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ABRAHAM LINCOLN PORTRAITS
CD 1 60:54
1 Charles Ives (1874-1954): Lincoln, the Great Commoner 3:39
2 Vincent Persichetti (1915-1987): A Lincoln Address, Op. 124 13:22
3 Roy Harris (1898-1979): Abraham Lincoln Walks at Midnight 14:10

Ernst Bacon (1898-1990): Ford’s Theatre: 
A Few Glimpses of Easter Week, 1865 29:43

4 Preamble 1:43
5 Walt Whitman and the Dying Soldier 2:42
6 Passing Troops 2:42
7 The Telegraph Fugue (an Etude for Strings - with Timpani) 5:07
8 Moonlight on the Savannah 2:03
9 The Theatre 1:26
0 The River Queen 2:26
! Premonitions (a duett with a hall clock) 1:51
@ Pennsylvania Avenue, April 9, 1865 3:35
# Good Friday, 1865 3:15
$ The Long Rain 1:17
% Conclusion 1:35

CD 2 51:43
1 Morton Gould (1913-1996): Lincoln Legend 16:36

George Frederick McKay (1899-1970): 
To a Liberator (A Lincoln Tribute) 11:18

2 Evocation 3:10
3 Choral Scene 2:49
4 March 2:06
5 Declaration 0:43
6 Epilogue 2:30
7 Paul Turok (b. 1929): Variations on an American Song: 

Aspects of Lincoln and Liberty, Op. 20 9:18
8 Aaron Copland (1900-1990): Lincoln Portrait 14:31

Publishers: Edwin F. Kalmus & Co., Inc. (CD 1, track 1); Elkan-Vogel, Inc. (CD 1, track 2); 
G. Schirmer, Inc. (CD 1, tracks 3-15; CD 2, track 1); Carl Fischer LLC (CD 2, track 7); 

Boosey & Hawkes, Inc. (CD 2, track 8)
Orchestra materials for the McKay were provided by the generosity of the 

Edwin A. Fleisher Collection of Orchestral Music, of the Free Library of Philadelphia.
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CD 2 8 Aaron Copland: Lincoln Portrait

“Fellow citizens, we cannot escape history.”

That is what he said. That is what Abraham Lincoln
said.

“Fellow citizens, we cannot escape history. We of this
congress and this administration will be remembered in
spite of ourselves. No personal significance or
insignificance can spare one or another of us. The fiery
trial through which we pass will light us down in honor
or dishonor to the latest generation. We, even we here,
hold the power and bear the responsibility.” 
[Annual Message to Congress, December 1, 1862]

He was born in Kentucky, raised in Indiana, and lived
in Illinois. And this is what he said. This is what Abe
Lincoln said.

“The dogmas of the quiet past are inadequate to the
stormy present. The occasion is piled high with
difficulty and we must rise with the occasion. As our
case is new, so we must think anew and act anew. We
must disenthrall ourselves and then we will save our
country.”
[Annual Message to Congress, December 1, 1862]

When standing erect he was six feet four inches tall,
and this is what he said.

He said: “It is the eternal struggle between two
principles, right and wrong, throughout the world. It is
the same spirit that says ‘you toil and work and earn
bread, and I’ll eat it.’ No matter in what shape it comes,
whether from the mouth of a king who seeks to bestride
the people of his own nation, and live by the fruit of
their labor, or from one race of men as an apology for
enslaving another race, it is the same tyrannical
principle.” 
[Lincoln-Douglas debates, October 15, 1858]

Lincoln was a quiet man. Abe Lincoln was a quiet and a
melancholy man. But when he spoke of democracy, this
is what he said.

He said: “As I would not be a slave, so I would not be a
master. This expresses my idea of democracy.
Whatever differs from this, to the extent of the
difference, is no democracy.”

Abraham Lincoln, sixteenth president of these United
States, is everlasting in the memory of his countrymen.
For on the battleground at Gettysburg, this is what he
said:

He said: “That from these honored dead we take
increased devotion to that cause for which they gave the
last full measure of devotion. That we here highly
resolve that these dead shall not have died in vain. That
this nation under God shall have a new birth of freedom
and that government of the people, by the people, and
for the people shall not perish from the earth.”

Abraham Lincoln

148.559373-74

Lincoln as Inspiration

Abraham Lincoln (1809-1865), sixteenth President of
the United States, has inspired as many works of
literature, fine art, and music as any statesman in
history—his deeds and principles resonate in every age.
To prepare this collection celebrating the bicentennial of
Lincoln’s birth, the Nashville Symphony, Leonard
Slatkin, and Naxos considered some ninety pieces of
music ranging from large symphonies and requiems to
chamber works and songs. Of the eight selected works,
some set Lincoln’s own immortal words (Copland:
Lincoln Portrait, Persichetti: A Lincoln Address) and
some set words of poets inspired by Lincoln (Ives:
Lincoln, the Great Commoner, Harris: Abraham Lincoln
Walks at Midnight). The purely instrumental selections
draw their inspiration from events in Lincoln’s life
(Bacon: Ford’s Theatre), from Carl Sandburg’s famous
biography of Lincoln (Gould: Lincoln Legend), from
emotions on contemplating Lincoln’s ideals (McKay:
To a Liberator), and from a folk-tune Lincoln used as a
campaign song (Turok: Variations on an American
Song: Aspects of Lincoln and Liberty).

Insurance salesman by day, composer by night,
Charles Ives (1874-1954) was famous — even infamous
— for his dedication to social and political causes and
for his American patriotism. He seized upon Edwin
Markham’s poem, which extols Lincoln’s idealism, his
saving of the Union, and the nobility of his death, to
compose one of his greatest pieces for chorus and
orchestra, Lincoln, the Great Commoner. Ives dated the
work 1912, but he was notorious for misdating his
compositions, and Ives scholars suspect he actually
wrote it in 1921 or 1922, most likely after the song
version, which he may have composed between 1919
and 1921.

Ives draws on bits of existing patriotic tunes to
impart the proper atmosphere, but here they are used
more subtly than in some of his patriotic pieces. Into his
own mostly original melody he weaves just a few

fragments of “Hail! Columbia”, “The Star-Spangled
Banner”, “America”, “Columbia, Gem of the Ocean”,
and “The Battle Hymn of the Republic”. The chorus
sings this melody mostly in unison, partly to give the
impression of a narrator and partly to provide an anchor
while the complex orchestral accompaniment rages
around it. He does split the chorus into some startling
tone clusters to emphasize the passage that begins
“when the step of earthquake shook the house” and into
parallel but separate parts for added richness beginning
at “the rafters of the home” and “He held his place”,
which includes a snippet of the song “America”.
Remarking on the piece’s challenges for both chorus
and orchestra, the composer Henry Cowell wrote, “but
once accomplished it is one of the most unusual and
exciting works in choral literature”.

Vincent Persichetti (1915-1987) spent most of his
career teaching composition and “literature and
materials” at the Juilliard School in New York and also
as director of publications for Elkan-Vogel. He received
more fame and fortune from the “non-playing” of one of
his pieces than for the performances of all his other
works combined. Just three weeks before President
Nixon’s 1973 inauguration, Persichetti was
commissioned by the Presidential Inaugural Committee
on the recommendation of Eugene Ormandy to compose
a work for narrator (Charlton Heston) and orchestra (the
Philadelphia Orchestra) based on Lincoln’s Second
Inaugural Address.

Persichetti quickly completed A Lincoln Address,
but then began receiving phone calls from members of
the Inaugural Committee asking him to delete certain of
Lincoln’s comments about the Civil War because they
might be offensive in the climate of the unpopular and
controversial Vietnam War. He was surprised, since, as
he insisted, the choice of texts had not been his, but he
said, “Although I’m completely against what’s going on
in Vietnam, I agreed to the deletions. . . . I agreed to cut
out a line that goes something like, ‘insurgent agents in
the city seeking to destroy it without war.’” But when

Abraham Lincoln Portraits
Ives • Persichetti • Harris • Bacon • Gould • McKay • Turok • Copland
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CD 1 3 Roy Harris: 
Abraham Lincoln Walks at Midnight

It is portentous, and a thing of state
That here at midnight, in our little town
A mourning figure walks, and will not rest,
Near the old court-house, pacing up and down.

Or by his homestead, or by shadowed yards
He lingers where his children used to play,
Or through the market, on the well-worn stones
He stalks until the dawn-stars burn away. . . .

He cannot sleep upon his hillside now.
He is among us:—as in times before!
And we who toss or lie awake for long
Breathe deep, and start, to see him pass the door.

His head is bowed. He thinks on men and kings.
Yea, when the sick world cries, how can he sleep?
Too many peasants fight, they know not why,
Too many homesteads in black terror weep.

The sins of all the war-lords burn his heart.
He sees the dreadnaughts scouring every main.
He carries on his shawl-wrapped shoulders now
The bitterness, the folly and the pain.

He cannot rest until a spirit-dawn
Shall come: —the shining hope of Europe free:
The league of sober folk, the Workers’ Earth,
Bringing long peace to Cornland, Alp and Sea.

It breaks his heart that kings must murder still,
That all his hours of travail here for men
Seem yet in vain. And who will bring white peace
That he may sleep upon his hill again?

Vachel Lindsay (1879-1931)

Reproduced by permission of 
Music Sales Corporation, New York

the Committee asked for even more cuts he drew the
line. On 9th January, just ten days before the
inauguration, Eugene Ormandy called saying his piece
would not be performed, with no explanation from the
Committee. A front-page story in the New York Times
turned the issue into a cause célèbre, and orchestras
throughout the U.S. clamored to perform Persichetti’s
piece. On 25th January the St. Louis Symphony gave
the première, conducted by Walter Susskind and
narrated by William Warfield, though the piece
remained dedicated to Eugene Ormandy and the
Philadelphia Orchestra.

Persichetti’s introduction and many of the interludes
surround Lincoln’s text with slow-moving, mournful
harmonies, at times employing the instruments in
hymnlike fashion, at others seeming to declaim like the
narrator. The composer responds to Lincoln’s words
“And the war came” with a faster ominous passage, and
“The judgments of the Lord are true and righteous
altogether” with a climactic triumphal section before
bringing back a quiet mood—now peaceful rather than
mournful—to reflect “a just and lasting peace”.

Roy Harris (1898-1979) frequently turned to
patriotic subjects, becoming most identified with
Lincoln and Walt Whitman. Harris had been
capitalizing on the similarities between himself and
Lincoln — the same 12th February birth date, being
born and raised in a log cabin — for many years by the
time he wrote his first “Lincoln” symphony, the Sixth,
in 1943. He turned to Lincoln again for his Tenth
Symphony in 1965, The Brotherhood of Man in 1966,
and his Bicentennial Symphony, No. 13 (1975-76), all
works with texts by Lincoln for chorus and orchestra.
Meanwhile, in 1953 he took up a Lincoln theme in a
chamber work—this time employing Vachel Lindsay’s
eerie poem Abraham Lincoln Walks at Midnight
(published 1914).

Adopting Lindsay’s title, with the subtitle “A
Cantata of Lamentation”, Harris wrote for mezzo-
soprano and piano trio, wonderfully projecting the
elegiac tone, the drama, and the text rhythms of the
poem. At the outset, low sustained tones and pulsing
chords in the piano support the voice’s wordless

descending phrases, soon entwined by the mournful
independent lines of the violin and cello. The feeling of
unrest sets up the poem’s actual opening in which the
ghostly figure of Lincoln paces unhappily because peace
still has not been achieved in the world. Harris omits
Lindsay’s third stanza, a physical description of Lincoln
that might have distracted from the lament.

Throughout Harris uses changes of texture and
range in response to the text: treble music, for instance,
reflects the happier memories of Lincoln’s homestead,
the yards where his children used to play, and the
market; angry repeated chords in all the instrumental
parts evoke images of fighting and terror. Particularly
striking are the cascading parallel piano chords that
precede the quiet “It breaks his heart” and the lyrical
violin and cello duet that brings on the quiet
dénouement with its yearning sentiments about peace.

Pulitzer Prize-winning composer Ernst Bacon
(1898-1990) also excelled as a conductor, painter, and
folk-song collector. Over the course of a varied career
he founded the Carmel Bach Festival in 1935 and, after
a number of college appointments, directed the music
school and taught for almost two decades at Syracuse
University.

His widow, Ellen Bacon, writes: “My husband
loved American history and had a deep reverence for
Lincoln, which was shared by his good friend and
fellow-Chicagoan, Lincoln-biographer Carl Sandburg.
Another very good friend of Ernst’s was the Pulitzer-
winning author and historian, Paul Horgan, who wrote a
Lincoln play called Death, Mr. President, to which
Ernst composed the incidental music”. Though the play
survived only two performances, the music, in the form
of an instrumental suite, fared better: Ford’s Theatre: A
Few Glimpses of Easter Week, 1865 received its first
performance on 27th April, 1946, by the Southern
Symphony conducted by Carl Bamberger in Columbia,
South Carolina. Bacon himself conducted some of the
most memorable performances with the Detroit and San
Francisco Symphonies.

The twelve fascinating miniatures that make up
Ford’s Theatre center on the events of the week Lincoln
was assassinated. In the Preamble portentous repeated
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CD 1 2 Vincent Persichetti: 
A Lincoln Address

Fellow-Countrymen:
Now, at the expiration of four years, during which
public declarations have been constantly called forth on
every point and phase of the great contest which still
absorbs the attention and engrosses the energies of the
nation, little that is new could be presented. The
progress of our arms, upon which all else chiefly
depends, is as well known to the public as to myself,
and it is, I trust, reasonably satisfactory and
encouraging to all. With high hope for the future, no
prediction in regard to it is ventured.

On the occasion corresponding to this four years ago all
thoughts were anxiously directed to an impending civil
war. All dreaded it, all sought to avert it.

While the inaugural address was being delivered from
this place, devoted altogether to saving the Union
without war, urgent agents were in the city seeking to
destroy it without war—seeking to dissolve the Union,
and divide effects, by negotiation. Both parties
deprecated war, but one of them would make war rather
than let the nation survive, and the other would accept
war rather than let it perish.

And the war came. . . .

Neither party expected for the war the magnitude or the
duration which it has already attained.

Neither anticipated that the cause of the conflict might
cease with or even before the conflict itself should
cease. Each looked for an easier triumph, and a result
less fundamental and astounding.

Both read the same Bible and pray to the same God,
and each invokes His aid against the other. It may seem
strange that any men should dare to ask a just God’s
assistance in wringing their bread from the sweat of
other men’s faces, but let us judge not, that we be not
judged. The prayers of both could not be answered.
That of neither has been answered fully.

The Almighty has His own purposes. “Woe unto the
world because of offenses; for it must needs be that
offenses come, but woe to that man by whom the
offense cometh.” 

. . . Fondly do we hope, fervently do we pray, that this
mighty scourge of war may speedily pass away. Yet, if
God wills that it continue until all the wealth piled by
the bondsman’s two hundred and fifty years of
unrequited toil shall be sunk, and until every drop of
blood drawn with the lash shall be paid by another
drawn with the sword, as was said three thousand years
ago, so still it must be said:

“The judgments of the Lord are true and righteous
altogether.” 

“With malice toward none, with charity for all, with
firmness in the right as God gives us to see the right, let
us strive on to finish the work we are in, to bind up the
nation’s wounds, to care for him who shall have borne
the battle and for his widow and his orphan, to do all
which may achieve and cherish a just and lasting peace
among ourselves and with all nations.”

Abraham Lincoln, Second Inaugural Address, 1865

8.559373-74

chords and rich melodic gestures precede Walt Whitman
and the Dying Soldier, a movement of utmost poignance
with a gorgeous cello solo. In this vignette Bacon
incorporates his song setting of Whitman’s “The Last
Invocation”. Passing Troops presents a jazzy march,
though it also offers a lyrical, slightly eerie middle
section.

Bacon subtitles The Telegraph Fugue “an Etude for
Strings - with Timpani”. He prescribes such
performance directions as “unctiously”, “violently”,
“light and clever”, “As if saying, ‘After you, sir,’” and
“Like the ways of deceit”, as he reflects on Lincoln’s
visit to the telegraph office the day before he was
assassinated. Moonlight on the Savannah is a lovely,
nostalgic movement featuring expressive clarinet,
violin, and saxophone solos, leading to the capricious
depiction of The Theatre, where at one point Bacon
indicates, “with polished insincerity, as if “the show
must go on”.

In The River Queen (Lincoln conferred with his
commanders aboard this vessel), a carefree
accompaniment, suggesting the motion of paddle
wheels, supports a gliding cello melody, which soon
migrates to other instruments. Bacon subtitled
Premonitions “a duett with a hall clock” and indeed the
portentous music is accompanied throughout by ticks
and chimes from the percussion section. Pennsylvania
Avenue, April 9, 1865, in “brisk march time”,
incorporates the well-known tune “When Johnny Comes
Marching Home”, subjecting it to a developmental
middle section. This was the day Robert E. Lee
surrendered to Ulysses S. Grant, ending the Civil War.

Good Friday, 1865, named for the day Lincoln was
assassinated, features anguished pulsing music,
poignant wind solos, and “steadily mounting clamor”
until a quiet section of “humility” takes over. Bacon
depicts raindrops in the contrarily brief movement
called The Long Rain, and marks the various solos “like
various personal goodbyes”. He begins his Conclusion
with jaunty march music in the distance, which erupts
into “dignified” strains with ominous drumbeats hinting
at the depth of the tragedy.

Morton Gould (1913-1996) made a name for

himself as a composer for radio and television before he
earned widespread recognition for his orchestral works
on American themes in the 1930s and 1940s. He infused
his compositions with quintessentially American
elements — jazz, gospel, folk-song, and Broadway
musicals. In 1995 he won the Pulitzer Prize for his last
orchestral work, Stringmusic, written for Rostropovich’s
farewell as conductor of the National Symphony
Orchestra.

Completed in April 1941, Gould’s Lincoln Legend
was a product of war time when patriotic emotions ran
high. He had been inspired in particular by reading Carl
Sandburg’s six-volume, Pulitzer Prize-winning, best-
selling biography Abraham Lincoln: The Prairie Years
and the War Years (1929-36). He also delved into
Sandburg’s The American Songbag, drawing on folk-
songs associated with Lincoln. In August 1942 he
mailed the score to legendary conductor Arturo
Toscanini, who wrote back saying: “Have you any
objection if I perform your Lincoln’s Legend in my first
concert at the N.B.C.? . . . I was much taken and
fascinated with [its] incisive and penetrating musical
strokes.” Toscanini indeed led the NBC Symphony in
the première on 1st November, 1942.

Lincoln Legend begins with muted contemplative
melodic strands that perhaps suggest the open prairie
spaces of Lincoln’s youth. In his “slowly rhapsodic”
section, Gould invokes fragments of “The Old Gray
Mare” (fashioned from the black spiritual “The Old Gray
Mare Came Tearin’ out the Wilderness”) and “Old Abe
Lincoln Came out of the Wilderness”, which itself was a
combination of the “Old Gray Mare” tunes and the
spiritual “When I Come out de Wilderness”. Sandburg
says that as a candidate for president Lincoln had the
pleasure of hearing his two young sons “sing it at him.”

A marchlike section introduces snatches of the great
Civil War ballad “The Battle Hymn of the Republic”,
which Gould treats in ominous surges, punctuated with
timpani “cannon shots”. More sprightly music (led by
the clarinets) incorporates “Hoosen Johnny”, which
Lincoln heard and no doubt sang on “convivial
occasions” as he traveled the eighth circuit of Illinois as
a lawyer. Naturally Gould alters and blends all these

5
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Nashville Symphony

The GRAMMY ® Award-winning
Nashville Symphony has a growing
international reputation for its recordings
and innovative programming. With 140
performances annually, the 84-member
orchestra is an arts leader in Nashville and
beyond, offering a broad range of pops and
jazz concerts, special events, children’s
concerts and community outreach programs.
As a national and international ambassador
for the citizens of Tennessee, the Nashville

Symphony has received far-reaching acclaim for its eleven recordings on Naxos, making the orchestra one of the most
active recording orchestras in the country. These recordings have received seven total GRAMMY ® nominations and,
in 2008, three GRAMMY ® wins for Made in America, a recording of works by American composer Joan Tower. The
Schermerhorn Symphony Center, the new home of the Nashville Symphony, opened in September 2006 to critical
acclaim. This new cultural center in downtown Nashville has had a significant artistic, social and economic impact on
the city, and in addition, has given the Nashville Symphony a venue equal to its growing reputation.

Leonard Slatkin

The distinguished American conductor Leonard Slatkin was appointed Music
Director of the Detroit Symphony Orchestra and Principal Guest Conductor of the
Pittsburgh Symphony Orchestra from 2008, after completing his twelfth and final
season as Music Director of the National Symphony Orchestra, the distinguished
American conductor Leonard Slatkin continues as Principal Guest Conductor of
the Royal Philharmonic Orchestra, Music Advisor to the Nashville Symphony
Orchestra, and Conductor Laureate of the Saint Louis Symphony, of which he was
Music Director for seventeen seasons. He has served as Festival Director of the
Cleveland Orchestra’s Blossom Festival (1990-1999), Principal Guest Conductor
of the Philharmonia Orchestra (1997-2000), Chief Conductor of the BBC
Symphony Orchestra (2000-2004) and Principal Guest Conductor of the Los
Angeles Philharmonic at the Hollywood Bowl (2004-2007), in a brilliant
international career. His many recordings have won seven GRAMMY ® Awards
and more than sixty GRAMMY ® Nominations. Additional honours and awards
include the 2003 National Medal of Arts, the Chevalier of the Legion of Honour,
the American Symphony Orchestra League’s Gold Baton for service to American
music, ASCAP awards with both the National and Saint Louis symphonies,
honorary doctorates from the Juilliard School, Indiana University, University of
Missouri and the Declaration of Honour in Silver from the Austrian ambassador to
the United States for outstanding contributions to cultural relations.

Photo: Alan Poizner

Photo: Steve Sherman
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fragments, thereby allowing them to express a wide
range of moods from a “village band effect” to his
“dirge” for Lincoln’s funeral procession. As the music
fades into the distance Gould ends with a questioning
fragment.

George Frederick McKay (1899-1970), the first
composition graduate from the Eastman School of
Music in Rochester, New York, spent four decades
teaching at the University of Washington in Seattle. He
was especially interested in evoking a “folk feeling” in
his many compositions that portray the American West.
He composed over seventy orchestra works as well as
band pieces, string quartets, and prize-winning works
for harp, piano, and woodwinds, and also authored a
book on harmony and one on orchestration. Most of the
music organizations in the Seattle area have performed
his works, including the Seattle Symphony, which he
conducted on several occasions.

The composer’s son Fred writes about To a
Liberator: “My father told me this piece was a
celebration of the power of democracy and a protest
against the actions of European tyrants who committed
military aggression during the Spanish Civil War and
the early stages of World War II”. The composer
himself described the work’s impetus in his notes for the
première: “This symphonic poem is the direct result of
my friendship [with] Fabien Sevitzky. It grew from a
memorable afternoon in the summer of 1939, in which
we discussed the importance of the spirit and meaning
of Abraham Lincoln to the American background and
future. The music itself is not intended as a portrait of
Lincoln, but rather the composer’s own subjective
emotion, when confronted by the memory of this great
man and by the saga of his life”. McKay impressed an
Indianapolis critic by coming “all the way from Seattle”
to attend the highly successful performance on 15th
March, 1940, by the Indianapolis Symphony under
Sevitzky’s direction.

The composer also provided the following outline:
“The music unfolds through a dramatic form, as the
subtitles clearly suggest: 1 — Evocation, which is
meditative, a summoning forth of the great and tender

spirit which broods over mankind; 2 — Choral Scene,
which grows from a mood of supplication, the faith of
the common man in those leaders who have worked and
died for human liberation; 3 — March, which
symbolizes the upsurging and undying force of the
belief of the people in the humanitarian ideals as
championed by Lincoln; 4—a declamatory section
which may be taken as a musical intonation of those
same undying ideals. The music ends [Epilogue] with a
return to the thematic material of the Evocation, so that
the close is in a quiet, pastoral mood.”

Paul Turok (b. 1929) has forged a unique and
successful career as both composer and critic. His
orchestral compositions have been played here and
abroad by such prestigious orchestras as the Royal
Philharmonic and the Cleveland and Philadelphia
Orchestras. As a critic he regularly reviewed recordings
for the New York Times and concerts for the New York
Herald Tribune, and often participated as a guest critic
on WQXR’s First Hearing. In 1990 he founded Turok’s
Choice, a monthly review of new classical releases that
he continues to publish.

As a history buff, writes Turok, he went through a
Civil War phase in the 1960s and was delighted to find
that Lincoln’s 1859 presidential campaign had
fashioned “Lincoln and Liberty” by putting new words
to the Irish tune “Rosin the Bow”, which he had liked
since his “fiddling days”. In early 1963, as a visiting
professor at Williams College, in Williamstown,
Massachusetts, he used this tune for a set of orchestral
variations in anticipation of a performance by the
Berkshire Symphony, which rehearsed at the college
and which gave the première of his Variations on an
American Song: Aspects of Lincoln and Liberty there in
1964.

Turok chose the theme “not only for its historical
context, but also for its beauty and simplicity. There are
but seven different notes in ‘Lincoln and Liberty’: C, D,
E, F, G, A, and B. (It is a ‘white note’ theme and can be
played on the white piano keys.)” His entire variation
set employs only these notes, though they appear in
many different ranges. The piece is remarkable in its

559373-74 bk Lincoln US  12/12/08  12:58 PM  Page 6



8.559373-74

Sharon Mabry 

The mezzo-soprano Sharon Mabry first received national recognition in the 1980 National
Public Radio Art of Song series when she was a featured recitalist. Since then she has been
in demand as a recitalist, soloist with symphony orchestras and as a master teacher of
vocal techniques. She has been a frequent guest artist at numerous music festivals and has
given premières of works by more than thirty composers, including new works written for
her. Her recordings have received outstanding critical acclaim, showcasing works by
contemporary or women composers. In addition to her concert career she is professor of
music at Austin Peay State University, Clarksville, TN, where she received the
university’s highest award for creativity (the Richard M. Hawkins Award) and for
teaching (the Distinguished Professor Award). Since 1985, she has been a featured writer
for the NATS Journal of Singing and her book Exploring Twentieth Century Vocal Music
was published by Oxford University Press in 2002. She holds the Bachelor of Music

degree from Florida State University, higher degrees from George Peabody College, and a performance certificate
from the prestigious Franz-Schubert-Institut in Austria.

Nashville Symphony Chorus

For more than forty years the Nashville Symphony Chorus has regularly presented significant works from the
classical choral repertoire from Baroque music to contemporary. During George Mabry’s ten-year tenure as Chorus
Director, the Chorus has also been featured in four CDs, Celebration in Song, a collection of sacred music recorded
in 2000, Beethoven’s Missa Solemnis, released on Naxos 8.557060 in 2004, Gershwin’s Porgy and Bess, released
on Decca in 2006 and John Corigliano’s A Dylan Thomas Trilogy, released on Naxos 8.559394 in 2008. The
Chorus, now numbering 146 voices in concert, performs at least twice each season as part of the Nashville
Symphony’s SunTrust Classical Series, in addition to special concerts such as Handel’s Messiah each December.

George Mabry

George Mabry has been the director of the Nashville Symphony Chorus since 1998 and
is professor emeritus of music at Austin Peay State University in Clarksville, Tennessee.
He served as director of its Center for the Creative Arts and director of choral activities at
the university until his retirement in 2003. He is a published composer and arranger, and
in addition to his choral and instrumental compositions, he has written and produced
musical shows for entertainment parks around the country. He was formerly director of
entertainment for Opryland U.S.A. in Nashville. While at Opryland, his musical shows
toured the Soviet Union under the auspices of the U.S. State Department and appeared
three times for the President of the United States at the White House. A native
Tennessean, he holds a bachelor’s degree from Florida State University and Master of
Music and Doctor of Philosophy degrees from George Peabody College for Teachers at
Vanderbilt University. Mabry is active as a choral clinician and festival adjudicator. He
has conducted All-State choirs in Kentucky and Virginia.
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creation of an impressive variety of shapes and colours
out of such simple materials, from the fitting
presentation of the “fiddle tune” by violins alone at the
outset to the massive full orchestral climax in Variation
9. “I tried”, said the composer, “to replicate some of the
patriotic swagger of the campaign text itself:

‘Then up with our banner so glorious,
The star-spangled red-white-and-blue,
We’ll fight till our Cause is victorious,
For Lincoln and Liberty too!’”

The composer provides the following description:
“The theme is stated by the violins and winds, then
repeated by the full orchestra. Variation 1 (Faster)
presents the theme “smoothed out”. Variation 2
(Slower) greatly varies the theme as a barcarole
[gondolier song]. Variation 3 (Fast) serves as the
“scherzo” in this work. Variation 4 (Slowly) first
fragments the theme, then uses the fragments as a basis
for a melody in the oboe and later, the full orchestra. In
Variation 5 (Slower), the violins play the varied theme,
then the flutes and harp introduce a triplet figure that
becomes the accompaniment for Variation 6 (same
tempo) which is hymnlike. Variation 7 is a round in the
tempo of the original theme which leads directly to the
marchlike Variation 8. Variation 9 continues the martial
mood and reaches the climax of the work. Variation 10
is a final restatement of the theme in the full orchestra”.

Shortly after the United States entered World War
II, Aaron Copland (1900-1990) received a commission
from conductor André Kostelanetz — as did Virgil
Thomson and Jerome Kern — to contribute to “a
musical portrait gallery of great Americans”. Copland
selected Walt Whitman, but quickly switched to
Abraham Lincoln when Kostelanetz asked him for a
statesman rather than a literary figure. (Thomson had
chosen political columnist Dorothy Thompson, in
addition to New York Mayor La Guardia, and Kern had
picked Mark Twain.)

Copland thought he could avoid the pitfalls of
writing something too bombastic or sentimental about

such a famous figure by incorporating Lincoln’s own
words, spoken by a narrator. He turned to Lord
Charnwood’s 1917 biography, selecting Lincoln
quotations not for their familiarity, except for the
closing lines of the Gettysburg Address, but for their
contemporary relevance: the concern for justice and
freedom. The Lincoln Portrait, narrated by radio actor
William Adams, stole the show at the premiere in
Cinncinati on 16th May, 1942, and became one of his
most popular pieces.

“The composition”, wrote Copland, “is roughly
divided into three main sections. In the opening section I
wanted to suggest something of the mysterious sense of
fatality that surrounds Lincoln’s personality. Also near
the end of that section, something of his gentleness and
simplicity of spirit”. Copland’s introduction begins with
the kind of slow-moving, wide-open sounds he made
famous in his ballets about the American West. He then
quotes the traditional American tune “Springfield
Mountain” (clarinet solo with simple chordal
accompaniment), evoking nostalgia for long-ago rural
America and depicting Lincoln’s gentle spirit.

Copland continued, “The quick middle section
briefly sketches in the background of the times he lived
in”. Here the composer uses lively “folk” tunes of his
own creation, replete with sleigh bells, and ingeniously
manipulates fragments of Stephen Foster’s “Camptown
Races” to create the atmosphere of Lincoln’s youth.

“This merges into the concluding section”, wrote
Copland, “where my sole purpose was to draw a simple
but impressive frame about the words of Lincoln
himself”. He quotes from an 1860 letter that Lincoln
wrote to his friend Henry Asbury and an address he
gave that year to the Cooper Union in New York,
framing them with introductory words that describe
Lincoln himself. The work reaches a climax with the
famous Gettysburg quotation superimposed on a solemn
return of “Springfield Mountain” by solo trumpet —
perhaps reminiscent of a bugler playing “Taps” — and a
majestic summation by the full orchestra.

Jane Vial Jaffe
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Barry Scott

Barry Scott is widely known for his successes as an actor, writer, producer, director,
motivational speaker and voice-over artist. A native of Nashville, he graduated from
Tennessee State University with a degree in Speech Communications and Theatre and is
the founder and producing artistic director of the American Negro Playwright Theatre, the
professional theatre in residence at T.S.U. He has conducted workshops on acting and has
received several awards including the Ingram Fellowship Award for Theatre and the
Partnership in Access and Appreciation Grant from the Tennessee Arts Commission. He
also won the Ralph Edmondson National Award for Play Writing for Lisa’s Story, which
he wrote, produced, directed and starred in. He is a much-requested motivational speaker,
lecturer and orator, and his voice can be heard on commercials and PSA’s around the
country for companies such as NBA, NFL, PGA, NHL, the National Arbor Day
Foundation, Columbia/HCA Hospitals, Bristol Myers-Squibb Pharmaceuticals, Kentucky

Fried Chicken, Burger King, McDonalds, the American Heart Association, ESPN, the Discovery Channel, TNA and
many more. 

Mary Kathryn Van Osdale

Named Concertmaster of the Nashville Symphony in 1989, Mary Kathryn Van Osdale
began playing as a contracted member of the orchestra at the age of fifteen. In 1986 she
joined the faculty of Vanderbilt University’s Blair School of Music, where she is currently
Adjunct Artist Teacher of Violin. An active studio musician, she has played on multiple
GRAMMY ® Award-winning albums as well as on movie soundtracks and commercial
jingles. She attended the Cincinnati Conservatory of Music and the Banff School of Fine
Arts, where she received a Certificate for Advanced Studies. She received her Master of
Music degree from Northern Illinois University and, upon graduation, was named
Outstanding Woman Leader of the Year. She has attended the Aspen Music Festival on
both a Full Orchestra Fellowship and an Advanced String Quartet Fellowship. As the
founding member of the Vermillion String Quartet, she toured throughout Canada and
Europe. She has also been nominated three times for the Nashville Music Awards.

Anthony LaMarchina

Anthony LaMarchina is well known to Nashville Symphony audiences. He has served as
principal cellist in the orchestra since 1990 and has performed as soloist on many
occasions. During his career he has performed at Carnegie Hall and Avery Fisher Hall
with the Atlanta Symphony and at Carnegie Hall with the Nashville Symphony. He has
performed with the Honolulu Philharmonic, the Las Vegas Philharmonic and the
Pasadena Symphony, and also toured Japan in 1992. He has been a prominent studio
musician in Nashville since 1986. He has collaborated in a number of recordings, from
classical and pop to country and gospel, and has served as assistant professor of cello at
Vanderbilt University’s Blair School of Music. He received his degree from U.C.L.A. and
continued his studies with Ronald Leonard and Christine Waleska, and was the last pupil
of the great Ennio Bolognini. He currently performs on a magnificent Matteo Goffriller
cello, circa 1700. 

Roger Wiesmeyer

A Nashville native, Roger Wiesmeyer began playing the piano at the age of four and oboe
at ten. He studied oboe with John de Lancie and Richard Woodhams at the Curtis Institute
of Music. Upon graduation, he played oboe in the Pittsburgh, San Francisco and Honolulu
symphonies. He joined the Nashville Symphony as English hornist in 2001. In addition to
teaching at Vanderbilt University’s Blair School of Music, of which he is an alumnus, he
is a charter member of the chamber music group, ALIAS.
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Sharon Mabry 

The mezzo-soprano Sharon Mabry first received national recognition in the 1980 National
Public Radio Art of Song series when she was a featured recitalist. Since then she has been
in demand as a recitalist, soloist with symphony orchestras and as a master teacher of
vocal techniques. She has been a frequent guest artist at numerous music festivals and has
given premières of works by more than thirty composers, including new works written for
her. Her recordings have received outstanding critical acclaim, showcasing works by
contemporary or women composers. In addition to her concert career she is professor of
music at Austin Peay State University, Clarksville, TN, where she received the
university’s highest award for creativity (the Richard M. Hawkins Award) and for
teaching (the Distinguished Professor Award). Since 1985, she has been a featured writer
for the NATS Journal of Singing and her book Exploring Twentieth Century Vocal Music
was published by Oxford University Press in 2002. She holds the Bachelor of Music

degree from Florida State University, higher degrees from George Peabody College, and a performance certificate
from the prestigious Franz-Schubert-Institut in Austria.

Nashville Symphony Chorus

For more than forty years the Nashville Symphony Chorus has regularly presented significant works from the
classical choral repertoire from Baroque music to contemporary. During George Mabry’s ten-year tenure as Chorus
Director, the Chorus has also been featured in four CDs, Celebration in Song, a collection of sacred music recorded
in 2000, Beethoven’s Missa Solemnis, released on Naxos 8.557060 in 2004, Gershwin’s Porgy and Bess, released
on Decca in 2006 and John Corigliano’s A Dylan Thomas Trilogy, released on Naxos 8.559394 in 2008. The
Chorus, now numbering 146 voices in concert, performs at least twice each season as part of the Nashville
Symphony’s SunTrust Classical Series, in addition to special concerts such as Handel’s Messiah each December.

George Mabry

George Mabry has been the director of the Nashville Symphony Chorus since 1998 and
is professor emeritus of music at Austin Peay State University in Clarksville, Tennessee.
He served as director of its Center for the Creative Arts and director of choral activities at
the university until his retirement in 2003. He is a published composer and arranger, and
in addition to his choral and instrumental compositions, he has written and produced
musical shows for entertainment parks around the country. He was formerly director of
entertainment for Opryland U.S.A. in Nashville. While at Opryland, his musical shows
toured the Soviet Union under the auspices of the U.S. State Department and appeared
three times for the President of the United States at the White House. A native
Tennessean, he holds a bachelor’s degree from Florida State University and Master of
Music and Doctor of Philosophy degrees from George Peabody College for Teachers at
Vanderbilt University. Mabry is active as a choral clinician and festival adjudicator. He
has conducted All-State choirs in Kentucky and Virginia.
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creation of an impressive variety of shapes and colours
out of such simple materials, from the fitting
presentation of the “fiddle tune” by violins alone at the
outset to the massive full orchestral climax in Variation
9. “I tried”, said the composer, “to replicate some of the
patriotic swagger of the campaign text itself:

‘Then up with our banner so glorious,
The star-spangled red-white-and-blue,
We’ll fight till our Cause is victorious,
For Lincoln and Liberty too!’”

The composer provides the following description:
“The theme is stated by the violins and winds, then
repeated by the full orchestra. Variation 1 (Faster)
presents the theme “smoothed out”. Variation 2
(Slower) greatly varies the theme as a barcarole
[gondolier song]. Variation 3 (Fast) serves as the
“scherzo” in this work. Variation 4 (Slowly) first
fragments the theme, then uses the fragments as a basis
for a melody in the oboe and later, the full orchestra. In
Variation 5 (Slower), the violins play the varied theme,
then the flutes and harp introduce a triplet figure that
becomes the accompaniment for Variation 6 (same
tempo) which is hymnlike. Variation 7 is a round in the
tempo of the original theme which leads directly to the
marchlike Variation 8. Variation 9 continues the martial
mood and reaches the climax of the work. Variation 10
is a final restatement of the theme in the full orchestra”.

Shortly after the United States entered World War
II, Aaron Copland (1900-1990) received a commission
from conductor André Kostelanetz — as did Virgil
Thomson and Jerome Kern — to contribute to “a
musical portrait gallery of great Americans”. Copland
selected Walt Whitman, but quickly switched to
Abraham Lincoln when Kostelanetz asked him for a
statesman rather than a literary figure. (Thomson had
chosen political columnist Dorothy Thompson, in
addition to New York Mayor La Guardia, and Kern had
picked Mark Twain.)

Copland thought he could avoid the pitfalls of
writing something too bombastic or sentimental about

such a famous figure by incorporating Lincoln’s own
words, spoken by a narrator. He turned to Lord
Charnwood’s 1917 biography, selecting Lincoln
quotations not for their familiarity, except for the
closing lines of the Gettysburg Address, but for their
contemporary relevance: the concern for justice and
freedom. The Lincoln Portrait, narrated by radio actor
William Adams, stole the show at the premiere in
Cinncinati on 16th May, 1942, and became one of his
most popular pieces.

“The composition”, wrote Copland, “is roughly
divided into three main sections. In the opening section I
wanted to suggest something of the mysterious sense of
fatality that surrounds Lincoln’s personality. Also near
the end of that section, something of his gentleness and
simplicity of spirit”. Copland’s introduction begins with
the kind of slow-moving, wide-open sounds he made
famous in his ballets about the American West. He then
quotes the traditional American tune “Springfield
Mountain” (clarinet solo with simple chordal
accompaniment), evoking nostalgia for long-ago rural
America and depicting Lincoln’s gentle spirit.

Copland continued, “The quick middle section
briefly sketches in the background of the times he lived
in”. Here the composer uses lively “folk” tunes of his
own creation, replete with sleigh bells, and ingeniously
manipulates fragments of Stephen Foster’s “Camptown
Races” to create the atmosphere of Lincoln’s youth.

“This merges into the concluding section”, wrote
Copland, “where my sole purpose was to draw a simple
but impressive frame about the words of Lincoln
himself”. He quotes from an 1860 letter that Lincoln
wrote to his friend Henry Asbury and an address he
gave that year to the Cooper Union in New York,
framing them with introductory words that describe
Lincoln himself. The work reaches a climax with the
famous Gettysburg quotation superimposed on a solemn
return of “Springfield Mountain” by solo trumpet —
perhaps reminiscent of a bugler playing “Taps” — and a
majestic summation by the full orchestra.

Jane Vial Jaffe
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Nashville Symphony

The GRAMMY ® Award-winning
Nashville Symphony has a growing
international reputation for its recordings
and innovative programming. With 140
performances annually, the 84-member
orchestra is an arts leader in Nashville and
beyond, offering a broad range of pops and
jazz concerts, special events, children’s
concerts and community outreach programs.
As a national and international ambassador
for the citizens of Tennessee, the Nashville

Symphony has received far-reaching acclaim for its eleven recordings on Naxos, making the orchestra one of the most
active recording orchestras in the country. These recordings have received seven total GRAMMY ® nominations and,
in 2008, three GRAMMY ® wins for Made in America, a recording of works by American composer Joan Tower. The
Schermerhorn Symphony Center, the new home of the Nashville Symphony, opened in September 2006 to critical
acclaim. This new cultural center in downtown Nashville has had a significant artistic, social and economic impact on
the city, and in addition, has given the Nashville Symphony a venue equal to its growing reputation.

Leonard Slatkin

The distinguished American conductor Leonard Slatkin was appointed Music
Director of the Detroit Symphony Orchestra and Principal Guest Conductor of the
Pittsburgh Symphony Orchestra from 2008, after completing his twelfth and final
season as Music Director of the National Symphony Orchestra, the distinguished
American conductor Leonard Slatkin continues as Principal Guest Conductor of
the Royal Philharmonic Orchestra, Music Advisor to the Nashville Symphony
Orchestra, and Conductor Laureate of the Saint Louis Symphony, of which he was
Music Director for seventeen seasons. He has served as Festival Director of the
Cleveland Orchestra’s Blossom Festival (1990-1999), Principal Guest Conductor
of the Philharmonia Orchestra (1997-2000), Chief Conductor of the BBC
Symphony Orchestra (2000-2004) and Principal Guest Conductor of the Los
Angeles Philharmonic at the Hollywood Bowl (2004-2007), in a brilliant
international career. His many recordings have won seven GRAMMY ® Awards
and more than sixty GRAMMY ® Nominations. Additional honours and awards
include the 2003 National Medal of Arts, the Chevalier of the Legion of Honour,
the American Symphony Orchestra League’s Gold Baton for service to American
music, ASCAP awards with both the National and Saint Louis symphonies,
honorary doctorates from the Juilliard School, Indiana University, University of
Missouri and the Declaration of Honour in Silver from the Austrian ambassador to
the United States for outstanding contributions to cultural relations.
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fragments, thereby allowing them to express a wide
range of moods from a “village band effect” to his
“dirge” for Lincoln’s funeral procession. As the music
fades into the distance Gould ends with a questioning
fragment.

George Frederick McKay (1899-1970), the first
composition graduate from the Eastman School of
Music in Rochester, New York, spent four decades
teaching at the University of Washington in Seattle. He
was especially interested in evoking a “folk feeling” in
his many compositions that portray the American West.
He composed over seventy orchestra works as well as
band pieces, string quartets, and prize-winning works
for harp, piano, and woodwinds, and also authored a
book on harmony and one on orchestration. Most of the
music organizations in the Seattle area have performed
his works, including the Seattle Symphony, which he
conducted on several occasions.

The composer’s son Fred writes about To a
Liberator: “My father told me this piece was a
celebration of the power of democracy and a protest
against the actions of European tyrants who committed
military aggression during the Spanish Civil War and
the early stages of World War II”. The composer
himself described the work’s impetus in his notes for the
première: “This symphonic poem is the direct result of
my friendship [with] Fabien Sevitzky. It grew from a
memorable afternoon in the summer of 1939, in which
we discussed the importance of the spirit and meaning
of Abraham Lincoln to the American background and
future. The music itself is not intended as a portrait of
Lincoln, but rather the composer’s own subjective
emotion, when confronted by the memory of this great
man and by the saga of his life”. McKay impressed an
Indianapolis critic by coming “all the way from Seattle”
to attend the highly successful performance on 15th
March, 1940, by the Indianapolis Symphony under
Sevitzky’s direction.

The composer also provided the following outline:
“The music unfolds through a dramatic form, as the
subtitles clearly suggest: 1 — Evocation, which is
meditative, a summoning forth of the great and tender

spirit which broods over mankind; 2 — Choral Scene,
which grows from a mood of supplication, the faith of
the common man in those leaders who have worked and
died for human liberation; 3 — March, which
symbolizes the upsurging and undying force of the
belief of the people in the humanitarian ideals as
championed by Lincoln; 4—a declamatory section
which may be taken as a musical intonation of those
same undying ideals. The music ends [Epilogue] with a
return to the thematic material of the Evocation, so that
the close is in a quiet, pastoral mood.”

Paul Turok (b. 1929) has forged a unique and
successful career as both composer and critic. His
orchestral compositions have been played here and
abroad by such prestigious orchestras as the Royal
Philharmonic and the Cleveland and Philadelphia
Orchestras. As a critic he regularly reviewed recordings
for the New York Times and concerts for the New York
Herald Tribune, and often participated as a guest critic
on WQXR’s First Hearing. In 1990 he founded Turok’s
Choice, a monthly review of new classical releases that
he continues to publish.

As a history buff, writes Turok, he went through a
Civil War phase in the 1960s and was delighted to find
that Lincoln’s 1859 presidential campaign had
fashioned “Lincoln and Liberty” by putting new words
to the Irish tune “Rosin the Bow”, which he had liked
since his “fiddling days”. In early 1963, as a visiting
professor at Williams College, in Williamstown,
Massachusetts, he used this tune for a set of orchestral
variations in anticipation of a performance by the
Berkshire Symphony, which rehearsed at the college
and which gave the première of his Variations on an
American Song: Aspects of Lincoln and Liberty there in
1964.

Turok chose the theme “not only for its historical
context, but also for its beauty and simplicity. There are
but seven different notes in ‘Lincoln and Liberty’: C, D,
E, F, G, A, and B. (It is a ‘white note’ theme and can be
played on the white piano keys.)” His entire variation
set employs only these notes, though they appear in
many different ranges. The piece is remarkable in its
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CD 1 2 Vincent Persichetti: 
A Lincoln Address

Fellow-Countrymen:
Now, at the expiration of four years, during which
public declarations have been constantly called forth on
every point and phase of the great contest which still
absorbs the attention and engrosses the energies of the
nation, little that is new could be presented. The
progress of our arms, upon which all else chiefly
depends, is as well known to the public as to myself,
and it is, I trust, reasonably satisfactory and
encouraging to all. With high hope for the future, no
prediction in regard to it is ventured.

On the occasion corresponding to this four years ago all
thoughts were anxiously directed to an impending civil
war. All dreaded it, all sought to avert it.

While the inaugural address was being delivered from
this place, devoted altogether to saving the Union
without war, urgent agents were in the city seeking to
destroy it without war—seeking to dissolve the Union,
and divide effects, by negotiation. Both parties
deprecated war, but one of them would make war rather
than let the nation survive, and the other would accept
war rather than let it perish.

And the war came. . . .

Neither party expected for the war the magnitude or the
duration which it has already attained.

Neither anticipated that the cause of the conflict might
cease with or even before the conflict itself should
cease. Each looked for an easier triumph, and a result
less fundamental and astounding.

Both read the same Bible and pray to the same God,
and each invokes His aid against the other. It may seem
strange that any men should dare to ask a just God’s
assistance in wringing their bread from the sweat of
other men’s faces, but let us judge not, that we be not
judged. The prayers of both could not be answered.
That of neither has been answered fully.

The Almighty has His own purposes. “Woe unto the
world because of offenses; for it must needs be that
offenses come, but woe to that man by whom the
offense cometh.” 

. . . Fondly do we hope, fervently do we pray, that this
mighty scourge of war may speedily pass away. Yet, if
God wills that it continue until all the wealth piled by
the bondsman’s two hundred and fifty years of
unrequited toil shall be sunk, and until every drop of
blood drawn with the lash shall be paid by another
drawn with the sword, as was said three thousand years
ago, so still it must be said:

“The judgments of the Lord are true and righteous
altogether.” 

“With malice toward none, with charity for all, with
firmness in the right as God gives us to see the right, let
us strive on to finish the work we are in, to bind up the
nation’s wounds, to care for him who shall have borne
the battle and for his widow and his orphan, to do all
which may achieve and cherish a just and lasting peace
among ourselves and with all nations.”

Abraham Lincoln, Second Inaugural Address, 1865
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chords and rich melodic gestures precede Walt Whitman
and the Dying Soldier, a movement of utmost poignance
with a gorgeous cello solo. In this vignette Bacon
incorporates his song setting of Whitman’s “The Last
Invocation”. Passing Troops presents a jazzy march,
though it also offers a lyrical, slightly eerie middle
section.

Bacon subtitles The Telegraph Fugue “an Etude for
Strings - with Timpani”. He prescribes such
performance directions as “unctiously”, “violently”,
“light and clever”, “As if saying, ‘After you, sir,’” and
“Like the ways of deceit”, as he reflects on Lincoln’s
visit to the telegraph office the day before he was
assassinated. Moonlight on the Savannah is a lovely,
nostalgic movement featuring expressive clarinet,
violin, and saxophone solos, leading to the capricious
depiction of The Theatre, where at one point Bacon
indicates, “with polished insincerity, as if “the show
must go on”.

In The River Queen (Lincoln conferred with his
commanders aboard this vessel), a carefree
accompaniment, suggesting the motion of paddle
wheels, supports a gliding cello melody, which soon
migrates to other instruments. Bacon subtitled
Premonitions “a duett with a hall clock” and indeed the
portentous music is accompanied throughout by ticks
and chimes from the percussion section. Pennsylvania
Avenue, April 9, 1865, in “brisk march time”,
incorporates the well-known tune “When Johnny Comes
Marching Home”, subjecting it to a developmental
middle section. This was the day Robert E. Lee
surrendered to Ulysses S. Grant, ending the Civil War.

Good Friday, 1865, named for the day Lincoln was
assassinated, features anguished pulsing music,
poignant wind solos, and “steadily mounting clamor”
until a quiet section of “humility” takes over. Bacon
depicts raindrops in the contrarily brief movement
called The Long Rain, and marks the various solos “like
various personal goodbyes”. He begins his Conclusion
with jaunty march music in the distance, which erupts
into “dignified” strains with ominous drumbeats hinting
at the depth of the tragedy.

Morton Gould (1913-1996) made a name for

himself as a composer for radio and television before he
earned widespread recognition for his orchestral works
on American themes in the 1930s and 1940s. He infused
his compositions with quintessentially American
elements — jazz, gospel, folk-song, and Broadway
musicals. In 1995 he won the Pulitzer Prize for his last
orchestral work, Stringmusic, written for Rostropovich’s
farewell as conductor of the National Symphony
Orchestra.

Completed in April 1941, Gould’s Lincoln Legend
was a product of war time when patriotic emotions ran
high. He had been inspired in particular by reading Carl
Sandburg’s six-volume, Pulitzer Prize-winning, best-
selling biography Abraham Lincoln: The Prairie Years
and the War Years (1929-36). He also delved into
Sandburg’s The American Songbag, drawing on folk-
songs associated with Lincoln. In August 1942 he
mailed the score to legendary conductor Arturo
Toscanini, who wrote back saying: “Have you any
objection if I perform your Lincoln’s Legend in my first
concert at the N.B.C.? . . . I was much taken and
fascinated with [its] incisive and penetrating musical
strokes.” Toscanini indeed led the NBC Symphony in
the première on 1st November, 1942.

Lincoln Legend begins with muted contemplative
melodic strands that perhaps suggest the open prairie
spaces of Lincoln’s youth. In his “slowly rhapsodic”
section, Gould invokes fragments of “The Old Gray
Mare” (fashioned from the black spiritual “The Old Gray
Mare Came Tearin’ out the Wilderness”) and “Old Abe
Lincoln Came out of the Wilderness”, which itself was a
combination of the “Old Gray Mare” tunes and the
spiritual “When I Come out de Wilderness”. Sandburg
says that as a candidate for president Lincoln had the
pleasure of hearing his two young sons “sing it at him.”

A marchlike section introduces snatches of the great
Civil War ballad “The Battle Hymn of the Republic”,
which Gould treats in ominous surges, punctuated with
timpani “cannon shots”. More sprightly music (led by
the clarinets) incorporates “Hoosen Johnny”, which
Lincoln heard and no doubt sang on “convivial
occasions” as he traveled the eighth circuit of Illinois as
a lawyer. Naturally Gould alters and blends all these

5
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CD 1 3 Roy Harris: 
Abraham Lincoln Walks at Midnight

It is portentous, and a thing of state
That here at midnight, in our little town
A mourning figure walks, and will not rest,
Near the old court-house, pacing up and down.

Or by his homestead, or by shadowed yards
He lingers where his children used to play,
Or through the market, on the well-worn stones
He stalks until the dawn-stars burn away. . . .

He cannot sleep upon his hillside now.
He is among us:—as in times before!
And we who toss or lie awake for long
Breathe deep, and start, to see him pass the door.

His head is bowed. He thinks on men and kings.
Yea, when the sick world cries, how can he sleep?
Too many peasants fight, they know not why,
Too many homesteads in black terror weep.

The sins of all the war-lords burn his heart.
He sees the dreadnaughts scouring every main.
He carries on his shawl-wrapped shoulders now
The bitterness, the folly and the pain.

He cannot rest until a spirit-dawn
Shall come: —the shining hope of Europe free:
The league of sober folk, the Workers’ Earth,
Bringing long peace to Cornland, Alp and Sea.

It breaks his heart that kings must murder still,
That all his hours of travail here for men
Seem yet in vain. And who will bring white peace
That he may sleep upon his hill again?

Vachel Lindsay (1879-1931)

Reproduced by permission of 
Music Sales Corporation, New York

the Committee asked for even more cuts he drew the
line. On 9th January, just ten days before the
inauguration, Eugene Ormandy called saying his piece
would not be performed, with no explanation from the
Committee. A front-page story in the New York Times
turned the issue into a cause célèbre, and orchestras
throughout the U.S. clamored to perform Persichetti’s
piece. On 25th January the St. Louis Symphony gave
the première, conducted by Walter Susskind and
narrated by William Warfield, though the piece
remained dedicated to Eugene Ormandy and the
Philadelphia Orchestra.

Persichetti’s introduction and many of the interludes
surround Lincoln’s text with slow-moving, mournful
harmonies, at times employing the instruments in
hymnlike fashion, at others seeming to declaim like the
narrator. The composer responds to Lincoln’s words
“And the war came” with a faster ominous passage, and
“The judgments of the Lord are true and righteous
altogether” with a climactic triumphal section before
bringing back a quiet mood—now peaceful rather than
mournful—to reflect “a just and lasting peace”.

Roy Harris (1898-1979) frequently turned to
patriotic subjects, becoming most identified with
Lincoln and Walt Whitman. Harris had been
capitalizing on the similarities between himself and
Lincoln — the same 12th February birth date, being
born and raised in a log cabin — for many years by the
time he wrote his first “Lincoln” symphony, the Sixth,
in 1943. He turned to Lincoln again for his Tenth
Symphony in 1965, The Brotherhood of Man in 1966,
and his Bicentennial Symphony, No. 13 (1975-76), all
works with texts by Lincoln for chorus and orchestra.
Meanwhile, in 1953 he took up a Lincoln theme in a
chamber work—this time employing Vachel Lindsay’s
eerie poem Abraham Lincoln Walks at Midnight
(published 1914).

Adopting Lindsay’s title, with the subtitle “A
Cantata of Lamentation”, Harris wrote for mezzo-
soprano and piano trio, wonderfully projecting the
elegiac tone, the drama, and the text rhythms of the
poem. At the outset, low sustained tones and pulsing
chords in the piano support the voice’s wordless

descending phrases, soon entwined by the mournful
independent lines of the violin and cello. The feeling of
unrest sets up the poem’s actual opening in which the
ghostly figure of Lincoln paces unhappily because peace
still has not been achieved in the world. Harris omits
Lindsay’s third stanza, a physical description of Lincoln
that might have distracted from the lament.

Throughout Harris uses changes of texture and
range in response to the text: treble music, for instance,
reflects the happier memories of Lincoln’s homestead,
the yards where his children used to play, and the
market; angry repeated chords in all the instrumental
parts evoke images of fighting and terror. Particularly
striking are the cascading parallel piano chords that
precede the quiet “It breaks his heart” and the lyrical
violin and cello duet that brings on the quiet
dénouement with its yearning sentiments about peace.

Pulitzer Prize-winning composer Ernst Bacon
(1898-1990) also excelled as a conductor, painter, and
folk-song collector. Over the course of a varied career
he founded the Carmel Bach Festival in 1935 and, after
a number of college appointments, directed the music
school and taught for almost two decades at Syracuse
University.

His widow, Ellen Bacon, writes: “My husband
loved American history and had a deep reverence for
Lincoln, which was shared by his good friend and
fellow-Chicagoan, Lincoln-biographer Carl Sandburg.
Another very good friend of Ernst’s was the Pulitzer-
winning author and historian, Paul Horgan, who wrote a
Lincoln play called Death, Mr. President, to which
Ernst composed the incidental music”. Though the play
survived only two performances, the music, in the form
of an instrumental suite, fared better: Ford’s Theatre: A
Few Glimpses of Easter Week, 1865 received its first
performance on 27th April, 1946, by the Southern
Symphony conducted by Carl Bamberger in Columbia,
South Carolina. Bacon himself conducted some of the
most memorable performances with the Detroit and San
Francisco Symphonies.

The twelve fascinating miniatures that make up
Ford’s Theatre center on the events of the week Lincoln
was assassinated. In the Preamble portentous repeated
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CD 2 8 Aaron Copland: Lincoln Portrait

“Fellow citizens, we cannot escape history.”

That is what he said. That is what Abraham Lincoln
said.

“Fellow citizens, we cannot escape history. We of this
congress and this administration will be remembered in
spite of ourselves. No personal significance or
insignificance can spare one or another of us. The fiery
trial through which we pass will light us down in honor
or dishonor to the latest generation. We, even we here,
hold the power and bear the responsibility.” 
[Annual Message to Congress, December 1, 1862]

He was born in Kentucky, raised in Indiana, and lived
in Illinois. And this is what he said. This is what Abe
Lincoln said.

“The dogmas of the quiet past are inadequate to the
stormy present. The occasion is piled high with
difficulty and we must rise with the occasion. As our
case is new, so we must think anew and act anew. We
must disenthrall ourselves and then we will save our
country.”
[Annual Message to Congress, December 1, 1862]

When standing erect he was six feet four inches tall,
and this is what he said.

He said: “It is the eternal struggle between two
principles, right and wrong, throughout the world. It is
the same spirit that says ‘you toil and work and earn
bread, and I’ll eat it.’ No matter in what shape it comes,
whether from the mouth of a king who seeks to bestride
the people of his own nation, and live by the fruit of
their labor, or from one race of men as an apology for
enslaving another race, it is the same tyrannical
principle.” 
[Lincoln-Douglas debates, October 15, 1858]

Lincoln was a quiet man. Abe Lincoln was a quiet and a
melancholy man. But when he spoke of democracy, this
is what he said.

He said: “As I would not be a slave, so I would not be a
master. This expresses my idea of democracy.
Whatever differs from this, to the extent of the
difference, is no democracy.”

Abraham Lincoln, sixteenth president of these United
States, is everlasting in the memory of his countrymen.
For on the battleground at Gettysburg, this is what he
said:

He said: “That from these honored dead we take
increased devotion to that cause for which they gave the
last full measure of devotion. That we here highly
resolve that these dead shall not have died in vain. That
this nation under God shall have a new birth of freedom
and that government of the people, by the people, and
for the people shall not perish from the earth.”

Abraham Lincoln

148.559373-74

Lincoln as Inspiration

Abraham Lincoln (1809-1865), sixteenth President of
the United States, has inspired as many works of
literature, fine art, and music as any statesman in
history—his deeds and principles resonate in every age.
To prepare this collection celebrating the bicentennial of
Lincoln’s birth, the Nashville Symphony, Leonard
Slatkin, and Naxos considered some ninety pieces of
music ranging from large symphonies and requiems to
chamber works and songs. Of the eight selected works,
some set Lincoln’s own immortal words (Copland:
Lincoln Portrait, Persichetti: A Lincoln Address) and
some set words of poets inspired by Lincoln (Ives:
Lincoln, the Great Commoner, Harris: Abraham Lincoln
Walks at Midnight). The purely instrumental selections
draw their inspiration from events in Lincoln’s life
(Bacon: Ford’s Theatre), from Carl Sandburg’s famous
biography of Lincoln (Gould: Lincoln Legend), from
emotions on contemplating Lincoln’s ideals (McKay:
To a Liberator), and from a folk-tune Lincoln used as a
campaign song (Turok: Variations on an American
Song: Aspects of Lincoln and Liberty).

Insurance salesman by day, composer by night,
Charles Ives (1874-1954) was famous — even infamous
— for his dedication to social and political causes and
for his American patriotism. He seized upon Edwin
Markham’s poem, which extols Lincoln’s idealism, his
saving of the Union, and the nobility of his death, to
compose one of his greatest pieces for chorus and
orchestra, Lincoln, the Great Commoner. Ives dated the
work 1912, but he was notorious for misdating his
compositions, and Ives scholars suspect he actually
wrote it in 1921 or 1922, most likely after the song
version, which he may have composed between 1919
and 1921.

Ives draws on bits of existing patriotic tunes to
impart the proper atmosphere, but here they are used
more subtly than in some of his patriotic pieces. Into his
own mostly original melody he weaves just a few

fragments of “Hail! Columbia”, “The Star-Spangled
Banner”, “America”, “Columbia, Gem of the Ocean”,
and “The Battle Hymn of the Republic”. The chorus
sings this melody mostly in unison, partly to give the
impression of a narrator and partly to provide an anchor
while the complex orchestral accompaniment rages
around it. He does split the chorus into some startling
tone clusters to emphasize the passage that begins
“when the step of earthquake shook the house” and into
parallel but separate parts for added richness beginning
at “the rafters of the home” and “He held his place”,
which includes a snippet of the song “America”.
Remarking on the piece’s challenges for both chorus
and orchestra, the composer Henry Cowell wrote, “but
once accomplished it is one of the most unusual and
exciting works in choral literature”.

Vincent Persichetti (1915-1987) spent most of his
career teaching composition and “literature and
materials” at the Juilliard School in New York and also
as director of publications for Elkan-Vogel. He received
more fame and fortune from the “non-playing” of one of
his pieces than for the performances of all his other
works combined. Just three weeks before President
Nixon’s 1973 inauguration, Persichetti was
commissioned by the Presidential Inaugural Committee
on the recommendation of Eugene Ormandy to compose
a work for narrator (Charlton Heston) and orchestra (the
Philadelphia Orchestra) based on Lincoln’s Second
Inaugural Address.

Persichetti quickly completed A Lincoln Address,
but then began receiving phone calls from members of
the Inaugural Committee asking him to delete certain of
Lincoln’s comments about the Civil War because they
might be offensive in the climate of the unpopular and
controversial Vietnam War. He was surprised, since, as
he insisted, the choice of texts had not been his, but he
said, “Although I’m completely against what’s going on
in Vietnam, I agreed to the deletions. . . . I agreed to cut
out a line that goes something like, ‘insurgent agents in
the city seeking to destroy it without war.’” But when

Abraham Lincoln Portraits
Ives • Persichetti • Harris • Bacon • Gould • McKay • Turok • Copland
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ABRAHAM LINCOLN PORTRAITS
CD 1 60:54
1 Charles Ives (1874-1954): Lincoln, the Great Commoner 3:39
2 Vincent Persichetti (1915-1987): A Lincoln Address, Op. 124 13:22
3 Roy Harris (1898-1979): Abraham Lincoln Walks at Midnight 14:10

Ernst Bacon (1898-1990): Ford’s Theatre: 
A Few Glimpses of Easter Week, 1865 29:43

4 Preamble 1:43
5 Walt Whitman and the Dying Soldier 2:42
6 Passing Troops 2:42
7 The Telegraph Fugue (an Etude for Strings - with Timpani) 5:07
8 Moonlight on the Savannah 2:03
9 The Theatre 1:26
0 The River Queen 2:26
! Premonitions (a duett with a hall clock) 1:51
@ Pennsylvania Avenue, April 9, 1865 3:35
# Good Friday, 1865 3:15
$ The Long Rain 1:17
% Conclusion 1:35

CD 2 51:43
1 Morton Gould (1913-1996): Lincoln Legend 16:36

George Frederick McKay (1899-1970): 
To a Liberator (A Lincoln Tribute) 11:18

2 Evocation 3:10
3 Choral Scene 2:49
4 March 2:06
5 Declaration 0:43
6 Epilogue 2:30
7 Paul Turok (b. 1929): Variations on an American Song: 

Aspects of Lincoln and Liberty, Op. 20 9:18
8 Aaron Copland (1900-1990): Lincoln Portrait 14:31

Publishers: Edwin F. Kalmus & Co., Inc. (CD 1, track 1); Elkan-Vogel, Inc. (CD 1, track 2); 
G. Schirmer, Inc. (CD 1, tracks 3-15; CD 2, track 1); Carl Fischer LLC (CD 2, track 7); 

Boosey & Hawkes, Inc. (CD 2, track 8)
Orchestra materials for the McKay were provided by the generosity of the 

Edwin A. Fleisher Collection of Orchestral Music, of the Free Library of Philadelphia.
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Abraham Lincoln (1809-1865),
sixteenth President of the United
States, has inspired many works 
of literature, art and music. 
To celebrate the bicentennial of
Lincoln’s birth, the Nashville
Symphony, Leonard Slatkin and
Naxos have selected eight important
works by leading American
composers, some setting Lincoln’s
own immortal words, some words of
poets inspired by him, others based
on Lincoln’s life and ideals. Turok’s
Variations on an American Song:
Aspects of Lincoln and Liberty is
based on a folk tune Lincoln used as
a campaign song, Rosin the Bow.

Includes available sung texts, 
which can also be accessed at

www.naxos.com/libretti/559373.htm
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CD 1 60:54
1 Charles Ives (1874-1954): 

Lincoln, the Great Commoner† 3:39
2 Vincent Persichetti (1915-1987): 

A Lincoln Address* 13:22
3 Roy Harris (1898-1979): 

Abraham Lincoln Walks at Midnight
(for mezzo-soprano and piano trio)** 14:10

4-% Ernst Bacon (1898-1990): Ford’s Theatre: 
A Few Glimpses of Easter Week, 1865 29:43

CD 2 51:43
1 Morton Gould (1913-1996): Lincoln Legend 16:36

2-6 George Frederick McKay (1899-1970): 
To a Liberator (A Lincoln Tribute)† 11:18

7 Paul Turok (b. 1929): Variations on an American 
Song: Aspects of Lincoln and Liberty 9:18

8 Aaron Copland (1900-1990): Lincoln Portrait* 14:31
Barry Scott, Narrator*

Sharon Mabry, Mezzo-soprano**
Mary Kathryn Van Osdale, Violin**

Anthony LaMarchina, Cello**
Roger Wiesmeyer, Piano**

Nashville Symphony Chorus†
George Mabry, Chorus director

Nashville Symphony • Leonard Slatkin
A detailed track list can be found on page 2 of the booklet.
Recorded at Laura Turner Hall, Schermerhorn Symphony
Center, Nashville, Tennessee, on 1st July, 2007 (CD 2, tracks
1, 7 and 8), on 6th July, 2008 (CD 1, tracks 1, 2, 4-15, and 
CD 2, tracks 2-6), and on 27th September, 2008 (CD 1, track 3)
Producer and editor: Tim Handley • Engineers: Tim Lynch
and John Hill (CD 1, track 3), and Kevin Edlin
Booklet notes: Jane Vial Jaffe
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