
UNIVERSITY MUSICAL SOCIETY 

Charles A. Sink, President 

Thor Johnson, Guest Conductor Lester McCoy, Conductor 

Third Concert 1956-1957 Complete Series 3193 

Seventy .. eighth Annual 

Choral Union Concert Series 

BERLIN PHILHARMONIC ORCHESTRA 

HERBERT VON KARAJ AN, Conductor 

Under the patronage oj 
His Excellency, Heinz L. Krekeler 

German Ambassador to the United States 

SUNDAY EVENING, OCTOBER 2I, I956, AT 8:30 

HILL AUDITORIUM, ANN ARBOR, MICHIGAN 

PROGRAM 

Overture to Anacreon 

Symphonie liturgique (Symphony No.3) 
Dies irae (Allegro marcato) 

De pro/undis cla1navi (Adagio) 
Dona nobis pacem (Andante) 

INTERMISSION 

Symphony No . 7 in A major, Op. 92 
Poco sostenuto; vivace 

Allegretto 
Presto 

Allegro con brio 

CHERUBINI 

HONEGGER 

BEETHOVEN 

Baldwin piano, comtesy 0/ Maddy Music Company, Ann Arbor 

Berli1t Philharmonic R ecordings: Decca Gold Label, RCA Victor R ed Seal and 
His Master's Voice 

Herbert von Karajan R ec01'dings: Angel 

A R S LON G A V I T A BREVIS 



PROGRAM N OTES 

Overture to Anacreon . LUIGI CHERUBINI 

Of the wealth of Cherubini 's compositions, unfortunately only a few overtures 
to his stage works are heard today. His contemporaries knew how to evaluate his 
music properly, however. Beethoven, for example, had higher esteem for him than 
for any other composer of his day. In the music of this Florentine master, who chose 
to work in Paris, we can sense the noblest legacy of the French Revolution: the 
great passion for freedom, the respect for human dignity, and an absolute moral 
ethic. . 

The opera Anacreon, which was first performed in Paris in 1803, is based on the 
life of the Greek lyric poet for whom it is named-the poet who sang of wine and 
love. Cherubini was at the height of his fame during this period and history was 
to prove him the strongest creative force in the sphere of French opera after the 
death of Gluck. The music from Anacreo1L is particularly worthy of preservation, 
and the Overture, with its unruffled grace, the noble intensity of its dramatic 
expression, and the superior workmanship it displays, is a tribute to the essential 
excellence of this great Italian composer. 

Symphonie liturgique (Symphony No.3) ARTHUR HONEGGER 

The musical art form of the symphony was so perfected by the masters of the 
classical period that it may be regarded as a timeless creation which cannot be 
improved by change. Exponents of the new forms of music and the atonalists 
sought to express themselves through a different musical medium but the word 
"symphony" began to appear more and more frequently as a title for contemporary 
works. A startling difference between these works and the symphonies of 
Beethoven, Bruckner, or Brahms, however, and, on the other hand, a yielding to 
the characteristics of the works of the past have resulted in interesting mixed 
forms wh ich are not to be underestimated. 

Among the contemporary musicians strongly attracted to the symphony was 
the late young Swiss composer, Arthur Honegger. Of his five symphonies, none 
of which resembles the other in any way, the three written during the last ten 
years of his life are the richest and most mature results of his talent, revealing an 
abundant, unhampered musical imagination. 

On the Third Symphony, the "Symphonie liturgique," which was composed in 
1945-46, are imprinted the frightful effects of the war and its aftermath. Honegger 
himself wrote over the title: "For lack of a more suitable term, I have used the 
adjective 'liturgical' in order to emphasize the religious character of my Sym
phony." To a friend he explained the contents of the three movements fully but 
decided not to use such an explanation in a program since the work would then 
be considered "program music" and attention diverted from the purely musical 
elements. The superscriptions given each movement by the composer, however, 
indicate their significance sufficiently. 

The first movement, "Dies irae," is a prophetic portrait of the destruction of 
the world, the frightening scene conjured up in the first measures by stormy 
figures in the bass, dissonant blasts of the trumpets and piercing trills by the 
woodwinds. The violins announce a pathetic figure which is developed in free, 
rhapsodic fashion by all parts of the orchestra. A peculiarity of Honegger's music 
is that although he repeats the principal themes, he does not treat them as separate 
entities. Not being the primary concern, they are swept along as parts of the 
entire musical current. The horns now sound the "Dies irae" theme-not the 
familiar liturgical formula, but a freely conceived idea in distorted tonality. A 
chordal theme in fifths , sharply accented, intoned by the strings and woodwinds 
precedes a savage dance of death, and shrill cries of terror complete this disturbing 
tonal picture. In the middle section of the movement, following a quiet statement 
by the bassoons and cellos, previously heard thematic material is reiterated and 
built into a new climax. The beginning of the recapitulation is marked by a re
duction of tonal force resolving in a tremolo in the horns and a repetition of the 
stormy figure in the bass. At the end of the recapitulation appears a new idea of 



, 

utmost importance to the thorough comprehension of the entire work. Its name, 
"the theme of the dove," gives a very inadequate idea of its character for it is 
stated in broad notes by the most powerful choirs of the orchestra-the trombones 
and tuba. Its significance becomes clear only in the movements which follow. 

The free, rhapsodic individuality of Honegger 's material marks the entire 
second movement, "De profundis clamavi." These words from the Psalms recall 
the prayers of the damned from out of the depths. The upper voices of the 
orchestra are given support by a measured, solemn figure in the bass, one group of 
instruments following upon another in leading the progress of the movement. 
Toward the middle of this section appear lively, quick figures in syncopated 
rhythms-the song of woe becomes a fervent supplication. There are two cli
maxes-the first ebbs away to silence and the second is quickly subdued. At the 
same time, lightly suspended tones of the flute become audible and, after the 
second climax, broaden into a luminous cadenza. Here again the "theme of the 
dove," symbolic of the peace found with God, is presented in the grave, solemn 
tones of the trombones and tuba. 

But peace has been only glimpsed and not yet won. Honegger interprets the 
motto of the third movement, "Dona nobis pacem," as did Beethoven in his 
Missa Solemnis-something which one must fight to obtain. A march, the brutal 
theme of which Honegger flatly calls "idiotic," begins gloomily in the darkest 
register of the bass clarinet. The pounding rhythm is underlined by claps from 
the timpani. The theme then pushes its way into the upper regions of the orchestra 
and becomes a melody, whereas at the beginning it was only rhythm. Glissandi 
surge in octaves in the woodwinds and while the march theme grows ever more 
clangorous, a passionate song arises from the strings. Three times the cry "Dona 
nobis pacem" rings out with a summons of strength in painful dissonances. There 
is a sudden change as the prayer of humanity is heard. The strings begin a chorale
like figure and the elements of the whole work are tied together: the theme of 
"De profundis clamavi" is united with the march theme now stripped of all its 
angry defiance, and over this sonorous ensemble of voices the "theme of the 
dove" soars for the last time, transfigured. 

Symphony No.7 in A major, Op. 92 . LUDWIG VAN BEETHOVEN 

Many interpretations have been ventured in an effort to attach a meaning to 
the Seventh Symphony, the most joyous and carefree of Beethoven's nine 
symphonies, but probably the best is that of Richard Wagner, who referred to 
it as the "Apotheosis of the Dance." 

The introduction to the first movement is of striking beauty and sounds the 
joyous keynote of the entire work. Following a transition period the gay and 
spirited movement proper develops. It concludes with an elaborate coda in which 
fragments of the main theme, with its characteristic rhythm, are heard, steadily 
increasing from pianissimo to a powerful fortissimo at the happy close. 

The Allegretto is somewhat more serious than the rest of the Symphony, but 
still a steady rhythm pervades. Following the development of counter melodies 
the clarinet announces a lovely melody which suggests a beam of sunshine 
dispelling the more sombre mood of the movement. The opening subject returns 
as the Allegretto concludes. 

The third movement, in the nature of a Scherzo, is a charming example of 
lightness and grace. The main theme is a genial melody, full of good humor and 
buoyantly developed. In the Trio, one of Beethoven's supreme movements, 
violins hold a high tone against an appealing melody, said to be an old pilgrim
chant of southern Austria. The first part of the Scherzo is repeated, and also the 
hymn, leading to the coda and a happy conclusion. 

In the Finale the symphony reaches its peak with rhythm holding complete 
sway and both first and second themes truly bacchanalian and contagious. The 
rollicking and carefree movement proceeds with animation to the remarkable 
coda which is full of Beethoven's inimitable inventions. It is an exuberant climax 
to a work of great beauty and ineffable charm. 

This concert is part of the second American tour of the Berlin Philharmonic Orchestra presented by 
Columbia Artists Management, Inc., Personal Direction: Andre Mertens, 113 West 57th Street, New 
York 19, N .Y. 



CONCERTS 
ROBERT CASADESUS, Pianist (Choral Union Series) 

Program : Compositions of ROBERT SCHUMANN
Eighth Novelette, Op. 21 
Carnaval, Op. 9 
Waldscenen, Op. 82 
Etudes symphoniques, Op. 13 

Mon., Nov. 5 

ELISABETH SCHWARZKOPF, Soprano (Extra Series) Wed., Nov. 14 
Ann Arbor debut of renowned prima donna of European and American 
operas, in a program of arias and songs. 

VmNNA PHILHARMONIC ORCHESTRA (Choral Union Series) 
Andre Cluytens, Conductor 

Tues., Nov. 20 

Program : Symphony No. 96, D major 
Rondo ostinato . 
Zwischenspiel aus der Oper, Notre Dame 
Symphony No. 5, C minor . 

HAYDN 
THEODOR BERGER 

FRANZ SCHMIDT 
BEETHOVEN 

DEPAUR OPERA GALA (Extra Series) . Thurs., Jan. 10 
Mixed chorus, orchestra, and soloists, in a program of excerpts from 
Carmen Jones, Porgy and Bess, and Four Saints. LEONARD DEPAUR, 
Conductor . 

ARTUR RUBINSTEIN, Pianist (Choral Union Series) Mon., Jan. 14 

VmNNA CHOIR Boys (Choral Union Series) 2:30 P.M. Sun., Jan. 20 

Messiah 
MESSIAH (HANDEL) . December 1 and 2, 1956 

ADELE ADDISON, Soprano KENNETH SMITH, Bass 
EUNICE ALBERTS, Contralto CHORAL UNION and ORCHESTRA 
HOWARD JARRATT, T enor LESTER McCoy, Conductor 

Tickets: 75c and SOc (either concert) . 

Annual Chamber Music Festival 
QUARTET TO ITALIANO. February 15, 16, 17, 1957 

PAOLO BORCIANI, Violin PmRo FARULLI, Viola 
ELISA PEGREFFI, Violin FRANCO ROSSI, Cello 

Season Tic kets : $3.50 and $2.50. 
Single Concerts: $1.75 and $1.25 

For tickets or for further information, please address : Charles A. Sink, 
President, University Musical Society, Burton Memorial Tower, Ann Arbor, 
Michigan. 


