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Scored for 3 flutes (piccolo, flute in G), 2 oboes, English horn, 2 Bb clarinets, Eb clarinet, bass 
clarinet, 2 bassoons, contra bassoon, 4 horns, trumpet in D, trumpet in C, 2 trumpets in A, 3 trombones, 

tuba, timpani, percussion, piano, strings. 

1. Dance: stridente, sarcastico 
2. Scene: agitato molto 
3. Dirge: larghissimo 
4. Finale: andante moderato un poco agitato 

HIS SUITE was arranged from music originally composed 
to accompany a performance of Andreyev’s The Black 

Maskers, given at Smith College, Northampton, Mass., in June 
1923. Like the original version, it is dedicated to Sessions’ 
great teacher and associate, Ernest Bloch. The Black Maskers 
Suite has been performed by most major symphony orchestras 
here and abroad, and invariably excites the critics and 
audiences as a novel, profound, exhilarating experience. 

Sessions’ musical idiom has been described in thorough, 
understanding manner by Mark A. Schubart, present dean 
at Juilliard, who wrote in Musical Quarterly, “Of composers 
practicing their art in the U. S. today, few have had a more 

profound influence on the course of music here than Roger 
Huntington Sessions . . 

“The greatest obstacle to a clear understanding of Sessions 
music is to be found in the very qualities that give it value 
and significance. For this is not music a conductor can prepare 
in one or two rehearsals, and toss off with a flourish . . . It is 
neither jazzy nor folksy .. . It is first of all, intensely original 
. + . the expression of a highly independent mind. It is tre- 
mendously vigorous and moves forward with a relentless 
drive. It is often vulgar in the sense that a Beethoven scherzo 
is vulgar. 

‘Sessions’ music defies categorization as neo-classic, post- 
impressionist, etc. It is probably closest in intent to the music 
of Beethoven in that it seems to be motivated by a spirit of 
affirmation and a profoundly optimistic reaction to the world. 
As with Beethoven, too, Sessions’ inspirations seem to fall 
naturally into large molds, both in actual form and in the 
grandeur of their gesture. Sessions’ music is often tragic, 
but one searches in vain for traces of self-pity: it is often 
humorous, but its humor is broad and jovial, rather than 
ironic and caustic. 

“The actual texture of the music is complex . . . invariably 
written around one or more tonal centers, but the harmonies, 
particularly in moments of tension and climax, are strongly 
dissonant. The rhythms are complex on paper, though quite 
logical to the ear, 

“In its scope and in its avoidance of the trivial, Sessions’ 
music has often been called German-influenced. It is true that 
it follows the German conception of music as a grandly 
expressive art, rather than the French conception of it as a 
sensuous or coloristic one . . . Sessions has undoubtedly 
absorbed unconsciously qualities of Richard Strauss, of 
Schoenberg, of Stravinsky, of Bloch. But his creative product 
is by now well enough formed to be accepted in its own terms. 

bout the Composer... 
Roger Sessions was born in Brooklyn, N. Y., December 

28, 1896. Ancestors on both sides of his family have been in 
this country since the early 17th century. Most of his boyhood 
was spent in New England, and at the age of 14, he entered 
Harvard, from which he graduated at the age of 18. Later he 
attended the Yale School of Music, where he studied under 
Horatio Parker. From 1917 to 1921, he taught at Smith 
College, but in 1919 he himself began his most important 
period of study with Ernest Bloch at the Cleveland Institute 
of Music. In 1925 he traveled to Europe, where he stayed for 
two years on a Guggenheim Fellowship. In 1928 he won the 
three year prize in music at the American Academy in Rome. 
In 1933 with the Nazi rise to power in Germany, Sessions 
returned to the United States and taught in several colleges. 
In 1945 he became Professor of Music at the University of 
California, a position that permits ample time to compose. 

The inspiration for The Black Maskers is revealed in 
Sessions’ own observations regarding the Andreyev drama. 
“The play, written in 1908, deals in Andreyev’s character- 
istically symbolic style with the theme of tragic conflict within 
the human soul. The author himself supplies us with a key 
to the interpretation of the drama in a passage from ‘My 
Diary’, written a few months before the play: ‘Every man, as I 
afterward came to see and understand, was like that rich and © 
distinguished gentleman who arranged a gorgeous masquerade 
in his castle and illuminated his castle with lights; and thither 
came from far and wide strange masks, whom he welcomed 
with courteous greetings, though ever with the vain inquiry; 
“Who are you?” and new masks arrived ever stranger and 
more horrible.’ And in a foot-note: ‘The castle is the soul; 
the lord of the castle is man, the master of the soul; the 
strange black maskers are the powers whose field of action 
is the soul of man, and whose mysterious nature he can 
never fathom.’ ” 
And regarding the music itself, ‘‘The music was conceived 

throughout as an expression of certain moods felt behind the 
incidents of the play, rather than as their descriptive 
counterpart. 

“The order of the numbers has been altered in the interests 
of a more appropriate musical sequence. In the Suite the 
succession is as follows: 
“I. Dance. The Dance from Scene I. A wild melody in which 

are heard malicious laughter, cries of agony and despair, 
and someone’s low sad plaining. 

“Il. Scene. This movement contains the music originally writ- 
ten for Scene III of the play, in which the festive gather- 
ing is gradually overwhelmed by the increasing hordes 
of BLACK MASKERS. It has a middle section represent- 
ing Lorenzo’s song, given to the bass flute, with solo viola 
obbligato. At the end the victorious trumpetings of the 
BLACK MASKERS are heard. 

“Ill. Dirge. Larghissimo. This movement served as introduction 
to Scene IV of the play. The music is interspersed with 
reminiscences of the wild trumpetings of the BLACK 
MASKERS, and later by trumpet calls announcing from 
the turrets of the castle the death of Lorenzo. 

“IV. Finale Andante Moderato. The music of the final scene: 
as his castle is overwhelmed by the conflagration, Lorenzo 
finds redemption in the symbolic purity of the flames.” 

The Black Maskers Suite is presented here complete on two 
sides of a 10-inch ARS high-fidelity long-playing disc. Walter 
Hendl, who conducts the American Recording Society Orches- 
tra in this recording, is permanent conductor of the Dallas 
Symphony Orchestra, and is one of the few young Americans 
to hold such a post. Previously he was Assistant Conductor 
of the New York Philharmonic. 
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