ORCHESTRAL MUSIC BY ARNOLD ROSNER
by Walter Simmons

During his fifty-year compositional career, the American composer Arnold Rosner
(1945–2013) produced a body of work that combined diverse influences into a
powerful, distinctly personal musical voice. His catalogue contains compositions in
nearly every genre, including three operas, eight symphonies, numerous other pieces
for orchestra and band, several large-scale choral works and many chamber, solo and
vocal pieces.
Rosner’s musical language was founded upon the harmony and rhythmic devices
of pre-Baroque modal polyphony. To this affinity he added a twentieth-century
freedom of modality and triadicism, combining this harmonic language with the
orchestration, drama and scope of nineteenth-century Romanticism. What makes
Rosner’s music worthy of serious consideration is the way he shaped his unusual
language, far from being merely a homogenisation of earlier styles, to embrace an
enormous expressive range – far broader than one might imagine possible – from
serene beauty to violent rage. And despite its fusion of seemingly incongruous
elements, most of his music is readily accessible even to untutored listeners. This
remarkable expressive range is well illustrated by the four works presented here.
Born in New York City on 8 November 1945, Rosner took piano lessons as a
boy and soon developed a voracious interest in classical music. Certain sounds
in particular appealed to him – juxtapositions of major and minor triads, as well
as modal melodies – and before long he was working these sounds into music of
his own. His family – fully aware of the remote prospects of success offered by a
career as a composer of classical music – encouraged him to pursue more practical
endeavours. And so he attended the Bronx High School of Science, graduating at the
age of fifteen, and then New York University, where he took a major in mathematics.
But all the while he was composing: sonatas, symphonies, concertos and more –
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not that anyone else was especially interested in hearing the fruits of his labours. His
composer-heroes at the time were Alan Hovhaness, Ralph Vaughan Williams and Carl
Nielsen, and their influence is evident in much of his creative work.
Graduating from NYU before he turned twenty, Rosner then spent a year at the
Belfer Graduate School of Science, continuing his studies in mathematics. But, no
longer able to resist the inner drive to compose as his primary activity, he entered the
University of Buffalo the following September, with a major in music composition.
This was 1966, when the serial approach dominated university music departments,
and young composers were often coerced into adopting it, either directly or indirectly.
Rosner, though, was adamantly opposed to serialism and refused to embrace it. He
often recounted how the Buffalo faculty dismissed his creative efforts with varying
degrees of contempt. Later, in describing his educational experience there, he would
often say that he ‘learned almost nothing’ from these pedants. Although his peers may
have capitulated to the pressure to embrace the style du jour, Rosner stubbornly refused
to accept a view of music that violated his most fervently held artistic values. And
so, in response, his department repeatedly rejected the large orchestral work he had
submitted as his dissertation. Realising that they would never accept the kind of work he
considered legitimately meaningful, he gave up the notion of a doctorate in composition
and decided instead to pursue a degree in music theory, with a dissertation – the first
ever – on the music of Alan Hovhaness. He completed this task successfully, and in the
process became the first recipient of a doctorate in music granted by the State University
of New York.1
Rosner devoted the rest of his life to writing the music that represented his personal
aesthetic ideals, supporting himself through academic positions at colleges in and
around the New York City area. His most enduring position was as Professor of Music
at Kingsborough College (of the City University of New York), which he held for thirty
years, until his death. During the course of his compositional career, his musical language
1
Rosner designated An Analytical Survey of the Music of Alan Hovhaness (1972) as his Op. 3. It can be downloaded from
http://www.arnoldrosnermusic.com/music/an-analytical-survey-of-the-music-of-alan-hovhaness/.
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gradually expanded from its idiosyncratic and intuitive beginnings, broadening and
deepening its expressive range. He died in Brooklyn, NY, in 2013, on his 68th birthday.
Rosner composed his Piano Concerto No. 2, Op. 30, in 1965, shortly after graduating
from NYU, and before receiving professional instruction in composition. As such, it is
an excellent representation of the roots of his musical language; it is also quite unlike any
other piano concerto in the literature. Among its unusual features are its use of a scherzo
as an opening movement, its lack of focus on virtuoso showmanship, and its avoidance
of the sense of opposition between soloist and orchestra that characterises the standard
concerto. Instead it is dominated by melody – melody that resembles no other music
and yet is readily accessible, irresistibly memorable and instantly identifiable for anyone
familiar with his music. One of its most striking characteristics is its sheer assurance:
here is an untutored composer, not yet twenty years of age, who knows exactly what he
wants to say: some of its gear-changes may not be very subtle, but Rosner was Rosner
almost from the start.
The first movement, Scherzo: Allegro 1 , is oriented in the key of G, with a strongly
Mixolydian flavour, and conveys a sense of joyful exuberance. The harmonic language
is almost completely consonant, with interest generated by a free use of chromatically
related triads. Although the movement begins softly, its volume reaches considerable
peaks. This opening section is followed by a Trio: Allegretto. Relatively subdued at first,
this section is based on a modal melody that hovers around G minor, and reveals some
intervallic reminiscence of the Scherzo melody. The tempo presses forward as a variant
of the melody leads to a huge climax. A hushed transition then leads to a restatement
of the Scherzo.
The second movement, Largo 2 , begins very slowly and softly with another melody,
again largely consonant but in constantly shifting modes. This melody is developed
contrapuntally, and some striking major-minor dissonances are heard as it proceeds.
Its serene, almost religious, character is transformed as the movement builds toward
a gigantic climax with violent tone-clusters in the piano. As the climax recedes, the
movement concludes as it began, in quiet serenity.
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The closing Presto 3 returns to the lively, high-spirited tone of the opening
movement. A loose rondo design, it is based on a syncopated modal melody that hovers
around a tonal centre of E. A secondary melody of similar character follows, leading
back to a variant of the initial theme in triplet figuration. The solo piano introduces a
second section, with a ponderous theme in triple metre, strongly related to the main
theme of the first movement. Once this theme reaches a climax, a transition leads to
a modified return of the first section, which then evolves into a variant of delicately
ethereal character, featuring a continuous pattern of arpeggios high in the treble of
the piano. A fragment of the theme highlights its major-minor features in thundering
octaves and triads. This elaboration builds to what feels like the final peroration, as
the delicate variant heard earlier is now stated with monumental grandeur. The main
theme of the movement returns briefly in a form similar to its initial statement before
leading to a coda based on yet another variant of the theme, which builds once again to
a grandiloquent conclusion.
When the opportunity for a performance of one of his earlier works appeared,
Rosner would typically review it to eliminate impracticalities and other symptoms of his
inexperience. For this reason, before this Concerto was recorded, the composer-organist
Carson Cooman edited it to adjust details of orchestration and piano figuration.
Rosner composed a number of works that suggest the spirit of music from
the Elizabethan period, such as his Five Meditations, Op. 36 (1967; rev. 1974/80),
and A Gentle Musicke, Op. 44 (1969). These have become among his most popular
compositions. Six Pastoral Dances, Op. 40, scored for woodwind quartet plus strings,
mines a similar vein, while incorporating a few distinctly modern touches. The opening
‘Intrada’ 5 sets the Elizabethan tone. The ‘Waltz’ 6 that follows is built upon a slightly
mischievous melody heard first in the clarinet. In the middle a distinctly Rosnerian
use of chromatically related triads is heard. The stately ‘Pavana’ 7 is richly polyphonic,
with much use of suspensions and appoggiaturas that resolve in a manner reminiscent
of music of the seventeenth century. The movement concludes with some piquant
chromatic dissonances. The ‘Gigue’ 8 is built around continuous triplet patterns, and is
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probably the movement with the most modern flavour, featuring perky dissonances and
unorthodox parallelisms. The central section, by contrast, brings forth a more strongly
Elizabethan touch. The final cadence is quite uncharacteristic for Rosner, ending
quizzically on a sub-dominant triad in second inversion. The warmly polyphonic
‘Sarabande’ 9 returns to the spirit of a seventeenth-century motet, leading directly
into the finale, ‘Galliard and Reprise’ 10 . This lively movement begins with Rosner’s
characteristic treatment of triadic consonance, leading directly into a triumphant but
abbreviated restatement of the opening ‘Intrada’. Six Pastoral Dances was composed in
1968, and was first performed the following year by the Bronx Symphony Orchestra
under the direction of Michael Spierman, to whom it is dedicated.
The conductor David Amos discovered Rosner’s music in the early 1980s, and soon
became one of his most vigorous champions – he conducted the Jerusalem Symphony
Orchestra in the first recording of Rosner’s orchestral music.2 Between 1986 and 1993
he commissioned four works from Rosner, each of which he premiered with his own
Tifereth Israel Orchestra of San Diego. The first of these was From the Diaries of Adam
Czerniaków, Op. 82 11 . As will be evident from this recording, this work represents a
considerable maturation of Rosner’s musical language. He designed its shape around
the text; the musical episodes both prepare and underline the moods and emotions
expressed by the words. Rosner provided the following note, presented at the front of
the score:
Adam Czerniaków was the chairman of the Judenrat, or Jewish local government, in the
Warsaw ghetto from 1939 (the beginning of the German occupation and administration
of the ghetto) until 1942 when he took his own life during the time of mass deportation
of the population to death camps in the east.3 In this capacity, Czerniaków kept a secret
diary which recounts considerable detail about the ghetto and its history, and also reveals
2
It featured the Five Meditations, Op. 36; A Gentle Musicke, Op. 44; the Concerto Grosso No. 1, Op. 60; the Magnificat, Op. 72; and
the ‘Dirge’ from Symphony No. 7, The Tragedy of Queen Jane, Op. 78, and was released on Laurel Records lr849 in 1989.
3
Czerniaków, the uncle of the poet Julian Tuwim, was born in Warsaw in 1880 and studied chemistry in Warsaw and industrial
engineering in Dresden. He became a spokesman for Jewish craftsmen and was actively involved in Jewish issues in vocational
education and Polish political life.
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the growing awareness and torment in Czerniaków himself as the Nazis moved deviously,
carefully, and inexorably towards including the Jews of Poland in the ‘final solution’.
The unique artistic opportunity conveyed by the Diaries is its combination of two
otherwise irreconcilable perspectives – the viewpoint of a mass of victims, which portrays
the magnitude of the events, and that of a single tragic individual, which better portrays
the human pathos of those events. Czerniaków was, after all, both a very tortured victim in
his own right, and in a very real sense, a conduit – sometimes in spite of himself – between
the oppressors and the thousands of Jewish victims in occupied Poland.
The work […] is scored for full orchestra and one narrator, reading Czerniaków’s
words. These diary entries are spoken only; there is no singing in the entire piece. The
music is in one continuous movement, befitting something of an extended stream of
consciousness, and the actual style migrates from symphonic, to coloristic, to cantorial,
according to the spirit of the historical events.
The English translation of Czerniaków’s material was made by Raul Hilberg and
Stanislaw Staron, in collaboration with Josef Kermisz of Yad Vashem in Jerusalem.4 The
composer has applied for and received permission from all of these for the use of the
material […].

The first performance of this work took place in 2010. The score bears a dedication
to Lee and David Amos.
The second of the Amos commissions was Gematria, Op. 93 4 . In a note in the
score, Rosner writes:
Although found elsewhere, Gematria is most fully developed as an esoteric aspect of
Judaism, particularly of Kabbalah mysticism. Numbers are systematically substituted
for letters, resulting in complex hidden ideas, cross-references and double-meanings in
otherwise apparently straightforward texts. This work does not apply a similarly schematic
approach to music, but attempts a fitting mood and richness by means of complicated
cross-rhythmic overlays of colors and harmonies.
4

It was published by Ivan Dee, Chicago, in 1999 as The Warsaw Diary of Adam Czerniakow: Prelude to Doom.
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Although Rosner did not embrace or practise Jewish rituals, the aspect of Judaism
that most interested him were the mystical principles described in the Kabbalah; the
numerology embodied by the concept of Gematria much intrigued him, and it was one
of the sources of inspiration for this work. During the early 1980s, moreover, Rosner
began exploring an approach he called stile estatico. Partly influenced by the minimalism
that had become popular but which Rosner felt was not sufficiently developed by any of
its most prominent practitioners, stile estatico entails the simultaneous use of multiple
ostinati. But each of these repeated patterns follows a rhythmic cycle of its own; they are
thus of different durations. The patterns therefore overlap one another, as each starts and
stops at different points. As these ostinati unfold, more distinctive thematic elements
usually appear in the foreground.
Gematria, composed in 1991, is probably the work in which Rosner employed
stile estatico most fully and with the most complexity. Of course the major challenge
in composing a piece of this kind is to achieve meaningful overall coherence as each
ostinato pattern is repeated according to its own individual rhythmic cycle.
The premiere of Gematria took place in 1992. The work is dedicated to the members
of the Tifereth Israel Orchestra of San Diego.
Walter Simmons, musicologist and critic, has written extensively on American composers who
maintained an allegiance to traditional musical values. He is the editor of a series of books, ‘TwentiethCentury Traditionalists’, published by Rowman and Littlefield. He wrote the first two volumes himself
(under the Scarecrow Press imprint): Voices in the Wilderness: Six American Neo-Romantic
Composers (2004), which treated the lives and works of Barber, Bloch, Creston, Flagello, Giannini
and Hanson, and Voices of Stone and Steel: The Music of William Schuman, Vincent Persichetti,
and Peter Mennin (2011). As a staunch advocate of the music of Arnold Rosner, he is deeply familiar
with much of his output, and he and Rosner were close associates for more than forty years.
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Peter Vinograde is widely recognised as both an outstanding
interpreter of the music of Bach and an eloquent advocate of
contemporary music, through recordings and performances, which
have been heard throughout the United States, Canada and Asia. His
numerous distinctions began when he won first prize in the 1971 J.
S. Bach International Competition, followed by a New York debut at
Carnegie Recital Hall and a Lincoln Center recital at Alice Tully Hall
sponsored by the National Endowment for the Arts. He has also been
featured on Performance Today on National Public Radio and The Journal on CBC television.
As a chamber musician, Dr Vinograde has appeared at the Bard, Bargemusic, Caramoor
and Wolftrap Festivals. He toured throughout Asia with the violinist Midori, also performing
with her at the Cape Cod and Mostly Mozart Festivals.
In conjunction with his ‘Bach for Pianists’ class at the Manhattan School of Music, he
presents annual Bach lecture-recitals at conservatories and universities. His CDs on the
Albany, CBC, Decca and Phoenix labels – featuring works by such contemporary composers as
Copland, Creston, Fisher, Flagello, Matthews and Zuckerman – have drawn extravagant praise.
Peter Rabinowitz concluded one Fanfare review by stating: ‘In sum, this is astounding pianism’.
The New York Times wrote that he ‘instantly impressed as a pianist with a big technique, a lively
mind, and a passionate commitment to the music’.
Peter Vinograde studied at the Manhattan School of Music, where his primary teacher
was Zenon Fishbein. He is currently on the faculty of both the Manhattan School and Lehman
College (CUNY).
Peter Riegert is a familiar presence on stage, screen and television, where
he has served variously as actor, writer, director and producer. He first
attracted widespread attention in 1978 as one of the leading characters in
National Lampoon’s Animal House. These appearances were soon followed
by major roles in Local Hero, Crossing Delancey and Traffic, among
more than thirty other films. He appeared on Broadway in The Nerd, An
American Daughter and The Old Neighborhood, and off Broadway in Sexual
Perversity in Chicago. In 2016 he was featured in the cinematic adaptation
of Philip Roth’s novel American Pastoral. He has appeared on television in
The Sopranos, Law and Order, Seinfeld and The Good Wife.
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He earned an Academy Award nomination as writer and director of By Courier, based on
a short story by O. Henry. His voice has been heard as one of the characters in the TV show
Family Guy, and he narrated the audiobook of Michael Chabon’s The Yiddish Policemen’s Union,
which was nominated for a 2008 Audie Award in literary fiction. He is currently preparing a TV
series based on the novels of Cornelia Read and her Madeline Dare character. His participation
in Arnold Rosner’s From the Diaries of Adam Czerniaków is his first role in a contemporary
classical composition.
David Amos has developed a distinguished reputation as a conductor
who discovers lesser-known orchestral works of high quality and
introduces them to audiences through concerts and recordings. His
mission also includes commissioning new works from promising
younger composers.
He studied at San Diego State University, where he earned two
degrees, and then undertook doctoral work in conducting at Indiana
University. He has conducted recordings of more than 160 compositions,
most of which remain in the current catalogues. Among the orchestras
he has conducted are the five major London orchestras, as well as the
leading ensembles of Israel, Lithuania, Poland, Russia, Scotland and
Slovakia. He is also the music director of the Tifereth Israel Orchestra of San Diego. The
composers whose works he has championed include – in addition to Rosner – Paul Creston,
Nicolas Flagello, Vittorio Giannini, Alan Hovhaness, Vincent Persichetti and many others. His
lifetime project is the documentation of American and Jewish orchestral music through live
performances and first recordings, and the encouragement of new works from today’s most
distinguished composers.
In addition to having hosted and produced a contemporary music series on radio for four
years, David Amos was the music columnist for the news-magazine San Diego Jewish Times for
24 years, and currently writes about music for the Internet publication San Diego Jewish World.
He is in frequent demand as a lecturer, clinician, guest conductor and adjudicator in music
competitions worldwide.
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The Diaries of Adam Czerniaków
23 September 1939
A shortage of bread. There is no meat. They started selling horsemeat, praising its taste in the
newspapers, even as stock for soup. I was named chairman of the Jewish community in Warsaw –
an historic role in a besieged city. I will try to live up to it. All night the city was bombed, more
heavily than before. Damage to buildings, loss of life, very extensive. Our office hit for a second
time, demolishing two rooms.
28 November 1939
Fifty-three residents of one street were shot. Some councilors advise postponing notification until
tomorrow. I reject the suggestion. I summoned the waiting families into my office. A scene very
difficult to describe. The wretched people in confusion – then bitter recriminations against me. I
left at 1.30, the poor creatures clinging to my carriage. What could I have done for them?
At three, I walked to the SS to arrange the return of the bodies to the families.
11 April 1940
A difficult night – liver pains, blood running from the nose. I am taking headache powders daily. A
vendor of candy has no Star of David on his tray – they will fine us a thousand zlotys.
The families whose relatives were shot were weeping in my apartment; they were given
permission to collect the bodies of their kin. They are pleading for a separate plot in the cemetery.
In the afternoon, agony. I have to suffer in a stuffy little room which looks like a prison cell
while the rest of the apartment is used by my wife to receive clients. All these Jewish complaints!
They make no payments to the community, yet they keep demanding that I intervene on their
behalf, be it in trivial matters or serious predicaments. And when my efforts fail or result in delay,
they blame me without end. I manage to retain self-control.
22 July 1940
In our January tabulation one man is listed under A and also under B. Here he is entered among
the living; there among the dead. We have asked for a cross-check. A woman does not believe that
her husband is dead because a fortune-teller told her he is alive.
In the Warsaw Zeitung, there was a report on Dr. Seraphim’s peroration on the Jews.
‘Constructive solution required. One must keep in mind the essential realization that, by itself, a
restriction of Jewry is not sufficient. Rather, the limitation of Jewish influence and the isolation of
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Jewry must be replaced by a constructive solution through which these measures will be effectively
supplemented.’
10 October 1940
The number of suicides has increased greatly. Not so long ago, Freider and his wife took poison.
Yesterday it was Ludwig Bergson and his wife. The 83-year old Ludwik Krakowski died in prison.
The plan of the ghetto is still being worked out. They are trying to balance the removal of
104,000 Poles with the transfer of 110,000 Jews from outside the walls.
A Jewish woman received a license for a night club.
There are rumors that Jewish schools will remain closed.
Legions of Jews from Prague are trekking to Warsaw, their pushcarts filled with pitiful junk.
21 May 1941
A message from the Governor contended that starving the Jews was not his objective. There is
a possibility that the food rations would be increased and there will be orders for workers. He
added that the corpses lying in the streets create a very bad impression. Indeed, the corpses do lie
unattended, with their faces covered by newspaper and brick. The corpses, he said, must be cleared
away quickly.
27 October 1941
At dusk, a boy grabbed a paraffin candle from the doctor’s hands and started to eat it. When she
took it away from him, he cried, saying that he did it because he was hungry.
Alarming rumors about the fate of the Jews in Warsaw next spring. I received the following
proposal from the rabbis – ‘Because the epidemic raging in our city is spreading from day to day, we
propose a propitiating religious rite at the cemetery, a marriage between a bachelor and a spinster,
both of them poor, immediately after Yom Kippur. This rite, with God’s help, will certainly arrest
the epidemic’.
25 February 1942
At 12.00 at the Stawski Street hospital. Professor Hiertzfeld gave a lecture about blood and race.
Subsequently, Dr. Stein performed an autopsy on a 30-year old woman, mother of five children,
who had also had five miscarriages. She died of starvation.
Jewish inventiveness in the ghetto – contraceptives made from baby pacifiers, carbide lamps
made from metal cigarette boxes.
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1 July 1942
There was a round-up of Jews for work in the streets today – there were very few volunteers. Panic
in the quarter. Rumors about deportation of 70,000 Jews. The rumors are groundless, so far. They
say that three smugglers died tonight; the wives would not leave the bodies.
18 July 1942
A day full of foreboding. Rumors that the deportations will start on Monday evening. I asked the
Kommissar whether he knew anything about it. He replied that he did not believe the rumors. In
the meantime, panic in the quarter, some speak of the deportations, others of a pogrom.
19 July 1942
Incredible panic in the city. Some are spreading terrifying rumors, creating the impression that it
is all false propaganda. On the other hand there is talk of some 40 railroad cars, ready and waiting.
Because of the panic, I drove through the streets of the entire quarter. I visited three
playgrounds. I do not know whether I managed to calm the population, but I did my best. I try
to hearten the delegations which come to see me. What it costs me, they do not see. My head is
splitting, but I am trying not to let the smile leave my face.
20 July 1942
I asked Mende how much truth there was in the rumors. He replied that he had heard nothing and
knew of no such scheme. Uncertain, I spoke to several of the Gestapo and asked whether I could
tell the population that their fears were groundless. They replied that I could, and that all the talk
was utter nonsense.
22 July 1942
SS Major Höfle came at 10.00 a.m. We disconnected the telephone. Children were moved from the
playground opposite the community building. We were told that all the Jews, irrespective of sex or
age, with certain exceptions, will be deported to the East. By 4.00 p.m. today a contingent of 6,000
people must be provided. And this (at the minimum) will be the daily quota. We were ordered to
vacate a building for the German personnel who will be carrying out the deportation. I asked that
the craftsmen and garbage collectors be excluded; this was granted.
The most tragic dilemma is the problem of children in orphanages. I raised this issue; perhaps
something can be done about it.
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When I asked the number of days per week in which the operation would be carried out, the
answer was ‘seven days a week’.
Höfle informed me that for the time being my wife was free, but if the deportation were
impeded in any way, she would be the first one to be shot as a hostage.
23 July 1942
It is 3 o’clock. So far, 4,000 are ready to go. The orders are that there must be 9,000 by 4 o’clock.
Worthoff informed me that the expulsion applies to children as well.
They cannot expect me to hand over the helpless orphans for destruction. I am powerless, my
heart trembles in sorrow and compassion. I can no longer bear all this.
(On July 23, 1942, Adam Czerniaków ended his life by taking cyanide.)
[NB: The version of the text quoted above and used in this recording has been edited by Walter
Simmons for clarity and concision.]
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