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In the summer of 1991, at New Jersey’s Waterloo Festival, James Earl Jones and Ger-
ard Schwarz collaborated in a live performance of Lincoln Portrait — an event which
set this recording in motion. Copland's blend of words and music had never affected

me so profoundly as in this partnership, now captured on disc.
During the months we have worked on this production, Lincoln’s words as illumi-

nated by James Earl Jones have amassed for us a richness of implication. As we meet
daily the homeless in the doorways near our office building... as we see the world’s
news filled with messages which seem to separate rather than bring together... as we feel
America at a crossroads in our country's history... as we listen to a new President who
cherishes the words and wisdom of the sixteenth President of the United States... as we
at Delos reaffirm our own mission as a small company dedicated to classical music and
engaged in a two-decade struggle as an independent classical label... as those of us who
are women or minorities feel the need to draw the attention of new generations to the
possibilities in these changing times... we are overwhelmed with the timeliness of Lin-
coln's words and of their significance for our lives — now and in the years ahead.

In beginning our theme program with the gleaming brass lines of the Fanfare for the
Common Man, I am reminded of Maestro Schwarz’ early years as a trumpet virtuoso.
After a pre-release hearing of Fanfare and Lincoln Portrait, conductor Keith Brion (of “Mr.
Sousa” fame) commented: "Many years ago, I heard the New York Philharmonic do Lin-
coln Portrait in Amsterdam. Gerry’s solo trumpet line brought tears to my eyes, for it
was the most beautiful I had ever heard. It had an emotional impact for me as an Ameri-
can away from home that I could not put into words. Now his musical concept for his
orchestra brings that moment back to me.”

Canticle of Freedom, Copland's resounding setting of the poignant fourteenth century
Scottish poem to freedom, sustains the inspiring sentiment of Lincoln Portrait, while the
Outdoor Overture expresses an exuberant side of freedom, along with a belief in youth
and our future. The Harris works offer strong musical expressions of patriotism by an-
other great American composer.

I cannot think of a more heartening Twentieth Anniversary Year celebration for
Delos than this recording. Our mission from the beginning has been to provide a plat-
form for fine American artists; in the last few years, we have taken up the cause of great
American composers as well. On this recording, our two major directions come together
in presenting music inspired by the best of America and of American ideals — music in
praise of freedom.

Amelia S. Haygood, founder and president



During the last thirty-seven of Aaron Copland’s
ninety years, he accumulated twenty-six hon-
orary doctorates from American and British insti-

tutions of higher learning, including Columbia, Harvard,
and Princeton; Yale awarded him its Howland Memorial
Prize; when he died in 1990, The New York Times devoted
almost a full page to his obituary. However, from the
standpoint of political freedom - and it meant an enor-
mous amount to him - his long life did not always run
smoothly. He found himself pilloried during the vile Mc-
Carthy era in the late ‘40s and ‘50s. In one of the most
flagitious instances, the April 4, 1949 issue of Life, under
the headline DUPES AND FELLOW TRAVELLERS
DRESS UP COMMUNIST FRONTS, castigated Aaron
“Copeland” — in the illustrious company of (to select
only a few) William Rose Benét, Charlie Chaplin, Dean
Dixon, Olin Downes, Albert Einstein, Lillian Hellman,
Langston Hughes, Norman Mailer, Thomas Mann,
Arthur Miller, Clifford Odets, Dorothy Parker, Adam
Clayton Powell, Jr., and Louis Untermeyer.

And then, only fifteen years later — in 1964 in the
White House, almost as a supreme gesture of reconcilia-
tion and restitution — Lyndon B. Johnson personally
handed Aaron Copland his country’s highest civilian
award, the Presidential Medal of Freedom.

Aaron Copland learned the hard way that freedom,

as Norwin Corwin once remarked, must be exercised,
like a healthy muscle.

Subsequently, Copland’s Fanfare for the Common
Man, recorded here, even ennobled the presidential inau-
guration of Ronald Reagan. Numerous “arrangements”
of that little gem (which Copland recycled as the begin-
ning of his Third Symphony’s finale) have long since won
it pop status with countless people throughout the world
who have never even heard its composer’s name - the
true mark of any music’s fame.

At the University of Texas in 1943, providence intro-
duced me to the Romance Languages Department’s
chairman Aaron Schaffer and his wife Dorothy. Schaffer
and Copland had grown up together; Aaron Copland
subsequently told me that to Schaffer, a close friend since
boyhood, he had first confessed his adolescent decision to
become a composer. When I moved to New York in 1943,
the Schaffers did me one of the most important favors of
my life by sending me to Copland; that meeting blessed
my life with a cherished and enriching friendship cover-
ing the last forty-seven years of his life. Unavoidably, I
can write about Aaron here only from a personal — and
deeply, affectionately partisan — perspective.

I know from more than one conversation how much
freedom and true, functioning democracy meant to him.
In his thirties he had personally experienced, only too
closely, the calamitous sequel to the great Wall Street
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crash of 1929. A number of Aaron’s friends, convinced of
the urgent necessity for radical economic corrections,
turned to the Communist Party. Aaron did not join them,
but, encouraged by them, he went as far as to compose a
“mass song” of the sort developed in pre-Hitler Germany.
He called it ”Into the Streets May First,!” the title of the
Alfred Hayes poem it set. In 1934, the year after Hitler’s
rise to power, it appeared in the weekly pro-Communist
magazine New Masses — to Aaron’s considerable later in-
convenience, when the paranoid psychosis of McCarthy-
ism descended upon the land.

Aaron always regretted his lack of formal higher edu-
cation; although a born intellectual, with a brilliant, inci-
sive, incessantly inquiring mind, he studied only music
after finishing high school in Brooklyn, his birthplace. One
of my favorite Copland stories originated when his friend
and colleague Douglas Moore, who taught composition at
Columbia University, invited him to lunch at the Harvard
Club in New York. Aaron, impressed by the surroundings
and atmosphere, expressed wistful envy of Moore as a
member, and Moore asked why Aaron didn’t apply. “But I
never even attended college,” Aaron said, “let alone Har-
vard.” Moore stared at him in amazement, then finally
said: “Aaron, you’ve taught at Harvard!” Under pressure
from Moore, Aaron did then apply - and the Club, under-
standably, welcomed him with open arms.

He did read vastly and regularly, and he learned a
great deal about world literature from two of his closest
and oldest friends, the writer Gerald Sykes (to whom he

dedicated the powerful Piano Variations) and the director
and critic Harold Clurman, a founder of the Stanislavsky-
oriented Group Theater. I strongly suspect that some
such friend as Gerald or Harold pointed Aaron in the di-
rection of the esoteric old Scottish text he set in the Canti-
cle of Freedom recorded here.

World War II, waged to rid the world of fascism as ex-
emplified by Hitler and Mussolini, lent Aaron’s patriotism
especially fervent form. A mere eleven days after Japan’s
attack against Pearl Harbor brought this country into that
war, the conductor André Kostelanetz wrote Aaron a let-
ter (as he also did to Virgil Thomson and Jerome Kern)
outlining his hopes for “a musical portrait gallery of great
Americans.” Aaron first chose to depict Walt Whitman,
but when Kern decided on Mark Twain, Kostelanetz
asked Aaron instead to choose a statesman. He immedi-
ately chose Abraham Lincoln. Into Lincoln Portrait he
wove Stephen Foster’s familiar song “The Camptown
Races” and one authentic American folk tune, “Spring-
field Mountain,” which first came to my attention in the
1940s as sung by Burl Ives, who had learned a comic vari-
ation of its text. Aaron’s use of it offers a prime example of
how he could transform such a tune into something noble,
fully worthy of a tribute to such a hero as Lincoln.

The Canticle of Freedom has remained relatively un-
known - and that makes Gerard Schwarz’s revival of it
here all the more welcome. It did not have an easy start in
life. Aaron wrote it on commission from the Massachu-
setts Institute of Technology — not a school primarily



noted for the musical prowess of its faculty or students.
For that reason, he restricted its choral aspect to two-part
singing and kept its orchestral part undemanding. When
Leonard Bernstein conducted the work’s New York un-
veiling in 1955, he devoted so much of the available re-
hearsal time to Mahler’s Second Symphony, on the same
program, that Copland stayed away from the perform-
ance. Only Robert Shaw’s interest moved Copland, in
1967, to make the revised final version recorded here.

I remember Aaron’s pleased but genuine surprise
when I once told him how much I loved An Outdoor
Overture the first time I’d heard it. He certainly didn’t
look down upon it, but he did seem to regard it as less
than weighty, or genuinely important; he’d composed it,
after all, for the amateur teen-age students of Manhattan’s
High School of Music and Art. It delighted me to read,
many years later, a contemporaneous estimation of it by a
composer meanwhile established internationally as one of
the greatest today, Elliott Carter; in 1939 he wrote that it
“contains some of his finest and most personal music. Its
opening is as lofty and beautiful as any passage that has
been written by a contemporary composer. It is Copland in
his ‘prophetic’ vein which runs through all his works.” In
1954, the American critic Cecil Smith wrote in his program
notes for the London Philharmonic: “Youth and freedom
and tireless energy are the subject matter of the Overture.”

Aaron Copland wrote well — and comparatively much
— but he never resorted to words when he felt he could bet-
ter express something in music. The second volume of the

memoirs he produced (with the outstanding collaboration
of Vivian Perlis) contains a passage which speaks eloquently
to the informed reader. Towards the end of his long life, he
wrote that the arts “offer the opportunity to do something
that cannot be done anywhere else. It is the only place one
can express in public the feelings ordinarily regarded as pri-
vate. It is the place where a man or woman can be com-
pletely honest, where we can say whatever is in our hearts
or minds, where we never need to hide from ourselves or
from others.” I believe that contains Aaron Copland’s most
nearly open reference to other aspects of freedom which had
great personal significance for him.

I also believe one small but important nuance about
this recording of Lincoln Portrait would have especially
pleased Aaron. Man and boy, I’ve heard a number of per-
formances of it, with various narrators. (The United States
Information Agency distributed it, with the narration
translated into Arabic, Bengali, Burmese, Cambodian, Chi-
nese, Greek, Hindu, Hungarian, Indonesian, Latvian,
Lithuanian, Polish, Portuguese, Spanish, Turkish, Ukrain-
ian, Urdu, and Vietnamese; its long, long list of narrators
over the years has included Marian Anderson, Leonard
Bernstein, Rosalynn [Mrs. Jimmy] Carter, Copland himself,
Walter Cronkite, Great Britain’s former Prime Minister Ed-
ward Heath, Edward Kennedy, Eartha Kitt, Eugene Mc-
Carthy, Zero Mostel, Gregory Peck, Eleanor Roosevelt,
Carl Sandburg, Adlai Stevenson, William Warfield, and
André Watts.) All those I’ve heard - like, I believe, most of
us who learn Lincoln’s Gettysburg Address in school —re-



ferred at the end to “government of the people, by the peo-
ple, and for the people.” Within the scope of my own expe-
rience, I had to wait for that exceptionally intelligent actor
James Earl Jones to shift that emphasis to “government of
the people, by the people, and for the people.” I feel certain
that freedom-loving Aaron Copland, as I knew him, would
have savored and appreciated that important nuance.

Copland had more than one personal qualification
for sainthood, but high on that list stood his unprece-
dented, selfless generosity towards his composer col-
leagues and the cause of American music itself. Roy
Harris, in his own case, himself repeatedly acknowledged
his considerable — but nonstylistic! — debt to Copland.
The first major step came when Harris, motivated by
Copland’s example, took off for Paris to study with
Nadia Boulanger, whom Copland had discovered and
who wound up training a greater number of important
American composers than anyone else on earth.

Already during his own Paris student days, Copland
had forged a strong and lifelong friendship with Serge
Koussevitzky, who soon thereafter took over the Boston
Symphony and there did more for American music than
any other conductor of his time. Thanks to Copland’s in-
tercession,Koussevitzky commissioned and unveiled Roy
Harris’s First Symphony (1933); he also conducted the
premieres of Harris’s Third —one of the finest of Ameri-
can works — and his Fifth. Harris’s lyric inventiveness
and expansive, open harmonies and orchestration made
most of his music almost instantly recognizable as Ameri-

can: his music sings and resounds of the limitless free-
dom of the open western landscape.

His 1935 overture When Johnny Comes Marching
Home has its origins in the World War I song Roy Harris
grew up hearing his farmer father whistle twice daily:
jauntily on their way to the fields at morning, reflectively
on their way home at evening.

The American Creed shows Harris in his more classi-
cal vein; the first half, subtitled ”Free to Dream,” has a
free, three-part fantasy form, but the second, “Free to
Build,” assumes the complex form of a triple fugue.

Personally, an entire world separated Aaron Copland
and Roy Harris. Copland represented the rich, vibrant Eu-
ropean Jewish immigrant element in American music;
Harris, of purest Anglo Saxon heritage, could legitimately
point (to the ecstatic delight of more than one publicist) to
his birth in a log cabin in Lincoln County, Oklahoma - and
on Abraham Lincoln’s birthday, yet. I once heard Aaron
say that when Roy Harris first appeared in New York he
seemed just as improbably exotic as if some cowboy had
ridden in directly from the western prairie and suddenly
announced his intention to compose symphonies.

Disparate, but also similar, their works belong 
compatibly together to compose this recording’s 
Portraits of Freedom.

Paul Moor 
[For many years Musical America’s correspondent in Berlin and then
San Francisco, Paul Moor wrote for numerous publications, includ-

ing The Times (London), The New York Times, The New Yorker, etc.]



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 ad-
ministration will be remembered in spite of ourselves. No personal signifi-
cance 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 genera-
tion. We - even we here - hold the power and bear the responsibility.”

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

“The dogmas of the quiet past are inadequate to the stormy present. The oc-
casion 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 shall save our country.”

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 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 ex-
presses 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; and 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.”

CANTICLE OF FREEDOM

Freedom is a noble thing!
Freedom makes man to have liking;
Freedom all solace to man gives,
He lives at ease that freely lives.

A noble heart may have no ease,
Nor aught beside that may him please
If Freedom fail.

For free liking is yearned for over all thing, Nor he that aye have lived free
may know well the misery,

The anger, and the wretched doom
That is coupled to foul thralldom;

But if he have essayed it
Then throughout all he should it wit;
And should think freedom more to prize
Than all the gold in world that is.

Excerpt from a fourteenth century Scottish poem extolling the idea of freedom. John
Barbour (1320-1395) wrote his “Bruce” around 1375, in the language of the Middle
Scots. The words of the poem are given here in equivalent modern English.

Texts



Biographies

Celebrated American actor JAMES EARL JONES, acclaimed the world over for his
work in films and television, has solid roots in the theatre. He first earned
worldwide recognition in Howard Sackler’s “The Great White Hope,” in

which he played the first black heavyweight boxing champion. The performance
earned him a Tony Award. His appearance in the film version two years later brought
him an Academy Award nomination.

More recently, he followed his Broadway and national touring performances in
Athol Fugard’s “Master Harold ... and the Boys” with “Fences,” which earned him an-
other Tony, the Outer Critics Circle Award, the Drama Desk Award, the Los Angeles
Drama Critics Circle Award, and nationwide critical and audience acclaim. After
nearly a three year commitment to this role, Jones made a conscious career decision to
devote more time to the film and television roles that had long sought him out.
Mr. Jones’ distinctive voice, which has enriched recordings of everything from classic
dramas to Bell Atlantic commercials, gave size and soul to the character of Darth
Vadar in the “Star Wars” trilogy of feature films. In 1989, he co-starred with Kevin
Costner in Universal’s “Field of Dreams,” playing the skeptical and reclusive ‘60s au-
thor Terrence Mann, in a film that is already considered a classic. A year later, he ap-
peared in Paramount’s “The Hunt For Red October,” with Sean Connery and Alec
Baldwin, which became the fifth highest grossing film of 1990.

In Paramount’s “Patriot Games,” in which Jones co-starred with Harrison Ford,
he reprised the role he played in “The Hunt for Red October.” He also appeared in
“Sneakers” with Robert Redford, the highly praised “Grim Prairie Tales,” “Convicts”
with Robert Duvall, and “Scorchers” with Faye Dunaway and Emily Lloyd. Other re-
cent film roles for Jones include “Excessive Force” for New Line, the Robert Townsend
film “Meteor Man,” and “Sommersby” with Richard Gere and Jodie Foster.

In 1990 James Earl Jones created the dynamic, impassioned character of Gabriel
Bird in the highly acclaimed Lorimar/ABC weekly series, “Gabriel’s Fire.” That char-
acter later joined up with a new private investigator, played by Richard Crenna, in
“Pros & Cons.” Jones won two Emmy Awards as Best Actor in a Drama Series for
“Gabriel’s Fire.” Among many other accolades, he received the NAACP Best Actor
Award trophy for his series work, garnered two Golden Globe Best Actor nominations
from the Hollywood Foreign Press, and a People’s Choice nomination for Best New
Star on Television. Other recent honors include two ACE Awards for “Heat Wave” and
for his performance in “Third and Oak,” an anthology playhouse series on the Arts &
Entertainment Channel. He was the host of PBS’ “Long Ago and Far Away” series,
was seen on NBC’s “AT&T Presents The Last Flight Out” with Richard Crenna, and
appeared in HBO’s “By Dawn’s Early Light,” which earned him an Emmy nomination
(1990). And yes, he is the “voice”  behind CNN.

In 1992 Jones received the National Medal of Arts from President Bush for his
outstanding contributions to the cultural life of the country. He is also the recipient of
the prestigious NAACP Hall of Fame Image Award for his great contributions to the
arts. In 1990, the Los Angeles Film Teachers Association presented him with the Jean
Renoir Award for his collected work. Jones holds honorary doctorates from Yale,
Princeton and Columbia colleges and was a presidential appointee to the National
Council on the Arts.

Distinguished American conductor GERARD SCHWARZ has been Music Director
of the Seattle Symphony since 1983, and Music Director of the New York
Chamber Symphony since 1977. His annual summer activities include Lin-

coln Center’s Mostly Mozart Festival in New York  City, where he has been Music
Director since 1984, and New Jersey’s Waterloo Festival, where he serves as Principal
Conductor.

Gerard Schwarz began his conducting career in 1966 as Music Director for the
Hawkins Dance Company. In 1972, he was appointed Music Director of the Eliot
Feld Dance Company. Four years later, he was named founding Music Director of
the Waterloo Festival. His performances at that summer festival led to his appoint-
ment as Music Director of the New York Chamber Symphony when it was formed
the following year. In fifteen years, he has expanded that orchestra’s programming
from only a few concerts the first year to a full schedule of New York appearances,
tours and recordings.

In 1978, Maestro Schwarz succeeded Neville Marriner as Music Director of the
Los Angeles Chamber Orchestra. During his eight years there he toured with the en-
semble throughout the United States and at the Casals Festival, and made several
recordings. Schwarz established the Music Today contemporary music series in 1981
at Merkin Concert Hall in New York City, and served as Music Director through the
1988-89 season.

As of this writing, Schwarz and the Seattle Symphony have made thirty-three
recordings for Delos, representing a broad span of symphonic repertoire. Their Great
American Composers Series has been hailed as groundbreaking by the international
press. Mr. Schwarz’s first recording of music by Howard Hanson was a mainstay on
the Billboard classical chart for more than forty weeks. It was nominated for three
Grammy Awards, including “Best Classical Album” of 1989, and earned a 1989
“Record of the Year” honor from Stereo Review.

Schwarz has received more than ten nominations for Grammy  Awards, including
three consecutive nominations for “Best Classical Album” in 1989, ‘90, and ‘91. He has
also received two Record of the Year Awards and a Mumms Ovation Award.

Maestro Schwarz’ guest conducting engagements have included appearances with
the Philadelphia Orchestra in both Philadelphia and at Carnegie Hall; the Ensemble
Orchestral de Paris, the Los Angeles Philharmonic, the City of London Sinfonia, the
Washington Opera, the San Francisco Opera, and the Seattle Opera. With the Mostly
Mozart Festival Orchestra he has appeared at the Tanglewood and Ravinia festivals,
and at Tokyo’s Bunkamura.

Gerard Schwarz’s numerous television credits include several appearances on
PBS’ “Live From Lincoln Center” series with Mostly Mozart; “A Grand Night,” PBS’
celebration of the performing arts for which he served as Music Director; and a nation-
ally telecast performance in France with the Orchestre Philharmonique.

A graduate of The Juilliard School, Schwarz has received an honorary Doctor of
Fine Arts degree from Fairleigh Dickinson University, an honorary Doctor of Music
degree from the University of Puget Sound and the 1989 Ditson Conductor’s Award
from Columbia University.


