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OVERTURE TO THE OPERA "Oberon" .. .. .... .. .......... . .. ....... .... Carl Maria von Weber 
(1786 - 1826) 

These are the last notes written by Weber. He finished the overture to 
"Oberon" three days before the opera's premiere performance on April 12, 1826. 
Three weeks later he was dead, a victim of tuberculosis and overwork. He had 
accepted a commission for a new opera from the Royal Opera of Covent Garden 
in a desperate effort to provide a legacy for his family. His physician had 
warned him that a year in the Italian sun might prolong his life by four or five 
years, but several weeks of hard work in London would surely pro ve fatal. 
Weber chose the hard work, took charge of final rehearsals and the first twelve 
performances of the opera. He earned over a thousand pounds in a few weeks, 
but it killed him. 

Weber died in mid-career; had he lived another twenty years the develop
ment of German opera (which he had resuscitated almost single-handedly) might 
have been quite different. But Fate moves in strange ways. When Weber's mortal 
remains were disinterred and moved to Dresden in 1844, his funeral oration was 
spoken by a young man who was only thirteen years . of age when Weber died, 
who had already learned mightily from his predecessor, and who was destined 
to carry German opera to a dominance endreamed at the time, even by the brash 
young man himself. His name was Richard Wagner. 

The story of the opera concerns Oberon and Titania, King and Queen of 
the fairies, who have quarreled and will not be reconciled until a pair of stead
fast lovers can be found. The pair are Sir Huon of Bordeaux and Rezia, the 
Caliph's daughter. After a series of fantastic tests, worked out by Oberon, all 
turns out for the best. 

SYMPHONY NO.6 IN F MAJOR, Opus 68 ......... ........ ... ... .. ..... Ludwig van Beethoven 

Allegro ma non troppo-Awakening of cheerful impressions on 
arrival in the country. 

Andante moIt'o mosso -Scene by the brook. 
Allegro - Merry gathering of the country folk. 
All e gro - Th unders torm. 
Allegretto -Shepherd's song; glad and grateful feelings after 

the storm. 

(1770 - 1827) 

Program music did not originate with Beethoven. The attempt to make 
music, that most abstract of all the arts, depict what mIght better be left to 
words or pictures has been with us since the emergence of music as an art form. 
But in his Sixth Symphony (the only programmatic symphony, if we except the 
fateful knocking which characterizes the Fifth), Beethoven started a traip of 
action which leads logically to the (genuinely) "Fantastic" Symphony of Berlioz 
and the tone poems of Richard Strauss. According to Robert Schumann, "in 
composing his Pastoral Symphony Beethoven well understood the danger he in
curred. His explanatory remark, 'Rather expressive of the feeling than tone 
painting' contains an entire aesthetic system for composers. And it is absurd 
for painters to portray him sitting beside a brook, his head in his hands, listen
ing to the bubbling water." 



The fact remains, however, that Beethoven encouraged the listener to do 
just that, when at the close of the second movement he literally imitates the 
calls of thl!! nightingale (flute). quail (oboe), and cuckoo (clarinet). From there 
we progress logically to Strauss's muted brass imitating the bleating of sheep 
in "Don Quixote," and Respighi's use of the recording of a nightingale's song 
in "The Pines of Rome," in lieu of any imitation at all. 

The great danger of program music is that the reaction of the listener will 
be a mechanical rather than an aesthetic one, i. e., "How well has the composer 
succeeded in painting the picture suggested by the caption?" This is fatal, 
from both a musical and aesthetic point of view. If carried to extreme it would 
add a new tag-line to our current speech; instead of "No, but I saw the movie," 
we might find ourselves saying, "No, but I heard the symphony!" It is against 
such literal interpretation that Claude Debussy rebels when he states, "The 
popularity of the Pastoral Symphony is due to the widespread misunderstanding 
that exists between Man and Nature. Consider the scene on the banks of the 
stream, a stream where it appears that oxen come to drink; at least the bassoons 
would have us suppose so. It is unnecessarily imitative and the interpretation 
is entirely arbitrary. 

" How much more profound an interpretation of the beauty of the landscape 
do we find in other passages in the great Master, because instead of an exact 
imitation, there is an emotional interpretation of what is visible in Nature. Can 
the mystery of a forest be expressed by measuring the height of the trees? Is it 
not rather its fathomless depths that stir the imagination?" 

In his first sketches for the Symphony Beethoven wrote "The hearer should 
be permitted to discover the situations for himself," and indeed we need little 
else to enable us to achieve an enjoyment of the work, for the music stands on 
its own and needs no literary crutch to support it. 

PRkLUDE ~ "L'APR~S-MIDI D'UNE FAUNE" Claude Achille Debussy 
(1862-1918) 

Of few compositions in the history of music may it be said that it stood 
sui generis at the time of its composition, but Debussy's prelude to Stephen 
Mallarm€!'s eclogue is one of those rare works. It was not only Debussy's 
first purely orchestral composition, but it stood in direct opposition to the 
dominant musical taste of its day. Strauss's "Death and Transfiguration" 
lasts about 30 minutes and requires an orchestra of about 95 players; Debussy's 
prelude lasts little more than 10 minutes and requires about 30 players. Against 
the chromatic idiom of Strauss and the heirs of Cesar Franck, Debussy establish
es the style of musical impressionism, a style so personal that he has had no 
successful imitators. 

The first performance took place in Paris on December 22, 1894. The 
work was immediately successful and quickly became established .in the reper
toire of orchestras all over the world. Well, nearly all orchestras; it was not 
until eleven years later, in December~ 1905, that the prelude first appeared in 
the programs of the conservative Societe des Concerts du Conservatoire de Paris. 

Debussy's musical translation of Mallaim~'s poem was originally to ' have 
been a three-part work, Prelude. Interlude et Paraphrase finale, which was 
gradually reduced to one unit. Debussy labored at great length over the score; 
the beginning bears the date 1892, and the last line, September, 1894. Mallarm~ 
had written his poem as a piece to be recited on the stage and it is possible 
Debussy intended his music to be used to accompany the poem, or to set a mood 
before the reading. Here again we are in the realm of program music, but this 
music, like the Beethoven symphony, does not need any literary justification; 
indeed, it is doubtful if even one percent of those who value the music have 
ever read Mallarme's pastoral rhapsody. The music has eclipsed its poetic 
source of inspiration. 



FOUR SEA INTERLUDES from the opera "Peter Grimes" .... .. ...... Benjamin Britten 

Dawn 
Sunday morning 
Moonlight 
Storm 

(born 1913) 

"Peter Grimes" was first performed in London on June 7, 1945, the first 
production of the revived Sadler's Wells Opera Company, which had been put 
out of business by German bombs. The work was received with great ~clati even 
the usually staid Times proclaimed that its eventual establishment in the reper
toire of the world's opera companies was "inevitable." This acclaim was 
echoed throughout the world. By the date of its performance in February 1948, 
by the Metropolitan Opera Company, it had enjoyed 115 performances in seven 
languages in the operatic centers of Europe (plus an unfortunate performance 
at Tanglewood). 

Today the opera is a curiosity rather than a staple in the repertoire, a 
fact all the more unexplainable ' by ' the obvious force of these fo ur excerpts. 
This neglect has been accounted for by the length of the work, by the large 
orchestral and choral forces necessary, and by the extremely difficult solo 
roles; but these facts are true of many operas in the standard repertoire. The 
truth seems to be that while the above factors may contribute to its desuetude, 
basically "Peter Grimes" suffers from an involved story made incomprehensible 
through a bad libretto. The opera is replete with compelling dramatic effects 
(even though many are stock items such as the impassioned duet in Act II be
tween Peter and his fiancee Ellen, against the solemn background of a nearby 
church service), and much excellent music, for instance a rousing seven-part 
round in the tavern scene of Act I. Consistently excellent are the six instrument
al pieces which Britten uses to introduce each of the three acts and to bind the 
two scenes of each act together. The four which we hear tonight are (1) the 
prelude to Act I, preparing us for the scene showing the waterfront street of a 
fishing village on a cold gray morning, (2) the prelude to Act II, which opens on 
the same street, but this time on a fine Sunday morning, with the church bells 
calling the villagers to worship, (3) the interlude between the scenes of Act III, 
this time setting the mood for a quiet moonlight view of the same street, and 
(4) the interlude between the scenes of Act I, depicting a storm which reaches 
its height as the scene begins. 

THREE DANCES from the ballet, "EI Sombrero de tres picos" ..... Manuel de Falla 
(1876 - 1946) 

Los Vecinos (The Neighbors) 
Danza del Molinero (The Miller's Dance) 
Danza final (Final Dance) 

De Falla has been. called Spain's answer to the 19th century charge that 
only Frenchmen could write good Spanish music. N'ot only does he make the 
"Spanish" music of some 'foreign composers sound ersatz and commercial, but 
he has restored Spain to a place in the music councils of the world. He is the 
first composer of international stature produced by Spain since the 16th century 
masters Cristobal Morf..les and Tomas LUis de Victoria. 

The plot of "The Three-cornered Hat" concerns a miller and his wife 
whose idyllic existence is disturbed by an amorous Corregidor (or Governor), 
the symbol of whose office is a tricorne, or three-cornered hat. The miller's 
wife eludes his vigorous pursuit with such agility that he tumbles headlong .into 
the mill-race and finds his ardor literally dampened. In the end the miller 
not only turns the tables on him, but gives him a sound drubbing besides. On 
this wisp of a plot de Falla has written some of his most appealing, and most 
thoroughly Spanish music. 

Program cover by Jean MacLeod, studio of Rudolf Jegart, from a tapestry in 
the collection of historic textiles, School of Home Economics. 

Ushers courtesy of Village Vamps and Cavaliers. 
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