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METROPOLITAN OPERA HOUSE

TUESDAY EVENING, APRIL 22, 1930, AT 8.45 O’CLOCK

THE LEAGUE OF COMPOSERS

AND THE
PHILADELPHIA ORCHESTRA ASSOCIATION

present a stage performance for the benefit of

THE NATIONAL MUSIC LEAGUE AND A COMPOSERS’ FUND

LEOPOLD STOKOWSKI conducting THE PHILADELPHIA ORCHESTRA

PROGRAM

DIE GLUECKLICHE HAND

ARNOLD SCHOENBERG (1874~

Conducted by
LEOPOLD STOKOWSKI
with
THE PHILADELPHIA ORCHESTRA

Stage Production Directed by ROUBEN MAMOULIAN
Stage Settings and Costumes Designed by ROBERT EDMOND JONES

Ivan IvaNTZOFF, Baritone

The Chimera OrLiNn HowrAnD
The Woman Doris HUMPHREY
The Stranger ...CHARLES WEIDMAN

JOHN GLENN
Two Workmen { CHARLES LASKY

CHORUS OF SEVENTEEN VOICES
(From the Artist Chorus of the Curtis Institute of Music)
. Prepared by SyLvan Levin

Selma Amansky, Natalie Bodanskaya, Agnes Davis, Kathryn Dean, Paceli Diamond, Benjamin de
Loache, Alired De Long, Ruth Gordon, Benjamin Groban, Daniel Healy, Arthur Holmgren, Josephine
Hirak, Eleanor Lewis, Albert Mahler, Charlotte Simons, Abraham Rabovsky, Walter Vassar.

SYNOPSIS OF THE ACTION

An allegory of human struggle against misfortune symbolized by a man and a beast, the pursuit of
earthly joy embodied in a woman, the triumph in work, and eventual defeat. The curtain rises on
the man, lying in the clutch of a creature, half bat, half hyena. He shakes off the beast at the
approach of the woman, who first smiles on him, and then deserts him for a stranger. Abandoned
by her, he rushes out into the world. A cave is seen in which goldsmiths are at work. The man
enters and with extraordinary prowess and speed forges a brilliant crown. A storm blows over the
scene. The woman is now far above the man; she is disdained by the stranger, but the man still
crawls upward toward her. With scorn she pushes a boulder upon him, and, falling, he is again
trapped by the beast.

LE SACRE DU PRINTEMPS

Icor STrAVINSKY (1882-

Conducted by
LEOPOLD STOKOWSKI
with
THE PHILADELPHIA ORCHESTRA

Stage Settings and Costumes Designed by NICHOLAS ROERICH

Choreography Directed by LEONIDE MASSINE
(Courtesy of S. L. Rothafel)

MaARrTHA GRAHAM, Soloist

CORPS DE BALLET

The Sage Gould Stevens The Witch Anita Avila
Men
Caruso Baroto, Vasco Alvarez, Etienne Barone, John Casanova, Fred Curtis, Bernard Day, John
Glenn, H. Jerome, Harold Kolb, Charles Lasky, Warren Leonard, Joe Levy, Buddy Niles, S. Portopo-
vitch, Jack Quinn, Oscar Reale, Jack Seulitrinic, Alex Zarembovsky.
Women

Winifred Bagger, Betty Barr, Dorothy Barret, Hortense Bunsick, Miriam Catheron, Jocelyn Gordon,
Eleanor King, Rose Marshall, Lily Mehlman, Louise Creston, Lillian Ray, Kitty Reece, Mary Rivoire,
Ethel Rudy, Anna Sokolow, Helen Strumlauf, Lillian Shapiro, Silvia Wasserstrom, Rose Yasgour.

SYNOPSIS OF THE ACTION

Part I—Adoration of the Earth

A great dance in a wheellike formation—The adolescents and the old witch—Mock abduction—
Round dance of Spring—The games of the rival tribes—The appearance of the venerable sage—
His blessing of the earth—General adoration of the earth.

Part II—The Sacrifice

Pagan Night—Dance of the young girls in mystical circles—Search for the chosen virgin—Dance of
purification—Evocation of the ancestors—Ritual of the ancestors—Sacrificial dance of the virgin—
Offering of her body to the Spring.

FELIX JACOVES Technical Director
JANICE PERLS Costume Department
MME. IVANOFF }

Magrcus GorbonN Assistant Pianists
Misua HoFFMAN
All costumes executed by MiLLIA DAVENPORT

Stage designs executed by Bergman Studio and Cleon Throckmorton Studio

The League of Composers and the Philadelphia Orchestra Association wish to express their gratitude
to all the artists who have so generously contributed their services to this production. They also
extend their thanks for the valuable co-operation rendered by the Dalton School, the Curtis Institute
of Music, the Parnassus Club, the Victor Company, the Humphrey Studio and the Shelton Looms.

ARrTHUR JUDSON, Manager Steinway Piano Used
THE LeEacUE oF Composers OFFIcE, 113 West 57th Street ¢

Dur;ng Intermission Refreshments will be served in the Foyer on Grand Tier Floor

For advertising rates in The Metropolitan Opera House Program (Season 1930-1931), address
Triune Printing Co., 419 Lafayette Street, New York
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METROPOLITAN OPERA HOUSE

TUESDAY EVENING, APRIL 22, 1930, AT 8.45 O’CLOCK

THE LEAGUE OF COMPOSERS

AND THE
PHILADELPHIA ORCHESTRA ASSOCIATION

present a stage performance for the benefit of

THE NATIONAL MUSIC LEAGUE AND A COMPOSERS’ FUND

LEOPOLD STOKOWSKI conducting THE PHILADELPHIA ORCHESTRA

PROGRAM

DIE GLUECKLICHE HAND

ARNOLD SCHOENBERG (1874-

Conducted by
LEOPOLD STOKOWSKI
with
THE PHILADELPHIA ORCHESTRA

Stage Production Directed by ROUBEN MAMOULIAN
Stage Settings and Costumes Designed by ROBERT EDMOND JONES

Ivan IvaNTZOFF, Baritone

OLin Howranp
.....DORIS HUMPHREY
CHARLES WEIDMAN
{ JOHN GLENN
CHARLES LASKY

CHORUS OF SEVENTEEN VOICES
(From the Artist Chorus of the Curtis Institute of Music)
Prepared by SyLvaN Levin

Selma Amansky, Natalie Bodanskaya, Agnes Davis, Kathryn Dean, Paceli Diamond, Benjamin de
Loache, Alfred De Long, Ruth Gordon, Benjamin Groban, Daniel Healy, Arthur Holmgren, Josephine
Hirak, Eleanor Lewis, Albert Mahler, Charlotte Simons, Abraham Rabovsky, Walter Vassar.

SYNOPSIS OF THE ACTION

An allegory of human struggle against misfortune symbolized by a man and a beast, the pursuit of
earthly joy embodied in a woman, the triumph in work, and eventual defeat. The curtain rises on
the man, lying in the clutch of a creature, half bat, half hyena. He shakes off the beast at the
approach of the woman, who first smiles on him, and then deserts him for a stranger. Abandoned
by her, he rushes out into the world. A cave is seen in which goldsmiths are at work. The man
enters and with extraordinary prowess and speed forges a brilliant crown. A storm blows over the
scene. The woman is now far above the man; she is disdained by the stranger, but the man still
crawls upward toward her. With scorn she pushes a boulder upon him, and, falling, he is again
trapped by the beast.

LE SACRE DU PRINTEMPS

Icor STRAVINSKY (1882-

Conducted by
LEOPOLD STOKOWSKI
with
THE PHILADELPHIA ORCHESTRA

Stage Settings and Costumes' Designed by NICHOLAS ROERICH

Choreography Directed by LEONIDE MASSINE
(Courtesy of S. L. Rothafel)

MarTHA GRAHAM, Soloist

CORPS DE BALLET

Gould Steyens The Witch Anita Avila
Men
Caruso Baroto, Vasco Alvarez, Etienne Barone, John Casanova, Fred Curtis, Bernard Day, John
Glenn, H. Jerome, Harold Kolb, Charles Lasky, Warren Leanard, Joe Levy, Buddy Niles, S. Portopo-
vitch, Jack Quinn, Oscar Reale, Jack Seulitrinic, Alex Zarembovsky.
Women

Winifred Bagger, Betty Barr, Dorothy Barret, Hortense Bunsick, Miriam Catheron, Jocelyn Gordon,
Eleanor King, Rose Marshall, Lily Mehlman, Louise Creston, Lillian Ray, Kitty Reece, Mary Rivoire,
Ethel Rudy, Anna Sokolow, Helen Strumlauf, Lillian Shapiro, Silvia Wasserstrom, Rose Yasgour.

SyNoPSIS OF THE ACTION

Part I—Adoration of the Earth

A great dance in a wheellike formation—The adolescents and the old witch—Mock abduction—
Round dance’ of Spring—The games of the rival tribes—The appearance of the venerable sage—
His blessing of the earth—General adoration of the earth.

Part II—The Sacrifice

Pagan Night—Dance of the young girls in mystical circles—Search for the chosen virgin—Dance of
purification—Evocation of the ancestors—Ritual of the ancestors—Sacrificial dance of the virgin—
Offering of her body to the Spring.

FELIX JACOVES Technical Director
JANICE PERLS Costume Department
MwME. IVANOFF }

Marcus GorboN Assistant Pianists
MisaA HoFFMAN
All costumes executed by MiLLiA DAVENPORT

Stage designs executed by Bergman Studio and Cleon Throckmorton Studio

The League of Composers and the Philadelphia Orchestra Association wish to express their gratitude
to all the artists who have so generously contributed their services to this production. They also
extend their thanks for the valuable co-operation rendered by the Dalton School, the Curtis Institute
of Music, the Parnassus Club, the Victor Company, the Humphrey Studio and the Shelton Looms.

ArTHUR JUDSON, Manager Steinway Piano Used
THE LEacuE oF Composers OFrFIcE, 113 West 57th Street

During In;efmi‘ssiogili;ﬁérsrhments will be served in the Foyer on Grand Tier Floor

For advertising rates in The Metropolitan Opera House Program (Season 1930-1931), address
Triune Printing Co., 419 Lafayette Street, New York
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THE LEAGUE OF COMPOSERS

and the

PHILADELPHIA ORCHESTRA ASSOCIATION

Present

IGOR STRAVINSKY'S
LE SACRE DU PRINTEMPS

and
ARNOLD SCHONBERG'S
DI GLUCKLICHE HAND

under the Direction of

LEOPOLD STOKOWSKI

who appears by kind permission
of the Board of Directors of the
Philadelphia Orchestra Association

For the benefit of
THE NATIONAL MUSIC LEAGUE and a COMPOSERS' FUND

at the

METROPOLITAN OPERA HOUSE

1 / Tuesday, April 22nd
Z at 8:45 P. M.




Foreword
by

LEOPOLD
STOKOWSKI

SCHONBERG —— DIE GLUCKLICHE HAND

Tln'cc scores—orchestral and vocal, pantomime and dramatic action, sequence
of color-light—parallel and synchronizing.

The orchestration is etched with delicate but firm lines alternating with
powerful complex designs in tone. The chorus—half singing, half whisper-
ing—warns, sympathizes, threatens, as in Greek drama—the dramatic action
an expression of universal human experience—which differs
vet fundamentally is the same in essence.

i1s non-realistic
in form with us all

The light score is developed in great richness of detail—more so even than
in Skryabin’s Prometheus.

STRAVINSKY — LE SACRE DU PRINTEMPS

Thc worship of the fertility of Nature by primitive tribes. First part—the
adoration of the earth. Second part—human sacrifice.

First part is preparation for the ritual of sacrifice—A dance in the for-
mation of a great wheel symbolic of the sun and of the four directions of
North, South, East and West. Forebodings of spring—ceremonial of abduc-
tion—vernal round-dance—conflict of two rival tribes—arrival of the sage—
blessing of the earth—frenzied dance of the earth.

Second part is the ritual of sacrifice—pagan night—adolescent girls dance
in mystical circles—search for the girl to be sacrificed—dance of glorification

of the chosen virgin—evocation of ancestors—sacrificial ritual of ancestors—
sacrificial dance of chosen virgin.

The music is powerfully rhythmic and lineal-—not in harmonic masses
—the orchestration highly original, a musical language expressly created for
this one work.

In the first part note the masterly transition from the introduction to the
forebodings of spring—the sudden savage accents of brass instruments and
drums—the vital, eccentric rhythms of the abduction—the controlled confusion
of lines and rhythmic groups in the conflict of the rival tribes—the command-
ing power of the theme of the sage—the frenzied abandon of the dance of the
earth.

Remarkable in the second part is the non-personal remote quality of the
pagan night—the circular curve of the dance of the adolescents—the three ac-
cents of the search for the sacrificial victim—the rapacious fury of the music
of the ancestors—the unique irregularity of rhythm of the final sacrificial
dance.

MAN RAY Courtesy Vanity Fair

ARNOLD SCHONBERG IGOR STRAVINSKY




DIE GLUCKLICHE HAND by Arnold Schonberg

conducted by
LEOPOLD STOKOWSKI
with

TraeE PHILADELPHIA ORCHESTRA
Stage Production Directed by

ROUBEN MAMOULIAN

Stage Settings and Costumes Designed by

ROBERT EDMOND JONES

CAST
[VANGLIVANDZORE: os st maiiheiMian
Baritone
Mimes:
OriN HowLAND + 0 vovii s “ithe "Chimiera
Doris HuMPHREY . . . . The Woman
CmarrLEs WEIDMAN . . . The Stranger

CHARLES LASKY

Jorx GLENN } Two Workmen
5\ FTLIVIN O

Chorus of Seventeen Voices
(From the Artist Chorus of the Curtis Institute of Music)
Prepared by SyrLvan Levin

SELMA AMANSKY PAcieLt DiamonNDd BENTJAMIN GROBAN ALBERT M AHLER
NATALIE BODANSKAYA BENJAMIN DE LoAcHE  DaNitEL HeEALy CHARLOTTE SIMONS
AGNES DAvis ALFRED DE LoNG ARTHUR HOLMGREN  ABRAHAM ROBOFSKY

KATHRYN DEAN Rura GorpON JOSEPHINE JIRAK WALTER VASSAR
ELEANOR LEWIS

The League of Composers and the Philadelphia Orchestra Association wish to express their gratitude

to all the artists who have so generously contributed their services to the productions this evening. They

also extend their thanks for the valuable cooperation rendered by the Curtis Institute of Music, the

Dalton School, the Humphrey Studio,*the Parnassus Club, the Shelton Looms and the Victor Company.
%

Die GLuckricHE HAND, design by Roserr EpMoND JONES

¥y
v
Lt SACrRE pu PrintEMPS, design by NicrHOLAS ROERICH
LE SACRE DU PRINTEMPS by Igor Stravinsky
conducted by
LLEOPOLD STOKOWSKI
with
TaE PHILADELPHIA ORCHESTRA
Stage Settings and Costumes Designed by
NICHOLAS ROERICH
Choreography Directed by
LEONIDE MASSINE
(Courtesy of S. L. Rothafel)
Martia Gramas, Soloist
Corps de DBallet
The Sage—GOULD STEVENS The Witch—ANITA AVILA
Men Women
V ASCO ALVAREZ CHARLES LLASKY WiINTFRED BAGGER L_ILLL\N Ray
ETIENNE BARONE WARREN LLEONARD BETTY BARR Kitry REECE
CARrRUSO Baroro JoE LEvyY DoroTHY BARRETT MARY RIVOIRE
JorN CASANOVA Bunpy NILES HorTENSE BUNSICK ErHEL RUny
IerEp CURTIS S. PORTOPOVITCII MiriAM CATHERON ANNA SOKOLOW
JERNARD DAY Jack QUINN LLoutse CRESTON HELEN STRUMLAUF
JoruN GLENN (SCAR REALE JoceELyN GORDON [LILLIAN SHAPIRO
G. JEROME JACK SEULITRINIC [ELEANOR KING S1LvIA WASSERSTROM
Harorn KoLs ALEX ZAREMBOVSKY RoSE MARSHALL RosE YASGOUR
Ly MEHLMAN
) — e

] BELIR A COVES o it e i e T i SR S L it s _Technical Director
JANJ(‘I-:' PERLS v Costume  Department
) MME. IVANOFF |
MarcUS GORDON |
MiscaA HOFFMAN J

................................................. Assistant Pianists

All costumes executed by MirLia DAVENPORT ot
Stage designs exccuted by Bergman Studio and Cleon Throckmorton Studio.

ARTHUR JUDSON, Manayer Steinway piano used.




ROBERT EDMOND JONES

Notes on Die Gluckliche Hand

Die Gluckliche Hand is the first of Arnold
Schonberg’s operas to find American production.
Completed in 1913, when the Viennese composer
was in his fortieth year, it did not receive perform-
ance until more than a decade later when it was
staged in Vienna. Germany first saw the work
at Breslau in 1928. Die Gliickliche Hand is the
second of Schonberg’s three operatic works, the
first being Erwartung, (1909) and the most recent,
Von Heute auf Morgen, introduced to Berlin two
months ago. Paul Stefan, noted Viennese editor
and critic has written in Modern Music of Schon-
berg’s contribution to the music theatre, as follows:

“During the period of transition in his develop-
ment, between 1910 and 1920, there appeared, soon
after the Piano Pieces, the Five Orchestral Pieces,
Pierrot and the two dramatic works, Erwartung and Die Gliickliche Hand.
It is not certain whether Schonberg at the time actually intended to bring
them to the stage. He was living in an almost visionary state. Everyone who
came within range of this man felt his miraculous force. It seemed as if
Schonberg had his own premonition of the approaching world catastrophe,
was already feeling it in every nerve. Some such prophetic admonition in-
spires the scenes which succeed one another in his music dramas, the tempo
of whose development is as stormy as his own. Both last only a brief fraction
of an hour. If the short
opera is the fashion to-
day, it was Schonberg
who originated it al-
most two decades ago.

THE STORY

“In Die Gliickliche
Hand, action is denu-
ded of all realism; one
moves in the sphere of
poetry, of symbols, of
visions. The scene re-
veals a Man, astride
whose back sits a myth-
ological Beast that will
not release him. The
chorus chants its sym-
pathy for this victim
who longs for but can-

happiness. The Woman who embodies this joy,
deserts the Man for a Stranger who seems to repre-
sent material power, as the Man does that of the
spirit. Twice abandoned by her, the Man rises to
his full height, divining that by the control of his
own destiny he possesses her, not in the body, but
in the spirit. There follows a battle for golden
treasure within a cave; once more the man tri-
umphs. But, pursuing a new vision of the Woman,
he falls again and finally into the power of the
Beast of the first scene.”

Writing of the production given in Duisberg
last summer, Erwin Stein of Vienna said “In this
opera Schonberg uses scene, character, word, ges-
ture, light and properties to directly represent his
idea. This is new, for hitherto all means have been
made subservient to the story of the drama, which
in turn is relied on to give principal expression to
the idea. Here, from the beginning, these elements all have equal functions,
all are employed to express an inner experience, the experience of one indi-
vidual. It is his drama projected within the confines of a stage.

“Schonberg’s music opens a new world of sound to those who have ears
to hear. But it is not enough simply to yield to the stream of music; one
must actively absorb it into one’s consciousness. Though it may not be en-
tirely comprehended at a first hearing an impression of the whole is never-
theless possible. Let the spectator simply follow the action on the stage.
What he sees is theatre, something to look at, and it is accompanied by music,
something to hear. At-
tention and receptivity
are all the work de-
mands to attain its ef-
fiect:

Schonberg himself,
according to Mr. Stein,
once compressed the
meaning of this unreal-
istic work into brief
outline as follows: “A
man laid low by mis-
fortune recovers. For-
tune smiles on him once
more, and he fulfills
his aims as in his youth.
But nevertheless he is
again betrayed by life
and sinks beneath the

ROUBEN MAMOULIAN

IVAN IVANTZOFF OLIN HOWLAND not achieve earthly

renewed blows of fate.” DORIS HUMPHREY CHARLES WEIDMAN




Notes on Le Sacre Du Printemps

Str;l\'insk_\' began l.e Sacre du Printemps
in 1912, and completed it at Clarens, Swit-
zerland in 1913, the premiere being staged
by the late Serge de Diaghilev at the The-
atre des Champs Elysées, Paris, in May of
that year. The work is dedicated to Nicho-
las Roerich, who supplied the libretto and
designed the décor both for Diaghilev’s pro-
duction and the one presented tonight. The
original choreography was that of Nijinsky,
but the second interpretation introduced by
the Ballet Russe was Massine’s. Though
this production has been frequently mounted
in the leading capitals of Europe, it is
known to America only in its symphonic
form. Leopold Stokowski, who directs to-
night’s stage performance, also introduced
NICHOLAS ROERICH the work to America at a concert in 1922.

The title, T'he Rites of Spring, and the subtitle, Piciures of Pagan Russia,
according to André Schaeffner, noted French critic, “are significant of
the underlying conception of Stravinsky and his collaborator Nicholas
Roerich, painter, essayist and explorer. They emphasize the ceremonial and
prehistoric character of the dance scenes as they were des‘lgned by Nl]l{lsky
in the choreography of the first production. Afterwards Stravinsky decided
not to hold the choreography to too strict accordance with the first scenario;
what he retained was the
general idea of the rites of
consecration to Spring in a
Russia as indefinite in point
of time as in place.”

Stravinsky himself con-
tributed an article on Le
Sacre to the review, Mont-
joie, of May 29, 1923, from
which this illuminating
passage is taken:

“With Le Sacre du Prin-
temps 1 have meant to ex-
press the sublime upward
thrust of nature renewing
itself; the expansion in its
totality, the tremor of the
universal life force.

“In the Prelude 1 have
entrusted to the orchestra
MARTHA GRAHAM the expression of that awful

fear which every sensitive creature
feels in the presence of forces at
their moment of greatest potency:
this spreads throughout the entire
orchestra. It is the vague yet im-
mense feeling which all things
have at the moment when nature
renews its forms: the dim and pro-
found pain of universal adoles-
cenrice. I have called upon my or-
chestra and the melodic turns to
evoke this sense.

“The whole Prelude is based on
a mezzo-forte always even. The
melody in this part develops along
a horizontal line which is aug-
mented or diminished only by the
mass of instruments,—by the in-
tense dynamism of the orchestra,
and not that of the melodic line
itself. Consequently, I have left out of this melody all the chords which too
clearly recall or represent the human voice with its crescendos and dimin-
uendos, and I have given first place to the wood-winds whose quality is
more dry and pure, less rich in facile expression and for that very reason
more moving for my purpose.

GROUP FROM LE SACRE

“In short I have tried in the Prelude to express the universal fear of na-
ture before the awakening of beauty, a holy terror in the presence of the
midday sun, a Pan-like cry. The musical material itself swells, grows and
bursts; every instrument is like a shoot thrust up through the bark of a ven-
erable tree; it is part of a terrifying whole.

The entire orchestra, all this instrumental
mass celebrates the awakening of spring.”

Several years later, in an interview with
Georges Michel appearing in La Revue
Musicale, December, 1923, Stravinsky is
again quoted as follows:

“The embryo is a theme that came to me
when I had completed T'he Fire Bird. As
this theme, with that which followed, was
conceived in a strong brutal manner, I took
as a pretext for future developments, for the
evocation of this music, the Russian prehis-
toric epoch, since I am a Russian. But note
well that this idea came from the music;
the music did not come from the idea. My
work 1s architectonic, not anecdotal; objec-
tive, not descriptive construction.” LEONIDE MASSINE -




ONIGHT’S performance marks an occasion

which is extraordinary in many respects.
People have come to New York from every part
of America to attend this stage premiere of Stra-
vinsky’s Le Sacre du Printemps and the first of
Schonberg's operas to be presented here.

That such a production has at last been effected
is an illuminating commentary on the activities of
the League of Composers, which has sponsored
it. For this performance, the League of Composers
has created a special producing medium, as it did
in the past for De Falla’s marionette opera and
Stravinsky's other stage works. The society has
no opera house or staff, no corps de ballet, no
singers, directors, artists or orchestra. But for
seven years it has tenaciously adhered to its pur-
pose—the performance of the best contemporary
music—and has triumphed over apparently insu-
perable obstacles.

The most vital and, at the same time, remarl-
able feature of tonight's production is the partici-
pation of one the greatest conductors and one of
the greatest orchestras of America.. Leopold Sto-

kowski whose direction made last year’s perform-

ance of Les Noces for chorus and ballet so notable,
persuaded the Philadelphia Orchestra Association
to lend its symphony orchestra to a dramatic en-
terprise for the first time in its existence.

Too much stress cannot be laid on the impor-
tance of this step. It is significant of many new
tendencies appearing in the music theatre today.
To present works for the stage by modern com-
posers new mediums must be found, for existing
operatic means are either inadequate or, by fixed
tradition, unavailable. The distinguished directors
and designers of scene for Le Sacre and Die
Glickliche Hand, Nicholas Roerich, Rouben Ma-
moulian, Robert Edmond Jones, who have so gen-
erously co-operated in the production, do not come
from operatic ranks. The dancers, mimes, singers
have been assembled from no one group but were
chosen because of express fitness for these works.

Having for several years been engaged in
mounting productions that make extraordinary
dramatic demands, the T.eague of Composers this
spring organized ten leading exponents of the arts
of the theatre—the dance, décor, direction, and
production—into a stage committee to advise and
assist in its undertakings. It is hoped that this will

THE LEAGUE OF COMPOSERS

serve to give a more organized direction to that
work in the music theatre for which the League
already holds a unique place in America.

The general activities of the League of Com-
posers, now in its seventh season, have been stead-
ily expanding with the years. Since 1923 it has ar-
ranged concerts of modern chamber music which,
at first modest and somewhat casual, have evolved
into those Town Hall programs and composers’
recitals with which New York has become fa-
miliar. The broad range of music so presented is
indicated on the opposite page; its general signifi-
cance is best summed up in the words of one of
New York's leading critics, who recently wrote:
“It is only when we think back over the years of
its activity that we hegin to realize how consider-
able is our debt to the League of Composers. It
comprises a large part of our actual experience of
contemporary music.”

Since 1924 the League has published Modern
Music, a non-propaganda magazine devoted exclu-
sively to contemporary developments. Undertaken
tentatively at first, it is now an established quarter-
ly with a wide public, and is recognized in Amer-
ica as the critical authority on present day music.

The necessity for raising an endowment fund to
support and expand its activities now confronts
the League of Composers. Neither the concerts,
magazine nor stage productions can be given prop-
er development without a subsidy. Moreover, for
some time the L.eague has wished to establish a
fund with which it may commission new works
from composers. The composer’s plight is not a
happy one; writing for the non-commercial field
is hardly remunerative. Financial reward in addi-
tion to encouragement by performance is neces-
sary to the development of art in America.

The endowment fund, in brief, will enable the
Ieague to expand those early pioneer efforts which
have already so brilliantly justified its existence.
To stimulate the creative gift, to be instrumental
in the production of new works of art, is the most
important contribution that such a society and its
supporters can make to their own period and to
the future of music.

All inquiries about the League of Composers
should be directed to its office at 113 West 57th
Street, New York City.

EXECUTIVE BOARD

MArION BAUER
[Louils GRUENBERG

Rrcirarp HammoND
FREDERICK JAcoBI

[_LAZARE SAMINSKY
ALEXANDER SMALLENS

MINNA [LEDERMAN

Mgrs. ArtHUR M. REIS,
Executive Director.

Dr. Taappeus Hovr AMES,
Treasurer

Bartok .....Village Scenes—for orchestra and vocal Jacobi

BilisSHESEa
Carrillo

Copland ..
De Falla

Goossens
Gruenberg

Hammond ...
Hindemith ...

Honegger

De Falla.....
Eichheim..
Monteverdi..
Saminsky....
SCr1abing: s i

(Gesualdo .....

Hindemith ....
...S0lo e pensoso

Marenzio

Achron

Afanoses
Antheil ...
Bartok .

Bax
Bauer ..

Jerckman ...

Jerezowsky

Blitzstein

Bloch ...
@asella sics

Castelnuovo

Chanler T
Chayez ...

Copland

OUTSTANDING WORKS PERFORMED IN SEVEN YEARS

(uartet
.Madame Noy

Woman of Yueh—for orchestra and voice
. Sonata Casi Fantasia—quartertone Poulenc
Ravels =

symphony

For Chamber Orchestra

Klein

[Babrocasiss

Malipiero

Music for the Theatre—for orchestra
.Psyche—rtor voice and ensemble Roussel ...
..Concerto for string orchestra

Saminsky

.Daniel Jazz—for orchestra and voice

The Creation—for orchestra and voice
Suite for orchestra and voice

Die Junge Magd—for orchestra and voice
Kammermusik, cpus 24, No. 1— ['ansman .

for orchestra

Concerto for organ and chamber orchestra
..I."Ombre—for orchestra

Toch

Webern ...

[.'Homme et la Mer—for orchestra

£l Retablo de Maese Pedro
I'he Rivals (a Chinese legend)

For the Stage

Stravinsky'.

1 Combattimento di Tancredi e Clorinda

.Gagliarda of a Merry Plague

Nisual Mysticism

Tu m'uccidi, o Crudele
Landsknechtstrinklied

‘\‘.rlu"mhvrgv.
I'ansman ...

For Chorus

Monteverdi

Sweelinck ...

For Small Ensemble, Voice and Solo

JFour Impres-

sions for string
quartet
Songs

Sonata

.Violin and

piano sonata
Songs
String quartet

.Piano quartet

Violin sonata
String quartet
Piano pieces
String quartet
with voice
Songs
Capriccio for
two pianos
Suite for wood-
wind ensemble

..Piano sonata

Songs

Percussion
music for
the piano

....Piano quintet

Serenade for
woodwinds
Tedesco—Songs
Piano suite

Sullg’.\'
Mexican pieces
for piano

.Piano Solo

Violin and
plano sonata

Trio
Cowell .......... Trio
Crawford ...Sonata

Songs
De Falla ....Songs

Dukelsky ...Voice and piano
Fitelberg .....String quartet
Rogw ey raSong
Gniessin  .....Song
Goossens .....Song
Gruenberg ... Quartet
Fiaba e Piano
Hammond ... Song
Eaneis e ot Sextet
Sonata for
piano

Hindemith ... Trio Quartet
with voice
Song cycle
Sonata for
viola d’amore
and piano
Honegger ...Quartet with
voice
Rhapsody for
woodwind and

piano
Jacobi ... String quartet
Kodaly Songs
Krein ..Piano solo

Krenek Songs with flute
[Lazarus Piano
Malipiero ...Voice and piano
Songs
Piano solo
Maganini ... Flute sonata
Miascovsky . Piano sonata

Migot

Milhaud (

Moore .......... Sonata for vio-
lin and piano

Morrissiate String quartet

Nystroem ...Songs

Schonberg ...

Stravinsky .

Whithorne .

.. Assyrian Prayers—for orchestra and voice
.. Die Maschine—for orchestra

.. Sinfonietta—for orchestra

..Sette Canzoni—for orchestra and voices
.. Rhapsodie Neégre—for orchestra and voice
...I'rois Poémes—suite for orchestra and

voice

...Divertissement for orchestra
....Litanies of Women—for voice and

orchestra
Pierrot Lunaire—for orchestra and voice
Quintet for wind instruments
[’Histoire du Soldat—for orchestra
Sinfonietta—for orchestra
Tanz-Suite—for orchestra
Saturday’s Child—for orchestra and voices
Five Pieces for chamber orchestra
Symphony for chamber orchestra

L'Histoire du Soldat

Les Noces
LLe Sacre du Printemps

...Die Gliickliche Hand
JTragedy of the Cello

Fcco mormarar 'onde
Rozette

Instruments
Ornstein ... Song
Piano quintet
Quartet
Petit ... Voice and flute
Pisk ..Songs
Prokofieff.....Piano solo
Quintet
Rathaus .......Sonata
Ravel ..Song
Riegger ........ Suite for flute
solo
Rogers  ........ String quartet

Rudhyar ....Piano solo
Saminsky ...Song
Schillinger ....Funeral March
for piano
Schonberg ... String quartet
with voice

Sessions ... Prelude

Slonimsky ... Piano pieces

Stillman ...... Serenade for
strings—trio

Steinert ........ Song

Stepan .. Song

Stravinsky ....Clarinet solo
String quartet

Song
Piano sonata
Tansman ... Quartet
Tcherepnine Violin and piano
sonata

Piano solo
Thompson ...Quartet
Tomassini ...Song
Whithorne ... Piano
Quintet for
piano- and
strings
WA Sonata for
flute and viola
Williams ...... Song
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