
FRIDAY, MARCH 18, 2022, 7:30pm
SATURDAY, MARCH 19, 2022, 7:30pm

Liszt’s “Dante” Symphony
OHIO THEATRE 

Columbus Symphony Masterworks Series

Rossen Milanov, conductor
Brian Mangrum, horn

Columbus Symphony Chorus – Ronald J. Jenkins, chorus director

...........................................

SUPPORT PROVIDED BY MASTERWORKS HOTEL SPONSOR

Benjamin Britten

Richard Strauss

Franz Liszt

“Four Sea Interludes” from Peter Grimes, Op. 33a  
 I. Dawn: Lento e tranquillo
 II. Sunday morning: Allegro spiritoso 
 III. Moonlight: Andante comodo e rubato
 IV. Storm: Presto con fuoco 

Concerto No. 1 in E-flat Major for Horn and  
     Orchestra, Op. 11  
 I. Allegro
 II. Andante
 III. Allegro

Dante Symphony  
 I. Inferno: Lento - Allegro frenetico 
 II. Purgatorio: Andante con moto quasi -  
                  Allegretto - Tranquillo assai

INTERMISSION

This concert is dedicated in memory of Thomas B. Weihe.
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Brian Mangrum 
joined the 
Columbus 
Symphony as 
Principal Horn in 
June 2018. From 
Montreal, he began 
taking horn lessons 
at the age of 

twelve with Denys Derome. He continued 
his studies with John Milner at the 
Conservatoire de Musique de Montréal 
and with John Zirbel at Marianopolis 
College and the Aspen Music Festival 
and School. In 2017, he won first prize 
in the brass category of the Montreal 
Symphony’s Manulife Competition.

BRIAN MANGRUM, horn

Brian received his bachelor’s degree 
in horn performance in 2018 from Rice 
University, where he was in William 
VerMeulen’s studio. He has performed as 
a substitute with the Houston Symphony 
and the Montreal Symphony Orchestra 
as well as Guest Principal with The 
Cleveland Orchestra. 

An avid hiker, Brian spends as much time 
as possible outdoors with his dog, Hildy. 
He also loves performing chamber music, 
cooking, and playing hockey.

Four Sea Interludes from Peter Grimes, 
Op. 33A (1945)
by Benjamin Britten (Lowestoft, Suffolk, 
1913 – Aldeburgh, 1976)

The sea is definitely one of the 
protagonist in Britten’s opera Peter 
Grimes. Based on a poem by George 
Crabbe (1754-1832), the opera is about 
a fisherman who spends most of his 
time on his boat, and is destroyed by a 
series of tragedies: three of his young 
apprentices die, one after the other, 
under mysterious circumstances. Whereas 
in the original poem, Grimes was a villain, 
a drunkard and a brute,  he became a 
much more complex character in the 
opera. Britten and his librettist Montagu 
Slater portrayed him as an outcast, guilty 
of violence but not of murder, trying 
hard to rid himself of his bad reputation 
but brought down by his great pride, his 
emotional instability and a hostile and 
deeply prejudiced environment.  

There are six orchestral interludes in the 
opera, introducing or separating the 
various scenes. Of these, Britten had four 
published together as Four Sea Interludes 
(Op. 33a). They capture much of the 
opera’s special ambiance, suggesting the 
austere atmosphere that provides the 
background to the plot. 

The first interlude, "Dawn,” separates the 
opera’s prologue from Act I, Scene 1. The 
prologue contains a court scene where 
the death circumstances of Grimes’s first 
apprentice are being investigated, as well 
as a short dialog between Peter and Ellen 
Orford, a schoolteacher who is Peter's 
only friend in the community. confirming 
their friendship. 

The interlude sets the stage for an 
opening scene where weary townspeople 
go about their daily work in a somewhat 
lethargic way. 

The second interlude, "Sunday Morning,” 
opens Act II of the opera. A jaunty 
rhythmic motif signals the joyful, festive 
atmosphere.  Soon we hear church bells 
ringing: the townspeople are all at the 
service, except for Ellen and John, Peter’s 
new apprentice. The church bells and the 
contentment of the townspeople serve as 
the background for some very perturbing 
developments: in the course of this 
scene Ellen discovers that Peter has been 
treating his new apprentice just as cruelly 
as he had the previous boy.  

The third interlude, "Moonlight,” is the 
beginning of Act III. At the end of Act 
II, the young apprentice fell to his death 
(although at this point in the opera, it is 
not known whether or not he is actually 
dead). At first, the music is again of a 
static, motionless character, but then 
the somber string chords gradually 
begin to intensify. With its tragic tone, 
the interlude anticipates the later scene 
where Peter goes to sea for the last time 
to sink his own boat.  

The fourth interlude, "Storm,” occurs 
between the two scenes of Act I. It 
depicts high winds on the sea but is at 
the same time a psychological portrait 
of Peter, torn between his desire for 
peace and the propensity for violence he 
can’t resist. The opera's tragic ending is 
foreshadowed by the return of the storm 
music and an abrupt conclusion.

Notes By: Peter Laki

PROGRAM NOTES
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The young Strauss was evidently 
influenced by the great works Mozart, 
Schumann, and Brahms had written 
for the horn. Yet there is much in 
this concerto that the earlier masters 
would never have written. One of the 
most memorable moments in the first 
movement is a melody played by the 
solo horn with the accompaniment of 
woodwind and two solo cellos, but no 
other strings—a brilliant orchestrational 
idea. There is another striking passage 
in the slow movement, where a sudden 
key change leads to a horn theme with 
pizzicato (plucked) strings and staccato 
(separated) fast notes in the woodwinds.  
The subtle game between the horn 
and the two flutes in one of the finale's 
episodes is yet another event not to be 
missed.  All in all, a very special young 
artist had appeared on the scene.  Five 
years later, Strauss stunned the world 
with his tone poem Don Juan, whose 
great heroic theme at the culminating 
moment is played, not coincidentally, by 
the four horns in unison.

Dante Symphony (1855-56)
by Franz Liszt (Doborján, Hungary [now 
Raiding, Austria], 1811 – Bayreuth, 
Germany, 1886)

The 19th century saw a major revival 
of Dante Alighieri and his monumental 
Divine Comedy. Many of the leading 
spirits of the Renaissance and, later the 
Enlightenment, had found the austere 
spirituality of the Commedia foreign to 
them; the Romantics, however, were 
mesmerized by the cosmic vision, the 
rich imagery, and not least the supremely 
beautiful language of the 14th-century 
poet. Writers and visual artists were 
inspired by the great Florentine to an 
extent never seen before: William Blake, 
Lord Byron, Percy and Mary Shelley, John

Horn Concerto No. 1 in E-flat major 
(1882-83)
by Richard Strauss (Munich, 1864 – 
Garmisch-Partenkirchen, 1949)

Richard Strauss's first horn concerto is a 
portrait of the artist as a young man—or 
rather a dual portrait of the artist and 
his father, an artist in his own right.  
Franz Strauss, longtime principal horn 
of the Munich court orchestra, was a 
major influence on his son, who started 
composing for the instrument early, 
and retained a special fondness for it to 
the end of his long life. Richard's first 
horn pieces date from his 14th year; the 
present concerto followed four years 
later. After countless great horn solos in 
the orchestral works, Strauss composed 
a second concerto at the age of 78, as a 
late tribute to his father's memory.  

Although clearly inspired by Franz 
Strauss's artistry, the concerto was 
neither premiered by, nor dedicated to, 
the composer's father. The elder Strauss 
only played the work in the privacy of his 
home, and, according to his daughter 
Johanna, found it “very tiring,” especially 
the many high notes.  But he no doubt 
appreciated the qualities of the work and 
must have been very proud indeed when 
he heard his student Bruno Hoyer play it.

On the title page of the score, Strauss 
called this work a Waldhornkonzert—a 
concerto for the natural horn that had 
by this time long been replaced by the 
modern valved horn. Indeed, the solo 
part contains many notes that would be 
extremely difficult to play on a Waldhorn.  
The melodic style and the emotional aura 
of the piece may evoke the nature horn, 
but it works much better on the modern 
instrument.  

PROGRAM NOTES PROGRAM NOTES

Keats, Eugène Delacroix and Victor Hugo 
are just a few of Dante’s most famous 
admirers from the Romantic era.

Franz Liszt, one of the most literate 
composers who ever lived, had a lifelong 
love for Dante. There is evidence that 
he knew the Divina Commedia as early 
as 1831. Between 1837 and 1849, he 
wrote his “Dante” sonata for piano.  In 
the grandiose symphony that followed, 
Liszt originally planned to devote 
a movement each to Dante’s three 
cantiche: Hell, Purgatory and Paradise.  
However, Richard Wagner talked 
Liszt out of composing a "Paradise” 
movement, claiming that "no human 
composition could depict adequately the 
glories of Paradise.”  As a result, Liszt’s 
symphony has only two movements, Hell 
and Purgatory; yet what is the choral 
Magnificat at the end if not a clear 
allusion to Paradise?  So Liszt’s second 
movement effectively combines both 
Purgatory and Paradise, even if its title 
does not say so.

Yet Paradise is certainly not the only 
thing in the Divine Comedy that would 
be difficult to express in music. Liszt can 
hardly be blamed for focusing on just 
a handful of the best-known and most 
directly emotional excerpts from the 
poem.  One such excerpt was the famous 
inscription on the gate of Hell:  

“Abandon all hope, you who enter 
here.” Another is the story of Paolo and 
Francesca, the adulterous lovers who 
are punished for their transgression.  
With unerring instinct, Liszt found in 
these two episodes the perfect contrast 
a symphonic movement needed: he 
devoted the first thematic area to the 
gate of Hell, and the second area to the 
Paolo-Francesca episode. His themes 
could be sung to Dante's Italian words; 

the lines, though not sung, are written 
into the score at the appropriate 
places. At one point, the composer 
contemplated using a wind machine to 
evoke the storms of Hell.  In the end, this 
proved impracticable, as did the diorama 
he had envisioned in order to provide a 
visual representation of the poem.

It cannot be denied that no episodes 
from Purgatorio or Paradiso had the same 
resonance with 19th-century readers as 
did the two chosen passages from the 
Inferno. For this reason, Liszt did not pick 
any particular passages from the poem 
in his second movement; he addressed, 
instead, an idea central to the last two 
cantiche—the idea of ascent. Purgatory 
is a mountain that Dante has to climb; 
and Paradise similarly takes us through 
the ever-higher regions of Heaven.  
The ascent in the second movement 
of Liszt’s symphony begins with the 
image of dawn from the first canto of 
Purgatorio, represented by flowing 
woodwind melodies over a gentle harp 
and string accompaniment. This idyll 
is interrupted by a fugue on a theme 
marked lamentoso. Purgatory being 
a transitional stage between Hell and 
Paradise, it is not free from conflicts. Yet 
these conflicts are not eternal like those 
in Hell. They can be overcome—which 
is exactly what happens as the struggle 
represented by the fugue is resolved, or 
rather transcended, in the lyrical passage 
that leads to the entrance of the women’s 
chorus with the words of the Magnificat.

Magnificat anima mea Dominum,
et exultavit spiritus meus
in Deo salutari meo.

My soul magnifies the Lord,
and my spirit rejoices
in God my Saviour.  (Luke 1:46-47).
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