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October 31 – November 2, 2002

Aaron Copland (1900-1990) – Suite from Appalachian Spring
Maurice Ravel (1875-1937) – Piano concerto in D, for the left hand
Dmitri Shostakovich (1906-1975) – Symphony No. 6

2-9

February 20-22 & 25, 2003

Dmitri Shostakovich (1906-1975) – Overture on Russian and Kirghiz Folk Themes
John Cage (1912-1992) – The Seasons
Benjamin Britten (1913-1976) – Four Sea Interludes from Peter Grimes
Tan Dun (1957-) – The Map, Concerto for Cello, Video and Orchestra

10-25

December 3, 4 and 6, 2003

Wynton Marsalis (1961-) – All Rise

26-33

Elliott Carter (1908-) – Micomicón
Elliott Carter (1908-) – Symphonia: Sum fluxae pretium spei
Ludwig van Beethoven (1770-1827) – Symphony No. 3 in E flat, Op. 55, Eroica

34-39

John Harbison (1938-) – Darkbloom, Overture for an imagined opera
Igor Stravinsky (1882-1971) – Movements for piano and orchestra
Charles Wuorinen (1938-) – Piano Concerto No. 4
Johannes Brahms (1833-1897) – Symphony No. 2 in D, Op. 73

40-51

Ludwig van Beethoven (1770-1827) – Missa Solemnis

52-71

November 11-13, 2004
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March 24-26, 2005
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January 19-21, 2006
January 22, 2006

February 9-12, 2006

Ludwig van Beethoven (1770-1827) – Symphony No. 2
Ludwig van Beethoven (1770-1827) – Triple Concerto for piano, violin, and cello
Ludwig van Beethoven (1770-1827) – Symphony No. 7

February 16-18, 2006

Arnold Schoenberg (1874-1951) – Five Pieces for Orchestra
Arnold Schoenberg (1874-1951) – Variations for Orchestra
Arnold Schoenberg (1874-1951) – Pelleas und Melisande, Symphonic poem

February 23-25, 2006

Arnold Schoenberg (1874-1951) – Gurrelieder

March 1-4, 2006
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Ludwig van Beethoven (1770-1827) – An die ferne Geliebte, for tenor and piano
Ludwig van Beethoven (1770-1827) – Quintet in E-flat for piano and winds, Op. 16
Arnold Schoenberg (1874-1951) – Piano Pieces, Op. 19
Arnold Schoenberg (1874-1951) – Pierrot Lunaire

October 5-7, 2006

October 26, 28, 2006
November 2, 4, 7, 2006

February 1-3, 2007

March 23, 25, 27, 2007

Arnold Schoenberg (1874-1951) – Chamber Symphony No. 1, Op. 9
Ludwig van Beethoven (1770-1827) – Symphony No. 9
Arnold Schoenberg (1874-1951) – Verklärte Nacht
Arnold Schoenberg (1874-1951) – Piano Concerto
Ludwig van Beethoven (1770-1827) – Piano Concerto No. 4 in G, Op. 58

52-71

Arnold Schoenberg (1874-1951) – Moses und Aron
Ludwig van Beethoven (1770-1827) – Grosse Fuge, for string orchestra
Ludwig van Beethoven (1770-1827) – Violin Concerto
Arnold Schoenberg (1874-1951) – Violin Concerto
Ludwig van Beethoven (1770-1827) – Coriolan Overture
Arnold Schoenberg (1874-1951) – Erwartung, for soprano and orchestra
Ludwig van Beethoven (1770-1827) – Ah! perfido, for soprano and orchestra
Ludwig van Beethoven (1770-1827) – Symphony No. 8
Ludwig van Beethoven (1770-1827) – Fidelio
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Aaron Copland, Suite from Appalachian Spring
Maurice Ravel, Piano Concerto in D, for the left hand
Dimitri Shostakovich, Symphony No. 6

Historical Context

Aaron Copland
Brooklyn and Boulanger
Aaron Copland was born in Brooklyn, New
York on November 14, 1900. His Jewish
parents had emigrated from villages in the
Polish and Lithuanian parts of Russia. His
nearest sister in age, seven years older than
Aaron, taught him everything she could at
the piano. At age 17, he studied harmony,
counterpoint and sonata form.
Due to the political climate in the United
States after World War I, many Americans
began to consider French culture for their
artistic model, and in 1920, Aaron Copland
set out for the new American Conservatory
in Fontainebleau, France. There, he and
other young American composers studied
with Nadia Boulanger, and found her an
ideal teacher who could provide them with
a strong traditional technical foundation,
without altering their individual styles.
Copland remained in Boulanger’s studio until
1924, while also becoming familiar with the
works of Milhaud, Prokofiev and Stravinsky.
American Style
Wishing to compose in a nationalistic
“American” style, Copland began to cultivate
an interest in jazz, and used syncopated
rhythms and blues notes in his Organ
Symphony, a work commissioned by Nadia
Boulanger.
With the onset of the economic Depression
of 1930, Copland and other artists modified
their approaches in an effort to reach the
more conservative public at large. Copland
accomplished this change with notable
success, simplifying his style for greater
accessibility, but never ceasing to be utterly
individual in sound or approach.
Beginning in 1938, Copland’s ballets Billy
the Kid, Rodeo, and Appalachian Spring,
reached wide audiences with its simpler style,
pastoral moods and angular dance rhythms.
He also scored eight films, most notably
“Our Town” and “Of Mice and Men”, while
establishing a new standard for Hollywood,
where composers could freely write music in
all kinds of styles, whatever best evoked the
required landscape.
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Split Personality
In 1942 the Lincoln Portrait was commissioned
for one of a series of musical portraits on
American heroes. Copland borrowed some
American folk tunes from Stephen Foster
and composed an accompaniment for spoken
excerpts from Abraham Lincoln’s addresses
and letters. The Lincoln Portrait has received
more performances then even Appalachian
Spring.
The Piano Quartet of 1950 was the first
extensive use of twelve-tone techniques for
Copland. Then in 1962, for the opening of
Philharmonic Hall at Lincoln Center, Copland
composed Connotations, also utilizing twelvetone techniques. To listeners and critics,
these pieces seemed to reveal Copland as
a follower of new trends; but Copland was
not dismayed stating that his main concern
was to exteriorize inner feelings. Once in
Hollywood Copland ran into Groucho Marx
at a contemporary music concert where
Copland’s very dissonant Piano Sonata was
performed. Copland explained to Marx, “I
have a split personality.”
America’s Cultural Ambassador
Copland showed the first signs of Alzheimer’s
disease in the early 1970s and from that point
on he virtually stopped composing, although
he continued to conduct until he was 83 years
old. He died on December 2, 1990 in North
Tarrytown, New York. Aaron Copland wanted
to be an American composer the same way
that Walt Whitman and Mark Twain were
American voices in literature, he succeeded.
Aaron Copland was America’s cultural
ambassador.

Influence of Gershwin
The success of George Gershwin’s (1898-1937)
Rhapsody in Blue in 1924, as well as the
songs from his musical theater works, help
explain the speed with which jazz mania was
assimilated by composers of “serious” art
music; Gershwin was well known and almost
universally admired by composers throughout
Europe and the United States.
Aaron Copland, wishing to compose in a
nationalistic “American” style, cultivated an
interest in jazz. His “Jazz” Piano Concerto of
1926 was in part prompted by the reception
of Gershwin’s Rhapsody in Blue, although its
bright instrumental colors and improvisatory
qualities employ jazz elements in an
aggressively dissonant and modernist setting.
In 1927, Maurice Ravel traveled to America
for the first time and met Gershwin in a
party held in Ravel’s honor. The following
spring, Gershwin visited Paris, and actually
approached Ravel about taking composition
lessons. Ravel politely declined, telling him
“it is better to write good Gershwin than bad
Ravel.”
Gershwin’s Paris visit brought many
performances of the Rhapsody in Blue.
Ravel’s use of the jazz idiom can be found in
his two piano concertos, and in the “Blues”
movement of his Violin Sonata. Their mode
of expression includes syncopations, bluenote melodies and rhythms that are patently
Gershwinesque.

Program Notes
Appalachian Spring – Part I
In 1943 Aaron Copland was contacted by
the Elizabeth Sprague Coolidge Foundation
and accepted a commission to write a ballet
for the Martha Graham Dance Company.
The ballet, whose primary characters were
two young newlyweds on the western
Pennsylvania frontier, was performed in
the Coolidge Auditorium at the Library of
Congress in Washington, D.C., with Martha
Graham dancing the leading role.
Due to the small size of the Coolidge
Auditorium orchestra pit, Copland was
limited to a 13-piece orchestration in the
original score – yet critics were in awe of
Copland’s ability to capture a vast emotional
world with a limited instrumentation.
Ironically, Martha Graham actually gave the
ballet its name “Appalachian Spring” shortly
before the premiere on October 30, 1944.
Until that point, Copland used the working
title “Ballet for Martha”, readily admitting
that the pastoral beauty of Appalachia wasn’t
even on his mind when he wrote the score
Appalachian Spring – Part II
The orchestral version Appalachian Spring
was made by Copland in the spring of 1945.
It contains the substance of the ballet, but
omits a few passages that Copland felt were
of interest only when accompanied by the
dance. Appalachian Spring won Copland the
Pulitzer Prize for music in 1945.
Each of Copland’s three major ballet scores
make use of old folk melodies in order to
help achieve a recollection of Americana, yet
Appalachian Spring uses only one, the Shaker
hymn “Simple Gifts”, which serves as the basis
of a series of variations near the end of the
ballet.
The first performance of the orchestral
version of Appalachian Spring was made
by the Boston Symphony Orchestra on
October 5, 1945 under the direction of Serge
Koussevitzky.
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Aaron Copland, Suite from Appalachian Spring
Maurice Ravel, Piano Concerto in D, for the left hand
Dimitri Shostakovich, Symphony No. 6

Maurice Ravel
Early Musical Encounters
Shortly after Joseph Maurice Ravel was born
in Cibourne, Basses Pyrénées, on March 7,
1875, Ravel’s father took up work in Paris,
and moved the family there permanently
from then on. When it became clear that
the young Ravel’s gifts suggested a possible
career in music, his father sought out the
best instructors. At the age of 7, Ravel began
piano lessons, at age 12, studies in harmony.
Two years later, Ravel gained admission to the
piano classes at the Conservatoire.
At the Paris World Exhibition in 1889, Ravel,
like Debussy, first encountered the music
of the Javanese gamelan and concerts of
Russian music given by Rimsky-Korsakov.
These encounters made a lasting impression
on him. Ravel sought musical experiences
at every turn, but preferred experiment
and exploration rather than the supervised
conditions of traditional music study. As
a result, he failed to secure any prizes as
a student of piano and harmony at the
Conservatoire.
First Public Performances
In 1895, Ravel left the Conservatoire, and
made the decision to devote himself primarily
to composition, returning the next year as
a member of Fauré’s composition class. In
1899 he composed the instantly popular
Pavane pour une infante défunte, which was
published in 1900, also the time of the first
public performances of Ravel’s music.
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Fauré was a truly sympathetic teacher
whose guidance and encouragement were
acknowledged in the dedications of Ravel’s
next important works, the piano piece Jeux
d’Eau and the String Quartet. However Ravel
was excluded from receiving the prestigious
“Prix de Rome” which he coveted, and in
1903 he left Fauré’s class altogether.
The young Ravel was attracted to dandyism
as a way of life, fervently rejecting bourgeois
values and cultivating an impeccable elegant
style in fashion. Baudelaire commented
that dandies had “no profession other
than elegance... no other status but that of
cultivating the idea of beauty in their own
persons....”
The French Avant-Garde
Around 1902 Ravel joined an avant-garde
group of artists, writers, and musicians known
as “The Apaches”, which provided a platform
for discussion as well as a venue to try out
works in progress. Members included Manuel
de Falla and the poet Tristan Klingsor, who
wrote the texts for Ravel’s Sheherazade.
In 1905, Ravel was once again rejected for
the Prix de Rome because of his flagrant
transgressions of academic rules. But by this
point, Ravel had already established success
in the “outside” world, and his denial of the
prize led to a controversy which led to the
dismal of the Conservatoire director, who was
replaced by Fauré.

By 1907, Ravel was more concerned with
the critical opinion of his music rather than
winning prizes, and he became irritated that
everything worthwhile in French new music
was ascribed to Debussy. Ravel sought his
own individual contribution to French music.
In 1909 Diaghilev’s Ballet Russes visited Paris
and commissioned the ballet Daphnis et
Chloé, Ravel’s most ambitious stage work.
At this time he also met Stravinsky who
joined “The Apaches” and by 1913 they had
dedicated works to one another.
Orchestrator of Genius
World War I, sickness, and the emotional
shock of his mother’s death slowed Ravel’s
creative processes so that the completion of
La Valse, another commission from Diaghilev,
was delayed until 1920. By this time Debussy
had died, and many saw Ravel as the leading
figure in French music. In 1920 Ravel was
conferred the order of the Legion of Honor,
but he refused to accept it, causing a public
stir. Many believe this was Ravel’s way of
retaliating against authority, a response to his
earlier denials of compositional prizes.
In 1928, when Ravel was in his fifties, he
traveled to America for the first time for
a four month tour, and was deemed an
immediate success. He was to meet many
celebrities, including Gershwin, whom he
very much admired. From this time until
1932, Ravel was occupied with a number of
projects, including a commission from the
dancer Ida Rubinstein for a ballet with a
Spanish flavor; the result was Boléro, perhaps
Ravel’s greatest known composition. His
two piano concertos, one for the left-hand
commissioned by Paul Wittgenstein, and
the jazz-influenced Concerto in G, also date
from this period. 1932 marks the beginning
of Ravel’s final period, during which he was
totally at the mercy of his last illness known
as Pick’s disease, a progressively degenerative
neurological disease similar to Alzheimer’s,
for which there is no known prevention, or
cure. Ravel, an innovator in pianistic style and
orchestrator of genius, died on December
28, 1937, following an unsuccessful brain
operation.

Historical Context

Program Notes

Influence of Gershwin
The success of George Gershwin’s (1898-1937)
Rhapsody in Blue in 1924, as well as the
songs from his musical theater works, help
explain the speed with which jazz mania was
assimilated by composers of “serious” art
music; Gershwin was well known and almost
universally admired by composers throughout
Europe and the United States.

Piano Concerto for the Left Hand 1
Maurice Ravel composed the Piano Concerto
for the Left Hand between 1929 and 1930. At
the same time, he was composing his Piano
Concerto in G. The Piano Concerto for the
Left Hand opens with a two-minute long
orchestral crescendo built by the calculated
addition of instruments one by one, this
is a technique Ravel made famous in his
Boléro. This unique introduction starts with
a contrabassoon solo softly stating the first
theme at very low pitch. And is immediately
followed by horns in octaves representing the
second musical idea. This opening functions
like the first section of a ritornello form,
where most of the thematic material for the
entire piece is presented prior to the first
statement of the soloist.

Aaron Copland, wishing to compose in a
nationalistic “American” style, cultivated an
interest in jazz. His “Jazz” Piano Concerto of
1926 was in part prompted by the reception
of Gershwin’s Rhapsody in Blue, although its
bright instrumental colors and improvisatory
qualities employ jazz elements in an
aggressively dissonant and modernist setting.
In 1927, Maurice Ravel traveled to America
for the first time and met Gershwin in a
party held in Ravel’s honor. The following
spring, Gershwin visited Paris, and actually
approached Ravel about taking composition
lessons. Ravel politely declined, telling him
“it is better to write good Gershwin than
bad Ravel.” Gershwin’s Paris visit brought
many performances of the Rhapsody in Blue.
Ravel’s use of the jazz idiom can be found in
his two piano concertos, and in the “Blues”
movement of his Violin Sonata. Their mode
of expression includes syncopations, bluenote melodies and rhythms that are patently
Gershwinesque.

The solo entrance uses the exploitation of
parallel chords. This is typical Ravel; his use of
block harmonization often suggests timbre
rather than tonality. This compositional
method is revisited by the pianist in the
middle Allegro section.
Piano Concerto for the Left Hand 2
The entire orchestra states the first theme
after the first solo section. The second
entrance of the piano solo introduces a new
theme; it is cleverly devised to use rhythms
of two against three for its melody and
accompaniment. This gives the listener the
illusion of two hands playing. It is difficult to
conceive that all of this piano music is played
by the left hand alone.
The middle Allegro section is in sharp contrast
to the outer sections, giving this work a
sense of ternary, or three-part A-B-A form.
But unlike the Fast-Slow-Fast structure one
would find in a typical three-movement
concerto by Vivaldi, Ravel uses a Slow-FastSlow structure within this single continuous
movement. The final solo passage occurs
prior to the last return of the orchestra and
is labeled “cadenza” by Ravel. However,
this section also functions, in part, like a
recapitulation; each of the work’s themes are
restated by the piano soloist one by one. The
musical materials of this piano concerto serve
a “double-function” suggesting a variety
of formal types within a single continuous
movement.

Piano Concerto for the Left Hand 3
The soloist in this concerto plays for
significant periods of time completely alone,
without orchestral accompaniment. This
was to the consternation of pianist Paul
Wittgenstein for whom the concerto was
written. “If I wanted to play by myself, I
wouldn’t have commissioned a concerto!” he
stated.
In fact, the long unaccompanied solo
passages in this work resemble similar
sections in Gershwin’s Rhapsody in Blue, a
work that Ravel heard and admired upon
Gershwin’s visit to Paris in the spring of 1928.
There are many references to Gershwin’s
music and the music of Tin Pan Alley in both
of Ravel’s piano concertos. This includes
blue-note melodies, jazz-like syncopations
and sliding trombones. Nevertheless, Ravel’s
individuality is always stronger than the
materials he appropriated. Even when the
style is improvisatory, Ravel’s means remain
strictly under control.
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Aaron Copland, Suite from Appalachian Spring
Maurice Ravel, Piano Concerto in D, for the left hand
Dimitri Shostakovich, Symphony No. 6

Historical Context

Dimitri Shostakovich
Early Success
Dmitri Shostakovich was born in St.
Petersburg, Russia, on Sept. 25 1906. His
initial music training was with his mother, a
professional pianist. Frail and high-strung,
the young Shostakovich helped support his
widowed mother by playing the piano in
the local cinema. In 1919, he entered the
Petrograd Conservatory, completing the
piano course in 1923, and the composition
course in 1925, with his Symphony No. 1 as
his graduation piece. For a time Shostakovich
was undecided whether to follow a career as
a pianist or composer, for success came early
in both fields. By age 19, Shostakovich was
already receiving international attention.
Reversal of Fortune
One of the most ambitious works of his
early years was his second opera, The Lady
Macbeth of the Mtsensk District, produced in
January of 1934. Influenced by the “animal
eroticism” found in Berg’s opera Wozzeck,
Lady Macbeth was hailed as a major
achievement of socialist construction. But
in a sudden dramatic reversal of fortune on
January 28, 1936, the Soviet journal “Pravda”
fiercely attacked Shostakovich’s opera,
denouncing it as “chaos instead of music”. It
is tragic to contemplate that Lady Macbeth
was condemned to oblivion for the next 25
years.
After suffering in silence from the public
attacks on his music in 1936, Shostakovich
responded with his Fifth Symphony, which
came to be known as “the creative reply
of a Soviet artist to justified criticism.” This
reinstated Shostakovich as the foremost
Soviet composer of the young generation.
Symbol of Resistance
Hitler invaded the USSR in June 1941 and
Leningrad was besieged. It was at this time
that Shostakovich composed his Seventh
Symphony and dedicated it to the city.
The “Leningrad” Symphony became an
international symbol of resistance against
Nazism, as it was heard in every Western
country. However, after the victorious end of
the war, the Soviet government returned to
its tightened ideological controls and artistic
repression.
6

On February 10, 1948, Andrei Zhdanov, the
appointed commissar in charge of cultural
purges, accused Shostakovich of “antidemocratic tendencies in music.” The decree
of 1948 was a stunning blow to Soviet
music, and for the next five years, composers
displayed great caution so as not to offend
the party hierarchy. Not until the death of
Stalin in 1953, was there a relaxation of the
cultural regimentation.
Grand Master of Soviet Music
By the completion of his Tenth Symphony in
1953, Shostakovich was the unofficial grand
master of Soviet music. Curiously, as the trend
toward liberalization in the arts continued,
Shostakovich became more conservative.
His two symphonies, Nos. 11 and 12, revert
back to the propaganda of the “Leningrad”
Symphony, dedicated to the Russian
revolutions of 1905 and 1917.
In 1962, Shostakovich’s long banished opera
Lady Macbeth was revived, but was now
hailed as a masterpiece of theatrical realism.
A serious heart ailment developed in 1966
and disabled Shostakovich for a brief time.
Although he never fully recovered, he
remained as creative as ever. His Fourteenth
Symphony was a work of fierce intensity, a
protest against death. Shostakovich died in
Moscow on August 9, 1975, six weeks before
his 69th birthday, and widely regarded as
one of the greatest symphonists of the 20th
century.

Socialist Realism: Chaos Instead of Music
In 1932, the Union of Soviet Composers was
established, and musical policies came under
the administrative control of the government.
Stalin appointed Andrei Zhdanov to help
develop his cultural policy of implementing
Marxist ideology into all aspects of
intellectual life. Artistic creation was to
represent the revolution and its development.
But how? These statements were vague… this
opened the way to cultural purges against
Soviet composers by the government.
On January 28, 1936, the Soviet journal
Pravda denounced Dmitri Shostakovich’s
opera Lady Macbeth as “chaos instead
of music” and branded it as “primitive
and vulgar”. Shostakovich became the
scapegoat of the Western modernist
influence infiltrating Soviet music. All Russian
composers were warned: stay away from
the dissonant avant-garde tendencies of the
West!
Creative Reply
Dmitri Shostakovich responded with his Fifth
Symphony, which came to be known as “the
creative reply of a Soviet artist for justified
criticism”. The success of the Fifth Symphony
reinstated Shostakovich as a foremost Soviet
composer, at least for the time being...

Program Notes
Hitler invaded Leningrad in June 1941. At
this time Shostakovich composed his Seventh
Symphony and dedicated it to the besieged
city. The Leningrad Symphony became an
international symbol of resistance against
Nazism, as it was heard in every Western
country. However, after the victorious end of
the war, the Soviet government returned to
its tightened ideological controls and artistic
repression.
Decree of 1948
On February 10, 1948, Zhdanov once again
led cultural purges, and accused Shostakovich
and Prokofiev of representing “formalistic
perversions and anti-democratic tendencies”.
He charge their music as being dissonant
and infatuated with “neurotic combinations
which transform music into cacophony.”
Prokofiev and Shostakovich apologized for
composing music in a style “incomprehensible
to the people.”
The decree of 1948 was a stunning blow
to Soviet music, and for the next five years
Prokofiev, Shostakovich, as well as Kabalevsky
and Khachaturian displayed great caution,
so as not to offend the party hierarchy. It
was not until the death of Stalin on March
5, 1953, that there was a relaxation of the
cultural regimentation; and, as if a cruel joke,
Sergei Prokofiev also died on that same day.

Symphony No. 6
Dmitri Shostakovich’s Symphony No. 6 was
written between July and October of 1939,
sandwiched between two of Shostakovich’s
most celebrated symphonies, the Fifth,
known as the famous reply to government
criticism, and the Seventh, dedicated to
Leningrad, which was attacked by Hitler in
1941. The Sixth Symphony has an unusual
structure which provoked great confusion
and controversy. Its first movement is a
long and slow Largo, followed by two
much shorter fast movements, an Allegro
and Presto. At about 30 minutes long, the
Sixth Symphony is twice as short as the
Seventh, and was criticized as lacking a
unified symphonic conception. The Soviet
government had hoped for a more heroic
work, and were particularly disturbed by
the apparent lack of connection between
the three movements. Shostakovich
admitted that it had a “different emotional
atmosphere” than the Fifth, and stated that,
instead, he had wanted to “convey moods of
springtime, joy [and] youth.”
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Musical Exploration

What is Variation?

What is a Concerto?

Defining Variation
Variation is one of the most basic techniques
that composers use to write music. It is a
compositional process where a composer
modifies a given musical idea after its first
appearance. This musical idea is often known
as a theme.

Origin of the Term
The origin of the term ‘concerto’ has two
conflicting meanings. In Italian, the term
concertare means ‘to join together’. In
Latin, the term concertare means ‘to fight or
contend’.

In each variation, some musical elements
remain constant while others change.
In western music, variation commonly means
”elaboration of melody or accompaniment.”
Which Element Can Vary?
A theme is the main recurring melody in
a musical composition and can be easily
recognized. The parts of the theme that may
be varied include the bass line, melody or
chord progression.
In individual variations, most musical
elements remain the same with at least one
element being varied or replaced.
By changing one musical element a theme
can change dramatically.
Examples of Variation
Every variation retains elements of the theme
while altering or replacing others.
When a theme is stated using uniformly
shorter note values, it is called diminution.
When a theme is stated using uniformly
longer note values, it is called augmentation.
Experiment with Variation
Like altering the size, color and shape of a
square, a composer can alter the elements of
a theme. Explore the process of variation by
mixing and matching the different elements
of this theme!
Variation can also be the name of a musical
form that is based on a series of variations.
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In Italian, concertare: ‘to join together’
In Latin, concertare: ‘to fight or contend’
Which of these meanings that a composer
intended can often only be determined from
listening to the musical composition.
The history of concerto resembles the
struggle of composers attempting to resolve
the conflicting meanings of concertare.
History of the Form
In the course of the 17th century, composers
interpreted the Latin meaning of concertare,
‘to fight’ as the opposition between soloist
and orchestra.
From the latter part of the 17th century to
the present, the solo concerto became a
work for soloist and orchestra. Vivaldi’s The
Four Seasons and Mendelssohn’s Concerto
for Violin and Orchestra are examples of solo
concertos.
The essence of the concerto musical form is
based on alternating sections of music for
the soloist and orchestra. Sections where the
orchestra plays together are called tutti.

Solo Concerto
Towards the middle of the 18th century, the
number of solo and tutti sections became
standardized; three solo sections alternating
with four tutti sections. Another word used
to describe the tutti section, or when the
orchestra ‘returns’, is ritornello.

independently. Wind instruments, like oboes
and flutes, were added later.

In a standard ritornello form the solo sections
are represented by an S and the tutti section
by a T.
Multimovement Form
Antonio Vivaldi’s concertos firmly established
three movements as the standard; the tempo
of the first movement being fast, the second
movement, slow, and the last movement or
‘finale’, fast again.
Vivaldi’s Spring is an example of the typical
form of the 18th century concerto in three
movements.
Ritornello form is the characteristic form of
the first and often the last movement of the
late-Baroque or Classical concerto. The first
movement of Vivaldi’s Spring is based on the
alternation of solo and ritornello sections.
Comparison: Ravel’s Concerto for the Left
Hand to Vivaldi’s Spring
The Ravel is in one long continuous
movement; and the Vivaldi is in three
movements. However, the Ravel appears
to have three sections within its single
movement. We can call this multi-sectional.

What is a Symphony?
Origin of the Term
The origin of the term symphony comes
from the Latin term, symphonia, and the
Italian term, sinfonia, which mean, sounding
together. Most symphonies are written for
orchestra alone, although as it has evolved,
parts for voice and chorus have been
included.
History of the Form
The most important precursor to the
symphony was the late Baroque ripieno
concerto. These early concertos were works
composed for string orchestra and continuo,
although they did not contain solo parts like
today’s solo concertos. A continuo required at
least two instruments: a melody instrument
such as the cello to play the bass line, and a
harpsichord or organ to play the harmonies.
Another precursor to the symphony was
the sinfonia, an instrumental piece that
served as a prelude, or overture, to a 17th
or 18th century opera. These pieces became
detached from their operas and were played

Classical Structure
Originally having three movements in a
Fast-Slow-Fast pattern, four-movement
symphonies appeared in the 1740s, with the
insertion of a minuet and trio before the
finale. The four-movement structure became
the norm for Classical symphonic structure.
Each movement has a contrasting tempo,
meter, and mood.
Movements
Musical movements are analogous to the acts
of a play but are more independent, being
more complete in expression and more selfcontained in design.
Evolution of the Form
The nine symphonies of Beethoven represent
a culmination of the Classical symphony
and beckoned Romantic symphonic
thought. Beethoven’s music stimulated both
rigorous thematic development in Brahms’
symphonies and the radical union of music
and poetic content found in symphonic
poems championed by Liszt and Wagner. The
Russian appetite for the symphony, evident
in the 19th century work of Tchaikovsky,
continued in the 20th in works by Prokofiev
and Shostakovich.
The symphonic poem is an orchestral piece
whose music is accompanied by a narrative
text called a program. This one-movement
orchestral form was coined by Liszt and
reached its culmination with Richard Strauss,
in such works as Also sprach Zarathustra and
Don Juan.

9

2003
10

Dimitri Shostakovich, Overture on Russian and Kirghiz Folk Themes
John Cage, The Seasons
Benjamin Britten, Four Sea Interludes from Peter Grimes
Tan Dun, The Map, Concerto for Cello, Video and Orchestra

Listening Guide
Overture on Russian and Kirghiz Folk Themes
1. Shostakovich’s Overture on Russian and
Kirghiz Folk Themes was originally conceived
as a symphonic poem. The idea for this
work came to Shostakovich upon his visit
to Kirghizia in 1963. During his stay, the
composer showed a keen interest in Kirghiz
vocal and instrumental folk music.
This kind of overture is a dramatic work
written for a specific occasion; in this case,
the 100th year of Kirghizia’s entry into the
state of Russia. For this reason, Shostakovich
uses and develops melodies of Russian and
Kirghiz folk songs in this work.
The most popular musical instrument in
Kirghizia is a three-string plucked instrument
called a komuz, which resembles a lute. The
two-stringed kiak, a bowed instrument, and
a flute-like instrument called a choor, are also
popular.
The overture is constructed in three main
sections. An introduction marked Moderato;
an Allegro section where folk themes are
stated and developed, and a final section, a
massive crescendo and accelerando, marked
from Adagio to Presto.
2. The Introduction is a dialogue between
the winds and strings, reminiscent of the
extemporaneous “greetings songs” that the
Kyrgyz exchange as a way of establishing
clan or family affiliation. Oboes, clarinets and
bassoons in octaves state the first phrase,
marked forte and with _expression. This
instrumental combination imitates the sound
of Kirghiz folk instruments.
The dotted-eighth, sixteenth note figure will
serve as an excellent identifier for when this
theme returns later in the work.
3. The response comes as a viola section solo,
with the lower strings sustaining octave Gs.
Although it starts forte, it quickly softens
to a marking of piano. In the Introduction
there are three such exchanges between the
woodwinds and lower strings.
4. A flute passage serves as the transition
between the Introduction and the second
main section, marked Allegro non troppo.

This passage, the alternation between
the two pitches, G and A, is a composed
accelerando. Shostakovich may have had the
Kirghiz flute-like instrument the choor in
mind when he wrote this passage.
5. The second, and longest section, marked
Allegro non troppo, is the main body of the
overture, it may be sub-divided into two
parts. First, the Russian and Kirghiz folk songs
are introduced one at a time. Afterwards,
Shostakovich freely intermingles the Russian
and Krighiz themes in a developmental
section which musically symbolizes the
integration and union of Russia and Kirghizia.
The Russian folk tune is the first theme
introduced, as stated by a solo horn. Four
variations on this theme follows, stated
one after the other in different keys and
orchestration. The defining characteristic
of this theme is the opening descending
fourth motif – when you hear this interval
and rhythm, you will know that Shostakovich
is referencing this Russian folk theme.
Transposition is a common means of variation
in Kirghiz instrumental folk music – Listen to
its many variations!
6. The music below represents the episodic
musical material. An episode is a subsidiary
passage occurring between passages of
primary thematic importance. You will hear
this music return in a variety of places in
this work, acting as a sort of “glue” holding
together the various statements of folk
themes.
7. The first major statement of the Kirghiz
Folk tune “Threshing Song” use the open
“D” string of the first violins as a drone in
rhythmic accompaniment to the melodic line.
Notice how Shostakovich requires the first
violins to play high on their G-strings in order
to allow the D-string to remain open, or unfingered, throughout this musical passage.
This eighth-note rhythm occurring on the
down-beat of each three-four measure is
typical of Kirghiz instrumental music and is
the most identifiable characteristic of this
theme which will be varied throughout the
overture.

8. The next theme shows the use of multiple
meters representing the countless varieties
and combinations of meters characteristic
of Kirghiz improvised performance. Its first
statement has B-flat as the tonal center,
but uses both the major and minor thirds,
D-natural and D-flat. This is characteristic of
Kirghiz instrumental music as is the ascending
and descending shape of the melodic line.
This theme is first stated solely in the strings,
then with the brass and winds, with multiple
entrances staggered one on top of another.
9. A reference to the opening dotted rhythms
from the Introduction signals the beginning
of the second part, or developmental portion
of the Allegro section. The oboes, clarinets
and horns play this melody.
10. The rest of the development section
consists of the intermingling of fragments
from each of the stated themes, giving
this section of the overture a feeling of
musical competition between folk singers
and instrumentalists. Folksong contests are
typical of these regions. Can you tell if these
variations are Russian or Kirghiz?
11. A double-forte timpani solo, followed
by thirty-second note runs in the upper
winds and strings, introduces the end of the
developmental part of the Allegro section.
This is followed by the brass belting out
melodic material from the introduction. All
of this music comes to a crashing halt prior to
the third and final section.
12. After a grand pause, the beginning of
the Adagio is a statement of the Kirghiz
Threshing Song stated soft and slow. Little by
little the music accelerates with restatements
of episodic and thematic material until
the final Presto. Here the entire orchestra
exclaims the Kirghiz theme, cadencing on
massive octave Cs in rhythmic unison. This
change in tempo, with the acceleration
of speed at the end, is typical of Kirghiz
instrumental music.

11

2003

Dimitri Shostakovich, Overture on Russian and Kirghiz Folk Themes
John Cage, The Seasons
Benjamin Britten, Four Sea Interludes from Peter Grimes
Tan Dun, The Map, Concerto for Cello, Video and Orchestra

John Cage
Prose and Poetry
John Cage was born on September 5, 1912,
in Los Angeles, California. His father was
an inventor. John had early music lessons,
studying violin and the piano. A successful
student in high school, he won a speech
contest that led to his reading at the
Hollywood Bowl.
At age twelve Cage started a weekly variety
Boy Scout program at one of Los Angeles’s
first radio stations, WKNX. John would
sometimes fill time by performing some of
the pieces he had learned in piano lessons.
Cage graduated high school as valedictorian
and went on to Pomona College in
Claremont, CA, where he concentrated on
writing prose and poetry. After two years he
left college to travel in Europe for eighteen
months.
Back in the United States in 1931, Cage
pursued his interests in writing and painting.
He finally began to compose, becoming
interested in the music of Arnold Schoenberg
and his twelve-tone method of composition.
Cage studied with the highly influential
avant-garde composer Henry Cowell, who
arranged for the first performance of Cage’s
Sonata for Clarinet.
Unusual Sounds
Cage began attending courses at UCLA
given by Schoenberg, who had arrived in Los
Angeles in 1934. Inspired by Schoenberg’s
example as a life given over to music, Cage
immersed himself in composing.
By 1938 he was making a living in music,
writing for dance performances at the
Cornish School of Music in Seattle. Attracted
to unusual sounds, he organized a percussion
orchestra and developed the “prepared
piano”, a piano whose sound is altered by
inserting material such as bolts, rubber,
and cloth between the strings. He also
met the dancer and choreographer Merce
Cunningham, who became an important
presence in his life both professionally and
personally.
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Cage and his wife Xenia moved to New York
in 1942, and befriended other progressive
musicians and artists, including Robert
Rauschenberg. Cage also became interested
in Indian, Chinese, and Japanese philosophies.
His first orchestra piece, The Seasons, was
based on the Indian cycle of the year.
In 1948 Cage wrote one of his most important
works, the Sonatas and Interludes for
Prepared Piano.
Silence and Chance
Cage began using Tarot cards and the I Ching,
an ancient Chinese fortune-telling technique,
to determine parts of his compositions. He
used the I Ching in writing his Concerto for
Prepared Piano and Orchestra and his Music
of Changes.
In 1952 he visited an anechoic, soundproof
chamber at Harvard. This led to his most
famous work, 4’33” (1952), a “silent” work in
which the performer sits quietly at the piano
without playing. The audience is meant to
focus on the sounds occurring around them
during the piece.
Cage’s methods of “chance” composition
began to exert a huge influence on younger
composers and artists.
Many of Cage’s pieces in the 1950s and ’60s
contain theatrical actions. His 0’00”, for
example, called for the performance of any
everyday action, such as cooking or typing,
to be amplified for an audience. Having used
phonographs and radio in his early dance
pieces, in the 1960s Cage expanded his use of
technology, including computers.
In 1962 Cage had a brush with mainstream
classical music with a disastrous New York
Philharmonic performance of his Atlas
Eclipticalis.
Artist of Influence
In the 1970s and 1980s, two of Cage’s biggest
influences were the writings of Thoreau and
James Joyce’s Finnegan’s Wake. He used texts
from these works in several of his pieces. He

used a writing method called “mesostics”
to derive text from Finnegan’s Wake for his
radio piece Roaratorio (1983).
In 1989 Cage was the Charles Eliot Norton
lecturer at Harvard University, a position that
had been held by such eminent musicians
as Stravinsky and Bernstein. In his final
years he witnessed numerous shows of his
visual art while continuing to compose and
lecture prolifically. He died, one of the most
influential artists of his time, on August 12,
1992, just before his eightieth birthday.

Historical Context
Experimental Composer and Inventor
Hired as a dance accompanist at the Cornish
School in Seattle in 1938, Cage organized
a percussion ensemble made up largely of
dance students. An experimental composer
and inventor, Cage saw music as the
organization of any and all sounds that can
be heard. “We used whatever was at hand,”
he’s said, “we tapped on tables, books,
chairs, and so forth. When we tired of those
sounds, we invaded the kitchen and used
pots and pans. Several visits to junkyards and
lumberyards yielded more instruments: brake
drums from automobiles, different lengths of
pipes, steel rings, hardwood blocks.”
Transporting instruments and performers
made percussion ensembles impractical
for travel, leading to his invention of the
prepared piano. Cage found that screws,
bolts, pencil erasers, and pieces of felt placed
between the piano strings would completely
alter the sound of the piano, turning it into a
mini percussion orchestra.
Sonatas and Interludes, Cage’s masterwork
for prepared piano, was written from 1946
to 1948, and consists of twenty short pieces
alluding to the Indian aesthetic quality of
tranquility. The Seasons, written at the same
time as Sonatas and Interludes, reflects
similar aspects of composition.
Indian Philosophy and ‘static expression’
The middle 1940s was a difficult time for
Cage as many musicians and concertgoers
seemed to miss the point of his music.
Depressed and disillusioned, Cage began to
study Indian philosophy. The Gospel of Sri
Ramakrishna was, in Cage’s words, “took
the place of psychoanalysis”. Ramakrishna’s
message of living unattached in the world
became a sort of therapy for Cage, helping to
open his mind to a more spiritual approach
to life.

did mention one specific idea repeatedly:
art should “imitate Nature in her manner of
operation.”
Cage had been interested in the music of
French composer Erik Satie throughout the
1940s, citing Satie as a Western example of
the Eastern ideal of “static expression”. For
Cage, lengths of time was the only aspect of
sound common to both sound and silence,
and associated the goal-directedness of
harmonic progression with ego-attachment
in art. Instead, Cage sought music
“where harmony is not the essence”. This
compositional problem occupied Cage for the
next few years, and played an important role
in his ballet score, The Seasons.
Merce Cunningham, ‘His Beginning’
Merce Cunningham, born on April 16, 1919
in Centralia, Washington, received his first
formal dance training at the Cornish School
in Seattle beginning in 1937. Cunningham’s
initial contact with Cage was in 1938, when
Cage took a job as the dance accompanist
at the Cornish School. In September, 1939,
Cunningham moved to New York, having
accepted an offer from Martha Graham to
dance in her company. Cage, who arrived in
New York in 1942, continually encouraged
Cunningham to strike out on his own, and
in 1944, Cunningham and Cage gave their
first joint concert of solo dances and music at
the Humphrey-Weidman Studio Theatre on
West 16th Street. It is from this concert that

Cunningham dates “his beginning”.
Cunningham continued to present annual
concerts, by himself or with an ad hoc group
of dancers, until the formation of the Merce
Cunningham Dance Company at Black
Mountain College in the summer of 1953.
Merce Cunningham, Radical Innovations
Cunningham and Cage proposed a number
of radical innovations in the course of their
work together, most of which concerned
the relationship of dance and music, both
of which take their shape in time. In the
early dances they made together, dance
and music shared an agreed time structure,
coming together at certain key points but
otherwise pursuing independent paths. In
time, even those key points disappeared,
eventually reaching a state in which the only
thing dance and music had in common was
coexistence in the same time and space.
In 1994, Cunningham realized Ocean,
a project he and Cage had discussed
before Cage’s death on August 12, 1992.
Cunningham considers this, in essence, their
final collaboration, representing over fifty
years of work together since the first joint
concert in New York. Merce Cunningham
has choreographed over one hundred and
fifty works for his company, and continues to
create to this day.

The writings of art historian and critic Ananda
Coomaraswamy had the most influence on
Cage’s musical thinking, particularly the
connection of art and spirituality. Cage
now viewed the purpose of music “to sober
and quite the mind”. Although Cage’s
indebtedness to Coomaraswamy was limited
largely to a general spiritual outlook, Cage
13
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Historical Context, Continued

Listening Guide

The Ballet Society of New York
Lincoln Kirstein commissioned The Seasons
in 1947 for The Ballet Society of New York,
which she founded in 1946. Kirstein met Cage
in the apartment of Virgil Thomson and asked
him if he would write a piece for the Ballet,
choreography by Merce Cunningham – it was
Cunningham and Cage’s most ambitious work
to date. The program was presented at the
Ziegfeld Theater, New York, on May 18, 1947,
with costume design by Isamu Noguchi.

The Seasons
1. In his 1947 ballet score, The Seasons, John
Cage sought to express the traditional Indian
view of the four natural divisions of the year.
Quiescence, or dormancy, represented winter;
creation, spring; preservation, summer; and
destruction, fall. The structure is in nine parts,
with each part associated with a number in
the sequence {2, 2; 1, 3; 2, 4; 1, 3; 1}. Each
seasonal movement is preceded by a prelude,
often without pause, with the last section
being a repeat of the opening prelude, to
emphasize the cyclical nature of the seasons.

As a general note to the program,
Cunningham wrote: “I have tried to use the
materials of myth; that is, the wending of a
span of nature’s time, in my own terms. And
if time and the seasons are inseparable, it
seems to me that time and dancing are hardly
less so. The preludes that announce each
season attempt to catch moments that might
exist in a life, or in any fraction of human
time.”
A description of The Seasons appeared in the
Ballet Society yearbook, stating that “The
Seasons employed a number of theatrical
devices… to heighten the atmosphere of
shifting moods in weather, time of day
and night, and of the year’s cycle. Designs
of moving fire, snow-crystals, hail, waterdrops and rain were projected against a
transparent backdrop; a small calculated
explosion heralded the entrance of Spring;
and the dancers added to their basic dress all
manner of appropriate masks and properties.
Birdlike hats, death masks,… butterfly-nets
and a great kite, passed across the stage in
their annual procession… color came in sharp
accents, and supplemented the exquisitely
balanced sonorities of the music. The dancing
was light, deliberately playful, gay but
serious.”

The Seasons was Cage’s first piece for
orchestra, and was assisted by composers
Lou Harrison and Virgil Thomson in realizing
the orchestration. It is most often performed
in an arrangement for piano that Cage
composed following the orchestral version.
2. Cage’s most difficult problem was how to
handle harmony in The Seasons. He wanted
to avoid the sense of harmonic progression,
preferring the Eastern notion of “static
expression”. To do this, Cage reverted back
to his compositions for percussion ensemble,
and his use of Gamut technique.
A gamut is a fixed collection of sounds to
be used in a work, which are composed at
the outset. Selecting the sounds to be used
is a crucial part of the composition process.
In The Seasons, Cage applied the concept
of gamut technique to harmonies. A given
harmony was treated like a sound object,
like the sound that a percussion instrument
might make, or that of a prepared piano
string. The use of gamut technique as applied
to harmonies provided a solution to Cage’s
compositional problem.
Below is the collection of the sonorities that
Cage used in Prelude I.
3. The essence of the gamut technique was
that each harmony was used in only one way,
although they could be freely combined with
other harmonies in the fixed collection, and
the orchestration could vary. Many harmonies
are used only once or twice.
Cage chose each harmony in a manner he
called “considered improvisation” where
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the choices that were made were neither
completely planned nor completely random.
Cage stated that he tried out and selected
harmonies “as one chooses shells while
walking along an a beach.” This process was
a precursor to Cage’s movement away from
intentionality.
The harmonic world of The Seasons produces
the effect of weakened harmonic motion,
creating the static sense of harmony that
Cage desired. In parts, the repetition of
harmonies lends a quality of flatness. Can
you see where Cage used harmonies from the
gamut in the first half of Prelude I?
4. Cage gave two reasons for basing his music
on the relationships of lengths of time. First
was his work with dancers and his search
for organizing phrase lengths in a coherent
way. Second was his work with percussion
ensembles, where the nature of percussion
sounds ruled out any musical structures based
on harmony or melody, since most of the
sounds he was using lacked a clear pitch.
Cage thus developed a two-level hierarchy
of structural rhythm that he called “micromacrocosmic rhythmic structure”.
In The Seasons, the numeric sequence that
Cage used represented the construction of
the entire piece, and is mirrored in the phrase
lengths of the individual movements.
For example, the Winter movement is
associated with the number 2, and is divided
into two large sections. Likewise, Spring is
divided into three sections, Summer, into four
sections, and Fall into three sections.
5. Regarding the “macrocosmic” aspect, the
rhythmic structure of {2, 2; 1, 3; 2, 4; 1, 3; 1}
also represents the relative proportions of
each movement to the whole. The Summer
movement is associated with 4, the largest
number in the sequence, thus Summer is
the longest movement in absolute duration.
Spring and Fall are the next longest
movements, as they are associated with the
number 3. This is another way that Cage
creates an overall time structure in The
Seasons. In performance, the actual length
of time that a movement takes is dependent

on the tempo that the respective conductor
takes – although an accurate performance
would reflect the proportions laid out by
Cage.
6. Regarding the “microcosmic” aspect,
within each a seasonal movement, each
subsection is divided into nine parts according
to the nine numbers of the overall rhythmic
structure {2, 2; 1, 3; 2, 4; 1, 3; 1}. For example,
recall that Winter is divided into two
subsections because of its association with
the number 2. In addition, each subsection is
further divided into proportions associated
with the numeric sequence; that is, into two
bars, two bars, one bar, three bars, two bars,
and so on.
7. Cage gives the seasonal movement
Summer a tempo marking of 112 beats per

minute, faster than the tempo of 72 beats
per minute found in Prelude I and Winter
by approximately 1.5 times. As a result, he
multiplies the phrase lengths of Summer
by 1.5 in order to keep the absolute time
proportions in line. Thus the first phrase
length equals 2 x 1.5, or 3 bars.
In Summer, Cage selects a three-four meter
to start, that is three quarter notes duration
equals one full bar. As the first phrase length
is three bars long, the first phrase length is
exactly nine quarter notes long. However,
in order to maintain the proper proportion,
Cage needs to changes the meter of the third
subdivision from three-four to three-eight,
because the third subdivision must only be 4.5
quarter notes – or three quarter notes plus
three eighth notes – in length!

8. In the seasonal movement Fall, Cage uses
a technique to create a sense of melodic line
despite the independence of the chordal
harmonies as found in the gamut. He does
this by holding out a single note from each
gamut sonority in each bar.
9. Event though one might not hear exactly
where one phrase begins, and another ends
in listening to The Seasons, some believe that
writing a piece using an overall structural
rhythm gives the listener a sense of continuity
to a piece of music. Its structure doesn’t have
to be heard to be present. Regardless, the
music to Cage’s The Seasons, is one of the
most beautiful contemporary ballet scores,
and just one example of Cage’s musical
innovations and contributions that led him
to become one of the most well known
composers in the 20th Century.
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Benjamin Britten
Child Prodigy
Edward Benjamin Britten was born in
Lowestoft, England on November 22, 1913.
His mother, an amateur singer, was his earliest
musical influence. He was a prolific composer
from the age of 5, and at age 11 became the
pupil of English composer and conductor,
Frank Bridge, who had been experimenting
with the music of Bartok and Schöenberg.
Bridge helped Britten to acquire a superb
compositional technique that looked beyond
the limited horizons of England’s borders.
In 1930, Britten entered the Royal College
of Music to study piano and composition;
however, he continued to look abroad for
compositional stimulus. After hearing Alban
Berg’s Wozzeck in 1934 he visited Vienna
with hopes of studying with Berg, but these
fell through due to opposition at home.
Britten’s early Phantasy Quartet for oboe
and string trio was accepted and performed
at the Florence International Society for
Contemporary Music in 1934. This successfully
launched Britten into the international music
world.
Auden and America
In 1935, Britten wrote music for a series of
documentary films about the British General
Post Office. The limited and unconventional
resources available to him helped him
to develop the expressive immediacy
and technical aptitude that were to be
characteristic of his future operatic work. W.
H. Auden was also a member of the General
Post Film Unit. Soon their friendship would
prosper in collaborations beyond their
documentary film work.
As war loomed in 1939, Auden emigrated
to the United States. Discontent with the
less than ideal performance opportunities
in England, Britten also left for the US. He
was joined by tenor Peter Pears, whose
individual artistry was to inspire many of the
composer’s greatest operatic roles. Britten’s
first operetta, Paul Bunyan, dates from this
period; composed to a libretto by Auden, it
was withdrawn by Britten but later revived in
1976, the year of his death. Britten, a pacifist,
was a conscientious objector during the war.
16

Historical Context
Gifted Music Dramatist
It was an article by E. M. Forster on the
English poet George Crabbe that planted the
seed for Britten’s first large-scale opera, Peter
Grimes, and his subsequent return to England
with Peter Pears in 1942. The emphatic
success of Peter Grimes stamped Britten as
England’s most gifted music dramatist since
Purcell and Handel. The years that followed
were prolific, including his Second String
Quartet, and the orchestral works Young
Person’s Guide to the Orchestra and the
Spring Symphony.
His chamber operas The Rape of Lucretia and
Albert Herring, designed for more economical
production, required fewer singers and
orchestras consisting of solo instruments. In
1947, the English Opera Group was specially
formed to present Britten’s works, and helped
to launch the first Aldeburgh Festival, the
focus of Britten’s principal music activities for
the rest of his life.
Baron Britten of Aldeburgh
Britten wrote his War Requiem for the
consecration of the rebuilt Coventry
Cathedral in London, which had been
destroyed during World War II. The
War Requiem, a public statement of the
composer’s anti-war convictions, was
premiered in 1962 and marked Britten’s
greatest popularity since Peter Grimes.
The following year, the composer’s 50th,
was marked by celebratory performances
throughout England as well as a visit to
Russia, which led to Britten’s Cello Symphony
for Rostropovich, and the eventual dedication
of Shostakovich’s Symphony No. 14.
Britten suffered from heart disease during his
last years, but continued to work. His opera
Death in Venice was completed and produced
in 1973, and on June 12, 1976, he was created
Baron Britten of Aldeburgh – sadly, his fragile
health prevented him from ever taking his
seat in the House of Lords.
On December 4th, 1976, Benjamin Britten
died in the arms of Peter Pears. “I want to
die before you,” Britten had said to Pears, “I
don’t know what I could do without you.”

Crabbe and Koussevitzky
Benjamin Britten struggled with staying
in America or returning to England after
immigrating to Long Island in 1939. His
decision to return was confirmed after
reading an article by E. M. Forster on the
English poet, George Crabbe, in an issue of
The Listener dated May 29, 1941. Crabbe was
born in Aldeburgh, not far from Lowestoft,
Britten’s birthplace. With a twinge of
homesickness, Britten realized that he must
get back to his native Suffolk. However it was
not easy to cross the Atlantic at that stage of
the war; he and Peter Pears had to wait six
months before they could obtain a passage in
March 1942.
This delay enabled Britten to attend a
performance of his Sinfonia da Requiem
in Boston under Serge Koussevitzky, who
asked Britten why he had yet to compose
a full-scale opera. Britten suggested that
the construction of a scenario, libretto, and
writing of nearly one thousand pages of
music demanded freedom from other work,
an economic impossibility for most young
composers. A few weeks later, Koussevitzky
announced that he had arranged for the
Koussevitzky Music Foundation to put up
$1,000 for the opera.
The Borough
Britten approached Montagu Slater in 1942
and asked him to write the libretto for Peter
Grimes, based on George Crabbe’s poem The
Borough, written in 1810.
Crabbe uses as a series of twenty-four letters
to describe the place and community of
Aldeburgh, which he depicted as a poor and
wretched place lying between a low cliff and
the beach. He tells about the clamor of fishers
and seafaring men, its taverns and inns,
and the various professions of the Borough,
including ten of its inhabitants. Letter
XX describes Ellen Orford, the widowed
schoolmistress, and letter XXII describes Peter
Grimes, a fisherman.
Throughout Crabbe’s poem is the recurrent
theme of the sea and the repeated invasions
of its waves on the coast of the borough.

Reinterpretation of Character
Crabbe’s Grimes sought unfortunate victims
on whom he could wreak his strength
and sadistic lust for power. Under Grime’s
care, all three of his boy apprentices died.
Consequently Grimes became ostracized
within the borough. Crabbe remarks on
the mind of Grimes as “one untouched by
pity, unstung by remorse, and uncorrected
by shame.” He is “a spirit broken by want,
disease, solitude and disappointment; he
becomes the victim of a distempered and
horrorstricken fancy.”
Britten wanted Peter Grimes to become a
hero of 20th Century opera who could win
the sympathy of a modern audience, so he
and Slater set out to reinterpret Crabbe’s
character into a man too proud and selfwilled to come to terms with society, and yet
sufficiently imaginative to be fully conscious
of his loss. Britten and Slater’s Grimes is a
man who wrestles with the flaws of his own
nature; a psychopathic introvert divided
against himself and against a reactionary
world and society.
Orchestral Suite
In creating the musical architecture for the
opera, Britten knew that time was needed
to complete the scene changes on stage. He
composed six interludes for this purpose, each
providing different musical portraits of the
presence that dominates life in the Borough.
Britten took four of these interludes:
“Dawn”, “Sunday Morning”, “Moonlight”
and “Storm”, and created a self-sufficient
orchestral suite. The Four Sea Interludes is
often performed with a fifth interlude known
as the “Passacaglia” because of its musical
form.
The first performance of the opera Peter
Grimes took place on June 7, 1945, in London.
The first performances of the Passacaglia and
Four Sea Interludes, was on June 13, 1945,
with Benjamin Britten conducting the London
Philharmonic. The first Boston Symphony
Orchestra performance, which was also the
U.S. premiere, was on March 1, 1946, under
the baton of Serge Koussevitzky. Britten’s
Peter Grimes is widely recognized as the
cornerstone of modern British opera.0

Peter Grimes, Act I
The prologue of the opera is set in the
interior of Moot Hall, at the end of the
inquest into the death of the apprentice of
Peter Grimes. Although the coroner brings in
a verdict of death in accidental circumstances,
Grimes complains that the case will still go on
in people’s minds.
The first scene of Act 1 is set a few days
later, showing the exterior of Moot Hall
and The Boar, the local inn. Grimes, who
is having difficulty working his fishing
boat single-handed, learns that he can get
another apprentice boy, whom Ellen Orford,
the widowed school mistress, agrees to
retrieve, despite the general disapproval of
the Borough. Shortly after her departure,
a storm breaks, and the town braces itself.
After a dialogue between Grimes and Captain
Balstrode, the scene changes to The Boar.
Act I, scene 2 occurs on the evening of the
same day. The Boar is full, and people are
still coming in out of the storm for shelter.
The coast road has been flooded and a
landslide has swept away part of the cliff by
Peter Grimes’s hut. When Ellen Orford arrives
back with the apprentice boy, Grimes – to
everyone’s consternation – insists on taking
him away at once to his desolate hut through
the storm.
Peter Grimes, Act II
Act II, scene 1, the setting is once again
the exterior of Moot Hall and The Boar,
now Sunday morning a few weeks later.
Ellen and Grimes’s new apprentice sit on
the beach, while morning service goes on
in the Parish Church. Ellen notices that the
boy’s clothes are torn and his body bruised.
When Peter arrives to take him out fishing,
her reproaches lead to an open quarrel
between the two, which is overheard by some
neighbors. By the time the church service
is over the news has spread that “Grimes is
back at his exercise” and a party of men sets
out to investigate. Meanwhile, Peter and the
apprentice have reached Peter’s hut.

decides to make a quick get-away. He flings
his nets and tackle out of the cliff-side door;
but the boy, as he starts to climb down the
cliff, slips and is dashed to death. Peter
scrambles down after him. When the search
party arrives, they find the hut empty, with
no sign of its recent occupants.
Peter Grimes, Act III
Act III, scene 1 takes place two or three nights
later. Though neither Peter nor his apprentice
has been seen during the last few days, it is
assumed that both are away fishing, until
one of the leading gossips in the Borough
overhears Ellen telling Balstrode that the
jersey she embroidered for the boy has been
found washed up on the beach. Seeing that
Peter’s boat is now back, the suspicions reach
the Mayor, who summons the constable and
bids him to apprehend Grimes.
Act III, scene 2, a few hours later, a fog
has crept up from the sea, and only the
occasional cries of the man-hunt and the
moan of a fog-horn break the stillness of the
night as Peter creeps back to his hut. There
Ellen and Balstrode find him, hungry, wet,
exhausted, almost insane. Balstrode proposes
the way out, and tells Grimes to take his boat
out to sea, scuttle it and sink with it – and
this Peter does. As dawn breaks, gradually
the Borough reawakes to life. Lights appear
at windows. Shutters are drawn back. The
coastguard station reports a boat sinking
far out at sea, but the news is dismissed as
an idle rumor. The people of the Borough
start to go about their daily tasks. It is the
beginning of another day.

At the onset of Act II, scene 2, Grimes gathers
his fishing gear, but the boy’s blubbering
delays him and when he hears the sound of
the neighbors coming up the hill, he suddenly
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Four Sea Interludes
The Four Sea Interludes from Benjamin
Britten’s Peter Grimes are orchestral
depictions of the North Sea’s many moods.
These pieces are extracted from the opera for
concert performance and are performed in an
order different than they appear in the
opera.
An interlude is music played between sections
of a composition or dramatic work.
Musical Analysis and Sound Design Mixer
1. Britten’s experiences in composing music
for film and radio drama provided him with
skills known today as sound design.
Soundtracks for film and radio use a
combination of music and sound effects to
depict the ambience and mood of a scene. In
addition to creating the atmosphere of a
place, a skilled composer can also comment
on the mental state of characters within a
drama with their music.
Britten’s Four Sea Interludes provide different
musical portraits of the presence that
surrounds and dominates life as described in
George Crabbe’s poem The Borough. At the
same time, Britten solved his problem of
needing time to make set changes on stage in
between scenes of the opera.
2. In the professional recording studios of
today, when a sound engineer produces the
sound for a radio drama or film, he can use a
mixing board to increase or decrease the
volume of each sound available for a scene.
For example, in creating the atmosphere of
the sea, at any one time there could be
sounds of the ocean, ships, seagulls, wind,
and music. The resulting blend of the various
sounds is often called the “mix”. Although
Britten did not have access to this kind of
sound equipment in his early career, he did
use the concept of blending different sound
sources in the Four Sea Interludes. His musical
ideas are often “mixed” together, presented
with different and changing dynamic levels;
at any time one idea may be more present
than another. See if you can design the sound
of the sea with the mixing board and sound
sources below!
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Dawn
1. The First Sea Interlude, “Dawn”, follows
the opera’s prologue; it functions as the true
orchestral prelude to the opera, which draws
upon some of the opera’s thematic ideas and
motives to evoke an essence of the drama’s
mood and conflicts. Some researchers believe
that Britten had in mind Debussy’s La Mer
when composing this interlude, (“La Mer” is
French for “the sea.”) Regardless, Britten is
clearly attempting to paint England’s North
Sea, the constant background to life in The
Borough.

In Example 1 Britten uses two groups of two
horns, each tolling major and minor thirds
against one another recalling church bells
instead of the obvious use of real bells. The
forte-piano (fp) marking suggests a bell being
struck, while long note durations are
reminiscent of the natural decay of real bells!

2. There are three main musical ideas in
“Dawn”. Example 1 shows the violins and
flutes playing a soaring line in unison. This
melody in A minor marked “dolcissimo”, or
extremely sweet and soft, represents the
huge sky above the vast tranquil seascape
and the cries of sea gulls.

2. Example 2 illustrates sunlight sparkling on
waves through the use of a flute and piccolo
in octaves, oboes, A clarinet and E-flat, or
“soprano” clarinet, in octaves. Britten’s choice
of these instruments is particularly bright.
Both the piccolo and the E-flat clarinet have a
penetrating quality with an incisive staccato
sound at loud volumes, this is precisely the
“sparkling” effect that Britten sought out in
this passage. This syncopated woodwind
passage, heard above the tolling horns, is
then passed to the upper strings resulting in a
dialogue with the upper winds.

3. Example 2 shows the second idea,
orchestrated with the harp, violas and
clarinets playing a rising and falling
arpeggiated gesture built on thirds starting
on F. The contour of this musical figure
suggests the vivid rippling surface of waves. A
soft trill on a suspended cymbal adds the
froth of the wave.

3. The syncopated woodwind passage, is then
passed to the upper strings resulting in a
dialogue between strings and winds. Notice
the “marcatissimo” marking for the violins
and the pizzicato marking for the second
violins and violas. These indications help to
emphasize a character similar to what the
winds are playing.

4. Example 3 shows Britten’s third idea,
representing the solemnity of the ocean’s
swell beneath all other activity. Britten
creates this image with overlapping A major
and B major/minor triads in the brass,
bassoons, lower strings, timpani and bass
drum. Do you hear any similarity between
Britten’s idea and the first movement of
Debussy’s La Mer?

4. The third idea of this Interlude is an
example of music representing the mental
state of a character; in this case, the
sympathetic nature of Ellen Orford, the
widowed schoolmistress. Here she is
represented by a legato melody for cellos and
violas in unison.

5. Notice how Britten mixes together ideas 1
and 2 in this passage!
Sunday Morning – prelude to Act II
1. The second of the Four Sea Interludes is an
impressionist description of the sea on a
warm, smiling, Sunday morning. This
movement is marked “Allegro Spritioso”
meaning spirited and lively with a fast tempo.

5. The high point in this interlude occurs with
a full orchestration of ideas 1 and 2. Can you
tell which brass instruments are added to the
orchestration of idea 2? Britten also includes
a brilliant effect that sounds like a giant
church bell. This is a great example of how a
composer uses orchestration for sound
design. In the example below, Britten uses
bassoons, trombones and tuba, a gong, harp,
basses and an actual pitched bell, to create a
new thunderous bell sound.

Moonlight – 5th interlude, introduces Act III
1. The third interlude of the orchestral suite is
a descriptive piece depicting a pleasant
summer night, with moonlight over the
borough and the sea. For this movement,
Britten includes a written indication to the
conductor: “Throughout this interlude,
wherever the syncopated quarter-note figure
appears, there should be a gentle swell to
every beat.” Britten’s intention is to simulate
the swell of calm, serene waves, and includes
dynamic markings of crescendo and
decrescendo to help illustrate his written
note, to insure the aspect of “swelling”. His
tempo marking of “Andante comodo e
rubato” translates as “walking comfortably,
sometimes moving forward, sometimes
slowing down.” This indication helps suggest
the mood that Britten is trying to create.
2. The second main idea depicts shafts of
moonlight cracking through the clouds. For
this orchestration, Britten chooses two flutes
and the harp.

Storm
1. The final movement of the Four Sea
Interludes represents the ferocious power of
thunder, lightning, wind and crashing waves
in a storm at sea, and the emotional
opposition between Peter Grimes and the
Borough citizens. Although it is the finale of
the orchestral suite, it actually occurs in Act I
of the opera, between scenes I and II.
Its formal structure is similar to a standard
rondo, which may be denoted as A-B-A-C-AD-A. The “A” section symbolizes the principal
theme that continually returns, also known as
the refrain; it alternates with subsidiary
episodes symbolized by “B”, C”, and “D”. The
tempo marking “Presto con fuoco” means
“very fast and with fire”.
2. The main theme of Section A is in E-flat
minor, and has its most defining characteristic
a rising sixth, first presented by the violas,
cellos, bassoons and clarinets, and followed
by undulating half-step and scalar gestures

that suggest waves rising and crashing. This is
accompanied by timpani marked fortissimo,
illustrating harsh booms of thunder. You can
sense the increasing ferocity of the storm as
twice Britten transposes this main idea up an
octave.
3. Section B is dominated by a fortissimo
gesture by the trombones in parallel fifths,
and the tuba in its lowest register crashing
with the bass drum. The quick pace of this
interlude, and fast changing states of the
music, give the listener the sense of how
quickly the weather can change at sea, with
waves crashing in every direction. The triplet
figures in the brass emphasize the fear and
anxiety to anyone who would have the
unfortunate fate of being on a boat during
this storm.
4. After the first restatement of Section A, the
main idea of Section C consists of scale figures
for the upper winds marked triple-forte with
force, and “molto animato” or very
animated. This gesture enhances the sense of
howling winds, with different crashes played
by the gong, snare drum, brass and strings.
5. After a third statement of Section A where
cymbal crashes enhance the crash and
brightness of the thunder and lightning,
Section D illustrates the height of Britten’s
originality, showing the stillness that lies at
the heart of the tempest, the eye of the
storm. Unison strings marked triple-piano
paint an eerie stillness followed by agitated
repeated patterns, or ostinati, that represent
the seemingly silent flickering of lightning
over the vast sea.
6. The final return of Section A, at the end of
this interlude, the opening theme gradually
reappears, increasing in its pace and
accompanied by the ostinato lightning flashes
of the previous section, until a final massive
chromatically descending scale ends the
interlude in three decisive orchestral smashes.
The intensity of the storm interlude is the
natural choice as the Finale of the Four Sea
Interludes. Its sound design of the natural
force of wind and rain contrasts powerfully
with Peter Grimes’ yearning for calm and
content.
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Tan Dun
Cultural Revolution
Composer and conductor Tan Dun was born
in Simao, in the Hunan Province of China, on
August 18, 1957. He learned some music as
a child, but grew up during China’s Cultural
Revolution of 1966 to 1976 and its aftermath,
and so received no formal training or
education. He was relocated to a rural village
to plant rice for several years.
While in rural China, Tan Dun organized the
local villagers into a performing orchestra.
The band used cooking pots, homemade
bamboo flutes, and other available
instruments, performing at Buddhist temples,
weddings, funerals, and Chinese ritual ghost
operas.
Tan Dun was a violinist and arranger for
an opera troupe in Beijing when he heard
Beethoven’s Fifth Symphony for the first time
at age 19. The following year he was one of
the first students to join the composition class
of the newly reopened Central Conservatory
of Music. In 1979, he heard a concert given
by Seiji Ozawa and the Boston Symphony
Orchestra on its historic tour of China. Tan
relates, “Maestro Seiji came to China like an
angel landing on the ruins.”
Progressive Tendencies
As Chinese culture became more open in the
late 1970s, modern Western music by such
composers as Bartók and Schoenberg became
known to Chinese musicians. The English
composer Alexander Goehr and the American
George Crumb, among others, visited China,
introducing avant-garde musical techniques.
Tan Dun, embracing these influences, became
known for his progressive tendencies,
blending Western modernist techniques with
Chinese elements. The Chinese government
reacted by temporarily banning performances
of his music in 1983.
His music began to be heard outside of
China. His String Quartet: Feng Ya Song was
premiered in Dresden, Germany.
One of Tan Dun’s most characteristic pieces
of this period is On Taoism for voice and
Western instruments, in which the composer
combines musical gestures of Chinese opera
with modern European atonality.
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Like other young Chinese composers such as
Bright Sheng and Chen Yi, Tan Dun decided
to study further in the West. He moved to
New York in 1986 and attended Columbia
University, where the Chinese émigré
composer Chou Wen-chung was on the
faculty.
John Cage’s Influence
Tan Dun’s approach to music has been
strongly influenced by the American
composer John Cage, who, beginning in the
1940s, helped open Western eyes to Eastern
philosophy and culture. With his art, Cage
tried to focus audience attention on the
beauty of details usually taken for granted,
including everyday activities.
The theatrical, even ritualistic nature of
performance as well as the variety of sound
in much of Tan Dun’s music is a direct
descendant of Cage’s work. Tan draws on
a great range of sources in his music, as
the five pieces of his “Orchestral Theatre”
series, written between 1990 and 2002,
demonstrate. These pieces incorporate
material as varied as Chinese traditional
instruments, Western pop music, video
projections, audience participation, and
puppet theater.
Water is a major source of inspiration and
meaning for the composer, figuring in several
of his most important pieces including the
Concerto for Water Percussion and Orchestra

and the Water Passion after St. Matthew.
The latter was commissioned for concerts
marking both the Millennium and the 250th
anniversary of Bach’s death.
Worldwide Recognition
Tan Dun’s music has reached an everwidening audience through frequent
performance and through recordings by such
ensembles as the Kronos and Arditti string
quartets, the New York Philharmonic, and
the Boston Symphony Orchestra. In July 1997
he conducted the premiere of his Heaven
Earth Mankind (Symphony 1997) with soloist
Yo-Yo Ma at a ceremony celebrating the
reunification of Hong Kong with the People’s
Republic of China.
Tan Dun received one of classical music’s
highest honors, the Grawemeyer Award, for
his 1995 opera Marco Polo, first performed
at the Munich Biennale in 1996 and later
recorded. In 2002 he received an Academy
Award for his film score to Ang Lee’s film
Crouching Tiger, Hidden Dragon, bringing
him worldwide popular recognition.
In addition to preparing for performances of
his Boston Symphony commission, The Map, a
multimedia concerto for cello and orchestra,
Tan Dun is currently working on a commission
for an opera by the Metropolitan Opera in
New York. He recently conducted the NHK
Symphony in the first performance of his
opera Tea with the NHK Symphony in Tokyo.

Historical Context
Cultural Pluralism
Tan Dun’s music unites ritual with the concert
hall, orchestra with theater, the ancient
Chinese shamanistic traditions with the postmodern Western avant-garde, the sounds
and stillness of nature with the babble of the
computer age, and, most important of all,
music itself with humanity.
Before coming to the United States, Tan Dun
had already emerged as an important figure
in the changing Chinese musical scene. It
was the early 1980s, the burgeoning time for
the post-Mao cultural pluralism, when new
waves surged through various artistic fields
as music, painting, film and literature. A
shared trend was roots searching, an attempt
to turn to various alternative traditions for
a cultural enrichment. Tan Dun’s music, such
as his first symphony Li Sao, named after the
narrative poem by the great Chinese poet,
Qu Yuan, turned to an alternative tradition
as well for inspiration. Qu Yuan and Chinese
southern shamanistic tradition had long been
an alternative culture from conventional
Confucianism. Tan’s concerts in the 1980s
attracted enthusiastic audiences as well as
heated debate and political controversy,
leading even to a six-month ban on Tan’s
music in China.
I Ching
Various Chinese concepts have contributed to
Tan Dun’s musical achievement. The ancient
Chinese classic I Ching (The Book of Changes),
with its wide-ranging, complex combination
of Yin and Yang, influenced Tan Dun’s use of
balance and counterpoint in music writing.
Tan Dun’s counterpoint is clearly not confined
to that of notes but is extended to those of
styles, tempos, timbres, dynamics, structures
and cultural traditions.
The I Ching, or The Book of Changes, may
be the oldest book in the world. Originating
thousands of years ago among the courtly
shaman-diviners of ancient China, it springs
out of the unconditioned consciousness
of primeval humanity. Here are truly
fundamental perceptions of reality, distilled
into inter-related images of physical and
spiritual reality.

Shamanistic Traditions
Tan was inspired by childhood memories
of the shamanistic “ghost operas” of the
Chinese peasant culture. In this tradition,
which is over 4,000 years old, humans and
spirits of the future, the past, and nature
communicate with each other. A shaman
is a man or woman who “journeys” in an
altered state of consciousness in which
they experience themselves or their spirits,
traveling to other realms at will, and
interacting with other entities in order to
serve their community. The shamanistic
journey is usually induced by rhythmic
drumming or other percussion sound, such as
a rattle or stone drumming.
The Chinese shamanistic tradition, which
combines music and performance, has
played a role in Tan Dun’s idea of “orchestral
theater.” This idea, Tan explains, “had its
origin in some musings about the place
of music in the world, and of humanity in
society and in nature. Music, which clearly
separates the role of performer from listener,
of orchestra from audience, seems usual
to modern concertgoers. Actually, such
isolation began only a few hundred years
ago, while the history of music as an integral
part of spiritual life, as ritual, as shared
participation, is as old as humanity itself.”
Tan’s introduction of theatricality into his
music represents his effort to relocate classical
music in social life.
BSO Commission
The Map was written in response to a
commission from The Boston Symphony
Orchestra for the 2000-2001 centennial
season of Symphony Hall. Tan Dun began
the research for the piece in 1999, collecting
materials and composing music for the work
over the following three years, completing
it in late 2002. The score is inscribed, “Music
concept and video by Tan Dun based on his
musical research on the Tujia, Miao, and
Dong, the three aboriginal and minority
villages in Xiangxi, in his homeland Hunan
from 1999 –2001.” It is dedicated to Yo-Yo Ma
and the Xiangxi Villagers “for discovering the
invisible Map of different times and cultures.”
Tan Dun and David Frankel realized the video
imagery for the work.

For Tan Dun, music has long been a way
of charting his own personal journey, of
choosing the right path amidst a thicket of
possibilities. And more often than not, that
path has paradoxically moved forward by
looking back. “Sometimes the purpose of
returning to your roots is to invent,” says Tan,
“to see how those roots have continued to
grow.”
Personal Journey
In this particular journey, The Map has
its roots in the ancient village music of
Southwest China and its limbs in the cultural
currents of the 21st century. It is a ripple
from a stone cast more than two decades
ago, when Tan suffered his first crisis of
cultural identity as a student at Beijing’s
Central Conservatory, surrounded by music
that had been previously condemned during
the Cultural Revolution. Fearing that he
had “forgotten the things of my youth,” he
returned briefly in 1981 to Hunan, where he
encountered a practitioner of ba gua stone
drumming, an ancient ritual combining
principles of the I Ching with shamanistic
vocalizations. “This man talked to the wind,”
Tan recalls. “He talked both to the next life,
and the past one. I had nothing to offer
him, or even to make a record of him, but I
promised that one day I would return.”
Nearly two decades later, armed with a
commission for cellist Yo-Yo Ma and the
Boston Symphony Orchestra, Tan returned to
the same village in 1999 with a camera crew
to document the ancient practice. When he
learned that the stone drummer had died,
and with him, his tradition, “That is when
my piece became a very personal, spiritual
journey,” says Tan. “I began reaching inside
my heart, drawing the map I could use to find
him again.
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The Map, Concerto for Cello, Video, and
Orchestra
1. Tan Dun’s The Map was written in response
to a commission from The Boston Symphony
Orchestra for the centennial season of
Symphony Hall, 2000-2001. Tan Dun began
the research for the piece in 1999, collecting
materials and composing music for the work
over the following three years, completing it
in late 2002.
In addition to the cello soloist and orchestra,
the score calls for an extensive percussion
section, including two sizes of Chinese crash
cymbals, small and medium Chinese gongs,
woodblocks, pairs of stones, Chinese drum,
bass drum, and timpani. There are four video
screens: one large central screen at the rear
of the stage; two monitors at the front right
of the stage, and a monitor on a stand near
the front left of the stage. The duration is
approximately forty-five minutes.
2. Tan’s The Map is a ten-movement
work. Each movement is derived from his
documentary film footage of field recordings
capturing the musical life of the Tujia, Miao,
and Dong, three of China’s 55 ethnic minority
groups.
This ethnic source material is sometimes
spun into abstract sonorities, and at other
times kept in its pure state on the video
screen while simultaneously exploring
its timbres in orchestrational terms. In a
particularly striking example, Tan draws on
the antiphonal Miao vocal tradition by having
the solo cello on stage engage a singer on a
video screen.

Ten movements of The Map
I. Nuo (Ghost Dance and Cry-Singing)
The Map opens by juxtaposing two
contrasting musical segments. Nuo is an
ancient form of masked drama that blurs the
boundaries between theatre and religious
ritual. They are three-part ghost stories
whose narratives divide into searching for the
ghost, entertaining the ghost, and sending
the ghost home.
This percussive dance, part of the ghost’s
entertainment, contrasts strongly with the
more plaintive cry-singing, a rural Chinese
tradition of professional funereal mourning.
Each inspires considerably different music
from Tan, who introduces a matching
percussive element in the orchestra, and
shapes the mourners’ vocal gestures into
melodic material for the opening cello line.
II. Blowing Leaf
Perhaps the most primitive and organic of
musical instruments is a single leaf, which
a gifted player can wield by blowing a
steady stream of air over the lower edge of
any smooth, elliptical surface. The player’s
melodic material in the video is answered
directly in the cello line.
On the basis of the melody from flying songs,
the Chinese musician has created a piece
of music with modern flavor, called Leaves
of Miao Village, in which you will hear the
sound given out by people blowing the leaves
right picked down from the tree.
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III. Daliuzi (Cymbal Coloring)
Tan translates this movement as “cymbal
coloring,” he says, because “cymbal playing”
barely reflects the subtlety of texture and
breadth of timbre inherent in this filmed
performance. The musical instruments are a
pair of cymbals, the Yun gong and Gou gong.
The melodies that can be created from them
are beautiful and visual, imitating interesting
sounds from nature, swift or slow, easy or
violent. They create pictures embodying all
kinds of emotions.
By the time the film clip enters, the entire
orchestra—first percussion, then brass, then
winds, then strings—has already outlined
the rhythm and timbre of the cymbals with
a full instrumental realization of sonorities,
with the live and taped performances joining
together at the end.
IV. Miao Suona
The suona is commonly known as “the
Chinese trumpet” for its open bell, its
piercing tones and its militaristic associations.
The Miao suona, a more rustic version of the
Han instrument, enters after the orchestra
and solo cello have already set the mood,
with phrasing and ornamentation derived
from suona playing styles.
V. Feige (antiphonal singing)
A song popular with the Miao ethnic group
is “Feige”, which literally means “flying
song”. Partly to ensure that the Miao marry
outside of immediate kin, their folk singing

has developed a piercing vocal quality,
guaranteed to carry for long distances
if needed. It not only packs a wealth of
emotional expression, but demands highly
stylized responses from any prospective
partners. “Feige” is a form of dialogue
singing in which the two participants
traditionally never see each other.
In this movement, the solo cello initiates
the vocal exchange, with the image of a
woman listening attentively until she is
ready to respond. “This is a very human
sound, and immediately I envisioned that she
was communicating with someone on the
opposite side of the earth,” Tan says.
VI. Interlude: Mapping the Portrait
The only movement without a videotaped
field recording, the Interlude opens with
a rolling text introducing the story behind
The Map, as well as the composer’s desire
“to keep things from disappearing,” while
the orchestra explores a range of modernist
sonorities.
VII. Stone Drums
Fearing that he had “forgotten the things of
my youth,” Tan returned briefly in 1981 to
Hunan, where he encountered a practitioner
of ba gua stone drumming, an ancient ritual
combining principles of the I Ching with

shamanistic vocalizations. “This man talked
to the wind,” Tan recalls. “He talked both to
the next life, and the past one.” Rather than
using a field recording, this movement opens
with a video clip of Tan Dun emulating the
abstract stone-throwing of the ba gua master
that originally inspired him, later echoed by
orchestra members playing with stones. “I am
not recreating a ba gua,” Tan explains. “I’m
not even interested in ba gua. I’m interested
in this man, and in recreating my memory of
him...” [in glossary: Ba Gua literally translates
to “eight trigrams”, symbols which are
used to represent all natural phenomena
as described in the ancient Chinese text of
divination, the Book of Changes (I Ching).]

VIII. Tongue-singing
In this movement, the orchestra decidedly
takes a back seat to a quintet of Dong
singers, whose vocal style is more
characteristic of Bulgaria than any other
music in China. The singing is marked by a
constricted vocal quality, with a singular style
of rapid tongue articulation meant to imitate
the sound of insects. True to original Dong
musical structure, the orchestra provides
a slow-moving drone not unlike medieval
organum.
IX. Bamboo
The Dong women from the previous
movement slowly fade from view, replaced by
musicians playing long, hollow roots (which,
for the sake of accuracy, are actually rattan).
The music is framed orchestrally by the strings
and solo cello.
X. Lusheng (Mouth Organ)
Following the primitive root-instrument
from the previous movement, the piece
concludes with musical portrait of the
lusheng, a free-reed mouth organ that is
the most characteristic instrument of the
Dong, the Miao, and other ethnic minorities
in Southwest China. Ranging in size from
about 12 inches to more than 10 feet, the
instrument is a staple of village celebrations,
with melodies that correspond with specific
ritual dances. Throughout this movement, the
recorded component becomes in essence an
additional instrumental section, which Tan
folds into the orchestra at large.

23

2003

Musical Exploration

Music and Cultural Influences

Compose Like Cage!
Gamut Technique
A gamut is a fixed
collection of sounds to
be used in a work,
composed at the
outset. Selecting the
sounds to be used is a
crucial part of the
composition process.
In Compose Like Cage!
sounds in the gamut
are colored squares
representing prepared piano sounds from
Cage’s Sonatas and Interludes. You can hear
the sound that each square makes by
selecting it.
Cage selected sound objects “as one chooses
shells while walking along on a beach.” Cage
called this “considered improvisation,” his
choices were made were neither completely
planned nor completely random.
Rhythmic Structure
In Cage’s composition
The Seasons, he used
the numeric
sequence {2, 2; 1, 3;
2, 4; 1, 3; 1} to
construct phrase lengths for the individual
parts of the piece. He referred to this process
as structural rhythm. Each phrase is divided
into proportions associated with the numeric
sequence.
In Compose Like Cage! you can select one of
four numeric sequences from the drop down
menus: {1 1 4 1 1}, {2 1 3 1 2}, {2 2 1 2 2}, and
{3 1 2 1 3}.
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Each numeric sequence is associated with a
rhythmic structure. The phrase length based
on the numeric sequence {1 1 4 1 1} is
pictured here. In Compose Like Cage! up to
four phases can be played at the same time.
Numeric Sequence
Select one of the four
numeric sequences
for Phrase 1, and
make sure that the “On” box is checked.
Select and drag sounds into the rhythmic
structure. White squares with diagonals are
silences, and may function like an eraser. The
question mark square is a “wild card” that
generates a randomly selected sound.

Select “Play Music” to hear your composition.
Select “Stop Music” to stop and edit your
composition. Check the “Loop” function to
hear a phrase repeat over and over again.
When you select “Play Music” a black dot
follows each square as it is played, allowing
the listener to keep track of each phrase as
the music progresses. Compose Like Cage! lets
you play up to four phrases at once.

Tradition
Musical elements of a culture, passed
down from generation to generation, are
a source of inspiration for composers. Each
region of the world offers native musical
instruments and traditional folk songs passed
on through oral transmission. The term
“ethnomusicology” describes the comparative
study of music of different cultures and
ethnic groups. Many composers have traveled
to distant regions in search of inspiration,
or to connect with the musical roots of their
heritage. The composer Bela Bartók, for
example, devoted himself to the collection,
arrangement and study of folk music. His
music embraces the rhythms of peasant
dance and the scales he discovered among
Hungarian, Romanian and Slovak peoples.
A folk custom from ancient China is the
“ghost opera.” Performers accompanied by
musical instruments including gongs, drums,
and cymbals, dance with costumes and
masks in order to drive away evil. The sounds
and gestures associated with this Chinese
tradition influenced composer Tan Dun, in his
composition Ghost Opera for string quartet
and pipa, a lute-like instrument native to
China. In this work, the performers speak and
sing in addition to playing their instruments,
transforming their roles into characters from
the ghost opera. The blend of traditional
Western instruments with non-Western
sounds is both an embracing and rejecting
of aspects of tradition. Tan Dun refers to
the pathways of this personal journey as the
“invisible map”.
Dmitri Shostakovich visited the former USSR
republic of Kirghizia, now Kyrgyzstan, and
embraced the sounds of the native folk
singers and folk instruments, emulating
the sounds of Kirghiz instruments such
as the komuz, kiak, and choor, in his
Overture on Russian and Kirghiz Folk
Themes. For example, Kirghiz folk music
often uses a drone open string in rhythmic
accompaniment to the melodic line, and
characteristic eighth-note rhythms generally
occur on the downbeats of typical rhythmic
gestures in Kirghiz instrumental music.

In the United States, the influence of its own
cultural tradition is often neglected, perhaps
due to its relatively short history when
compared to other regions of the world.
Much of the “classical” music listened to in
the U. S. is imported from composers born
overseas. Jazz has had great international
influence, and the influence of American
popular music is beginning to make its way
into concert hall. The American composer
John Cage actively sought sounds not
represented by the traditional symphony
orchestra. His music for percussion ensembles,
which used sounds found during visits
to junkyards and lumberyards, has had
tremendous worldwide influence.
Government
The public policies of a region can encourage
or limit the freedoms that a composer
can take in developing and presenting
their art. In the 1930s and 40s, the Union
of Soviet Composers was established by
Stalin and musical policies came under the
administrative control of the government. It
became cultural policy to implement Marxist
ideology into all aspects of intellectual life,
and all artistic creation was to represent
the revolution and its development. For
Soviet composers Dmitri Shostakovich and
Sergei Prokofiev, virtually all innovation in
the composition process was branded as
primitive and vulgar. Tightened ideological
controls resulted in artistic repression. The
political influence of Marxist-Leninism on
Mao Zedong led to a Cultural Revolution in
China from 1966 to 1976, the year of Mao’s
death. Scholars now refer to this time-period
as “the lost decade.” Communist Party policy
censored and exploited traditional Chinese
arts, and numerous writers and artists
struggled for liberation.
As the restrictions of the Cultural Revolution
were lifted, composers discovered a wide
range of formerly suppressed 20th century
music, like that of Bartók and Schöenberg.
Composer Tan Dun emerged during the early
1980s, during the post-Mao cultural pluralism,
when new waves surged through various
artistic fields as music, painting, film and
literature.

In the United States, a government based
on democracy and freedom of expression
allowed composers like John Cage to embrace
innovation and experimentation in his music
while at the same time reject traditional
Western-based musical concepts. His musical
invention, the prepared piano, a piano whose
sound is altered by inserting materials such
as rubber or cloth between its strings, was
a major contribution to the field of music.
Cage’s advances in music notation, timbre,
and form resulted in the United States
becoming a center of musical innovation post
World War II.
Nature & Environment
The city, country, open plains or seacoast,
warm or cold climates or changes in the
weather – external physical conditions that
surround a composer may be illustrated in
their compositional work. In Beethoven’s
Sixth Symphony, the “Pastorale”, he was so
inspired by the beauty of the countryside
that he provided evocative titles to his
movements. “Awakening of Cheerful Feelings
Upon Arrival in the Country” and “Scene
by the Brook” help the listener imagine
a scene as the music played. In “Thunder
Storm”, timpani rolls are used to suggest the
impending change in weather for the worst.
In Benjamin Britten’s Four Sea Interludes
from Peter Grimes, musical ideas represent
the sounds of the North Sea, the constant
background to life in England’s eastern
coast. Music is used to depict the sky, waves,
ocean swells, and representations of the
North Sea in different settings. The titles of
Britten’s movements are equally evocative:
“Dawn”, “Sunday Morning”, “Moonlight”
and the final interlude, “Storm,” which uses
orchestral forces to illustrate the ferocity of a
tempest on the sea coast.
John Cage and Merce Cunningham’s The
Seasons was inspired by nature and the
environment, citing how shifting moods in
weather, the time of day and night, and the
year’s cycle influenced its composition.

However, although each movement has an
evocative title: Winter (Quiescence), Spring
(Creation), Summer (Preservation) and Fall
(Destruction), there are no obvious references
to thunder or lightening, or other such
orchestral depictions in Cage’s music.
Spirituality & Philosophy
Throughout the regions of the world,
people relate to God or supernatural powers
in different ways. Some seek answers to
questions they do not understand, some for
hope, strength, guidance, or other reasons.
Beliefs often inspire a composer during
the composition process. Sometimes this
influence may be directly seen, as in the
setting of religious texts, or sometimes in
a less easily identifiable abstract form. J. S.
Bach alone set hundreds of sacred texts in his
cantatas, oratorios and passions.
The Chinese shamanistic tradition, which
combines music and performance, has
played a role in Tan Dun’s idea of “orchestral
theater.” A shaman is a man or woman
who “journeys” in an altered state of
consciousness in which they experience
themselves or their spirits, traveling to other
realms at will, and interacting with other
entities in order to serve their community. Tan
Dun’s The Map is based on his own personal
journey, and his attempt to reconcile his past
experiences. The ancient Chinese classic, the
I Ching, or The Book of Changes, with its
complex combination of Yin and Yang, has
also has influenced Tan Dun’s use of balance
and counterpoint in music writing.
John Cage embraced Indian philosophy as
an alternative to traditional Western based
musical practices. His study of The Gospel
of Sri Ramakrishna and the writings of art
historian Ananda Coomaraswamy influenced
Cage’s musical thinking, particularly the
connection of art and spirituality. Cage’s
subsequent music sought “to sober and
quiet the mind,” while attempting to release
the sense of progression and intentionality
in his music. Instead, Cage preferred the
concept of “static expression,” and developed
compositional processes to help achieve this
concept, such as the gamut technique.
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Wynton Marsalis
Young Lion
Wynton Marsalis was born near New Orleans,
Louisiana, on October 18, 1961, the second
of six sons of Dolores and Ellis Marsalis, the
famous jazz pianist and teacher. He received
his first trumpet at age 6 from trumpeter
Al Hirt and began studying seriously at age
12. During high school Marsalis performed
in local marching bands, jazz bands, funk
bands, and played first trumpet in the New
Orleans Civic Orchestra. In 1979, at age 17,
Marsalis became the youngest musician ever
to be admitted to Tanglewood’s summer
program at the Berkshire Music Center, prior
to entering the Juilliard School of Music. The
following summer he joined Art Blakey’s Jazz
Messengers where he was inspired by the
trumpet playing of Freddie Hubbard, and was
exposed to the gospel and blues influenced
style of jazz often referred to as “Hard Bop.”
In 1981 Marsalis toured with Herbie Hancock,
continued working with Blakey, and signed
with Columbia Records. The next year he
formed his own quintet, featuring his brother
Branford on tenor sax, Kenny Kirkland on
piano, Charnett Moffett on bass, and Jeff
“Tain” Watts on drums. In 1983, he became
the first musician to win Grammy awards
for both a jazz recording and a classical
recording, a feat he repeated in 1984.
Marsalis became a controversial figure as he
decried the bastardization of jazz by such late
Seventies musical forms as disco and fusion,
and invested a great deal of time and energy
spreading the gospel of traditional jazz.
His arrival on the scene started the “Young
Lions” movement; a new breed of jazz
musicians hit the streets with a purposeful
flair and some devastating chops, leading the
resurgence of jazz popularity in the 1980s
and 1990s.
Compositional Skills
In addition to his dazzling technique, Marsalis
articulated his musical thoughts in a manner,
which brought him respect from powerful
musical circles that had never before been
willing to take jazz seriously. In 1987 he cofounded the internationally recognized Jazz
at Lincoln Center program and became the
Music Director of the Lincoln Center Jazz
Orchestra, which has commissioned and
premiered many of his new works.
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In 1988 Marsalis established a septet, whose
members played in many of his major works.
It was during this time that Marsalis really
developed his compositional skills, which
included a thorough study of Duke Ellington’s
masterworks. Marsalis has developed a strong
musical identity as a composer of large-scale
works that take in aspects of bop, swing, New
Orleans jazz, blues and gospel, while also
ranging into areas of dissonant avant-garde
music.
In this House, on this Morning, is an extended
septet based on the form of a traditional
gospel service premiered in 1992 and his first
string quartet, (at the) Octoroon Balls, was
premiered by the Orion String Quartet in
May 1995 and was presented in conjunction
with the Chamber Music Society of Lincoln
Center. In 1997 his work Blood on the Fields,
an epic oratorio on the subject of slavery, was
awarded the Pulitzer Prize in music -- Marsalis
became the first jazz artist to be awarded the
prestigious honor.
In December 1999, his work, All Rise, an
evening-length twelve-part composition,
was commissioned and premiered by the
New York Philharmonic with the Lincoln
Center Jazz Orchestra and the Morgan State
University Choir.
Spokesman
Wynton Marsalis is internationally respected
as a teacher and spokesman for music
education, and regularly conducts master
classes, lectures, and concerts for students
of all ages, including the popular Jazz
for Young People concerts. His TV series
Marsalis on Music for the Public Broadcasting
System introduces young viewers to the
adventure of making music and the series
Making the Music for National Public Radio
has generated appropriate comparisons to
Leonard Bernstein’s famed “Young People’s
Concerts”.
Marsalis was named one of “America’s 25
Most Influential People” by Time magazine
and in March 2001 was awarded the
United Nations designation of “Messenger
of Peace” by UN Secretary-General Kofi
Annan. Whether it be as a performer of jazz
or classical music, a champion of African-

American achievement, or as a tireless
advocate for music education, Wynton
Marsalis is one of the most accomplished
music artists of his generation.
Marsalis Family - First Family of Jazz
Often heralded as the “first family of jazz,”
the Marsalis Family has greatly contributed
to every aspect of the jazz tradition.
From education to performance to record
production to record label ownership,
the Marsalis Family exhibits versatility,
virtuosity and valor both individually and
collectively. Led by father Ellis, sons Branford,
Wynton, Delfeayo and Jason have reached
international acclaim as musicians, clinicians
and consultants in the musical realms of
classical, jazz, funk, Latin-fusion and hip hop.
The Marsalis Family’s accomplishments have
been recognized with 12 Grammy Awards, a
Pulitzer Prize, a Peabody Award, 13 honorary
degrees and close to 100 recordings as leaders
or co-leaders.
The family patriarch, Ellis, a master musician
and highly influential music educator, is
responsible for not only the careers of his
sons but also a host of students, including
Terence Blanchard, Donald Harrison, Nicholas
Payton and Harry Connick, Jr. With degrees
in Music Education from Dillard University
and Loyola University, the New Orleans-based
pianist currently serves as the Coca Cola Jazz
Chair and Director of Jazz Studies at the
University of New Orleans.
Eldest son Branford, has contributed to the
fusion of jazz and rock during stints with
Sting and the Grateful Dead, as well as the
fusion of jazz and hip-hop with his eclectic
group Buckshot Lefonque. Branford also
served as Jay Leno’s musical director on
the Tonight Show from 1992 to 1994. The
Southern University and Berklee School of
Music trained musician is the founder and
owner of Marsalis Music, a record label
that also sponsors educational and cultural
initiatives.
Marsalis Family - Ongoing Legacy
Wynton, the next oldest, is noted as one of
the most famous musicians in jazz since 1980.
He is often regarded as the voice in jazz that
preserved the straight-ahead sound while

many musicians were straying, experimenting
with electronics and various stylistic fusions.
Wynton exemplifies the ability to look ahead
while retaining tradition. Well versed in both
classical and jazz, the Pulitzer Prize-winning
composer currently serves as Artistic Director
of Jazz at Lincoln Center, which he cofounded in 1987.
Delfeayo, a younger Marsalis brother, rose
to fame during the 1990s as a talented
trombonist and highly sought after producer/
engineer. After completing his studies
of trombone and studio production at
Boston’s Berklee School of Music, Delfeayo
toured with Ray Charles, Art Blakey’s Jazz
Messengers, Abdullah Ibrahim and Elvin
Jones’ Jazz Machine. Delfeayo has over 80
credits as album producer/engineer.
The youngest son, Jason, rose to great fame
during the late 1990s with the Latin fusion
band Los Hombres Calientes, of which he
was a co-founder. The drummer/percussionist
first recorded with his father at the age of
fourteen.
From father to sons, the Marsalis Family has
displayed a commitment to excellence in
musicianship, performance and education
going on five decades. Their recent project,
The Marsalis Family: A Celebration, released
on Branford’s Marsalis Music record label in
2003, attests to their ongoing legacy.
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Historical Context
Blues, Jazz and the Orchestra – A Prophet
While Czech composer Antonin Dvorák was
living in America from 1892 to 1895, he
repeatedly asked about and studied Negro
spirituals through his student, Henry Thacker
Burleigh. According to Dvorák, the character
of the spirituals influenced him while he
worked on the New World Symphony, and
believed that African American music could
become a basis for American national art.
Dvorák was no less than a prophet – African
American folk music, including ragtime, the
blues, jazz and the spiritual, have been the
most significant contribution to an
identifiably American music.
African American songwriter and music
director James Reese Europe began playing
piano in cabarets prior to founding the Clef
Club Orchestra in 1910. Sometimes as large as
150 musicians, Europe’s ensemble was
symphonic in its size and scope. The orchestra
first appeared at Carnegie Hall in 1912 and
gained greater respectability among white
society; as a result, they were engaged to play
at the most elite functions in New York,
London and Paris. James Reese Europe,
involved in the premiere and success of the
fox trot, also added the saxophone to his
orchestra, giving it the status of a respectable
jazz instrument for the first time.
Ragtime, Blues and Jazz are the American
music that has had the greatest influence on
European composers. For example, Darius
Milhaud’s La Création du monde, written in
1923, used saxophone and muted trumpet,
flutter-tonguing and glissandi, syncopated
rhythms, and piano and strings to reinforce
the rhythm section.
The success of George Gershwin’s Rhapsody in
Blue in 1924, written for Paul Whiteman’s
jazz orchestra, hastened the speed with
which composers of “serious” art music
assimilated jazz into their works. Aaron
Copland, wishing to compose in a
nationalistic “American” style, composed his
“Jazz” Piano Concerto in 1926, and in 1927
Maurice Ravel reflected upon the sounds of
tin-pan alley in the second movement of his
Violin Sonata, entitled “Blues.”
Igor Stravinsky spoke about the importance
28

of jazz in his chamber work Histoire du soldat
written in 1919, stating that his choice of
instruments was based on his discovery of
American jazz. And when he composed his
Ebony Concerto in 1945, for clarinet and jazz
band, Stravinsky studied the recordings of
Woody Herman, who had commissioned the
work. Stravinsky’s plan “was to write a jazz
concerto grosso with a blues slow
movement.”
Blues, Jazz and the Orchestra – Symbols
When the Eastman Rochester Philharmonic
premiered William Grant Still’s Afro-American
Symphony in 1931, Still became the first
African American composer to have a
symphony performed by an American
orchestra. The principal theme of this
movement is an original 12-bar blues, which
also serves as a symbol of the heritage of
slavery and freedom.
James P. Johnson, like Scott Joplin before him,
entertained the dream of concert ragtime in
larger forms. Johnson’s Jassamine Concerto is
for piano and full orchestra, and his Harlem
Symphony of 1932 has been played at
Carnegie Hall.
Saxophonist Charlie Parker, better known as
Bird, is considered to be the very first modern
Jazz soloist to perform with both strings and
woodwinds in a symphony type group in
1950. Duke Ellington’s Harlem Suite,
originally titled A Tone Parallel to Harlem,
was commissioned by the NBC Symphony and
first recorded in 1951. Often described as a
tone poem, Ellington’s Harlem Suite, in
addition to his Sacred Concerts, are precursors
to works for larger ensemble by Gil Evans,
John Coltrane and Wynton Marsalis.
Born in 1925, Gunther Schuller was named
principal French horn with the Cincinnati
Symphony when he was only 17 years old; but
as his classical career was burgeoning, a
different kind of music was catching his
attention: jazz. “The key moment [was] when
I had the radio on one night and I heard
Duke Ellington playing from the Hurricane
Club in New York. And that changed my life,”
stated Schuller; “then later I heard Count
Basie and Stan Kenton and Woody Herman
and Benny Goodman.” Schuller can be heard

playing French horn on Miles Davis and Gil
Evans’ famous 1949 recording, The Birth of
the Cool. At the same time, Schuller was
developing his “third stream” philosophy of
music in the late 1950s, which signifies the
marriage between classical and jazz.
“Basically it’s trying to fuse the highest
aspects and techniques of jazz with the
highest in classical music.” In the 1960s
Schuller initiated a Third Stream program at
the New England Conservatory, introducing
jazz education into traditional music study.
Blues, Jazz and the Orchestra –
Contemporaries
T. J. Anderson’s What Time Is It? (1986) for
boys’ choir and jazz orchestra reveals the
spontaneous timbral resources of AfricanAmerican jazz as well as the disjunct melodic
and rhythmic values of contemporary
atonality. Composer Olly Wilson was earning
money as a jazz and rhythm & blues musician
at the age of 15, backing up the likes of
Chuck Berry. Frequently incorporating blues
riffs, cross rhythms, blues-like melodic
patterns and genres such as boogie-woogie
and gospel into his instrumental
compositions, Wilson manipulates jazz
elements within the framework of classical
notation. His Sinfonia for orchestra was
commissioned and recorded by Seiji Ozawa
and the Boston Symphony.
“In the African-American musical tradition,”
Wilson points out, “there generally isn’t a
division between composer and performer.”
This fact is increasingly evident in the works
by composer/performers such as Anthony
Braxton, George Lewis and Wynton Marsalis.
Anthony Braxton’s solo alto saxophone
playing and his treatments of jazz-traditional
material in his large-ensemble music,
including Composition 102, has broken new
conceptual and technical ground in jazz and
American Experimental musical traditions. As
a performer, George Lewis has mastered the
lyrical, tonal, and percussive qualities of the
trombone, and has revealed profound
insights into the unique expressive potential
of improvisation. His work as an intermedia
artist and interactive computer musician has
opened wide frontiers in experimental music.
Composer and performer Wynton Marsalis,
born in 1961, won the Pulitzer Prize in music

for Blood on the Fields, his epic oratorio on
the subject of slavery written in 1997. His
latest work, All Rise, an evening-length
twelve-part composition commissioned and
premiered by the New York Philharmonic
with the Lincoln Center Jazz Orchestra, was
written in 1999 and is a continuation of the
line of great composers who have
incorporated elements of ragtime, the blues,
jazz and gospel music within their symphonic
orchestral work.
Chorus, Soloists and the Symphony – Handel
to Mahler
Compositions for chorus, soloists and
orchestra have origins in the oratorio, a
musical work with a text based on religious
subject matter, often with special emphasis
placed on narration, contemplation, and
extensive use of a chorus. Handel’s Messiah,
completed in 1741, is the best-known work in
this genre.
Haydn’s The Creation received its first public
performance in 1799 and was immediately
recognized as a supreme masterpiece. Where
Handel had transformed the oratorio into a
powerful choral music drama, The Creation
represents further dramatic development.
Through the bold use of orchestral color,
adventurous harmony and melodic
inventiveness, Haydn’s The Creation embodies
an almost operatic vividness and power.

The fusion of chorus, soloists within the
symphonic musical structure had its most
celebrated origin in the final movement of
Beethoven’s Ninth Symphony, completed in
1824. The “Choral Symphony” was
Beethoven’s attempt to reach a more direct
and intimate mode of communication with
his music, as if instruments alone were not
able to express the basic level of human
contact he was seeking. Beethoven’s Ninth
established these musical forces as a valid
medium for musical expression.
Claude Debussy incorporated the use of
voices as a way to extend his imaginative
orchestrational palette. In “Sirènes,” the third
movement of Nocturnes written in 1899,
Debussy used a women’s chorus to depict the
mysterious song of the Sirens from Greek
mythology. However, there is no text in this
movement, as Debussy adopted the
technique of vocalise, where voices sing
vowel sounds instead of words.
Of Gustav Mahler’s nine full symphonies, the
Second and the Eighth include chorus with
orchestra. The Eighth, known as the
“Symphony of a Thousand,” was premiered in
1910 and is scored for three sopranos, two
contraltos, tenor, baritone, bass, double choir,
boy’s choir, and orchestra, expanding
orchestral size to its breaking point. Mahler’s
late-Romantic style pushed harmony toward
atonality while he explored new orchestral
sounds and his idea of the symphony as an
entire world. Mahler also wrote many songs,
and has used the entire orchestra as an
accompaniment to the voice. His Das Lied von
der Erde (“The Song of the Earth”) is often
referred to as a “song-symphony.”
Chorus, Soloists and the Symphony –
Ellington to Marsalis
In 1965 Duke Ellington’s Concert of Sacred
Music was written for the consecration of San
Francisco’s Grace Cathedral, and in 1966 it
won a Grammy Award for best original jazz
composition. Besides the Duke Ellington
orchestra, performers included the Herman
McCoy Choir, the Grace Cathedral Choir,
singers Jon Hendricks, Esther Marrow, and
Jimmy McPhail. According to Ellington, this
was not a Mass, but a big, entertaining
religious-musical spectacle designed to fill

cavernous cathedrals like Handel’s Messiah.
Critic Raymond Horricks described the
Concert of Sacred Music as “a most
remarkable religious synthesis” that faced the
problems of mankind in modern society.
Ellington composed two other Sacred
Concerts in 1968 and 1973, each bringing
together chorus, soloists and extended
orchestral means.
In Sinfonia, Luciano Berio’s masterwork of
1969, a chorus of eight voices sings the words
of different texts, and even different
languages. Much of these texts are disjointed
quotes and poetic fragments, indiscernible
within the orchestral texture. The second
movement, “O King,” was written as a tribute
to Martin Luther King, Jr., and incorporates
the phonemes that make up King’s name.
These small utterances of speech sound serve
as the basis for all of the vocal material for
this movement, resulting in musical gestures
that resemble harmonic clouds. In 1976,
Berio’s Coro for 40 singers and 40
instrumentalists was an interweaving of
folksong-inspired melodies with massive
choral settings of words by Pablo Neruda,
contrasting individual freedom with
oppressive authority.
Wynton Marsalis’ All Rise, written in 1999, is
scored for Symphony Orchestra, Jazz
Orchestra and Chorus. Like Beethoven’s Ninth
Symphony and Ellington’s Sacred Concerts,
Marsalis uses additional forces to create a
music that touches people directly while also
celebrating the vitality of the human
condition and its ability to rise above great
suffering.
Today’s composer has access to a wealth of
influences, an infinite selection of sound
sources, and the freedom to choose from a
variety of musical styles. Experimentation
with traditional genres such as the jazz
orchestra, the symphony, and the oratorio,
allow composers to realize their personal
vision and generate new modes of musical
expression.
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Wynton Marsalis, All Rise

History of the Blues
African American Folk Music
The blues is a secular African American folk
music that has a history and evolution distinct
from, but closely related to, that of jazz.
Emerging from the plantations of the rural
south along with its sibling, the spiritual,
the exact date of their origin is uncertain;
although it is known that both developed
from the moans, groans, cries, field hollers
and work song of the slaves. The blues
served a practical and fundamental role
during slavery as a means of expression and a
method of communication. The blues of this
period had a free form, often accompanied
by a percussively played guitar; drumming
was forbidden on slave plantations.
After the Civil War, blues context and content
shifted from the woes of slave life to the
accounts of oppression by the politically
disenfranchised and economically deprived
former slaves, who now faced the bitter
realities of segregation and Jim Crow laws.
Songsters and early blues singers in the south
became street entertainers in order to earn
a living, and the blues emerged as a form of
entertainment as bluesmen and blueswomen
traveled north and west performing. The
blues began to spread, chronicling the
experiences, emotions, desires, pains and
shortcomings of not only the traveling blues
artists, but of the greater African American
population and their perspective of life in
America. The blues was, and continues to be,
an intimate individual expression that caters
to a greater community through the power
of association; it is the first widely performed
secular genre of African American music.
In 1912, W. C. Handy, an African American
band director, published a title called
Memphis Blues. In doing so, he codified the
AAB form into the standard 12-bar Blues
form that became a staple of American
popular music. This allowed different
musicians to improvise together with a
consistent phrase and harmonic structure.
The new codified form of the blues allowed
performers outside of the rural oral tradition
to perform from published blues scores.
In 1920, Mamie Smith, an African American
vaudeville singer, recorded Crazy Blues
bringing this music to a large audience and
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initiating the race record craze. Mamie
Smith’s so-called “classic” blues, unlike its
Rural Blues predecessor, highlighted female
singers accompanied by piano, organ,
trumpet, and/or jazz ensemble. Smith’s
recognition led her to be become known as
the “Mother of the Blues.”
Migration and Influence
In the early twentieth century, thousands
of African Americans moved north to
Harlem, Chicago, and elsewhere, in order
to avoid southern oppression and to seek
out economic opportunity. In the late ‘30s
and ‘40s the “urban blues” developed a
new look and sound characterized by the
introduction of big-band riff accompaniments
and a greater importance of saxophone as
a characteristic sound. In its later phases,
musicians like John Lee Hooker and Muddy
Waters introduced electric guitars. Drums,
electric bass and harmonicas became
integrated into these performances;
eventually leading to totally amplified
ensembles. Lyrics often commented on the
difficulties of relationships in the times of
rapid industrialization and urbanization.
By the mid-1950s the dominance of the blues
declined as it became increasingly integrated
into the jazz repertoire both instrumentally
and vocally. In addition, the musical offspring
of the blues, rock ‘n’ roll and rhythm and
blues, increased in popularity. Although
these music forms took on new life and new
character, their roots in the blues are easily

heard and enormously felt, as is evidenced by
the popular music of Elvis Presley, Ike Turner
and Led Zeppelin.
Whether it is the 12-bar guitar blues of
Mississippi Delta blues legend Robert
Johnson, the blues-based bebop of Charlie
Parker, the electric blues of B.B. King or the
contemporary blues of Alicia Keys, the blues
has risen to become a foundation of black
expressive culture and may be the American
music that has had the most influence on the
world’s population.

Listening Guide
African American Folk Music
The blues is a secular African American folk
music that has a history and evolution distinct
from, but closely related to, that of jazz.
Emerging from the plantations of the rural
south along with its sibling, the spiritual,
the exact date of their origin is uncertain;
although it is known that both developed
from the moans, groans, cries, field hollers
and work song of the slaves. The blues
served a practical and fundamental role
during slavery as a means of expression and a
method of communication. The blues of this
period had a free form, often accompanied
by a percussively played guitar; drumming
was forbidden on slave plantations.
After the Civil War, blues context and content
shifted from the woes of slave life to the
accounts of oppression by the politically
disenfranchised and economically deprived
former slaves, who now faced the bitter
realities of segregation and Jim Crow laws.
Songsters and early blues singers in the south
became street entertainers in order to earn
a living, and the blues emerged as a form of
entertainment as bluesmen and blueswomen
traveled north and west performing. The
blues began to spread, chronicling the
experiences, emotions, desires, pains and
shortcomings of not only the traveling blues
artists, but of the greater African American
population and their perspective of life in
America. The blues was, and continues to be,
an intimate individual expression that caters
to a greater community through the power
of association; it is the first widely performed
secular genre of African American music.
In 1912, W. C. Handy, an African American
band director, published a title called
Memphis Blues. In doing so, he codified the
AAB form into the standard 12-bar Blues
form that became a staple of American
popular music. This allowed different
musicians to improvise together with a
consistent phrase and harmonic structure.
The new codified form of the blues allowed
performers outside of the rural oral tradition
to perform from published blues scores.

initiating the race record craze. Mamie
Smith’s so-called “classic” blues, unlike its
Rural Blues predecessor, highlighted female
singers accompanied by piano, organ,
trumpet, and/or jazz ensemble. Smith’s
recognition led her to be become known as
the “Mother of the Blues.”
Migration and Influence
In the early twentieth century, thousands
of African Americans moved north to
Harlem, Chicago, and elsewhere, in order
to avoid southern oppression and to seek
out economic opportunity. In the late ‘30s
and ‘40s the “urban blues” developed a
new look and sound characterized by the
introduction of big-band riff accompaniments
and a greater importance of saxophone as
a characteristic sound. In its later phases,
musicians like John Lee Hooker and Muddy
Waters introduced electric guitars. Drums,
electric bass and harmonicas became
integrated into these performances;
eventually leading to totally amplified
ensembles. Lyrics often commented on the
difficulties of relationships in the times of
rapid industrialization and urbanization.
By the mid-1950s the dominance of the blues
declined as it became increasingly integrated
into the jazz repertoire both instrumentally
and vocally. In addition, the musical offspring
of the blues, rock ‘n’ roll and rhythm and
blues, increased in popularity. Although
these music forms took on new life and new
character, their roots in the blues are easily
heard and enormously felt, as is evidenced by
the popular music of Elvis Presley, Ike Turner
and Led Zeppelin.
Whether it is the 12-bar guitar blues of
Mississippi Delta blues legend Robert
Johnson, the blues-based bebop of Charlie
Parker, the electric blues of B.B. King or the
contemporary blues of Alicia Keys, the blues
has risen to become a foundation of black
expressive culture and may be the American
music that has had the most influence on the
world’s population.

In 1920, Mamie Smith, an African American
vaudeville singer, recorded Crazy Blues
bringing this music to a large audience and
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Musical Exploration

Blues Riff Player
What is the Blues?
The blues evolved from southern AfricanAmerican secular songs that developed from
the moans, field hollers, and work songs of
the slaves. During the first decade of the 20th
century, in order to facilitate improvisation,
a number of patterns evolved of which the
most familiar is the 12-bar blues.
Harmony and Structure
The 12-bar blues structure has twelve
measures, or bars, divided into three groups
of four bars each. The structure is supported
by a fixed harmonic progression that all blues
performers know, and could play almost
automatically. Such a progression can be
played in any key, though blues guitarists
favor E or A and jazz musicians B-flat.
The 12-bar blues chord progression is based
on a I-IV-V chord sequence:
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Bar 1

Bar 2

Bar 3

Bar 4

I

I (or IV)

I

I

Bar 5

Bar 6

Bar 7

Bar 8

IV

IV

I

I

Bar 9

Bar 10

Bar 11

Bar 12

V

IV

I

I (or V)

When this pattern is repeated in
performance, the V (five) chord is used in
bar 12; called the turnaround, it is used as a
preparation for going back to the beginning.
The I (one) chord is used in bar 12 during the
final passage through the 12-bar sequence.
Meter and Rhythm
The blues generally uses a 4/4 time signature,
there are four beats to each of the 12bars. Characteristic of the blues style is the
rhythmic momentum described as “swing,”
a relationship between long and short note
durations that may be represented (although
not exactly) by triplet subdivisions.
Blues Notes and Blues Scale
Improvised melodies often incorporate “blue
notes,” which are lowered 3rd, 7th, and to a
lesser extent, 5th degrees of the major scale.
These inflected pitches are among the most
distinctive features. The “blues scale” is a
chromatic variant of the major scale, and
suggests the notes that a blues musician
might use in performance.
Lyrics
The 12-bar blues usually has two successive
lines of text forming a pair known as a single
couplet. The second line generally repeats
the first; enabling a blues singer time to

improvise a rhyming third line, while singing
the second.
I hate to see de ev’nin’ sun go down
I hate to see de ev’nin’ sun go down
It makes me think I’m on my last go-round
-- St. Louis Blues, Text and Music by W.C.
Handy (1873-1958); Bessie Smith, vocals
What is Improvisation?
Improvisation refers to the creation of music
in the course of performance. However, the
notion that all improvised music is more or
less “created on the spot” differs to varying
degrees in the world of music.
Performance Practice
Music derived from oral traditions may
be altered, recombined, and eventually
memorized prior to its performance; in the
end, it may not involve much improvisation
at all. Western Art music is heavily dependent
on musical notation for the creation and
transmission of music; improvisation in this
context often refers to the use of musical
ornamentation, such as the addition of
notes, the alteration or shifts of written
note durations, or real-time changes in
the dynamics or color of a notated musical
passage. The presence or nature of
improvisation is affected by the concept of

composition, the use of notation and oral
tradition, and the nature of performance
practice.
The Case of Jazz
A model for jazz improvisation may be a
series of harmonies that determine the
pitches to be selected for a melody, or a
melody that is subjected to variation, or
a set of motifs from which a selection is
made. For example, jazz musicians may use
a chart or lead sheet that is a shorthand
score to provide melody, chord symbols,
accompanimental figures and/or lyrics.
Licks and Riffs
Jazz improvisers may collect short
musical phrases called “licks” or “riffs,”
and incorporate them into their jazz
improvisations. An improviser may choose to
interpret or quote well-known music of other
composers in their performances as well, a
sign of respect for the history of music. Some
refer to a collection of riffs as a “toolbox”
which an improviser may choose form during
a performance.
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Elliott Carter
Background, early interests
Elliott Cook Carter, Jr., was born in 1908 into
a successful New York family active in the
lace importing business. His father arranged
for him to learn to speak French at the age
of six, in preparation for his son’s anticipated
involvement in the family business, but the
language would prove more useful in Elliott’s
musical career than in the business world.
During the Twenties, Greenwich Village
was as much a home to speakeasies as it
was to a blossoming musical avant-garde.
Carter, then a student at the Horace Mann
High School, remembers how exciting and
inspiring this environment, so remote from
that of his family’s quiet business life, was to
a boy his age. Already an active concertgoer
as a young teenager, he immersed himself
in the Village’s contemporary music scene,
meeting intellectuals such as the American
visionary composer Charles Ives, whose work
would have a profound effect on Carter’s
own thought and music. The vibrant city
of New York afforded the young Carter
many opportunities to hear innovative
contemporary works including Igor
Stravinsky’s The Rite of Spring and music by
Edgard Varèse, experiences which fueled
Carter’s desire to become a composer.
Studies in America and Europe
Carter’s avid enthusiasm was for the new
music. The classics he “found dull and had no
desire to hear.” As an undergraduate student
at Harvard University in the late ’20s, he was
disappointed in the conservatism of the music
department and chose, instead, to study
English and German literature, philosophy,
and Ancient Greek. Explaining his interest in
Ancient Greek, Carter cites a “need to always
go back to the origins and start from the
beginning.” In 1932, upon completion of a
master’s degree in Music at Harvard, where
his teachers were more interested in teaching
him to compose in the style of Brahms than
in that of the “ultra-modern” music he
loved, Carter followed in the footsteps of
many great American composers, including
Aaron Copland, and made his way to Paris
to study with Nadia Boulanger. Through
rigorous study of counterpoint, Carter sought
to remedy his, as yet, unfulfilled desire
to become a composer by acquiring the
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technical skills required to adequately realize
his musical imagination. Later, his innovative
use of “stratified” counterpoint would
become the defining feature of his mature
style.
Return to America
Following his return to New York in
1936 Carter kept the musical community
keenly aware of new works with reviews
and criticism for the publication Modern
Music. He was director of Ballet Caravan, a
forerunner of the New York City Ballet, from
1937-40 and wrote two ballets: Pocahontas
and The Minotaur, the latter involving some
collaboration with George Balanchine,
whose unique use of rhythm in choreography
inspired Carter’s own techniques. Carter
had married the sculptor Helen Frost-Jones
in 1939 and began his extensive teaching
career the following year when he left New
York for St. John’s College in Maryland to
teach not only music, but also Greek and
mathematics. He subsequently taught at
Peabody Conservatory in Baltimore, Columbia
University, Queens College, Yale University,
and the Juilliard School of Music. Throughout
his career, Elliot Carter has committed himself
to improving the situation for American
composers, fighting for royalty entitlements
and working with associations such as the
American Composers Alliance and the
League of Composers to publish and secure
performances of new works.
The music Carter composed in the 1930s and
early ’40s lacks the clearly defined personal
style present in his later music. These works,
rather, incorporate styles that were somewhat
in vogue at the time, such as neoclassicism
and the American sound associated with
composers like Aaron Copland and Roy Harris.
There often is, however, a contrapuntal
complexity present that is atypical of
the clarity usually associated with those
styles. Despite the criticism with which this
complexity was sometimes met, Carter’s music
gained significant recognition including
the 1945 Independent Music Publisher’s
Award for perhaps the best-known of his
compositions of this period, the orchestral
Holiday Overture.

Mature style
The Piano Sonata, the Sonata for Cello and
Piano, and etudes for woodwind quartet
and for timpani, all composed in the late
’40s, are transitional works exhibiting
Carter’s development of sophisticated
rhythmic techniques that would come to
full fruition in his pivotal String Quartet
No. 1 of 1950. It is in this work that we
hear the bold inventiveness characteristic
of the “ultra-modernist” works Carter so
admired as a youth emerge in his own music
in a highly evolved and personal manner.
His first essay for orchestra in this new style
was the Variations for Orchestra in 1955;
over the course of the next five decades he
went on to produce, at a deliberate pace,
major work after major work, including
the Double Concerto, Piano Concerto, and
Concerto for Orchestra, and the Symphony
for Three Orchestras, as well as four more
string quartets, the second and third of which
both won Pulitzer prizes. He has come to be
recognized as perhaps the most important
American composer of the second half of the
twentieth century.
As a nonagenarian, Carter has been more
prolific than ever, having composed a large
number of short solo and small ensemble
pieces over the last two decades as well as
ambitious orchestral projects, most notably
the massive Symphonia: sum fluxae pretium
spei, and his only opera, What Next?.

Historical Context
Simultaneity, transformation
The quintessential Carter is characterized
by simultaneous layers of diverse and
opposed sonic “characters” proceeding
through musical space at different speeds
in an elegantly stratified counterpoint. The
technique, arguably invented by Carter,
for slipping from one tempo into another
using a rhythmic unit as a pivot is called
“metric modulation.” The concept reflects
Carter’s interest in perpetual change, an
idea that permeates all of his work after the
First Quartet, and one which was, perhaps,
lingering since his study of philosophy with
Alfred North Whitehead at Harvard.
Carter often attaches literary sources to his
works; the poem by Richard Crashaw linked
to his Symphonia presents a fitting symbol
of motion, a floating bubble. In his own
program note to Partita, Carter says: “My
musical intention was to present the many
changes and oppositions in mood that make
up our experience of life. In general, my
music seeks the awareness of motion we
have in flying or of driving a car and not
the plodding of horses or the marching of
soldiers that pervades the motion patterns of
older music.”
Carter’s characteristic layering of
simultaneous pulse speeds may be heard
clearly at the approximate midway point of
the second movement of Symphonia, Adagio
tenebroso.

commitments such as teaching and lecturing
that took time away from composing.
Micomicón was written at the request of
James Levine as a brief orchestral fantasy
to preface the large-scale Symphonia: sum
fluxae pretium spei. It is named for the
imaginary kingdom from Cervantes’ Don
Quixote. At a duration of only three minutes,
it is a mere spark compared to the sprawling,
ambitious forty-five minute Symphonia.
Composer and Orchestra
In 1970, Elliott Carter wrote an article entitled
“The Orchestral Composer’s Point of View”
in which he considered the many problems
faced by composers wishing to write in a
contemporary style for an ensemble which is,
by design, Romantic. Despite his questioning
of the medium at that time, he, thankfully,
persisted with his own efforts in the medium,
composing a significant number of orchestral
works, including concertos.

to decorate the main line of the Allegro
Scorrevole with a scurrying, delicate lace.
Carter achieves powerful expression through
his recurring use of opposition between
orchestral forces and solo instruments. This is
especially evident in the violent interruptions
and punctuations by the orchestra during
extended passages for solo instruments in the
Partita, a word which, in Italian, can be used
to designate a game such as a soccer match.
Symphonia: sum fluxae pretium spei is the
cumulative result of three independent
orchestral commissions from the Chicago
Symphony, the BBC Symphony and the
Cleveland Orchestra. The pieces were planned
by Carter, however, to function as one large
symphonic work.

Symphonia represents a departure from
the chamber music treatment that Carter
seemed to impose on the orchestra in
earlier works such as the Variations and
the Concerto for Orchestra. In Symphonia,
Carter uses forceful, sometimes flashy, and
idiomatic, orchestration to intensify the
brutally fractured surface of the Partita and

Duration, scope
Virtually all of the works Carter composed
between 1950 and 1980 are large in scope.
The new and highly personal musical
language that began to blossom with
his first String Quartet brought with it
new expressive and formal demands that
required time to shape. Carter viewed each
compositional undertaking as “a situation
of great adventure…that makes you think
in a new way.” In the ’80s, Carter began to
produce smaller works at a rapid pace. He
attributes this increased rate of productivity
to a lessening of theoretical research on
harmonies and rhythm, rather, using his
previous research as a model so that he may
place his full concentration on expression.
Also a factor was the elimination of
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Listening Guide
Micomicón
Elliott Carter’s Micomicón, premiered
on January 15, 2004, is the first work
commissioned by the Boston Symphony
Orchestra for James Levine. At three minutes
long, Micomicón is a brief orchestral fantasy
to preface the large-scale Symphonia:
sum fluxae pretium spei. It is inspired by
an episode from Cervantes’ Don Quixote.
Carter explains that Micomicón was invented
by Sancho Panza and his friends to cure
Don Quixote’s “madness,” it is said to be a
kingdom near Ethiopia stolen by a giant from
its queen, Micomicona, who beseeches the
adventurous Don Quixote to put her back on
the throne.
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Symphonia: sum fluxae pretium spei
Elliott Carter’s Symphonia: sum fluxae
pretium spei is the cumulative result of three
independent orchestral commissions from the
Chicago Symphony, the BBC Symphony and
the Cleveland Orchestra, written between
1993 and 1996. However, these pieces were
planned by Carter to function as one large
symphonic work, with a running time of
approximately 45 minutes.
Elliott Carter’s music, known for its complexity
and intellectual fascination, provides the
listener with a series of aural oppositions,
often presented as lyrical tranquility versus
polyrhythmic rigor. Carter exclaims that his
musical intention is “to present the many
changes and oppositions of mood that make
up our experience of life.” In addition,
Carter seeks “the awareness of motion we
have in flying or driving of a car and not
the plodding of horses or the marching of
soldiers that pervades the motion patterns of
older music.”

The subtitle for the entire Symphonia, Sum
fluxae pretium spei (“I am the prize of
flowing hope”) is taken from one line of a
157-line Latin poem titled Bulla or “Bubble”
by the English Jacobean poet Richard
Crashaw, at one point, the poet personifies a
floating bubble:
The first movement is titled Partita, which
in Italian can mean “game.” Carter states
that, like all games, this piece adheres rather
strictly to certain laid down rules.
Adagio Tenebroso, the title for the second
movement in Carter’s orchestral triptych, is
presented at a slow tempo, half-note equal
to 35 beats per minute. Tenebroso means
“gloomy” and “dark.”
Carter states that the finale Allegro
scorrevole “consists primarily of a continuous
flow of soft, rapid passages that move over
the entire range of the sound spectrum...
Against this is a lyrical idea also developed
throughout, sometimes slowing down to
hesitantly separated notes and at other times
tightly joined together to form intensely
expressive lines.”

Musical Exploration

Metric Modulation
Listen to Carter Excerpt
Ex. Measures 16 – 18 of “Fantasy” from Elliott
Carter’s Eight Etudes and a Fantasy (1950)
Measure 16
Quarter = 84: During performance, the
tempo quarter = 84 is felt by the performers
since the beginning of this piece. At the same
time, the performer senses the subdivisions
of the half note, the time that passes for
every two quarter notes. In the next measure,
the performer must change the tempo by
subdividing the half note into three parts
instead of two.
Measure 17
Half note = dotted-half note: This is the
“pivot” for the metric modulation. The
performer makes a mental adjustment
such that the duration of one half note
(two beats) is equal to the duration of one
dotted-half note (three beats). This change
in the subdivision of the half note allows
the performer to feel the new speed for
each quarter note. As a result, the tempo is
faster at exactly the ratio of three-to-two, or
quarter note = 126 (84 * 3/2 = 126).
Measure 18
Quarter note = 126: The new tempo is been
established. The music from this point on is
performed at a faster rate (quarter note =
126, 1.5 times faster than quarter note = 84).
This sense of evolving musical motion is the
essence of metric modulation.
Experiment with Rhythm and Metric
Modulation
The rhythmic complexity found in Elliott
Carter’s music is often the result of tempos
changing from one measure to the next.
This module allows the user to select and play
drum patterns. In each of these patterns, the
meter is 4/4 and the original tempo is quarter
note = 120. The user selects drum patterns
from a pop-up menu, and can also listen to
it. When selected, it appears on the pattern
grid. The user may change the tempo from
one “measure” at a time by adjusting the
ratios for metric modulation.

Understand Metric Modulation
The Music of Elliot Carter is most often
characterized by frequent use of a rhythmic
technique called metric modulation a process
in which two distinct tempos are related by
subdivisions of the beat. As a result of using
this technique, Carter’s music often has a
feeling of constant motion and change.
Subdivision
Any musical duration can be divided into
smaller parts. For example, a quarter note
can be divided into two equal smaller parts,
called eighth notes that are each equal to
one-half of the duration of a quarter note.
A musical duration can also be divided into
three parts, four parts, five parts or more!
Can you select the correct subdivisions of the
musical durations below?
Tempo
Tempo describes the speed at which music
is performed, from very slow to very fast.
Tempos are usually indicated on a musical
score in words or metronome markings.
Italian terms are often used to indicate
tempo. For example, andante (“walking” in
Italian) can be used to describe a moderately
slow tempo at “walking” speed. Can you
arrange these terms from slowest to fastest?

Metronome Markings
A metronome is a mechanical device used to
indicate tempo by sounding regular beats
or “clicks” at adjustable speed. Metronome
markings allow for exact indications of
performance speed rather than words such as
andante or presto.
Metronome markings are indicated in a
musical score with a note-value (such as a
quarter note) and a numeric value, which
indicates the number of beats per minute.
For example, quarter note = 80 means that
the music should be performed at the rate of
80 quarter notes per minute. Can you hear
the difference in speed for the metronome
markings below?
Metric Modulation
A metric modulation is a change (modulation)
from one tempo to another, wherein a note
value from the first tempo is made equivalent
to a note value in the second, new tempo,
like a pivot. In fact, Elliott Carter prefers the
term “tempo modulation”!Can you hear
the changes in tempo based on the metric
modulations below?
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Ludwig van Beethoven
Early Beethoven
Ludwig van Beethoven was born into a
family of Bonn court musicians on December
16, 1770. His grandfather and namesake
was an esteemed Kapellmeister. Johann,
Beethoven’s father, was musically competent,
but alcoholism caused his steady decline.
Johann recognized his son’s musical ability
but he was strict, cruel, and often resorted
to violence during Ludwig’s lessons. By
age fourteen Beethoven was gainfully
employed as an assistant court organist. His
earliest professional experience was under
the guidance of Christian Gottlob Neefe,
who arranged for the publication and
performances of Beethoven’s early works,
which had lukewarm public reception. Not
deterred, Neefe made arrangements for
Beethoven to go to Vienna to perhaps study
with Mozart. Sadly, Beethoven’s stay in
Vienna was interrupted by the news of his
mother’s death – now he had to care for his
father and family, and was forced to give
piano lessons in order to supplement his
income.
In 1790, Beethoven was commissioned to
compose a cantata commemorating the
life of Emperor Joseph II. Haydn was likely
to have seen this work performed in 1792.
Haydn, the preeminent composer of Europe,
was sufficiently impressed with the cantata
that he immediately invited Beethoven to
study with him in Vienna. Upon Beethoven’s
departure from Bonn, his friend and
patron Count Waldstein wrote, “With the
help of assiduous labor you shall receive
Mozart’s spirit from Haydn’s hands.” This is
the first time all three great composers of
the Viennese classical tradition are linked
together.
Middle Beethoven
In November 1792, Beethoven arrived in
Vienna to begin his work with Haydn. He
quickly established himself as a virtuoso
pianist, often participating in piano duels
that left him without rivals. During this
time Beethoven’s creativity was flourishing.
But despite the liberating public successes
of Beethoven, personally his life continued
to be filled with emotional and physical
troubles. By 1801 he was aware that he was
likely to become deaf. While on a summer
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vacation in Heiligenstadt in 1802, Beethoven
contemplated suicide but confessed, “It
was only my art that held me back.” The
Heiligenstadt crisis succeeded to a steady
and rich productivity resulting in Beethoven’s
most significant compositions, including the
Eroica Symphony. The composer boldly broke
with the inherited traditions of Classical music
and set out to compose “on a new path.”
After returning to Vienna, Beethoven began
work on what was to become his only
completed opera, Leonore. Initially staged in
1806, this work reached its final form only in
1814 under the new title of Fidelio. The flood
of innovative instrumental compositions,
including the Fifth and Sixth symphonies that
Beethoven wrote at this time, was disrupted
by Napoleon’s siege of Vienna in 1809. Those
who could – public officials and nearly all of
the nobility and their entourages – fled the
capital. Beethoven remained.
Beethoven’s breathtaking piano virtuosity
and remarkable compositions, though
controversial, were gifts that enabled him to
win the hearts of the enlightened Viennese
aristocracy, and take lifelong advantage of
their financial backing. Unlike Haydn and
Mozart’s work, Beethoven’s was widely
adored. And, as a result, the aristocrats were
tireless in their tolerance of his notoriously
boorish manners, careless appearance, and
colossal fits of anger. The quality of his
compositions was such that he was never
forced to rely on individual patrons for his
income. This rare distinction resulted in
Beethoven’s title as the first successful freelance composer.
Late Beethoven
After Napoleon’s armies had been driven
from Central Europe, the nobility remaining
in Vienna did its best to recover. So did
Beethoven. The marriage of his youngest
brother Johann and the death of his other
brother Caspar Karl brought Beethoven new
challenges. Beethoven took custody of his
nephew Karl and waged a nearly fifteen year
legal battle against Karl’s mother Johanna
that drained his creative energies.
Outside of the composition studio, he worked
with piano manufacturers to improve the

technology of the piano. The celebrated and
difficult Hammerklavier sonata was composed
for this new and improved instrument.
Concerned that future performers would
not play his music with accurate tempos,
Beethoven worked with inventor Johann
Nepomuk Mäzel to develop the metronome.
But by and large, these were difficult times
for him. No longer the darling composer,
Beethoven was an outsider himself in
Viennese society. He drank heavily, was
verbally and physically abusive, and withdrew
from public performance. Moreover, the
complexity of his compositions were,
according to many contemporary critics, sure
signs of his failing mental capacities.
His withdrawal from the external world led
Beethoven deeper into his internal vision
of musical composition. His late works are
marked by extreme experimentation in
harmony and form and an increasing sense
of the spiritual, as revealed in the late string
quartets and the Ninth Symphony. These
last works are high points in the heritage of
Western culture.
In the last days of his life, Beethoven received
many friends and visitors. Confined to his
bed he continued to compose and drew up
a will granting his nephew Karl his entire
estate. News of Beethoven’s death on March
26, 1827, spread quickly and more than ten
thousand people attended the great funeral
procession through the streets of Vienna.

Historical Context
The Intellectual Current
All composers are products of the times in
which they live. The bold and innovative
compositions of Ludwig van Beethoven
developed out of the bold and innovative
religious, political, social, intellectual, and
economic changes found in Viennese society
in the 18th century. The scientific and
intellectual developments of the previous
epoch fostered a belief in natural law and
universal order and confidence in human
reason. This rational and scientific view of
the world helped to shift power away from
autocratic rule. The “Age of Reason,” or the
“Age of Enlightenment” as it is often called,
was born.

Napoleon’s fierce military campaigns had at
first energized Europe as people began to
believe that self-made greatness was possible.
But as reality later set in and it became clear
that Napoleon was potentially a ruthless
tyrant, the political landscape darkened.
Even so, later monarchs found the seeds of
liberalism planted by the French impossible to
eradicate.

Political Currents
No one, however, personified Enlightenment
principles as much as Napoleon Bonaparte.
In him, the people of Europe saw a true
“bon prince.” The cry of “Freedom,
Brotherhood, Equality” was symbolic of a
new governmental order. With it came a long
line of military victories placing Napoleon
center stage in nearly all of Europe. In
1809 Napoleon at last laid siege to Vienna,
temporarily toppling the Hapsburg monarchy.
Napoleon crowned himself Emperor and
was widely regarded as having subordinated
principle to personal ambition. The revolution
was over. The event angered many, including
Beethoven, who had honored Napoleon as
a personification of the new enlightened
order. Beethoven bragged, “It’s a pity I do
not understand the art of war as well as I
do the art of music. I would conquer him!”

In [his third] symphony Beethoven had
Buonaparte in mind... Beethoven esteemed
him greatly at the time and likened him
to the greatest Roman Consuls. I as well as
several of his more intimate friends saw a
copy of the score lying upon his table with
the word “Buonaparte” at the extreme top
of the title page, and at the extreme bottom
“Luigi van Beethoven,” but not another
word. Whether and with what the space
between was to be filled out, I do not know.
I was the first to bring him the news that
Buonaparte had proclaimed himself emperor,
whereupon he flew into a rage and cried
out: “Is he then, too, nothing more than an
ordinary human being? Now he, too, will
trample on all the rights of man and indulge
only his ambition. He will exalt himself above
all others, become a tyrant! ” Beethoven
went to the table, took hold of the title page
by the top, tore it in two, and threw it on
the floor. The first page was rewritten and
only then did the symphony receive the title
Sinfonia eroica. The reasons for Beethoven
removing the name “Buonaparte” from
the score are infinitely more complex. The
manuscript copy of Eroica shows that the
work was to be a “A Great Symphony on
Bonaparte”. However, in the main title, the
name Bonapart has been scratched out so
violently that the erasure has left a hole in
the paper.

Self-Made Greatness
Ferdinand Ries tells one of the more classic
Beethoven legends, retold again and again by
chroniclers of Beethoven’s life. Though it may
not be entirely accurate, it reveals several
features of Beethoven’s behavior:

Reception and Traditions
Beethoven composed his Third Symphony,
the Eroica, between May and November
1803, with some further polishing early the

following year. It was privately performed in
the Vienna town house of Prince Joseph von
Lobkowitz, to whom the score is dedicated, in
the summer of 1804. With Beethoven himself
conducting, the first public performance took
place on April 7, 1805, in Vienna. Though the
Eroica was apparently heard in the United
States in an arrangement for septet as early
as 1828, the first American performance with
full orchestra took place in the inaugural
season of the Philharmonic Society in
New York, on February 18, 1843, under
the direction of Ureli Corelli Hill. The first
Boston performance of the Eroica took place
on May 5, 1849, in Tremont Temple, with
George J. Webb conducting the Musical Fund
Society. Georg Henschel led the first Boston
Symphony performances in November 1881,
on the fifth program of the BSO’s inaugural
season. The newfound opportunity of selfexpression in music was made possible as a
result of the Enlightenment ideals. Idealism
may be found in Beethoven himself since by
overcoming the challenges of his hearing loss
and emerging triumphantly as a composer, it
may be that Beethoven himself was the true
hero of his Third Symphony.

Listening Guide
Symphony No. 3
Beethoven’s Symphony No. 3 in E-flat
Major written between May and November
1803 runs almost twice as long as any
symphony written before it. Most notable
are the increased lengths of its sections of
development and coda, particularly when
compared to the symphonies of Haydn and
Mozart. For many, Beethoven’s Eroica has
become the symphony by which all other
symphonies are judged.
The first of its four movements, Allegro
con brio, reflects a sonata-allegro formal
structure with exposition, development
and recapitulation. The second movement
is a Funeral March, exhibiting a large-scale
A-B-A song form. The third movement, titled
“Scherzo” – which in Italian means “joke”
– is Allegro vivace or lively and bright; its
formal structure derives from the traditional
Minuet and Trio whose speed has been vastly
quickened. The Finale, Allegro molto, is a
Theme and Variations.
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John Harbison
Sessions and Piston
John Harbison, born in Orange, New Jersey,
on December 20, 1938, grew up surrounded
by creative and intellectually curious people;
his mother was a writer, and his father,
a professor at Princeton. By the time he
graduated high school, Harbison already had
studied a number of instruments, and was
interested in jazz. As a teenager he knew
the eminent composer and teacher Roger
Sessions, and often took pieces to Sessions for
his perusal.
Harbison studied at Harvard with Walter
Piston during his undergraduate years,
and won honors in both composition and
poetry. He earned a master’s degree at
Princeton, studying with Sessions and Earl
Kim. Admired as a conductor, Harbison has
been involved with numerous ensembles and
performing organizations since early in his
career. He has conducted and composed for
such ensembles as Emmanuel Music, Cantata
Singers, and Collage New Music. He has also
led the Handel and Haydn Society’s Christmas
performances of Handel’s Messiah.
Stravinsky and Bach
As a teacher, Harbison has taught at the
Massachusetts Institute of Technology since
1969. In addition, Harbison has been on the
faculty of the Tanglewood Music Center
and director of Tanglewood’s Festival of
Contemporary Music and has served as the
composer-in-residence with various festivals
including Marlboro, and Aspen as well as
the Pittsburgh Symphony Orchestra and the
Los Angeles Philharmonic. He and his wife,
violinist Rose Mary Harbison, established the
annual Token Creek Chamber Music Festival
in Wisconsin in 1989.
John Harbison’s most evident musical
influences are Stravinsky and Bach. To
Harbison, the Bach cantatas have provided
an ever-present reference point for his own
sacred choral music, much of it written for
Emmanuel Music. Literature has been another
abiding influence on Harbison’s music
throughout his life. In addition to sacred
works he has set poetry of William Carlos
Williams in his Words from Paterson, the
Italian poet Eugenio de Montale in Mottetti
di Montale, and other texts from the Bible
40

to Goethe to Emily Dickinson. His orchestral
piece Diotima, although purely instrumental,
takes its title from the poetry of Friedrich
Hölderlin.
Prolific Composer
Diotima was the first of Harbison’s works
to be performed by the Boston Symphony
Orchestra. Joseph Silverstein led the BSO in
that work’s premiere in 1977. The orchestra
has since commissioned several pieces from
Harbison, including his First Symphony, a
BSO centennial commission; his large-scale
Requiem, and, most recently, Darkbloom,
Overture for an imagined opera, which
receives its premiere under James Levine’s
direction in March 2005. The BSO was also
a co-commissioner of the composer’s Cello
Concerto, which was premiered by Yo-Yo Ma
and the BSO, Seiji Ozawa conducting, in April
1994.
Among Harbison’s most celebrated works is
his opera The Great Gatsby, commissioned by
the Metropolitan Opera and produced there
and at the Lyric Opera of Chicago to great
critical acclaim. In addition to the critical and
audience success of his work, Harbison has
been recognized with honors including a
MacArthur Fellowship and the Pulitzer Prize,
awarded for his cantata The Flight Into Egypt
in 1987. A prolific composer in all genres,

Harbison has written three operas, four
symphonies, numerous concertos including
those for piano, viola, violin, oboe, and flute,
four string quartets, and numerous vocal and
choral pieces. Today John Harbison is one of
the most popular and respected composers in
the world.

Listening Guide

Historical Context
From Division to Inclusion
The history of music in the United States is
a history of pluralism, and no more so than
in the past few decades. Many different
strands of method and philosophy emerged
following World War II, and many composers
found themselves drawn to one camp or
another—serialism, improvised and theateroriented music, minimalism, and jazz, to
name a few.
While there has always been give and take
among these different positions, recently
composers have seemed to embrace the
doctrine of limitless possibility. A composer’s
personal “style” has less to do, now, with
their choice of compositional technique
as with the ways in which they create and
manipulate expressive musical materials.
This often calls for the judicious use of any
number of technical devices gleaned from the
study of a broad range of music.
John Harbison is a composer who has
rarely fallen into any of the pigeonholes
pre-established by journalists and critics.
Although he was lured by jazz while he was
growing up, it’s rare that specific reference
to jazz appears in his work. Although he is
fully versed in all the methods of modern
composition, including twelve-tone, free

atonality, metric transformation, and whathave-you, any use of these approaches is
tempered and modified by his deep love
for several centuries of the Western musical
tradition, in particular the work of Bach and
Stravinsky.
Dramatic composer
Harbison’s style is at least in part rooted
in music as a form of dramatic expression.
The composer has written several operas,
including most recently his acclaimed The
Great Gatsby, based on the Fitzgerald novel.
Among his large output are also a number
of dramatic cantatas and choral works, for
example the recent large-scale Requiem,
written for the Boston Symphony Orchestra.
Even many of his purely instrumental works
have at their core some dramatic image.
The nature of the Symphony No. 3, for
example, is clarified by the inclusion of
music from the church carillon of an Italian
town. His first piece played by the Boston
Symphony Orchestra, Diotima, takes its title
from the work of a German poet. There
are many other instances. His new piece,
Darkbloom: Overture for an imagined opera,
takes its title, as the composer relates, from
“a secondary character in a famous and
infamous American novel.” The piece, he
writes, “is what persists of an opera project
I chose not to continue.” Hence it is another
example of dramatic music that finds its
expression in a work for instruments alone.

Darkbloom: Overture for an Imagined Opera
An overture is a one-movement composition
performed at the beginning of an opera
(or ballet or play). Its function is to prepare
the audience for the mood that will be
presented; and generally consists of a musical
summary of the themes associated with the
characters in the drama that it precedes.
In his orchestral score, John Harbison
provides some written insight into the formal
organization of Darkbloom: Overture for an
Imagined Opera. The subject matter of the
“imagined opera,” although never stated
directly by Harbison, is Vladimir Nabokov’s
novel Lolita, of which Vivian Darkbloom,
a playwright and author, is a secondary
character. Vivian Darkbloom is, in fact, an
anagram of Vladimir Nabokov. Harbison
states that “the title… effectively conjures
up the mood of this overture. It serves as an
emblem or anagram for the complex tragiccomic spirit of the story and its author.”
Harbison continues: The overture begins
with a theme, actually a weave of themes,
associated with the male protagonist. Soon
a long melody with simple accompaniment,
allied with the young female lead, spins out
until interrupted by a brief obsessive dramatic
interlude, which concludes by alluding to the
music of the opening.
Then comes a short balletic scene, in which
two young women play tennis, interrupted
by laughter, and eventually invaded by
the observing, controlling presence of the
man. The opening music is then, for the
only time, elaborated, until replaced by
the long melody, attenuated, interrupted
by the obsessive outburst again, eventually
dissolving into a frail epiphany.
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Igor Stravinsky
Youth and Apprenticeship
Igor Stravinsky was born in June 1882 in
a Saint Petersburg suburb on the shores
of the Gulf of Finland, and grew up in
central Saint Petersburg. His father was a
well-known operatic bass, so it was natural
that Igor would take music lessons. He also
attended many rehearsals of opera at the
nearby Maryinsky Theatre. Even so, his family
discouraged a career in music and required
him to attend Saint Petersburg University to
study law. He remained involved in music,
however, and through a connection at school
to a son of Rimsky-Korsakov, met the great
composer himself.
Stravinsky began to have regular lessons
with Rimsky and learned through working.
His Symphony in E-flat and the song cycle
Faun and Shepherdess were written under
Rimsky’s tutelage. In 1908 Stravinsky wrote
the orchestral work Fireworks to celebrate
the wedding of Rimsky’s daughter. Shortly
thereafter Rimsky died.
Meteoric Rise to Fame
It was a performance of the brief and brilliant
Fireworks along with his Scherzo fantastique
that set into motion Stravinsky’s rapid ascent
to the forefront of the young guard of
composers. In the audience was the dynamic
impresario Serge Diaghilev, who immediately
called upon Stravinsky to orchestrate some
Chopin piano works for a new ballet, and
later offered Stravinsky the chance to write
the music for an original ballet based on
the folk tale of the Firebird. The success of
the ballet and the music of The Firebird at
its first performances in Paris in June 1910
established Stravinsky as one of the most
exciting composers of the day.
The years immediately following brought
the enormous successes of both Petrushka
in 1911 and The Rite of Spring in 1913,
both written for Diaghilev’s Ballets Russes.
At its first performance, the complex,
aggressive rhythms and the exotic melodies
and harmonies of The Rite, in combination
with the “primitive” nature of the ballet’s
choreography, sparked a legendary riot,
elevating Stravinsky’s fame yet further.
Later performances cemented the work’s
reputation as a progressive masterpiece
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of musical art, beyond the shock value of
its “modern” elements. The Rite of Spring
remains one of the most influential works of
modern music.
New Directions: Neoclassicism
The momentum of the Ballets Russes
successes in Paris was stifled by the outbreak
of the First World War in 1914. This and other
circumstances combined to cause a change in
Stravinsky’s music toward leaner and smaller
works, many of them influenced strongly by
his Russian heritage. Among these were Les
Noces, Renard, and L’Histoire du soldat, all
written while the composer was living with
his family primarily in neutral Switzerland.
He remained in Switzerland throughout the
war and through the turbulent months of the
Soviet revolution in 1917. Also in 1917, during
a trip to Rome, he met his great Spanish
counterpart, Pablo Picasso.
In 1920 Stravinsky’s active participation with
the Ballets Russes resumed with a proposal
by Diaghilev to orchestrate music of the
Baroque composer Pergolesi for a new ballet
with sets by Picasso. The resulting score,
Pulcinella, stands at the beginning of a new
“neoclassical” period in Stravinsky’s music. For
several of his large-scale works in the ensuing
decades, the composer “borrowed” or
evoked music of the past: Bach in the Piano
Concerto, Handel in the opera Oedipus Rex,
and Tchaikovsky in The Fairy’s Kiss are just a
few examples. The style hoped to recapture
the vitality and “classical” clarity of music by
Bach, Handel, or Mozart, as well as that of
the art and literature of Ancient Greece and
Rome.
Stravinsky moved back to France in 1920,
where he lived until 1939. Among his friends
and colleagues were the brightest lights of
Paris culture, including Coco Chanel, Jean
Cocteau, Picasso, Prokofiev, and Koussevitzky.
It was Koussevitzky who suggested that
Stravinsky compose a piano concerto
for himself as soloist, with Koussevitzky
conducting. This led to his first concert tour
as a pianist, which included his first trip to
the United States in early 1925. By this time
Koussevitzky, a significant proponent, had
become conductor of the Boston Symphony
Orchestra. Gradually, among numerous

European requests, commissions began to
originate from orchestras and individuals
in the U.S., including those for Apollon
Musagetes, Symphony of Psalms, and the
Dumbarton Oaks concerto. Other important
works of the Paris years were his Violin
Concerto and the melodrama Perséphone.
New Environment: The U.S. years
With the onset of Nazi aggression in the
1930s, life in many parts of Europe became
increasingly difficult. In the late 1930s it
became clear that France would not be
immune, and in 1939 Stravinsky moved with
his family to the U.S., ultimately settling in
Hollywood. He became a citizen in 1945, and
lived in America until his death in 1971.
His new environment led to interesting
commissions, including offers for film scores.
His Rite of Spring, in severely edited form,
had already been used in Disney’s Fantasia.
Although he began more than one original
score, he was unable to conform to the movie
industry’s timetable. He wrote the Ebony
Concerto for Woody Herman’s Thundering
Herd, a jazz ensemble, the Circus Polka for
the elephants of the Barnum and Bailey
Circus, and a controversial arrangement of
The Star-Spangled Banner.
More conventional works of this period
included the Symphony in C and the
Symphony in Three Movements as well as
the ballet Orpheus. A culmination of his
neoclassical style came in 1951 with his
Mozart-inspired opera The Rake’s Progress,
a collaboration with the poet W.H. Auden.
During the composition of that work
Stravinsky became acquainted with the young
American musician Robert Craft, who was to
become his secretary and who compiled much
of the biographical material of the composer.
New Directions II: The Twelve-tone years
Through Robert Craft, Stravinsky became
fascinated by the music of Anton Webern,
and began using aspects of the twelve-tone
method in his own works, beginning with
his Cantata. In 1953 a proposal for an opera,
in collaboration with Dylan Thomas, was
halted when the poet died in November of
that year. Stravinsky’s moving In Memoriam
Dylan Thomas is a setting of Thomas’s “Do

not go gentle into that good night.” Works
memorializing T.S. Eliot, Aldous Huxley, and
John F. Kennedy followed in the 1960s.
Stravinsky also became involved with a new
generation of younger composers, including
Pierre Boulez and others. Most of Stravinsky’s
late works bear the stamp of serialism, with
his piano-and-orchestra work Movements
being the most intricately detailed of
these works. His interest in serialism was
fundamentally tied to a lifelong interest in
counterpoint, a concern that also led to more
works based on music of the past, including
his arrangements of Bach’s chorale Von
Himmel hoch as well as sacred songs and
madrigals of the late Renaissance composer
Carlo Gesualdo. Stravinsky achieves a sense
of timeless transcendence in his original late
works, such as Threni and his last major piece,
Requiem Canticles.
Stravinsky moved from Hollywood to New
York in 1969, and died there on April 6, 1971,
as perhaps the most dominant personality in
classical music of the twentieth century.
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Historical Context
Early Development and Influence
The art of Igor Stravinsky, like that of his
near contemporary Pablo Picasso, is noted
for its changeable nature over the course of
his career. Initially influenced by the Russian
nationalist camp of “The Mighty Handful,”
including Mussorgsky, Borodin, and his own
teacher Rimsky-Korsakov, Stravinsky wrote
music strongly tied to his Russian heritage,
including the fairy-tale ballet The Firebird
and the “scenes from pagan Russia,” The Rite
of Spring.
Once he had moved to Switzerland and
France in the 1910s, Stravinsky’s musical
horizons also broadened. Like Ravel and
Hindemith, he began to draw on the music of
composers from earlier eras. His music took
on a new, austere style, with emphasis on
incisive rhythm and instrumental clarity. This
style, known as neoclassicism, prevailed in
Stravinsky’s work for the rest of his life, and
became an important part of his influence.
Virtually an entire younger generation of
American composers in the 1930s and ’40s,
including Aaron Copland, Walter Piston,
and Elliott Carter, adopted some aspects of
neoclassicism in their own works, often in
direct response to Stravinsky’s music.
The Younger Generation
Stravinsky and his family moved to the
United States in 1939, and he became a
citizen in 1945. Finding himself surrounded
by progressive musicians two generations
younger than he, Stravinsky, ever curious,
delved into the methods of the young
avant-garde. Coming to grips with the
twelve-tone technique was central to his new
investigations, and many of the pieces of his
last two decades incorporated some aspect
of this method. His Movements for piano
and orchestra, completed in 1959, is the
most far-reaching of his twelve-tone works.
At the same time, Movements shares with
his earlier works for piano and orchestra,
Capriccio and the Piano Concerto, the same
clarity of texture that characterizes his tonal,
neoclassical works. As in those works, the
piano solo part, which Stravinsky wrote
for himself to play, is percussive, terse, and
intricate.
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Movements is the clearest example of
Stravinsky changing with the times by
absorbing the prevailing progressive
influences of a younger generation, while
continuing to build on the same basic style
and sound-world that he had been working
in for the previous four decades.
Schoenberg and 12-Tone Technique
The first work where Arnold Schoenberg used
his twelve-tone technique as the basis for all
pitch relations is in the last movement of his
Five Piano Pieces, Opus 23, written in 1923.
This method is a system where all the pitches
of a composition are drawn from an original
instance of each of the twelve notes of the
chromatic scale, also known as a “tone row.”
The Opus 25, Suite for Piano is Schoenberg’s
first work in which all the movements are
based on a single tone row. In addition, the
twelve-tone series of pitches is presented
in all four of its transformations; in its
prime, or original form, in “retrograde” or
backwards order; in an “upside-down” order
known as inversion, where notes in the tone
row are moved up or down by the same
intervals as the original, but in the opposite
direction; and in the “retrograde inversion,”
a backwards ordering of the inversion form.
The original, prime version of the tone row
may be transposed so as to begin on each
note in the chromatic scale, resulting in
twelve row forms of the prime version. And
each of these has a retrograde, inversion
and retrograde inversion form. All together,
there are 48 potential row forms that may
be derived from a given original, each easily
presented in a chart, or “twelve-tone matrix.”
Schoenberg’s students Anton Webern and
Alban Berg also took up the twelve-tone
technique, and together they were known as
the Second Viennese School.
Serialism and the Avant-Garde
Serialism is an extension of Schoenberg’s
twelve-tone method of composition, a
rigorous system of writing music in which
various elements of a piece such as pitch,
duration, or dynamics, are ordered according
to a pre-determined set and variations on
them. The development of serial composition
began by the desire of a group of young

composers to find a new way forward
in composition, combining the rhythmic
innovations of Igor Stravinsky with the
twelve-tone technique.
The French composer Pierre Boulez was a lead
practitioner of serialism, and was enormously
influential in post-World War II music.
Boulez expanded on Webern ‘s twelve-tone
compositional style and placed all elements of
music under the control of a unique “series.”
Instead of merely having “rows” of tones, it
was proposed that each feature be serialized.
Declaring itself “revolutionary” and “a new
tonality,” serialism created an environment
where experimentation with sound was at
the forefront of composition, in a manner
similar to the pure painting in Abstract
Expressionism; this led to increased use of
electronics and applications of mathematical
notation in music composition, developed
by theorists such as the composer and
mathematician Milton Babbitt.
In addition to the later works of Igor
Stravinsky, composers such as Luigi Nono,
Roger Reynolds, and Charles Wuorinen
utilized aspects of serialism in their music
compositions.

Listening Guide
Movements for Piano and Orchestra
Igor Stravinsky called his Movements for
Piano and Orchestra “the most advanced
music from the point of view of construction
of anything [he] had composed.” In 1959,
after the completion of the work, Stravinsky
admitted “becoming not less but more of a
serial composer.” It was the study of Anton
Webern’s scores throughout the Fifties
that led Stravinsky to the language of the
serialist composers that, up until 1952, he
had avoided in his own work. Though he
began to cautiously employ serial methods
in the works he composed during the midFifties, Movements is one of Stravinsky’s first
completely serial works that uses a rigorous
system of composing in which various
elements of the piece are ordered according
to a pre-determined ordered set and its
variations.
Formally, the piece consists of five short
movements connected by interludes
that may be heard both as codas to the
movements they follow and introductions
to the movements they precede. Each
interlude matches the tempo indication of
the movement that follows, and in each

interlude the piano is not included in the
instrumentation.
Likewise, the instrumentation within each
movement is organized in such a way as
to provide significant timbral contrast
between the start of each movement and the
interludes that precede them. For example,
Movement II includes strings, harp and
trumpet with the piano, but in Movement
III, strings are absent and the inclusion of
oboe, English horn and bass clarinet provides
a strong timbral opposition to the second
movement.
The behavior of the orchestra and its relation
to the piano in Stravinsky’s Movements
is more similar to the conversational
environment of chamber music than the
contrasts typically heard in a concerto. One
may view the Musical Exploration “What
is a Concerto?” to learn more about the
relationships between soloists and orchestra
within a concerto. This is not to say that
there is a lack of contrast in Stravinsky’s
Movements. If anything, the pace of
juxtaposition is accelerated, often occurring
within, or across, phrases. The piece is

extremely concentrated, lasting less than ten
minutes; yet at times engages in polyrhythms
more dense and complex than any of
Stravinsky’s previous works.
Movements for Piano and Orchestra is a
wonderful example of the skillfullness with
which Stravinsky employed serial technique
in combination with traditional concerns of
musical support.
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Charles Wuorinen
Child Prodigy
When Charles Wuorinen won the Pulitzer
Prize in 1970 for his electronic work Time’s
Encomium, he was the youngest composer
ever to win that ward, and the first to do
so for a work of electronic music. By that
time, Wuorinen was already a well-known
name. Born in New York in 1938, Wuorinen
had begun composing at a very young
age, and at age fifteen won the New York
Philharmonic’s Young Composers Award. He
received his bachelor’s and master’s degrees
from Columbia University, where he studied
composition with Otto Leuning, Jack Beeson
and Vladimir Ussachevsky. While a student he
earned an unprecedented four BMI Student
Composer Awards and three Joseph Bearns
Prizes for his compositions.
An exceptional pianist and conductor, in 1962
Wuorinen joined flutist Harvey Sollberger
in founding the New York-based Group for
Contemporary Music, which became one
of the most important agencies for the
performance and recording of contemporary
music in the United States.
The Group for Contemporary Music
embodied a new kind of instrumental
virtuosity that became a standard in the
1960s, and prominently featured many new
works by the members themselves, including
Wuorinen’s Chamber Concerto for Cello
and Ten Players of 1963. In addition to late
twentieth-century music, the Group also
performed pieces by Renaissance composers
such as Machaut, Pérotin, and Josquin, with
whose music Wuorinen has had a life-long
fascination.
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Prolific Composer
An extraordinarily prolific composer,
Wuorinen has written numerous works
on commissions from ensembles such as
Speculum Musicae, the Cleveland Orchestra
and the New York New Music Ensemble. His
Concerto for Amplified Violin and Orchestra
was commissioned for violinist Paul Zukofsky,
conductor Michael Tilson Thomas, and the
Boston Symphony Orchestra for the Fromm
Foundation’s twentieth anniversary; it was
premiered at Tanglewood by the BSO on
August 4, 1972. In addition to composing and
performing, Wuorinen has taught at many
of this country’s most prestigious universities,
including Columbia, Princeton, and Yale.
In 1979 he published a textbook, Simple
Composition. He served as the San Francisco
Symphony’s composer-in-residence from
1985 to 1989 and wrote The Golden Dance,
Machault Mon Chou, and Genesis for that
orchestra. He has taught at the Tanglewood
Music Center and in 2001 was composerin-residence at Tanglewood’s Festival of
Contemporary Music.
Recent projects include the composer’s
opera Haroun and the Sea of Stories, with a
libretto by the poet James Fenton based on
Salman Rushdie’s novel of the same name.
The New York City opera gave the premiere
performances in November 2004, garnering
much critical acclaim. The Boston Symphony
Orchestra commissioned Wuorinen’s Fourth
Piano Concerto with BSO Music Director
James Levine and piano soloist Peter
Serkin premiering its first performances
in March 2005. As an American composer,
pianist and teacher, Charles Wuorinen has
been an eloquent spokesman on behalf of
contemporary music.

Historical Context
Integral Serialism
Charles Wuorinen is a member of a
generation of American composers who came
of age during the particularly vibrant musical
era immediately post-World War II. Most
composers of the time, especially in Europe,
were interested in coming to grips with the
twelve-tone technique of pitch organization.
In the United States, Milton Babbitt paved
the way to expand the twelve-tone method
to include other aspects of a piece, such as
rhythm and dynamics. Known as integral
serialism, this approach to composition has
strongly influenced subsequent generations
of musicians.
Other currents of modern musical thought
spring up during the 1950s. One was
technological, with the increased practicality
of electronic means of sound production
and storage—that is, the invention of “tape
music.” This led to a sea change in the
analysis of sound itself, which in turn fed
back into composers’ technical and expressive
concerns. Composers created ever-subtler
levels of detail in their work, frequently
modeled on natural acoustic phenomena.

Listening Guide
Other 1950s compositional approaches
included indeterminate (or “chance”)
processes, and improvisation. For Charles
Wuorinen, it was the new sense of
freedom for performers that he and his
contemporaries found most influential to
their music. This led the most talented and
curious of virtuosos to push the possibilities
of their instruments beyond their traditional
bounds. In turn, composers began to write
music that would previously have been
considered outlandishly impractical, even
impossible.
The New Inclusiveness
In the 50s, the progressive new music had
little chance of performance by traditional
ensembles, or within standard concert venues.
The 1960s, however, were a greenhouse
for the growth of virtuoso new-music
ensembles. The Group for Contemporary
Music, founded by Charles Wuorinen and his
composer-performer colleague, flutist Harvey
Sollberger, was among the first and most
important of such ensembles.

Electronic music reached its first stage of
maturity by the 1960s. This music also had
a profound influence on Wuorinen, who
benefited from his proximity to Columbia
University, which housed the Columbia/
Princeton Electronic Music Center, the most
cutting-edge electronic music studio of its
time. This is where Wuorinen wrote his
Pulitzer Prize winning work Time’s Encomium
in 1970.

Wuorinen, Fourth Piano Concerto
Charles Wuorinen is one of the most prolific
and versatile composers of our time, writing
works for a vast array of ensemble types
and in numerous genres. In particular, the
genre of the concerto—soloist with either an
orchestra or a large chamber ensemble—has
had a special prominence in Wuorinen’s
output since the beginning of his career.
Wuorinen, an excellent pianist, has written
four piano concertos, the first two of which
he premiered himself. He wrote his First
Piano Concerto in 1966. His second, featuring
amplified piano and commissioned by the
New York Philharmonic, was premiered in
1974, and he wrote his third for a consortium
of Northeast orchestras in 1983. Charles
Wuorinen completed the Fourth Piano
Concerto in 2003. He wrote the work for the
BSO, the orchestra’s music director, James
Levine, and pianist Peter Serkin, a longtime
friend of the composer and champion of his
music. It was Serkin, in fact, who had first
suggested the commission. In addition to
the soloist, the concerto calls for a standardsized orchestra with three percussionists and
timpani.
The Fourth Concerto is in three large sections,
headed Part I, Part II, and Part III. The first is
about eleven minutes in length, the second
about seven minutes, and the third about six,
for a total of about twenty-four minutes.

The progressive musical tendencies of
the previous decade, including serialism,
improvisation, and another new style,
minimalism, all began to be folded into the
mainstream of concert music composition
in the 1970s. Wuorinen, and many other
composers, adopted a new inclusiveness that
takes into account not only the latest musical
developments, but also the rich traditions of
common-practice tonal music. Wuorinen’s
compositional approach marries serialism’s
organizational principles, and chromatic and
harmonic richness, to tonality’s large-scale
structure of pitch centers.
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Johannes Brahms
Early Years, Hamburg
Born in the northern German city of Hamburg
in 1833, Johannes Brahms was the son of
Johann Jakob Brahms, a respectable musician
who earned a living playing in local dance
halls. Johannes began taking piano, horn,
and cello lessons at an early age, making
good progress and quickly showing an
affinity for composition. In the tradition of
prodigies such as Mozart and Beethoven,
Brahms made acclaimed public appearances
when he was still a boy, but his teachers were
sensitive enough to allow a more natural
development of his talents.
At age fifteen Brahms gave his first public
solo recital, and beginning in 1850 he toured
Germany with the well-known Hungarian
violinist Eduard Hoffman. It was during his
travels that he met Franz Lizst as well as
two figures that would irrevocably shape
his musical life: violinist Joseph Joachim
and composer Robert Schumann. The
meeting with Schumann, which took place
in September 1853, resulted in Schumann’s
declaration that Brahms was the emerging
hope of German music, based on Brahms’s
early works including the first two piano
sonatas.
Brahms was drawn into a strong friendship
with Robert and Clara Schumann, which
grew tumultuous as Robert’s mental and
physical health deteriorated. Brahms
developed a passion for Clara Schumann that
was transformed into a lifelong friendship
following Robert’s death in 1856. Brahms’s
reaction to these relationships came out in
his music. In response to Robert’s attempted
suicide in 1854, Brahms began a two-piano
sonata that ultimately became one of his
earliest masterpieces, the Piano Concerto No.
1, which he premiered in 1859.
Wagner and Vienna
Following several years back in Hamburg,
in 1862 Brahms made his first trip to
Vienna, becoming director of the Vienna
Singakademie the following year. Also that
year he met Richard Wagner. Although
Wagner was later to turn publicly hostile
to Brahms’s music and the two composers
were on the opposite sides in a debate over
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Historical Context
the direction of music in Germany, Brahms
retained a lifelong respect for his older
colleague’s work.
Brahms organized concerts of his own work in
addition to his duties with the Singakademie,
and began to establish his reputation in
Vienna. He continued to embark on concert
tours as a pianist, either alone or with other
artists, including Joachim. In 1868, he made
Vienna his permanent residence. That same
year he completed A German Requiem, a
work that solidified his reputation as the
greatest living German composer. Within a
few years this reputation had become an
international one.
Beethoven’s Weight
In spite of his accomplishments, and in spite
of writing numerous successful orchestral
works, Brahms had turned forty before
completing his first symphony, in part
because he felt the weight of Beethoven’s
nine symphonies on his own shoulders. He
finally completed his Symphony No. 1, twenty
years in the writing, in summer 1876. Within
ten years, by October 1885, he had completed
the last of his four symphonies, closing the
greatest symphony cycle since that of his
immortal predecessor, Beethoven.
Also during this fruitful period, Brahms wrote
his only Violin Concerto as well as his Second
Piano Concerto. His final original work for
orchestra was the Double Concerto for violin
and cello, which he wrote in 1887. Following
the completion of several important chamber
works in the late 1880s, he determined to
retire from composing actively. Nevertheless,
he entered an Indian summer of creativity,
producing the four great late works for
clarinet—two sonatas, a Trio, and a Quintet—
by 1894, and his last work, the Four Serious
Songs, in 1896. Upon his death in 1897, he
was recognized universally as the greatest
composer since Beethoven. Today he holds
an unassailable place in the pantheon of
Western music.

Unqualified Success
Brahms completed no symphonies until
the age of 43. His reluctance was due to a
fear of having his efforts compared to the
symphonies of Beethoven, whose “mantle,”
according to Robert Schumann, Brahms was
destined to take over – Brahms wanted to be
sure he was completely ready. However, after
Brahms finally completed the First Symphony,
public praise stimulated Brahms to finish his
second, in less than a year.
Indeed, the period following 1872 to 1875,
when Brahms conducted the orchestra
of the Society of the Friends of Music
in Vienna, Brahms was very productive,
having composed his Symphonies Nos. 1
and 2, his monumental violin concerto and
second piano concerto, and the two concert
overtures – the Tragic and the jovial Academic
Festival.
The Symphony No. 2 in D major was
composed in 1877 in the village of Pörtschach
on the Wörthersee in the Austrian Alps;
a sunny place loved by Brahms amongst
“mountains, lakes, and flowers.” This
environment permeates the cheerful and
carefree spirit of the work. The composer
himself once remarked to Clara Schumann,
it “might have been written expressly for a
pair of newly-weds.” It received its premiere
in Vienna on December 30, 1877, with
Hans Richter conducting, one of the most
renowned conductors of the day; this is proof
of the high regard in which Brahms was held,
and how eagerly his music was anticipated.
Viennese critic Eduard Hanslick called it “a
great, unqualified success.”
Classicist or Romanticist?
Brahms is considered by many to be a
classicist, a composer who lived in the late
1800s, but stylistically clung to the days of
Beethoven, Mozart and Haydn. It is hard to
believe that Wagner’s Ring Cycle was staged
at the very same time that Brahms’s First
Symphony was completed, two works that
have nothing in common. Why wasn’t Brahms
swept up in the tides of Romanticism? Was he
immune to the artistic developments of his
own day?

Brahms’s music is often referred to as
“absolute music,” music that is dependent
on its structure alone for comprehension
and accepted on its compositional craft
such as counterpoint, sets of variations and
established techniques. “Programmatic
music” is its antithesis, music that depicts a
scene or tells a story, and is associated with
extra-musical ideas, or with a pictorial or
narrative scheme of emotions. The Second
Symphony, however, seems to straddle this
divide – it is sometimes called the “Pastoral”
a reference to Beethoven’s Symphony No.
6, a symphony famously associated for its
attempts to reproduce sounds in nature. In
Vienna in 1982, Leonard Bernstein weighed in
on Brahms’s apparent duality:
Was [Brahms] simply a classicist who had
outlived his period… a left-over, as his
detractors would have it? On the contrary,
it is precisely the other way around: Brahms
was a true Romantic containing his passions
in classical garb. It was clearly a case of selflimitation… [but] why?... Whence the rage
and whence the containment? What did
[Brahms] have to rage about? So much. He

raged against his native city of Hamburg,
which time and again had passed him by
when selecting a new conductor for their
Philharmonic Orchestra, a position Brahms
deeply coveted. He raged against the fates
that had destroyed his adored Schumann,
idol of his youth, after an all-too-brief
relationship. He cried out against the forces
that had conditioned him to be incapable of
happiness with a woman, of domestic bliss,
of having children… So much to rage about,
and so much more we don’t even know, at
which we can only guess… I believe, arose
in his inner being the absolute necessity
for containment… He set himself up as
the Guardian of Music Order in an age of
Romantic disorder, but what he was really
guarding were his own passions, those
conflicts that threatened to tear him apart.
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American Symphonic Music
Composers from the 20th Century and
Beyond, Introduction By Kyle Gann
Perhaps there has never been another great
nation so allowed to create itself from scratch
as the United States of America. Beginning
with the indigenous Americans, the peoples
of England, Africa, Germany, France, Ireland,
later Italy, Poland, and Russia, still later China,
Japan, India, Mexico, Vietnam, and all the
countries of the world.
Half vacuum and half melting pot, the
nature of our national music could never,
for a moment, be taken for granted. It had
to evolve in a multidimensional tug-ofwar between creativity and compromise,
between tradition and innovation, classical
sophistication and the vernacular, complexity
and accessibility, elitism and populism,
nationalism and internationalism, notation
and improvisation, Western ambition and
Eastern acceptance, and the influence of
Jazz. Out of this superfluity of impulses
and influences, American composers have
managed to create a music that is, in ways
difficult to define, very much in our own
image.
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The timeline we have evolved results loosely
from the swings of all these pendulums
within the thoughts and feelings of American
creative musicians. An artform develops
partly according to its own internal principles,
yet historical events can have deep and
sudden impacts. America’s victory in World
War I unleashed a decade of machine worship
and unfettered modernist experimentation,
yet the onset of the Depression practically
wiped out modernism as self-indulgence, and
ushered in an era of folk-song-based music
for the working class. World War II opened
the door to a new scientific attitude, but the
cool 1960s called for the meditative calm of
minimalism. Later, rock issued a challenge
to young composers to up the energy level
of their music, and for a century now, jazz
and classical musics have rarely ignored each
other for long. Add in the gradual influence
of tape recorders and synthesizers in the
1950s, followed by the ubiquitous explosion
of personal computers in the 1980s, and
you have a history of American music cut,
sliced, and diffracted by the vicissitudes of
politics and technology, yet continuous in its
search for a music that will carry the deepest
possible meaning for the citizens and soulsearchers of our proud yet so definitionresistant country.
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Arnold Schoenberg
Austro-Hungarian
Arnold Schoenberg was born in Vienna,
Austria on September 13, 1874. He was
brought up in the orthodox Jewish faith. His
father was of Hungarian origin; his mother
was born in Prague. Schoenberg’s musical
education began at age 8 with violin lessons,
and he started composing soon after, first
with simple violin duets. He later taught
himself to play cello. Upon his father’s death
in 1890, he had to leave school and help
support the family as a bank clerk until age
21.
During this time, Schoenberg joined an
amateur orchestra conducted by Alexander
von Zemlinsky, who was trained at the Vienna
Conservatory. They became fast friends.
Zemlinsky provided Schoenberg with formal
music instruction, and became the only
regular teacher that Schoenberg ever had.
Schoenberg credited Zemlinsky with teaching
him about the problems and techniques of
composing.
In 1897, Schoenberg wrote a String Quartet in
D major that was accepted for performance
by the Vienna Society for Musicians which
was very well received. However, this success
was short-lived; his string sextet Verklärte
Nacht was turned down by the Society in
1899. Even in these early works, Schoenberg
had taken the first steps in the development
of chromaticism that was to lead him to
abandon triadic harmony and tonality by
1908.Schoenberg earned a meager income
by conducting small choral societies and by
orchestrating operettas, while still managing
to compose the vast Gurrelieder between
March 1900 and April 1901, though it would
be ten years before he would finish its
orchestration.
Conservative Vienna
In October 1901, Schoenberg married
Zemlinksy’s sister Mathilde and moved
to Berlin. There, Richard Strauss was
impressed by parts of the Gurreleider and
Schoenberg’s new symphonic poem, Pelleas
und Melisande, and helped Schoenberg get
a post as a composition teacher at the Stern
Conservatory. Schoenberg stayed in Berlin
another year, and returned to Vienna in July
1903.
52

In the autumn of 1904, two new private
students joined Schoenberg’s composition
studio: Anton Webern and Alban Berg. Each
would fulfill their promise as composers
through their acceptance and individual
reinterpretation of Schoenberg’s teachings,
and in return, Webern and Berg gave their
master lifelong personal support and artistic
loyalty.
The Viennese public was conservative in its
tastes and reluctant to support new work in
any kind of the arts. As a result, Schoenberg
earned even less from his compositions
than he did from his teaching. On occasion,
Gustav Mahler, who was deeply impressed
with Schoenberg’s Verklärte Nacht, loaned
Schoenberg money to pay the rent.
Dissonance and Serialism
Schonberg’s first freely dissonant works, Das
Buch der hängenden Gärten and the Op.
11 piano pieces, were presented in January
1910, and were met with almost universal
incomprehension. During these years of
crisis for his musical style, Schoenberg turned
to painting, and received encouragement
from the expressionist painter Kandinsky. In
the years 1910-11 he wrote his Treatise on
Harmony and completed the orchestration of
Gurrelieder. In 1911, he returned to Berlin for
the second time.
Pierrot lunaire was composed and performed
in 1912. Schoenberg’s name was becoming
increasingly familiar, and audiences
were beginning to find his earlier music
more accessible. Gurrelieder received its
first performance in 1913 and was an
overwhelming success; but Schoenberg
refused to acknowledge the applause, his
response for having been treated so rudely by
the Viennese public for so long.
World War I decreased the demand of new
music and many of Schoenberg’s pupils
were called to serve. In September 1915,
Schoenberg moved back to Vienna. After
the war, interest in his music renewed. In
Amsterdam, he was made president of the
International Mahler League, and he took
part in a festival of his own works and gave a
series of lectures on music theory during the

winter of 1920-21. At was at this time that
Schoenberg formulated serialism. His first
three serial works, the op. 23 piano pieces,
the Serenade and the Piano Suite, were
written between 1920 and 1923. In October
1923, Mathilde Schoenberg died. In 1924, he
married Gerturd Kolisch, the sister of one of
his pupils.
Anti-Semitism
In 1925 Schoenberg was invited to take
charge of the master class in composition
at the Prussian Academy of Arts in Berlin,
and in January 1926, he moved from Vienna
to Berlin for the third and last time. The
next seven years brought the best working
conditions of any time in Schoenberg’s
life. His Variations for Orchestra, Opus 31,
was premiered by Furtwängler in 1928.
Given that Schoenberg could never hope
to make a living from composition, his
job at the academy was well suited to his
needs. However, anti-Semitism increasingly

contributed to hostility towards him. By
1933, the realization of his fears had begun;
Schoenberg learned that the government
intended to remove Jewish elements from the
academy.
Soon afterwards, in May 1933, Schoenberg
left Berlin for France. This time period was
marked by his return to the Jewish faith,
which he had rejected many years before
in favor of Lutheranism. By the war years,
religion had become his sole support.
American Citizen
In October 1933, Schoenberg accepted a
teaching post in Boston, but after one winter
on the east coast, he moved to Los Angeles,
where he would live for the rest of his life. In
1935-36 he gave lectures at the University of
Southern California and in 1936, accepted a
professorship in the University of California at
Los Angeles.

Though more fortunately placed than
many of his fellow refugees, Schoenberg
found it hard to accept that there was no
real audience for his music, and above all,
there was appalling news from Europe.
His domestic happiness was his source of
strength. In 1944, he was diagnosed with
diabetes, and upon reaching his 70th
birthday, he had to give up his professorship.
In August 1946, Schoenberg experienced a
heart attack; and although he managed to

give classes at Santa Barbara in the summer
of 1948, for the remaining years of his life, he
led a withdrawn existence. He did have the
satisfaction of seeing the emergence of the
state of Israel, where he was elected honorary
president of the Israel Academy of Music. He
also published a small selection of his vast
accumulation of largely unpublished essays
and articles under the title Style and Idea in
1950. Schoenberg died on July 13, 1951.
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Historical Context
German Tradition
Arnold Schoenberg was essentially a selftaught composer, who believed his style was
the logical continuation of the German
tradition of Bach, Mozart, Beethoven,
Wagner, and Brahms. However, much of his
music was opposed with almost unbelievable
persistence and venom by nearly all who
heard it. Conservative listeners thought
Schoenberg’s musical language a radical
disruption, carrying a threat to the essence of
musical meaning. Despite these violent
reactions to his music, Schoenberg relied
upon faith in the face of racial and artistic
persecution. Schoenberg’s unshakeable vision,
as if that of a prophet, drove him toward the
break with tonality late in the first decade of
the 1900s.

Stefan George. The line “I feel the air of
another planet” apparently signifies
Schoenberg’s expressive intentions and the
erosion of tonality in his music.

Schoenberg’s early works employ tonality as a
central point of reference. Wagner and
Brahms were important influences, as were
Mahler and Strauss. Four works defined
Schoenberg’s early maturity. The 1899 string
sextet Verklärte Nacht, or “Transfigured
Night,” is an extended “tone poem” based on
poems by Richard Dehmel, one of Germany’s
most highly regarded lyric poets prior to
World War I. The next big piece was
Gurrelieder, settings of Jens Peter Jacobsen’s
“Songs of Gurre,” intended as a song cycle
for voice and piano. However, Schoenberg
saw wider possibilities in its text, which is
filled with Wagnerian Teutonic myth and
legend. This project was expanded into a vast
cantata for several soloists, huge chorus and
orchestra with symphonic interludes.
Although largely complete by 1901, the
orchestration was not finished until 1911. His
Pelleas und Melisande, based on the Belgian
symbolist Maurice Maeterlinck’s play, is a tone
poem in the spirit of Liszt and Strauss.

Between 1908 and 1910, Schoenberg’s music
underwent its first great crisis. However, this
was not met with a lack of creativity; on the
contrary, it was an extremely productive
period for Schoenberg. He took up painting
seriously, a development of his personal
contact with the Viennese Expressionist
painters Egon Schiele, Oskar Kokoschka, and
Richard Gerstl, all of whom painted portraits
of Schoenberg. Gerstl, after a failed love
affair with Schoenberg’s wife Mathilde, killed
himself at age 25. Schoenberg’s paintings,
mostly self-portraits, conveyed the intensity
of his imagination; they were attempts by the
composer to look deep inside himself.

The D-minor quartet, written in 1905, and the
First Chamber Symphony written a year later,
were both single-movement pieces that
advanced Schoenberg’s treatment of larger
forms.” His Second String Quartet, completed
in 1908, is in four movements, but uses
thematic interrelationships among its
movements, a method often defined as
cyclicism (as in Beethoven’s Fifth Symphony).
The last two movements, very unusually for a
string quartet, set texts of the German poet,
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Expressionist Works, Part I
According to author Glenn Watkins, “if the
principal voices of Symbolism were French,
then the codifying forces of Expressionism
were German.” In the age of Sigmund Freud’s
psychoanalytic explorations, Expressionist
attitude moves toward a nonrepresentational
art reflective of “inner visions,” with a
tendency toward abstraction, identifying with
emotionalism, hallucinations, and distorted
reality in an attempt to extract essential
truths, artistic ideals that emerged from the
art works of Van Gogh and Munch.

From this period, three works mark a stylistic
change of fundamental importance for
Schoenberg: Three Pieces for Piano, op. 11;
Five Pieces for Orchestra, op. 16; and
Erwartung, op. 17. The short yet intense
piano pieces, Schoenberg’s first works to
suppress the key signature throughout,
consist of a musical discourse similar to a
literary stream of consciousness. The
orchestral pieces, Op. 16, use motivic
gestures, ostinato, and progressions of tone
colors or “Klangfarben” as a substitute lifesupport system for its waning tonality.
Erwartung or Expectation is a monodrama
composed in 17 days. Traditional tonal order
could not meet the demands of the purely
psychological reality it explores, consisting of
innumerable contradictory emotions and a
dreamlike continuum of musical images.

In Schoenberg’s Op. 15, the slow and quiet
songs of Das Buch der hängenden Gärten,
“The book of the hanging gardens” of 1909,
dissonance is “emancipated,” no longer
seeking the justification of resolution.
Structural harmony disappears, and tonality is
no longer a central point of reference. The
lack of tonal or rhythmic propulsion in this
music gives it a sense of being outside of
time.
Expressionist Works, Part II
Belgian poet Albert Giraud published his cycle
of fifty poems Pierrot Lunaire in 1884, based
on the masked stock characters of the
commedia dell’arte. Schoenberg chose to set
twenty-one of Giraud’s poems, translated into
German in 1892 by Otto Erich Hartleben, and
used an instrumental ensemble that would
become a standard for contemporary new
music. Five performers play eight instruments:
flute doubles with piccolo, violin doubles
with viola, and clarinet doubles with bass
clarinet; plus cello and piano. Each of the
twenty-one pieces of the cycle introduces a
different combination, with all instruments
being utilized only in the final number.
The melody in the speaker’s part is not meant
to be sung, though the rhythm is to be
scrupulously observed. Schoenberg employed
a new method of text declamation, called
Sprechstimme, or speaking tone. According to
Schoenberg, “singing tone maintains the
pitch without modification; speaking tone
does, certainly, announce it, only to quit it
again immediately, in either a downward or
an upward direction.” Sprechstimme proved
to be perfect for underscoring the
Expressionist qualities in Giraud’s Pierrot
Lunaire. Premiered on October 16, 1912,
Pierrot Lunaire expresses a new kind of
melancholy laced with flashes of delirium
that was to become the touchstone for an
elaborate and virtuosic literature over the
next fifty years.
Die Jakobsleiter, or Jacob ’s Ladder, is an
oratorio composed between 1917 and 1922.
In it Schoenberg is preoccupied with religion
and expressions of faith that were to
influence the whole course of his later
development as a composer. His composition

The Biblical Way, completed in 1927, is a
treatment of the story of how the Jews
became a people; and his opera, Moses and
Aron, written between 1930 and 1932, show
Schoenberg’s increasing awareness of the
growing wave of anti-Semitism in Germany
and Vienna. It has been suggested that
Schoenberg’s justification for his break with
tonality, which eluded him in theory, was
eventually found in religion. His paranoia
with respect to both racial and artistic
persecution left him with no doubt as to the
nobility of his mission. Moses und Aron is
Schoenberg’s second great profession of
faith, a sequel to Die Jakobsleiter, dealing
with the predicament of the chosen one in
carrying out his prophetic task. Moses
complains that he lacks eloquence to express
what he understands of God, who
accordingly appoints Aron as his spokesman.
Together, they return to bring the
demoralized but expectant Israelites news of
the new god who is to deliver them from
Egyptian bondage.
Serial and Tonal Works 1920-36
In 1920, Schoenberg arrived at his second
major crisis: music based on a serial ordering
of all twelve chromatic pitches, known as the
“tone row.” For Schoenberg, this was the
logical next step brought on by the systematic
avoidance of harmonic or melodic reference
to musical keys, and the dissolution of the
traditional tonal system. As early as 1917 in
Die Jakobsleiter, Schoenberg experimented
with twelve-tone structures; and in a number
of movements from the three seminal works
of this period – The Five Piano Pieces, op. 23,
the Serenade, op. 24, and the Piano Suite, op.
25, all published between 1923 and 1924 – he
gradually developed his systematic approach
to twelve-tone composition. Each of these
works contains portions that are twelve-tone.
The Piano Suite is the first work in which all
the movements are based on a single tone
row.
The twelve-tone method is a natural ally of
the variation technique, which Schoenberg
exploited in his Variations for Orchestra, op.
31, his first major essay for orchestra since his
Five Pieces for Orchestra, op. 16. The
Variations, written between 1926 and 1928,
and the Third String Quartet of 1927, are

modeled on Classical forms; and although the
ear cannot follow the transformations of the
series consistently, Schoenberg strongly
deprecated any attempt to do so. For
Schoenberg, the series functioned in the
manner of a motif, and themes consisted
primarily of rhythmic patterns.
For many, the history of 20th Century music is
the history of Schoenberg vs. Stravinsky.
Schoenberg was generally antipathetic
towards Igor Stravinsky’s aims in his music,
especially when it came to “neoclassicism,”
which was seen as a reaction against the
prevailing trend of 19th-century Romanticism
and a return to balanced forms and 18thcentury compositional processes and
techniques. Schoenberg did not see himself
“returning” to anything, especially the ideals
of the Classical musical period; instead he saw
his legacy and responsibility as being the
continuation of German art music superiority.
However, despite Schoenberg’s antineoclassicist point of view, many of the works
that rely on his invention of the pitch series,
rely on his reaffirmation of classical formal
principles, which brought order to his atonal
world. His Wind Quintet, op. 26, of 1924 and
the Suite for seven instruments, op. 29, of
1926, turned to thematic contrast required by
Classical forms and the traditional fourmovement pattern. The first movement of
the Quintet follows standard sonata layout,
and the finale is a rondo.
Schoenberg’s first works completed after
fleeing Europe for the U.S. in 1933 were The
Violin Concerto and the Fourth String
Quartet, both finished in 1936. These are
Schoenberg’s first 12-note works since Moses
und Aron, and were the culminating
productions of this period. They are cast in
the respective three- and four-movement
molds traditional in such works, but the
individual movements abandon strict Classical
formal structure. For many years, the Violin
Concerto of 1936 was the ultimate avantgarde concerto for its instrument, virtually
unplayable except by a few specialists; time
has proven this to be a remarkably attractive
work.

Late Works
In Schoenberg’s late period, we see nostalgia
for tonality, the one thing whose demise he
had been responsible for bringing about. In
works such as the Second Chamber
Symphony, finished in 1939, Schoenberg
satisfied an inner need to return to tonality,
stating “a longing to return to the older style
was always vigorous in me; and from time to
time I had to yield to that urge.”
In the String Trio of 1946, a work in which
Schoenberg reflects upon his near fatal heart
attack of 1945, we find art once again placed
in the service of faith; and in A Survivor from
Warsaw, 1947, for narrator, male chorus and
orchestra, Schoenberg is once again engaged
in ethical and moral judgments.
Alban Berg drew attention to the close
parallel between Schoenberg’s historical
position and that of Bach. Just as Bach’s music
held no interest for a generation preoccupied
with the simpler language of early symphonic
music, so the greater part of Schoenberg’s
work has had limited appeal for ears attuned
to the broader effects of new sound resources
and aleatory procedures. Since Schoenberg’s
death in 1951, his importance as an innovator
has been widely recognized. He will forever
be remembered as the father of “atonality”
and the inventor of a method of composing
with 12-tones. The disparity between the
acknowledged importance of the music of
Arnold Schoenberg and the minimal
attention given to it in the concert hall
focuses on one of the most interesting
paradoxes of contemporary music.
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Six Little Piano Pieces
In 1911, Schoenberg was reading the proofs
of his pedagogical work, Theory of Harmony,
when he arranged a day off in order to
compose a set of five piano miniatures. He
said to his pupil Anton Webern, “for my
music you must have time. It does not suit
people who have other things to do.”
With their miniature format and extreme
brevity, the Six Little Piano Pieces, op. 19 are
the antithesis of the symphonies of his
mentor and friend Gustav Mahler and also of
Schoenberg’s own Gurrelieder, the
monumental work for orchestra, choir and
solo voices that was orchestrated at roughly
the same time. Titled only with their musical
characteristics of tempo and touch: light and
delicate, slow, very slow, fast but light,
somewhat fast, and once again very slow,
their lengths are of 17, 9, 9, 13, 15 and 9 bars,
respectively – lasting a total of about five
minutes. They are exercises in rapidly setting
a mood or situation, which would become
the hallmark of the serial compositions of
Webern. Schoenberg explores a range of
pianistic, harmonic, and textural effects using
his freely atonal style; small gestures and
contrasting dynamics make each piece distinct
from the others. There is a different shape
and internal drama for each piece.
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Mahler died in Vienna on May 18, 1911; after
the burial, Schoenberg painted a picture
depicting the mourners (himself among
them) at the composer’s open grave. A few
weeks later, in endless grief, he composed the
sixth and last piece of Op. 19.
Pierrot Lunaire
Leipzig actress Albertine Zehme
commissioned Arnold Schoenberg to compose
a series of melodramas based on Belgian poet
Albert Giraud’s anthology Pierrot Lunaire,
which had been published in German
translation by Otto Erich Hartleben in 1892.
Giraud’s poems depict Pierrot, a clown subject
based on the stock characters from the oftenused commedia dell’arte. Pierrot is presented
as a hero and fool, a poet and philistine, in
scenes from nature, fantastic visions lit by
moonlight, images drawn from poetry and
music, and grotesque nightmares.
Each of Giraud’s poems use a strict poetic
form, known as a rondel, a French verse form
made up of thirteen-lines. The first two lines
of each lyric reappear as a refrain in lines 7
and 8, and the first line only is restated in line
13. Schoenberg set 21 of the original 50
poems, organizing them into three groups of
seven poems each. He reconstituted Giraud’s

poetry into a narrative progression, from
lightness, to darkness, to death. Schoenberg’s
Pierrot Lunaire became an autobiographical
narrative about the plight of the artist in a
hostile society.
Perhaps the most identifiable characteristic of
Schoenberg’s Pierrot is its vocal style known
as “Sprechstimme” or “speaking tone,”
which, according to Schoenberg, is different
from “singing tone” where the pitch is
maintained without modification. Speaking
tone announces a pitch, “only to quit it again
immediately, in either a downward or an
upward direction.” Sprechstimme is an
outcome of the experimental spirit of the
atonal style, an attempt to establish
connections with new ideas of sound and
expression.
The overall plan for the instrumentation of
Pierrot Lunaire includes piano (which plays in
all but four of the melodramas), flute
doubling on piccolo, clarinet doubling on
bass clarinet, violin doubling on viola, and
cello. No two of the melodramas have exactly
the same sound, a diversity accomplished by
constant changes in the instrumental makeup
of the ensembles. Pierrot Lunaire was
premiered in Berlin on October 16, 1912.

Five Pieces for Orchestra
During the years 1908 and 1909, Schoenberg
experienced a creative frenzy, a period which
culminated in the composition of his op. 16,
Five Pieces for Orchestra. During this time,
Schoenberg’s musical language underwent a
change from extended tonality to atonality,
leading ultimately what he called “the
emancipation of the dissonance.” However,
these pieces are perhaps best known for
other musical aspects rather than harmonic
language, particularly in their use of
polyphonic texture, and ostinati and timbre
as structural elements.
The Five Pieces call for a very large orchestra,
but Schoenberg uses it much as Mahler does,
writing for ever-shifting ensembles of soloists
and reserving the entire force only for rare
moments. When Schoenberg wrote the Five
Pieces, he gave each one a number and a
tempo marking. However, upon the request
of his publisher, he added titles for each
movement after their completion, although
reluctantly. “I’ve found titles which are at
least possible,” he wrote in his diary. “All in
all I don’t find the idea sympathetic. Because
the wonderful thing about music is that you
can say everything so that those who know
understand everything and at the same time
you haven’t given away those secrets that you
don’t even admit to yourself… music… says
more than words.”
The first movement was given the title,
Premonitions. The second, Yesteryears, or The
Past. The title of the third movement has
changed over time, having titles of Chord
Colors, Color and Summer Morning By a Lake.
When this movement was composed, it was
as daring as anything that Schoenberg had
done. This is a movement entirely about color,
using overlapping timbral changes of a single
five-note chord throughout, essentially
devoid of any motivic material. The gentle
oscillations of this movement represent the
play of light on the sea waves. This notion of
Klangfarbenmelodie, or “tone-color melody”
has rendered this movement to be one of the
most influential works that Schoenberg ever
composed. The fourth movement is titled
Peripetia, the sudden turning point in the
plot of a Greek drama. The Obligatory or
Endless Recitative is the fifth and final

movement. Its richly polyphonic texture belies
the fact that a single melodic line runs,
uninterruptedly, from beginning to end.
The first orchestral performance of the Five
Pieces took place on September 3, 1912,
conducted by Sir Henry Wood in London. It
premiered in a version for two pianos in
Berlin, during February of that year.
Variations for Orchestra
The Variations for Orchestra, op. 31, were
written between May 1926 and August 1928,
when Schoenberg was composing with the
twelve-tone musical language; this was his
first major essay for orchestra since his Five
Pieces for Orchestra, op. 16. The Variations
were premiered by the Berlin Philharmonic in
December 1928 under the baton of Wilhelm
Furtwängler, who Schoenberg had warned,
“the individual parts are for the most part
very difficult, so that in this case the quality
of the performance depends on the
musicianship of the players.”
The theme and variation form is one of the
great traditional forms of Western music.
Here Schoenberg proves its compatibility with
atonality, and specifically, the twelve-tone
method, a natural ally of the variation
technique. Schoenberg treats the original or
prime form of the 12-tone row in the manner
of a motif that is inverted, played backwards,
or both; or, as they are often referred, the
inversion, retrograde, and retrograde

inversion. Rhythms associated with the first
statement of the theme are also manipulated;
in each variation, the exact pitch sequence of
the theme is present, but the rhythmic
patterns and instrumentation is altered.
Schoenberg’s orchestral variations do not
begin with the theme, but with an
Introduction that includes a prominent
statement of four notes in the trombone:
B-flat, A, C, and B-natural. In German musical
notation, the letter “B” represents B-flat and
“H” represents B-natural, thus Bach’s name
can be spelled out musically. This is known as
the “B-A-C-H motive.” Some have suggested
that Schoenberg’s reason for citing the BACH
motive is because he modeled the Variations
for Orchestra after a specific work of Johann
Sebastian Bach. Although there is no direct
evidence to support this claim, Schoenberg
often cited Bach’s role in his thought
processes.
The principal theme does not appear until
measure 34, in an arching melody played by
the cellos. This is followed by nine variations,
the longest nearly 3 minutes, and the shortest
about 30 seconds. Each variation is marked by
a unique texture and orchestration; and, as in
the greatest sets of variations in the history of
Western music, such as Beethoven’s Eroica
Variations and Brahms’s Haydn Variations,
Schoenberg employs a masterful sense of
pace and progression throughout. The Finale
once again includes a prominent state of the
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BACH motive, as if a final homage to the
great master; or perhaps Schoenberg is
reminding us that he believed he was a
worthy addition to the great line of German
composers.
Pelleas und Melisande
In the late 19th century, Viennese concert life
centered on Richard Strauss and the
performances of his symphonic poems, Ein
Heldenleben, Also sprach Zarathustra and
Don Juan. It was Strauss who had first
recommended Maurice Maeterlinck’s drama
Pelleas and Melisande to Schoenberg as
material for an opera in early 1902. But
Schoenberg gave up this notion in favor of a
“one-movement uninterrupted symphonic
poem,” in which he “tried to mirror”
Maeterlinck’s drama “in every detail.”
Schoenberg, who finished his work in
February 1903, claimed to be unaware of
Debussy’s opera on the same subject, which
had premiered in Paris in April 1902. “I still
regret not having realized my original
intention,” stated Schoenberg, “I would
certainly have brought the characters to life
more lyrically.” Pelléas und Mélisande was
premiered on January 25, 1905 at the
Musikverein in Vienna, with Schoenberg at
the podium. The first American performance
was on March 16, 1934, with the Boston
Symphony Orchestra, also with Schoenberg at
the podium.
Maeterlinck’s five-act drama follows a chain
of situations outlining the fateful relations of
the half-brothers Golaud and Pelléas, and
their love interest, Melisande, in an
indefinite, placeless and timeless world. The
three main characters are set as themes in the
manner of Wagnerian leitmotifs, building
blocks for Schoenberg’s symphonic poem.
Golaud loses his way while hunting in the
forest. He sees a mysterious and beautiful
woman, Mélisande, sitting by a spring, and
succeeds in getting her to leave the woods
and marry him. Pelléas, Golaud’s youthful
half-brother, meets Mélisande at a fountain
in the park. Mélisande sees her reflection in
the water, and is tempted to play with her
wedding ring. It slips from her hand and
sinks. Upon returning to the castle, Mélisande
tells Golaud that she did not feel well. Golaud
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seizes her hands to console her and sees that
the ring is missing. Pelléas is instructed to
help Mélisande find the ring.
Later, at a window of the tower in the castle,
Mélisande is standing combing her hair that
she has let down. Pelléas comes to say
farewell, he is going away. Mélisande reaches
out her hand to him. Their hands do not
touch but as Mélisande leans forward, her
long hair falls over Pelléas’ head and fills the
youth with passionate feelings. Golaud leads
Pelléas to the vault under the castle, the
breeze of death blows. Golaud warns Pelléas
to keep away from Mélisande; jealousy
devours his heart.
Pelléas tells Mélisande they must meet. She
promises to go in the park to the old fountain
where she formerly lost the ring. It will be
their last meeting… It is already growing dark
when Mélisande goes to Pelléas, and there
love for one another becomes clear. Soon
Pelléas falls by the sword of the jealous
Golaud.
Later, Mélisande is not well, and lies stretched
out in a bed at the castle. Desperately Golaud
rushes to her, begs her pardon, and asks her
for the truth. He wants to know whether she
had betrayed him with Pelléas. She denies it,
and soon dies leaving her husband eternally
in doubt about the nature of the love
between her and Pelléas.
Gurrelieder
Within a few years in his youth Arnold
Schoenberg advanced from entirely derivative
short instrumental pieces, through a deft but
stylistically commonplace string quartet, to
what is considered his first masterpiece, the
string sextet Verklärte Nacht, written in 1899,
his twenty-fifth year. This piece encompassed
all that he had absorbed of the styles of his
idol, Brahms, along with Wagner, Wolf,
Schumann, Beethoven, Mozart, and Haydn.
The Wagner-influenced interplay of dramatic
themes, wedded to dense, Brahmsian
counterpoint, emerges quite remarkably in
Verklärte Nacht. This is a hallmark of
Schoenberg’s mature style.

Following Verklärte Nacht, Schoenberg

immediately returned to song, conceiving a
group of nine settings for voice and piano of
texts by the Danish Romantic poet Jens Peter
Jacobsen (in German translation by Robert
Franz Arnold). Schoenberg wrote the first
part of the cycle for a composition
competition. Having decided not to enter the
piece, he delved further into Jacobsen’s
poetry and turned his modest cycle into an
epic work lasting nearly two hours for six
vocal soloists and a huge orchestra—one of
the largest ever called for. He wrote the piece
mostly in 1900 and 1901, but completed the
orchestra only in 1911.
Gurre is a castle in Denmark that the real-life
King Waldemar built for his lover, Tove;
Jacobsen’s lyrics tell of their love and its
aftermath. The six vocal parts in Schoenberg’s
piece are Waldemar, a tenor; Tove, a soprano;
the Wood-dove, mezzo-soprano; Klaus the
Jester, bass-baritone; a Peasant, tenor, and
the Speaker. The Wood-Dove, Peasant, and
Speaker take passages that advance the
narrative, while the Jester is a commenter on
the state of things. A chorus of men plays
Waldemar’s group of vassals; the full, mixed
chorus is present only in the final moments of
the piece. The piece is in three large parts.
The first is an atmospheric introduction; the
original nine songs, and the Wood-Dove’s

song. The brief second part is a soliloquy for
Waldemar, cursing God for the death of Tove.
Part Three tells of Waldemar’s wild, cursed
hunt (a kind of vast scherzo) with his party of
vassals, but ends with the promise of a new
day’s dawn.
Chamber Symphony No. 1
The works of Wagner, Strauss and Mahler at
the turn of the 20th Century expanded the
size of symphony orchestras to monstrous
proportions. Schoenberg’s early works, such
as the mammoth Gurreleider, were an
extension of this practice. However, with the
First Chamber Symphony, op. 9, Schoenberg
broke free and promoted a “less is more”
philosophy, selecting an ensemble of fifteen
instruments: ten winds and five strings.
Schoenberg saw his op. 9, completed in July
1906 and premiered in February 1907, as a
“true turning point” in his compositional
style. As he felt he had already had reached
the limits of tonality, Schoenberg integrated
whole-tone scales and chords built on fourths
in an attempt to avoid late-romantic
orchestral sounds.
He used a through-composed singlemovement design that has five sections:
exposition, scherzo, development, slow
movement, recapitulation (finale), combining
the four movement types of sonata form;
dissolving one movement seamlessly into
another.
After his emigration to the United States,
Schoenberg made modifications to the First
Chamber Symphony with the intention of
gaining more performances from American
symphony orchestras. In this way, he hoped
that the Chamber Symphony “could finally
take its placed in concert life.” He gave this
somewhat less difficult version the opus
number 9b. Its first performance was in Los
Angeles on Dec. 27, 1936, under Schoenberg’s
direction.
Verklärte Nacht
Arnold Schoenberg’s Verklärte Nacht was
completed in its original form—as a string
sextett—in 1899, and received its premiere in
1902 in Vienna. Based on a poem of the same
name by the German poet Richard Dehmel, it

is a musical work with a clear storyline, in
which two lovers are walking together at
night in the moonlight. The woman is
married to another man and pregnant with
the child of her husband, and confesses her
desperate situation to her lover, who
responds with kindness and encouragement.
In his 1950 program notes to the work,
Schoenberg wrote: “after Brahms’s death,
many young composers followed the model
of Richard Strauss, by composing program
music. This explains the origin of Verklärte
Nacht.” But Schoenberg, a follower of
Brahms and Wagner, made an important
distinction between this and other
programmatic works that attempted literal
illustrations of physical action or imagery,
such as the various pranks of Strauss’s Till
Eulenspiegel. Verklärte Nacht, Schoenberg
wrote, “does not illustrate any action or
drama, but was restricted to portray nature
and to express human feelings.”
The themes and motifs in Verklärte Nacht
convey such things as the woman “forcing
herself to remain faithful,” and the
“desperation” she feels while confessing
everything to the man she loves, and—later
in the piece—the lover’s comforting optimism
as he assures the woman that the “warmth”
of their love will “transfigure” her child,
making it “his own.” Even the very erotic
setting itself, and the mood of this drama—a
“promenade in a park” in the moonlight—
are embodied in the first motif and its
plodding accompaniment in the opening
measures of the piece.
Another way of describing Verklärte Nacht
would be to say that the melodies given to
the strings often sound like the impassioned
words that would be sung by the characters
in the poem—composer Allen Shawn has
called it an “opera without words.”
Schoenberg had not yet scandalized the
public as he soon would, by abandoning
tonality altogether in works like the Second
String Quartet or Pierrot Lunaire. Yet his
daring use of unresolved dissonances and
unorthodox harmonic progressions in
Verklärte Nacht was enough to shock many,
and the piece was initally received with anger

and violence. “It shall not be forgotten that
this work, at its first performance in Vienna,
was hissed and caused riots and fist fights,”
Schoenberg wrote, “But very soon it became
very successful.”
Schoenberg made an arrangement for string
orechestra in 1917, which he revised in 1943,
and today, indeed, it remains among his most
popular and frequently performed works—
loved even by those who do not accept his
later innovations.
Piano Concerto
Oscar Levant was one of the highest paid
virtuoso pianists of his day, and had studied
composition with Schoenberg from 1935-37,
when he requested that Schoenberg compose
a Concerto for Piano and Orchestra. The
Piano Concerto, Schoenberg’s Opus 42, was
written between July and December 1942. By
this time Schoenberg had already lived in the
United States for nine years, eight years in Los
Angeles.
The premiere was given on a radio broadcast
by the NBC Symphony Orchestra at Radio City
on February 6, 1944. Leopold Stokowski
conducted and Eduard Steuermann, not Oscar
Levant, was the soloist. The music so alarmed
NBC executives that Stokowski’s contract
wasn’t renewed for the next year. However,
one reviewer wrote positively of the
premiere, American composer Virgil
Thomson, who stated, “Its particular
combination of lyric freedom and figurative
fancy… places it high among the musical
achievements of our century.”
One of Schoenberg’s most successful efforts
bridging his own twelve-tone revolution and
the traditions of the eighteenth and
nineteenth centuries, the Piano Concerto
represents a relaxation of the strict rules of
the twelve-tone system. Here, notes of the
row may be repeated before all other eleven
tones have sounded, and the pianist often
plays in octaves, similar in style to the great
romantic concertos. Still, the entire concerto
grows out of the opening phrase, where the
prime version of the tone row is presented.
The Piano Concerto is conceived as a singlemovement in four parts, with each part
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referring to a written program found in
Schoenberg’s compositional sketches:
Life was so easy: [Andante]
But suddenly hatred broke out: [Molto
Allegro]
A serious situation was created: [Adagio]
But life goes on. [Giocoso (Moderate)]
The program alludes to Schoenberg and
World War II. The four parts of the concerto
display characteristics of a four-movement
symphony. Although this is unlike standard
three-movement concerto forms, this kind of
formal experimentation is consistent with
many of Schoenberg’s earlier works.
Moses und Aron
Schoenberg began writing Moses und Aron in
1927, while living in Berlin. Although the first
two acts were finished by the time he
immigrated to the United States in 1933, the
score of the third act remains incomplete. The
three-act libretto is based on the biblical
narrative of Moses and Aron from the book
of Exodus in the Old Testament. Moses and
Aron was strongly influenced by Schoenberg’s
desire to reclaim his Jewish roots in the face
of Anti-Semitism, and his interest in the
philosophical writings of Schopenhauer and
Kant.
Moses and Aron was originally conceived as
an oratorio, but was later rewritten as an
opera for soloists, chorus, and large orchestra.
It is the first opera to be based entirely on a
single twelve-tone row. Despite the lack of
tonality, the use of structural organization,
vocal/instrumental tone color, and motivic
development all provide an expressive
musical background for the dramatic
rendering of Schoenberg’s philosophical
conception.
The libretto of Moses und Aron tells the story
of how Moses and his brother Aron brought
the knowledge of one true God to the
Israelites. Through the dialogue of Moses and
Aron, Schoenberg examines the inherent
difficulty of expressing the inexpressible: the
Idea of God. Moses insists on the abstract
nature of God, and speaks of the “…one,
infinite, omnipresent, unperceived and
inconceivable God!” (Act 1, Scene 1) Aron, on
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the other hand, seeks to convince the
Israelites of the existence of God by
performing miracles which the people can see
and perceive. The Schopenhaurian dichotomy
between abstract knowledge and perceived
knowledge is explored throughout the opera,
as Moses and Aron struggle to bring the
divine message to the Israelites.
Although it is based on a twelve-tone row,
Moses und Aron uses some 19th-century
compositional principles. The opera is
organized by sections that focus on different
areas of the row, much like the key areas in a
tonal work (White, 141). The organizational
structure of the opera is supported musically
by changing orchestral textures and colors,
provided by an enlarged classical orchestra
that has piano, harp, celesta, mandolins, and
a large percussion section. In addition, each
character has a particular vocal style and
motivic treatment. This compositional
approach is reminiscent of Wagnerian
leitmotivs (melodic figures associated with an
idea or character), and also serves to unify the
work as a whole.
In the first act Moses is presented as a morally
righteous figure, a role that is reinforced by
his use of Sprechstimme (speech-song)
throughout the opera. The voice of God is
heard as a combination of six singing choral
soloists, which is doubled by a Sprechstimme
choir to create the effect of an omnipresent
voice. Aron, sung by a lyrical tenor, is Moses’
brother and spokesperson. His long, virtuosic
lines are sharply contrasted with Moses’ quick
declamatory style. Aron tries to persuade the
people to understand God as an idea instead
of an image: “Close your eyes/ stop up your
ears!/ Only in that way can you see and hear
him!/ No living being sees or hears him
otherwise.” (Act 1, Scene 4) After Aron
performs various miracles, the people agree
to accept the new God: “Through Aron,
Moses lets us see/ how he himself has seen his
God/ In this way, for us, this God becomes
inconceivable/ whom visible wonders verify.”
(Act 1, Scene 4)
Schoenberg departs from the biblical story
and the previous musical atmosphere in the
second act. Various characters are introduced,
each with a unique vocal style: the sick

woman is a slowly moving contralto; the
Ephraimite is a baritone with a chromatic
cycle of notes; the youth is a tenor with an
active melodic line that reaches upwards. In
this act, Aron presents the figure of a Golden
Calf to the Israelites while Moses is away in
the desert. An orgy ensues, and exotic
rhythms and special effects are used to
illustrate the procession of people and
animals, ritual sacrifice and celebration.
When Moses finally returns, he stops the
celebrations of the Israelites with an angry
exclamation: “Disappear/ you image of
powerlessness/ to contain the boundless in an
image!”(Act 2, Scene 4)
The third act takes place in the wilderness,
and consists of a single scene. In this act,
which has dialogue but no music, Aron is
brought to justice by Moses. Aron enters as a
prisoner in chains and Moses judges him
guilty of desecrating the divine message and
offering idolatrous images. However, he
pronounces that Aron shall be set free, at
which point Aron falls over dead.
Schoenberg intended to complete Moses und
Aron up until the end of his lifetime. Perhaps
the inexpressibility of the subject matter
transcended the work itself, for the opera
was never finished. Despite its fragmented
state, Moses und Aron is remarkable for
illustrating the broad expressivity and
dramatic force that can be achieved with
twelve-tone composition. It is also a
testament to Schoenberg’s renewed interest
in the Jewish faith, and his embrace of 19thcentury philosophical and musical concepts.
Moses und Aron is not only an innovative and
visionary work; it is a reflection of the artist
himself.
Violin Concerto
The Violin Concerto, op. 36, is one of the first
larger works Schoenberg completed
following his emigration to the United States
in 1933. Written in spurts over a three-year
period during Schoenberg’s difficult
transition from Europe to America, the final
movement was finished in September 1936,
just after the completion of the Fourth String
Quartet and his acceptance of a teaching
appointment at UCLA.

Leopold Stokowski led the premiere with the
Philadelphia Orchestra on December 6, 1940,
with Louis Krasner as the soloist. Four years
earlier, Krasner had also given the premiere
of the Violin Concerto by Schoenberg’s pupil,
Alban Berg. The piece is very difficult. When
Krasner first saw the music, he was horrified.
But by the time he had mastered its technical
challenges, he drew parallels to Brahms’s
Violin Concerto, which, at first, was also
called “unplayable.”
Some refer to the Violin Concerto as
reflecting Schoenberg’s state of mind as an
exile; the solo violin representing
Schoenberg’s individual voice in a new and
uncomfortable environment, with harsh
virtuoso gestures often approaching noise.
Like many of Schoenberg’s twelve-tone
works, the entire composition is generated
from a single row of notes. Organized in
three movements, the Violin Concerto has a
fast-slow-fast structure, traditional for
concerto forms.
They are titled as follows:
I. Poco allegro—Vivace
II. Andante grazioso
III. Finale: Allegro

period in his artistic life. Erwartung (or
“Waiting”) dates from 1909, when the
composer was moving away from the
Wagner- and Strauss-influenced, hyperRomantic, tonal music of his first period and
into a new world of Expressionism. In this
new style, Schoenberg’s music begins to
abandon traditional tonality in such works as
his String Quartet No. 2, the song cycle The
Book of the Hanging Gardens, the Five Pieces
for Orchestra, Op. 16, and Erwartung itself.
All of these pieces were written in the period
between 1907 and 1909.
Not coincidentally, it was also during this time
that Schoenberg began taking painting
lessons from a talented young Fauvist painter
named Richard Gerstl. In a biographical turn
of events that weirdly echoes the intense
emotions of Expressionist art, Gerstl began
having an affair with Schoenberg’s wife
Mathilde, and the two eloped. It was
Schoenberg’s student Anton von Webern who
convinced Mathilde to return to her husband.
Not long afterward Gerstl, only twenty-five
years old, burned most of his work and
committed suicide, stabbing, then hanging
himself in November 1908.

Schoenberg dedicated his Violin Concerto to
his pupil Anton Webern, whom he called his
“dear friend and fellow warrior.”

This lurid story has more than a little to do
with Erwartung, begun and finished the
following year. The woman in the text seems
to have been jilted by her lover in favor of
another woman, perhaps his lover’s wife, and
her emotions are intense, raw, and confused.
The libretto was written at Schoenberg’s
request, and possibly with his direction, by a
young doctor named Marie Pappenheim.
After it was delivered Schoenberg made
many changes, making its effect more
internalized and elliptical. This was
Schoenberg’s first original music-theater
piece.

Erwartung
Arnold Schoenberg wrote his monodrama
Erwartung, Op. 17, during a transitional

Using his new-found but still evolving musical
language, Schoenberg sets the woman’s
conversation with herself in flowing, lyrical

However, within the work, Schoenberg
experiments with sonata form structure and
the traditional roles given to the soloist. For
example, the recapitulation of the first
movement is short and late arriving
compared to its lengthy development, and
although cadenzas show up where they’re
expected, “mini-cadenzas” appear
throughout the concerto.

lines, using rhythms and intervals that evoke
the subtlety of highly stylized speech. This,
however, is true singing, not the
Sprechstimme the composer was to employ in
Pierrot Lunaire. The changing nature of the
setting intricately reflects the woman’s
shifting attention, which encompasses her
surroundings, real or imagined; scenes from
her own memory; her apprehension, and,
finally, a conversation with the corpse of her
lover.
The detailed variation in Schoenberg’s
orchestration in Erwartung is unprecedented
even in his own Five Pieces for Orchestra, and
foreshadows the imminent Pierrot Lunaire as
well as such of his later, twelve-tone
orchestral works as the Variations for
Orchestra and the concertos for piano and
violin, and the opera Moses und Aron.
Schoenberg had previously illustrated a
moonlit night as witness to the anxieties of
two lovers in Verklärte Nacht and in the first
scenes of Gurrelieder. In the much darker
Erwartung, there is but one character, alone
with her angst, and the bright moon has
become a mocking threat (as it would be
again in Pierrot). If this scenario seems a
perfect match for the composer’s middleperiod style, it was also a medium by which
he could develop that intense, riveting
language yet further. Schoenberg’s
Expressionist, atonal “middle period” was a
genuine transition between his tonalRomantic and twelve-tone styles, but there
were many masterpieces built on these
shifting sands—The Five Pieces for Orchestra,
Pierrot Lunaire, and Erwartung chief among
them.
Erwartung, the composition of which took
only three weeks, waited more than ten years
for performance, receiving its premiere in
Prague in 1924 in a performance led by
Schoenberg’s brother-in-law, Alexander
Zemlinsky. The BSO’s performances with
Deborah Voigt will be concert performances,
without staging.
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Missa Solemnis
Beethoven began his Missa Solemnis in 1819
in anticipation of the installation of his
longtime friend, patron, and ex-pupil
Archduke Rudolph as Archbishop of Olmütz
in 1820. The piece was to have been
performed during the ceremony itself; it was
not intended to be a work performed in a
concert setting. However, Beethoven didn’t
finish the mass setting until mid-1823, and
the first performance took place in a concert
the following year, in St. Petersburg, Russia,
on April 18, 1824. A famous performance of
the Kyrie, Credo, and Agnus Dei took place
on the same concert as the premiere of
Beethoven’s Ninth Symphony, May 7, 1824.
The Missa Solemnis is a late work,
contemporary with Beethoven’s final three
piano sonatas (opp. 109, 110, and 111), the
Diabelli Variations for piano, the late string
quartets, and the Ninth Symphony. He had
written a full-scale mass before—his Mass in
C, commissioned by Prince Nikolaus Esterházy
(Haydn’s employer)—but that followed more
closely in the line of Haydn’s conservative
treatment of the mass.
In terms of Beethoven’s own artistic and
humanist ambitions, the Missa Solemnis
addresses many considerations that run
through the composer’s career.
Philosophically the mass speaks to the
dichotomy of flawed but noble mankind in
the presence of, or even being an aspect of, a
higher power or an immortal divine, a
concept that also seems to be the basis of
many of Beethoven’s works, including the
Eroica Symphony, the Pastoral Symphony, the
Choral Fantasy, and the Ninth Symphony.
Beethoven drew on a wealth of precedent
from older music for his treatment of the
Catholic texts of the mass, and his eclecticism
results in an expression of the sacred that for
many listeners transcends the specifics of the
religious rite upon which the piece is
founded. His use of soloists and chorus—as in
the Ninth Symphony—suggests both
individual and universal appeals of man to
God.
At the same time, Beethoven applied to his
composition principles of large-scale
symphonic structure that had been endemic
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to his earlier big orchestral works. In his use
of chorus with orchestra he creates not simply
one ensemble juxtaposed with another but
rather a large, integrated, and closely linked
body of performers, one inextricable from the
other.
The Missa Solemnis stands with the Ninth
Symphony and the composer’s opera Fidelio
as one of the composer’s longest works,
lasting about eighty minutes, and in the
composer’s own estimation (along with the
judgment of posterity) it was one of his
greatest accomplishments. Ultimately the
Missa Solemnis, like the Ninth Symphony, is a
piece that stands on its own as uniquely,
distinctly Beethoven.
An die ferne Geliebte, for tenor and piano
“Yearning” was the main subject of
Beethoven’s song cycle, An die ferne Geliebte
(To the Distant Beloved), op. 98. It was
composed in April 1816, to a Romantic
pastoral text by Alois Jeitteles, a young poet
and medical student who apparently wrote
the poems especially for Beethoven.
Some have speculated that the song cycle
may have been written as a love offering to
the “Immortal Beloved,” a mystery woman
that Beethoven referred to in his wirings, but
never actually identified. The cycle was
dedicated to the dying Prince Lobkowitz,
Beethoven’s friend and patron, in October
1816.
Maynard Solomon suggests that An die ferne
Geliebte bids farewell to Beethoven’s desire
to marry, to romantic pretense, to heroic
grandiosity, and to youth itself –“It is a work
that accepts loss without piteous outcry.”
Considered the first through-composed song
cycle, An die ferne Geliebte became the point
of departure for the song cycles of Schumann
and many others. Beethoven carried the
process of unification of his material further
than the Romantics, weaving the six songs
together by means of interconnecting piano
passages. In the forms and keys of the songs,
Beethoven established a symmetrical
architectonic plan. Joseph Kerman calls An
die ferne Geliebte “a quiet herald” of
Beethoven’s third-period style. Its cyclic form

is the prototype of similar structures in the
last works, such as the String Quartet in
C-sharp minor, op. 131, and the Grosse Fuge,
op. 133. The song cycle inaugurates the
“vocal impulse” that would come to fruition
in songful movements of the late sonatas and
late quartets, and in the Adagio molto e
cantabile and “Ode to Joy” of the Ninth
Symphony.
Quintet in E-flat for Piano and Winds, Op. 16
The Op. 16 wind quintet was written in 1796
or 1797, for piano and oboe, clarinet, horn
and bassoon, at a time in Vienna when
Beethoven had made the acquaintance of
Prince Franz Joseph von Lobkowitz, a
prominent aristocrat who would become a
faithful friend and sponsor of Beethoven. It
was in Prince Lobkowitz’s castle that the first
performance of the Quintet in E-flat major
for Piano and Winds was given, on April 16,
1797, with Beethoven at the piano.
According to Maynard Solomon, this period
of Beethoven’s compositional life focused on
mastering the “prestigious genre of the
Classical style.” This essentially meant
equaling the skills of his teacher, Haydn, and
confronting the mastery of Mozart, who had
written his Quintet for Piano and Winds, K.
452 just twelve years earlier and with the
same unusual instrumentation and in the
same key. In fact, this was a work that Mozart
had declared, “the best piece I have ever
written!” Thus, comparisons between the two
works are inevitable, albeit perhaps, unfair.
Mozart’s opus, which served as an inspiration
and model for Beethoven, is the work of a
mature genius; Beethoven’s is that of an up
and coming talent. Mozart’s work is concerns
itself with the subtleties of ensemble writing,
the even distribution of musical material
among all five players, and the blend of the
potentially overpowering piano with the
delicate winds. Beethoven’s writing tends to
set the piano in opposition to the wind
quartet, or else the piano is placed merely in
the role of accompaniment. In Beethoven’s
work, there is relatively little integrative
writing for the ensemble, as one expects to
find in the highest achievements of Classical
period chamber music. To some critics,
Beethoven’s Quintet is more like a piano

concerto with wind accompaniment.
However, Beethoven’s op. 16 is nonetheless
an imposing work, with emotional directness
and violent dynamic contrasts that would
become characteristic of his later style.
I. Grave: Allegro ma non troppo. The first
movement is a Classical sonata form, with a
slow introduction leading into the Allegro,
set in motion by the solo piano. Three themes
are developed, followed by an extended
coda.
II. Andante cantabile. The middle movement
is a long and lyrical rondo form. Its main
theme is heard three times, separated by two
different episodes. Each time the theme
returns, it reappears more ornamented.
III. Rondo: Allegro ma non troppo. The finale
is again a rondo, brilliant and fast. The main
theme features a powerfully springing
rhythm, while a more flowing theme is
introduced later by the piano over the
bassoon. The coda brings the work to a rather
sudden and unexpected conclusion.
The program at the first performance in
Vienna in 1797 read, “A Quintet for the
Fortepiano and Four Wind Instruments.” Yet,
when the work was published four years
later, it appeared both as a quintet for piano
and winds and as a quartet for piano and
strings; with both versions having the same
opus number. The two versions are nearly
identical, with the differences merely
reflecting the differences in the instrumental
capabilities. The string transcription was
probably a way to make the music more
available to a wider public, including the
many amateur piano and strings groups that
were active in Vienna at the time.
Evidently, at one performance Beethoven
extended his piano cadenza to considerable

length. Although this was to the delight of
the audience, the other players were
considerably annoyed!
Symphony No. 2
Beethoven’s Second Symphony in D, Opus 36,
while not as dramatically a watershed as his
Third, the Eroica, nevertheless breaks
significant new ground in the brief history of
the symphony. Beethoven had only brought
out his first symphony in 1800, when he was
in his late 20s, perhaps feeling that his efforts
would inevitably be compared unfavorably to
those of the two Classical masters of the
form, Mozart and Franz Joseph Haydn,
Beethoven’s former teacher. When he did
write his first symphony he seemed to have
been looking back to those very models while
simultaneously forging his own style in the
medium, just as he had done for the piano
trio, the string quartet, and the piano
concerto. By the time he had embarked on his
Symphony No. 2, in 1801, he felt assured
enough of that style to move even further
afield of his predecessors in all genres of
instrumental music.
Beethoven did most of the work on his
Second Symphony in 1802, a year that with
the hindsight of history appears as a
threshold to the composer’s remarkably

progressive “middle period,” in which he
created the Third through Sixth symphonies,
the Fourth and Fifth piano concertos, the
three string quartets of Opus 59, and other
works that solidified his place in music
history. At the same time, though, he
experienced increasing anxiety over his failing
hearing, which led him to write what is
known as the “Heiligenstadt Testament,”
named for the locale in the Viennese
countryside in which it was written. This was
essentially a will addressed to his two
brothers, describing his deafness and despair
and, albeit elliptically, thoughts of suicide. It
was a document he never sent, discovered
among his papers only after his death.
Standing in great contrast to this situation is
the joyous Second Symphony itself, written
largely during the same country sojourn,
demanded by his doctors, during which he
wrote the Testament. In this work
Beethoven’s fervent pleasure in being in the
country seems to have infused the music.
Beethoven’s love of contrast is in full bloom,
with widely varying and quickly changing
dynamic levels, far-flung harmonic excursions,
and sharp delineations of character among
the movements, elements that are the very
soul of the composer’s compositional style.
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Beethoven finished his Symphony No. 2 in
October 1802, and it was first performed at a
concert in the Theater an der Wien on April 5,
1803, along with his Symphony No. 1, Piano
Concerto No. 3, and the oratorio Christ on the
Mount of Olives.
Beethoven’s Symphony No. 2 in D, begins
with a dramatic chord initiating a slow
introduction. The stately first measures give
way to a lyric, scale-like passage in the violins,
answered by the winds.
Symphony No. 7
Symphony No. 7 was premiered in Vienna on
December 8, 1813. The piece was very well
received, and the Allegretto was encored. At
this concert, one of the most successful of
Beethoven’s career, his Op. 91, Wellington’s
Victory, was also performed.
I. Poco sostenuto – Vivace.
II. Allegretto.
III. Presto - Assai meno presto.
IV. Allegro con brio
There are many interpretations of
Beethoven’s Seventh. Some say that
Beethoven is symbolizing the act of
transcendence; others believe Beethoven is
celebrating his joyous acceptance of life and
the world. Whichever, most historic
discussions of the Seventh are paired with a
discussion of the Eighth, which were sketched
successively by Beethoven, starting in the
closing months of 1811 and completed the
following year, the Seventh by April and the
Eighth by October.
Beethoven initiates the Seventh with one of
the longest introductions ever written,
exploring the keys of A, C, and then F major,
prior to the explosive Vivace. The entire
movement, with its Pastoral reminiscences,
precedes the most significant difference
between the Seventh and Eighth Symphonies:
the lack of the traditional slow movement in
the Seventh. The dreamlike Allegretto in
A-minor appears slow by contrast to the
Vivace and Presto movements that surround
it. But the Allegretto is not a slow movement;
it was enormously popular in its day, and is
often cited as having been encored at
performances. The third movement, in F
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major, is a very quick scherzo with a
contrasting trio that actually appears twice.
The Finale, Allegro con brio, is a sonata form
that was described by Sir Francis Tovey as
“Bacchic;” i.e., relating to Bacchus, the “god
of wine” in classical mythology, often
associated with orgiastic and ecstatic rites.
Many Viennese heard the first performances
of the Seventh as a celebration of the victory
over Napoleon and the joyous arrival of a
long-awaited peace. A few years later, the
remarkable resurgence of Beethoven to
domination of Vienna’s large-scale concert
life began at a benefit concert at which the
Seventh Symphony was performed (Dec. 26,
1816), and continued with a rush into 1817.
Outside Vienna, Beethoven had moved into a
position of extraordinary preeminence and
popular appreciation, unmatched by any nonoperatic composer of the era and even
surpassing the great popularity of Mozart
and Haydn.
Triple Concerto for piano, violin, and cello
Beethoven began working on the Concerto
for Piano, Violin, and Cello in C, op. 56, in
1802, and resumed its composition during the
time he was revising the Eroica Symphony
into its final form at the castle of Prince
Lobkowitz, Beethoven’s patron and protector.
The “Triple Concerto,” as it is better known,
holds a unique place in the Beethoven’s
creative output, if not a unique position in
the history of Western music. Completed

during the summer of 1804, the concerto first
appeared in print in 1807 and received its first
public performance in 1808.
Writing a concerto for this instrumental
combination challenges concepts of form and
balance, and harkens back to the concerto
grosso of the Baroque. The formal
conventions of concerto composition require
that the orchestra and each solo instrument
take their turns stating each main theme. But
with three soloists, new rules were needed –
a compositional puzzle that Beethoven surely
enjoyed solving. He kept his thematic
material simple and often gave the violin and
cello statements jointly, in order to balance
the piano, the largest and potentially
overpowering, of the three soloists. The cello
introduces the themes in each movement,
effectively taking on the starring role.
I. Allegro. The first movement runs true to
the concerto form with a double exposition,
first by the orchestra, then for the solo
instruments. In the second exposition, the
main subject is entrusted to the cello. The
solo violin enters soon after, and then the
piano has its turn. The development section
follows, and after the recapitulation, there is
a long coda.
II. Largo. The slow movement is presented
simply and without development. The
opening statement is scored for muted strings
with light comments from the winds, the
theme is repeated by the solo cello. An

impressionistic coloring dominates and, at the
end, the music leads without pause into the
finale.
III. Rondo alla polacca. The third movement is
a polonaise, a dance form that was often
used for the rondos and finales of the era.
Beethoven’s Rondo borrows only the rhythm
of the Polish dance. Instead of a traditional
cadenza a single soloists virtuosity is
displayed, the three solo instruments engage
in a lively conversation.
Symphony No. 9
Beethoven’s Ninth Symphony is one of the
most famous pieces in the history of classical
music. Its final movement, setting the German
poet Friedrich Schiller’s “Ode to Joy,” has
become a nearly universal symbol of the
brotherhood and optimism of mankind. In its
time, Beethoven’s work was unprecedented
in the symphonic literature in its dramatic use
of chorus in its final movement, an effect that
must have been even more remarkable at its
premiere in 1824, than it is for us today.
When Beethoven began his Ninth Symphony,
it had been more than a decade since he’d
written the Seventh and Eighth. Both the
Seventh and the Eighth were first performed
in 1814, the year in which he finally
completed and saw to the production of the
final version of his sole opera, Fidelio, a work
that had occupied him for a decade. In the
remainder of the 1810s his production of
major new works was relatively light by his
standards. He was dealing with numerous
problems in his personal life, and with his
family in particular, especially in trying, over
the course of many years, to win guardianship
over his nephew Karl (probably to neither
Karl’s nor his uncle’s benefit, in the end).
The 1820s saw a resurgence in Beethoven’s
productivity. In addition to the Ninth
Symphony, he wrote the three last piano
sonatas, Opus 109, 110, and 111, the Diabelli
Variations, and two sets of Bagatelles for
piano, the Coronation of the House Overture,
and the Missa Solemnis. His last large-scale
cycle of works was the set of six string
quartets that included the Grosse Fuge, an
astonishing accomplishment that, like the
Ninth Symphony, established a legacy of its

own for each future generation of composers
and musicians.
Having had initial thoughts of two separate
symphonies, Beethoven consolidated his ideas
and began the Ninth Symphony in earnest in
1822, finishing the first movement early in
the following year. He struggled particularly
with the final movement, even to the extent
of not being sure whether it would be
instrumental or choral. An instrumental finale
he’d sketched for the symphony ended up as
the finale for his String Quartet in A minor,
Opus 132. According to Beethoven’s friend
Anton Schindler, the composer hit upon the
solution to the choral finale in November
1823, deciding to preface his setting of
Schiller’s “Ode to Joy” text with a solo
introductory passage. Beethoven had long
considered using that text, which seemed so
in tune with his own stance toward
humanism and divinity. The composer, by
then almost completely deaf, was onstage
during the first performance, but the actual
conducting was done by Michael Umlauf. The
historic concert of May 7, 1824, also included
three movements of the Missa Solemnis and
the Consecration of the House Overture.
The Ninth Symphony opens with an “order
out of chaos” introduction that barely, if at
all, suggests the tonal center of D (the pitches
are A and E, suggesting the dominant chord
of the key of D), but the falling fourths and
fifths are the germ of several thematic ideas
throughout the symphony. This quiet and
mysterious opening leads to the startling and
powerful first theme in D minor, shared by
the entire orchestra.
Piano Concerto
The list of world premieres presented by
Beethoven at the Theatre an der Wien in
Vienna on December 22, 1808 is mindboggling: the Fifth and Sixth symphonies, the
Choral Fantasy, and Beethoven’s Piano
Concerto No. 4 in G. Composed between
1805 and 1806, the Fourth Piano Concerto
was the last concerto that Beethoven wrote
for himself as soloist.
A terrifically exciting piano virtuoso,
Beethoven recognized the concerto as a form
of theater; spectacles where the audience

patiently awaits the soloist’s first entrance
and ensuing finger acrobatics. However, at
this stage in his compositional life, Beethoven
began to question conventional form – this is
strongly on display in the Fourth Piano
Concerto. Although its overall structure is a
standard three-movement fast-slow-fast
form, here the piano begins alone, without
the orchestra, and without the expected
virtuosic brilliance. Instead, Beethoven opens
this concerto with subdued tranquility; this
immediately drew in the audience to his
newest composition, despite reports that the
temperature at the performance was
unbearably cold. Then, just six bars later,
Beethoven catches his audience off-guard
again, as the orchestra enters in the
unexpected key of B major.
According to Beethoven’s contemporary and
composer J. F. Reichardt, the “new pianoforte
concerto [was] of immense difficulty, which
Beethoven executed astonishingly well in the
most rapid tempos.” However, Beethoven’s
days as a celebrity performer were over. His
hearing had recently gotten much worse; this
would be the last time he would appear in
public as a soloist.
I. Allegro moderato
The main theme and rhythm of the Allegro
Moderato first movement of the Piano
Concerto No. 4 exploits the same four-note
rhythm as does the Fifth Symphony, often
described as “fate” knocking at the door.
However, the knocking found in the Fourth
Piano Concerto, is not like in the Symphony
No. 5; instead, the opening is quiet and
noble. The structure of the first movement
contains a double exposition as would be
expected in the traditional concerto form.
II. Andante con moto
The second movement, Andante con moto, is
brief, at only 72 measures. Its design is
unusual, with passages of assertive, staccato
strings in octaves alternating with serene
piano solos marked with the soft pedal down
throughout. It is essentially a dialogue,
displaying yet another break with classical
piano concerto conventions. Some cite the
piano solo to be Beethoven’s personal
expression of his increasing deafness and his
sense of living in exile. Others say the
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movement represents Orpheus calming the
demons and Furies with his music. Some hear
the entire slow movement to be a long
introduction to the finale, which follows
immediately without pause.
III. Rondo
This finale is the only one in Beethoven’s
concertos that does not begin with the soloist
stating the main theme. Here Beethoven
opens softly with the strings, and in the
“wrong” key – C major instead of G major.
However, the piano takes over with a
virtuosic new theme, and the sonata rondo is
underway!
Grosse Fuge
Beethoven’s Grosse Fuge-the “Great Fugue”
or even simply “large fugue”-is a musichistorical wonder, a marvel with a legendary
reputation and aura rivaling Bach’s WellTempered Clavier and Goldberg Variations,
Mozart’s Requiem and Jupiter Symphony, and
Beethoven’s own Symphony No. 9. Its
reputation is one of transcendent technical
difficulty from the perspective of both
composer and performer: it is long; there are
many notes; there are many interpretive
questions and tricky ensemble coordinations
to deal with. Beyond its musical complexities,
the Grosse Fuge also has the reputation of
being difficult from the standpoint of artistic
expression, the density and intricacies of its
emotional/imaginative content rivaling, one
may say, a Shakespeare play. Nevertheless,
the Fuge is neither impenetrable nor hard to
enjoy as a brilliant piece of music.
In his later years, Beethoven turned
frequently to fugue form in many of his
bigger pieces-and not only in such expected
contexts as the Missa Solemnis, where the
inclusion of fugues was virtually obligatory.
The Finale of the Ninth Symphony is seen by
some as the secular manifestation of the
ostensibly Catholic Missa; it, too, features
fugal passages. Beethoven also included
significant fugue passages in the Cello Sonata
in D, Op. 102 no. 2; the piano sonatas in A,
Op. 101; in B-flat, Op. 106 (the
Hammerklavier Sonata), and in A-flat, Op.
110; in the Diabelli Variations; and in the
opening movement of the C-sharp minor
String Quartet, Op. 131.
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The Grosse Fuge began existence as the finale
of Beethoven’s String Quartet in B-flat, Op.
130, one of the group of “late quartets,” five
works-plus the Grosse Fuge-that are the
culmination of Beethoven’s artistic
accomplishment in chamber music. He had
written the fugue as the sixth movement of
an already substantial work, but, performed
thus, it struck its audience as too
overwhelming, and it was suggested to
Beethoven that he provide a new finale in
proportion with the rest of the piece. The
replacement finale is about half the length of
the Fuge, and in addition scales down the
intensity to be more in keeping with the
overall mood of Op. 130.
In the orchestral version of the Grosse Fuge to
be performed by the BSO, the most obvious
difference is the addition of basses to the
cello part in some passages.
Violin Concerto
Beethoven composed his only published violin
concerto, the Concerto for Violin and
Orchestra in D, for his friend Franz Clement, a
talented violinist of the day, and conductor of
the orchestra at the Theater an der Wien
where Fidelio premiered in 1801. In late1806,
Clement decided to put on a benefit concert
– for himself – and invited his friend
Beethoven to write a concerto to mark the
occasion. Beethoven agreed, but as he was
preoccupied with his work on the Fifth and
Sixth symphonies, he managed to complete
the solo part only hours before the concert
was to begin, forcing Clement to sight-read
much of his part during the performance.
The audience enjoyed the premiere on
December 23, 1806, but the critics were less
impressed citing that “the endless repetition
of unimportant ideas produced a tiring
effect.” It was not until the work was revived
in the 1840s, after Beethoven’s death, by the
young virtuoso Josef Joachim under the
baton of Felix Mendelssohn, that the Violin
Concerto entered the pantheon of the
greatest works of the violin repertoire.
The Violin Concerto is in three movements:
Allegro ma non troppo, Larghetto, and
Rondo (Allegro).

The first movement, in sonata-allegro form
with double exposition, opens with four
tympani strikes, the most important musical
idea of the work. The solo violin enters after
an exceedingly long statement of the first
theme by the orchestra. At around 25
minutes, this is one of Beethoven’s longest
single movements.
The second movement, entirely in G major, is
remarkable for its distinctive revision of the
theme and variations concept. Rather than
stating the theme once and subjecting it to a
series of complex revisions, the theme is
repeated exactly in each of the variations,
while the solo violin provides ever more
intricate commentary.
The Finale is a Rondo, in fast 6/8 meter. The
solo violin immediately presents the main
melody in “hunting” style, referencing the
festive Viennese tastes of the period. Once
the orchestra takes over, the music becomes
more robust. The brighter tempo encourages
some of the most virtuosic solo passages in
the concerto. Notable violinists have written
cadenzas for this work, including Joachim and
Fritz Kreisler. There is also a cadenza written
in Beethoven’s hand, but this was for a piano
arrangement of the violin concerto, which
unusually features the timpani as well as the
solo instrument.
Coriolan Overture
By 1802 Beethoven could not escape the cruel
realization that he was becoming deaf. He
expressed his despair that year in eloquent
and philosophical terms in a document now
known as the Heiligenstadt Testament, but
his musical response to this crisis during the
following decade was to write some of his
most profound and important works. They
include an opera, an oratorio, six symphonies,
four concertos, five string quartets, three
piano trios and four sets of piano variations.
This is known as Beethoven’s “Heroic Period,”
and the name could not be more appropriate.
Not only does Beethoven show his own
personal heroism in the face of his deafness,
but his compositional style epitomizes the
concept of the tragic Romantic Hero. The key
to which Beethoven most frequently turned
to express these heroic ideals was C minor. He

used it in the “Pathetique” Piano Sonata, the
Fifth Symphony, the second movement of the
Eroica Symphony—and the Overture to
Coriolanus.
The overture was written for Heinrich Joseph
von Collin’s play Coriolan. The playwright was
a good friend of Beethoven, who called him
his “brother in Apollo,” and the play was
highly popular in Vienna up to 1805. Joseph
Lange, Mozart’s brother-in-law, was often
featured in the title role. Like the more
famous drama by Shakespeare, the story tells
of a Roman noble of legendary physical
strength and courage who hoped to become
Consul of Rome after defeating the Volscians
at Corioli. When the people of Rome reject
him, he decides to exact revenge by joining
forces with the Volscians to attack and
destroy the city, but the tender entreaties of
his mother and wife convince him to abandon
his plans. In Collin’s version, the hero’s
feelings of frustrated rage, loss of honor and
vulnerability to women are too much to bear,
and he commits suicide.
The power and anger of Coriolanus could not
be more apparent from the opening
measures of the composition, in which a
fortissimo unison C in the strings is repeated
three times, each statement interrupted by an
even more powerful chord in the full
orchestra. The agitated main theme in C
minor that follows, interrupted by ominous
silences and powerful orchestral tuttis,
emphasizes the hero’s passion and tortured
state of mind, as does the tempo indication
“Allegro con brio,” the same marking
Beethoven used for his third and fifth
symphonies.
A gentle and delicate second theme, in the
relative major tonality of E-flat portrays the
tender entreaties of the two women, but
Coriolanus’ feelings of rage and impotence
are not to be suppressed. His C-minor theme
returns, as do the opening unison figures,
and the music gradually dies off into
nothingness with three pianissimo pizzicato
C’s in the strings. This signifies the
disintegration and death of the hero and his
ideals, much as it does at the ending of the
second movement (Marche funebre) of the
Eroica symphony.

The overture became very popular, more so
than the play, and was performed frequently
in Vienna during the ensuing decade. Its
universal statement about the human
condition never fails to have a powerful
effect on listeners, as it did on Johann
Friedrich Reichardt, who wrote after a
performance on 10 December 1808 that his
“brain and heart almost burst from [its]
hammer blows.”
Ah Perfido!
In 1796, the twenty-six-year old Ludwig van
Beethoven, already the hottest composer and
performer in Vienna, embarked on a concert
tour that took him first to Prague and later to
Leipzig, Dresden and Berlin. Beethoven
traveled to Prague with Prince Karl
Lichnowsky, a great patron of the arts and
one of the three aristocrats who would soon
establish a lifetime annuity for the composer.
This was not the first time the Prince had
accompanied a great musician to Prague. He
had done the same with Mozart seven years
earlier, in 1789, the pair staying at the hotel
“Das goldene Einhorn.” Beethoven stayed
there as well, and might have even slept in
the same bed that Mozart used.
The trip to Prague was a huge success for
Beethoven, as he described in a letter to his
brother Johann of 19 February 1796: “In the
first place, things are going well with me,
very well indeed. My art wins me friends and
renown. What can I want? And this time I will
earn quite a lot of money.”
One of the works that earned Beethoven his
“friends and renown” was the concert aria
Ah perfido! Although written for and
dedicated to the talented amateur singer
Josephine, Countess von Clary, it was the
great soprano Josepha Dussek who gave the
work its premiere on 21 November 1796 and
made it a staple of her repertoire. Here again
we find parallels between the visits of Mozart
and Beethoven to Prague, since Mozart also
wrote a concert aria for Mme. Dussek, Bella
mia fiamma, after meeting the artist and
hearing her sing.
Ah Perfido! belongs to the well-established
genre of vocal works in which an abandoned
woman laments the loss of a faithless lover,

utters sentiments of rage, vengeance, grief
and eternal love, and usually ends up by
killing herself. Among the famous doomed
heroines in this tradition are Purcell’s Dido,
Handel’s Lucrezia and, a century later,
Puccini’s Madame Butterfly, but the
immediate model for Beethoven was the
Scena di Berenice by his teacher Haydn,
written in 1795.
Beethoven’s work follows these models
closely. It opens with a powerful recitative in
which his abandoned woman calls down the
wrath of the gods on her lover (whom she
calls a “wicked, lying, cruel traitor”), but who
then relents by asking them to spare him and
strike her down instead. In the aria that
follows, she expresses the hope not to be
forsaken (“Do not say goodbye, for pity’s
sake. What shall I do without you? You know
well, my best beloved, I shall die of grief.”),
but soon returns to her rage in the
succeeding “Allegro” (“O cruel man! Would
you have me die? Why do you render such
cruel thanks to her who adores you?”), and
continues on this emotional roller coaster
until finally begging for compassion and
forgiveness (“Being thus overwhelmed by
grief, judge you, if I be not deserving of
pity?”).
With its range of two octaves extending to a
high B-flat, Ah Perfido! is a virtuoso tour-deforce that places enormous technical
demands on the singer. A review of an early
performance tells us that the singer became
so “overcome by terrific stage fright [that
she] almost suffered a heart attack, and
completely ruined the piece.”
Symphony No. 8
Beethoven seems to have finally recovered
from the anguish over his deafness and other
personal troubles, or at least reconciled
himself to them, in the summer of 1812,
when he wrote the Symphony No. 8. No piece
better represents the end of Beethoven’s
“Heroic Period” and the beginning of a time
of relative peace in his life than this work, as
Ernest Newman noted when he wrote that
the symphony conveyed “ a mood of joyous
acceptance of life and the world.” Berlioz
praised it for its “naiveté, grace, gentle joy,”
and Wagner added that its “effect upon the
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listener is precisely that of emancipation from
all guilt.”
This is Beethoven’s shortest symphony. The
composer himself once described it as “a little
symphony in F,” perhaps comparing it with
the “other” F-major symphony, the Pastoral.
The eighth symphony also recalls many
features of his earlier works in the genre, not
to mention elements found in the
symphonies of Haydn. For example,
Beethoven calls for the same small orchestra
he used in his symphonies nos. 1, 2 and 4. The
eighth is also lighter and more playful than
its immediate predecessors, and features
some unusual structural elements.
The first movement, with its “Allegro vivace e
con brio” tempo and 3/4 meter, gives the
impression of an almost hysterically happy
waltz. It also features numerous touches of
playful humor, such as the intentionally
awkward bassoon solo that accompanies the
second subject, and the persistent octave
figure on two C’s at the end of the exposition
that occupies an important role in the
development.
In the place of the expected “Andante” for
the second movement, we find an “Allegretto
scherzando. ” This movement is pure Rossini,
with a simple staccato theme in the strings
accompanied by a steady pulsating group of
sixteenth notes in the winds. The noted
English musicologist Sir Donald Francis Tovey
heard Rossini’s influence here, as well as the
comic aspects in this and many of Beethoven’s
compositions: “Even our best modern writers
on Beethoven seem not to appreciated the
fact that humor is one of Beethoven’s most
highly developed characteristics…Beethoven
without his humor is as inconceivable as a
humorless Shakespeare.”
The third movement is yet another dance.
Rather than the standard “Scherzo,”
Beethoven calls for a “Tempo di Menuetto”
that one might find in the classical
symphonies of Mozart and Haydn. There are
comic touches here as well, such as the little
duet of horns and tympani that concludes the
minuet. Tovey considered the final movement
(“Allegro vivace” in 2/2 meter) “one of
Beethoven’s most gigantic creations.” It
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opens with a light pianissimo theme that is
Haydnesque in its bright and joyous character,
the bassoon is again called on to supply
humor with its awkward introduction of the
second theme, and the symphony comes to a
rousing conclusion with not one but two
codas that are almost as long as the rest of
the movement.
Fidelio
Fidelio, Beethoven’s only opera, occupied the
composer off and on from about early 1804
until 1814. The opera exists in several
different versions, the one now considered
definitive being that performed on May 23,
1814, after a hiatus of some eight years.
Beethoven had moved into Vienna’s Theater
an der Wien specifically for the purpose of
undertaking an opera, and after a false start
chose a revolution-tinged French libretto by
Jean-Nicolas Boully that had been used for
two previous operas, one in French and one
Italian. Joseph von Sonnleithner translated
and modified the original French into
German for Beethoven’s purposes. Following
the first performances, further revisions were
made by Stephan von Breuning and Georg
Friedrich Treitschke. Beethoven thought of his
opera as Leonore, but the theater billed it as
Fidelio from the beginning. These days, the
first two versions of the opera—the original
three-act version performed in November
1805 and the revised and shortened two-act
version of March 1806—are referred to, for
the sake of clarity, as Leonore, and the final,
1814 version is called Fidelio.
Beethoven was probably influenced by
several factors in choosing his libretto, in
addition to those of dramatic suitability and
musicality. He was sympathetic to the
philosophy of the French Revolution, as can
be seen from his dedication (later apparently
withdrawn) of his Symphony No. 3, Eroica, to
Napoleon. Although the action of the story of
Fidelio takes place in Spain in the sixteenth
century, the scenario of a man (Florestan)
imprisoned for his political ideas by the
vindictive governor of the prison (Pizarro)
resonated strongly for those interested in
social justice. Additionally, the romantic idea
of a woman (Leonore, in the guise of Fidelio)
putting herself in harm’s way to effect the
prisoner’s escape, all for the cause of love,

must also have been a strong draw.
Beethoven wrote the first version of Leonore
in 1804–05, accomplishing the bulk of the
work in summer 1805. The Imperial censors
demanded some alterations in the scenario,
causing a delay, and by the time of the first
performances in late November 1805 Vienna
was occupied by Napoleon’s troops. The
presence of a number of French officers in
the audience and the absence of most of
Beethoven’s aristocratic friends contributed
to Fidelio’s notable lack of success. After just
three performances the opera was adjusted
from three acts to two and two major
numbers (at the end of the original Act II)
were cut, among other changes, for
performances in the spring of the following
year. Also, what has become known as the
Leonore Overture No. 3 replaced the original
overture, now known as Leonore No. 2. (The
overture we call Leonore No. 1 dates from
1807; Beethoven wrote a new overture for
the 1814 Fidelio productions.)

After just four performances in spring 1806,
Beethoven put the work aside, seemingly as
complete but unsatisfactory, and didn’t allow
further productions. He occupied himself with
a string of major works, among them the
Fourth through Eighth symphonies, the
Fourth and Fifth piano concertos, and the
Violin Concerto. In 1814, following the
December 1813 premieres of the Seventh and
Eighth symphonies, Beethoven was
approached about reviving the opera for a
production at Vienna’s Kärntnerthor Theater.
He agreed, but decided to make a few
further revisions to the 1806 version. Georg
Friedrich Treitschke revised the libretto, an
Act II duet between Marzelline and Fidelio
was cut, a new Finale to that act composed,
and major revisions made to other numbers
of the score. In contrast to the first two
versions, the new production of the opera,
met, finally, with great success.
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Composing With 12 Tones
12 notes only related to each other
In 1920, Schoenberg arrived at the serial
ordering of all twelve chromatic pitches,
known as the tone row. This was the logical
next step brought on by the systematic
avoidance of harmonic or melodic reference
to musical keys, and the dissolution of the
traditional tonal system.
As early as 1917 in Die Jakobsleiter,
Schoenberg experimented with 12-tone
structures. In a number of movements from
seminal works of this period he gradually
developed his systematic approach to 12tone composition. The Piano Suite, published
in 1924, is the first work in which all the
movements are based on a single tone row.
During the next twenty years, this approach
was used almost exclusively by the Second
Viennese School, Arnold Schoenberg and his
two pupils, Alban Berg and Anton Webern.
The original ordering of the twelve tones
is referred to as the Prime (P) sequence or
row. The Inversion (I) variation is created by
flipping the prime notes over the horizontal
axis to create an upside-down mirror image.
The Retrograde (R) variation is created by
flipping the prime notes over the vertical
axes to create a backwards mirror image.
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The Retrograde Inversion (RI) is created
by mirroring the prime notes on both the
horizontal and vertical axes.
Each tone is used exactly once in the
sequence so that no tone is repeated until
all eleven others have also been heard. The
tones are interpreted in relation to each
other, and not to any one key tone.
Any time two pitches in the 12-tone row are
set to play the same pitch (even in different

octaves), the conflicting pitch will turn red.
When you drop a pitch into a new position,
it will swap with its conflicting pitch. This
ensures that you always use each pitch exactly
once in the 12-tone row.
Any row or column may be used to compose
serial music that follows preset sequences.
The rule is that the tones must be used in the
order presented, and that an entire row or
column must be used before starting another.

Schoenberg: Expressionist
Painter
In the age of Sigmund Freud’s psycho-analytic
explorations, Expressionist attitude moved
toward a nonrepresentational art reflective
of inner visions with a tendency toward
abstraction, identifying with emotional-ism
and distorted reality in an attempt to extract
essential truths, artistic ideals that emerged
from the art works of Van Gogh and Munch.
Schoenberg took up painting seriously, a
development of his personal contact with the
Viennese Expressionist painters Egon Schiele,
Oskar Kokoschka, and Richard Gerstl, all of
whom painted portraits of Schoenberg.
Schoenberg’s paintings, mostly self-portraits,
conveyed the intensity of his imagination;
they were attempts by the composer to look
deep inside himself. He sketched or painted
more than 70 self-portraits throughout his
life. One frequent feature of Schoenberg’s
self-images is his intense gaze. Several
portraits, titled Gaze are partricularly striking
examples of his expressionist period.
Post Romantic Period
By the first decade of the Twentieth
Century, perceptual objectivity (defined as
the effort to reproduce accurately what
the senses perceive) was coming under
sustained attack in a variety of disciplines.
In art, Impressionism revealed a shifting
and ephemeral surface of things, whose
underlying elements its Neo (Seurat’s
Pointalisme) and Post Impressionist successors

tried to isolate and identify to give them
meaning: as essentially structure (from
Cezanne through Picasso); as emotional prism
(Van Gogh through Munch and Kirchner);
or as mental or spiritual construct (Gauguin
through Art Nouveau and, eventually,
Surrealism); in literature and theater, realism
assumed a linear continuum of cause and
effect in lockstep determinism that Freudian
psychology (among other things) asserted
was inadequate to understanding either
human motivation or the true order of things
and which writers from Proust through Joyce
and dramatists from Ibsen through Strindberg
sought to undermine; and in music, with
composers like Mahler, the emotional and
structural limitations prescribed by the
Romantic form reached their limits, unable to
convey the realities of the new century.
Patched, stretched, and contorted, the
sentimental forms that had dominated the
nineteenth century gave way grudgingly to
the various kinds of Modernism that sought
to deal with the subconscious (Freud), microbiological (Koch), and sub-atomic (Planck,
Einstein) structures hidden within and the
bureaucratic and industrial machine that
encapsulated and threatened to imprison
humanity. The real reality lay, science said,
beneath the apparent, stultifying, and
seemingly impermeable surface of things, and
artists strove to crash through to the chaotic
and life affirming energy churning beneath
that offered them a way out.

juxtaposition of contrasting and jarring colors
to force rational implacability to confront
the reality of the world. ¬†In music the now
stretched limits of Post Romantic tonality
and chromaticism burst their bounds into
atonality, where the composer’s or poetlyricist’s inner states determined the musical
expression.
By 1912, Schoenberg burst through the limits
of the Romantic genre to more freely express
the full range of emotion and to allow them
to determine the structure of both his music
and, beginning around 1908, his paintings.
¬†His atonal music became identified with
the loose transnational movements called
Expressionism and his paintings’ use of color,
angularity, and distortion were admired by
important Expressionist artists like Richard
Gerstl, Wassily Kandinsky, with whom he
collaborated, and Egon Schiele. The Piano
Pieces, Op. 19 (1910-1913) and Pierrot
Luniere, Op. 21 (1912) are representative of
the Sprechstimme style he adopted.

Arnold Schoenberg began his musical
and artistic career as a lush Post Romantic
composer, exploring the limits of the form’s
ability to delve into the recesses of human
imagination and emotion.

Twelve Tone Period
The disorder and destruction of the First
World War and its violent aftermath
convinced Schoenberg that a universe
without order produced only chaos, not
freedom. During the 1920s, like artists in
other fields, he sought to create an ordering
even if essentially arbitrary framework
within which creativity could flourish. The
Second Vienna School which he led, provided
a mathematically precise (called variously
Twelve Tone Dodecaphony or Serial) base for
musical composition within which new formal
possibilities for human expression would be
possible. The Variations for Orchestra, Op. 31
(1928) were composed during this period.

Expressionist Period
Expressionism was an effort attempting
to break through the rule-bound facades
of convention and respectability to reveal
and release the raw emotion that truly
motivated human behavior and action. ¬†In
art, Expressionists sought to delve beneath
the masks of bourgeois complacency and
surface objectivity to suggest subjective
truths about themselves, nature, and society
by the use of abstraction, distortion, and

When Hitler came to power, Germany and
then Austria rejected virtually all forms
of modern art (the Nazis connected these
techniques to Judaic degeneracy), and
Schoenberg was doubly damned as both
modernist artist and (notwithstanding his
conversion to Christianity) Jew-left Central
Europe for the United States, where he
re-adopted Judaism and combined Serial
technique with humanistic ideals and antifascist fervor.
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Boston Symphony Orchestra Unveils
New Online Conservatory
CBS4
February 25, 2003

Studies program, which is quickly garnering
national attention. Four students from NU’s
Multimedia Studies, Music Technology, and
Visual Arts programs were instrumental to its
design and implementation, led by Professor
of Visual Arts Ann McDonald. Dr. De Ritis,

who holds a doctorate in Music Composition
from the University of California, Berkeley,
is also Chair of the Education Technology
Advisory Committee with Northeastern’s
College of Arts & Sciences.
http://wbz4.com/local/local_story_056141507.html

Music lovers across the country and around
the world will be able to visit www.bso.org
and participate in the Boston Symphony
Orchestra’s newest educational initiative –
the BSO Online Conservatory, an interactive
multimedia addition to its website.
Developed in partnership with Northeastern
University, the BSO Online Conservatory will
offer browsers an opportunity to explore
some of the fascinating dimensions of the
orchestra’s performances. The first release of
the BSO Online Conservatory will focus on
the music program for the performances on
February 20-25 at Symphony Hall in Boston,
and March 10 at Carnegie Hall in New York.
These performances will feature the world
premiere and BSO commission of acclaimed
Chinese- American composer Tan Dun’s The
Map, a multimedia concerto for cello and
orchestra, featuring the world-renowned YoYo Ma as soloist.
The BSO Online Conservatory was created
to provide BSO website visitors with the
opportunity to develop a more rounded
appreciation for the music offered by the
BSO. Visitors will be able to interact with
the music on the program – and to thereby
learn hands-on about music theory and the
concept of variation – by altering tempo,
pitch, and instrumentation in passages from
the scores scheduled for performance. This
feature will allow visitors to hear what a
certain section of music would sound like
with trumpets instead of clarinets, or at
a faster or slower tempo than originally
scored, giving them a unique view into the
composition process. In addition, the Online
Conservatory will provide a basic analysis
of each piece, identifying key passages and
themes as a way to broaden the concertgoing experience. Led at Northeastern by
Professor Anthony De Ritis, working with BSO
Education and Web Management staff, the
Online Conservatory illustrates the expertise
of Northeastern’s faculty in the Department
of Music and points to the significant
success of the university’s new Multimedia
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An Online Conservatory Allows
Visitors to Try Their Hand at
Remaking Classical Standards
By Brock Read
The Chronicle of Higher Education
April 3, 2003
“What’s the best way to use new media
to teach classical music?” asks Anthony P.
De Ritis, an assistant professor of music at
Northeastern University. The answer, he
says, is simple: “To use the Internet like an
interactive game.” Mr. De Ritis does just
that on a website that he created for the
Boston Symphony Orchestra with a team of
students and Ann McDonald, an assistant
academic specialist at Northeastern. The
“online conservatory” aims to provide a
broad and engaging perspective on classical
music by combining traditional biographical
and analytical information with video
documentaries, quizzes, and hands-on
experiments. The Web site focuses on four
composers whose works were featured in a
program given at a series of concerts by the
orchestra in February: Dmitri Shostakovich,
Benjamin Britten, John Cage, and Tan Dun.
Mr. Dun’s most recent composition, “The
Map,” was performed for the first time
on that program. But the conservatory
offers more than online program notes.
Each featured composer is the subject of
an elaborately produced documentary film
that surveys his or her life and art through
a marriage of images, musical excerpts, and
narrations read and composed by Mr. De
Ritis. The documentaries -- each of which
culminates in a brief listening guide and quiz
-- were compiled and edited by four of Mr.
De Ritis’s students with backgrounds in both
music and technology.

“With the Web-based documentaries, we can
do more than just advertise the concert,” Mr.
De Ritis says. “We can make something nearly
as good as a PBS documentary.” He points
to the Web site’s video summary of John
Cage’s life and career, for which he and his
students worked closely with the avant-garde
composer’s trust.
“We had access to images that no one has
seen before,” he says. Anchoring the site
is a set of interactive games that Mr. De
Ritis uses to demonstrate key concepts in
modern classical music. To learn more about
Cage’s influential methods of “considered
improvisation,” visitors can create their own
works by selecting colored squares that
represent sections of the composer’s piano
sonatas. To explore the role of variation in
composition, visitors can toy with the tempo,
key, and instrumentation of a passage from
Aaron Copland’s “Appalachian Spring.” “You
can play the song and then decide, What if
this was in major instead of minor? What if
it’s trumpets instead of clarinets?” says Mr.
De Ritis.

program is rare, he says, because it focuses on
adult learners, not children. “Most of what
we do on the Web is child-oriented,” he says.
“Adults still like to come to lectures and inperson events.”
Mr. Bradway says he would like to see the
project expanded so it can become a standard
reference for classical-music enthusiasts. “If
it gains momentum, it could be a tool that
people go to regularly to learn more about
their favorite composers,” he says.

The interactive features are invaluable
because they demystify classical music,
according to Rich Bradway, who oversees
other sections on the orchestra’s Web site.
“If you look at the popularity of music in
the world today, classical music is at the
bottom,” he says. “One of the things that’s
really cool about this is that it opens the
music up to a much wider audience.” Many
large symphony orchestras are turning
to the Internet as an educational tool,
according to Oliver Theil, associate manager
of communications for the San Francisco
Symphony. But the Boston orchestra’s online
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Applications, Not Ads
By Sean Carton
www.clickz.com
May 19, 2003
With all the pressure to show direct results
these days, many of us find ourselves fighting
a desperate battle with acronyms. ROI, CRM,
CPC, CPM... the three-letter demons fly fast
and furious in online marketing discussions.
While “direct” and “measurable results”
seem to be the mantras (and curses) of
online marketing today, branding is often
left out in the cold. Sure, many people like
to give branding lip service by focusing on
graphic identity and logos, and that’s fine.
But it’s just one part of the equation. The
bigger issue is brand isn’t a logo. It’s the
(often unquantifiable) experience that occurs
when a customer comes into contact with a
company, wherever that contact may occur.
Many of us know this intuitively but often
find ourselves off course when navigating the
rocky road between branding and response,
especially in a medium where response is so
easy to measure. But when you come face to
face with truly effective brand experience,
it’s hard to ignore. I was smacked in the face
with this fact recently at the very stimulating
eNarrative conference at the Hotel @ MIT
in Cambridge, MA. Unlike the myriad of
business-oriented conferences I have the
pleasure to attend and speak at, eNarrative
focuses on the art and theory of digital
media. Between the demos and discussions
it became clear so much of digital media’s
power gets lost when we forget the Web
is from other media. Used correctly, digital
media allow us to do things not possible in
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any other medium. Used pale imitations of
other media result. Interactivity permits truly
immersive experiences that go far beyond
what can be done in print, TV, or radio. These
experiences aren’t merely academic exercises.
They are key to communicating brands
online. fundamentally different incorrectly,
Want an example? Head over to the Boston
Symphony Orchestra’s (BSO’s) Online
Conservatory and poke around. What you’ll
find in the high-bandwidth “Explore” section
is one of the most compelling examples of
communicating the brand and values of an
institution anywhere on the Web. By using
motion, sound, and highly sophisticated (but
beautifully simple) interactive teaching tools,
the BSO’s Online Conservatory does more to
sell the value of a big-city symphony than any
brochure, sell sheet, or TV spot ever could.
Users can view documentaries, interviews
with composers, and even compose their
own music in the style of composer John
Cage. While being sucked in to “play” with
the interactivity, visitors become immersed in
the brand experience of a symphony whose
mission is to educate and entertain the
public.
But are there “results”? You had to ask, huh?
Happily, the short answer is “yes.” The BSO
reports measurable increases in attendance
and subscriptions, as well as large spikes
in traffic for featured composers before
performances. This fact indicates people use
the site in the manner in which it’s intended.
This type of online experience isn’t limited
to nonprofits and arts institutions. Two of
the most successful online marketing efforts,
BMW Films and Life Saver’s Candystand, are

about communicating the brand experience
over generating leads or other “measurable”
metrics. They (and sites like them) immerse
the user in a total brand experience that
lasts far longer than a fleeting glimpse of
a banner or a 30-second spot. Although
BMW’s campaign is about old media (film),
the distribution never could have happened
without the Web. The Candystand’s games
couldn’t exist outside the digital realm. Both
work because they leverage the unique
aspects of the medium, not because they try
to pour old wine into new bottles.
The future of online advertising is more
about applications than ads. It’s about
involving the user in new and unique
experiences that one-way broadcast media
can’t possibly accomplish. You don’t need to
use a full site to accomplish this, as this GE ad
demonstrates. It combines powerful brand
imagery with useful direct measurement
avenues. Measurement will always be
important. But the future lies in interactive
experiences.
http://www.clickz.com/experts/ad/lead_edge/article.
php/2208261
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What’s New? Innovations continue
in second (or third, or fourth)
generation orchestra web sites
By Rebecca Winzenried
Symphony Magazine
July/August 2004
Orchestra-based technology is coming of
age. For proof, just take a spin around that
most basic of new media initiatives, the
web site. The willy-nilly efforts of five years
ago—when eager experiments with elaborate
splash pages and eye-popping designs too
often resulted in chaotic and slow-to-load
sites—have evened out. It’s nice to report
that orchestra web sites have reached a
certain maturity; surfing around today reveals
a fairly consistent level of streamlined and
sophisticated design, rich in content that
matters (schedules, ticket sales, program
notes, orchestra services) and less dependent
upon visual gimmicks that distract from the
mission and the music. Open nearly any
orchestra web site and you’ll find a certain
basic structure: current concerts featured
on the home page, coupled with a menu
listing season calendars, ticket options, news,
musician/music director biographies, venue
info, and more. It’s clear that like a lot of
businesses, orchestras have achieved some
consensus on what kind of web site works
best for their particular operations. Along
the learning curve has been a realization that
web sites can be extremely useful for relaying
indepth materials that don’t quite fit into
traditional marketing or advertising methods,
or in meeting special needs for education
and community outreach. Here are a few
examples we’ve discovered lately.
Learning Curve
This past winter, the Chicago Symphony
Orchestra launched “Parallels & Paradoxes,”
an online “kiosk” offering perspectives
on the music and times of Beethoven and
Schoenberg, in conjunction with a monthlong festival of concerts. The site (www.cso.
org/discovery) aptly plays up the parallels
and contrasts between the two by visually
juxtaposing information about each. Click
on the “Parallels of Faith and Freedom”
concert, for instance, and pull up a box
with Beethoven’s Ninth on the left side
and Schoenberg’s A Survivor from Warsaw
on the right. Jump back and forth to hear
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audio clips, then click on options such as
program notes, timelines, or video of Music
Director Daniel Barenboim discussing the
works. Four sets of concerts are outlined,
including “Paradoxes of New Wine in Old
Bottles,” featuring the Eroica Symphony
and Schoenberg’s Violin Concerto. The site
was developed by the CSO, in conjunction
with the Chicago-based IA Collaborative, as
a way to boost visibility for the festival (it
was promoted in orchestra advertising) and
to share the music director’s insights with
potential concertgoers. Anecdotal evidence
showed that the video clips of Barenboim
were a particularly popular feature.
It follows on the heels of the Boston
Symphony Orchestra’s Online Conservatory,
which debuted last year with a special web
site dedicated to Tan Dun’s The Map. The
BSO commission had its world premiere
on February 25, 2003. The second Online
Conservatory site, launched late in 2003,
dissects Wynton Marsalis’s All Rise, which
was performed by the BSO last December
and will be repeated in July for the opening
night at Tanglewood. Both sites (accessible at
www.bso.org) take visitors on an exploration
of the respective works through video clips
and narration, offering insight into the
composers’ backgrounds as well as historical
context—blues music in the case of All Rise,
and China’s Cultural Revolution for The Map.
There are also fun interactive elements, such
as the chance to create and play your own
blues riff. The expansive sites were developed
in partnership with Northeastern University,
and both have drawn considerable traffic to
the BSO’s primary web site. The Map Online
Conservatory has attracted nearly a million
visitors since its launch, while All Rise has
pulled in about 350,000 to date. Even more,
the BSO noticed an increase in the length of
time visitors were staying on the orchestra
site following each launch, from about seven
minutes on average to twenty minutes.
Both “Parallels & Paradoxes” and the Online
Conservatory are notable in that they appeal
to adults as much as students. Grownups
aren’t used to having much in the way of
their own interactive resources on orchestra
web sites. But ten or fifteen minutes
exploring the many layers of a site like The
Map or All Rise can deepen appreciation
for a new or unfamiliar work. Which can

translate into ticket purchases from curious
listeners. The BSO timed its launch of The
Map Online Conservatory, for instance, to
promote performances of the work in Boston
and at Carnegie Hall, and it credits the site
with helping to sell out performances. More
Online Conservatory projects are planned,
at the rate of two or three a year, but the
existing sites continue to attract fans far and
wide. The BSO has discovered links to the
Online Conservatory from other sites around
the globe.
http://www.symphony.org/news/room/04ja_articles/04ja_
currents.pdf
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Meet the Composer,
Meet the Conductor
Berkshires Week
November 30, 2004
Got your tickets for opening night at
Tanglewood? Then you’ve got to check out
the BSO Online Conservatory, where you
can learn all about composer and trumpeter
Wynton Marsalis and his composition, “All
Rise,” before the concert. If you’re planning
to be in the Shed when Tan Dun leads the
Boston Symphony Orchestra in his own
composition, “The Map,” a multimedia
concerto for cello and orchestra with worldrenowned cellist Yo-Yo Ma, on Saturday, Aug.
7, then the Online Conservatory is available
to help you prep for that concert as well. A
collaboration between the Boston Symphony
Orchestra and Northeastern University,
the Web site combines text, photos, video
and music to create an interactive learning
experience that even the computerchallenged can navigate. Start at www.bso.
org, click on education, go to the left side of
the screen and select “Online Conservatory.”
Easy. Then choose the concert you want to
learn about, check your modem speed, and
you’re in.
Conductor Kurt Masur will lead the Boston
Symphony Orchestra in “All Rise,” Marsalis’
12-movement work, featuring the Lincoln
Center Jazz Orchestra, Marsalis on trumpet,
and the Tanglewood Festival Choruson Friday, July 9. Pulitzer Prize-winning
composer Marsalis’ “All Rise” is an eclectic
work touching on blues, jazz, gospel, and
20th-century classical music, among other
styles from around the world, in what has
been described as a joyous expression of
human interconnectedness. The “All Rise”
Online Conservatory features audio clips from
the work, interviews with Marsalis and Masur,
and other interactive elements designed to
not only educate visitors about the music and
musicians but also to give them a look inside
the work -- the influences behind it, how it
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was created, and how it’s performed. The site
also offers coaching to visitors who might like
to try their hands at writing their own blues
composition. A specially designed timeline,
focusing on jazz and blues greats from
history to present day, gives online visitors a
wide-ranging overview of these two classic
American genres of music.
“The Map” Online Conservatory pairs
audio clips with a video interview of Dun
discussing the creative process behind his
work. Visitors can interactively explore the
various compositional techniques and unique
instrumentation employed, while getting a
glimpse of a source of Dun’s inspiration -- his
homeland, the Hunan province of China.
Chinese- American composer-conductor Tan
Dun’s The Map, Concerto for Cello, Video,
and Orchestra, incorporates filmed field
recordings capturing the musical life of
several Chinese ethnic minorities, creating a
multimedia retracing and preservation of the
composer’s own musical roots. In addition,
guests have an opportunity to “Compose Like
John Cage” through a section devoted to
the American composer whose work inspired
Dun’s compositional methods.
In addition to Tanglewood regulars, the
BSO’s Online Conservatory has brought new
music to thousands of people who might not
otherwise attend a concert. First unveiled in
February 2003, nearly 2 million people have
visited the site. The BSO’s Web site, www.bso.
org, is the largest and most visited orchestra
Web site in the country. A visit to www.bso.
org, whether you will be in the Shed this
summer or not, is a musical education not to
be missed.
http://www.berkshiresweek.com/070104/default.
asp?id=article04

BSO’s Online Conservatory
WDET 101.9 FM
February 7, 2005
Beginning February 7, music lovers across the
country and around the world will be able to
visit and participate in the Boston Symphony’s
newest educational initiative -- the , a stateof-the-art interactive multimedia addition to
the orchestra’s industry-leading website.
The focus of the BSO Online Conservatory will
be the world premiere of Academy Awardwinning (for his score to “Crouching Tiger,
Hidden Dragon”) Chinese-American composer
Tan Dun’s “The Map,” a concerto for cello,
video, and orchestra featuring Yo-Yo Ma as
soloist. This BSO commission will receive its
first performances at Symphony Hall February
20-25, but the will be up and running
beginning February 7, giving visitors to www.
bso.org a sneak peek into this exciting new
work.
The BSO Online Conservatory will augment
the BSO’s already popular website www.bso.
org, the largest and most visited orchestral
website in the country. With close to three
million visits each year, www.bso.org has
generated some $10 million in revenue for
the since its launch in 1996.
Developed in partnership with Northeastern
University, the BSO Online Conservatory
was created to provide BSO website visitors
with the opportunity to develop a greater
appreciation for the music offered by the
Boston Symphony. A video interview with Tan
Dun regarding the creative process behind
“The Map,” along with audio clips from
that work, are among the highlights for the
premiere of the BSO Online Conservatory.
Visitors to the BSO Online Conservatory
will be able to interact with the music on
the program by altering tempo, pitch, and
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instrumentation in passages from the scores
scheduled for performance, giving the
visitor a unique view into the composition
process. In addition, the Online Conservatory
will provide a basic overview of each piece,
identifying key passages and themes as a way
to broaden the concert-going experience. To
supplement the entire learning process, the
BSO Online Conservatory will also include
composer bios, insights into the various works
on the program, a glossary of musical terms,
and a resources list for further exploration
outside the conservatory.
http://66.151.232.17/wdetfm/arts.artsmain?action=view
Article&sid=2&pid=1&id=452171

a studenti e insegnanti tutorial interattivi
appassionanti sulla teoria musicale.

Le 7 note a portata di mouse
Interfree (Italy)
July 17, 2005
Corsi di musica e conservatori virtuali on
line. I fondamenti della teoria musicale, gli
strumenti, gli accordi, la storia, gli aneddoti,
le melodie, il percorso professionale per
fare parte di un’orchestra, lo studio dei
compositori e dei musicisti… tutto questo, e
molto di più, è disponibile su Internet grazie
ai progetti realizzati da alcune importanti
orchestre americane (e non solo). Ecco una
rapida e utile carrellata sul mondo del web
alla scoperta di come si diventa musicisti (con
un occhio particolare ai docenti!). Partiamo
con che illustra la musica classica combinando
informazioni biografiche e analitiche
tradizionali con documentari video, quiz
ed attività interattive. Il sito si focalizza su
alcuni compositori che diventano lo spunto
di letture, ascolti e test. Una serie di giochi
per apprendere la musica moderna (si impara
giocando con le variazioni del tempo, della
tonalità e con gli strumenti per poi riascoltare
il proprio brano).
Passiamo al sito della San Francisco Symphony
Orchestra che si rivolge in particolare ai più
giovani con il suo SFSKids. Grafica allegra,
animazioni e colori vivaci per il “Music Lab”,
ovvero una lezione interattiva sui fondamenti
della musica, come il tempo, il ritmo, la
tonalità, l’armonia e la scrittura. Dentro
il “Music Lab” ci sono il “Composerizer”
per creare la musica, il “Performalator”
per sperimentare la creazione di melodie
e la funzione “Instrumentation” per
scoprire la varietà e il ruolo degli strumenti
in un’orchestra. Il sito Dallas Symphony
Orchestra (con la sezione DSOKids) si rivolge
ai ragazzi, ai loro insegnanti e ai genitori
con lo scopo di fare conoscere la musica
sinfonica, l’orchestra e gli strumenti. DSOKids
incoraggia giovani e adulti a esplorare il
mondo delle sette note attraverso giochi,
attività da svolgere in classe e a casa, esercizi
di ascolto e clip audio. Altro sito degno di
nota è quello di Musictheory che propone

Online ci sono anche un calcolatore di accordi
e un generatore di pentagrammi, (insieme
ad un forum per scambiarsi informazioni
e porre domande). Ai docenti si rivolge
il sito PracticeSpot che vanta oltre 1000
pagine di informazioni, tra guide, articoli
sull’educazione musicale e indicazioni
su come trarre il massimo dall’esercizio.
Non manca un community board dove
incontrare i colleghi e confrontarsi. Un
centro virtuale dedicato alla musica è l’Arts
Alive sviluppato dal National Arts Centre of
Canada. All’interno ci sono una Infozone
con informazioni sui compositori e guide
da scaricare, file audio e video di concerti e
interviste con i musicisti. Nell’Instrument Lab
gli studenti possono scoprire come è fatta
un’orchestra e ascoltare i singoli strumenti.
Sempre per i docenti è utile da consultare
anche il sito dell’ American Music Conference,
l’associazione no-profit dedita alla
promozione dell’educazione musicale. Tra i
prodotti multimediali dell’AMC c’è The music
edge, un programma didattico pensato per
gli adolescenti ai primi passi nel mondo della
musica. Va segnalato, per quanto riguarda
le cose di casa nostra, il sito della Società
italiana insegnamento musicale e EduMus,
su cui si trovano notizie sulla normativa, gli
eventi, la professione e la formazione.
http://contenuti.interfree.it/117/IDNotizia6699.htm
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Boston Symphony Launches its FirstEver Podcast Series on iTunes
Press Release
www.bso.org
April 21, 2006
The Boston Symphony Orchestra has launched
a new series of podcasts of material from its
celebrated Online Conservatory, supporting
the BSO’s two-season survey of the music
of Ludwig van Beethoven and Arnold
Schoenberg and available for subscription
on iTunes (www.itunes.com) now. The BSO
Online Conservatory Podcast series features
audio and video clips, including biographical,
historical, and cultural materials about both
composers, as well as insightful commentary,
photographs, and musical examples.
The BSO Online Conservatory Podcasts
use material from the fifth edition of the
orchestra’s acclaimed Online Conservatory
recently launched on www.bso.org. The
material offers podcast subscribers an
interactive multimedia exploration of the
BSO’s performances of works by Beethoven
and Schoenberg, two of the most influential
composers in history, all to be led by Music
Director James Levine, and encompassing five
BSO programs from January to March 2006.
The series of concerts to be featured on the
Online Conservatory began in January with
Beethoven’s choral masterpiece, the Missa
Solemnis, and concludes March 1-4 with
Schoenberg’s Chamber Symphony No. 1 and
Beethoven’s Symphony No. 9.
Ludwig van Beethoven (1770-1827) and
Arnold Schoenberg (1874-1951) are
unquestionably among the most influential
composers of the 19th and 20th centuries.
Both composers absorbed and mastered the
musical traditions of their respective time
periods, yet both also sought and achieved
new aesthetic and technical means of artistic
expression. There are very few composers
whose musical language evolved to such
a radical degree over the course of their
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output. And since both Beethoven and
Schoenberg worked within such established
forms as symphony, concerto, opera, and
oratorio, the juxta- position of their works
further enhances understanding of their
similarities and differences. The BSO’s
Beethoven/Schoenberg series traces the
broad arc of their output, so the music of
one is illuminated and refreshed by being
programmed with the music of the other.
The Online Conservatory Podcasts build on
the success of the BSO’s Online Conservatory
format - developed in partnership with
Northeastern University and first launched
in 2003 in conjunction with the Boston
Symphony Orchestra’s world premiere
performances of Tan Dun’s The Map,
Concerto for Cello, Video, and Orchestra,
featuring Yo-Yo Ma. Interested subscribers
can find a link to the BSO’s Online
Conservatory Podcast by visiting www.bso.
org. The BSO’s website, www.bso.org, is the
largest and most visited orchestra website
in the country, with close to 4.6 million visits
each year, generating nearly $25 million in
revenue for the BSO since its launch in 1996.
It is powered by the EMC Corporation.
http://www.bso.org/itemB/pressRelease.
jhtml?id=21800027&area=com

Boston Symphony Launches Podcast
By Ben Mattison
Playbill Arts
April 23, 2006
The Boston Symphony has created a free
podcast that offers video lectures about
its two-year Beethoven/Schoenberg series,
the orchestra announced. The videos,
which range in length from one to five
minutes, discuss important works by the two
composers, illustrated with still photographs,
paintings, images of scores, video, and
musical examples. They originated on the
orchestra’s ambitious web site as part of its
three-year-old Online Conservatory project,
but are now available through Apple’s iTunes
music store.
The videos can be watched in the free
iTunes software or downloaded onto a
video-enabled iPod. The BSO’s Beethoven/
Schoenberg series, conducted by music
director James Levine, began this past winter
with performances of Beethoven’s Missa
Solemnis and Symphony No. 9, Schoenberg’s
Gurrelieder and Pierrot Lunaire, and other
works. It concludes next season.
http://www.playbillarts.com/news/article/4399.html

American orchestras look to the
download future
By Laurence Vittes
Gramophone
June 16, 2006
When the annual conference (‘New Visions
for New Times’) of the American Symphony
Orchestra League convened in Los Angeles
on June 1, everyone seemed to be in heaven
thanks to a May 28 article in the by Alan
Kozinn which concluded that ‘there is
immensely more classical music on offer now,
both in concerts and on recordings, than
there was in what nostalgists think of as the
golden era of classics in America.’
Kozinn singled out the internet as having
become ‘a primary resource for classical
music: the music itself as well as information
about it,’ and reported that 12 percent of
Apple’s iTunes overall sales (three billion
tracks in its first three years) were of classical
music, four times classical music’s share of
the CD market. Kozinn cited these figures
as showing that ‘downloaders are a new
market, not simply the same consumers
switching formats’, obviously music to an
orchestra’s ears. Although industry insiders at
the conference disputed some of the figures
quoted by Kozinn, the potential of internet
recordings, and the means and logistics of
exploiting them, was a very hot topic. The
startling success of last year’s BBC Beethoven
downloading experiment was an often heard
mantra, as were the initial sales figures for
Universal’s downloads of live New York and
Los Angeles Philharmonic concerts.
The participants on an internet recording
panel looked particularly happy. Moderated
by Douglas McLennan, founder and editor
in chief of ArtsJournal.com, one of the most
useful online culture portals, the panel
included representatives from the orchestras
in San Francisco, Los Angeles and Milwaukee;
from Universal Classics; the Independent
Online Distribution Alliance (IODA), which

distributes thousands of releases from
independent labels to digital music outlets
around the world; and the American
Federation of Musicians (AFM).
Among the main points was the difficulty
or organising classical music online because
its key metadata (composers, performers,
titles, work structures, etc.) are so much more
complex than those for the pop music which
is the iTunes model. In other words: How to
find what you’re looking for!
The Milwaukee Symphony’s principal violist
Robert Levine talked enthusiastically about
online sales of live concerts including some
to be recorded with a binaural Neumann
microphone which might well appeal
to listeners who are increasingly using
headphones as their primary listening
medium.
The big players still remain the major labels
which are determined to control distribution
and space on the internet as they once
controlled distribution and physical space in
bricks and mortar retailers. IODA, meanwhile,
represents a different business model. It
remains to be seen whether any of these
models will actually make money, and for
whom.
The Los Angeles Philharmonic’s Joan
Cummings said that after financial analysis,
the live concerts project with Universal was
seen ‘as an investment to be part of the
world, not to make money’. (It has since
led to an actual recording with DG, Rite of
Spring conducted by Salonen, but whether
that recording, intended for CD, is a money
making proposition is another question
altogether.)

‘make no distinction between Led Zeppelin,
Techno, and classical music. They’ve heard
that Beethoven is really great, or that
Tchaikovsky writes good tunes, and they
download.’
The Boston Symphony, which recently
recorded more than 100,000 downloads
of its first-ever podcast series on iTunes,
featuring material from the BSO’s online
conservatory Beethoven and Schoenberg
‘project’, is planning more internet related
activity including archival material. ‘Once
we’re underway’, a Symphony spokesperson
commented, ‘we’re confident that we will
absolutely sell a lot of material.’
The most important development may have
been an announcement by the AFM’s director
of symphonic services, Laura Brownell, that
a new contract covering internet recording
from live concerts, plus maybe a ‘patch
session’ on the side, may be ratified as early
as July. At the end of the panel, moderator
McLennan asked each member whether CDs
would still be around in 10 years. The answers
were yes, don’t know and, from Levine, a
very positive no (‘bandwidth trumps plastic’).
Universal’s Jonathan Gruber, vice president of
new media, posed what he believed a more
pertinent question: ‘What kind of recordings
are going to be made: live, nearly live, more
live, or polished live?’ Whatever else is true,
it will be crucial that credible media resources
continue to provide guides to what is
available, its quality and desirability.
http://www.gramophone.co.uk/newsMainTemplate.asp?s
toryID=2574&newssectionID=1

Both before and after the panel, ASOL
members had the internet on their minds.
Minnesota Orchestra president Tony
Woodcock said that young people in their
20s, without a background in classical music,
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NU-BSO iCollaboration Online
Conservatory marks 100,000
podcasts
The Northeastern Voice
By Susan Salk
September 26, 2006
Without dressing up and waiting in ticket
lines, more than 100,000 have listened
to orchestral masterpieces and music
history through a collaboration between
Northeastern University and the Boston
Symphony Orchestra.
Since April, free podcasts of video lectures
narrated by associate professor Anthony
De Ritis, chairman of Northeastern’s music
department, and featuring works of the great
composers, have been offered through the
online music service iTunes.
Using still photography, paintings, images
of scores, video and musical examples, De
Ritis tells the story behind the music in threeminute snippets designed to capture the
imaginations of music fans at all levels.
“There have been studies that show roughly
23 percent of music consumers cite classical
music as their favorite, yet only 3 percent
attend musical concerts,” De Ritis said. “So,
the BSO is trying to figure out new ways to
attract consumers.”
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Since the podcasts went live, the site has
logged more than 100,000 downloads
of the Online Conservatory’s Beethoven
and Schoenberg series. Beethoven’s
Missa Solemnis and Ninth Symphony, and
Schoenberg’s Gurrelieder and Pierrot Lunaire
were conducted by music director James
Levine.
And guiding the listener gently is De Ritis.
Whether he describes the history of a score
or biographical details about a composer’s
life, De Ritis adds details and information
not typically available at an orchestral
performance. “This is an opportunity for the
audience to learn historic content and take a
guided tour through the music,” said De Ritis,
noting that the BSO hopes to attract a wide
range of listeners to the online experience.
De Ritis, who conceived and executed the
Online Conservatory more than three years
ago, along with colleague Ann McDonald
of the visual-arts department, couldn’t be
happier about how well the university-BSO
collaboration is going. Not only are more
people tuning in, but they are also seeing
the Northeastern logo on every page they
download — marketing to an important
segment of the population.

“The BSO-Northeastern collaboration is
an example of how we can reach success
by combining our talents through new
methods,” De Ritis said.

www.voice.neu.edu/030318/030318_5_7.pdf

SEVEN BOSTON ARTS
ORGANIZATIONS RECEIVE
EXCELLENCE AWARD GRANTS
TOTALING $4.6 MILLION FROM
THE WALLACE FOUNDATION TO
PIONEER EFFECTIVE PARTICIPATIONBUILDING PRACTICES
Press Release
The Wallace Foundation
October 25, 2006
Boston, October 25, 2006 – In recognition
of their commitment to community and
audience building activities, The Wallace
Foundation today announced Excellence
Award grants totaling $4.6 million to seven
leading Boston arts organizations. The Boston
Symphony and Museum of Fine Arts will
receive challenge grants of $1.1 million each
and the Boston Lyric Opera Company, From
the Top, Huntington Theater, The Institute
of Contemporary Art and Isabella Stewart
Gardner Museum will receive program
grants of $368,000 to $500,000, for a total
Foundation investment of $4.6 million. The
awards will be announced October 25, 2006,
at The Boston Foundation by The Wallace
Foundation President, Christine DeVita.
The Wallace Foundation Excellence Awards
were created to support exemplary arts
organizations to pioneer effective practices
to engage more people in high-value arts
activities. The Awards are an important
part of the Foundation’s efforts to develop
and share effective ideas and practices for
enhancing arts participation and bringing the
powerful benefits of the arts to all.
In addition to the Excellence Awards, The
Wallace Foundation is collaborating with The
Boston Foundation and the Massachusetts
Cultural Council to create a Learning
Network for all Boston arts organizations
and to foster arts engagement in Boston.
The collaboration, funded by a grant to the
Boston Foundation from Wallace, will inform
and support the participation-building work
of many arts organizations throughout the
city.

This current collaboration is built on long
and significant relationships between The
Wallace Foundation and both The Boston
Foundation and the Massachusetts Cultural
Council. In particular, The Boston Foundation
began its arts funding with a major grant
from the Lila Wallace-Reader’s Digest Fund
(which was later subsumed by The Wallace
Foundation) in 1997. The Massachusetts
Cultural Council participated in its START
Initiative, designed to give local cultural
councils and communities the tools to build
lasting relationships, with a major Wallace
grant in 2003. By adding further support to
local arts organizations, the collaboration
will promote the effective exchange of
knowledge -- extending the benefits of this
work to many other organizations beyond
those that receive individual awards. The
initiative will include a series of seminars/
workshops and potential technical assistance
on market research and evaluation of
audience development efforts.
The Foundation is taking a city-based
approach to its arts funding to help improve
arts participation across a whole community.
Wallace chose Boston as one of the first
two sites for this new effort because of
the city’s high concentration and variety
of arts organizations and because of the
congruence of these grants with Wallace’s
support of Boston After School & Beyond
with a multi-year grant to improve citywide delivery of high-quality out-of-school
time programming to children who need it
most. Chicago is the other city chosen for
Wallace Excellence Awards grants in 2006.
“The Excellence Awards honor organizations
that have made a commitment to engage
more people deeply in the arts part of their
DNA,” said DeVita. “We created these awards
to encourage organizations to sustain and
expand the impact of their work with local
constituencies, to draw national attention
to the importance of engaging more people
in the arts and to generate an assortment
of useful, broadly-applicable lessons and
practices that will be helpful to the field.”
“We applaud The Wallace Foundation for
its sustained commitment to the cultural
life of Greater Boston,” said Mary Kelley,
Massachusetts Cultural Council’s Executive
Director. “Its earlier grants to the MCC and
The Boston Foundation enhanced both

organizations’ ability to better serve the
public. Now these new investments will result
in stronger institutions capable of bringing
outstanding arts and cultural experiences to
more of our citizens.” “The arts are vital to
a thriving civic life, and these awards both
honor that fact and strengthen the work of
seven very important institutions,” said Paul
S. Grogan, President and CEO of The Boston
Foundation. “It is especially significant to be
recognized by a national organization with
the stature of The Wallace Foundation, and
The Boston Foundation is delighted to join
a partnership designed to get more people
involved more deeply with the arts.” Twenty
innovative institutions across the United
States received Excellence Award Grants
from The Wallace Foundation in 2004 and
2005, among them: Arena Stage, Alvin Ailey
American Dance Theater, Ballet Hispanico,
the Des Moines Art Center, El Museo del
Barrio, Jazz at Lincoln Center, the New Jersey
Performing Arts Center, Real Art Ways and
the San Francisco Symphony.
CHALLENGE GRANTS
Boston Symphony Orchestra, founded
in 1881, offers performances that cover
the full range of the symphonic and pops
repertoire and provides educational and
training programs at the highest level of
excellence. Each season, the BSO presents
an average of 27 programs in nearly 100
concerts at Symphony Hall, 21 concerts in
the summer months at Tanglewood, an
annual concert series at Carnegie Hall and
17 Youth and Family concerts. The Boston
Symphony Orchestra will receive a $1 million
endowment to be matched one-to-one
within four years and $120,000 over four
years for data collection and analysis. The
BSO will enhance and expand internetbased marketing, education and recorded
music distribution, including the Symphony’s
successful Online Conservatory targeting
children, teens, families and adults using
online interactive technologies to engage
audiences more deeply.
http://www.wallacefoundation.org/NewsRoom/
NewsRoom/PressRelease/SevenBostonArtsOrganizations.
htm
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Per Mausklick zu Beethoven
By Bettina Brinker
Hamburger Abendblatt (Germany)
November 1, 2006
Schon mal per Mausklick mit dem JazzTrompeter Wynton Marsalis um die Wette
improvisiert? Oder im Sinne Schönbergs eine
Zwölftonreihe gespielt? Wer die Website des
Boston Symphony Orchestras besucht, taucht
schnell in die Klangwelt der Komponisten
von gestern bis heute ein (www.bso.org/
conser vatory). Ohne Berührungsängste,
denn das “Online-Konservatorium” macht
Musikgeschichte wieder lebendig. So, als
wäre man per Du mit den ehrwürdigen
Künstlern.

Vom 2. bis 4. November bieten namhafte
Referenten in der Theaterakademie
Hamburg Einblicke in die Entwicklung
der interdisziplinären Zusammenarbeit
von Technologie, Wissenschaft, Kunst und
Vermittlung.
Zum Auftakt heben Musiktheater-Regieund Multimedia-Kompositions-Studenten
ihr Projekt “Voiceover” aus der Taufe.
“Ein interessanter kreativer Prozess”,
meint Dramaturg Albrecht Faasch von der
Hochschule. “Wir wollen in der Verbindung
von Musik mit digitalen Medien Alternativen
für die Fortentwicklung und den Fortbestand
Neuer Musik aufzeigen”, erklärt Hajdu die
Idee des Kongresses, bei dem sich nicht nur
per Mausklick ein Fenster in die Welt(-Musik)
öffnen soll.
http://www.abendblatt.de/daten/2006/11/01/632630.
html

Analysen, die Note für Note Beethoven- oder
Carter-Sinfonien erklären und vorspielen,
finden sich hier ebenso wie der BluesCrashkurs mit Marsalis, Quizfragen oder
Biografien, die dokumentarisches Material
in Wort, Ton und Bild spannend aufbereiten.
Wer sich durchklickt, bekommt schließlich ein
Gefühl dafür, wie die Tonsetzer komponiert
haben.
“Das Internet bietet die Möglichkeit, das
Publikum interaktiv über die Musikwerke
zu informieren, die sie im Konzert gehört
haben”, erklärt Anthony De Ritis von der
Northeastern University Boston, der das
Programm entwickelt hat. Außerdem, so De
Ritis, ermögliche man jungen Menschen einen
Zugang zur klassischen Musik. In Zeiten,
in denen das Klassikpublikum immer älter
werde, müsse man offen für neue Formen der
Vermittlung sein.
Nach Hamburg ist Anthony De Ritis
gekommen, um einem breiten Publikum sein
Internet-Programm vorzustellen - im Rahmen
des ersten internationalen MultimediaKongresses “Connecting Media”, den der
Musikhochschul-Professor Georg Hajdu
federführend organisiert hat (gefördert
vom Bundesministerium für Bildung und
Forschung).

Sette note, un computer, internet.
Ed è tutta un’altra musica
Sophia.it (Italy)
November 27, 2006
Venite alla scoperta di Tan Dun’s The Map,
Concerto for Cello, Video and Orchestra
e di tutti gli altri programmi visitando il
nostro conservatorio online interattivo.
Esplorate, scoprite e imparate! Il BSO
Online Conservatory Accanto ai concerti
della Boston Symphony alla Symphony Hall,
questo programma sarà il pezzo forte delle
nuove iniziative didattiche dell’orchestra.
BSO Online conservatory è una realizzazione
multimediale interattiva sviluppata con
la Northeastern University. Il BSO Online
Conservatory offrirà agli amanti della musica
un’opportunità per esplorare alcune delle
dimensioni più affascinanti delle esibizioni
dell’orchestra attraverso il potere di Internet.
I visitatori del conservatorio online possono:
esplorare passaggi chiave e temi di ogni
brano musicale vedere documentari sulla
vita di ogni compositore e il contesto storico
in cui scrisse le sue opere saperne di più sui
concetti musicali che sono rappresentati da
ogni brano musicale guardare interviste con
il direttore e membri dell’orchestra quando
vi sentite pronti, testare la vostra conoscenza
del programma! Il BSO Online Conservatory
è stato creato per dare ai visitatori del sito
della BSO l’opportunità di sviluppare un
maggiore apprezzamento per la musica
offerta dall’orchestra. Una videointervista con
Tan Dun sul processo creativo che sta dietro il
suo nuovo lavoro, insieme a clip audio, sono
tra i materiali della premiere del BSO Online
Conservatory. Oltre alla premiere di The Map,
il BSO Online Conservatory esplora la musica
di Shostakovich, Cage, e Britten. Commennti
video del BSO Artistic Administrator Anthony
Fogg e interventi audio del professore della
Northeastern Anthony De Ritis daranno ai
visitatori la possibilità di osservare in maniera
approfondita i temi comuni alle opere in
programma.
http://www.sophia.it/app/WebObjects/News.woa/wa/
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Online konzervatórium leendo
zeneszerzoknek
Oktopusz (Hungary)
January 10, 2007
Anthony P. De Ritis, a Northeastern
University zeneprofesszora néhány
kollegája és tanítványa segítségével nem
mindennapi weboldalt hozott létre a
Bostoni Szimfónikusok számára. Az online
konzervatórium a hagyományos életrajzi
adatok és elemzések mellett filmekkel,
tesztkérdésekkel, és interaktív kísérletek
lehetoségével csábítja látogatóit.
A weboldal négy zeneszerzo, Dimitrij
Sosztakovics, Benjamin Britten, John Cage
és Tan Dun munkásságával foglalkozik,
akiknek muveibol a Bostoni Szimfónikusok
egy koncertsororozatot adtak, melyet Tan
legújabb muvével, a Térkép-pel kezdtek.
A lelkes szerkesztok minden zeneszerzo életét
egy nagyon részletes dokumentumfilmben
mutatják be, amelyet maguk készítettek és
amely rengeteg képet, filmet, zenei idézetet
illetve szöveges hangmagyarázatot tartalmaz.
Mivel sok esetben szorosan együttmuködtek
a bemutatott muvésszel, így hozzájutottak
máshol még nem publikált anyagokhoz is.
Az oldal a kortárs klasszikus zene alapeszméit
is igyekszik bemutatni. Sokat tanulhatunk
például a John Cage-féle „megfontolt
improvizáció” elméletérol egy interaktív
játék segítségével, amelyben a zeneszerzo
zongoraszonátáinak egyes részleteit
jelképezo színes négyzetek kiválasztásával
elkészíthetjük a zenemu saját feldolgozását.
A komponálás során fellépo választási
lehetoségekkel ismerkedhetve eljátszhatunk
a mu tempójával, hangnemével, és
megváltoztathatjuk a hangszerelést is.
http://oktopusz.hu/mss/alpha?do=9&st=42&m289_
doc=376&pg=223&p4j1i=289
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