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Con moto 

Orpheus 

The tenth of Stravinsky’s ballets, Orpheus was composed 

in 1947, and first produced in New York by the Ballet 

Society under the composer’s direction with choreography 
by Balanchine. The score calls for piccolo, two flutes, two 

oboes (2nd doubling English horn), two clarinets, two 

bassoons, four horns, two trumpets, two trombones, tim- 

pani, harp, and strings. 

In style, this is one of the earliest of Stravinsky’s works to 

foreshadow the restrained but intense refinement of his 

latest period. It is true that, even nineteen years before, 
the ballet Apollo had retreated far from the dynamic ex- 
tremism and expressive vehemence of The Rite of Spring. 

But even Apollo, and other such classically poised. works 
as the Symphony of Psalms (1930) and the Symphony 

in C major (1940), retain a sustained quality—a concern 

with ensemble sounds and textures—that links them 
closely to the earlier Stravinsky. It is in Orpheus that, 

for the first time, a preoccupation 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 twelve-tone serialism and beyond. 

In Orpheus these two aspects of Stravinsky are held in a 
moment of perfect equilibrium. It is at the same time one 

of his least emphatic and one of his most moving works. 
The most remarkable example of its understatement is at 

the point in the myth where Orpheus tears the bandage 
from his eyes and Eurydice falls dead. This is marked, 

not by an orchestral outburst, but by a far more effective 

bar of silence. 

First Scene 

The accompanying schedule is an attempt to help the 
listener follow the course of music and action in detail. 

On the left, the timings from the beginning (in this 

performance) are given. The other columns show move- 
ment titles, tempo markings, and stage directions as they 

occur. 

Symphony in Three Movements 

If one includes the Symphony of Psalms of 1930, but dis- 

counts the Symphonies of Wind Instruments of 1920 

(where the title is used in a radically different sense), the 

Symphony in Three Movements is Stravinsky’s fourth 

composition in the genre. The other symphonies that 

precede it are an early one in E flat major and the 
Symphony in C major of 1940. The Symphony in Three 

Movements was written in 1945. It is dedicated to the 

New York. Philharmonic Symphony Society, which gave 

it its first performance the following year. It is scored for 
a fairly large orchestra—piccolo, two flutes, two oboes, 

three clarinets (one doubling bass clarinet), two bassoons, 

double-bassoon, four horns, three trumpets, three trom- 

bones, tuba, timpani, bass drum, piano, harp, and strings. 

Of these instruments, the piano and harp are used in a 
prominent, almost concertante, fashion. The first move- 

ment features the piano, the second the harp, and the 
finale both of them. 

Like its scoring, the thematic material of the Symphony 

has a hard-edged clarity that might be thought to dis- 
tinguish the work from Stravinsky’s more expressive com- 

positions and to align it instead with his moments of 
neo-classicism. Nevertheless, by comparison with the Sym- 

phony in C major, the three-movement work does mark 

something of a return to the violence of the early ballets. 

It was therefore not very surprising when, quite recently, 

Stravinsky revealed a connection between the Symphony's 
inspiration and the events of World War II In his Dia- 
logues and a Diary, written in collaboration with Robert 

Craft, he said: “I will not say that it expresses my feeling 
about [those events], but only that, without the participa- 

tion of what I think of as my will, they excited my musical 

imagination. And the impressions that activated me were 
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not general, or ideological, but specific: each episode in 

the Svmphony is linked in my imagination with a specific 
cinematographic impression of the war.” But, he adds, 
“In spite of what I have said, the Symphony is not pro- 

grammatic. Composers combine notes. That is all. How 

and in what form the things of this world are impressed 
upon their music is not for them to say.” 

Those who believe that music is degraded by a connection 
—call it “programmatic” or not as you will—with the 
observed material world may be consoled, in the case of 
the Symphony in Three Movements, by the thought that 
the piece made its way in the repertoire perfectly well for 
twenty years without anyone’s regarding it as other than 
a piece of “absolute music.” Those on the other hand who 

hold, with Bernard Shaw, that “tone-poetry” is in no way 

‘inferior to “absolute,” “abstract,” or “pure” music will be 
interested to know of the specific connections in Stravin- 

sky’s mind. The first movement was “inspired by a war 

film .. . of scorched earth tactics in China.” The middle 

section of the movement, he says, “was conceived as a 

series of instrumental conversations to accompany a series 

of cinematographic scenes showing the Chinese people 
scratching and digging in their fields. The music for 

clarinet, piano and strings that mounts in intensity and 
volume until the explosion of the three chords at number 

69, and then begins all over again, was all associated in 
my mind with this Chinese documentary.” The witty cen- 

tral Andante, which in turn has a middle section marked 

Pià mosso, forms a more relaxed interlude with no warlike 

reference. Of the finale Stravinsky says: “The beginning of 
the movement is partly and in some inexplicable way a 

reaction to the newsreels and documentaries I had seen 

of goose-stepping soldiers. The square march beat, the 
brass band instrumentation, the grotesque crescendo in the 
tuba, these are all related to those abhorrent pictures. . . . 
The exposition of the fugue and the end of the Symphony 
are associated in my plot with the rise of the Allies, and 
the final, rather too commercial, D flat sixth chord— 

instead of the expected C—in some way tokens my extra 

exuberance in the Allied triumph.” 

— BERNARD JACOBSON 
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Orpheus weeps for Eurydice. He stands 
motionless, with his back to the audience. 

Some friends pass bringing presents and 
offering him sympathy. 

The Angel leads Orpheus to Hades. 

The Angel and Orpheus reappear in the 
gloom of Tartarus. 

... their agitation and their threats. 

The tormented souls in Tartarus stretch 

out their fettered arms towards Orpheus, 
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Moderato assai 

Vivace 

Lento sostenuto 

consolation. 

Orpheus continues his Air. 

Hades, moved by the song of Orpheus, 
grows calm. The Furies surround him, 

bind his eyes, and return Eurydice to him. 
(Veiled curtain.) 

Orpheus and Eurydice before the veiled 
curtain. 

Orpheus tears the bandage from his eyes. 
Eurydice falls dead. 

Veiled curtain, behind which the decor 
of the first scene is placed. 

The Bacchantes attack Orpheus, seize 
him, and tear him to pieces. 

Orpheus’s Apotheosis. Apollo appears. 

He wrests the lyre from Orpheus and 
raises his song heavenwards. 
End. 
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