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	PAUL DUKAS (1865-1935)

	Fanfare to La Péri


	ANTONÍN DVOŘÁK (1841-1904)

	Carnival Overture, Op. 92


	GEORGE GERSHWIN (1898-1937)

	Rhapsody in Blue for Piano and Orchestra
		orchestrated by Ferde Grofé


— INTERMISSION —


	CAMILLE SAINT-SAËNS (1835-1921)

	Symphony No. 3 in C minor, Op. 78, “Organ”
	I.	Adagio — Allegro moderato — 
	II.	Poco adagio
	III.	Allegro moderato — Presto — Allegro moderato — 
	IV.	Maestoso — Allegro

Fanfare to La Péri
Paul Dukas
Born October 1, 1865 in Paris.
Died there on May 18, 1935.

Composed in 1912.
Premiered on April 22, 1912 in Paris, conducted by the composer.
Scored for four horns, three trumpets, three trombones and tuba.

Paul Dukas spent his entire life in Paris as a greatly respected teacher and composer. He showed his musical aptitude early, teaching himself to play piano, and entered the Conservatoire in 1882, where he proved to be an excellent student, winning the second Prix de Rome in 1888. Though he had to abandon his formal training for a time to serve in the army, he turned that period to good use by studying many of the classical works of music, the basis upon which he later built his own compositions. (He later edited several volumes of works by Rameau, Beethoven, Couperin and Scarlatti.) After his stint in the military, he completed the overture Polyeucte, his first work to be performed publicly. The Symphony in C major followed in 1896, and he gained international recognition a year later with The Sorcerer’s Apprentice. Dukas held important positions throughout his life as an instructor at the Conservatoire and as a critic, and was awarded the Legion of Honor in 1906. Stern self-criticism of his compositions led him to destroy all his unpublished manuscripts before his death, so that his small musical legacy comprises only three overtures, a symphony, an opera (Ariane et Barbe-Bleu), a ballet (La Péri), three piano works, a short Villanelle for horn and The Sorcerer’s Apprentice.
Dukas’ La Péri was one of four ballets commissioned and premiered by Natacha Trouhanova at her gala performance in Paris’ Théâtre du Châtelet on April 22, 1912. (D’Indy’s Istar, Florent Schmitt’s La Tragédie de Salomé and Ravel’s Adélaïde, ou le langage des fleurs, set to the orchestrated version of his Valses nobles et sentimentales, rounded out the glittering program.) The story of La Péri concerns an aged Persian nobleman, Iskender, who wanders the world seeking the Flower of Immortality, which he finds in the hand of a beautiful sleeping “Péri” (an imaginary fairy-like being in Persian mythology represented as a descendent of the fallen angels who are excluded from Paradise until their penance is accomplished). He plucks the Flower from her grasp, she awakens, and he is filled with longing for her. She dances the dance of the Peris for him, and draws nearer until their faces touch. He surrenders the Flower to her, she disappears, and Iskender is surrounded by the darkness of mortality. This visionary story drew from Dukas a twenty-minute score of luxuriant opulence. The stirring Fanfare for brass that precedes the ballet, however, is unrelated to what follows thematically, and was added just before Trouhanova’s premiere performance.

Carnival Overture, Op. 92
Antonín Dvořák
Born September 8, 1841 in Nelahozeves, Bohemia (now Czechoslovakia).
Died May 1, 1904 in Prague.

Composed in 1891.
Premiered on April 28, 1892 in Prague, conducted by the composer.
Scored for woodwinds in pairs plus piccolo and English horn, four horns, two trumpets, three trombones, tuba, timpani, percussion, harp and strings.

Like almost every musician of the late 19th century, Dvořák had to come to grips with the astounding phenomenon of Richard Wagner and his music dramas. Around 1890, he undertook a study of this grandiloquent music, as well as that of Wagner’s stylistic ally (and father-in-law) Franz Liszt, and was rewarded with a heightened awareness of the expressive possibilities of orchestral program music. Several important scores from Dvořák’s last years seem to bear the influence of his study of this so-called “Music of the Future”: the five tone poems of 1896-1897 (The Water Goblin, The Noon Witch, The Golden Spinning Wheel, The Wild Dove and Heroic Song), Silent Woods for Cello and Orchestra, Poetic Tone Pictures for Solo Piano, and the 1892 cycle of three concert overtures originally titled Nature, Love and Life.
In his study of the composer, John Clapham indicated that Dvořák intended the triptych of overtures to represent “three aspects of the life-force’s manifestations, a force which the composer designated ‘Nature,’ and which not only served to create and sustain life, but also, in its negative phase, could destroy it.” More specifically, Otakar Sourek noted that they depicted “the solemn silence of a summer night, a gay whirl of life and living, and the passion of great love.” Dvořák linked the three works by employing a motto theme representing Nature that appears in all of them, and he further pointed up their relationship by, at first, giving them a common opus number. He had difficulty settling on titles for the individual movements, however, arriving at the names In Nature’s Realm, Carnival and Othello (and three separate opus numbers) only after much consideration. The cycle was written between March 1891 and January 1892 in Prague and at the composer’s country home in Vysoká; Carnival was sketched during July and August, and completed on September 12th.
Dvořák said that the Carnival Overture was meant to depict “a lonely, contemplative wanderer reaching at twilight a city where a festival is in full swing. On every side is heard the clangor of instruments, mingled with shouts of joy and the unrestrained hilarity of the people giving vent to their feelings in songs and dances.” He evoked this scene with brilliant music given in the most rousing sonorities of the orchestra. Into the basic sonata plan of the piece, he inserted, at the beginning of the development section, a haunting and wistful paragraph led by the English horn and flute to portray, he said, “a pair of straying lovers,” the wanderer apparently having found a companion. Following this tender, contrasting episode, the festive music returns and mounts to a spirited coda to conclude this joyous, evergreen Overture.





Rhapsody in Blue for Piano and Orchestra
George Gershwin
Born September 26, 1898 in Brooklyn, New York.
Died July 11, 1937 in Hollywood, California.
Orchestrated by Ferde Grofé (1892-1972)

Composed in 1924.
Premiered on February 12, 1924 in New York, conducted by Paul Whiteman, with the composer as piano soloist.
Scored for two flutes, two oboes, two clarinets, bass clarinet, two alto saxophones, tenor saxophone, two bassoons, three horns, three trumpets, three trombones, tuba, timpani, percussion and strings.

For George White’s Scandals of 1922, the 24-year-old George Gershwin provided something a little bit different — an opera, a brief, somber one-acter called Blue Monday (later retitled 135th Street) incorporating some jazz elements that White cut after only one performance on the grounds that it was too gloomy. Blue Monday, however, impressed the show’s conductor, Paul Whiteman, then gaining a national reputation as the self-styled “King of Jazz” for his adventurous explorations of the new popular music styles with his Palais Royal Orchestra. A year later, Whiteman told Gershwin about his plans for a special program the following February in which he hoped to show some of the ways traditional concert music could be enriched by jazz, and suggested that the young composer provide a piece for piano and jazz orchestra. Gershwin, who was then busy with the final preparations for the upcoming Boston tryout of Sweet Little Devil and somewhat unsure about barging into the world of classical music, did not pay much attention to the request until he read in The New York Times on New Year’s Day that he was writing a new “symphony” for Whiteman’s program. After a few frantic phone calls, Whiteman finally convinced Gershwin to undertake the project, a work for piano solo (to be played by the composer) and Whiteman’s 22-piece orchestra — and then told him that it had to be finished in less than a month. George thought that he could complete the short score in time, but, since he was unfamiliar with the techniques of writing for instrumental ensemble, he asked that Whiteman’s arranger, Ferde Grofé (whose greatest fame came as composer of the 1931 Grand Canyon Suite), do the orchestration.
Themes and ideas for the new piece immediately began to tumble through Gershwin’s head, but it seems that the vision of the work’s finished form did not appear until he was on a train to Boston for the tryouts of Sweet Little Devil: “It was on the train, with its steely rhythms, its rattlety-bang that is often so stimulating to a composer.... I frequently hear music in the very heart of noise. And there I suddenly heard — and even saw on paper — the complete construction of the Rhapsody, from beginning to end. No new themes came to me, but I worked on the thematic material already in my mind and tried to conceive the composition as a whole. I heard it as a sort of musical kaleidoscope of America — of our vast melting pot, of our unduplicated national pep, of our blues, our metropolitan madness. By the time I reached Boston, I had a definite plot for the piece, as distinguished from its actual substance.” Late in January, only three weeks after it was begun, Gershwin completed the Rhapsody in Blue, except for some solo piano figurations. “I was so pressed for time,” he wrote, “that I left them to be improvised at the first concert. I could do that as I was to be the pianist.” Grofé completed the orchestration on February 7th.
The premiere of the Rhapsody in Blue — New York, Aeolian Hall, February 12, 1924 — was one of the great nights in American music. With this concert, billed as an “Experiment in Modern Music,” Whiteman wanted to demonstrate both the historical development of jazz as a particularly American phenomenon and the manner in which the jazz style might be utilized in modern concert compositions. The program included piano solos by Zez Confrey (notably his deathless Kitten on the Keys), arrangements for the full orchestra of such pop tunes as Alexander’s Ragtime Band and Limehouse Blues, examples of various jazz treatments of well-known songs, a Suite of Serenades by Victor Herbert, and, as the center piece for the evening, Gershwin’s Rhapsody in Blue. Many of the era’s most illustrious musicians attended: Mischa Elman, Fritz Kreisler, Jascha Heifetz, Moriz Rosenthal, Sergei Rachmaninoff, Walter Damrosch, Leopold Stokowski, Willem Mengelberg. Critics from far and near assembled to pass judgment; the glitterati of society and culture graced the event. Gershwin fought down his apprehension over his joint debuts as serious composer and concert pianist, and he and his music had a brilliant success. “A new talent finding its voice,” wrote Olin Downes, music critic for The New York Times. Downes’ predecessor at the Times, Carl Van Vechten, wrote to Gershwin, “You crowned the concert with what I am forced to regard as the foremost serious effort by an American composer.” Conductor Walter Damrosch told Gershwin that he had “made a lady out of jazz,” and then commissioned him to write the Concerto in F. There was critical carping about laxity in the structure of the Rhapsody in Blue, but there were none about its vibrant, quintessentially American character or its melodic inspiration, and it became an immediate hit, attaining (and maintaining) a position of popularity almost unmatched by any other work of a native composer.


Symphony No. 3 in C minor, Op. 78, “Organ”
Camille Saint-Saëns
Born October 9, 1835 in Paris.
Died December 16, 1921 in Algiers.

Composed in 1886.
Premiered on May 19, 1886 in London, conducted by the composer.
Scored for piccolo, three flutes, two oboes, English horn, two clarinets, bass clarinet, two bassoons, contrabassoon, four horns, three trumpets, three trombones, tuba, timpani, percussion, organ, piano (four hands) and strings.

“There goes the French Beethoven,” declared Charles Gounod to a friend as he pointed out Camille Saint-Saëns at the Paris premiere of the “Organ” Symphony. This was high praise, indeed, and not without foundation. Though the depths of feeling that Beethoven plumbed were never accessible to Saint-Saëns, both musicians largely devoted their lives to the great abstract forms of instrumental music — symphony, concerto, sonata — that are the most difficult to compose and the most rewarding to accomplish. This was no mean feat for Saint-Saëns.
The Paris in which Saint-Saëns grew up, studied and lived was enamored of the vacuous stage works of Meyerbeer, Offenbach and a host of lesser lights in which little attention was given to artistic merit, only to convention and entertainment. Berlioz tried to break this stranglehold of mediocrity, and earned for himself a reputation as an eccentric, albeit a talented one, whose works were thought unperformable, and probably best left to the pedantic Germans anyway. Saint-Saëns, with his love of Palestrina, Rameau, Beethoven, Liszt and, above all, Mozart, also determined not to be enticed into the Opéra Comique but to follow his calling toward a more noble art. To this end, he established with some like-minded colleagues the Société Nationale de Musique in 1871 to perform the serious concert works of French composers. The venture was a success, and did much to give a renewed sense of artistic purpose to the best Gallic musicians.
Saint-Saëns produced a great deal of music to promote the ideals of the Société Nationale de Musique, including ten concertos and various smaller works for solo instruments and orchestra, four tone poems, two orchestral suites and five symphonies, the second and third of which were unpublished for decades and discounted in the usual numbering of these works. The last of the symphonies, the No. 3 in C minor, is his masterwork in the genre. Saint-Saëns placed much importance on this composition. He pondered it for a long time, and realized it with great care, unusual for this artist, who said of himself that he composed music “as an apple tree produces apples,” that is, naturally and without visible effort. “I have given in this Symphony,” he confessed, “everything that I could give.”
Of the work’s construction, Saint-Saëns wrote, “This Symphony is divided into two parts, though it includes practically the traditional four movements. The first, checked in development, serves as an introduction to the Adagio. In the same manner, the scherzo is connected with the finale.” Saint-Saëns clarified the division of the two parts by using the organ only in the second half of each: dark and rich in Part I, noble and uplifting in Part II. The entire work is unified by transformations of the main theme, heard in the strings at the beginning after a brief and mysterious introduction. In his “Organ” Symphony, Saint-Saëns combined the techniques of thematic transformation, elision of movements and richness of orchestration with a clarity of thought and grandeur of vision to create one of the masterpieces of French symphonic music.
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