
THE ESSENTIAL 
R O B E R T O O E R H A R D 

(1896-1970) 
T h e recent death of Roberto G e r h a r d robbed 
contemporary m u s i c of one of its m o s t vital 
and original c o m p o s e r s . He had lived and 
worked in England for thirty years , having left 
his native S p a i n in 1938, sett l ing, after a shor t 
spel l in- Par is following the defeat of the 
S p a n i s h Republican, , Government , in C a m ­
bridge where he Vfas o f e r e d a r e s e a r c h 
s c h o l a r s h i p at K i n g ' s Co l lege at the ins t iga­
tion of Edward Dent . Dur ing t h o s e thirty 
years he lived in Cambr idge , where he d ied , 
except for a spel l in A m e r i c a , first at the 
University of Michigan and then at T a n g l e -
wood , in 1960, c o m p o s i n g a large quantity of 
m u s i c in var ious forms and i m p r e s s i n g h is 
creative personality memorably upon E n g l i s h 
mus ica l life. 

He w a s born in V a i l s , Ca ta lon ia , on S e p t e m ­
ber 25,1896. He studied piano with G r a n a d o s 
in B a r c e l o n a in 1915-16, and compos i t ion with 
Fel ipe Pedrel l , the 'father' of modern S p a n i s h 
m u s i c , a l s o in B a r c e l o n a between 1915 a n d 
1922. He w a s Pedre l l ' s last pupil , a n d he w a s 
inspi red by many of Pedre l l ' s idea ls of 
founding a truly universal m u s i c on the b a s i s 
of S p a i n ' s traditional and popular her i tage. 
For Manuel de Fal la , the other outstanding 
pupil of Pedrel l , the ideal of a newly-
regenerated S p a n i s h m u s i c prevailed th rough­
out his life; buf fer Gerhard it w a s not e n o u g h . 
T h u s he studied for five years with S c h o e n -

. . - -^bgrgrBetvreen 1923 a n d 1928, fiTSl tn V i e n n a 
and then at P r u s s i a n A c a d e m y of F ine A r t s 
in Berl in . T h o u g h G e r h a r d regarded h imsel f 
in the latter part of h is life a s an E n g l i s h 
c o m p o s e r , with point, h is innate S p a n i s h 
temperament remained a potent e lement of 
his personali ty, and of his m u s i c , though in 
no narrow s e n s e . Unlike Fa l la , however , 
G e r h a r d b e c a m e more and more prolific a s he 
grew older, the m u s i c of h is old age i n c r e a s ­
ingly remarkable for vivid originality a n d vital 
fo rce . Fa l la 's lifelong ambition w a s to free 
S p a n i s h m u s i c from a narrow and constr ic t ing 
'na t iona l ism' ; it w a s G e r h a r d ' s first ambit ion 
a l s o . But Fal la , partly from an inborn fast i ­
d i o u s n e s s and partly from the nature of the 
task he set himself, more or l e s s dried up in 
later life—or rather, he spent h is last twenty 
years trying to complete the major work that 
would c l inch his life's work. G e r h a r d , on the 
other hand, suffered from no s u c h inhibi­
t i o n s : he cont inued c o m p o s i n g until the end , 
making an outstanding and wholly individual 
contribution to contemporary m u s i c . 

Maybe it w a s his period of study with 
. S c h o e n b e r g that liberated G e r h a r d . Y e t he 

sa id S ia t he never felt really at home in the 
S c h o e n b e r g c i rc le . Certainly he never b e c a m e 
a S c h o e n b e r g imitator. T h o u g h m u c h of h is 
m u s i c reveals a strong inf luence of S c h o e n -
berg, he a lways u s e d seriality in h is own 
individual way, often mixing tonal and ser ia l 
t echn iques s ide by s ide in the s a m e work, 
and insist ing on the importance of 'permuta­
tion' in 12-note compos i t ion , a s well a s on the 
harmonic b a s i s of mus ica l thought . It is 
really u s e l e s s to try to put G e r h a r d into any 

' category: he forged.a m u s i c a l style out of h is 
own speci f ic r e s o u r c e s and out of the 
different e lements in h is personal i ty . He w a s 

R o b e r t o G e r h a r d 
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a true c o s m o p o l i t a n in temperament a n d 
outlook, h is m u s i c often ec lec t i c in the best 
s e n s e , espec ia l l y his early m u s i c , and fre­
quently c h a r g e d with a Lat in wit. H is Lat in 
background a l s o gave him a s h a r p clarity of 
thought and prec is ion of feel ing. W h e r e a s 
S c h o e n b e r g ' s nature w a s bas ica l ly that of 
the theoret ical teuton, frequently s o l e m n , 
G e r h a r d ' s w a s full of Lat in gaiety and light­
n e s s , though deeply s e r i o u s , again in the 
bes t s e n s e . 

It is i m p o s s i b l e to s u m up s o var ious and 
gifted a man a n d c o m p o s e r in a few w o r d s , 
a n d w e are not going to try. In recent years 
his m u s i c h a s been m u c h performed and 
greatly admi red . S o m e of it h a s a l s o been 
recorded , though not nearly e n o u g h . He 
wrote o p e r a s , ballet, c h a m b e r m u s i c , o r c h e s ­
tral m u s i c inc lud ing four s y m p h o n i e s , var ious 
voca l a n d instrumental works , all of a posit ive 
a n d often start l ing originality. W e badly need 

-recordirrgs of h is H a r p s i c h o r d C o n c e r t o 
(1956), the str ing quartets , E p i t h a l a m i u m , the 
Fourth symphony , L e o , and the entertaining 
' F l a m e n c o ' for o r c h e s t r a . Y e t what w e do 
have g ives a good idea of the range and s h e e r 
creat ive r e s o u r c e of this remarkable man . 
S o m e of u s bel ieve that he w a s one of the 
truly great c o m p o s e r s of our t ime, and not 
only of our part icular t ime. Fur ther o b s e r v a ­
t ions on h is m u s i c c a n bes t be made in 
cover ing the avai lable r e c o r d i n g s . T h e list is 
in chrono log ica l order . 

1. Wind Quintet (1926) 
L o n d o n W i n d Q u i n t e t — A r g o (|;ZRG5326 ( S e i b e r I 
Pricker / A r n o l d ) . (ARR: Feb '63) [45: B ] 
T h i s is the first work in w h i c h G e r h a r d u s e d 

a ser ia l t echn ique , though not 12-tone. It w a s 
no doubt in f luenced by S c h o e n b e r g ' s great 
Quintet , but it is really quite different. 
G e r h a r d ' s is m u c h lighter textured, gayer, 
more 'p last ic ' and c o l o u r e d ; and more 
important, strongly harmonic , with freer 
instrumental writ ing. It s u g g e s t s u n m i s ­
takably the way G e r h a r d ' s m u s i c is going to 
deve lop .The per formance and record ing are 
g o o d ; and the works with w h i c h it is coup led 
make an excel lent wind concer t . 

2. Don Quixote—Bal let (1904) (p: Keith Prowse) 
B B C S y m p h o n y O r c h . I D o r a t i — H M V iS;ASD613 
( S y m p h o n y N o . 1 ) . (ARR: Feb '65—MR) [45: A / B ] 

W h o e v e r be l ieves, or believed in 1940, that 
ser ia l m u s i c , even if a s here not b a s e d on 
twelve different t o n e s , must be turgid and 
'neurot ic ' must c h a n g e their i d e a s . D o n 
Q u i x o t e is s h e e r del ight; full of S p a n i s h 
f lavour and inf lexions, inevitably recal l ing 
F a l l a ; light in t o u c h and vivid in impact . T h e 

present sui te w a s made from the original 
ballet in 1957, and c o n s i s t s of four n u m b e r s — 
Int roduct ion; D a n c e of the mu le teers ; G o l d e n 
A g e ; C a v e of M o n t e s i n o s . F ine per formance 
and record ing . 

3. S y m p h o n y No. 1 (1952) (p: Mills) 
B B C S y m p h o n y O r c h . I D o r a t i — H M V (S)ASD613 
( D o n Q u i x o t e ) . (ARR: Feb '65—MR) [45: A / B ] 

G e r h a r d ' s aim in th is work w a s to invest i ­
gate the possibi l i ty of 'evolving a large s c a l e 
work a s a c o n t i n u o u s train of mus ica l inven­
tion that would p r o g r e s s m u c h a s a poem 
p r o g r e s s e s . . . . In other w o r d s , I d i s c a r d e d 
the traditional s y m p h o n i c f rame-work, with 
its exposi t ion, t h e m e s , development and 
recapitulat ion. ' T h u s the s y m p h o n y is e s s e r ^ 
tially non- themat ic ( though not non-me lod ic : 
G e r h a r d d r a w s a dist inct ion between the two) . 
T h e m u s i c a l evolution t e n d s to be carr ied 
through the textures, and there is no formal 
of melodic repetit ion. Ye t it is not at all 
f o r m l e s s : indeed , the b a s i c form is one of 
the s y m p h o n y ' s major charac te r is t i cs . Much 
of the m u s i c is of s u r p a s s i n g beauty, and the 
outer m o v e m e n t s are full of the creative 
vitality that informs all G e r h a r d ' s m u s i c . 
With the coupl ing of D o n Q u i x o t e this d i s c is 
p e r h a p s the bes t ' introduct ion' to G e r h a r d . 
It w a s one of the first i s s u e in the ' M u s i c 
T o d a y ' s e r i e s s p o n s o r e d by the C a l o u s t e 
Gu lbenk ian Foundat ion . 

4. ' C o l l a g e s ' — S y m p h o n y No. 3 (1960) 
B B C S y m p h o n y O r c h . I P r a u s n i t z — H K \  (DASD 
2427 ( M a x w e i l D a v i e s : R e v e l a t i o n a n d P a l i ) . (ARR: 
Nov '68—MH) [50: A ] 
Wri t ten for 'e lect ronic tape and o r c h e s t r a ' 

C o i i a g e s w a s c o m m i s s i o n e d by the K o u s -
sevitzky Foundat ion and recorded with its 
co -opera t ion . T h e combinat ion of o rches t ra 
and e l e c t r o n i c t a p e w a s . a c c o r d i n g t o G e r h a r d , 
'a gamble , a real adventure into the unknown' , 
s e e n a s an attempt to find a harmony between 
the o p p o s e d s p h e r e s of the imaginat ion and 
the m a c h i n e . A s in all G e r h a r d ' s m u s i c , the 
imaginat ion is fantast ic and penetrating. 
T h e work is in s e v e n s e c t i o n s played c o n ­
t inuously , s p a n n i n g a s ing le 'day' , dawn to 
night, differentiated by tempo, mood , and 
texture. T h e opening and primary idea 
originated on a jet flight, when G e r h a r d s a w 
above the 'roll ing carpet of c l o u d ' the s u n r i s e 
—like the 'b last of 10,000 t rumpets ' . T h e 
s y m p h o n y o p e n s with a blaze of un ison 
t rumpets fo l lowed by the s o u n d from the 
tapeF A remarkable , compel l ing , vividly 
gripping- work; f resh in v is ion and mar­
vel lously executed . T h e 'gamble ' c a m e off! 

( c o n t i n u e d n e x t p a g e ) 
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5. Concerto for Orchestra (1965) (p: O.U.P ) 
B B C Symphony O r c h . i D e l M a r — A t g o s ZRG553 
( R a w s t h o r n e : S y m p h o n y 3). (ARR: Mar '68—BJ) 
[50: A] 

T h e Concer to for O r c h e s t r a w a s c o m m i s ­
s ioned for the 1965 C h e l t e n h a m Fest iva l . It 
proved both one of the most thrill ing w o r k s of 
modern m u s i c and a major landmark in 
Gerhard 's own development, even though he 
was nearly 70 when he wrote it. A g a i n c a s t in 
a s ingle movement, contrast ing 'three types 
of continuity' wh ich relate to our s e n s e of 
historical time. T h e first p a r t i s ' charac te r i sed 
by a high rate of eventuat ion' , the third by 
'the magic s e n s e of u n e v e n t f u l n e s s ' , the 
middle sect ion having 'constel lat ion- l ike 
patterns' in which the pu lse is the creat ive 
force. But all that, though the c o m p o s e r ' s 

own descr ip t ion , is a s nothing c o m p a r e d to 
the t r e m e n d o u s creat ive and inventive impact 
of the whole . W e detected at the t ime of 
review certain in f luences of E a s t e r n m u s i c ; 
and indeed , that refers not only to this work 
but to severa l by G e r h a r d , though it may be 
a s m u c h , in the actual c o m p o s i t i o n , u n c o n ­
s c i o u s a s c o n s c i o u s . G e r h a r d ' s u s e of 
chorda l c l u s t e r s at the points of c l imax is a l so 
potent. T h e C o n c e r t o ca l ls for a s t o n i s h i n g 
orchest ra l virtuosity, and gets it. T h e initial 
i m p r e s s i o n may be one of exotic co lour a n d 
dynamic jux tapos i t ions ; but familiarity reveals 
a remarkable depth and power of both 
m u s i c a l thought and structural logic , with 
innumerab le subt le inner re la t ionsh ips , all 
add ing up to a true m a s t e r p i e c e of modern 
m u s i c . • 

THE GREAT INTERPRETERS: 

F R I T Z R E I N E R 
Fritz Reiner w a s one of the c o n d u c t o r s of the 
older s c h o o l that c a m e directly out of the 
nineteenth century who, though he recorded 
quite prolifically, espec ia l ly during his n ine 
years in C h i c a g o , w a s pe rhaps never given 
quite his due by E n g l i s h cr i t ic ism. Dur ing a 
long and active career he held many c o n ­
ducting appointments , first in E u r o p e and 
then in A m e r i c a , beginning in h is native 
B u d a p e s t and ending in C h i c a g o . He spent 

z^-eigtrt-yeai is- ircnresden.j&Lhere he w a a m u c h 
inf luenced by Ar thur N ik isch , and a l s o learnt 
a great deal from the examples of Karl Muck 
and G u s t a v Mahler. In D r e s d e n , too, he 
b e c a m e a c l o s e friend and a s s o c i a t e of 
R ichard S t r a u s s . In his s tudent d a y s he had 
studied the piano with B e l a Bartok at the 
Budapes t A c a d e m y , and graduated with h is 
playing of L i s z t ' s S o n a t a and B e e t h o v e n ' s 
last. He h a s a part icular leaning towards the 
m u s i c of Mozart, B r a h m s , S t r a u s s , Mahler, 
and Bartok; but his m u s i c a l s y m p a t h i e s were 
unusual ly wide, h is gift for conduct ing m u s i c 
of widely different types outs tand ing . Like 
Klemperer , who he s u c c e e d e d at P i t tsburg in 
1933, he would probably w i s h e d to have been 
known not a s a spec ia l is t but a s one w h o 
' c o n d u c t s competentiy in all s ty les . ' 

Re iner w a s a v i r tuoso c o n d u c t o r in the 
s e n s e that he appl ied his i m m e n s e talents to 
achiev ing f l a w l e s s techn ica l resu l ts and 
through them interpretative insight , rather 
than the other way round. Not that his 
per formances were in any s e n s e d i s p l a y s of 
orchestra l techn ique only; but for Re iner 
penetration to the heart of the m u s j c tended 
to c o m e first through techn ica l perfection s o 
far a s he could real ise i t—and his i m m e n s e 
g rasp of every a s p e c t of conduct ing enabled 
him to do just that, not in one or two f ie lds 
only, but in virtually all f ie lds and depar tments . 

He w a s a hard task -master , a martinet on 
the rostrum, one of the old-sty le orchest ra l 
'd ictators ' . It may have been uncomfortable 
at t i m e s ; but it usual ly paid off: espec ia l ly in 
A m e r i c a , where he lived and worked except 
for o c c a s i o n a l visi ts to Europe after he took 
over at Cincinnat i in 1922, every o r c h e s t r a he 
had charge of s h o w e d a marked and imme­
diate r ise in s t a n d a r d s . In C inc innat i , in 
Pi t tsburg, and above all in C h i c a g o , th is w a s 
s o . He left Pi t tsburg in 1948 to go to the 
Metropolitan O p e r a , until 1953 when he took 
charge of the C h i c a g o S y m p h o n y , t h u s 
returning to the opera h o u s e where , like 
most Cont inental c o n d u c t o r s , he had learnt 
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m u c h of his craft and ga ined m u c h of h is 
exper ience . 

He took over in C h i c a g o at a difficult t ime. 
Af ter the death of Freder ick S t o c k in 1942, a 
s u c c e s s i o n of c o n d u c t o r s had been a p ­
pointed; but the stability a n d continuity of 
S t o c k ' s 38 years c o n d u c t o r s h i p proved 
e lus ive . Re iner c h a n g e d all that. H is s h e e r 
expert ise restored the o r c h e s t r a ' s quality a n d 
versati l i ty; and his p rogramme planning 
restored the c i ty 's faith in its m u s i c a l wel l -
being and full suppor t for it. R e i n e r ' s breadth 
of m u s i c a l s y m p a t h i e s and range of ability 
c o m b i n e d to p l e a s e both the c o n s e r v a t i v e s 
and the ' p r o g r e s s i v e s ' . A l w a y s a c h a m p i o n 
of contemporary m u s i c , Re iner remained 
unf l inching in h is promotion of it; yet at the 
s a m e t ime he revealed a deep love for a n d 
unders tand ing of the e s t a b l i s h e d c l a s s i c s , 
conduc t ing both with unfai l ing skill a n d 
devotion. 

If Re iner w a s part icularly a s s o c i a t e d with 
the m u s i c of S t r a u s s , Bartok and Mahler , h is 
p e r f o r m a n c e s of Bee thoven , Mozart , B r a h m s , 
T c h a i k o v s k y and many others had a l w a y s 
the s t a m p of quality upon them. But it w a s 
not a lways an obv ious qual i ty: he brought an 
often reveal ing f r e s h n e s s a n d clarity to 
s c o r e s either bogged down by over- fami­
liarity or s u b m e r g e d by s p u r i o u s 'meta­
p h y s i c s ' . . He had a p e r h a p s s u r p r i s i n g 
affinity with F r e n c h m u s i c , notably D e b u s s y 
a n d Rave l , but Bizet a l s o ; a n d a l e s s s u r ­

pr is ing identif ication with R u s s i a n m u s i c . 
His c o m p r e h e n s i v e techn ique and infallible 
c r a f t s m a n s h i p enab led him to make real 
m u s i c out of o rchest ra l ' w a r h o r s e s ' — t h e 
kind of s c o r e s too often thought to be and 
made to s o u n d merely tawdry and ' s p e c t a c u ­
lar', in the wrong s e n s e . 

His p e r f o r m a n c e s of the s tandard c l a s s i c s 
were often deceptively 'object ive ' : he sought 
not for e a s y emotional or 'spir i tual ' ef fects, 
but for the e s s e n c e of the m u s i c a s set down 
by the c o m p o s e r in the s c o r e . His vers ion of 
B e e t h o v e n ' s E r o i c a , for example , may have 
s o u n d e d unexcept ional at first hear ing, 
espec ia l l y after the larded ' h e r o i c s ' often 
foisted onto it. But beneath the sur face the 
work ings of a s t rong , a s s u r e d m u s i c a l mind 
c a n be felt at work. H is per formances of s u c h 
m u s i c were s e l d o m obviously 'great', in the 
Fur twangler or K lemperer s e n s e ; yet R e i n e r ' s 
way threw light upon m a s t e r p i e c e s too, from 
another ang le . H is Mahler has often been 
under - ra ted . He knew and unders tood 
Mahler from the i n s i d e ; but he brought to 
Mahler 's m u s i c a c o o l n e s s , one might say , a 
d e t a c h m e n t p e r h a p s , that may at first ' throw' 
t h o s e a c c u s t o m e d to the 'neurot ic ' , wildly 
'sub jec t ive ' view. O n e d o e s not need to 
reject or d e s p i s e other a p p r o a c h e s to feel the 
strength and ins ight of R e i n e r ' s . In D a s L i e d , 
for i n s t a n c e , it is more than legitimate to 
feel that R e i n e r ' s comparat ively ' coo l ' ap ­
p roach is very m u c h in keeping with the 
spirit of the C h i n e s e p o e m s Mahler e lected 
to set . H is vers ion of the Fourth s y m p h o n y 
rece ived a largely host i le recept ion; but 
longer familiarity s u g g e s t s that Re ine r ' s 
view of the m u s i c , though l e s s immediately 
w inn ing , had qual i t ies of its own wh ich is 
very m u c h ' e c h t ' . If B r u n o Wal ter and Otto 
K lemperer are usual ly a c c e p t e d a s the 'po les ' 
of Mahler interpretation, Re iner did not s o 
m u c h split tfie di f ference a s s e e MaTner~fTom~ 
another and wholly legitimate viewpoint. 

Re iner died in 1963, aged 74. His act ive 
career s p a n n e d a large and m o m e n t o u s 
period in the history of m u s i c . A s one of the 
leading orches t ra l interpreters of that per iod, 
he a d d e d someth ing individual and valuable 
to it. T h e record ings he left, a s a l w a y s , are 
h is pe rmanent legacy a n d m u s t now suff ice. 

R E C O M M E N D E D R E C O R D S 
T h e full l ist of R e i n e r ' s record ings is i m p r e s ­
s ive , the range w i d e — B a c h to Strav insky at 
l eas t . Not all that m u c h surv ives at p resen t ; 
but R C A have restored a number on the 
V ic t ro la label , a n d there will be more to 
follow. 

1. B A R T O K : Concerto for Orchestra—RCA ' V i c ­
t r o l a ' 1 V I C S 1 1 1 0 [43: B ] 
2. B A R T O K : Music for Strings, Percussion and 
Celeste • Hungarian Ske tches—RCA 'V ict ro la ' 
ra V I C S I I S O [45: B ] 
3. B R A H M S : Piano Concerto No. 2 (Gi le ls )—RCA 
'V ic t ro la ' iSViCS1026 [47: B ] 
4. M A H L E R : Das Lied von erd Erde (R. Lewis / M. 
F o r r e s t e r ) - R C A 'V ic t ro la ' ( iV ICS6200 [45: B C ] 
5. M A H L E R : Symphony No. 4 — T o be a n n o u n c e d 
6. P R O K O F I E V : Lieutenant Kije / S T R A V I N ­
S K Y : Chant du Ross igno i—RCA 'Victrola ' 
« V I C S 1 2 9 0 [45: B ] 
7. R A C H M A N I N O V : isle of the Dead L I S Z T : 
Totentanz ( J a n i s ) — R C A 'V ict ro la ' SVICS1205 
[47/44: B ] 
8. R O S S I N I : Overtures—RCA 'Victrola ' 5 V I C S 
1079 [48: B ] 
9. R. S T R A U S S : Also Spracht Zarathustra • Don 
J u a n — R C A 'V ic t ro la ' (DVICS1265 [43: B1 J 
Symphonia Domest ica—RCA 'Victrola ' ,s V I C S 
1104 [43: B ] • Ein H e l d e n l e b e n - R C A 'Victrola ' 
1 )VICS1042[45: B ] 
10. T C H A I K O V S K Y : Violin Concerto (Heifetz)— 
R C A ( D S B 2 0 0 2 [ 4 8 : B / C ] 
A i l : Chicago Symphony Orchestra • 
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