
Howard Harold Hanson (October 28, 1896 – February 26, 1981)
In 1916, Hanson was hired for his first full-time position as a music theory and composition teacher at the College of the Pacific in California. Only three years 
later, the college appointed him Dean of the Conservatory of Fine Arts in 1919. In 1920, Hanson composed The California Forest Play, his earliest work to 
receive national attention. Hanson also wrote a number of orchestral and chamber works during his years in California, including Concerto da Camera, 
Symphonic Legend, Symphonic Rhapsody, various solo piano works, such as Two Yuletide Pieces, and the Scandinavian Suite, which celebrated his Lutheran 
and Scandinavian heritage.
 In 1921 Hanson was the first winner of the Prix de Rome in Music [American Academy in Rome|American Academy]]'s Rome Prize, awarded for both The 
California Forest Play and his symphonic poem Before the Dawn. Thanks to the award, Hanson lived in Italy for three years. During his time in Italy, Hanson 
wrote a Quartet in One Movement, Lux Aeterna, The Lament for Beowulf (orchestration Bernhard Kaun), and his Symphony No. 1, "Nordic", the premiere of 
which he conducted with the Augusteo Orchestra on May 30, 1923. The three years Hanson spent on his Fellowship at the American Academy were, he 
considered, the formative years of his life, as he was free to compose, conduct without the distraction of teaching - he could devote himself solely to his art.
 (It has been incorrectly stated that Hanson studied composition and/or orchestration with Ottorino Respighi, who studied orchestration with Nikolay 
Rimsky-Korsakov. Hanson's unpublished autobiography refutes the statement, attributed to Ruth Watanabe, that he had studied with Respighi.)
 Upon returning from Rome, Hanson's conducting career expanded. He made his premiere conducting the New York Symphony Orchestra in his tone poem 
North and West. In Rochester, New York in 1924, he conducted his Symphony No. 1. This performance brought him to the attention of George Eastman.
 Eastman chose Hanson to be director of the Eastman School of Music. Inventor of the Kodak camera and roll film, and business master, Eastman had become 
a major philanthropist. He used some of his great wealth to endow the Eastman School of Music at the University of Rochester.
 Hanson held the position of director for forty years, during which he created one of the most prestigious music schools in America. He accomplished this by 
improving the curriculum, bringing in better teachers, and refining the school's orchestras. Also, he balanced the school's faculty between American and 
European teachers, even when this meant passing up composer Béla Bartók. Hanson offered a position to Bartók teaching composition at Eastman, but Bartók 
declined as he did not believe that one could teach composition. Instead, Bartók wanted to teach piano at the Eastman School, but Hanson already had a full 
staff of piano instructors.
 In 1925, Hanson established the American Composers Orchestral Concerts. Later, he founded the Eastman-Rochester Orchestra, which consisted of first chair 
players from the Rochester Philharmonic Orchestra and selected students from the Eastman School. He followed that by establishing the Festivals of American 
Music. Hanson made many recordings (mostly for Mercury Records) with the Eastman-Rochester Orchestra, not only of his own works, but also those of other 
American composers such as John Alden Carpenter, Charles Tomlinson Griffes, John Knowles Paine, Walter Piston, and William Grant Still. Hanson estimated 
that more than 2000 works by over 500 American composers were premiered during his tenure at the Eastman School.
 To celebrate the 50th anniversary of the Boston Symphony Orchestra, Serge Koussevitzky commissioned Hanson's Symphony No. 2, the "Romantic", and 
premiered it on November 28, 1930. This work was to become Hanson's best known. One of its themes is performed at the conclusion of all concerts at the 
Interlochen Center for the Arts. Now known as the "Interlochen Theme", it is conducted by a student concertmaster after the featured conductor has left the 
stage. Traditionally, no applause follows its performance. It is also best known for its use in the end credits of the 1979 Ridley Scott film Alien.
 In some ways Hanson's opera Merry Mount (1934) may be considered the first fully American opera. It was written by an American composer and an American 
librettist on an American story, and was premiered with a mostly American cast at the Metropolitan Opera in New York in 1934. The Opera received fifty curtain 
calls at its Met premiere, a record that still stands. In 1935 Hanson wrote "Three Songs from Drum Taps", based on the poem by Walt Whitman.
 Hanson was elected as a member of the National Institute of Arts and Letters in 1935, President of the Music Teachers' National Association from 1929 to 
1930, and President of the National Association of Schools of Music from 1935 to 1939.
 From 1946 to 1962 Hanson was active in United Nations Educational, Scientific and Cultural Organization (UNESCO). UNESCO commissioned Hanson's 
Pastorale for Oboe and Piano, and Pastorale for Oboe, Strings, and Harp, for the 1949 Paris conference of the world body.
 Frederick Fennell, conductor of the Eastman Wind Ensemble, described Hanson's first band composition, the 1954 Chorale and Alleluia as "the most awaited 
piece of music to be written for the wind band in my twenty years as a conductor in this field". Chorale and Alleluia is still a required competition piece for high 
school bands in the New York State School Music Association's repertoire list. It is one of Hanson's most frequently recorded works.
 From 1961-1962, Hanson took the Eastman Philharmonia, a student ensemble, on a European tour which passed through Paris, Cairo, Moscow, and Vienna, 
among other cities. The tour showcased the growth of serious American music for Europe and the Middle East.
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Schelomo is divided into three sections, with each section separated by the use of different 
textures and themes in cyclic form. Schelomo is scored for three flutes, two oboes, English 
horn, two clarinets in B-flat, bass clarinet in B-flat, two bassoons, four horns in F, three 
trumpets in C, three trombones, tuba, timpani, tambourine, snare drum, bass drum, cymbals, 
tam-tam, celesta, two harps, violins (12 each of firsts and seconds), violas (10), cellos (6) and 
basses (4) in addition to the solo cello. 
In the first section, the texture in the orchestra is transparent. Both orchestra and cello soloist 
introduce and develop the main thematic material heard throughout the composition. There are 
six essential thematic ideas introduced in this section. The work begins with a lament for the 
solo cello as the voice of King Solomon, inspired by the text, “Nothing is worth the pain it 
causes.” “All this is vanity.” The next theme, which transforms the free-flowing, cadential lament 
into a rhythmic dance motif, is introduced for the first time by the solo cello.This motif will 
appear throughout the work, in both the solo cello and orchestra, highlighting the interplay of 
narrative roles. After these two themes of the introduction conclude, the first occurrence of the 
cadenza appears in the solo cello. The cadenza is used to interrupt the piece three times, 
representing Solomon’s rejection of the vanity the world provides. Bloch describes this section 
as the wives and concubines of Solomon trying to tear him away from his thoughts. At 
rehearsal number 2, the solo cello begins variations on the dance theme. This section grandly 
builds to a climax after a series of Oriental motifs, finally ending with another statement of the 
cadenza, a depiction of Solomon’s revulsion, before the next section begins.
 The second section introduces the shofar-like theme and texture for the first time in the piece, 
which is played by the celesta. The theme is then passed to the bassoon. Once this new theme 
is introduced, the solo cello immediately returns to the motif of the cadenza. This iteration of the 
cadenza highlights the conflict between the soloist and the orchestra. Put in counterpoint with 
the new theme, the solo cello is fighting the direction the orchestra is taking. The aggressive 
presentation of the orchestra forces the solo cello to join in, claiming the theme at an even 
faster tempo. This section continues to build and accelerate until the largest climax of the piece 
occurs. This is the point in which Solomon declares, “Vanity of vanities, all is vanity! Nothing!” 
The turmoil of the orchestra subsides and fades away into the distance.

 The final section of Schelomo is marked andante moderato and does not introduce any new 
thematic material, instead, texture changes and the main themes from the previous section are 
developed considerably until the end. While heavily orchestrated, the theme in the solo cello 
remains unaffected by the surrounding influences, setting it apart from previous statements earlier 
in the work. In addition, the introduction of major seconds in the main theme, which was 
previously highly chromatic, relieves tension. The final measures of the piece restate the theme 
from the cadenza as a discouraged epilogue. This final attempt of the cadential motif illustrates 
Solomon’s final collapse into silence.

  
Outwardly this might appear to be a companion to Bloch's best-known work, Schelomo for cello 
and orchestra. But whereas that work is a dazzling display for both the soloist and the orchestra, 
Voice in the Wilderness is introverted and reserved. If the music was purely meditative it might 
work on that level, but Bloch's complex harmonies and occasional bursts of energy mitigate 
against that kind of passivity in the listener.
On the other hand, those dramatic elements lack the freshness and excitement that similar 
passages elicit during a listening to Schelomo. With all that in mind, it is not this writer's intent to 
scare the curious away from sampling this work. It is very possible that someone, whose musical 
tastes tend towards the less voluptuously exotic, might find this piece to be more to his or her 
liking.
It was written in the years 1935-1936. Bloch must have believed in it since he set it in three 
ways: the original version with orchestra, a version for cello and piano, and a shortened 
transcription for piano solo called Visions & Prophecies.
There are six connected movements. Although the cello is often spotlighted, it is not the main 
focus or protagonist of the work. Rather it is a commentator on the orchestral statements. 
Rhythmically, the themes are dominated by what is known as the Scottish snap. The cello has 
only one real featured solo passage, and that is in the fifth movement. Voice in the Wilderness is 
scored for a large orchestra with woodwinds in threes, full brass, percussion, two harps, celesta, 
and strings. It has a duration of roughly 25 minutes.
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Bloch Schelomo and Voice In The Wilderness - Starker, cello - Israel Philharmonic Orchestra Mehta

1. Schelomo 21:45
2. Voice In The Wilderness 27:23
Total Time: 49:08  

Recorded June 1969 at Santa Cecilia, Rome by Decca Records
Producer: Ray Minshull     Engineer: Kenneth Wilkinson

Transferred from a 15ips 2-track tape
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