" dedicated to him! ‘We don't know how he regarded these works, for though
most of the musical works in his library were carefully catalogued, Bach's manuscripts
were not entered In the list.  Mor isit certain that they were ever performed at Berlin
Bach sent an especially carefully preparéd set of manuscripts, which may perhaps indi-
cate that he regarded this ¢ issian of considerable importance.  He alss kept a-set
fer himset, and Terry has found some evidence which shaws that they were given at
Cothen, perhaps before the coples were seni fo the Margrave at Berlin

These “Brandenbirg™ Concertos fallow the form, much liked in the Eighteenth
Century, of the concerio grosso. This was an orchestral composition in several mave-
ments, played by a small group of sal instruments (the concerfing) accompanied by a
full or stringed body of instruments (the fuftil. The contrast this gained, of setting off
the concerting from: the tulli, is an essential indeed, perhaps the outstanding feature
of this form.

Toward the latter part of the Seventeenth Century, and up to the fime of Bach, the
custom was ta allot the concerfime to two vislins and a vicloncella.  Eleven of ‘the
twelve "Grand Cencertos” of Handel have this combination (No, V1| has no solo pas-
sages), as 5 the case with Corelli's Concerti Grossi. Bach, however, did rot hesitate fo
depart from custom, and each one of these six has a different group of solaists. amply
\ilustrating the freedom and independence of Bach's ideas an instrumentation:

BRANDENBURG COMCERTO No. |, in F major

This Concerto bears the auldgraph title, “Concerto | Mo 3 2 comi da caccia,
3 Hauth. & Bazsong, Violing piccolo concertato, 2 Violini, una Viela e Vicloncello, col
Basso Continuo ”

Originally it will be noticed that several of these Instruments are not customary
anes: the "bassono™ was undoubtedly a relation of the basscon, and the “violina piccolo”
was smaller and tuned higher than the regular violin

This first of the "Brandenburg” concertos is also distinctive in having & more
mumerous concerting, as well a5 the fact that there are no special subjects for each
solo instrument as was the Lisual procedure,

I Allegro, F major, alla brive
Fuller-Maitland praised this movemant far the. ?ﬂ‘_unin which -Bach
abtained by great economy of thematic material,  Practically all the. move-
ment can derived from soma part of the first bar. Bach later trans-
farred this music to Cantata No. ?s'

This movement “adagio ¢ sempre piano,” D minot

5 In triple time.  Its melody occurs first in the oboe.  Spitta ealls |r
“gne of the most impassioned sorgs of woe ever written '

Allegro, 6-8 time, F major
The “vilin piccoke™ istha sofo Tnstrument and thera is ;nme_"dialminﬁ"
with the first hom and first oboe. A couple of bars, adagio; break- the
moverment, which then continues in the earlier rhythm, Bach alse trams=
ferred this-movement 1o o later: composition:

In the minuet, Fmajor

which forms the finale of the work, the rhythmic figure of the horns Is
fram the oding. movement, and the theme is glven to 1l ane
violins, with: jmitations by bassts and bassoon 'Fﬂme are three trios o
this section

PASSACACLIA AND FUGUE, iri-C minar, for Organ

Bach originally wrote the Passscaglia far a two-manual clavicermbalo with pedals;
It was rewritten for the organ during the latter part of his stay at Weimar—that s,
before 1717, A towering manument as ta form, 1t consists of twa buge mavements built
oo the possibilities 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 “patar por las calles™ “passe-rue” in French (ta go through the
streets), In which case it may have been originally' a street song or dance, perhaps by
itinerant musicians.  This derivation would ténd to be confirmed by Walther's Lexicon,
where it i5 translated “Cassenhaver.™

Its early musical use was fo signify a Spanish ar Italian dance in slow, stately triple
Time, with a short, constantly repeating bass theme. Hence if became a piece of music
constructed on a recurring bass figure. As regards this use of the bass, efforts have
been mede to distinguish it from the chaconne, some holding that in the latter the
theme could occur in any vaice, and in the former (the passacaghial only in the bass.
However, Matthesan (in Vellkommener Kapelimeister, 1739} states that it was the
chacenne that had the theme always in the bass, which would confirm Bach's fitle of
Passacaglia, for he wses the theme above, as well a5 in the bass: A better distinction
perhaps would be a more contrapuntal quality in the passacaglia, and a more harmanic
nature for the chaconne  Mattheson 2dds that while chaconnes could be sung. such was
not the case with passacaglias. The great "Cruciforus” of the Mass in B minar; 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 ence (C minor, 4-4 timel
by the pedals alone. Then with this theme Bach constructs twenty variations  The
first half of the. theme, which later ic one of the subjects of the tugue, was borrowed
by Bach fram a “Trio en Passacaille” by André Raisen e 1630-1720), a Parisian
Organist-composer.

1S




JUILLIARD SCHOOL OF MUSIC
GRADUATE SCHOOL

SEASON 1933-1934

L4

BACH FESTIVAL

ALBERT STOESSEL, Conductor

*

Third Concert
THURSDAY EVENING, MAY 3, 1934, at Eight-thirty o'clock
JUILLIARD CONCERT HALL

130 CLAREMONT AVENUE
NEW YORK CITY




PROCRAM
.

Brandenburg Concerto No. 5.in B major
for Piang, Flute, Violin, and
1. Allegro
. Affetucso
3 Allegro
ERNEST HUTCHESOM..
CECRCES EARRERE.
ALBERT  STOESSEL.

ECCAR SCHENKMAN Conducting

Brandenburg Cencerto Mo & in- B-flat major
for Violas, "Ceilos, and Basses

I, Allegre
2. Adagio. ma ron fante
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2 Andamia
3, Presto

MARICRIE FULTOM.......

JCHMN  PETRIE,

ROBERT 'BOLLES

ORCHESTRA OF THE IUILLIARD SCHOGL OF MUsic




BACIH FE ST

Third Concert
PROGRAM NOTES
by
ROLAND PARTRIDGE

THURSDAY EVENING, MAY 3, 1934




“BRANDENBURG" CONCERTO No. 5, in D major

This concerto is notable for the brilliant solo part given 1o the clavier. There are
nimerales directions written in for expression; for example. the word “cantabile” ocqurs
frequently.

The original title, “Concerta 5% a une Triversiere, une Yioline principale, une
Violing & una Viola in ripienc. Vicloncello, Violone, & Cembala concertato.” As | A
Fidller-Maltland remarks, "It is not given to many people to devise a title like this, that
succeeds in being incorrect in two languages at once.”

1. The epirited beginning of Ihe strings {there are no second violins) contains the
material for the whole movement. The main theme is for the i, Flute and violins
often echa 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 s0-prominent
that it & hard to resist believing that Bach wrote it fog himself

1. The slow mavement, B minar, affelinoso; is for the three soloists alone, above
aclavier bass  Fuller-Maitland thinks that the modern piano is less satisfactory. than
the old harpsichord for this concerto, in that the fatter “does not . . . contrast viclently
with the crchestral instruments™  The moverment ends in 3 merry moed.

111, Allegro; 6-8 time, in three sections, after-the pattern of the ltalian da cape
aria.  The first, which i completely repeated for -the third, is fugal; and the second
sectinn contains a subsidiary theme of exceptionsl melodic charm

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

The sixth and last of the Brandenburg Concertos was: composed adiginally for two
violas, two viole da gamba, ‘cello, and bass

The viola-da gamba, recently nearly obsolete, is now cccasionally played at concerts
of old music. It was a leg-viol, in appearance like-the violoncello lexcept fora flat back
and a very slightly different shape), and had six or seven strings - Cambos and other
viols were still much used in orchiestras of the period of Bach and Handel. Parry has
pointed out how the group of solo i in Mo, 6 iously. c parts 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 cancn, which is then carried on with slight rhythmic changes by the other instru-
ments.

11,  Adagio ma non troppo, E-flat major, 3-2  The subject ks a canfabile theme

for the two violas, treated fugally, and developed with impressive nobility. The gambas
are not used.

1. Allegro, B-flat major, I2_f8, is built 6n a pulsating gigue theme

FANTASIA AND FUGUE, in G minor, for Organ

This. preat 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 joumey to
Hamburg in 1720, Ar 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, & form particularly beloved and utilized by
Morth German argan compasers:

There seems to be no doubt also that an this visit Bach played the fugue to Reinken,
and that he desired to please the old man by having the subject bear a close relation 1o
the opening of the latter's fifth Senata.

Mattheson in' 1731 published in his "Grosse Generatbass-Schule” a ‘subjeéct 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 ane autharity
exploins the discrepancy by claiming that Mattheson changed the themes somewhat to
make them conform to the rules 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 easily. understeod. ' In melody and rhythm' the subject is one
of ‘the most attractive ever devised, and its treatment is marked by a charity and finish
that defy criticism,” {Harvey Grace)

"BRANDEMBURG" COMNCERTO Mo 3, in G major
“Concerto 320 a tre Violini, tre Violi, e Violoncelli eol Basso per il Gembalo.”

The first movement in-a slightly different form was used by Bach for the opening
“Sinfonia” of the church cantata, Mo, 174, "lch liebe den Hichsten"

“The two make up.a ition that is strely without rival as the
expression of a frank and fearless joy, a joy from which every-day mirth is not excluded
1], A Fuller-Maitland)

I. G major, 22 The strings, divided info 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 Cerman instrumental music.”  In the original score there
i5 2 transitional measure with two big chords adagie.  They give the feeling of B major
and apparently are placed there to ghve a contrast of key before starting the second.
movement, also G major. At this place some conductors have inserted other slow mave-
ments of Bach for the sake of contrast.
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VOCAL SOLOISTS

MARVEL ‘BIDDLE.
MARTHA  DWYER
HELEN VAN LOO|
HELEN FURNUM.

PAULINE PIERCE .

ALLEN  STEWART
WILLARD  YOUMN;

RISE STEVENS..
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INSTRUMENTAL SOLOISTS

HARRY CLICKMAN, |CSEPH KMNITZE
HARRY FUCHS

FREDERICK WILKINS, ROBERT BOLLES
STEPHEM  PECHA, CARLOS MULINEX.
VIOLA PETERS, GRECORY ASHMAN

CEQRCE WILLIAM VOLKEL

CHORUS.

Come, . ye

RECITATIVE (Tenor and Bass)
CHORALE,

Mhen Jesus niw had finished
O blessed Jesu

RECITATIVE (Tenorl
CHOAUS.

Then bled the chief priests
Mot upon the feast

RECITATIVE (Tenorl...
CHORLS.

Now, when Jesus was in Bethany
Wh wilt thou

RECITATIVE fTenor and Bass)

And jesus, iving it

RECITATIVE (Atta)

Theas ‘dear Redeemur

ARIA TAlta)

Criaf and pain

RECITATIVE [Tenor and Bass)

Then. ane of the: twalve

ARLA {Eoprano)

Only bleed

RECITATIVE (Toncr)

«MNaw on the first! day

CHORLIS.

Where wilt thau

RECITATIVE (Tenor and Bassi AND. CHORLUS..........

CHORALE

He said: Co ye inte tha city
The sorrows Thou art bearing

RECITATIVE iTenor and Bass!

Ha asswered them

RECITATIVE 15 1

Although my eyos with tears

ARIA (Szprano]

RECITATIVE {Tercr and Bass).
CHORALE

RECITATIVE (Tenor and Bass),.
CHORALE

RECITATIVE (Tepor and Bass)......
S0LG- (Tenar) WITH CHORUS.

~Here will | stay beside Thes
wThen Came [esus with them
O Grief

SOLO- (Tenor) WITH: CHORUS

RECITATIVE (Tenor and Bass)

I woudd beside my Lard
And He went a little farther

RECITATIVE |8ass)
ARIA (Bags)

~The Savicur falls bafore His Father kneeling

RECITATIVE {Tonor and Bass),

Gladly will I, all resigring
And Ho'came to the disciples

CHORALE.

RECITATIVE {Tenor and Bass),

ibhow iy the will of God
And again He came

DUET ([Scprano-and Alte) WITH CHORUS..
RECITATIVE (Tenor and Bass)

~Mlas! my Jesus now is taken

CHORALE.

And, Eehold, one of them

0 man, bewail thy sin so great

BAERICHISIRARALDR2B

FART ||
ARIA FAltc) WITH: CHORLS. Ahl now s my Jesu gong
RECITATIVE [Tenor).... oAnd “they that had Jald held
CHORALE. The -ruthless werld
RECITATIVE {Tanos- and Bassl AND: CHORUE. . u¥ea, fhough many. false wilnesses
RECITATIVE (Tenor) Ha will not speak
ARIA (Tero = Behald! Behold!
RECITATIVE wAnd the high priest. answered
RECITATIVE (Tenor] AND, CHORUS... Then they Began to spit in His face
CHORALE. T Wt colld ‘s rudaly -smite: Thee
RECITATIVE (Scprano, Tencr and' Bass) AND CHORUS.. Peter was sitting without
RECITATIVE (Tenge and Bass) A Peter- then began to curse

ARIA (Alto).....

10 pardon mn, my (God

CHORALE

RECITATIVE | Tenar and. Bass) AND CHORL
RECITATIVE [Tenor and Two Bassesh.,...

ARIA (Bass}.

Thaugh my foet from Thee: have wandered

nefind when the morning: came
LAnd He cast down the silver pleces.
Give me Back my doarest Master

RECITATIVE (Teror and Bass)
CHORALE

And they took: coursel’ together
Commit thy ways, D Pilgrim

RECITATIVE {Soprano, Tencr and Bass) AND CHORUS.....

CHORALE

.-Mow upon that feast
What wordrous i

RECITATIVE |Tenor and Bass)

The governor answered

RECITATIVE [Scoranal

He hath done only good 1o all

ARIA | (Soprano).

RECITATIVE {Tenor and Bassh AND CHORUS ... s

RECITATIVE |Alte)

ARIA (Altal

RECITATIVE (Tenorl AND CHORUS.

Are my weeping and my wailing
Then i the soldiers

CHORALE.

O Hoad, all bruissd. and woundzd

REC.TATIVE (Tenor

And after making sport of Him

RECITATIVE (Bass)

Yea, truly to the cress

ARIA (Bass)

Come, Blessed cross

RECITATIVE {Tenor] AND CHORLS...
RECITATIVE {Tenorh

it when they: came unto 2 place
Ha was roviled alsa

RECITATIVE (Altol

A, Colgatha

ARIA LAlt) WITH CHORLUS.

Look where Jess beckoning stands

RECITATIVE (Tenor and Bats) AND CHORLUS..

CHORALE

And from the sixth hour
When | 1o am departing

RECITATIVE (Tenor) AND CHORLS,..
RECITATIVE (Bass)

And then, behold] the vl of tha temole
At eventide, coal hour of rest

ARIA (Bass}

Cleanse thee, O my- soul

RECITATIVE (Tenor and Bass) AND CHORUS,

~And Joseph took the. body

RECITATIVE (Saprana, Alto, Tenor, Bass) WITH CHORUS.....And now the Lord to rest is laid
CHORLS. In deepest grief

CHORUS OF THE ORATORIO: SOCIETY 'OF MEW YORK

CHORISTERS OF ST. THOMAS ERISCOPAL CHURCH
(Courtesy of De. T, Tertius Noble)

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

The 5t, Matthew Passion and the Mass in 8 minor are without doubt ‘Bach's two
greatest monuments in sacred music.  Besides this. Passion there exists only ane ather,
which s of unquestioned authenticity (the St Johal, He undoubtedly wrate several
more; five are listed in the earliest catalogue of his works [compiled in 1754, foar yedrs
after his death), though' this iz not unimpeachable evidence,

On Bach's autograph score the fitle s fnscribed thus: “'Passio Domini nastri |, C
secundum Evangelistam Mattacum.”

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, aizo in
MNovember of that year Bach used some of his already compased Passion music in the
“Trauerode.” written upon the death of his friend and patren, Prince Leopold of Anhalt-
Cothen  There 15-no known evidence that the St. Matthew Passion was ever repeated
in its carliest version, The work must have gripped Bach's imagination, for he altered
and extended i, and 1t was performed in its final form sometime rear 1740;

‘What impeession was made on Ihe occasion of the first performance n 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 at the University of Leipzig for several years: before 1744, under Ernesti and
Cottsched, both of whom were connected with Bach, Yer when the writer of these
program ‘notes colletted the numerous musical references and: criticisms in the 16 vol=
uines of the “Coerespondence litteraire,” by Grimm, he found not-a single reference to
|.5 Bach. The “great Bache" were Johann Sebastian's sons  The revised version was
performed at Leipzig, even after Bach's death It was nat until a centuny after its first
inception that It was heard elsewhere—first at Berlin in 1829, through. the effarts of
Mendelesshn, who also cenducted.  The audiences then roceived fhe work: with devo-
tian: and enthusiasm

The performance at this Festival s believed to be the first in New York City with-
out cuts, although It bas been given frequently in shortened versions.  Last year the
Juilliard Cradiate School (which for several seasons previously. had given the “Art of
Fugoe" 35 scored by Graeser) gave the work with the “Lepzig” cuts; and with forces
roughly approsimating 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 farm was & very conservative plain song
type, and nof particulaly dramatic 11 was not umtil 1721, |ust before Bach's arrival,
that a Pzssion of the new dramatic type: was introdiced: The Passion according 1o
5t, Mark by johann Kuhnau, who was the predecessar of Bach as Cantar,

It s thought that the text, as set by Bach, was plannied or sketched out by him in
detail—the actusl poem afferwards 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 Saloma Franck, Bach's librettist at
Weimar,

Sweitzer has pointed out the striking simplicity and Ingenuity. of the dramatic plan
It ts'in two parte—done thus in order that the sermon might occugy the central plice
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 js gener-
ally accomplished in an aria, preceded by an arioso-like recifative, At minor resting
points the Christian spectators of the drama give expression to- their feelings in chorale
verses.  Bach, himself, probably chase the particulir charalés for the various places, a
task which he accomplished with the finest faste;

Sweitzer and Terry find some twenty-four of these scenes; with a prologue to each
half of the wark: 12 emaller scenes indicated by chorales and 12 larger ones marked by
arias.  As with the Mass in Biminor, Bach here reveals his consummate mastery of form
on a pangramic. scale, Few Indéed have been his peers in this respect: we think of
Handel, Beetboven, and Wagner, of the frescoes of Da Vingl, Raphael, and Michael-
angelo, (Perhaps the best short guide 1o the dramatic schieme is Terry's small bookler
on the St. Matthew Passion in the Oxford “Musical Pilgrim® series.|

The compasition calls for a double chorus, with a third made up of boys' voices. for
twa orchestras fone for easch charus), salo singers, solo instrumentalists, harpsichord,
and organ:. The number of performers available to Bach was about 34 singers . and
raughly an equal number of instrumentalists, exclusive of the organ and harpsichords,

We naturally wonder about the quality of those early Leipzig performances. Bach
seerms to have: had no illusions as to the inadequacy of his farces in performance. Vivid
a5 were the conceptions within his own mind, the human material that set them forth
can hardly have visen to his vision  There exists his report to the Town Council asking
far additional perfarmers.

The year of the St. Matthew Passion be was appointed conductor of the Talemann
Singing Society, a University Otganization devored to the performing. of |nstrumental
and secular music. From it he may have had help in the Passion sorvice  This might
indicate why. the score calls for a dowble string orchestra,

I35 difficult, -and perhiaps unfair to the work as a whole, to pick oul movemerits
far. special mention,  For an excellent and penetrating discussion (although 3 shart crel,
the reader is referred to-the chapter in Parry's, “Johann Sebastian: Bach "




JUILLIARD SCHOOL OF MUSIC
GRADUATE SCHOOL

SEASON 1933-1934

BACH FESTIN AL

MAY 1 to 5, 1934

*

PROGRAM NOTES

by
ROLAND PARTRIDGE

130 CLAREMONT AVENUE
NEW YORK CITY




JOHAMNN SEBASTIAN BACH
(Born at Eisenach, March 21, 1655 disd at Leipzig, |uly 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 s6 numerous and so eminent were they in Thuringia that
at Erfurt, all the town musicians were known & "Bachs,"' even loog after thefe 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 groat men info "periads,” and that of Bach
tas with many ather musicians) has a thresfold division which 1t s well 1t mention in
connection with a series of festival programs such as these

Fiis life from 1708 to 1717 is wsually referred o 25 the Weimar peried during which
he planned out most of the great organ masterpieces. From 1717 10 1723 he was at
Cathen  This period was most associated with instrumental warks: 1he first volume of
the: "“Well-tempered Clavichord," the French and English Suites, alo vielin and ‘cello
sonatas and the “Brandenburg concertos” From 1723 1o 750 & the Leipzig: period
The bulk of the cantatas, the Mass in B minar, the Passions, and the three compositions
of this first program are all of this last, "Leipzig” period

i1 45 often assumed that Bach was organist and choir-master at St Thamas's Church,
but this is a misunderstanding:  His official position was that of cantor at St Thomas's
Scheol, a school éndawed to give training fo fifty-five boys for the singing of music at
four:affiliated churches in Laip: Bach prepared the boys, tock charge of the service
at one of the two principal churches. and arranged the music: which meant that to 4
large degree he composed stitable 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
dey. In Bach's time the cantate was the chief musical part of the moeming . service,
which generally lasted about three hours. It was also the wsual custom ot to perform
the cantata a5 a whale, but 1o divide it Inte. two parts, separated by the sermon and
several other parts of the liturgy.

CANTATA No 104 "Du Hirte Iscael, Hare" (Thou Gulde of lsact)

This cantata was written about 1725, in other words in the early years of Bach's
cantorate af Leip2ig, and wes designed for use on the second Sunday after Easter. Spitta
tinds it "3 saceed pastoral which exhibits & beautiful combination of fendermess and
gravity, grace and depth”  He points out how this is carried cut in the first choms
its triple thythm, 2 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 2 recitativel 3 bass aria of great
beauty, "Beglisckte Heerde. less Schafe” (When Jesus deigns his flocks: to number)
Like the cpening chorus it hes & charecteristic triple thythm. The wark closes with a
chorale paraphrase of “The Lord is my Shepherd.”

CANTATA MNo. S\, for Seprana; "Jauchzet Gatt i Allen Landen'

Bach wrote this cantata for the Ffifteenth Sunday after Trinity of 1731 or 1732, but
the score shows that it could serve for general use, for it text has no connection with
the Epistle or Cospel of that day. It consists of Five sections: three arias, separated by
a recitative and a chorale saction, A brilliant and Spirited solo cantata: it manifests
effective use of vocal coleratura, which perhaps led Parey to think that it was originally
written for Bach's wife, Anna Magdalena.
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The first section is & bravara exposition by the sepranc and trumpet, “Praise God "
The fourth section is the charale section, really a fantasia on “Sie Lob und Priess mit
Ehren," the alleluia of which becomes a concerto for soprano and trumper in a vigorous
fugal style

CANTATA Mo: 53 for Solo Alto Voice; “Schiage doch, gewlnschite Stunde'
{Strike; Thou Hour}

This well-known work is nat strictly a cantats, but as given In the inscription of the
MS., a “mouming-aria" 1ts short length and non-liturgical nature would probably. indi-
cate that it was not intended for church use  Terry suggests that it was written for a
child’s funeral. The libretta has been attributed to Salomo Franck, and the date from
1723 10 1734, Much has been made cf-the fact that Bach here uses fwo bells. 3 literal-
ness which some, including Forkel, have not liked.

MACNIFICAT in D major

At Leipzig on the three High Festivals of the Church, it was customary o sing the
Latin linstead of the German) Magnificat at the wesper service. The arder of the
Christmas service has been' recoristructed from one of Bach's scares, and from this same
score it seems: probable that it was for his first Chrisimas ab Leipzig in 1723 that this
setfing of the Magnificat was composed 2nd performed.  This was also the same vear of
his Saint John Passicn.  Bach followed Leipzig tradition in that when the work was
performed, four chorales were inserted Al various places between verses of the canticle
From this procedure, as well 25 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 distinguishes: this work from the Saint Jobn Passion

The text is the sang of the Virgin Mary, when Elizabeth, filled with the Haly
Ghost, prophesied: "Blessed art thau among women,” etc., and it is found in St Luke
1,46-55.  Bach made two seltings of this text: the other oee for soprano. =olo, ‘which,
thaugh extant in 1855, is now lost. The present work exists in two versions- an alder
in E-flat major; and a later one in D major,

Each version of the text is treated as a separate movement. Al the chosuses are in
five parts, and the orchestea s Bach's usual festival orchestra—strings, flutes choes,
frumpets, timpani, and continug with occasional sola instruments, as the choe d'amare.
As is the case of the great Mass in B mingr, the Latin text brought with it certain
suggestions of Ialian influence,

The first choris, "Magnificat,” is deminated by a note of great joy and is treated
m sustained polyphony.  Thi second treble solo which follows "Et exultavit” continues
this note of exaltation,

Number 3, *Quia respexit"—with oboe d'amare—Is written to depict self-zbasement,
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. Cenera-
tiones," for separate treatment in a contrapuntal chorus, especially repeating the word
(s

The “Quia fecit" is made inta 2 bass aria with a splendid theme

The next verse; “Et Misericordia," a duet for tenor and alfe (accompanied with
muted strings and flutes), proceeds n equal counterpoint.  Its uvarying 12-8 rhythm
constantly flows with a gentle melancholy, broken only when the fenor repeats “'timenti-
bus™ (feac) for the last time.

Mumber 7 i5 a charus, “Fecit Potentiam."  Its opening theme in a vigorous rhythm,
amply [llustrates the idea of power.  Smashing chards strike against it—but to no avail
Another place of graphic Illustration is the setting of "dispersit superbis"—with 3 figure
literally scattered through the various parts, followed by a dramatic chord.

The “Deposuit Potentes” gave ancther opportunity for musical realism. The word
“deposuit' always occurs on a rapidly descending passage. Loter a blustering sugges-
tion accompanies 'potentes'—the: pride-filled powerful ones, who were put down, The
Vexaltavil” I 2 fong ascending figure, which descends with the word "humiles” thumble).

In setting the wards “Esurientes,” full of emotional suggestions, Bach, as in similar
places in the Passions, evidently wishing deep emotional-color; has chasen the ‘solo alto
voice.

Number. |0 5.4 trio, “Suscemit lsrael,”” and by the use of only tha three upper
woices, a beautiful quiet contrast is achieved, It |s followed by @ five-part fugue, “Sicut
locutus est,”  Finally, fo being the work to a brilliant close, the "Glaria” s extensively
treated, and the work achieves a structural unity by the utilizing of musical material
from the first movement.

THE MAGMIFICAT

CHORUE

My soul doth magrify the Lard
ARIA FOR MEZZO-SOPRAND

And my spint hath. rejoicea in God, my. Saviowr
ARIA FOR SOPRANG

For He hath rogerded the lowlingss of his hsrdmaidon
CHORUS

For behold all generations
ARIA FOR BASS

For He that s mighty hath mzgnified ma

And Holy Is His namo
DUET FOR TENOR AND COMTRALTO

And His marcy Is on them

Throughout all gencrations

On them that fesr Him

The Lerd has- shewed strength. with His arm
And scatfered the proud in the jmagination of thelr hearts
ARIA FOR TENOR
He hath put down the mighty from fheir thrones
And hath exalted them of low ddgrow.
ARIA FOR ALTOD
He hath filled the hungry with good things,
And the rich hath sent empty away,
TRIQ FOR TWO TREBLES, OME ALTO
His seriant Israel, be hath holpen
In remembrance of His mercy.
CHORUS
Even-as He promised to our forafathars
Ta Abraham, and to His soed for ever,
CHORUS
Glory to the Father, Glory to’ the Son, Glory fo the Holy Ghost!
As It was in the beglnning, is now, and ever shall be, world without end. Amen.
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THE “BRANDENBURG" COMNCERTOS...... JOHANN SEBASTIAN BACH

Semetime about 1718 or 1719, while Bach was in the service of Prince Lespald of
Anhalt-Cathen, he made the acquairitance of the Margrave of Brandenburg, Christian
Ludwig, who wes the younges! son of the Great Elector.  Just how and where this tnok
place; is problematical; it may have been at tha 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 3 bachelor living bath 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 fo which
Bach composed the six “Brandenburg” Concertos.  Bach's dedication in French follows:

A zon alfesse rovale, Morseigneur: Crétien Lours, ' Margraf da
Branderdnitg, ofc, | ote,, et
Monzelgneur,

Twa years age, when | had the horor of playing before your Roval
Highness, | experiencad your condescending inferest In the irsignificant
musical falents with which heaven has gifted me, and undetstood your
Royal Highness's gracious: willingness 1o sccapt somie pieces of my compo=
sition. In-accordance with that condescending command, | faka the liberty
to presont my most huamble duty to your Reval Highness in thiese Concerti
for yarious: instruments; begging your Highness not fo Judigs them by tha
standards of your own refined and delicate faste, but to seek in them
rathor tha expression of my profound respect and obedience, In conclusion,
Morssigreur, | most respectitlly: beg your Roval Highness to continue your
Eraciols favor foward me, end fo-be aswred that there Is nething | o
much desire & to employ myself more worthily In your service

With the utmost fervor, Monssigneur, | subscribe myself,

Your Royal Highress's: most humble and most obedient servant,

Cathen, 23 March, 1721 Jean Sebastian Bach.

It is rather interesting to cbserve how time has reversed the relative: pesitions of
the two men, for the Margrave's chief claim fo fame today are these concertos “so
humbly” dedicated fo him! We'don't knaw how he regarded these works, for though
most-of the musical works in his library were carefully catalogued, Bach's mantscripts
were not entered in the list. Nor is it certain that they were ever: performed at Berlin.
Bath sent an especially carefully prepared set of manuscripts, which may perhaps indi-
cate that he regarded. this cammission of considerable imporfance. He alsa kept 2 set
for himself, and Terry has found some evidence which shows that they were given at
Cothen, perhaps before the copies were sentf to the Margrave at Berfin

These "Brandenburg” Cancertos follow the form, much liked in the Eighteenth
Century, of the concerto grosso. This was an orchestral compositian. in several move-
ments, played by a small group of solo Instruments (the concerting) accompanied by a
full or stringed body of instruments (the tuit). The contrast thus gained, of setting off
the concertino from the fntti, is an essential indeed, perhaps the sutstanding 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 concerfore 1o two vicling and a violoncelle,  Eleven of the

]

twelve 'Grand Concertos” of Handel have this combination (Na. VIl has no solo pas-
sages), as ie the case with Corelll's Concerti Grossi  Bach, however, did nat hesitate 1o
depart from: custom, and each one of these six has a different group of soloists: smply
illustrating the freedom and independence of Bach's ideas on instrunentation

BRANDENBURG CONCERTO No. |, in F majer

This Coricerta bears the autegraph title: “Concerto | Mo. 3 2 comni da caccia,
3 Hauth. & Bassono, Violing piccole concertato, 2 Violini, una Viola e Violoncello, col
Basso Continuo.'!

Ongimally 1towill be notreed that several of these instruments are’ not customary
anes: the "bassonn’ was undoubtedly a relation of the basseon, and the “vidling piccala”
was-gmaller and tuned higher than the regular violin

This first of the "Brandénburg” concertos is also distinctive in having' a more
numerous: cancerting, as well as the fact that there are no special subjecis for each
sole instrumenit'as was the usual procedure

I, Allegro, F major, alfa breve
Fuller<Maitland praised this movement for the great unity which Bach
obtained by great sconomy of thematic material | Practically all the move-
ment can be desived from some part of the first bar.  Bach later fram-
ferred this misic to Cantata No. 52

This movement “adagio ¢ sempre piano,” B minor

is inotriple timo  ts melody ocowrs first (n the oboe. Spibta calls it
Yoo of the most impassioned: songs of woe dvar Written "

Allegra, 6-8 time, F major
The “violing piceale’” is the sl imtriment and there is some “dialoguing”
with the first horn and first oboe A coule of bars, adagio, break the
movernent, which then continues in the eaflier thythm.  Bach also trans-
Ferrad this movement to & later composition

In_the minues, F major

which forma the finale of the work, the rhythmic figure of the hotns i
from the proceding mevement, and the thems s given to the: oboes and
violins, with imitations by basses and bassoon  Thete are three fries in
Hils ‘section

PASSACAGLIA AND:FUGUE, in € minor, for Organ

Bach ariginally wrote the Passacaglia for a two-manual clavicembalo with: pedals:
It was. rewritten for the argan during the latter part of his stay at Weimar—that is,
before 1717, A towering monument.as {o form, |t consists of two huge movements built
on the possibilities of a single theme.

The first movement Bach entitles "Passacaglia” This word, according to Larousse’s
Encyclopedia; was a Spanish ferm that. came. into:France after operas were introduced
there. It meant “pasar por las calles”” “passe-rue” in French (to go throtgh 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 cenfirmed by Walther's Lexicon,
where it is transtated “Cossenhauer.”




Its'early musical use wiis to sigrify a Spamish or Italian dance in slow, stately triple
time, with a short, constanitly repeating 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 vaice, and in the former (the passacaglial only in the bass
Hewever, Mattt i Vallk Kapellme: 173%) 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 distinetion
perhaps would be 3 mere contrapuntal quality in the passacaglia, and a more harmonic
nature for the chacorne. - Martheson adds that while chaconnes could be sung, such was
net the case with passacaglias. The great "Crucifixus” of the Mass in B minor; and the
“Lament™ in Purcell's “Dido and Agneas” are chaconnes in this sense—i e, sung
chaconnes

In Bach's Passacagha the eight-bar theme i5 given out af cace (C mingr, 4-4 time}
by the pedals alone. Then with this theme Bach constructs twenty wariations  The
first half of the theme, which later 5 one of the subjects of the fugue, was borrowed
by Bach from & "Trio en Passacaille” by André Raison (¢ 1650-1720), & Parisian
organist-composer.

It has been thought that Bach wrote this work under the influence of Bustehude;
especially in the consorting of the fugue with the passscaglia.  But Bach's work Is far
more impressive: than: that of Buitehude, and with truer dramatlc sense he places the
fugue ar the end, thus allowing a much more brilliant climactic conclision

The fugle is & double ane, beth subjects being given out together—one of themn
{mentionad abave) being the first half of the pazsacaglia theme

THE PEASANTS' CANTATA Mo. 212, for Soprano and Bass Voices:
"Mer hahn en neue Cberkeet” (We have a new Squire)

This cantata, more frequently called "The Peasants' Cantata,” was first performed
onAugust 30, 1742 The idea seems 1o have been Picander's, and |t was he who wrote
the libretto, calling it 5 'cantate en burlesque.™

The occasion was an act of homage on entering Into possession of tand.  Karl
Heinrich von Dieskay, ‘Chamberlain of the Saxon Exchequer received the allegiance of
his tenants as Lord of the Manor of two villages near Leipzig: These he had [ust infer-
ited through the death of his mother.  As Picander held 2 post ubder von Dieskau, there
were good reazons 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 countérpart
in the music. Parry says, “There is no pretense of development or arfistic treatment,
and the tures tumble infa one anather in a perfectly frresponsible and incoherent manner
which implies that ‘the movement was @ joke! The mavement to which he makes
specific reference is-the introduction, but he finds the same characteristics are carried
throughout.

Bach used many motives then popular land some are still today) - among the lower
classes, and parts of it are in the upper Saxon diatect, the flavor of which s invariably
lost in translation.

8

The first and the last rierbers dre duets, between which the peasant and his: sweel-
heart-altemnately sing recitatives and arias

Popular mefodies are used in numbers 3, B ('Les Folies d'Espagne}, and 16 {Frisch
auf zum frolichen Jagen,” still popular in Garmany ).

Mo, ‘9 contains. a referenice fo the fact that since 1734 von Dieskai had conteolled
the fizcal administration of the region arcund Leipzig:

No. 20 was borrowed frem-his own 'Phocbus and Pan," when it-is Pan's trial song:

BRANDENBURG CONCERTO No. 2, in F major

The aoriginal autograph score bears the title: “'Cancerto 203 | Tromba, 1 Fiauta;
1 Hautbats, 1 Vialina concertati, e 2 Violini; 1 Vialz e Viclene in Ripieno col Violancalla
& Basso-per il Cembalo."

I Allegro, alla breve, F major
Threa of the four instruments of the concenling anncuncé in unmon the
chief theme. The solo violin has a new subject, which, after intorruptions
by the futti, s taken up by the oboe; and the-viclin has a kind of counter
subject. Then the same precess follows with the flute as solo and later
the frumpet. Finally the four are’ combined:

1 Andante, D minor, 34
This slow movement lecored for flube, cboe, and violin zhove the ‘cello
and harpsichord] s based on a subjec! first given to (he sole vieline 1t
i treated imitatively by the other solo instruments

1. Allegro assai; F major,-2-4
The trumgat ghies out the theme, fhe four sololsts onter sictessively and
carry. on & froe fugue sbove the continuo, which is kept subardinate &t
flrst.  Finally the continuo assumes the main part, 1o give way, toward the.
end to the frumpet

"BRANDENBURG" CONCERTO Mo 5, in D majar

This concerto is notable for the brilliant oo part given 1o the clavier. There are
rumerous directions written |n for expression; for example, the word “eantabile” ocours
frequently,

The ‘original title, “'Concerto 510 3 une Triversiere, une Violing peincipale; une
Vialing & una Viola in ripieno, Vicloncelle, Viclone, & Cembalo concertato,!  As |1 -A
Fuller-Maitland remarks, "It is not given o many people to devise 3 title like this that
succeeds in being incorrect in twe languages at once

| The spirited beginning of the strings (Ihere are o second violing) contains the
material for the whole movement.  The mazin theme is for the twiti. Flute and vidlins
often-echo one another. The clavier has rushing scale passages, and ‘often carries on
alone, until the main theme comies back for the close.  The clavier part 15 so prominent
that it is hard o resist believing that Bach wrote it for himself

Il The slow mevement, B minor, affettuosa, is for the three saloists alone, - above
a clavier bass. Fuller-Maitland thinks that the modern piano i less satisfactory than
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the obd: harpsichord for (this concerto, in that the laiter “does not . . contrast vi
with the orchestral instrurents ™ The movement ends in-a merry mood

Wi, Allegro, 6-8 time, In three sections; after the pattem of the |talian da copo
aria.  The first, which is completely repeate this third, is fugal; and the second
section cordaing 3 subsidiary theme of exceptio todic charm.

"BRANDENBURG" COMNCERTOC Mo. &, in. B-fiat major

The sixth and last of the Brandenburg Concertos: was compased - criginally for two
violas, twe viole da gamiba, 'cello, and bass

The vicla da-gamba, recently nearly: cbeolete, s now occasienally played at concerts
of old music. |t was a:legaviol, in appearance like the violoncello. (except for a flat back
and a very slightly diffe: p), and had €% or seven strings, Cambas and other
viols were still much used testras of the peried of Bach and Handel Parry has
pointed.out how the group of solo mstruments. in ster counterparis the
group of No. 3 (three violirs, three violas, and’ three ‘cellf)

I Allegro, B-tlat major, 22 The two give'put 1he main theme in the form
of & canan, which 15 | EAre v alight rhythmic changes by the other instru
ments

1l Adagio ma non froppo, E-tlar majer, 3-2. The sublect s a canlabile theme
for the two violas, treated fusally, and developed with imgressive nobility, The gambas
are not used

I Allegro, B-lat major, 12-8, is built on a pulsating gigue theme

FANTASIA AMD FUGUE, in G minor, for Organ

Thiis ‘great and well-keown work was one of the last works Bach composed at
Weimar. 1t is generally agréed that the fugue i= connected with Bach's joumey to
Hamburg in 1720: At thaf time candidates were heard in competition for the pesition
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
Merth Cerman organ compasers

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 bear a close relation to
the opening of the latter's fifth Sonata

Mattheson in 1731 published in his "Grosse Generalbass-Schule’ a subject which
Had beer) given 1o an orgen candidate, saying, “the subject was familizr 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 savs that ane authosity
explains the discrepancy by claiming that Matthesen changed the themes somewhat to
mzke them conform o the rules of academic counterpoint, in which the subjert must
not exceed the range of an octave. “Thi popularity of this gréat ‘G minor even in the
mest unlikely quarters) is easily understood  In melody and rhythm the subject is one
of the most atiractive ever devised, and its. ireatment is marked by a clarity and finish
that defy criticism,'' [Hareey Gracel
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“BRANDENBURG" COMNCERTC Mo, 3, in G majar
“Concerta 32078 tre Vialini, tre Viall, & Violontelli col Bagso per Il 'Cembala

The first mavement in a ehightly. different form wias used by Bach for'the opening
“Sinfoma’ of the church .cantata, No. 174, “ich liebe den Hichsten ™

"The two movernents make: Up . compasition. that is sinely without ‘rival a5 the
expressicnof 8 frank and fearless foy;a joy from which: every-day mirth i not excluded
t]. A, Fuller-Maitland)

I Gimajor, 2-2  The strings, divided info three groups, giva cut-an exhilaraling
theme.  The movement consists of developments in meny forms of porbions of  this
theme, Spitta thought' that the middle portion of this first movement was “as fine a5
anything in fhe whale realm of German instrumental music”' In the original scare: there
ic a transitional measure with twa big chords adagto. -~ They. give the fecling of B-major
and apparently-are placed there fo 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 cantrast.

11, Allegro. G major, 12-8. The theme is started by three violing in succession and
n clase imitation, then developed elabarately, and tollowed by other figures, which con-
tend in alteration with the.chief theme.

“BRANDENBURG” CONCERTO Mo, 4. in G major

“Concerto 410 a Mioling Principale, due Fiautf d'Echo, due Vialini, tna’ Viala g
Miglore in Ripieno, Violoncello e continuo.”

This concerto is noteworthy for the rofe given lo the =alo violin of the conceriing,

|, Allegro, G major, The movement 1510 three sections, the last an exact repeti=
tion of the first. The chief theme is given at once 1o the solo instruments. |1 s devel-
oped-Jater by the sclo violin. The second zection i in E minor, and the flutes have a
new subsidiary. dialogue.

1. Andante, E minar, 3-4 tim2.  There 5 much aligination of passages befwein
the tala instruments-and the tuthi.

. Finale, Presto, G major, This starts 25 8 fugue firet with-the viglas, then sola
viclins, etc, and finally. full orchestra. There is much contrapuntal working out of all
the material.

In anather version of this concerto for harpsichond and two futes with strings, Bach
alss aimed to preserve the “echo™ effects of the above earlier version.




THE PASSION
ACCORDING TO ST. MATTHEW

The St. Matthew Passion and the Mass in B minor are without doubt Bach's twa
greatest monuments in sacred music. Besides this Passion there exists only one other,
which s of unquestioned suthenzicity (the St John). He undoubtedly wrote several
more, five are listed In the. 2 catalogue of his-warks {compiled in 1754, four years
after his death), though this Is nat unimpeschable evidence

Ory Bach's autograph score: the title s inscribed thus: “Passio Domini ngstei |, C
secundum Evangelistam Mattaeum.!

Although first perfarmed on- Good Friday, April 15, 1729; at 5t Thomas's, we know
that Bach had been at work on it fn 1728 Picander wrote the libretto in 1728, also in
Mavember of that year Bach used seme of his already composed Passion music i the
"Traverode.” written upon the death of hes friend and patron, Prince Leopold of Anhalt-
Cathen There is na known evidence that the St Matthew Passion” was ever repeated
in 15 earliest version, The work ‘must have gripped Bach's imagination, for he altergd
anid ‘extended it énd il was pérformed in s fingl form sometime near 1740

What impression was made on the occasion of the first performance in 1729 is
unknown; probably not a deep ane.  Friedrich Melchior Grimm, later one-of the four or
five ablest dramatic and iterary critics in France during the Eighteenth Century, was 2
student at the: University of Leipzig for several years before 1744, under Emesti and
Cottsched, both of whom were connected with Bach.  Yet when the writer of thess
program nates collected the numerdus musical references and criticisme in the 16 val-
umes‘of the “Correspoidence lifteraire,” by Geanm, he found not a single reference 1o
J. 5. Bach. The ''great Bachs” were Johann Sebastian’s sons.  The revised version was
performed at Leipzig, even) after Bach's death [t was not until & century after its first
inception that it was heard elsewhera—first at Berlin in 1829, through the efforts of
Mendelssohn, whe also conducted,  The audiences then recelved the work with. deva-
tion and enthusiasm

The performance at this Festival is believed to be the first in New York City with-
ut-cuts, although it has been given frequently in shortened versions.  Last year the
Juilliard Geaduate School (which for several seasons previously had given the "Art of
Fugue,”" a5 scored by Graeser) gave the work with the “Leipzig” cuts, and with forces
roughly appraximating those available 1o Bach

It has been the time-bom: custom from the: Fifteenth Century ta sing the Passion
siary during Holy Week ar 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 accerding to
5t. Mark by Johann Kubnau, whe' was the predecessor af 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
cetall—the actual poemn afterwards being written by Picander the pseudorym for
Christian Friedrich Henricil, probably in co-operaticn with Bach.  This is assumed from
the many close similaritics with the peetic ideas of Salomo Franck, Bach's fibrettist af
Weimar.

Sweitzer has pointed oul the striking simplicity and ingenuity of the dramatic plan
It 15 4n two parts—done thus in order that the sermon might cocupy the central place
i the service,  These two parts can be divided into litile 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 chort meditation, This is gerer-
ally accomplished in an aria, preceded by an aripsa-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 variols places; 3
task which he accomplished with the finest 1aste

Sweitzer and Terry find scme twenty-four of these scenes, with a prologue to-each
Falf of the wark: 12 smaller scenes indicated by chorales and 12 larger ones marked by
arizs. As with the Mass in B minor, Bach here reveals his consummate mastery of form
on 2 panoramic scale.  Few indeed Have been his peers In this respect; we think of
Handel, Beethoven, and Wagner, af the frescoes of Da Vingl, Raphael, and Michael-
angelo. [Perhaps the best short guide to the dramatic scheme is Terry's small booklet
i the St, Matthew Passion in the Oxford “Musical Pilgrim’” series.)

The composition calls for a double charus, with a: third made up of boys' voices; for
two archestras lone for each chorus!, sobo singers, solo insfrumentalists, harpsichard,
and organ, The number of performers available 1o° Bach was about 34 singers and
raughly an equal number of Instrumentalists, exclusive of the ergan and harpsichords,

We naturally wonder about the guality of those early Leipzig performances. Bach
ceems ta have had no illusidns as to the inadeguacy of his forces in performance.  Vivid
25 were the conceptions within his own mind, the human material thal set them farth
can hardly have riser fo his vision,  There exists his report fo the Town Countil asking
far additional performers.

The year of the St. Matthew Passicn he was appainted conductor of. the Telemann
Singlng Society, a University Ovganization devoted ta. 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 siring orchestra.

It is difficult, and perhaps unfair 1o the work 25 & whole, to pick oul movements
for spectal mention.  For an excellent and penefrating discussion |atthough a short onel,
the reader is referred to the chapter in Parry's, “Johann Sebastian Bach ™
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PROCRAM
&

Cancerto Grosso In'F major, Op. 6, Noo 2

Ancdante larghetto
Allegro
Largo
Allegro, ma non troppo.
ALICE ERICKSON ]

MARJORIE FULTON §
ELEANDR ALLER ...

“|srae] in Egypt”—A Sacred Oratorio

ROCHRANIV erssssmsmsmssssanmsmssiasrsssrass Maow there arcse a rew King over Egypt
Chaorus. And the children of Egypt sighed

2. Recitafr Then sent He Moses

Chorus. They loathed to drink

3. Chons He spake the word

4

Air {Alo).. Their land beought forth frogs

5. Chorus. He gave them hall

6. Chorus He sent a thick darkness
7. Chorus. He smote the first born of Ezypt
8. Chorus He rebuked the Red Sea

9. Chorus He led them through the deep
But. the waters overwhelmed their enemies

Chorus. And lsrael saw that great work

Infermission

120 Duet (Two 5 The Loed fs my strength
13. Chorus The depths have covered them

14

. Duet {Two Basses).uissmserimr e ~...The Lord s a man of war

15. Alr (Tenor) The enemy said
16. Air (Alto) Thou halt bring them in
17, Chorus The Lord shall reign
18, Reritati And Miriam the Prophetess
19, Chon Sing ye to the Lord

LUCILLE

ARTHUR  PLETTMER.........iei ~Cembalo

Soloists

BROWHIN Contralte  MACK HARRELL...

ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC
CHORUS OF THE ORATORIC SOCIETY OF NEW YORK
GECRCE WOLKEL .. oinenIrBAN

Steimoay Piano
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BACH AND HANDEL

Ta music lovers; this year, 1935, takes on a special significance because of its
reflections of the great past of musical history, These include Tallis, Schiitz and
Domenico Scarlatti.  But even more especially it reminds us that two and one-half
centuries aga were bom two of the real titins of music, Johann Sebastain Bach,
and Ceorge Frederick Handel.

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

We may only =3y, as a broad generzlization, that each was complementary 1o
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 |talian tradition; while
Bach, who cultivated  religious music and instrumental forms, can be'said to repre-
sent tha flowering of the preceding German tradition,

Both were born in Saxony, not far from each other, and in the same year, yel
never met each other. Handel's career was one of vivid color and cantrasts: a warld
figure, born 3. Cerman, but died a naturalized English citizen, and was buried in
Westminster Abbey among England's most esteamed sons. Bach, on the other hand,
niever left Cermany, traveled but little, was not widely known, and led 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 cannct be better brought out than by the strange
coincidence that in the very year, 1733, when Handel refused a proffered Doctor of
Music degree from Oxford, because his musicianchip commanded the respect that
was his due, Bach sought a title of Kapellmeister at Dresden {and as a proof of his
2bility 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 CROSSO-IN F MAJOR, OP. 6, Mo. 2..CEORGE FREDERICK HANDEL

This is the second of a st of twelve concarti grossi composed by Handel during
October of 1739 He had already had six published & Opus 3, and several others
had been composed ‘and performed, but were published later. - So rapidly did: he work
at these twelve that each one was tumed out in about & day

The holograph of number two bears the date Ociober 4, 1739, yet it was not
until April of the next year that it was published with the other efeven

"Twelve Grand Concertos for Violins, etc., in seven parts com-
posed by Mr. Handel. Opera Sexta. Printed for |. Walsh*

In spite of the simplicity of materal—strngs only—Handel achieves effects of
grandeur relieved by touches of exguisite lightness and grace, variety of color and
feeling, and an ingenious arrangement of movements

Romain Rofland insists that Handel's instrumental music has the nature ‘of
constant improvisation, and should give off that kind of excitement.  Ralland also
believed that when Handel was in Reme in 1708, he must have been impressed by
Corelli's works: in this field. Some of Handel's concerti grossi were written as early
az 1710,

This concerto is placed among Handei's finest masterpieces by both Ralland and
Leichtentritt. Comparisons have often been made with Beethoven's Pastaral Sym-
phony:  there s the same tonality, and similar suggestions of the reverie induced by
a warm summer's day




ISRAEL IN EGYPT

In-order fully 1o appreciate the importance of Handel's ''lzrael in Egypt.” one
should try o visualize its pesition in the history of the oratorio.  Briefly summed up,
it can be regarded as the ultimate in those methods that Handel developed: which
finally distinguish: his oratorios from his operas. That s why Romain Rolland calls it
the most: gigantic effart. ever made in oratoric,” and Professor Cole says it is the
"mest perfect example of choral oratorio.”

The cratorio a5 a musica| form is often regarded 25 beginning with Cavaliere's
work around 1600, Mearly a century later Carissimi's compasitions at Rome were
considered the standard.  Their distinguishing marks included an Italianate. suavity
of melody. and outline; and in them the chorus was subordinate to the vocal solo. It
was from these developments thar Handel greatly extended the form of oratorio: in
fact, he really originated it in cur modern sense of the word:

It should be remembered that Handel actually spent most of his life in the world
of opera, as compaser and impresario, until its politics and intrigue made him bank-
fupt, Only then was he driven 1o 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, thefr incisive outlines, and wonderful
contrasts are quite unlike anything of the earlier Italians.  And the epic utterances
af his choruses ara found In no operas of the pericd Thus, at first, Handelian English
pratorio was a type peculiar to itself, different mot only from the lralian but also
from the German type. The Germans used the word only in connection with relig-
ious church. music to signify a cantata {zs Bach's “Christmas: Oratorio”), or a setting
of the Passion. Handelian aratorio was not atall church music, but “entertainment,”
and theatrical at that, for itwas performed. in theatres, not cathedrals |+ was rot
acted out like cpera, however,  Handel soon realized that, freed from the necesity
of memorizing and acting, the chorus could be much more effective.  He made the
most of his cpportunity, utilizing his contrapuntal =kill with a clarity and an emo-
tignal impact that practically created a new musical form.

“lsrzel in Egypt” is the logical culmination of this idea. Here the chorus,
expanded fo eight parts, has practically become the entire dramatic protagonist. As
Streatfield so-well puts it {page 2781 ; "The possibilities of choral music as a means
of ion are practically ext 1 in lsrzel. Mothing like it had been attempted
before its day, nor has been attempted since . . .2 combination of massive grandedr
and picturesque force, it stands alone "

It would be interesting if we could trace the relationships between the circum-
<lances immediatel ding  its ¢ ition and  the infl that led to his
undertaking an epic on such monumental lines, - Exactly why he carried out the work
ie not known, His affairs were in a perilous state. A year sarlier he had suffered
3 paralytic stroke caused by cverwork and worry, In the first part ‘of 1738 his

operatic ventures were a financial ruin.  Yer he wisely tock a vacation, That hiz
popularity must still have been enormous, s attested by the ercction 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 libeettist 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 fouwr days later he plunged into
"lsrzel” The: text was taken from Excdus, and was completed on October 20, The
second part was written first, evidently intended a5 a cantata o anthern. Realiza-
tion of the vast possibilities of ‘the material led to'the adding of a first part:  The
subject is colossal and the treatment no less so.  Its vastness and the backward order
of conception Invite comparison with Wagner's "Ring."

“Baul" had its first performance In January, 1733, but “lerael” was not pro-
duced until April 4. The former was regarded as a modérate success, while “lsrael
in Egypt” was so coldly received that its third performance was neasly: cancelled and
then only given “'shortened and intermixed with songs.”  (So read the advertisement;
the "songs" were interpolated [talian cperatic arfas.) The public, who still consid-
ered Italian 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 brilllant solo singing. ' (Handel's |talian tingere uevally refuced 1o =ing in
his oratorics.}

This wark alsa: brings Ug the much debated controversy of Handel's so-called
plagiarism. Mobody seriously criticlses his use in 2 given wark of material originally
from some ather work of his ewre: Most composess have done this to soma degree:
Gluck- even moare than Handel, Bach, Maydn, Mozart, Beethowen, Schubert and
Brahms, to name a few. |t is -a different thing; however, when we find Handel
incorporating themes: and even 2 whole mavement tfrom anather composar’s wark
whan it suited his purpese. - Handel's borrowings in “lsracl” are more extensive than
in any other of his important scores. I this- respect “lsrael” fs really a gigantic
pasticcio, yet it weems to have complete unity. |t should be remembered that every
public performance of one of Handel's larger works during his lifetime: was for the
enterfainment of the public, and partook of the pasticcio, with music freely inter-
changed and interpolated. The tremendous speed of its: compesition {aboul eleven
days for the'second part 2nd five days for the first part] may have been & factor,
though we can find no good reason for the hirmy—it was not performed until months
later. In almost all cases it has been ‘shown that Handel altered the material, thus
trarsforming it to his.own ends, This recalls the master painters of the Renalssance
whase 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 idess which Wagner took from Lis2t.  One suggested explanation lies in




the coincidence that mast of the plagiarisms sccur within a few years after his stroke
of paralysis: Handel found it harder to get started oo a new work, and used these
borrawings as 3 point of departure.  This question will probably never be settled to
everyone's satisfaction.  The most exhaustive tréatment of it is Sedley Taylor's,
"indebtedness of Hande! to works by other Composers” (Cambridge, 1906)

The work: starts at once—there 15 no overture—with the tenor recitative: “Mow
there arose a new King in Egypt which knew not Joseph™  Immediately the famenta-
tign of the lsraelites over the cruelties of the Egyptian bondage is hesrd—a power-
ful double chorus

A series of movements -describe’ the plagues  Handel here makes one of the
earfiest efforts on a large scale 1o suggest natural or non-musical phenomena by
musical means: storms, jumping of frogs, burzng of fles efc. His effects are
surprisingly modemn considering the state of music of his time. A whele string of
great compasers have: followed in His footsteps inattempting imitative music, Haydn
in “The Creation," Mozart in the “Lavrymosa'! from the “Requiem,” and Beethoven in
marly 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
Harlel had no predecessor in this respect  There were many: Kuhnau In his biblical
sonatas: some of thie French clavecinists, many compesers of garly opera and dramatic

madeigals such a5 Wacchi and Monteverdi; the Sixteenth Century French ‘Chanson
often included bird cries, street cries, and battle effects; nor should we forget the
call of the cuckoa in “Sumer 15 icumen fn,"

First there Is the plague of the water tuming into blocd (“They loathed to drink
the river').  This is a fugal charus deseribing the nauseating effects visited upan the
Egyptians. In the use of diminished sevenths and passages of descending cemitanes
we can easily sense their shudder of disgust.

The epically painted exordium of “He spake the word” leads s to a world
trarsformed by flics and locusts, and later by frogs. The sound-effects of the
insects and the hooping of the frogs I set forth in the orchestral accompaninment
with disarming naiveté.

Mext is the famous dramatic double chorus, “He gave them hailsfones”  [ts
effective orchestral introduction evokes the approaching storm ontil it is on top of
us—a small cataclysm.  The means used are almost ludicrously ‘simple, but they never
miss fire. Hendel barrowed from a "Serenata’’ of Steadella here, but it fook the
Saon’s genius o realize the "terribility™ that could be extracted from the musical
ideas  The storm passes, succeeded by a murky gloom; vague, uncertain’ fones are
heard, and the cries of the desolate and bewildered people  This is suddenly changed
into an energetic certainty of utterance, “He smate all the first born of Egypt.”" Thus
the swift vengeance of the Most High Chorley called this “a fiercely Jewish”
chorus, “a: touch of Judith, of |ael, of Deborah in it—no quarter, no delay, no mercy
for: the enamies "

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

The jubilant “But the waters overwhelmed their enemies,” was originally an aria
in ‘one of the Chandos anthierms, "The Lord is my light.” Note the close simitarity of
text both referring to the waters; for in” the Chandos anthem itis "It is the Lord
that rufeth the sea"

Part || is'called the "Song of Meses”! The duet for two Israelite women [two
woprancs) is @ greatly improved version of 3 duet in the Latin “Magnificat," atfrib-
uted to Erba.  From this same "Magnificat” material appears in. the following two
double chonuses.  The second of the two contains (starting at bar 15) a good speci-
men of Handel's contrapuntal powers in which the double choris is used in the style
of ihe concerto grosso with much canoning and dialoguing.

The duet for twe basses, “The Lord is-a man of war,” & 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 “Te Deum’” of Urio. The dotted figure in the
accompamment is from Urio's work, yet fits.in the whole perfectly. Each bass vies
with each gther To express a crescendo of joy at the defear of the Egyptians

The tenor aria has the thundering spirit of the vigorous text, yet it is written
with elegant contours,  The alto =olo, on the other hand, is mose pleasingly’ eiphoni-
ol and tender. in spirit,

The wark closes with a fitting clima 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—
& frue paean of exultation

Though ar- first recemved coldly, in the cowrse of the nineteenth century this
oratonio became very popular. In 1883, Rockstro wrote; "The general consensus of
artistic criticism points to “lsrael in Egypt" as the most sublime: and masterly, if not
the most-generally attractive oratorin. that ever was written” (page 220).

Hewever, in Mew York City, performances in' the last thirty-five years have
been very few. Search in the records at the New York Public Library and numérous
personal Inquiries yielded this writer no trace of any major performance with orches-
tra since 1900, 1t has been given, as a whole or in part, in several churches with
organ: such as at the First Presbyterian Church under Dr. Carl, and at the Free.
Synagogue under Professor Binder,
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SUITE IN B MINOR, FOR FLUTE AND STRINGS......JOHANN SEBASTIAN BACH

In 1717 Bach left Weimar in ofder to occupy the pasition of Kapellimeister at
the court of the young Prince Leopold of Anhalt-Cothen, The latter was @ very
gifted musical conngiseur, as well 2z an able performer on several inttruments. 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, “Ha loved music, he was
well acquainted with it; he understocd it.”

Bach was at Céithen 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 elavichord, and several of the clavier concertos. It was
then also that e wrote the first two of his orchestral suites—he wrote four in-all,
this-ene in B minor, uzually being designated as Moo 20 [t is prebable that: he wrote
all four at Céthen, but Spitta thought the last two belonged to the Leipzig period
becaimse of the watermark an the music paper used for: the manuscript.  In any-case,
wedo know that all four were performed at Leipzig, at the concerts of the Telemann
Mausical Saciety, which hé conducted from 1729 to 1736,

Bach's autograph title page reads, "H moll Ouverture a1 flaute, 2 violini, viola,
e basso” In each suite there was also the “continuo,” or figured bass part, which
was: generally efaborated at the harpsichord by the conductor, wha played and
dirgcted at the seme time.  The flute as a' Solo instrument enjoved greal vogue in
Bach's day, and among its devotees was Frederick the Great, who employed the
illustrious Quantz to write scme 500 works for that instrument,

Professor Parry cbserves 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. 1.
Such was the overturé of a Lully opera  Here the short, vigorous fugue in four
vaices, allegro, is for the flute and strings, followed by a slow eplsode again. The
averture was always musically the mest serious and impartant part of a suite. hence
perhaps the usze of that term fo designate the whole.

The Polonaize is a stately, processional-like dance. Bach here wrote 2 brilliant,
florid flute obbligate 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: Mathescn seems to be the first fo 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. zppropriate to a finale. A
similar movement closes Bach's fourth suite in D, where it 15 called “Rejouissance




TRIO FROM THE “MUSICAL OFFERING” JOHANN SEBASTIAM 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. 1o
Frederick the Great, The latter maintained a musical blish of no -mean
importance, including the two Crauns, Benda, Quantz and others

Frederick, moved by interest and curiosity, had an invitation sent to the old
Bach, but it Was nat until 1747 that the latter yielded to the insistence of the King.
Bach set out in May for Berlin.

Thie 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 fugle ex tempore:  The King supplied a subject, but
whether Bach actually used it for the improvisation is not certain. - His trial of the
Silbermann piancfortes, his organ-playing ar Potsdam, and his visit o the opera house
at Berlin are also well known

It ‘was this journey that led to the production of the "Musikalisches Opfer,” in
which, as a compliment to Frederick, the confents are based on the King's theme

The work consists’ of a number of well-developed and artistic compasitions;
ricercari, fugues; canons and @ trie, The trio s for contintio, violin, and Frederick’s
favorite: instrument, the flute, and ks planned along the wsual lines of the ltalian
wiolin sonata in four movements, and on subjects derived from the King's theme:

SUITE [N (B MAJOR G i i i JOHANN. SEBASTIAN BACH

Thiz sulte, generally called No. 3, i much more strongly crchestrated than the
preceding and inchudes three trumpets; two cboes, and timpani

The Overture s in the customary French style; The grove leading to a fast
section, followed by a slow section again.  The fast section i here a free fugue in
which there are several passages for solo violin after the manner of ‘the old con-
cerio Erosso.

Doubtless the Air is the most familiar of all Bach's music fa the general public,
wha récognizes it as the famous "Air for the G string.” |t has been in the reper-
toire of mast violinists since Wilkelm)'s arrangement. of it for sofa vialin and plano.
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 harmeny, while the ‘cellos and basses
propel the movement forward with ther pizzicate effects,  lts mood: of sustained
ereniity has been' likened to Elysium, the abode of the blessed, so beloved by poets
and musicians.

The two Gavottes, lively and shythmucally empnatic, correspond here 1o the
miruet and trioof the early claszical symphony,  The second, which- = gven out in
unison by the whale orchestra, s followed by a repetition of the first.  Originally
the gavotte was-a peasant dance, later on & court dance. and, Tinally, at the time af
Cluck it was chiefly a stage dance

The Bourrée and Gigue have a-zouthemn gakery! the one of Southern France;
the other of Haly.




MOTETTO, “SILETE VENT]." FOR SOPRANO SOLO AND ORCHESTRA

GEORGE FREDERICK HANDEL

This is the only o of Handel's compositions called by himself & “motetto.”
Actually it is & long sacred solo cantata, definifely affected by the contemporary
Itzlian sacred style with Its intermixture of the' secular, ‘We are reminded of

Carissimi, Scarlatti and Pergolesi.

The date of its composition ‘is nat certain.  Chrysander thought it was between
1715-20, but Leichtentritt places it eartier, 1707-12, and probably at Rome.

The soprano solo voice sings with a chamber orchestra of oboes, string quartet,
and continbg,  The writing for the solo voice: shows what' g thorough understanding
Hande! had of vocal art, and with what effect he could uze it

Leichtentritt finds it a masterpiece of idyllic feeling—a worthy companion to
the best of similar meods in his oratorios-and operas

|arghetto
Silete, silote ventl, - polite mammurare
frondes, quia anima mea, dulcedine
requicscit.

Andante ma Larghetto
Duleis amor, Jesu' cana, quis pon cupit t2
amare veni, transfige me.
Se tu feris, non sunt claded, tuae plaace
sunt suaves, qula totls vive inte

Recitative
O fortunata-anima,- O jucundissimus
triuamphue,
O foelicissima, logtitia

Andante
Date serta, cate floros, me coronent vestri
hanares.
Date palmas nobiles.

Allegro
Surgant venti, o bestae.
Splrent almae, fortunata
Auras coplifulgidas,

Presto
Alletua,

Larghetto
Be silent, be siient, ye wind, do not rustle,
ye leaves, becatse my soul i swestly

resting

Andante ma Larghetto
Sweat love, dear Jesus, who does nat desine
Your bove, come, transfigurs ma. | You
strika, po hamm results, Your - punish-
ments are & delight, Your wounds are
atsuaged, since | live wholly in Yol

Recitative
O blessed spirit, © most jovous: triumph,
O most heppy. felicty,

Andante
Strew gariands, throw flowers. Let Your
haners crown me; spread stately palms.

Allegro
Let the winas rise and the white spirits
breathe forth, blessed  breezes making
the Heavens bright.

Presto
Aldlafuja.

CONCERTO GROSSO. IN € MAJORciciciississiead CECRCE FREDERICK HANDEL

In 1741 Walsh published @ collection entitled, “Select Hermoni,” including
works by Weracini and Tartini, 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 earlier
collection of six "Concerti Grossi” of Opus 3; often called the “Oboe Concertes,”
which were published in 1734. Therefere, this one in C major is often called Mo: 7,
and it differs- from the preceding six concertos of Opus 3 in ifs larger proportions

According ta Chrysander, the origingl is dated January 25, 1736, and bears the
title, "Concerto per dug vialini concertini e violoncello, 2 hautb. 2 violini ripleno
viola & basso" Also in the preface to'its publication in Vol. XX| of the Handel-

geselischaft 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 archestra,
while Roland finds in it the “same massive breadth as in the cratorio itself.”
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VOCAL SOLOISTS

RUBY MERCER,...
HELEN MARSHALL
PALULINE PIERCE.
RISE | STEVENS...

ARTHUR DE VOS5,
ALLAN STEWART
JULIUS HUEHN...

GEORGE BRITTON
GEAN | GREENWELL.

INSTRUMENTAL SOLOIS

HARRY CLICKMAN
JOSEPH | ENITZER

HARRY FLCHS
FREDERICK WILKIN
CRECORY  ASHMA
GEORCE  VOLKEL

CHORLS,

CHORALE

RECITATIVE {Tencr and Bassi...

et CORTE, |yt - daughtens
o When Jesus now had finished
L0 blessed Jesu

RECITATIVE (Tenar)

Then d the chief priests

CHORLS.

Mot upon the feast

RECITATIVE (Tenor).
CHORUS....

RECITATIVE (Tencr and Bassi
RECITATIVE (Alta)

Mow, when |esus was. in Bethany
e Whetetore wilt thol
g esin, perceiving 1T
Thou daar. Redsemer

|
2
3
4
b
6,
7
8,
4.
10.

ARIA [Altad

o Grief and pain

RECITATIVE (Tenor and Bassh,

ARIA [Sopranal.

i Thin one of the twelve
Only bleed

REGITATIVE (Tenar)

MNow on the first day

CHORLS....

RECITATIVE (Teror and Bass} AND

CHORALE

CHORLS...

o Where wilt thou
i s3id: Co ya Into the city

RECITATIVE (Tenor and Bass|

The serrows: Thou art. bearing
He arswered them

RECITATIVE (Sopranol .
ARIA (Saprana)

LAlthough my | eves-with. Toars
HNever will my heart refuse Thea

RECITATIVE | Tenar and Bass)
CHORALE

And when they had surg a hyrnn
o,y Keepr

RECITATIVE (Tenor and Bass)

Poter answered eagerly

CHORALE

Here will 1 stay besida Thee

RECITATIVE \Teror and Bass)..
50LO (Tenar) WITH CHORUS.

- Than cama Jesus with them
O Grief

S0LO (Tenerl WITH CHORUS

1 woukd beside: my Logd

RECITATIVE (Tenor and Bass)
RECITATIVE '(Bassh._...
ARLA (Bass)

-And He went a littla farther

Tha Savicur falls before His Father kneeling

RECITATIVE [Tetor and Bass)
CHORALE

Gladly will 1, all resigring
A He came to the disciples

RECITATIVE {Tenor and Bass)

Maw may the will of Cod
And again He came

DUET (Soprano-and Alte] WITH CHORUS.,

RECITATIVE (Tenar and Bass!

LoAlas! my Jesus now s takeh

CHORALE,

And, behold, ane of them

0O man, bewsil thy sin o great

ARIA (Alto) WITH CHORUS.

RECITATIVE {Tenor!

CHORALE

Ah, now is my Jesu gane

And they that had |aid hold
The ruthless world

RECITATIVE iTeror and Bassh AND. CHOR

RECITATIVE |Tenor)
ARIA (Terorl

Yea, though many false witnesses
He will not speak

Behold| Behold]

RECITATIVE (Tenor and Bass) AND CHORUS... And the high pricst answered
RECITATIVE (Tenor) AND CHORUS, Then they began to spit in His face
CHORALE, - Wha could so rudely smite Thee
RECITATIVE (Scorano, Tenor and Bass) AND CHORUS -Peter was sifting without
RECITATIVE |Tenor and Bass! And Peter then began to curse
ARIA (Alto) 0 pardon’ ma, my- Cod
CHORALE Though my. feat from Thee have wandared
RECITATIVE Tenor and Bassl AND CHORUS. (- And when the morming came
And he cast down the silver pieces
Give ma back my dearest Master
RECITATIVE {Tenor and Bassl, And they took counsel togethor
CHORALE. Commit thy ways, © Filgrtim
RECITATIVE |Soprano, Tencr and Basi} AND CHORUS,
CHORALE.
RECITATIVE (Tenor and Bass)...
RECITATIVE |50pranl,... -..4He hath done only good to all
ARIA } From love unbeunded
RECITATIVE (Tenor and Bassi AND CHORLUS: e THEN cried they out
RECITATIVE |Alte] Look. down, O Ged
ARIA (AT} Are my weeping and my wailing
RECITATIVE (Tener] AND CHORUS. Then the soldiers
CHORALE 40 Head, all bruised and wounded
RECITATIVE |Tenorl And sfter making spart of Him
RECITATIVE |Bass) .. Yea, truly, fo the cross
ARIA (Bam) Come, blessed cross
RECITATIVE (Tenor) AND CHORUS And when they came unto a place
RECITATIVE (Tenark He was reviled alsa
RECITATIVE [Alto) Ah, Golgotha
ARIA (Alto) WITH CHORLA. ... Lock where Jesus beckoning stands
RECITATIVE (Tenor and Bass! AND CHORUS.... #And from the sixth hour
CHORALE. When | toa am departing
RECITATIVE (Tence] AND CHORUS. And then, behold! the vell of the temple
RECITATIVE (Bass) At eventide, cool haur of rest
ARIA [Bassl Clearise thes, O my-soul
RECITATIVE [Tenor and Bassi AND CHORUS, And Jasephs took the body
RECITATIVE {5oprana, Alta, Tenor, Bassl WITH CHORUS. And new the Lord ta rest i laid
CHORUS. In despest grief

&

CHORUS OF THE: ORATORID SOCIETY OF NEW YORE

BOY CHORISTERS OF 5T, THOMAS EPISCORAL CHURCH
I Caurtesy of Dr. T. Terfius Noblel

ORCHESTRA OF THE |UILLIARD SCHOOL OF MUSIC
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THE PASSION OF OUR LORD ACCORDING TO ST. MATTHEW

The 51. Matthew Passicn 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. fohn), 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 nestri J. C
secundum Evangelistam Mattaeum.”

Although first performed on Geod Friday, April 15, 1729, at 5t Thomas's, we know
that Bach had been at work on it in 1728 Picander wrote the libretta in 1728, alsa in
November of that year Bach used some of his already composed Passion music in the
"Trauercde,” written upon the death of his friend and patron, Prince Leopold of Anhalt-
Cithen.  There is nio 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 ft, and it was performed in its final farm sometime near 1740,

What impression was made on the occasion of the first performance in 1729 is
unknown; probably nat 3 deep ane.  Friedrich Melchior Grimm, later ane of the four or
five 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 Ernesti and
Cottsched, both of whom were connected with Bach.  Yet when the writer of these
program notes collected the numerous musical references and criticisms in the 16 vol-
umes of the “Correspondence littéraire,” by Grimm, he found not a single reference fo
J. 5. Bach, The "great Bachs” were |ohann Sebastian's sons.  The revised version was
performed st Leipzig, evén after Bach's death. |t was not until 2 century after its first
inception that it was hesrd elsewhere—first at Berlin in 1829, through the effarts of
Mendelsschn, who also conducted. The audiences then received the work with deve-
tion and enthusiasm.

The performances last year under the auspices of the Oratario Society and the
Juilliard School were believed to be the first in New York City given without cuts It
is this writer'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-bom custom from the Fifteenth Century fo sing the. Passion
story during Holy Week at Leipzig. The old form was a very conservative plain song
type, and not perticularly 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 |ohann 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), prebably in co-operation with Bach, This is assumed from
the many close similarities with the poetic ideas of Salome Franck, Bach's librettist at
Weimar.

Sweitzer hss 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 fittle scenes or pictures.

These are marked out by the stopping of the narration, and then the portion just
recounted from the Bible is used a5 the subject for a short meditation.  This is gener-
ally accomplished in an aria, preceded by an aricso-like recitative. At minor resting
points the Christian spectators of the drama give expression to their feelings in cherale
verses,  Bach, himself, pecbably chiose the particular chosales for the various places, 2
task which he accomplished with the finest taste:

Sweitzer and Terry find some Iwenty-four of these scenes, with a prologue o each
half of the work: |2 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 @ panoramic scale, Few indeed have been his peers in this respect; we think of
Handel, Beethoven, and Wagner, of the frescoes of Da Vinc, Raphael, and Michael-
angelo.  (Perhaps the best short guide tothe dramatic scheme is Terry's small booklet
on the St. Matthew Passion in the Oxford "Musical Pilgrim™ series))

The compasition calls for a double chorus, with 2 third made up of boys' voices, for
two orchestras: (one for each chorus), sela singers, solo instrumentalists, harpeichard,
and organ. The number of performers available to Bach was about 34 singers and
roughly an equal number of instrumentalists, exclisive.of the organ and harpsichords.

‘We naturally wonder about tha quality of those early Lelpzig performances. Bach
seems 1o have had no illusions as to the inadequacy of his forces in performance.  Wivid
as were the conceptions within his own mind, the human material that set them farth
can hardly have risen o his vision, There exists his report to the Town Council asking
for additional performers.

The year of the 5. Matthew Passion he was appeinted conductor of the Telemann
Musical Society, a University Ovganization devated to. the performing of instrumental
andl 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 fo the wark as a whale, to pick out movements
for special mention. For an excellent and penetrating discussion (although a short onel,
the reader is referred to the chapter in Parmy's, 'Johann Sebastian Bach”

In concept and compositicn the first chorus is planned on the grandest scale, with
twa choirs and a separate treble part. Soon the vaice of Christ predicts the impending
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The Juilliard School of Music announces a series of three Chamber-
Music Concerts and two Vocal Recitals on Ta:esday afternoons at
five o'clock.

NOVEMBER 30, 1937............CHAMBER -MUSIC
DECEMBER |4,

JANUARY 25, 1938 CHAMBER-MUSIC
FEBRUARY 22, e NCICRIESRECITAL

MARCH 15, 1938........CHAMBER -MUSIC

TICKETS FOR ALL OF THESE CONCERTS ARE FREE ON REQUEST
L

Applications for tickets should be sent by mail two weeks belore 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 concers.

November 30, at 5 o'clock [0 January 25, at b o'clock
December 14, at 5 o'clock....... [0 February 22, at 5 o'clock.......
March 15, at 5 o'clock

Name.....

Address...

Please return this card two weeks before the concert with a
stamped self-addressed envelope




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, in C major for piano, violin and visloncelle....__Brahms

Allegra
Andante con mato
Scharzo — Presto
Finale — Allegro giccaso

YIVIAN RIVKIN, Fiano
GIZELLA EHRENWERTH_ Violin
DOROTHY TREML JMiolancello

Tutermission

Verklarte Nacht, opus 4. Schoenberg
[after the poem of Richard Dahmal]

MARA SEERIAMSKY. Vialin
CHRISTINE PHILLIPSON FOLEY. Viclin
EUGENIE LIMBERG. Viola
MYRTLE 'WOLSFELD. Viola
DOROTHY TREML Yioloncallo
BETTY BARBOUR. ____ Vicloncello

Steinway Piano
&

The sacend concert in this series will ba a Yocal Recifal

on Tuesday, December 14, at five o'clock




JUILLIARD SCHOOL OF MUSIC

SEASON 1937-1938

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
An Chioe
lch atmet' ginen linden Duft

Sténdchen..

DOROTHEA TORBESON
Sargius Kagen at the plano

Chére Muit
Aria Le Réve" from "Manon"

Aria "Ahl fuyez; douce image” from “Manon"
CARL NICHOLAS
Bertha Malnik at the piana

Penelope:

Mozart
o Mozart
_Mahler

_..Strauss

.. Bachelet
Massenet

Massenet

Ruth Cumbie at the pizno

PROGRAM

v

Aria "Di ad lrene, tyranna infidele" from "Atalanta’. ... Handel

Aria "Amor H vieta" from "Fedora s ADIGFIANG

Mattinata_—. . . . Leoncavallo
JOSEPH MARSILIA

Brooks Smith at the piare

Von ewiger Ligbe.
Stancehen it e

Aria "Es gibt ein Land" from "'Ariadne auf Maxos"..
ALICE HOWLAND

Brooks Smith af the piaro

Vi

Finale from third act of "La Bohéme'. ; —Puccini

GERTRUDE GIBSON
LEE COUCH

WILLIAM GEPHART
HELEN VAN LOON

Alborte Bimboni at the pians
Steinzvay Piano

The third concert in this saries will bo a Chamber Music concert
on Tuesday, January 25, at five o'clock




JUILLIARD SCHOOL OF MUSIC

SEASON 1937-38

CHAMBER MUSIC CONCERT

TUESDAY AFTERNOON, JANUARY 25, 1938

at five o'clock

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




L TRAMONTO: (THE SUN

lato was cna wi

f ond wind wi
Thai faces smid the b
Ganius and death

Iike the rances o
Wrur with rho [

But fo the west was open
Thare fiow the sun had
Hung on the sthan ©
h:r love| grass nnd nadding

DOn

The broad and

Hatwosn the Black trunks of
While the faini stars . gather
"Is it 'not strange;

| novar saw the zun? W~ w
Temorrow; thau sha!

That night’ the youth snd lady misgled lay
In lovie end sleap — but when the morning came
The lady found her lover daod and cold.
La# none. believe that God in mercy gave
That sfr—,lo. le Ind\f died nnf nor graw W
(R

And Hmt shn did not d

Her-aged father, were 2 kind of madness,
1 madness: 'ti

For but 4o see har waora to road the tale

Waven by some subilest bard, fo make herd hoarts

it o Giade ok ar et
Har eyes wars black and lusiralass and wan:
Har ayelathes were warn away with tears,

Her lips and chanke were liie things dead —so
Her harids were thin, and throuah their wa
And weak arficulations might be sesn

Day's riddy light. The: tomb of the desd salf
Which cne varad ghost ishabits, night and day,
15 all; lost ehild, that now' remains of theat

Pinkeritor of more than aarth can give,
Passianless calm and silenca unraprove
Whother the daad find, oh, not slmap! but rest,
And are the -..rcom,:n g thi they soam
Or live, or drop in the desp sen of Laves

Oh; that like thine, mine spilaph were— Poacel”

This was the only moan she-svar mads:

PROGRAM

Quartet in F major.
|In Memeriam]
Allagro mederato
Assoz vif — Trds rythmé
Teis lent
Vif o agitt
HATHAN SOTTSCHALK
SOL GLASSBER
HARRY HY.
HARCLD BEMKD

1]

Tramonto,' for voice and string quartet

PAULIME FIERCE Mezza.soprans,

NATHAN GO JALK
SOL GLASSEERG
HARRY HYAME

Miadin
v

HARGLD BEMKO_ —Violoncella

Quartet Mo. | in € minor

Allagro melte medarsto
Scharzo — allegro.vive
Adagio
Allegre molto
BILLY MASSELOS.
NI’\IHA GOTTSCHALL

DOROTHY TREME. Wioloncells

Steinway Piono

4

The fourth concert in fhis series will be a Veeal Rocitsl
on Tussday, February 22 af five o'cleck




JUILLIARD SCHOOL OF MUSIC
RECITAL OF VOCAL MOSIC

Tuesday Afternocn, February 22, 1938
at five o'clock

in the Concert Hall

PROGRAM

"Bois epals" from "Amadis". ......Lully
1s&jour de 1'dternclle pa¢x" fvom "CdutOT et Pollux"....Rameau
10 Souverain" from "Le Cid".... Massenet
FREDERICK LOADhICK
Bertha Melnik at the piano

Lebe wohl.
Der Cartnbl.
Und gestern hat er mlr Rosen gehracht..csceesees
Hat dich die Liebe beriihrt eae 3
GERTRUDE GIBuON
Sergius Kagen at the piano

Fussreise
suf einer Wanderung...

Der TamboUls sesaveasessss
ALBFRT &IFPORD
Ruth Cumbie at the piano

Arm, arm ye brave cos . Handel
SleePeeess e A os v w s warlogh
In an arbor grechl..visssseasseins s e s e BIYSON
1'11 sail upon the Dog Star..... .sss s PUTCELL
JOHN TYEdu
Michael Field at the piano

Meine Liederecssesosssassassnse . ¥
Nachtigall..eeuos ol ’ s eoRe) DA S

Rotethalteis e « wnas .
M&RGARET HARoHAW

Albherta Masiellc at the piano

Steinway Piano
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THE JUILLIARD SCHOOL OF MUSIC

EIVE MUSICAL EVENTS

_February 18, 1938
March 25, 1938

TION COURSE OF

November 19, 1937 Friday evening

Friday evening
January 19, 1938

Friday evening
\Wednesday evening

Wednesday evening.. . April 6, 1938

E ORK CITY
CONGERT HALL, 130 CLAREMONT AVENUE, NEW f

&

2 ; Syl TiEon
HALF RATE TO STUDENTS AND TEACHERS

SUBSCRIPTION BLANK

JUILLIARD SCHOOL OF MUSIC
COURSE OF MUSICAL EVENTS

| enclose my check in the amount of §. subscription(s}
to the course of five musical events

Name.....o..

Address........

SUBSCRIPTION PRICE $5.00 for three concerts and two operas

¢

Please make checks or money orders payable to W. J. BERGOLD, Accountant
and send application for tfickefs to the

Concert Department

JUILLIARD SCHOOL OF MUSIC
130 Claremont Avenus, New York City




JUILLIARD SCHOOL OF MUSIC

SEASON [937-38

ORCHESTRA

OF THE

JUILLIARD SCHOOL OF MUSIC

ALBERT STOESSEL......Conductor
ALEXANDER SILOTI

FRIDAY EVENING, NOVEMBER 19, 1937
at sight-thirty o'clock

CONCERT HALL
130 Claremont Avenue
NEW YORK CITY




PROGRAM

Tone Poem "A Night on Bald Mountain™ ... Moussorgski

It

Concerto Mo. | in B flat miner, for pianc and orchestra.. Tschaikowsky

Andante non troppe o melte masstoss — Allegre can spirita

Andani Ii Prasto — And.

Allegro con fusco

Tntermission

i}

“Wanderer'- Fantasy for piano and orchestra ... .Schubert-Liszt

v

"Dance of Death,"" paraphrase on "Dies irae,
for pianc and orchestra

Mes. 2, 3, and 4 will be played in Mr, Silati's ravision

Steinway Piano




OPERA DEPARTMENT OF THE
JUILLIARD SCHOOL OF MUSIC

120 Claremont Avenue, New York City

%

SEASON 1937-38

"THE SLEEPING BEAUTY"

An Opera in Three Acts

Music by Libretto by
BERYL RUBINSTEIN JOHN ERSKINE

Musical Direcior , ALBERT STOESSEL
Stage Director ALFREDO VALENTI

Settings and costunies by members of the class in Stagecratt
Directed by FREDERICK J. KIESLER

PERFORMANCES

Wednesday Evening - January 19,

Thursday Evening - - January 20,

Friday Evening - - January 21,
Saturday Evening - January 22,




THE CAST

PRINCESS. - Alice George_ _Wednesday and Friday Evenings
: Van Thutsday and Saturday Evenings
Annaballe OH. Wednesday and Friday Eveninas
Suls Wing Thursday and Saturday Evanings
NURSE eenor Brownell Wadnazday and Fridzy Evanings
| Ka _Thursday and Saturday Evenings
MAID. Garfruds Gibson Wadnnsday and Friday Evanings
Alic: viand. f E
FIRST SQCE FAIRY. Helen Fer

Yivienne Siman

SECOND GCOD FAIRY.

THIRD GOQD. FAIRY. }
Thureday and Safurday, Eve

FOURTH GOCD FAIRY. ok il Wadnazday and y. Evoni

BAD FAIRY.

PETER and YOUNG PETER_Blinn Darwic
Gophart

KiNG Dovid Ottos Wednasday and Friday Evenings

Thurs and Saturday Evenings

PRINCE

POLICEMAN. Stanlay Carly \ilad and Fridey Evenings
Miltan Warchoft day Evanings

HERALD. \.l nald Dame Wadnos and Friday Evenings
d Brownina Thirsday snd Sat Evanings

PRIME MINISTER dskn Tyers All porformances

ARCHBISHOP Jack Wongrow Il pocfarmancas

Misses Alaxander, Amdur, Aspinal sl to .
Fairchild, Ford. Greenl i 8 broga, Lane; Lassiter,
Macklem, Marsinar, thr Qm\m Rowe, Snyder, Strazze; Whisenand

Massrs. Aldrich, Bailay, Brown, Campball, Caperton, Goadich, Hesse, Holjes, Hope,
Lick, MeDaneld, Michalas, Rharns; Reining aandrawsky, Spurr, Williamsan, Winston
GREGORY ASHMAN, Chorys Mastar

&
The Pavana in Ach | arranged by ARTHUR MAHOMEY'

COMMENT

for an opera. He wanted a siory based on folk lore or on some old §
at last on the version of "Tha Slesping Besuty’ which |/ had slesady published a5 a
shart story.

The Princess, you remerbar, was to sleap for one hundred yeers and to be wakoned
by the kiss of the Prince Charmina. J\I tha folk in ihe castle foll asleap with hor, but nof
the pecple oufside. The sle pracisaly one hundred years; and if the King and
Queen wasted hnre arguing with the' Good Fairy, they must have been & litHe late: in
coming fo..| pr red to have them esc the contury charm sitogether, and to assuma
that the delsyad waking would apply o tho rest of the houssheld,

tho Princess prick her fincer with fhe spindla? | assumo that she waes &

is sbgant-mi e mement, thinking of tha boy with whom she had s tryst in
1o forast that ove Adter the hundred yoaors, the Prince appears and is abeut to kiss
hor when s T in her slaap the name of the bey, The Prince, tamporarily dis-

g goos to the forest fo keap har angagemant. She finds her
ting thers 1o meei another girl, his swesthoark. For the
he has no uss ot all, and she retutns to the casile, with & glimpse of

nce, affer nll, was not discoureged, not really. Ha colled af tha castle ogain
tor the health of the Princoss.

JOHN ERSKINE

&

SCENES
ACT | —Courlracm in the pelace.
ACT Il — The Princess’s bed.chamber. (Twenty years later.}
ACT 11l — Scens 1A corndor in the. palace. [A hundrod years latar.]
Scene 1l The Princass's. bad-chamber. {A faw minutes later,}
Scane |11 A-forest glade. |The szme svening,)
Scana IV, A corrider in the palace: [A fow days later]

Scone V. Tha Princess's bodichamber. [A fow minutas later.)
&

ings by Daniel Brannar
Costumes of pringipals by Brino Funar
Costumes of Fairiss by Giovanni Sattists Repaite
Costumes of chorus by Esves Cestums Company
Proparties dosigned by Sylvia Shimbarg
Backdrop of forest scene affar a painting by Henri Remszeau
Tha ontite seanic production was bullt and painted by tho class in Stagoceaft
of the Juilliard School of Musiz, by studsnis sslected from the
School of Architecturs of Columbia Univarsity

+*
OFERA ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC




JUILLIARD SCHOOL OF MUSIC

SEASON 1937-38

CHAMBER MUSIC CONCERT

FRIDAY EVENING, FEBRUARY 18, 1938
at eight-thirty o'clock

CONCERT HALL

130 Claremont Avenus
NEW YORK CITY




PROGRAM
%

Sonata in E flat, op. 12, No. 3 for pianc and violin—.— Besthoven

Mlldgra conspirito
Adagio con molt” espressiona
Renda [ Allsgro motio)
ERNEST HUTCHESCN and LOUIS PERSINGER

Gabriel Faurd
FELIX SALMOND
Ralph Azgall at the piana

Sengs for Tenor:
Star vicino - . Salvator Rosa
Enjoy the sweet Elysian Grove. .. - Handel
Jet d'eau..... i G Ll Debussy
Flite enchantée .. __Ravel

Extase (with 'cello obbligatel. .. _Duparc

CHARLES HACKETT
Ralph Angell a1 the piapc

*Celle phbiigalo, Fellz Salmand

v

Tria'in B major, op. 8, for pianc, viclin and ‘cello___ Brahms

Allegre con brio
Scherza [Allegrs molic)
Adagio
Allears
CARL ERIEDBERG, LOUIS PERSINGER, and FELIX SALMOND

Steintoay Piano




JUILLIARD SCHOOL OF MUSIC

SEASON 1937-1938

<>

A CONCERT OF CHORAL MUSIC

BY

CONTEMPORARY COMPOSERS

THE CHORUS OF THE ORATORIO SOCIETY OF NEW YORK

WITH

THE ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

ALBERT STOESSEL, Conductor
<

SOLOISTS

ELEANOR BROWNELL.......Soprano JOSEPH MARSILIA Tenor
RUTH MARKUS Mezzo-Seprano GLENN DARWIN Baritone
HUGH PORTER Organist

<

FRIDAY EVENING, MARCH 25, 1938

CONCERT HALL

130 Claremont Avenue
NEW YORK CITY




PROGRAM

A Festival Fanfare. . _Albert Stoessel

Charalo-pralude based on the Bach-Nicolai chorale
molody, "Waks, Arlse, & veica is calling"

{First perfarmance in New York)

Christ in the Universe Mrs. H. H. A. Beach
A short choral work for Sali;, Chorus and Orchnstra
Text by Alice Maynall

{First performance with orchestra in New York)

Turn Back © Man.. i it i ustoy. Holst
For Chorus and Crehastra

Melody "Tha O3 | 24th Psalen't from the: Ganevan Pealfer

Internission

R, Mathaniel Dett

Biblical folk scans for Sali, Chorus and Orchestra

(First parformance in New York)

Steinway Piano

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,
Tha lesson, and the young Man crucified.

But not a star of all
The innumerabla hast of stars hae heard
Hew He administerad this terrestrial ball.
Our raca have kopt their Lord's entrusted Word.

Of His oarth-visifing feet
Mone knows the sacret, charished, parilous;

The' terrible, sk fast, fri d, whispered, sweet,

Heart-shattaring secret of His way with us.

Mo planet knows that this
Our wayside planef, carrying land and wave,
Love and life multiplied, and pain and bliss,

Boars, as chiaf troasure, ono forsaken grave,

Mor, in cur litte day,
May His davices with the heavens be guessed,
His pilarimage to thread the Milky. Way,
Or His bestowals there be manifest.

But, in the eternifies.
Doubtless we shall compara fogether, hear
A million alien Gespels, in what guise
He trod the Ploiades, the Lyre, the Baar.

Q. ba prepared, my soull
To read the inconceivable, o scan
Tha million forms of God those stars unroll
When, in our turn, wa show to them a Man.

From Popms of Alice Meymell; Copyright, 1923, by
Wilfrid Meynell: published by Charles Scribnar's Sars.
By parmission of H, W. Gray & Co.

T



P Stoessel

A Beach

tay Holst

wriiel Det

CHRIST IN THE UNIVERSE

Music by Mr. H. H. A, BEACH; Op. |32
Taxt by ALICE MEYNELL

With this ambiguous earth
His dealings hava been fold us. These abide:
The signal ta & maid, the human birth,
The lesion, and the young Man crucified.

But not a star of all
The innumarablo host of stars has heard
How Ha administerad fhis terrastrial ball.
Chur race have kept their Lord's entrusted Ward,

OF His aarth-visiting fast
Mone knows the secret, cherished, perilous,
Tha tarrible, shamefast, frigh d, whispered, swoat,

Heart-shattering secrat of His way with us.

Mo planet knows that this
Qur wayside planet, carrying land and wave,
Love and life multiplied, and pain and biiss,
Boars, o3 chief traasurs; one forsaken grave.

Nor, in cur Lifla day,
May His davicas with the hasvens be quessed,
His pilgrimage 1o fhread the Milky Way,
Or His bestowals there be manifast,

But, in the eternities,
Doubtless we shall compers fogether, haar
A million slien Gaspels. in what guise
He trod the Pleiedes, the Lyre, the Boer.

O, ba prepared, my soull
To read the inconcoivable, fo scan
The million forms of Sod those shars unrall
Whan, in our furn, we show fo them a Man,

From Fosms of Alice Meynell; Copyright, 1923, by
‘Wilirid Meynell; pablished by Charles Scribnar's Sons,
By parmission of H. W, Groy & Co.

THE ORDERING OF MOSES

SOLOISTS
Miriem____ Seprano The Voice of lsrsal__Alto
Masas.—— Tanor The Word Baritona

The Voice of God__ Baritone

The Children of Isrsel_Charus

The: Mases hera depicted is not the Moses familiarized to Us by the other arts;
aspecially by the work of Michaslangelo, whoso stetue of the patriarch has become

symbalic.

At the fime of this "ordering’ Moses was a shopherd, on o hillside —undoubt-
adly & young ‘man-— which explains the part being assigned fo & Tenor voice.

TEXT BASED ON SCRIFTURE AND FOLKLORE

THE WORD
All 1seanl's children sorely sighed,

CHORUS
By reason of their bondage, —

THE WORD
And unto Ged they sorely criad,

CHORUS
By reason of their bandage, —

THE WORD
All lsrael's childron sighed, —
And unto God they cried; —
'Meath Equpts king they hard ware
friad, —

CHORUS
By reason of their bondage.

THE VQICE OF |SRAEL
O Lord. behold my. affliction,
My hwart is furned within' ma;
A derk’ning cloud iz Thy anger,
Thy hand is hard against me.
My ayes and heart fail with grisving:
1 walk alona in deep shadows.
Oppressed and captive is Judah:
And Zion sighath in har mourring.

CHORUS
O Lordl

TRIO
God looked on lsroal,
And heard hsr childran groaning
Ha looked on har children groaning.
And had respect unto har.

CHORUS
And from & burning bush, flaming,
God spake unto Moses saying, —
Ga down, Moses,

Way dewn in Eaypt's land:

Tell Phamohl i

Lat my pocple gol

Theu :haF;f Egadqﬂw people

To tha promisad land.

Go dawn, take thy red in thy hand
Thou shalt lead thy peopln

Ta' the promised land:

MOSES

Lord]

‘Whe am | ta ga urte Pharach,

And why should | lead the children of
faraal?

How shall thoy know Thou sendest me?

\uhiot: ceatinairall 1 e Ao $hiansd

sl o b e

| am not sloquent:

Have no gitt of speach:

Am slow of tonguo,

CHORUS

And God spake ento Mases,
Spake unto Moses saying, —

THE YOICE OF GOD
‘Wha hath made a man dumb;
Or who hath mada his mouth spaak?
Is it not |, Jehovah?
Ged of your fathers?
Now therafore, go,
And | will be thy mauth,
I will instruch thee
‘What thou shalt say!
Go down, Mosas, —

EHORUS

Go down, Moses,

Way down in Eqypt's land.
Toll Pharach

Lat My people gal

Thou shalt |sad thy pecpla
To the promisad land,

I'vo looked an lsraal,

And | have respect unfa hor,




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, —

O glory, hallelujah, —
They sang a song of triumph o'er
O glory, hallelujah!

MOSES
| will praise Jehovah,
For He hath triumphed gloriously;
The horse and his rider
He has o'er thrown in the midst of
the seal

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 chariofs,
The winds and waves obey Him.
Now all the armies of Pharach
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, hallelujah!

MOSES

Sing ye to Jehovah,
For He hath triumphed gloriously.

CHORUS
Thy right hand, © Lord,

Is become glorious in power:
Pharach's hosts Thou hast cast
In the depths of the seal

MOSES
Sing ye
Praise to Jshovah,
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 | Am That | 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
O praise ye,
Praise Jehovah,
Praise His holy namel!

MIRIAM
O 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 | Am That | 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.
O praise the Lord!

MOSES

| will sing unto Jehovah,

For He hath triumphed gloricusly.
MIRIAM

The horse and his rider
He hath thrown into the seal

MOSES
Jehovah is my strength and my songl

MIRIAM
And He hath become my salvation!

MOSES
This is my God, and | will praise Him!

MIRIAM
My fathers' God, and | will exalt 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!




OPERA DEPARTMENT OF THE
JUILLIARD SCHOOL OF MUSIC

<

SEASOMN 1937-1938

<

"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 NATALIE 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




CONSTANZA
Genoviove Rowe
Helan Marshall

BLONDA
Dorothea Torbasan
Beranice Alarie

BELMONT
Joseph Marsilia
Loa Couchi

PECRILLO
Daonald Damo.
Fraderick Loadwick

OSMIN
Gean Graenwell
Elwyn Cartar.
PASHA
C: Wistar Yearslay

KLAAS, a boatman
Stanley Carlson

OFFICER
Joha Kilty

A DEAF MUTE
Chatles 5. Walch__

THE CAST
¢

_Woaednesday and Saturday
Thursday and Friday

MWednasday and Saturday
—Thursday and Friday

Wadnesday and Saturday
—Thursday and Friday

— Wednesday and Saturday
Thursday and Friday

Weadnasday and Saturday
Thursday and Friday

— Al performances

All parfermances

All parfarmances

All parformances

&

CHORUS

Waomen of the Harem: Guards and Slaves

Missas Alexander, Aspinall, Chisffo, Colirane, Ferd, Hovor, Hanley,

Knoepflo, Macklem, Marriner, Strazza, Snyder

Messrs Aldrich, Brown, Campkall, Haps, Kilty, McDonsld, Reiningar,
Rhame, Spurr, Szandrowsky

GREGORY ASHMAN, Chorus Master

SCEMES

ACT | —Plaza in front of the Palaco of Salim Pasha
ACT Il —Tha garden of Selim Pasha's Palace

ACT Hll— (&) Plazs in front of the Palace
[b] A hall in the Pasha's Palace

Costumaes sxecutad by Van Hern of Philadelphia, Pa.

The antirs scenic production wes built and painted by fthe class in Stagacrafi
of the Juilliard School of Music, by students selected from tha
School of Architecturs of Columbia University

OPERA ORCHESTRA OF THE JUILLIARD SCHOOL OF MUSIC

STORY OF THE OPERA

""The Abduction from the Saraglic" was first performed fn’ Vianna
July 18, 1782, The tceno of tha opera is laid in Turkey, whither Canstanza,
sttended by Blonds and Pedrille, has baen carried, to ke placed in the
Saraglio of Pasha Selim. Tha Pasha tries vainly to win tha love of Gonstanzs
wha never gives up hope of being rescued by her lover, Balmont. Padrilla,
wha loves Blonds, soon runs afoul of Csmin, the Pasha’s ovarsaer, and this
situstlon is not helped by Osmin's attention fo Fedrilla’s sweatheart.
Belmont arrives on the scena fo sffect a rescue. Pedrills arranges Belmant's
enfry infe the Palace by intraducing him ta the Pasha as a noted anginper
and [andscape gard The plot conti through the incidents ot
Constanza's dunial, against the fhreot of cartain forture, of the Pasha's
suit for her love; and Pedrilla's giving Osmin & slaaping potion affer
getting him hilariously drunk. The rescus is attemptad by Bslmont and
Pedrillo but foiled by the wily Osmin. The situation is further complicated
whan the Pasha discovars that Bolmeont is the son of his warst enemy. But
the Pasha is magnanimous and granis the four their freedom. The plot-ends
with gonaral rejoicing of all excapt Osmin,
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The English translation of the original German text was made
for this performance by Robert Lawrence and Albert Stoessel.
M. Lawrence franslated the lyrics and Mr. Stoessel the dialogue.






