
Daniela
Sello patrimonio blanco



T his Columbia High Fidelity recording is scientifically designed to play with the highesl quality of reproductjon on the phonograph of your choice, new or old. If you are the owner of 
a new stereophonic system, this record will play with even more bri lliant true-to-lije fide lity. I n short, you can purchase this record with no fear of its becoming obsolete in the future. 

ML 5672 

ICOR STRAVINSKY CONDUCTS, 1961 
Movements for Piano and O rchestra L'Histoire du Soldat (Suite) Available on Stereo-M S 6272 

Charles Rosen, pian is t (appea ring th rou gh the cou rtesy o f Epic Reco rd s ) . 

The Colum bia Symph ony Orches tra 
Israel Baker, solo violín ; Roy D' Antonio, clarinet; Don Christlieb, 

Double Canon for String Q uartet 
bassoon ; Charles Brady, carn et; Robert Marsteller, trombone; Richard Kelley, bass; 
W illiam Kraft, percussion 

Israel Baker, v iolín; Otis Igleman, vio/in ; Sanford Schonbach, viola; 
George Neikrug, cella 

Epitaphium for Flute, Clarinet and Harp 
Arthur Gleghorn, flute; Kalman Bloch, clarinet; Dorothy Remsen, harp 

Octet for W ind Instruments 
James Pellerite, flut e; David O ppenheim, clarinet; Loren Glickman and 
Arthur Weis berg, bassoo ns ; Robert Nagel and Theodore Weis, trumpets ; 
Keith Brown and Richard Hixon, trombon es 

Stravinsky's Movements fo r Piano and Or­
chestra were composed in 1958-1959. The first 
performance was in New York on Ja nua ry 10, 
1960, wi th Ma rgrit Weber (to whom the Move­
ments are dedica ted) as solois t a nd the composer 
cond ucting. Stravinsky has sa id th a t the five 
Movements a re "rela ted more by tempo th an by 
differences of timbre, mood, cha rac ter ; in a 
dura t ion of only eigh t minu tes, the cont rast of 
an andante with an allegro woul d make little 
sense; const ru ct ion mus t replace contrast . . . 
T he Movements explore n ew h a rmonic regions, 
sorne of them more com plex than in any of m y 
previous music, in spi te of lon g peda l-point 
passages such as the C of the firs t ending, the 
clarinet tremolo a t the end of , the third m ove­
ment, and the 's tring ha rmonics in the fo ur th 
movement. I am amazed a t th is m yse lf, in view 
of the fact that in Thr eni simple triad ic refer­
ences occur in every bar." 

Stravinsky has also wri tten that "eve ry as­
pect of the composition has been to sorne ex­
tent determined by seria l forms , and the 
Movements represent my boldes t steps in the 
extension of a se rial poin t-of-view to o ther ele­
ments than pitch . T he confining of the short 
orchestral interl udes each to a defined timbre 
may be considered as a serial orientation, and 
so may certain rhythmic procedures in the last 
movement, following the measured accelerando 
for the two flutes (a passage that has been 
compared to Bartók by people who are unaware 
of the same thing in old music- in Monteverdi 's 
madrigal Sfogava con le stelle, for instance) ." 

In the light of the two larger works Stravin­
sky has completed since the Movements-the 
can tata A Sermon, a Narrative, and a Prayer, 
and the drama The Flood-the Movements are 
shown to have been the crucial work in the 
whole development of Stravinsky's music si nce 
Th e Rake's Progress. 

The Double Canon; Raoul Dufy, in Memoriam 
began as an album-leai duet for flu te and clari­
net. Composed in Venice in September 1959, in 
response to a p rívate request for an autograph, 
the music was not in tended as a personal tribute 
to Dufy for the composer and the painter h ad 
never met. The string quarte t expansion was 
produced by the simple reve r si b i l i ty of th e 
cano n sub ject. The rhyt h mic, m elo d ic, a nd 
harmonic cha rac ter of the music is remini scent 
of th e string quartet canons from th e In 
Memoriam Dylan Thoma s. (The events of the 
¡:anon-they take longer to describe than to 
play-are as fo ll ows: The 12-note subject is 
stated by the first vio lin and fo llowed by the 

second violin in canon a major second below 
and a t the time interval of four bea ts. The 
viol ins repeat their canon, but wi th the second 
violin a t the unison ; during thi s repe tition the 
viola enters with the R order of the subj ec t a t 
the octave below, while the cello fo llows the 
viola , in canon with i t, a minor seventh b elow 
and a t the time interval of six bea ts. The viola 
and cello repeat thei r ca non, but a t the octave 
while, at the same time, the violins play the RI 
fo rm in canon, at the time inte rval of six b eats 
and a t the pitch in terval of a major second 
above. The fi n a l sta tement, by the vio lins alone, 
repea ts the RI fo rm ca non, but a t the unison.) 

The seve n- s troph e Epitaphium "fo r th e 
Tombs tone of Prince Max Egon zu Furs ten­
bu rg" was composed sh or tly af ter the dea th 
(Apri l, 1959) of the fo under and patron Prince 
of the " Donaueschingen Mus iktage." Stravinsky 
had been Prince Max Egon's house guest du r­
ing the Donaueschingen festivals of 1957 ancl 
1958, and Stravinsky's music was associated 
with the growth of thi s impor tant annual event 
from its earlies t years . The m usic is a series of 
shor t an tiphons tha t contrast the bass regis ter 
of the ha rp wi th the treble register of a fl ute 
and clarinet duet. 

"The Octuor began with a dream. I fo und 
m yself (in my dream · st.ate) in a small 
room surrou nded by a small number of 
instrumen talists who were playing sorne 
very agreeable music. I did not recognize 
the music they played, and I could not re­
call any of it the next day, but Ido remem­
ber my curiosity-in the dream - to know 
how many the musicians were. I remember, 
too, tha t after I h ad counted them to the 
number e ight, I looked aga in and saw that 
they were playing bassoons, trombones, 
trumpets, a flute , and a clarinet. I awoke 
from this little dream concert in a s tate of 
delight, and the next morning I began to 
compose the Octuor- a piece I had not so 
muchas thought of the day before (though 
I had wanted for sorne time to wr ite a 
chamber ensemble piece-not inciden ta l 
m usic like L'Histoire du Soldat, but an 
instrumen tal son a ta). 

T he Octuor was quickly composed (in 
1922) . T he fi rst movement carne first, and 
then the waltz in the second movement. 
The theme of the beginning of the second 
movement was derived from the wal tz. As 
soon as I had d iscovered i t, I recogn iz'ed 
it as an ideal theme for variations. I then 
wrote the "rubans des gammes" ("ribbons 
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of scal es") varia tion a s a prelude introduc­
tion to each of the other var ia tions . The 
fi nal varia tion, the fugato, is the culmina­
tion of every thing I had attemp ted to do 
in the movement, and it is certainly the 
m os t inte r es tin g epi sode in the w h o le 
Octuor. The point of the fugato is that the 
theme is played in ro ta tion by the ins tru­
me n tal pairs (fl ut e-cla r in e t, bass oons, 
trumpe ts, trombones) wh ich is the com­
bina tion idea a t the roo t of the Octuor (and 
of my dream). The thi rd movement g rew 
out of 'the fugato and was intended as a 
contra s! to the high tension point of the 
whole piece. Pe rhaps I had Bach's Two 
Par t Inven tions in mind wh ile com posing 
th is movement-as I may have had while 
composing the las t m ovemen t of m y Pian o 
Sona ta; I was inspired by the lucidity 
and terseness of the Inventions, a t any 
ra te. Terseness, too, was pa rt of my in­
ten tion in composing the final chord ; the 
fi rst invers ion seemed to me sufficient to 
indicate finis , and it had more flavor than 
the tonic, which, in any case, would have 
been heavy-footed. 

My composer's appe tite was whetted by 
my discovery of sona ta form; and by m y 
discovery of the poss ibilities of the instru­
men tal dialogues. (I am satisfied wi th the 
ins trumen tal wri t ing, too; I could never 
compile a textbook of instrumental ex­
amples except from my own works, inci­
dentally, for the reason that I could never 
be certain of the exact intentions of any 
other composer, and therefore of the de­
gree of his success or fail ure.) 

I conducted the first performance of the 
Octuor myself, and I was extremely ner­
vous abou t doing it : it was the fi rs t work 
of mine I did introduce myself. The stage 
of the Pa ris Opera seemed a large frame 
for only eight ins truments, but we were 
set off by a wa ll of screens, and the piece 
sounded well. The Octuor is dedica ted to 
Vera de Bosse t." 

(from Conversations with Stravinsky, Vol. IV.) 

Inciden tal Music to L' Histoire du Solda t. 
L'Histoire du So ldat is a ch amber play for two 
actors, a dancer, and a nar ra tor. It was com­
posed by Stravinsky and the Swlss novelis t C. F. 
Ramuz in 1917-1918, and it received its first 
performance on September 28 of the !al ter year, 
in Lausanne. • T he play is in two parts of three 
and fo ur scenes, respectively. Stravi nsky's inci-
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dental music consis ts of eleven concert pieces 
and five short cues. The cues repea t fragments 
of the larger piece s and the y are therefore 
omitted from the presen t performance as they 
are, generally, from purely musical perform­
ances. The ensemble uses bo th bass and treble 
brass (cornet and trombone), woodwind (clari­
n e t and bassoon), and s trings (violin and con­
trabass). A seventh musician is the chef of a 
whole pantry of p e:-(: ussion. 

The titles and the performing order of the pieces 
a re as foll ows: 

Pa rt I : The Soldier's March (subtitled " M a rch­
ing T unes"). T he bass plays a " lef t- right, left­
rig h t" m a r ching acco m panime n t f igure 
throughout m os t of th is piece. Fragments of 
ma rching tunes are passed from on e in s tru­
ment to ano ther a nd then sounded by a li of the 
instrumen ts , tutti . These "Marching Tunes" are 
used aga in la ter in the work. The second piece, 
The Soldier at the Brook, is also made up of 
tune fragment s that are used in la ter numbers: 
the four-n ote bass ostinato returns in The 
Devil's Dance, the corne t melody is the leading 
tune of The Little Concerto, and the violín 
melody returns in The Littl e Concerto. The next 
piece, the Pa stora/ e, is a duet for clarinet and 
bassoon with, as a middle section, a cornet solo 
accompanied by the s trings. The music is rem­
iniscent of the last pages of Petroushka. 

Part II : Of the eigh t pieces comprising Part II, 
three of them, the Tan go, Waltz, and Ragtime, 
are played without pause. Part II begins with 
Th e Royal March, a street-band parade inaugu­
rated by a loud trombone tune. The materials 
of the next piece, The Little Concerto, are de­
rived largely from earlier numbers; it is there­
fore a connecting and unifying link. The Little 
Concerto begins and ends with a clarinet, violin, 
a n d cornet trio. The Princess' three dances, 
Tango, Waltz, and Ragtime and The Devil's 
Dance are heard next. The latter is a blend of 
new and old ma terials. These four dances are 
fo ll owed by a Chora/e in the wind instruments, 
wi th the strings joining at the cadences. The 
final piece, T he Triumphal March of the Devil, 
is a rondo with a theme from The Royal March. 
The theme is repeated five times, the fifth time 
feebly and as though offstage. Trumpet calls 
summon the Soldier, and the music ends with 
the devi l's drums. 

ROBERT CRAFT 

,.For an extended desc ription of the play and its s tagi ng , 
see Stravinsky's Expositions and Develapments, Double­
day, N .Y., 1962. For a detailed s tudy of the music see 
Lawrence M orton's Stravinsky, Oxford Press, N .Y., 1962 . 
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