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July 29, 2003
Joshua Worby
Princeton Symphony Orchestra
P.O. Box 250

Princeton, NJ 08542-0250
Dear Mr. Worby:

The New Jersey State Council on the Arts is pleased to issue a Citation of Excellence for
the grant cited above. This is given because, in the estimation of all persons serving on the
panel that reviewed your application, the organization supported by the grant exhibits the
highest standards of excellence in its artistry, operations, governance, public benefit, and
fulfillment of areas of special Council interest.

We hope the staff and board of your organization can feel very proud of this distinction.
It is based upon extensive review by your peers in the field and expresses their full
consensus. Later this fall you will be invited to attend a gathering with your board and
legislators to receive your certificate.

On behalf of the Council, we wish you continued success and thank you for the contributions
your organization makes to the cultural life of our state. We are honored to be able to
work with you.

Sincerely, ¢

David A. Miller Lo [\ "

Executive Director 1@ 0“1 :hz ’q‘“QV col “"
Yo 2 pr 0 *




Program

MARK LAYCOCK, Conducting
Wolfgang Basch, Piccolo Tiumpet

RAFF Jubilee Overture, Op. 103

SCHOENFIELD Vaudeville

I.  Overture
II. Bear Dance
1. Klezmers
IV.  Sketches
V. Carmen Rivera

WOLFGANG BASCH

INTERMISSION

BERLIOZ Episode from the Life of an Artist:
Fantastic Symphony in five movements

PART ONE:
Reveries and Passions.

The author imagines that a young musician, afflicted with that moral disease that a well-known
writer calls the vague des passions (“wave of passions”), sees for the first time a woman who
embodies all the charms of the ideal being he has imagined in his dreams, and he falls
desperately in love with her. Through an odd whim, whenever the beloved image appears
before the mind’s eye of the artist it is linked with a musical thought whose character,
passionate but at the same time noble and shy, he finds similar to the one he attributes to

his beloved.

This melodic image and the model it reflects pursue him incessantly like a double idée fixe.
That is the reason for the constant appearance, in every moment of the symphony, of the
melody that begins the first Allegro. This passage from this state of melancholy reverie
interrupted by a few fits of groundless joy, to one of frenzied passion, with its movements
of fury, of jealousy, its return of tenderness, its tears, its religious consolations — this is the
subject of the first movement.
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PART TWO:
A Ball.

The artist finds himself in the most varied situations — in the midst of the tumult of a party,
in the peaceful contemplation of the beauties of nature; but everywhere, in town, in the country,
the beloved image appears before him and disturbs his peace of mind.

PART THREE:
Scene in the Country.

Finding himself one evening in the country, he hears in the distance two shepherds piping a
ranz des vaches in dialogue. This pastoral duet, the scenery, the quiet rustling of the trees gently
brushed by the wind, the hopes he has recently found some reason to entertain — all concur
in affording his heart an unaccustomed calm, and in giving a more cheerful color to his ideas.
He reflects upon his isolation; he hopes that his loneliness will soon be over — But what if
she were deceiving him! — This mingling of hope and fear, these ideas of happiness disturbed
by black presentiments, form the subject of the Adagio. At the end one of the shepherds
again takes up the ranz des vaches; the other no longer replies. — Distant sound of thunder
— loneliness — silence.

PART FOUR:
March to the Scaffold.

Convinced that his love is unappreciated, the artist poisons himself with opium. The dose of
the narcotic, too weak to kill him, plunges him into a sleep accompanied by the most horrible
visions. He dreams that he has killed his beloved, that he is condemned and led to the scaffold,
and that he is witnessing his own execution. The procession moves forward to the sounds of a
march that is now sombre and fierce, now brilliant and solemn, in which the muffled noise
of heavy steps gives way without transition to the noisiest clamor. At the end of the march
the first four measures of the idée fixe reappear, like a last thought of love interrupted by the
fatal blow.

PART FIVE:
Dream of a Witches’ Sabbath.

He sees himself at the Sabbath, in the midst of a frightful troop of ghosts, sorcerers, monsters
of every kind, come together for his funeral. Strange noises, groans, bursts of laughter, distant
cries which other cries seem to answer. The beloved melody appears again, but it has lost its
character of nobility and shyness; it is no more than a dance tune, mean, trivial and grotesque:
it is she, coming to join the Sabbath. — A roar of joy at her arrival. — She takes part in the
devilish orgy. — Funeral knell, burlesque parody of the Dies, Irae, Sabbath round-dance. The
Sabbath round and the Dies Irae combined.”

Large print programs available by request.

This program is funded in part by the New Jersey
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_ About Us
Princeton Symphony Orchestra

MARK LAYCOCK, MUSIC DIRECTOR

Now in his eighteenth season as music director, Mark Laycock has

deftly shaped the Princeton Symphony Orchestra into a nationally
recognized, mature and acclaimed ensemble that received a Citation
of Excellence from the New Jersey State Council on the Arts in
2003. He is well known for his innovative programming and his ability
to provide the audience with an understanding and accessibility to
the music that remains unique in the concert going experience.
Mr. Laycock was initially trained as a violist under the tutelage of the Curtis String Quartet.
In 1979, he won the Leopold Stokowski Memorial Conducting Competition and the
opportunity to conduct the Philadelphia Orchestra. He was then twenty-one and the second
youngest ever to conduct that orchestra. He carries the distinction of being the only non-Russian
invited to appear at the Moscow Autumn Festival, performing at Tchaikovsky Hall in 1988,
and has conducted the Philharmonia Orchestra at the Royal Festival Hall and the Barbican
Centre in London. His guest conducting appearances include multiple reengagements with
the Philadelphia Orchestra and the Montreal Symphony Orchestra, and a recent debut to great
acclaim at the famed Palacio de Bellas Artes in Mexico City. Mark Laycock was also Music
Director of Orchestra London Canada from 1995 to 1998 and Associate Conductor of the
New Jersey Symphony from 2000 —2003. He resides in Princeton with his wife and two children.

ABOUT THE PRINCETON SYMPHONY ORCHESTRA

Whether performing the classical masterworks or introducing music by the most innovative
contemporary composers, the Princeton Symphony Orchestra is widely regarded as one of
the region’s finest musical organizations, renowned for its excellence in presenting unusual
and challenging programs. The Princeton Symphony Orchestra is greater Princeton’s only
resident professional orchestra and performs its subscription series in Princeton University’s
beautiful and historic Richardson Auditorium. Last season PSO performed the American
premiere of Daylight Divine by Augusta Read Thomas, and in past seasons presented American
Salute July 4th concerts, annual Holiday Pops concerts, a Waterloo Festival Concert and the
Millennial Celebration of Sacred Music, including the Festival of Hymmns and the All-Bach
New Year’s Day program. PSO also produces BRAVO!, an educational outreach series with
performances in schools, at Richardson Auditorium, and the State Theater in New Brunswick.

Founded in 1980 by the late Portia Sonnenfeld, the Symphony was originally comprised of
amateur music lovers in the Princeton area who presented two or three informal concerts
each year. The Princeton Symphony Orchestra was restructured as a professional group in
1983 and, under the leadership of Mark Laycock since 1986, has developed into an incredibly
versatile ensemble, with the ability to shift styles dramatically and perform a wide variety of
orchestral works ranging from the sixteenth century to the present, from classical to jazz.
The artists and soloists who have appeared in concert with the PSO include the Louisiana
Repertory Jazz Ensemble, the American Boychoir, Leon Bates, John Chancellor, John Cheek,
Linda Hohenfeld, Joan LaBarbara, Chantal Juillet, Emily Mann, Bernard Rands, Sharon
Sweet, Tania Leon, Joel Quarrington, Anthony Hewitt, Arve Tellefsen, Cynthia Clarey, Vladimir
Ovchinnikov, and Representative Rush Holt.
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_ Guest Artists
Princeton Symphony Orchestra

WOLFGANG BASCH, PICCOLO TRUMPET

Wolfgang Basch, piccolo trumpet, was born in Wiesbaden,
Germany. The work he will perform on today’s program,

Paul Shoenfield’s Vaudeville, was written by the composer expressly
for Mr. Basch. Since 1976 he has been Principal Trumpet of Opera
Frankfurt. Mr. Basch has performed with Worldwide Solo Concerts,
and at the invitation of several orchestras and festivals, among them
the Bamberg Sinfony, Chamber Orchestra of the St. Petersburg
Philharmonic, Orpheus Chamber Orchestra, Jerusalem Symphony Orchestra, Israel Chamber
Orchestra, Radio Symphony of Berlin and Saarbriicken, Israel Festival, Bach Festival at
Carmel (since 1985), Schleswig-Holstein und Rheingau-Musik Festival, Berliner Festwochen,
London Bach Festival. He has recorded several CDs of trumpet concertos and chamber music.
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2 Mozart & PN hambe
At the Montgomery Center for the Arts 1860 House

All performances at 4:00 pm
October 19,2003

November 23,2003

December 7,2003

January 11,2004

February 8,2004

March 7,2004

April 18,2004

It's a match made in heaven when two of the area’s finest cultural
institutions team up with another “institution” named Mozart - .
plus a dazzling array of international masters of all periods. Soul- ( =, ' ; % ..,
satisfying performances by the critically acclaimed musicians of the
PSO, in small ensemble programs hand-picked by Music Director
Mark Laycock, are presented in the intimate gallery setting of the
Montgomery Center for the Arts’ historic 1860 House. Substantial
savings over the single ticket price when you subscribe to

all seven, or design a 3-concert package that suits your schedule.

Sponsored in part by Amboy National Bank

oy, |[a

Amboy National Bank

/]
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LIVE AT RICHARDSON AUDITORIUM

PRINCEYON

NOVEMBER 9, 2003

JANUARY 18, 2004

MARCH 14, 2004

APRIL 25, 2004

Retur

4-CONCERT PACKAGE: $137, 5116, $87, $40.
SINGLE TICKETS: $40; $35, $26, $12.

Princeton Symphony Orchestra
P.0.Box 250
Princeton, NJ 08542

ABK LAYCQCK
" MUSIC DIRECTOR

SPECIAL 4-CONCERT PACKAGE

FROM RUSSIA WITH LOVE

Yuri Mazurkevich, violin

Kabalevsky Overture to Colas Breugnon
Shostakovich Violin Concerto
Prokofiev Symphony No.7

TAKE LE METRO TO NASSAU STREET

Peter Odrekhivskyy, accordion

Schumann Overture to Hermann and Dorothea
Ibert Divertissement

Koprowski Accordion Concerto

Bach Toccata and Fugue in D Minor

Poulenc Sinfonietta

QUENCH YOUR THIRST

Reiko Uchida, piano

Heinichen Concerto in G Major

Mozart Piano Concerto No. 17 in G Major
Beethoven Symphony No.7

LOVE FROM A DISTANCE

Vladimir Ovchinnikov, piano

Saint-Saéns Overture to La Princess Jaune
Rachmaninoff Piano Concerto No.2

Dvorak Symphony No. 9 “From the New World”

b ,
n Engagemeﬂf-

Programs, dates, times, artists subject to change.

Phone: (609) 497-0020 PRINCETON
Fax: (609) 497-0904 SYMPHONY
www.princetonsymphony.org ORGCHESTRA

__ Program Notes

LAURENCE TAYLOR The stage is set for every PSO subscription
series concert with the brilliant and colorful insights of the
inimitable Professor Laurence Taylor. A composer and musicologist
(as well as PSO violinist), Taylor taught at Columbia University
and The College of New Jersey, studied under Nadia Boulanger,
and performed under Otto Klemperer, Pierre Boulez and Colin
Davis. The program notes he pens for each PSO subscription
series concert have been singled out by critics for their clarity, wit,
and educational value for all ages. For this program, Maestro Mark
Laycock has provided the notes for the first two works.

Joachim Ralf (1822-1882)

JUBILEE OVERTURE

The opening work on today’s program offers the kind of unexpected musical
surprise for which the Princeton Symphony Orchestra is so well known. Without
giving too much away, it is a profoundly patriotic American work even though it
was written in Wiesbaden in 1864.

German-Swiss composer Joachim Raft was born five years before the death of
Beethoven and died fifteen years before the death of Brahms (for further perspective,
George Gershwin was born one year after Brahms died, and Aaron Copland came
into the world three years after Brahms’ departure). Raft’s life therefore spanned
the age of German musical Romanticism in which Mendelssohn, Schumann,
Weber, Liszt, and Wagner all called upon the French horn to summon magical
creatures from the depths of enchanted forests.

Raft now represents one of the footnotes of music history, but he was prolific in
his compositions, and in his later years enjoyed great fame, along with Wagner and
Brahms, in Germany and abroad as one of the masters of “modern” music. Even
his harshest critics at the time praised some of his works as being significant and
ageless, though many of those works are all but forgotten today.

Raft’s earliest recognition came from Felix Mendelssohn, who recommended
two of the younger composer’s piano works for publication in 1844. Additional
encouragement came soon afterward from Franz Liszt, who at first procured for
Raff a job working for a publisher in Hamburg, and then later employed Raff
from 1850-1856 under his own roof in Weimar as a full time assistant in copying
parts and helping the Kapellmeister with occasional orchestrations of the master’s
music. The bulk of Raft’s own compositions came after this time, including eleven
symphonies (eight of them programmatic), six operas, and numerous works for
chorus, voice, orchestra, and piano. A remarkable aspect of Raff’s music is that
although larger forces were available to him, Raff never scored his works for
anything other than a Beethoven-sized orchestra.

From 1877 until his death, he was the Director of the Hoch Conservatory in
Frankfurt, where he established a class for women composers (the first of its kind
in Germany), and hired Clara Schumann as well as other women onto the faculty.
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Laurence Taylor

Among his pupils at the Conservatory was the American composer Edward
McDowell. Indicative of the high regard for Raft’s contributions to Teutonic
music, in 1903 the noted conductor Hans von Biilow gave a substantial contribution
in order that a monument be erected over Raft’s grave in Frankfurt.

After an initial roll in the timpani, the Jubel-Overture introduces its main melody
softly in the strings, alternating stanzas with the winds in its initial presentation.
The melody is treated in a variety of ways, from the addition of counterpoint in
various orchestral voices to an accompaniment that is reduced to only the soft
pizzicati of the first violins. The rhythmic development of the theme fosters a
hymn-like response from the full orchestra before a new and lyrical theme is
introduced by the woodwinds, leading to a thoughtful repose. The initial melody
is resurrected canonically and quickly bursts into a full and sonorous statement of
the theme accompanied by a Tannhduser-like employment of the violins. The coda
provides a triumphant finish to a work in which we hear the influences of
Mendelssohn, Schumann, and Wagner, all of whom contributed significantly to a
composer whose life and works should not be forgotten. — Mark Laycock

With The New Jersey Tap Ensemble and the Princeton High School Chorus

December 14, 2003, 4:00 pm

A Princeton tradition that brings
audiences to their feet! Join us for
holiday favorites, special guests, and
be sure to warm up those vocal
chords for the annual sing-along!
PSO POPS! Family Holiday Concert
delights the young and young-at-
heart, the seasoned connoisseur
and the first-timer. Joining us this
year are the dazzling New Jersey
Tap Ensemble and the Princeton
High School Chorus, for eye-and-

ear-popping fun.
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Order your tickets early.
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Paul Schoenfield (b.1947)

VAUDEVILLE

Paul Schoenfield is one of an increasing number of composers whose music is
inspired by the whole range of musical experience: Popular styles both American
and foreign, vernacular and folk traditions, as well as the “normal” historical
traditions of cultivated music-making, often treated with sly twists. In a single
piece he frequently mixes ideas that grew up in entirely different worlds,
making them talk to each other, so to speak, and delighting in the surprises their
interaction evokes.

Mr. Schoenfield, who has studied mathematics as well as music, holds degrees from
Carnegie-Mellon University and the University of Arizona. He has lived on a
kibbutz in Israel, and was for many years a freelance composer-pianist in the
Minneapolis-St .Paul area. He has received awards from many of the major arts
organizations in the USA.

Of the work on today’s program, Mr. Schoenfield writes:

Vaudeville, a concerto for piccolo trumpet written for Wolfgang Basch,
represents a desire I had for several years to compose a work patterned
after Robert Schumann’s piano masterpiece Carnaval. Like the Schumann
work of 150 years earlier, I have employed simple formal schemes
throughout, preferring unaffected thematic transformation to lengthy and
ornate development as a unifying procedure.

Stylistically and in matters of scoring, this concerto attempts to capture
the effervescent sounds and moods of vaudeville theater, while simultane-
ously providing a rarely heard solo instrument (the piccolo trumpet) an
opportunity to demonstrate its prowess. Vaudeville, of course, was the var-
ied entertainment which found its way into American theaters during the
early part of the twentieth century. A typical show opened with an orches-
tral overture, which might be followed by an animal act, and then a dance
troupe from abroad. In between the eight or nine acts, there was usually a
Master of Ceremonies (represented here by the piano) who would intro-
duce the various performers and perhaps tell a few jokes about oysters or
mothers-in-law.

The work adheres closely to the vaudeville format. For example, after an
Opverture, the second section, Bear Dance, depicts a barnyard ballet, while
the third section, Klezmers, portrays a party of vulpine village minstrels
from Eastern Europe. The fourth section, Sketches, consists of a clown
routine, a song and dance and a masque, which leads directly to the finale,
Carmen Rivera, a set of variations loosely based on the Brazilian folk song,
Tico-Tico.

— Mark Laycock

2003 2004



Laurence Taylor

Hector Berlioz (1803-1869)

SYMPHONIE FANTASTIQUE

On April 16, 1830 Hector Berlioz wrote the following to his close friend and poet
Humbert Ferrand:

“I imagine that an artist (who you will have no difficulty in recognizing), gifted with
a vivid imagination, finding himself in that state of mind that Chateaubriand has
depicted so admirably in Réne, sees for the first time a woman who embodies the
ideal of beauty and fascination that his heart has long been secking; he falls
desperately in love with her. As the result of an odd whim, whenever the image of
the loved one appears before his mind’s eye it is accompanied by a musical thought
in whose character he finds a grace and a nobility akin to those he attributes to his
beloved. This double idée fixe pursues him incessantly: that is the reason for the con-
stant appearance, in every movement of the symphony, of the chief melody of the
first allegro (No.1).

“After periods of great agitation, he begins to entertain hope: he believes that his
love is returned. Finding himself one day in the country, he hears in the distance two
shepherds piping a ranz des vaches in dialogue; this pastorale immerses him in a
delightful reverie (No.2).The principal melody reappears for a moment against the
motifs of the adagio.

“He goes to a ball, but the uproar of the party fails to distract him; his idée fixe returns
to trouble him, and the beloved melody makes his heart pound during a brilliant
waltz (No.3).

“In a fit of despair, he poisons himself with opium; but, instead of killing him, the
narcotic induces a horrible vision. In the course of it he believes that he has killed
his beloved, has been condemned to death, and witnesses his own execution. March
to the scaffold; a huge procession of headsmen, soldiers, populace. At the end, the
melody reappears once more, like a last thought of love, interrupted by the fatal blow
(No.4).

“He sees himself surrounded by a foul assembly of sorcerers and devils, come togeth-
er to celebrate the Sabbath. They call afar. At last the melody arrives. Hitherto it had
appeared only in graceful form, but now it has become a vulgar tune, trivial and
mean; it is the loved one coming to the Sabbath to attend the funeral procession of
her victim. Only now she is a prostitute, fit to take part in such an orgy. Then the
ceremony begins. The bells ring, the whole infernal crew prostrate themselves, a
chorus sings the plainchant sequence of the dead (Dies irae), two other choruses
repeat it, parodying it in burlesque fashion. Then finally the Sabbath round-dance
begins to whirl; in its most violent outburst, it mingles with the Dies irae, amd the
dream is over (No.5).

“There, my friend, is the sketch of what I have done in this huge symphony. I have
just written the last note.”
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The year 2003, the 200" anniversary of the birth of Hector Berlioz, is marked by a
floodtide of commemorative performances of the works of this giant figure in the
history of music. Berlioz was not always so honored. Within living memory he
has often been dismissed as a fascinating eccentric, the epitome of all that was most
inflated, even repellent in the realm of musical “Romanticism,” although usually
conceded to have been an ingenious manipulator of orchestral color. Even the
French themselves have often been doubtful of his true worth as a composer; this
writer remembers the frown that passed over the face of Nadia Boulanger when
Berlioz’s name came up. Pierre Boulez, one of the few major French musicians to
wholeheartedly champion Berlioz, has said that the French have often found it
difficult to place Berlioz in a traditional cultural aesthetic; his music has seemed
somewhat “alien,” as if perhaps akin to a Germanic manner of expression. It is
striking to note that while there was stubborn resistance to Berlioz among his own
countrymen, in Germany and England he found early, lasting success. In fact only
in 1937 did Berlioz’ magnum opus, Les Tioyens, finally receive a complete performance
— in Glasgow! — and despite the efforts of some French conductors (notably
Charles Munch), it was Sir Thomas Beecham and Colin Davis who made the
strongest case for this “weird” musical figure.

Now, entering a new century, every scrap of Berlioz’ music is readily available on
CD (in contrast with a handful of recordings fifty years ago), and in David Cairn’s
remarkable new biography of the composer we have a work worthy to join
Jacques Barzun’s always insightful book

The first thing to say about the Symphonie fantastique is how remarkable it seems
for a young Frenchman in that period to have considered writing a symphony in
the first place. To this day a lively parlor game is to challenge someone to name
more than a handful of French symphonies. Even those with a deep knowledge
of French music would be hard-pressed to name more than a couple of French
symphonies composed before 1830 (the year of the premiere of Berlioz’ work),
only one or two of which might ever have been heard in a lifetime, even in
France. Well into the 20™ century France remained a land of the written word,

the graphic arts, and theater. The latter category, in its Baroque manifestation as
spectacle, left a rich legacy of tragedie lyrique (opera), and ballet, that marvelous
French specialité. It is no accident that when the world thinks of French music,
Carmen comes to mind, not Bizet’s splendid Symphony in C, belatedly given its
premiere in the 1930s.To be sure, by the mid-19" century that odd duck, Camille
Saint-Saéns, was hard at work composing five symphonies, ten concertos, and
many chamber works, but winning his biggest success with that oratorio-in-disguise,
Samson et Delilah. How to account for the oddest duck of all, Hector Berlioz? For
all his characteristic bias, Richard Wagner may have hit on something when he
wrote (as early as 1841):

“No matter how French he is, he nevertheless stands alone. He sees no one before him
on whom he can count for support, no one near him, on whom he can lean. From our

Germany the spirit of Beethoven has wafted over to him ...”
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Laurence Taylor

Beethoven, who was scarcely known in France in his own lifetime, began to be
heard in France in the late 1820s. This was a sensational revelation for Berlioz, and
probably the single deepest influence upon his musical being. We forget that even
in the German-speaking world Beethoven’s music required a full generation to win
its place in the concert world. Indeed, it was due to such musical “propagandizing”
as Franz Liszt’s ardent advocacy of Beethoven symphonies in his artful piano
transcriptions that helped to bring the works into the repertoire. (Liszt, ever a
warm friend of Berlioz, even performed a piano transcription of the Symphonie
fantastique, on one occasion in a double-bill with the original orchestral work, with
the audience predictably preferring Liszt’s pianistic version.) Ironically, in part
because of the apparent “weirdness” of the Fantastic Symphony, we often fail to
recognize the underlying “classicism” of Berlioz’ work: Its poise, lyrical grace and
subtlety of expression, indeed, the very qualities which are usually regarded as
typically “French.” His musical gods included Gluck (above all), Weber (powerfully
“Romantic,” though grounded in sober German traditions), and his beloved
Beethoven. While his friends included Liszt, Wagner, and even the rising generation
of young Russians and the young Saint-Saéns, he always remained a detached
figure. Although the Wagnerites eagerly added Berlioz to the pantheon of the
“Music of the Future,” Berlioz himself lived to hear the Prelude to Tristan and
professed to be quite baftled by it.

The initial inspiration for the Symphonie fantastique is more than suggesting the sort
of screenplay in vogue in the Hollywood of 60 years ago. The 1820s saw the first
flowering of Romanticism in Paris, when many of the young writers and painters
with whom young Hector Berlioz associated were swept away with the discovery
of the works of Shakespeare, Goethe, Byron, and Scott, which seemed to make it
ible to break away from the lingering rigors of 18€h century classicism. From
possi y gering rig y
an early age Berlioz himself had shown a profound love for literature. As a boy,
introduced by his father to Virgils Aeneid (in the original Latin), reading the tale
of Queen Dido reduced the lad to tears. Berlioz later was enraptured by Hamlet,
Romeo and Juliet and other works of Shakespeare, then deeply shaken by the discovery
of Goethe’s Faust, and the works of Byron and other Romantic writers. Read in
translation, the works of these authors would all take their place in the catalogue
of Berlioz’s compositions, uniquely so in his final operas, Beatrice et Benedict, based
on Much Ado About Nothing, and his greatest work, Les Tioyens, which returns to the
tale of his beloved Queen Dido. To translate stage works into opera was a natural
step, of course, but to find musical expression for other literary sources inspired
Berlioz boldly to strike into quite new musical terrain, creating some of the most
remarkable examples of what is usually called “program music.” Hardly a new
idea, musical scene-painting or “story telling” has a long history. In the Baroque
era there was not only Vivaldi’s depiction of the Seasons, and Heinrich Biber’s
Battaglza a vivid musical picture of war %oth remembered from PSO performances
in 1999 and 1990 respectively), the 17%" century composer Marin Marais even
composed a musical description of a gall bladder operation! Of course, in the
following century there are celebrated depictions of nature in Haydn and Beethoven:
The Pastoral Symphony would appear to require no comment. However, one cannot
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ignore the clear signs of an underlying influence of the Beethoven work upon the
Fantastic Symphony, as will be seen.

One of the earliest surviving examples of Berlioz’ response to great literature was
composed barely a year before the Fantastic Symphony, “Eight Scenes from Faust.”
(With characteristic bravado Berlioz posted a copy of the manuscript to Weimar,
where we know that it was dismissed by Goethe’s musical advisor as the work of
a lunatic!) Then came the Symphonie fantastique, the first portion of a pair of
compositions bearing the over-all title, “Episode from the life of an Artist” (Episode
de la vie d’un artiste), composed in early 1830 and first performed by an orchestra
of 130 players at the Paris Conservatoire on December 5, 1830. (The second portion,
entitled “Lelio, or the Return to Life,” a curious mélange of vocal, choral and
orchestral movements linked by spoken narration, would come two years later.)

Here, in a manner never known in earlier “program music” the life, dreams, fantasies
and ideals of the composer had a central role in inspiring and shaping the finished
work. The story is well known: In 1827 a troupe of British actors arrived in Paris
for an extended period, performing Shakespeare in English for enraptured onlookers,
few of whom spoke English, not that it seemed to matter. On the opening night
of Hamlet (September 11, 1827) the 23-year-old Berlioz beheld the Ophelia of his
dreams in the form of a lovely Irish actress, Harriet Smithson, and instantly lost his
heart. Contrary to popular notions, five years would pass before Berlioz would
even meet Miss Smithson in person, although a flow of impassioned letters began,
much to the bafflement of the non-French-speaking young woman. To chart the
tangled course of this affair is beyond the scope of these notes; suffice to say that
this emotional upheaval had a huge impact on Berlioz, whose feelings never flagged,
even when Miss Smithson departed for England two years later. Finally, in what
must be one of the great examples of artistic “sublimation” in the history of music,
the composer set to work on a symphony which was to be the direct outcome of
this stormy emotional state.

In late 1832 Harriet Smithson returned to Paris, and attended the premiere of the
symphony’s revised version, sitting in the audience hardly aware she had been the
inspiration for such an astonishing creation. A year later Berliozs dream came true
when he married his “beloved.” And, in a classic illustration of the dangers of
“dreams coming true,” it turned out to be a desperately unhappy marriage, quite
ironic considering the end of the Symphonie fantastique!

It is interesting to note that Berlioz specified that when the symphony alone was
performed the detailed program was not required, although the titles of the move-
ments needed to be spelled out for the listeners. He himself stated:

“(...) the author hopes that the symphony can provide its own musical interest independ-

ently of any dramatic intention.”

Excellent advice that should remind skeptics that the composer himself believed
his work ultimately would stand or fall on its intrinsic musical merits. That said,
nearly everyone would agree that familiarity with the “program” is well worth-
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while. Traditional academic criticisms of Berlioz, which can still be encountered to
this day, focus upon his idiosyncratic approach to traditional musical structures, an
alleged amateurishness in matters of harmony, and certain transgressions in the area
of counterpoint. Anyone seeking a clear and impressively comprehensive view of
the symphony should seek out the Norton Critical Score edited by PSO Advisor
Edward T. Cone. Not only does it include an authoritative miniature score of the
symphony, it comprises a wide range of critical and analytical articles, especially
important being Robert Schumann’s open-hearted 1835 discussion of the work,
which is perceptive and sympathetic. We forget that in that age Berlioz’s work
probably struck listeners as very “strange,” much as did the first atonal compositions
of Arnold Schoenberg 75 years later. Professor Cone contributes a masterful
perspective upon the symphony, “Schumann Amplified,” from which some of the
following remarks take their cue. Even after all these years, like the Eroica, Tristan
und Isolde, and Le sacre du  printemps, the Symphonie fantastique is a timeless masterpiece
that has never lost its wonder or its magic.

FIRST MOVEMENT:
Largo; Allegro agitato e appassionato assai.

The symphony opens quite classically, with a slow introduction in C minor that unfolds a succession of
interlocking sections with shifting tempos and contrasts of orchestral texture. Quite abruptly the Allegro
(laid out in a free sonata form), steps forward with a primary subject which consists of the “idée fixe”
described in Berlioz’s program note. This “fixed idea” symbolizes the beloved woman, subsequently
reappearing in each of the following movements. Here it is spread out over an astonishing span of forty
bars!  (Berlioz, sometimes scolded as incapable of composing a decent tune, actually is given to pouring
out melodies like this, seeming to rival Wagner in their “unending” spaciousness.) This lyrical first
subject soon begets a brief secondary theme to round out the exposition. Following a development
focusing upon the primary (idée fixe) theme, the thematic elements are recapitulated in reverse order,
resulting in a so-called “arched sonata form.” The movement closes with a coda in which the

idée fixe gradually winds down to glide into a series of hymn-like chords, marked “religiosamente — as

soft as possible”

SECOND MOVEMENT:
Valse. Allegro non troppo.

The “waltz” was still a novelty in European society in 1830, which makes its appearance in a symphony
something of a surprise. Here it takes the place of the usual scherzo movement, which itself had first
been made a symphonic component in Beethoven’s work barely a generation earlier. This is, of course,
only one of many unexpected elements in this composition. For the first time in a major symphonic
work, the harp makes its debut (in a pair). The percussion is silent, likewise the brass, apart from the
horns and (in a revision) a solo cornet (not trumpet) which steals into the proceedings. Opening in an
atmosphere buzzing with anticipation, one can easily visualize an elegant salon, the glitter of chandeliers

and hear in the music the rustling of silken gowns and the gliding motion of the dancers. An uncom-
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plicated tri-partite structure, the lilting “valse” of the first section leads to the central episode, where the
idée fixe is threaded into the orchestral fabric in a yearning, nearly imperceptible form, as if the beloved
were actually present across the room. The return of the opening section is a marvel of delicate orches-
tration, with the waltz melody heard in middle and lower strings against a filigree of first violins, rolling
harp arpeggios and rhythmic figures in the winds. A final nostalgic phrase from the idée fixe wraps up the

movement, spinning away in an irresistible whirl.

THIRD MOVEMENT:
Adagio.

The central and longest movement, the slow movement is quite redolent of the equivalent movement
in Beethoven’s “Pastoral” Symphony, as becomes apparent to listeners familiar with that composition.
Beethoven surely provided the model for Berlioz’s layout of a five-movement symphony, as is particu-

larly evident in this slow movement written in the “pastoral” key of F major.

Opening with an evocative 19-bar introduction in which the English horn is heard in dialogue with an
off-stage oboe, we imagine a landscape where two shepherds pipe to each other over great distance in a
Ranz des Vaches, a melody played by herdsmen in the mountains over great echoing spaces. Establishing
a hushed pastoral mood, the movement is structured as yet another tri-partite form, with hints of sonata
form. The atmosphere is outwardly serene, yet with an underlying melancholy, and a touch of menace.
Toward the end are heard reminiscences of the idée fixe, and in a moment of extraordinary stillness and
tension, the English horn return with its plaintive call, heard over the eerie rumble of four timpani
played softly by four drummers, as though the sound of distant thunder. The solo oboe no longer

responds to his mate. The movement ends in quiet sadness.

Clearly metaphoric for his imagined relationship (“But what if she were deceiving him?”), much has
been propagated over the years concerning the events supposedly depicted in this movement (and
indeed in much of the symphony). While the music certainly lends itself to easily imagined scenes, in
this case the idea that the tumultuous and dark section of this movement was the depiction of the Artist
killing his beloved after imagining she has been unfaithful to him, and for that reason then being
marched to the scaffold in the next movement as the consequence of her murder, is unsupported sim-
ply by the fact that Berlioz initially planned the second and third movements to be played in the
reverse order.

FOURTH MOVEMENT:
Allegretto non troppo.

At this point the full orchestra is brought together in a movement which could almost be defined as a
sort of “second scherzo,” here in the guise of a full-fledged military march of a blaring brilliance and
sheer theatricality never before heard in a symphony. The “march” in the finale of Beethoven’s Ninth
Symphony, premiered only six years earlier (and not yet heard by Berlioz in 1830), is by comparison a
rather restrained display of martial swagger, and of course representing a very different sort of public
occasion. Not again until Tchaikovsky’s Pathetique Symphony of 1893 would such a vivid piece of sym-

phonic martial music as this be heard.
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Again there are four timpani, soon to be heard in a mighty din, full-throated brass, bassoons (instru-
ments much loved by Berlioz) in grotesque cackling, and the entire orchestra sweeping from ominous
murmurs to thunderous shrieks. Opening in G minor with drum rolls which seem descriptive of the
wheels of a wagon carrying the condemned over the cobblestones, the music gradually gains volume to
burst out in a bright and prancing B-flat major, in a traditional “French military band” idiom. Edward
T. Cone takes pains to chart the movement’s complex sonata form, the “military band” episode heard as
a second subject. There is a recapitulation, with a whipping up of energy and frenzy to reach a sensa-
tional (and controversial) juxtaposition of wildly unrelated chords: D-flat and G minor, which batter
each other until suddenly brushed aside for a final choked recollection of the idée fixe, the last vision of
the beloved? With a crash the guillotine blade falls, with grisly realism the head bounces into the basket
(pizzicato notes), and in a great whoop of triumph the brass blast out the final chords, the executioner

lifting the severed head to display to the frenzied mob.

FIFTH MOVEMENT:
Larghetto, Allegro.

Although Berlioz is quite precise in his description of the finale as the “Dream of a Witches” Sabbath”
(with echoes of Goethe’s Faust), most listeners cannot escape the impression that this frightening finale
is in fact a picture of Hell itself, especially in its quotation of the ancient church chant, Dies Irae, which

was familiar to most listeners in 1830 from its use in the Requiem Mass.

The quite unearthly atmosphere of the introduction positively reeks of sulfur and brimstone with its
muted growling brass, tremolo figures in the strings, and the air filled with ghastly orchestral shrieks and
ghostly laughter from a nightmare of demons and the damned. Abruptly, the idée fixe (principal subject)
descends upon us in an obscene caricature of its earlier innocence, now in the form of a demonic jig,
depicting his “beloved” now transformed into a witch and prostitute, a horrible corruption of herself.
Descending into the very depths of lower strings and bassoons, a sudden tolling of bells signals the
entry of the ancient church sequence, Dies Irae, striding forward with terrifying majesty to overwhelm
the proceedings. First heard in long notes declaimed by bassoons and tubas (originally a pair of ophiclei-
des, an obsolete wind instrument), this formidable melody is soon overlaid with a sarcastic parody heard
in pizzicato strings and winds, pressing forward to set off into an extended orchestral fugue, labeled the
“Witches’ Round Dance.” Becoming ever more crazed (while nevertheless quite disciplined in its intri-
cate polyphony!), a pounding crunch of syncopation brings about a “recapitulation,” bearing the label
“Dies Irae and Witches’ Round Dance Together,” in which the brass thunder out the chant in long
notes, the Witches spinning on in wild abandon. This surges on to a moment memorable for its sheer
ghostliness in which the clicking of bones is depicted in rhythmic figures in the strings, rapped out
using the wood of the bows whilst a gurgling tune sounds in the woodwinds. The music careens ahead
into a coda, where a final declamation of the chant melody is heard against thudding drums, as the hero
desperately yet unsuccessfully seeks to stay out of the clutches of his pursuers. There is no escaping, and

the symphony ends in utter wildness.
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We give special recognition to Jean Taber for her
volunteer work at the PSO office. Brava!
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For eight years, the Princeton Symphony Orchestra has been

“Bringing Renowned Artists for Valuable Outreach” (BRAVO!) to
area elementary schools, with programs that introduce children to
the instruments of the orchestra and the joy of classical music.
Grade-appropriate programs sequentially introduce the four
instrument families, the processes of composing and performing
music, all brought to life by the professional musicians of the PSO.
Each year, these in-school programs culminate in a fun-filled, full
orchestra concert just for children at Richardson Auditorium, with
Music Director Mark Laycock delighting young concertgoers with

his infectious energy and informative insights.

BRAVO! reaches nearly 7,000 children each year and is provided to
participating schools at no cost, thanks in large part to the vision
and generosity of The Louise H.and David S.Ingalls Foundation,
The Robert Wood Johnson 1962 Charitable Trust, The J. Seward
Johnson 1963 Charitable Trust, Bloomberg, Princeton Youth Fund,
Princeton University, the New Jersey State Council on the Arts, the

PSO’s Board of Trustees, and the hundreds of PSO supporters like you.

p org.

For more information about BRAVO!, call us, or email br pril
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