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travinsky’s large output offers one of the clearest il- 
lustrations of the tension in art between Dionysian and 
Apollonian elements — between the ultimately anarchic 
creative urge and its balanced ordering. At various 
points in the seven decades of the composer's active 

career the emphasis may appear to lean more or less em- 
phatically to one extreme or the other of this basic polarity. In 
the early ballets—hardly less strikingly in Les Noces (The Wed- 
ding, 1914-17) than in The Rite of Spring (19I|-13)—the central 
stylistic source is Russian folk music, and Dionysus seems to hold 

fairly effortless sway. Then, around 1920, came a radical change 
in Stravinsky’s aesthetic direction: Apollo, we might say, asserted 
himself. In the works from that date on, classical ideas and 
modes of expression begin to dominate, subjects from Greek my- 
thology —the supremely “classical” matrix of Western artistic 
thought —beckon, and by 1927, when most of the ballet named 

for Apollo was written, the music appears to have moved de- 
cisively over to the other pole, where it was to stay well beyond 
1947, the year of Orpheus. As the composer himself put it in his 
1939/40 Charles Eliot Norton lectures on the Poerics of Music: 
“The lucid integration — the crystallization —of a work of art 
demands that all the Dionysian elements that stimulate an artist 
and set his imaginative juices flowing be properly controlled 
before they intoxicate us, and be, in the end, subjected to disci- 
pline: such is Apollo’s command.” 

Yet it would be facile to imagine that The Rite of Spring 

was purely Dionysian and to see Orpheus, or even Apollo, as 

exclusively Apollonian. A great composer simply doesn’t com- 
partmentalize himself to that degree. In those same lectures, 
Stravinsky quoted with approval André Gide’s dictum that “clas- 
sical works are beautiful only by virtue of their disciplined ro- 
manticism’’; and if a close identity may be admitted there 
between “classical” and “Apollonian,’ then it might correspond- 
ingly be argued that romantic (or Dionysian) works are satisfy- 
ing only by virtue of their aspirant classicism. In other words, the 
spectrum between romantic and classical, or Dionysus and 
Apollo, or The Rite of Spring and Orpheus, is a continuous one. 

he ballet Apollo is not concerned with all of the god’s 

ar mythological attributes, but concentrates —as 
the original title Apollon Musagete made explicit—on his 

role as leader of the Muses, and thus as Olympian patron and 
arbiter of the arts. Composed mainly at Nice between July 1927 
and January 1928, it was written in response to a commission 

(Stravinsky's first American one) from Elizabeth Sprague 
Coolidge for a work to be performed in the Library of Congress the 
following spring. “Apollo and the Muses,’ Stravinsky later ex- 

plained, “suggested to me not so much a plot as a signature...a 
manner...The real subject of Apo/lo is versification, which im- 
plies something arbitrary and artificial to most people, though 

to me art ss arbitrary and must be artificial. The basic rhythmic 
patterns are iambic, and the individual dances may be thought 
of as variations of the reversible dotted-rhythm iamb idea.” 

In realizing this strongly abstract conception, which 
aimed, as Stravinsky noted elsewhere, at unity rather than con- 
trast, he determined on an orchestra of strings only (with the 
cellos as well as the violins divided) and on an almost purely 
diatonic idiom. George Balanchine, the choreographer of the 
works first European production (which, following closely on the 
27 April Washington première, opened on 12 June 1928 at the 
Théâtre Sarah-Bernhardt in Paris with the composer conducting), 
characterized the music as ‘white on white!’ For home listeners 
without a stage picture to illuminate the action, a summary of 
the stage and musical directions may be helpful. 

The scene is the Aegean island of Delos. Scene | (prologue): 

Birth of Apollo (Largo); Apollo comes into the world (acce/e- 
rando); appearance of two nymphs (A//egro), who give Apollo his 
lyre and teach him to play it; after a return to Tempo |, Apollo is 
left alone, and the scene changes. Scene Il, a sequence of dances 
for Apollo and the three Muses selected by the composer from the 
original nine— Calliope, Muse of heroic poetry (to whom he pre- 
sents a stylus and tablets), Polyhymnia, Muse of mime (to whom 
he presents a mask), and Terpsichore, Muse of dance and gesture 
(to whom he presents a lyre): Apollo's Variation, beginning with 
a cadenza-like violin solo, and in the later course of which the 
three Muses make their entry; Pas d'action (Moderato) for Apollo 
and the three Muses; Calliope’s Variation (the Alexandrine) (A/le- 

gretto), prefaced by a couplet of Boileau (‘‘Always, in your verse, 
let the sense, cutting off the words, suspend the half-line and 
mark a rest’); Polyhymnia’s Variation (A//legro); Terpsichore’s 

Variation (A//egretto); Apollo's Variation (Lento); Pas de deux 

(Adagio) for Apollo and Terpsichore, with the instruments muted 

except for four measures of the double-bass part; Coda (Vivo— 

Tempo sostenuto—Agitato) for Apollo and the Muses; Apotheosis 

(Largo e tranquillo)—Apollo, called home by his father Zeus, 
blesses the Muses and, followed by them, ascends Olympus —his 
mother Leto falls back in the arms of her handmaidens and 
reaches up to her son in a final farewell. 

ommissioned by Lincoln Kirstein in 1947 for the Ballet 
( Society of New York, Orpheus had the benefit of Bal- 

anchine’s close collaboration throughout the process of 
composition. It was completed in Hollywood on 23 September 
1947. In keeping with the more overtly expressive and dramatic 
nature of the myth, the score this time adds to the strings the 

coloristic resources of two flutes, piccolo, two oboes (2nd doub- 
ling English horn), two clarinets, two bassoons, four horns, two 
trumpets, two trombones, timpani, and harp. The last-named 
instrument is used orchestrally to symbolize Orpheus’s lyre. 

Scene |: Orpheus weeps for Eurydice. He stands motionless, 
with his back to the audience (Lento sostenuto, harp and 
strings). Some friends pass bringing presents and offering him 
sympathy (first entry of the winds). Air de danse (Andante con 

moto). Dance of the Angel of Death (L'isresso) —The Angel leads 
Orpheus to Hades (trombone and muted trumpet solos against 
background of tremolando upper strings). Interlude —The Angel 
and Orpheus reappear in the gloom of Tartarus. Scene II: Dance of 

the Furies—their agitation and their threats (Agitato in 
piano — Sempre alla breve ma meno mosso). Air de danse 
(Grave—Un poco meno mosso) for Orpheus. Interlude (L'istesso 

tempo) — The tormented souls in Tartarus stretch out their fet- 

tered arms towards Orpheus, and implore him to continue his 
song of consolation. Air de danse (conclusion, l ‘stesso tempo) — 
Orpheus continues his Air. Pas d'action (Andantino leggiadro — 
Poco piu mosso)—Hades, moved by the song of Orpheus, grows 
calm. The Furies surround him, bind his eyes and return Eurydice 
to him. (Veiled curtain.) Pas de deux (Andante sostenuto) — 

Orpheus and Eurydice before the veiled curtain — Orpheus tears 
the bandage from his eyes. Eurydice falls dead (at the measure of 

silence following a one-measure crescendo). Interlude (Moderato 
assa!) —Veiled curtain, behind which the decor of the first scene 

is placed. Pas d'action (Vivace) —The Bacchantes attack Or- 
pheus, seize him and tear him to pieces. Scene Ill: Orpheus’s 

Apotheosis (Lento sostenuto)—Apollo appears. He wrests the 

lyre from Orpheus and raises his song heavenwards. 
ithin the context of their generally Apollonian bias, and 

\\ the further light of Stravinsky's other directly Greek- 
inspired works (Oedipus Rex of 1927, Persephone of 1934, 

and Agon of 1957), Apollo and Orpheus display at least as much 
difference as similarity in their musical styles. Commenting on 
the links Diaghilev detected between Apo//o and the music of 
Glinka and of léth-century Italy, Eric Walter White has suggested 
with justice that ‘closer stylistic affinities are to be found in the 
music of some of the French composers from Lully to Delibes.” 
Indeed, for all its retreat from the dynamic extremism and ex- 
pressive vehemence of The Rite of Spring and its new emphasis on 
clarity and, in places, on polyphonic line, Apo//o, in common 
with other such classically poised works as the Symphony of 
Psalms (1930) and the Symphony in C major (1940), retains a 
sustained quality—an essentially I9th-century concern with 
ensemble sounds and textures—that links it closely to the ear- 
lier Stravinsky. It is in Orpheus that, for the first time, a preoccu- 
pation with the isolated line comes to the fore, pointing to the 
new interest in Webern that would in the following decade carry 
Stravinsky on to 12-tone serialism and beyond. This, rather than 

the abstract element of a shared Hellenism, is what related Or- 
pheus to Agon —just as the evocatively ritualistic use of bass 
ostinato in the closing measures of Apo/lo is what most potently 
connects that work with its predecessor Oedipus Rex. In Orpheus, 
the two Stravinskyan aspects of sustained texture and linearity 

are held in a moment of perfect equilibrium. Characteristically 
the climactic point of the story—the moment where Orpheus 

tears the bandage from his eyes and Eurydice falls dead —is 
marked, not by an orchestral outburst, but by a far more effec- 
tive measure of silence. It is in such masterly use of understate- 
ment that Orpneus carries to their natural conclusion the 
advances of Apo//o, and constitutes itself at the same time as one 
of Stravinsky’s least emphatic and one of his most moving works. 
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SIDE ONE 
30:10 

(1928) 

(Apollon Musagète) 

First Scene (Prologue) 

Naissance d’Apollon 

Second Scene 
Variation d’Apollon; Pas d'Action; Variation de 

Calliope; Variation de Polymnie; Variation Terpsichore; 

Variation d’Apollon; Pas de Deux; Coda; Apothéose. 

Solo Violin: Richard Deakin 

SIDE TWO 
32:50 

(1947) 

First Scene 

Orphée pleure; Air de Danse; Dance of 

the Angel of Death: Interlude. 

Second Scene 

Pas des Furies; Air de Danse (Orphée): Interlude; 

Air de Danse (conclusion); Pas d'Action; 

Pas de Deux: Interlude; Pas d'Action. 

Third Scene 

Apothéose d'Orphée 
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