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Between 1868 and 1871, when he w « in hn Ule thir-
tiea, Johannes Brahms wrole three major works for 
voices and orchestra—the Alio Rhapsody, the Tri-
umpkUed and the SchicksaUlied. Togelher ihey 
formed an important conlribution lo the body of 
choral literature, which their composer already had 
enriched a short time previously with his great Ger­
man RegiUem. 

The Schicksalslied (Song of DotlinyJ. Opus 54, 
here recorded by the San Francisco Symphony and 
Ihe Stanford University Chorus under the baton of 
Pierre Monteux, is a setting for mixed chorus and 
orchestra of a poem by Johann Christian Friedrich 
Hdlderlin. German Neo-Hellenisl who hoped to see 
something of the Greek spirit reborn in German lit­
erature. Holderlln'a Schicksaislied, from hi . major 
•work, Hyperion, completed in IW. is unrelievedly 
fatalistic in conception. In antique style, its verses 
contrast the secure, serene state of the immortal gods 
with Ihe insecure, unhappy fate of humanity. 

Brahma is said to have begun work on his Schick-
lalslied in the summer of 1868. His friend. Albert 
Dietiicb, has related how he. Brahma, and some 
friends set out from Bremen one morning to visit the 
naval port at Wilhetmshaven. "On the way there." 
Dietrich tells us, "our friend Brahms, who was usually 
so lively, was quiet and grave. He described how early 
that nrnming he had found Holderlin'a poems in the 
bookcase and bad been deeply impressed by the 
Schicksalsiied. Later on, after spending a long time 
walking round and visiting all the points of interest, 
we were sitting realing by the sea, when we discov­
ered Brahms a long way oB sitting by himself on the 
shore writing. It waa the first sketch for the Schick­
salsiied." 

But ii waa not until three years later, in May. 1871. 
in Baden-Baden, that Brahms completed the Schick­
salsiied to his final satisfaction. It was first performed 
the following October at Karlsruhe, by the Philhar­
monic Society under the composer's direction. 

In his musical version of Hdlderlin's poem. Brahms 
has adhered closely lo the word and the spirit of the 
poet's conception of eternally happy gods and fate-
fully doomed mortals, as far as the actual setting of 
the verses goes. But. musically, Hiilderlin does not 
have the last word. As if unable to accept the finality 
of the classic view of man's hopeless lot. the com­
poser has added a purely orchestral posdude—music 
of great beauty and lendemess which seems to envi­
sion a Brahmsian heaven where man, too. may at last 
find peace and consolation. 
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The work opens with an orchestral introduction 
(Slow and yearning. E-fl«l major 1. leading to the 
first choral section, in which the voices tell us of the 

regioi Ihi wandell droben im Far 
Licht 

Auf weichem Boden, se-
lige Genien. 

Glanzende Gollerlufte 
ruhren Euch leicht. 

Wie die Finger derKiinst-
lerin heilige Saiten. 

Schicksallos wie der 
schiafende Skugling 

Alraen die Hiramlischen. 
Keusch bewahrt in be-

Echeidener Knospe 
B l i i b e t e w i g , ewig 

ihnendcr Geist. 
Und die seligen Augen 

hlikken in stiller, 
Ewiger Klarheil. 

light. 
Where pleasures fail not, 
Wander the spirits blest. 
Breathed on by airs of 

glory. 
Bright and divine, like a 

harp 
When a maater hand 

wakes it from silence. 

is sleeping. 
Free from • 

baby that i . 
Are they in heaven that 

dwell: 
Pure and lowly as half-

opened bioswmi. 
In those fields of Ughl 

they e' 
In blist 1 

The voices end softly and. after a bnef o 
interlude, we are brought precipilantly to 
the singers darkly and passionately intone m 
lAUegro, C minor): 

d i e l e i d e n . 
Menschen 

Ilindlinga,blmdlingi 
einer Stunde 

Vie °Wa^^ 

And nowhere finds he re-

We stay not. but wander. 
We grief-iaden mortals. 
Blindly, blindly, from one 

Like water from cliS unto 

J Klip 
Ungewisse 

llindly 
:liff drb 

. last . 

This stanza of the poem is repeated, the music 
growing even more vehement and tempestuous than 
before. Finally, in weariness and resignation, the hu­
man voices cease. Flutes and violins tenderly tecom. 
ir.ence the celestial theme of the introduction. The 
orchestra apeaks alone (Adagio. C major), in ihia 
final, deeply affecting section of the work. According 
to Florence May, a pupil and biographer of Brahms, 
the composer regarded this orchestral posliude as the 
most important part of the composition, bringing as 
it does "a message of consolation, hope, faith and 
courage" to those depressed by Holderlin's pessimis-

>f life. 
Notes by ROBERT A. HAGUE 
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Although Bach's great Pasi and Fugue is oi 

nally written for that instrument. It was composed for 
the double-manual harpsichord and re-wrillen for 
organ, presumably during the latter part of Bach's 
stay in Weimar (1708-17). Albert Schweitzer has 
commented of the work, "Its polyphonic structure is 
so thoroughly suited lo the organ that we can hardly 
understand nowadays how anyone could have ven­
tured to play it on a stringed instrument." 

The term passacaglia. Spanish in origin, means 
poji along ike street, and was originally given to an 
old Spaiush street dance. Its chief characteristic was 
the reileralion of a "ground" or bass theme, over 
which a rich musical tapestry was woven. In the 
chaeonne, the theme may move upward from the 
basses in the couriw of the variations which follow. 
Actually, in Bach's Passacaglia, the theme occurs 
away from Its position in the basses on two occasions, 
a fact that has resulted in much conlroversy as to ter­
minology. There are those who insist upon referring 
to this work as a chaeonne rather than a passacaglia. 

Ottorino Respighi made his orchestral transcrip­
tion of the Passacaglia and Fugue at the request of 
Arluro Toscanini. As such, it was first performed on 
April 16, 1930, by the New York Philharmonic Sym­
phony Orchestra. The Italian composer, who called 
his version an fnierpretarione orchestrale, had no in­
tention of re-creating an organ effect. It is purely an 
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Mr. Monreui and the San Francisco Symphony may 
also be heard in Beethoven's Symphony No. 8, in F, 
Op. 93 (LM-131: Franck's Symphony in D Minor 
(LM-105SI, and Berlioz' SymphonU FantasRque 
(LM-113I). 


