e CONCERTO
para Troméin y Orguesta ,
CARLOS CFAVEZ

RS

Lentizsims #=40

D W) 1) WD ) D WD DL 2D WD WD D ) ) pad mDR

poco rifenulo

H

: i

== =
i

i

\ \ = - i -
INTERAMERICAN MUSIC AND ARTS FESTIVALS FOUNDATION i
P.0. BOX 23717
LERTANY PLATA - = i = k

WASHINGTON, O.C. 20024

A NONPROFIT - TAX EXEMPT FOUNDATION UNDER THE PROVISIONS OF SECTION 501 IC} (31 LA S,

| II’)EER—V‘\MERICV‘\Y\
f: MUSIC FE;ST.W:‘\L

i =
|

WﬁSbII\QIOI\ DC

wﬂ)w)w)«
wg 1L L R
w
Il
v
98]

3
>

n 12 1990 <
Comright © 1778 (. Schinmme:



TWENTIETH ANNIVERSARY OF THE

INTER-AMERICAN MUSIC FESTIVAL

MAV 3-13,1978

UNDER THE AUSPICES OF THE INTER-AMERICAN MUSIC FESTIVAL FOUNDATION
IN COOPERATION WITH THE ORGANIZATION OF AMERICAN STATES,
THE EMBASSY OF MEXICO, THE LIBRARY OF CONGRESS,
AND THE JOHN F. KENNEDY CENTER FOR THE PERFORMING ARTS

(7Gmmgy ﬂ«.wm

M. ;’Myﬂn Carlor

:)I(i;nom»:y 7:;3-6\‘('496«009«5
The ../Mr{y Goneral r/y% ﬁvya/nwa&on ¢ f
rnerican Sales and M. (7/&/11

IN HONOR OF THE S0TH ANNIVERSARY OF
THE INTER-AMERICAN COMMISSION OF WOMEN

Cover: Colors of Mexico
Cover Design: Michael A, Johnson



THE WHITE HOUSE
WASHINGTON

March 27, 1978

The Ninth Inter-American Music Festival marks twenty years of
presenting the music ond talent of the Americas. It also
celebrates the fiftieth anniversary of the Inter-American
Commission of Women.

We are especially honored by the participation in the 1978
program of the great Mexican composer and conductor, Carlos
Chavez, whose eightieth birthday is this yeor. And we are
indebted to the Mexican Government for sending the Ballet
Folklorico de la Jolapa. We are also privileged to have Jorge
Mester and the Louisville Orchestre perform contemporary
works by Latin American and United States composers.

| am proud that Rosalynn is serving os Honorary Chairperson of
this traditional event. We both welcome the opportunity to
express our admiration for the artists represented. The Festival
is a wonderful way to expond public appreciation for the
musical legacy of the Americas. We wish it sustained success.
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ORGANIZATION OF AMERICAN STATES

WasHiNaToN, D. C.

Tur Secnerany GExewar

The Ninth Inter-American Music Festival, in continuing
the great tradition of bringing diverse musical and artistic
personalities of the Americas to Washington, is making an
invaluable contribution to the vital cultural life of the

henisphere.

Throughout the years the Inter-American Music Festivals
have provided us with outstanding artists and exciting new
compositions, We in Washington are fortunate indeed to
have the opportunity to witness these events. And, the
opportunity these festivals offer to young musicians from
all our countries is unique in the exposure and nationmal
attention they provide.

Mrs. Orfila and T are proud to be serving as Honorary

Vice Chairmen of the Ninth Inter-American Music Festival.

We wish it all success.
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HONORARY PATRONS

The Ambassador of Argentina to the OAS & Mrs. Carasales

The Ambassador of Barbados to the OAS & Mrs. Marville

The Ambassador of Bolivia to the OAS & Mrs. Sanz

The Ambassador of Brazil to the OAS & Mrs, Vidal

The Ambassador of Chile to the OAS & Mr. Errazuriz

The Ambassador of Colombia 10 the OAS & Mrs. Gomez-Pradilla
The Ambassador of Costa Rica to the OAS & Mrs. Silva

The Ambassador of Dominican Republic to the OAS & Mrs, Dipp-Gomez

The Ambassador of Ecuador to the OAS & Mrs. Leoro

The Ambassador of El Salvador to the OAS & Mrs. Galindo

The Ambassador of Grenada to the OAS & Mrs. Chaves

The Ambassador of Guatemala to the OAS & Mrs. Arriola

The Ambassador of Haiti 10 the OAS & Mrs. Salomon

The Ambassador of Honduras 1o the OAS & Mrs. Lazarus

The Ambassador of Jamaica to the OAS & Mrs. Raltray

The Ambassador of Mexico to the OAS & Mrs. Colina

The Ambassidor of Nicaragui to the OAS & Mrs. Sevilla-Sacasa
The Ambassador of Panama to the OAS & Mrs. Valasquez

The Ambassador of Paraguay to the OAS & Mrs, Llanes

The Ambassador of Peru to the OAS & Mrs. Alvarado

The Ambassador of Trinidad & Tobago 1o the OAS & Mrs. Mclntyre
The Ambassador of Uruguay to the OAS & Mrs. Araneo

The Ambassador of Venezueka 10 the OAS & Mrs. Machin

The Secretary General of the OAS & Mrs. Orfila

The Assistant Secretary General of the OAS & Mrs, Zelaya-Coronado
The Ambassador of Guyana to the OAS & Mrs. Mann

The Ambassador of Canada to the OAS & Mrs, Blanchette

The Ambassador of Spain to the OAS & Mrs. Pedroso

Embassy of Argentina— Ambassador & Mrs, Espil

Embissy of Barbados — Ambassador & Mrs. Jackman
Embassy of Bolivia— Ambassador & Mrs. Crespo

Embassy of Brazil — Ambassador & Mrs. Pinheiro

Embassy of Chile - Ambassador & Mrs. Cauas

Embassy of Colombia - Ambassador & Mrs. Barco
Embassy of Cota Rica— Ambassador & Mrs. Silva

Embassy of Dominican Republic — Ambassador & Mrs. de Vicioso
Embassy of Ecuador— Ambassador & Mrs. Ycaza

Embassy of El Salvador — Ambassador & Mrs. Galindo
Embassy of G : & Mrs. M

Embassy of Guyana— Ambassador & Mrs. Mann

Embassy of Haiti— Ambassador & Mrs. Salomon

Embassy of Honduris — Ambassador & Mrs, Lazarus
Embassy of Jamaica - Ambassador & Mrs, Rattray
Embassy of Mexico— Ambassador & Mrs. Masgsin
Embassy of Nicaragua— Ambassador & Mrs. Sevilla-Sacasa
Embassy of Panama— Ambassador & Mrs. Lewis

Embassy of Paraguay — Ambassador & Mrs. Lobez
Embassy of Peru~ Ambassador & Mrs. Garcia-Bedoya
Embassy of Trinidad & Tobago - Ambassador & Mrs, Mclntyre
Embassy of Uruguay — Ambassador & Mrs. Perez-Caldas
Embassy of Venezuela— Ambassador & Mes. Iribarren
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Mrs. Carmen Delgado Votaw

Dr. Sofia Alvarez Vignoli de Demicheli
Dr. Elin Borges de Tapia

ORGANIZATION OF AMERICAN STATES

INTER- AMERICAN COMMISSION DOF WOMEN @KM

18 April 1978

The Inter-American Commission of Women Jjubilantly salutes the
Ninth Inter-American Music Festival, created by the Inter-American
Music and Arts Festival Foundation, which in its twenty years of
fruitful work has reflected the rich abundance of the artistic
values of the Americas, as it does on this occasion by presenting
composers of the stature of the Mexican Maestro Carlos Chavez.

The Inter-American Commission of Women, & specialized agency of
the Organization of American States, completes fifty years of in-
stitutional life dedieated to the analysis and solution of the pro-
blems that affect women, impeding their full integration into the
development of their countries, We feel very honored by the homage
todaK paid us and at this opportunity which exalts the role of women
in the arts as conveyers of the spiritual values that are the highest
expression of the cultures of the countries. The Commission also
thanks Mr. Jimmy Carter, President of the United States of America,
for recognizing the Fiftieth Anniversary of the founding of our agency
on the occasion of this Festival.

We call upon the women of the hemisphere to confront the
challenge of today to attain full integration of feminine talents in
the artistic fields as composers, conductors and performers. We
firmly believe in the coherent inspiration of women who transmit
through the projections of their imaginations, vibrant expressions
of their creative capacity as well as experiences of a social life,
which should reflect the new image of women within a dimension that
feithfully interprets the transcendentsl values of human beings.

— ey Pt ,/’_(C’
Gabriela Touchard Lopez e
President

<

1978 - Fiftieth Anniversary of the Inter-American Commission of Womon/
Qrganuration ol Amernican States

GENERAL SECRE TARIAT OF THE ORGANIZATION OF AMERICAN STATES WASHINGTON, 0.C. 20006
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THE FESTIVAL GRATEFULLY ACKNOWLEDGES THE GRANT FROM THE MORRIS
AND GWENDOLYN CAFRITZ FOUNDATION,

THE PERFORMANCE OF THE BALLET FOLKLORICO DE JALAPA IS UNDER THE
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THIS PROJECT IS FURTHER SUPPORTED BY A GRANT FROM THE NATIONAL EN-
DOWMENT FOR THE ARTS IN WASHINGTON, D. C., A FEDERAL AGENCY CREATED
BY ACT OF CONGRESS IN 1965.

THE FESTIVAL GRATEFULLY ACKNOWLEDGES THE COOPERATION OF THE
AMERICAN FEDERATION OF MUSICIANS, LOCAL 161-710, WASHINGTON.
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WEDNESDAY, MAY 3, 1978 — 8:30 P.M.

DORIAN WIND QUINTET

Karl Kraber, Flute Jerry Kirkbride, Clarinet Jane Taylos, Bassoon
Charles Kuskin, Oboe Joseph Anderer, French Horn

HILDE SOMER, Piano

Heitor Villa-Lobos (Brazil) Quinteto en Forma de Choros (1928)
(1887-1959)
Yannis loannidis (Venezuela) Actinia (1969)*
(1930- )
Heitor Villa-Lobos (Brazil) Fantasia Concertante for Piano, Clarinet and Bassoon
(1887-1959) (1953)

Allegro non troppo.

nto
Aliegro tmpetuoso
INTERMISSION

Carlos Alsina (Argentina) A Letter for Wind Quintet (1976)*
Henry Brant (US) Secret Strings 2nd Prevailing Winds, for Piano and
(1913- ) Wind Quintet*

*Waoshington, D.C. premiere performance



Quinteto en Forma de Choros (1928)

Heitor VillaLobos

Bom; March 5, 1887, In Rio du
Janeiro, Brazll

Diod: November 17, 1969, in Rio de
Jarniro, Brazil

Villa-Lobos once wrote, “l create
music out of a biologic necessity, 1
cannot help i During his lifetime,
hundreds of works poured forth, in
every concelvable form, from sym-
phonie  scores, to operas, ballets,
suites, choral works and various
chamber music offerings.

At the end of the 19th century,
Brazil had few music schools.
What rudiments of music the young
Heitor leamed came from his father,
an amateus musician. As a youth,
Vills-Lobos would slip away from his
home and join imformal groups of
street musxicians, and through these
experiences learmed to play guitar,
piano and other native instruments.

At the age of eighteen, he began
his lifetime pursuit of a wandering
musician, and began travelling into
the vast interior of Brazil to discover
a native world of Brazilian music,
neglected by academic musicians. The
folk music that he discovered, with its
Indian, African, and Creole ties, had 3
profound influence on his music,

Despite his sporadic attempts at
formal musical studies, he profited
most by his own studies of Wagner and
Puccini  opera scores, and Vincent
d'Indy's textbook on composition,
From 1908 on, Villa-Lobos was able
to have compositions published and
performed in Brazil. But despite his
tzlent as a composer, he still had to
support himself by playing in a theatre
orchestra.

Gradually he began to meet various
outstanding associates, Darius Mithaud
the composer, and Artur Rubinstein,
the pianist, began to champion his
music. By 1923, Villa-Lobos was ready
for Pans. Here he heard and met
Stravinsky, Ravel, and the French
modemists. Then, seven years later, he
returned to Brazil, to Sao Paulo, and
later to Rio.

Though Villa-Lobos was living in
Paris at the time that he composed his
1928 Quinteto, the score reflects a
native Brazilian feeling. In using the
term “choros™ to describe his score,
Villa-Lobos was trying to create the
kind of music that street bands
would play. Tn the process of creating,
Villa-Lobos composed music
that synthesized different modalities
of native folk elements shythmically,
melodically, and harmonically. A one
movement work, the score opens with
a tranquil episode, and pradually

builds, as jungle cries and tropical bird
calls and native drums become a part
of the musical texture. The frenetic
mood subsides to a quiet moment,
cnly to be aroused again as it moves
into @ rousing climax

Actinia

Yannis losnnidis
Born: January 8, 1930, In Athens, Gresce

Yannia loannidis was bom in
Greece, educated in Austria and now
resides in Venezuela where he teaches
and composes. Many of his works have
been performed throughout the world,
His career also includes conducting
and performances ss an organist. In
Vienna, he studied organ with Kad
Walter; harpsichord with Eta Harrich-
Schneider; conducting with  Hans
Swarowsky and composition with
Otto Siegl. For the past several years
he has served s conducter of the
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Chamber Orchestra of the National
Institute of Culture and Fine Arts.
He has also directed the choir and
other musical activities at the Metro-
politan  University in Caracas, and
taught composition at the Inter-
Musical Institute also in Caracas.

As a composer, he has received
varlous commissions and awards. In
1969, he won the “Teresa Carren
National Music Prize for his score,
Figuras, The following yea wis
awarded the “Caro de Boesi™ National
Music Prize for his wind quintet,
Actinia. In 1971, he was another
winner in the Louls Morcau Gotts-
chalk Competition held in New
Odcans,

According to the composer, Acting
is a “sound picce”-implying that it
deals with sound textures in various
ways. The title also is descr B
According to Webster, “Acting” refess
to a kind of s: anemeae, which in
foem has colorful clusters of tentacles
near its mouth, resembling the
anemone flower. Thus, by its title,
loannidis suggests 3 certain bright,
vivid instrumentation. In performance,
each instrument grapples with various
degrees of dynamics, pitch and dura-
tion—creating a work of many shaded
colors and varied hues.

Fantasia Concertante for  Piano,
Clarinet, and

Haitor Vilta-Lobos

Born: March 5, 1887, in Rio de Janeiro

Dieg: Nowvember 17, 1958, in Rio de
Janeiro

By the time that Villa-Lobes made
his first tdp to Europe in 1923, his
music had gained considerable promi-
nence in Brazil, and he had already
created four operas. At this point, at
age thirty-five, Villa-Lobos was cocky
and selfassured. When he arved in
Paris, he was eager to talk about his
music, and was outspoken about his
opinions. Fortunately for him, his
warm personality made it hard not to
like this short, rotund, humerous
young man,

Villa-Lobes remained in Paris six
years. During this time, he met
Stravinsky and Ravel. Therse expen-
ences and his other associations with
contemporary  French  modemists,
helped to further his career.

The composer retumned to Brazil in
1930 to assist his government devise a
program of music education for youth
During this period, and thorughout the
rest of his lifetime, Villa-Lobos con-
tinued to compose 3 prodigious
quantity of new works, each deeply
ingrained with native folk melodies

and Brazilian rhythms, He also
authored several books on music.
Trips abroad also occurred at various
intervals. His first trip to the United
States took place in 1944, On sub-
sequent visits, he retumed to receive
honorary  awards, to conduct and
make recordings of his own works,

The Fantasie Concertante was com-
posed while Villa-Lobos was ln Paris
during 1953. The work is one of the
composer's most brilliant and power-
ful chamber music scores. The Allegro
non troppo movement begins with
counterpoint between the two wind
instruments, followed by the piano.
The pianist is given virtuoso, passages,
thythmic pattems, chromatic scales
and sweeping figurations. The clarinet
then introduces a Brazilisn motif,
which is imitated by the bassoon in
parallel thirds. The plano then joins
this sequence and then states a
new theme, Various ideas unfold until
the piano reintroduces the original
opening section, and the movement
concludes with a graceful theme which
is balanced in counterpoint by the
winds. The slow, Lento movement
begins with the “crying of the two
wind instruments.” It is in A-B-A form.
Its melodic line grows as the clarinet
seems Lo converse with the plano.

The third movement, Allegro
Impetuoso, begins  with  agitated
feelings as the piano repeats octaves
while the wind mstruments provide
a counter movement. Here, much of
the piano virtuosity is reminiscent of
the first movement,

A Letter for Wind Quintet (1976)

Carlos Alsins
Bom: February 19, 1941, Busnes Airks,
Argenting

Carlos Alsina began his career as 3
planist, and then went oa to conduct
and compose, A graduate of Bar-
wlome Mietre College, Alsina also
studied at the Eswudio de Fonologia
Musical of the National University in
Buenos Aires. His piano teachers were
Francisco Krotfl and Benjamin Olssoa.
He also worked with Theodore Fuchs
in theory and composition. Alsina, 2
proponent of contemporary music,

i d in the A Nueva

Lukas Foss at the Center for the
Creative and Performing Arts in Buf-
falo, New York

While in Buffalo, Alsing met the
clarinetist Jerry  Kirkbride of the
Dorian Quintet. Out of this acquain-
tanceship came Alsina's commission (o
write 2 work for the Darian Quintet.
Letters was completed (n April 1976
The compesition is unigue in its novel
affects. [t directs the hom player to
breathe—not blow-—into the instru.
ment for a new sound effect, The
clarinetist is directed to speak, while
playing, in an attempt to produce two
sounds simultancously, He is also
directed to use the bottom part of the
clarinet, as if it were a brass instru-
ment, playing it without a mouth-
piece, The hom player also is told to
sing while playing. Everyone is also
requested to tap thelr feet and whistie.
Alsina intended to create a humorous
score. He suggests that if there had
been o text, the “unintelligible” prose
would have been the very letter that
Jerry Kirkbride wrote to him, in which
he stated the terms of the c i

In 1950, he began examining new
concepts In multl-directional sound.
He was becoming concemned with
music assaulting both the mind and
body, and began focusing on such
terms &5 “‘space” and “instant” music
to describe his work.

His 1976 score, Secrer Strings and
Prevaliing Winds is an outgrowth of an
carlier work, Prevailing Winds which
Brant composed for the Dorian Quin-
tet in 1974, The composer tells us
that the work “muy suggest air solilo-
quies in a rain forest. Many hidden
threads may likewise abound, and
diverse creatures identifiable musically
If not otherwise slso appear.” This
newer cffort was devised with the idea
of collaborating with pisnist Hilde
Somer.

Henry Brant also has taught com-
position at the Juillizrd School snd
Columbia Unlversity In New York
City and at the Peabody Conservatory
in Baltimore. For the last twenty
yesrs, be has served on the faculty at
Beanington College in Vermont. Brant

Sacret Strings and Prevailing Winds
For Piano and Wind Quintet

Heary Brant

mber 15, 1913, Montrasl,
Canady

Henxry Brant has written over eighty

in
Musica from 1959 to 1964, During

i same period, he also served a8 an
assistant  conductor at the Teatro
Colon. In 1964, he went to Berlin to
continue his career and two years later
became an assistant conductor at the
Deutsche Opera House in Bedin. That
same year he came to the United
States and for the next two years
served 25 a Creative Associate under

scores. His musical training
began with lessons from his father. 2
violinist, When his family moved to
New York in 1929, Henry Brant began
to study twenticth<century composi-
tlonal techniques with Wallingford
Riegger, Rubin Goldmark and Geor
Antheil. Prior 1o, and following World
War II, Brant wrote music for films,
radlo, ballet and theatre, in addition to
soveral symphonies and concertos,
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is an pianist, flutist and
percussionist. He collects and performs
unusual wind instruments and has also
designed new acoustical instruments
which he includes in his music.

THE DORIAN WIND QUINTET—

Eight years ago, when the Dorian Wind
Quintet performed at s special concert
in_London, the Times critic wrote:
“The Dogian’s performance demon-
strated marvelous teamwork, breath-
taking fluency, beautifully contralled
dynamics, and a lively enjoyment of
whatever they played. They gave us
the fruits of maturity too. Their's is
a suave, throwaway brilliance.”

The Dorian Wind Quintet has
been acclaimed by music critics as
one of the foremost wind quintets
in the world. During Its seventeen year
history, and some 1300 concerts, the
Quintet has continually championed
contemporary music.

Many compositions have been
written especially for the Dorian Quin-
tet by such composers as Lukas Foss,
Heary Brant, Luciano Berio, Lee
Hoiby, Ramiro Cortes, George Perle,




Morton Subotaick, Mario Davidovsky,
Harold Farberman, Jacob Druckman,
Michael Colgrass, Robert Starer and
many others. The Dorian Quintet has
also” distinguished itself with its per-
formances of classic and romantic
mepertolre  In works by Mozart,
Beethoven, Vivaldi, Danzi and Rossini.
Their performances can be heard on
the Vox, Serenus and C.RI. record
labels.

JOSEPH ANDERER-Joseph Anderer
is a graduate of the Juilliard School
and studied the French hom there
with Ranier De Intinis. During his
career he has performed in various
New York ensembles such as the
Clarion Concerts, Musica Aetemna
Series and the Contemporary Chamber
Ensemble, Since 1972, he has also
been a frequent performer with
the New York Chamber leyas and

CHARLES KUSKIN—Charles Kuskin
studied oboe with New York Phil-
harmmonic’s Harold Gomberg, and
attended the Jullliard School as a
scholarship student. As his career
prew, Mr. Kuskin performed with
vatious New York orchestras. These
included the Symphony of the Air,
the American Symphony Orchestrs
and the New York City Opera. He is
also extremely. acnwc as a free l.mc!

Scriabin light show and laser-beam
conserts, she has made recordings of
several new works, and has given
premicre  performances of compasi-
tions by Prokofiev, Corigliano, Gina-
stera, Chavez and Blanl Outstanding
among the works that she has pre-
miered is Alberto Ginastera's Second
Piano Concerto which was dedicated
1o her by the composer and commis-
smrm.l for her by the Indianapolis

musician
sessions and for 3 wnie vasiety of
concert engagements.

JANE TAYLOR — Bassoomist Jane
Taylor is a Phl Beta Kappa graduate
from Queens College in New York
City. Curreatly she teaches st the
Mannes College of Music in Man-
hattan. In addition to her teaching
and chamber music performances,
she has also performed in

. Miss Somer is 2 constant
proponent of twentieth century music.
In her pursuit, her career has taken her
all over the world where she has 2p-
peared a8 soloist with almost every
major orchestra, As she Introduces
new music to the uninitiated audience,
she finds new fans for contemporasy
music.

. These include the Sym-

several other
And like the other members of the
Dorian Quintet, he too, often appears
with recording orchestras and other
professional ensembles.

JERRY KIRKBRIDE — A graduate of
the University of Southem California,
Jerry Kirkbride studied clarinet there
with Mitchell Lude. As a Fulbright
Grantee, Kirkbride spent two years m
Rome at the Santa Cecilia Conserva-
tory and at the Accademis Intemazio-
nale de Musica where he worked with
Nadia Boulanger, Alberto Lysy, Efrem
Kurtz and Franco Ferrars. During this
peried, he performed In solo recitals
and with the Virtuosi di Roma, under
Renata Fasano. When he retumed to
the USA, he became first clarinetist
with the Metropolitan Opera National
Touring Company. Before joining the
Dordan Quintet, he was a Creative
Associate at the Center of the Creative
Performing Arts in Buffalo, New York.

KARL F. KRABER-A native of New
York, Mr. Kraber is a graduate of Har-
vard University. He studied flute in
the United States with James Politis
and James Pappoutsakis, and spent
two years in italy on a Fulbright
Scholarship, studying there with
Severino Gazzelloni. While in Europe,
he also attended master classes given
by flutists Jean-Pierre Rampal and
Marcel Moyse. Later, he began con-
certizing through Europe and also
became a member of the Trio Guarino.
In addition to his recitals and chamber
music sppearances, Karl Kraber has
also appeared as & soloist with various
major orchestras both here in the
United States and in Europe. Several
years ago, he served as a Creative
Associate at the State University of
New York in Buffalo.

phony of the Air, the American
Sympheay, the Little Orchestra
Society and the New York City Opera
Orchestra, She also has participated
at the Marlboro Festival in Vermont.

HILDE SOMER The renowned
Viennese-bom pianist, Hilde Somer,
began her carecr as soloist with the
Vienna Symphoay when she was ten.
Two years later, she came to the
United States to make her debut with
the New York Philharmonic. Shortly
thereafter, she won a scholasship to
study with Rudalf Serkin at the Curtis
Institute of Music in Philadelphia. Sub-
sequently she studled with Moritz
Roseathal, Wanda Landowska, Claudio
Arrau and Rafael de

Today. Miss Somer is recognized as
one of the most innovative pianists of
our age, having many “firsts” to her
credit. In addition to her unique
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INTER-AMERIGAN
MUSIC FESTIVAL

The Inter-American
Music Festival has
become an annual tradi
tion. The opportunity to
present the finest artist
and composers of the
Americas to the public
free of charge is made
passible by contributions
and grants from govern-
ments, the business com-
munity, foundlhmu and
individual

Your conlrihuﬂan can
easure the continuity and
continued suceess of
these Festivals, You can
become a listed patron
and receive advance
notice of future events in
addition to guaranteed
free lickets to sll the
concerts. Discount prices
will bo available to paid
events. Contributions are
tax-deductible. Checks
payable to Inter-Ameri-
can Music Festival, P.O.
Box 23717, L'Enfsnt Pla-
za, Washington, D.C.
20024,

LISNER AUDITORIUM GW.L.

FRIDAY, MAY 5, 1978—-8.30 p.m.
SATURDAY, MAY 6, 1978 —3:00 p.m
SATURDAY, MAY 6, 1978 —8:30 p.m.

(ADMISSION CHARGED)

The DBoallet Felllevice de %IAI/III
Mexico’s Foremoast Dance Comipany

Performing Native Dances From the States of Jalisco
México, Tabasco Verucruz, Aguascalientes

The Ballet Folkldrico de Jalapa, formerly known as the Ballet Folklonco Veracruz, was
founded and directed by Miguel Velez Arceo, and made its first public presentation on the
15th of September. 1964

T'he ensemble, until 1972 considered amateurs, then became an integral part of the Insti-
tuto de Investigaciones Estéticas v Creacion Artistica de s Universadad Veracruzana,
Presently, the ensemble continues to leam mew technigues for developeng folkloric dance
and theater.

In 1975, the ensembie tumed professional, selecting the best elements of the Ballet de
Reconstrucciones Etnogrificss. From that time until 1ods
in different states of the Mexican Republic and i Mexico C
the best group in the Republic by the Unidn Mexicana de Cronistas de Teatro y Misicu
(Mexican Associ mun of Theater and Musi: Critics) due to its high level of = Authe:

and Artistic Quality.
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CONCERT HALL

MONDAY, MAY 8, 1978 — 8:30 P.M.

LOUISVILLE ORCHESTRA

JORGE MESTER, Music Director
PAULA SEIBEL, Soprano

Roy Harris (US) An American Overture
(1898- )
Ivana Marburger Themmen “Shelter This Candle From The Wind™**

(1938~ ) (Us) {Based on Poems by Fdna St. Vincent Millay )
Oh, Steep Forever in e Latmian Cave

1 In Wraith

UL Wild Swans

IV To the Wife of a Sick Friend

V' On Hearing & Symphoay of Beethoven

Paula Scibel, Soloist

INTERMISSION
John Jacob Weinzweig (Canada) Symphonic Ode
(1913~ )
Roque Cordero (Panama) Symphony #2 in One Movement
(1917- )

**World premiere — Recipient of a Grant from the Martha Baind Rockefeller Fund for Music and the New
York State Council on the Arts

An American Overture
“When  Johnny Comes Marching
Home"

Roy Harris
Barn: February 12, 1898, In Lincoln
County, Okishome

Roy Harris acknowledges much of
his success to Serge Koussevitzky who
was & guiding influence early in his
career, In the mid 1930’s Koussevitzky
said about the young composer: "1
think that nobody has captured in
music the essence of American life
its vitality, Its greatness, its strength,
3o well as Roy Harris. I feel the genius
of his ars because it is so colorful and
portrays the life of our people”
Koussevitzky and the Boston Sym-
phony were to premiese many of
Harris's symphonic works.

Harris grew up in the western
prairie state of Oklshoma, His parents
were hard-working pioneers. As a
youth, he played clarinet and
piano, but it was not until after
college that he began to compose.
He attended the University of
California, taking 2 libers] arts course,
and majored In Philosophy.

His first compesition was an
Andante for Orchestra, which he com-
pleted in 1925, It was performed the
following yesr in Rochester, and later
that same summer at the Lewisohn
Stadium in New York City. That fall,
1926, Harris went to Paris to study
compaosition with Nadia Boulanger.
Three years later, hesretumed to the
United States, and for the next several
years created several major works,
including two string quartets and
soveral symphoak works, Including
the Overfure we hear today,

His American Overture, composed
in 1934, is in the form of variations
bssed on the famous Civil War tune,

“When Johnny Comes Marching
Home." Its premicre was given on
January 13, 1935, by the Minneapolis
Symphony Orchestra, under Eugene
Ormandy's direction. It was based on
an earlier musical composition titled,
“Overture from the Gayety and Sad-
ness of the American Scene” which
had been given its flrst hearing on
December 29, 1932 by the Los
Angeles Philharmonic  with Nicolas
Slominsky conducting.

Harris 15 best known for his Third
Symphony, composed in 1938, which
won the Pulitzer Prize. He is noted for
being an outstanding teacher of com-
position. From 1934 to 1943 he
served on the faculties at Princeton
and Comell Universitics. He has also
recelved mln{' commissions, awards,
and honors. In 1958, he became the
first American to conduct his own
music in the Soviet Union

Shelter This Candle From the Wind

Ivana Macburger Themmen
Born: April 7, 1938, In New York, N.Y.

As & youngster, growing up in New
York City, Ivana Marburger Themmen
was actively involved in painting, in
ballet and music. To this day, she con-
tinues to pursue these artistic interests.

Lessons on the pizno began when
she was seven. At the New England
Conservatory, from which she gradu.
uted, she was 2 Naumberg Scholarshp
student. While in Boston, she also
studied and coached with members
of the Boston Symphony. Later she
attended the Eastman School of Music
in Rochester, New York, and worked
with Lukas Foss during the summer
months at the Berkshire Music Center
in Tanglewood, Massachusetts, For
three years, in the mid-1960%, she
lived in Europe. During this period,
Miss  Themmen concertized in
England, Scotland, Ireland and the
Scandinavian countries, and also spent
time in Vienna studying chamber
music with Otto Schulhof. In recent
years, most of her time is spent com-
posing, Nicholas Flagello has been one
of her more influential teachers In this
phase of her career.

Miss Themmen's musical works
represent & variety of vocal, orchestral
and chamber music scores. Many of
these works have been performed both
here and abroad. Miss Themmen has
also been the recipient of several com-
missions and awards. In 1976, the New
Jersey Arts Council provided funds to
enable her to complete her opera,
Lucian, Its premiers fast year received
warm acclaim.

Among other recent efforts, her
Requiem for Four Solo Vaices, Chonis
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and Orchestra was premiered  last
veur in Annandale, Virginia, Another

position, The Mystic 17 z
based on a Walt Whitman text, re-
cently recieved its premiese at Lincoln
Center in New York City, This June, a
work for soprano and orchestra, Ode
10 Akhmatova, will be debuted at New
York's Camegie Recital Hall.

In addition to composing. Miss
Themmen also finds time to teach
piano, perform with various pro-
fessional groups, paint, write poetry
and ratse a family, Her 18 yearold
son has become an sctor, and then
there are twins, age ten, who help
1o occupy her time,

Of Shelter This Candle From the
Wind, Miss Themmen writes: “In
choosing the poetry for this work, [
spent a great deal of time searching for
a poet whose work was meaningful to
me ., ..at once lyrical, dramatic, and
emotionally powerful. 1 didn’t have to
fook far. A musician herself, Edna St.
Vincent Millay fulfilled all of my
wishes, and more. She was a human
being of great depth, who always
seemed to speak o0 us from the heart,
Her  peetry  consistently  displsys
superb artistry, and a flawless tech-
nique. How could one fail to be in-
spired by such an artist?

The first poem, ‘Oh sleep forever
i the Latmian cave’ is @ passionate
love story between mortal and im-
maortal.

In ‘Wraith', an old woman sees her
exact likeness before her death, which
s represented by the rain beating on
her door.

“Wild Swans’ tells of & person who
sees nothing in her beart to match the
fight of wild birds flying.

1 chose the title of this work from
the first line of the next poem, ‘To the




wife of u Sick Friend”. This poem
describes two people in & cave, shelter-
ing thelr candle from the wind. It
cventually blows out, leaving them
alone in utter darkness.

The last poem, "On Hearing a Sym-
phony of Beethoven', is bath formally
and pessonally, an exaltation of
music,”

L. Oh, Slecp Forever in the Latmian
Cave

Oh, sleep forever in the Latmian cave,

Mortal Endymion, darling of the
Mocn!

Her silver garments by the senscless

wave

Shouldered and dropped and on the
shingle strewn,

Her fluttering hand against her fore-
head presse

Hor scattered looks that trouble all

e sky,
Her mpld footsteps running down the

of dl hex altered state, oblivious lie!
\ﬂwm earthen you, by deathless lips
ad
Wlldcyed and stammerng to the
s thrust,

grasses
And deep into her crystal body poured
The hot and sorrowful sweetness of

the dust:
Whereof she wanders mad, being all

unfit
For mortal love, that might not die of
it.

1L Wraith

“Thin Rain, whom are you haunting,
That you haunt my door?"”

Surely it is not | she's wanting. . .
Someone lving here before!
“Nobody's in the house but
You may come in if vou like and see,”
Thin as thread, with exquisite fingers,—

Ever seen her, any of you?—
Grey shawl, and leaning on the wind,
d the garden showing through?
Glimmering eyes,—and silent, mostly,
Sort of & whisper, sort of a purr,
Asking something, uhnf it over,
If you get s sound from her—
Ever sz her, any of you?—
Strangest thing I've ever known,~
Every night since I moved in,
And | came to be alone.
“Thin Rain, hush with youl knocking!
You may not come in!
This is [ that you hear rocking;
Nobody’s with me, nor has been!™
Curious, how she tried the window,—
0dd, the way she tries the door,—
Wonder fust what sort of people
Could have had this house before...

101, Wyid Swans

I looked in my hun while the wild
swans went ove:

And whal did 1 ue 1 had not seen
before

Only a quamon less or a question

Nothing. to match the fight of wild

Tiresome th forever living and
dying,

House without air, I leave you and
lock your door.

Witd wlm come over the town, come

Thc town again, trafling your legs and
crying!

V. To the Wife of @ Sick Friend
Shelter this candle from the wind,
Hold it steady, In its light

The cave wherein we wander lost
Glitters with frosty stalactite,
Blossoms with mineral rose and lotus,
Sparkles with crystal moon and star,
Till a man would rather be lost than

found:
We have forgotten where we are.
Shelter this candle. Shrewdly blowing
Down the cave from a secret door
Enters our only foe, the wind.
Hold it steady. Lest we stand,
Each In a suddea, separate dark,
The hot wax spattered upon your

and,

The smoking wick in my nostrils
strong,

The inner eyelid red and green

For a moment yet with moons and

roses, —
Then the unmitigated dark.

Alone, alone, in 2 terrible place,

In utter dark without a face,

With only the dripping of the water on
the stone,

And the sound of your tears, and the
taste of my own,

V. On Hearing a Symphony of
Beethoven

Sweet sounds, oh, beautiful music, do
not cease!
Reject me not into the world again,
With vnu alone is excelience and
Mlnklnd made plaudble, his purpose
Pndunu:d in your air benign and
ew
With hmbs 2sprawl and empty faces
pale,
The spiteful and the stingy and the
rude

Sicep like the sculllons in the fairy-
tale.
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This moment is the best the world can
give:
The tranguil blessam on the tortured

Reject me not, sweet sounds! oh, let
me live,

Till Doom espy my. towers and scatter
them,

A city spell-bound under the aging

sun,
Music my ranmpart, and my ealy one,

‘Symphaonic Ode

John Jacob Weinzwelg
Born March 113913 in Toronto, Canada

John Weinzweig is one of Canada’s
outstanding composers and teachers.
Educated at the University of Toroato
under Healey Willan, Leo Smith and
Sir Ernest MacMillan, he went on to
study at the Eastman School of Music
with Bernard Rogers and received his
Master's degree from there in 1938,
Following World War 11, he became a
member of the Music Faculty at the
University of Toronto. In 1951, he
helped to found the Canadian League
of Composers and eventually became
its president.

Mr, Weinzweig's style of composi-
1ion varies from twelve-tone technique
1o the more conventional school. In
general, his compositions are rhythmic
and dramatic. Among his works are a
number of orchestral scores such as a
Violin Concerto, several quartets and
songs. He also has created music for
radio and films.

His Symphonic Ode, a short, instru-
mental piece for strings and percussion
was given its premiere in 1959 by the
Saskatoon Symphony Orchestra with
the composer conducting. Basically, its
structure appears as a dialogue of short
motives over o passacaglia buss, that
suddenly erupts into full tutti exclama-
tion. In form, it is a rondo with varia-
nons. According to the composer, the
Ode s “an extended movement of

N g

Its complex themes and variety of tem-
raments are conveyed by “canon.
fugal and concerto techniques.”

Symphony #2 in One Movement

Roque Cordero
Born: August 16, 1817, in Parems

Roque Cordero’s career in music
began in his native land. By 1938, he
had become the first director of
Panama’s National Symphony. He
came to the United States in 1943,
on @ government grant, in order to
study the school system In the city of
Minneapolis. Here he was able to study
compositon  with Eemst Krenek and

ing with Dimitri M i

which will not permit my music 1o
sound like French, Italian, or German
music. That ‘something' s expressed
through melodic motives akin to our
folksong, ond through exploitation of
the rhythmic vitality of our dances.”

Included in his output are several
symphonies, a violin concerto and
several chamber works. His Symphony
#2 was composed during the summer
of 1956, for a competition sponsored
by a Latin American Music Festival.
Cordero received Second Prize for his
score and ts premicre was given In
Caracas, on April 6, 1957 by the
Qrquesta Sinfonics Venezuela under
the direction of Carlos Chavez. Its
USA premicre occurred the following
year, on April 18, 1958, at the open-
ing concert of the First Inter-American
Music Festival, It was performed by
the National Symphony with Howard
Mitchell conducting.

The dramatic intensity of the work
is established from the initial outburst
of trumpets and trombones. Its unique
mugical structure is basically in &
sonata form, with two expositions,
two developments and two recapitula-
tions. At this final point, 8 completely
new theme is introduced—-something
like a coda, which leads to the closing

During the next several years, he at-
tended the summer Berkshire Music
Center in Tanglewood, participating in
the Contemparary Music Festival, and
was 2 recipient of commissions from
the Minneapolis Civic Symphony, the
University of Alabama and Catholic
University of Chile. He also received
grants  from  the  Guggeaheim,
Elizabeth  Sprague Coolidge, and
Koussevitzky Foundations.

Mr. Cordero returned to Panama
in the 1950’ and became Director
of the Instituto Nacional de Musica,
and  conductor of the Orquesta
Nacional de Panama. In 1966, he
returned to the United States and for
the next several years served as
Assoclate Director of the Latin Ameri-
can Music Center al Indiana Unives-
sity, and Professor of Composition at
its School of Music. Then, in 1972, he
became a member of the faculty at the
University of Illinois, where he cur-
rently teaches composition.

Like many Latin American com-
posers, Cordero began as a musical
nationalist, From Krenek, he began
to adapt to the serial techniques.
which to-date he uses quite freely. In
describing his music, he tells us: "“My
music s not nationalist in the sense of
being & conscious exploitation of the
folkfore of my country, but this
music, if | am to be sincers in my
creations, must be the expression of
something that belongs to my people,

JORGE MESTER and the LOUIS-
VILLE ORCHESTRA-When Jorge
Mester assumed the directorship of the
Louisville Orchestra n 1968, he was
inheriting the mantel of the Louis.
ville’s first dircctor, Robert Whitney.
1t was Whitney who helped organize
the orchestra in 1937, and, eleven
years later, in 1948, launched 2 project
that was to promote the cause of con-
temporary music like no other orches-
tral endeavor, Through special !unds,

tions. In recent years, they have also
participated in  this Inter-American
Music Festival, helping to encourage
performance of current-day music of
the Amerlcas

Besides his duties with the Louis-
ville Orchestra, Jorge Mester alse
serves a3 music director at the Aspen
Music Festival. Here, for the past
nine years, he has been assisting young
artists to brosden their musical ex-
periences at this high level summer
retreat. His schedule also includes
guest conducting appearances with the
Boston, San Francisco, Buffalo, Mil-
wattkee Orchestras and many other
orchestras. He has also conducted at
the New York City Opers on several
oceasions, Bom in Mexico, Mester
grew up in Hollywood and came east
to study at the Juilliard School in
New York City. His carcer began as 3
violist in the Beaux Arts String Quar-
tet. Later, he branched out into
conducting and also into arts adminks.
tration.

PAULA SEIBEL

Paula Seibel, a native of New York,
is a rising star of opera, concert, and
recordings. She has already :ppeared
with orchestra and opera companies
in Baltimore, Denver, Duluth, St. Paul,
Calgary, Rochester, Louisville, Kansas
City, Migmi, and Chicsgo. Abroad, she
has appeared at the Festival of Two
Worlds in Spolcto. She has sung the
role  of Eerbmclll in  Strauss’
“Adradne auf Naxos™ with the Ameri-
can Opers Centre, the title role in
“Baby Doe™ with the Central City
Opers, and the title role of “Naughty
Marictta” in a recent tour with the
Little Orchestra Society. In 1976, she
was the featured soloist with the St
P;ml Chamber Orchestra on its State
tour of Russia.

Whitney offered annual

to voung composers which also ln-

cluded a recording of those works,

pelfurmrd by the Louisville Sym-
on:

Thu tradition of fostering twentieth-
century music has survived under
Mester, Both he and the Orchestra
continue to perform new composi-
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Insl year, Miss. Seibel smmd in the

of anans “The lmpmudu , the
swme role with which she made her
debut with the New York City Opera,
Last Auf‘usl Miss Seibel made her
Philadelphia debut at Robin Hood Dell
in “Carmina Burana”,
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Samuel Barber (US)
1910— )

Aaron Copland (US)
1900~ )

Julian Orbon (Cuba)
192s— )

Carlos Chavez (Mexico)

(1889— )

* Worid premiere

CONCERT HALL

THE FESTIVAL ORCHESTRA

CARLOS CHAVEZ, Conductor
PER BREVIG, Trombonist

INTERMISSION

TUESDAY, MAY 9, 1978 — 8:30 P.M.

Second Essay for Orchestra, Opus 17

Statements
Militant

Dogmatic
Subjective
Jingo

Prophetic

Partita No. 3

Concerto for Trombone *

Second Essay for Orchestra, Opus 17

Samwuel Barber

Born: March 9, 1910, in West Chester,
Parnsylvania
Mow Fiving in New Yark City

In recent years, Samuel Barber has
become identified as 8 composer of
voeal music because of his successful
operas. Many of his larger vocal scores
are now considered to be standard
works. In 1959, his first opera,

Vanessa was awarded the coveted
Pulitzer Prize. His second opera,
Antony and Cleopatra served as the
insugural work which, In 1966,
opened the new Metropolitan m
House at Lincoln Center in New York
Clty. His other !:;'l‘:s. Prayers of

Summer of
I 915 and Adromache's Farewell con-
tinually res) r in concert halls
throughout

Prior to dw creation of these
works, Barber had already gained
national recognition for = seres of
shorter orchestral works. His first
cffort, Overture To School For
Scandal, was written while still a
student at the Curtis Institute and was

L in 1933 by the P
Orchestra. Next came his First Sym-
phony and his First Quartet. In the
mid-1930s, Arturo Toscanini became
impressed with Barber's music and
asked the young composer  to

Adagio from

Statements

Aaron Coplend
Barn: Nevember 14, 1600

For almost a half century, Asron
Copland has been a dominant figure
in American musical circles as com-
poser, teacher, performer, and con-
ductor. Not surprisingly, he has been
labeled “the Dean of American Com-
posers™. During the early stages of
his career, his musical views were con-
sidered radical and he received little
recognition. In the mid-1930', with
the introduction of his £ Saion
Mexico (1936), Copland’s composing
career took a new turn. For the next
several years he began m wdu music
steeped in  American idioms—
Billy the Kid (1938), Radto (I9d"),
and Appalachian Spring (1945). These
works helped to change the face of
American  music, and brought him
national exposure.

Copland’s orchestral suite, Stare-
menes s a creation from his earlier
formative m More abstract per-
haps than EV Salon Mexico, it still
reflects Copland’s individual orches-
tral style. It was c during
the summer of 1934, and completed
in June, 1935. Dimitri Mitropoulos
and the New York Philharmonic gave
it its first complete performance on
January 7, 1942,

Accoxdb\g to Copland, the word

the Quartet fot orchestra.

On 3 1937 broadcast, Toscanini
and the NBC Symphony pe:t'omxd
the re-worked Adagio and the simple
movement went on to become one of
the most frequently performed con:
temporary works in the orchestral
repertolre. On that same NBC broad-
cast, Toscanini also included another
Barber premicre—his Essay for Orches
tra, Shortly thereafter, the Philadel-
phia Orchestra recorded this new
Essay for Orchestra, which rapidly
guined acceptance by conductors and
concert goers.

With the success of Essay for
Orchestra, Barber decided to create
another similar score. On April 16,
1942, Bruno Walter and the New York
Phllharmunlc premiered  Barber’s

dramatic nnd Iyrical. The uxm lm
three themes which are developed
fugally and resolve into @ short
choraledike coda. The opening theme
is stated by solo flute. The second is
by the violas, and the brass announce
the third theme. During the last few
years, this Second Essay has become
one of Barber'’s most frequently per-
formed scores.

was chosen “to indicate
a short terse 1 of

Partita #3

Sulian Orbon
Born: In 1625, in Aviles, Spsin

Spanish-born, to Cuban parents,
Julian's rudimentary music lessons
began with his father, a pianist. He
then progressed to more advanced
training at the National Conservatory
of Oviedo, in Spsin. At the age of
fourteen, the family moved to Havana,
Cuba, and here the young musicisn
continued his musical education. From
1942 to 1949, he became associated
with the Grupo Renovacion Musical.
A prolific composer, in 1945, at age
twenty-one, he won a scholarship to
study composition 3t the Berkshire
Music Center st Tanglewood, with
Aaron Copland.

In 1954, he was awarded the Juan
Landacta prize at the First Latin
American Music Festival in Caracas.
The following year, he attended the
premicre of a chamber work he had
written, performed by members of the
Boston Sy mphonr at the Berkshire
Music Festival. It had been com-
missioned by the Fromm M‘udc
Foundation. That same year, he pa
ticipated in Columbu Unlvennyx
Sixth Composers' Farum in New York
City. In 1958, Orbon reccived other
lmpomm grants, one from the

Foundation, the other
from lhe Kolmwlﬂy Foundation,
ing him to write 2 sym-

well<lefined character, lasting about
three minutes each.” The titles that he
e movement were, a5 he
writes: “to aid in the understanding of
what Ihadhndndmnwnmm
pleces. The statement calicd ‘Militant"
is based on a single theme, announced
in unison at the begimning by three
flutes, two oboes, bassoon and.
The '‘Cryptic’ statement is scored for
brass and flute, with an cccasional
use of bass clarinet and bassoon. The
‘Dogmatic’ statement is in tri
t‘orm. lhe middle section quotes the
theme of my “Piano Vuunonl ‘nne

for wing ;lm\e vAl.hou( double
basses. ‘Jingo’ utilizes the full orches-
tra. It is t in rondo form on &
chromatic melody, with episodic bows
to n wellknown tune. The final
section, 3 ‘Prophetic’ statement, is

in form and centers around
a chorale-like melody sung by the solo

trumpet.”

The work is scored for three flutes,
two aboes, English hom, two clarinets,
bass t, two bassoons, contra.
bassoon, four homs, three trumpets,
three trombones, tuba, timpani, per-
cussion and strings.
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phony.
Between 1960 and 1962, Julian
Orbon served as Associate Professor
at Mexico's National Conservatory,
assisting Carlos Chavez. In 1964 and
1965, he served on the faculty at
Washington University in St. Louis.
In 1967, an award from the American
Academy of Arts and Letters, made
possible a recording of his Second
Fartita. During the last decade or so,
Mr. Orbon has made New York City
his home.

The Pertita No. 3 for Orchestra
was commissioned by the Third Latin
American Music Festival in Caracas,
in 1965 and premiered at that time.
The work has been revised since then.
According to the composer, “It's
title ‘partita’ is uvsed in the same
fashion as it was used by Frescobaldi
during the 17th century, to denote 2
set of variations. It consists of four-
teen ‘motivic' variations and & coda.”
Mr. Orbon states that his mmdm}
concern was to express the “spirit ol
the variation, as employed by the
Spanish masters of the 16th century
and others up to Webern's Opus 30, =3
distinct from the more academic varia-
tions of the classical schools,”



Mr. Orbon's works have been per-
formed by leading orchestras through-
out the world. Several of his compeosi-
tions have also appeared on eatlier
programs of the Inter-American Music
Festival—namely a string quartet, and
his Second Partita.

Concerto for Trombone

Carlos Chawez
Born: June 13, 1889, in Muxico City,
Mexico

“Carlos  Chavez”, wrote Aaron
Copland, “has faced In his music
almost all the major problems of
medemn  music: the overthiow of
German ideals, the ‘objectification’
of sentiment, the use of folk ma-
terial in its relation to nationalism,
the Intricate ﬂnylhg:. the linear as
opposed  to  vertis wiiting, the
specifically ‘modern’ sound mages.
It is music that belongs entirely to
our own age. It propounds no prob-
lems, no metaphysics. Chavez’s music
is extraordinarily healthy. It is music
created not as a substitute for living
but as a manifestation of fife. It is
clear and clean-sounding, without the
shadow of softness. Here is con-
temporary music If there ever ‘was
nny.”

Chavez grew up in an outlying
area of Mexico City, and was readily
exposed to classical music. As o
youngster, he studied piane with
Manuel Ponce and Pedro  Luis
Orgazon, but these experiences were
somewhat insignificant. Most of his
music was self-taught, through books
and scores and observing various
performances.

His ecarliest compesitions were
premiered at a concert in Mexico City
in 1921. The following year, Chavez
went to Paris to learn more zbout the
new trends 0 modemn music. New
York came next in 1926. Chavez
returned to Mexico two years after
that, to become dirsctor of the
National Conservatory of Music in

Mexico City. Soon he was involved In
organlzing the Orquesta Sinfeakca de
Mexico, He served as its conductar for
the next two decades

Chavez's compositions began ap-
pearing on concert programs through-
out the world, and he was soon in
demand for lecture and conducting
engagements. In 1959, he was ap-
pointed to be the special Charles
Eliot Norton Professor at Harvard
University. The lectures from this
prestigious series provided the basis
for a 1960 book, Musical Thought.
The honorury professorship is just
one of many achievements and decor-
tions that Chavez has received, which
also include the Legion of Honor,
Order of the Crown of Belgium, snd
numerous other awards. Today, Carlos
Chavez ranks as one of Mexico's most
(Hustrious figures.

His musical output includes ballets,
choral works, six symphonies, several
concerti and an opera, The Visitors. ln
style his music Is eclectic, and follows
no specific school, Chavez, basically,
developed from an eardy full-fledged
romanticist to a highly individualistic
com)| According to critic Herbert
Weinstock, “All of Chavez's music
reflects ly optimistic attitudes
and unwavering convictions that music
must be expressive and communi-
cative, must never be thinned out toa
mere arithmetical game.”

The Trombone Concerto is his
fourth work to have been performed
at  these Inter-American  Music
Festivals. His score, Soli No. 2 was
premiered in Washington in 1961. Ten
years later, st the Fifth Festival his
Horsepower Suite was introduced, and
at the 1974 Festival his compaosition
Cuatro Soles was performed by the
Boston Philharmonia Orchestra with
the composer conducting.

The new Trombone Concerto is in
one movement, and was completed in
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the spring of 1976, In describing the
work, Cardos Chavez expresses these
thoughts about it in this fashion: “The
trombene is an instrument of extreme
altractive possibilities: rich vibrant
tones; beautiful sounding colors; full
of life; with wide range and total
response to fortes, pianos, pianistmos
and fortissimos; uncommenly 8pt 1o
singing expressivos; as well as engaging
in masculine tirades.
“When Per Brevig asked me to write
a concerto for him, I was happy to
try my luck with the trombone. That
Is to say, whether 1 would be able to
gve it all that it is capable of taking.
Naturally, nobody can. But I did what
1 could. And [ enjoyed myself to no
end, fancying possible musical possi-
bilities that tonight we will listen to
from Per Brevig. Otherwise. | think it
is 2 Concerto at least in the sense that
the Solo and Orchestra are in some
ways adequately “concerted"."”

PER BREVIG -~ Twenty-one years
ago, Per Brevig's career began in his
native Norway, as trombonist in the
Bergen Symphony Orchestra. In 1965,
Mr. Brevig moved to the United States
to perform s principal trombonist in
Leopold Stokowski's American Sym-
phony Orchestra. The following year,
he was appointed to the faculty of the
Juiltiard School. Four years later, he
had gained his doctorate degree and
became the head of the chamber music
department at Juilliard. That same
year, 1970, he became a member of
the faculty at the summer Aspen
Music Festival, and annually since
then he returns to Aspen to teach and
perform there. Currently, Mr. Brevig
performs as principal trombonist of
the Metropolitan Opera Orchestrs. As
in the past, he continues to coacertize.
His solo performances have taken him
to Japan, Europe and throughout the
United States, He is also the reciplent
of numeraus awards. Author of several
books on avant-garde techniques and
problems conceming notation and
execution, Per Brevig has apparently
done much to promote the trombone
its playing and its literature.
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“A GUITAR HOLIDAY"

ILLUSTRATIONS AND DISCUSSIONS

CARLOS BARBOSA-LIMA

By now, Carlos Barbosa-Lima is onc
of the most well-known guitasists on
the international music scene, familiar
to sudiences all over the Americas and
Europe. During the next two years, in
addition to his regular touss of North
and South Americs, and Europe, he
will be playing in the Far East for the
first time. He made his New York
debut in 1971 at Alice Tully Hall, and
since then, his annual recitals there,
always highly acclaimed, have become
a regular feature of that city’s concert
life, His Loadon debut also occured
In 1971, at the Queen Elizabeth Hall
and be has toured the British Isles
frequently. His Paris debut was al the
Theatre de la Ville in 1974 during the
Interational Week of Guitar.

Though still young, Carlos Basbosa-
Lima is & veteran performer. He began
studying guitar when he was nine and
at twelve he made his debut in both
Sdo Paulo, his native city, and in Rio
de Janciro. Soon after that, he went
on tour and also began recording, His
teachers have included Isaias Savio,
who recognized him as “an artist of
tomorrow™” and Andres Segovia, who
called him “gifted by the goddess of
music”. He made his first appearance
with orchestra when he was fifteen.
In recent years, he has performed with
many leading orchestras in  this
country, Last summer he made his
debut with the Philadelphiy Orchestra
at Robin Hood Dell and at the
Caramoor Festival in New York.

Many composers have created
music for him, Among them have been
Francisco Mignone, Alberto Ginastera,
Leonardo Balada, Guido Santorsola,
John Duarte, and Albert Harris, His
transcriptions of works by Scarlatti,
Handel, Bach, Haydn and other com-
posess  are  well-known  among
guitarists. Among his recordings, an
all-Scarfatti album was selected by the
Saturday Review as one of the best
classical recordings of 1971, For the
past three years, Carlos Barbosa-Lima
has  been  artistin-residence at
Camegle-Mellon University in Pitts:

burgh, where he also heads the guitar
department.

DANIEL BAQUERO JIMENEZ

Daniel Baquero, the noted twelve-
year-old Colombian guitarist, was bom
in Bogota on December 25, 1965. At
an carly age, he began to study guitar
under the guidance of his father, a
professor of guitar and violincello and
& member of the Sympheny Orchestra
of Colombia. At age seven, young
Daniel made his fist public appear-
ance, Then at eight, he won the first
prize at the National Competition for
Guitarists, organized by the national
television network of Colombia, In
August 1974, he performed 25 soloist
for the Colombian Natiosal Sym-
phony Orchestra in 2 memorable con-
cert under the direction of the
Guatemalan  maestro, Ricardo  del
Carmen. He has performed through-
out Latin America and in scveral
European countrics. Following a per-
formance i Spain, maestro Andres
Segovia referred to him in this way:
“...the young Colombian guitarist

Daniel Baquero has impressed me
profoundly with his natural abilities
in music and on the guitar. Sincerely,
this is an exceptional artist.”

LARRY SNITZLER

In seven years of professional
concertising, Larry Saitzler had given
more than three hundred perfor-
mances in North and Central America,
Western Europe and Africa. He began
studying the guitar with Sophocles
Papas in Washington, D.C. Three years
later he was accepted as 2 performance
studeat by Andres Segovia at a master-
class given at the Accademia Chiglana
in Siena, Italy. Mr. Snitzler continued
to study with Maestro Segovin during
a period of five years in both Spain
and the United States. He has slso
received instrumental instruction from
the French guitar-duo Presti-Lagoya
and the Italian guitarist, Oscar Ghiglia.

In January, 1967, Larry Snitzler
took up residence in Paris, France
where he was to remain for elght
yeary. During that time he studied
harmoany, interpretation and musical
analysis with Nadia Boulanger. He
later studied compesition with French
composer Jean Catoire. He retumed to
the United States inl974, and has
made his home in Washington, D.C.

Larry Snitzler is gifted not only as
an interpreter, but also in his ability
to communicate and share fully with
others the artistic experience. He has
wiitten & number of articles which will
appear in Guitar Player Magazine
during 1978 snd 1979, and the
National Endowment for the Arts
recently offered him a $4,000 grant
for “Programming in the Arts”, This
will be used to finance a thirteen-
week radio series entitled “Guitar
Notebook™ which he will write and
host. This series began in April, 1978,
and will be available for broadcast
throughout the United States via
National Public Radio (NPR)
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THE FESTIVAL ORCHESTRA
KAREL HUSA, Conductor
CARL GERBRANDT — Baritone
MORGAN STATE UNIVERSITY CHOIR

NATHAN CARTER — Choir Director

PEABODY CONSERVATORY CHOIR

THEODORE MORRISON — Cholr Director

Aurelia de la Vega (Cuba) Elegy for Orchestrs
(1925 )
Alberto Ginastera (Argentina) Concerto For Strings
(1916~ ) Vasiazioni per { sollsth
Seherzo Fantastico
Adagio ango
Fimae furioso
Sololsts: Nancy Ellsworth, First Violin
Eugene Dreyer, Second Violin
Leon Feldman, Viola
Robert Newkirk, Cello
John Ricketts, Bass
INTERMISSION
Karel Husa (US) An American Te Deum**
(1921~ ) for Mixed Chorus, Baritone Solo and

Orchestra.

Card Gerbrandt, Solotsr

**First Washimgton performance.

Elergy

Aurelio De La Vega
Bom: November 23, 1925, in Huvns,
Cubs

Born in Havana, Cuba, in 16
Aurelio de 13 Vega has been living
in Los Angeles, California, for almost
twenty years. He held positions in his
native land"as dean of the School of
Music of the University of Orlente,
advisor of the National Institute of
Culture, and president of the Cuban
Section of ISCM, before visiting the
United States on several lecture tours
and settling permanently in California
In 1947-1948 he was o student of
Emst Toch. He has been president of
the Los Angeles Chapter of the
National Association for American
Compesers and Conductors, and is a
member of the Board of Directors of
the ISCM West Coast Chapter.

Dr. De ls Vega is a pmhﬁ\ writer
on musical subjects. His works, for
all medis except opera, have been
heard in the United States, Europe,
Latin America and the Orient. Recent
Include  “E h
(1966), for oboe
“Antinomies"” (1967
danum’* (1970), for flute, viola and
vibrapho “Intrata™  (1972), for
orchestra; “Tangenss” (1973), for
violin and tape, and “Para-Tangents™
(1973), for trumpet and tape. His
First Quartet was premicred at the
First Inter-American  Music Festival
In 1958. At the Second Festival In
1961, another de la Vega score, his
Symphony in Four Parts was ;uven ts
flrst performance, and “Intrats”
performed at the 1972 Fes'nal
Natiopalistic  clements athalcd
briefly in his early music. After an
initial highly chromatic sl)lc that
evolved into free atonality, he em-
ployed twelve-tone techniques in an
unorthodox manner. Since 1967, the
composer’s style has been marked by

aleatoric procedures, open forms, elec-
tronic elements, graphic notation and
abandonment of dedecaphonism, and
characterized by an angular dramatic
treatment of the voices, lyrical and
passonate  arch  forms,  vigorous
thythmic cells and an intense pre-
occupattion with instrumental color

The Elegy, for string orchestra,
written in the summer of 1954, was
pn:mlucd in London by the Royal

Oschestra on N
m of that year, under Alberto Bolet
It is one of the last freely pan-tonal
works of the composer, before he
adopted the serial techniques. Highly
expressive and lyrical, the work has
s middle section that subtly employs
Cuban rhythms as a background for
2 densely chromatic contrapuntal
texture. Basically an A-B-A form,
the Elegy has become one of the most
performed works of the compaser,
having been heard innumerable times
in Europe, the United States, Latin
Americz, Japan, Puerto Rico, Canada,
Australia and South Africa.

Concerto for Strings, Opus 33

Amerto Ginastera
Born: Agril 11, 1916, i Buenos Aires,
Argontire

Ginasters is probsbly Argentina's
best known composer. Washington
audiences have come to know him
for his rather “modem sounding™
two operas, Bomarzo and Beatrix
Cenci. His atonal scoring, with its
“chance” and “tone cluster™ styles,
evolved In his later career. Ginastera's
carly compesitions were nationalistic,
and folk orented. His later musical
output now reflacts the new concepts
in serial and aleatoric technique.

Difficult 2s Ginastera’s music might
seem, the composer asserts that he is
expressing the decper feclings of his
age. He has said: “a work that speaks
only to the intelligence of 8 man will
never reach his heart. | think that a
work of art produces a feeling of
comprehension, 8 flow of sttraction
between public and artist, independent
of its structural implications, If this

fecling of
and sympathy is not established, then
no explanation will help the average
public to Fathom the inner meaning
of the work

Ginastera’s tzalning began at the
Conservatorio  Williams, Later, he
studied at the National Conservatory
in Buencs Aires under Athos Palma
and Josz Andre. While still a student
there, he composed & five-movement
work, Panambi which was premiered
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in 1937. Three years later, Margarita
Wallmann choreographed the score
and it was presented at the Turro
Colon as a ballet. Panambl with its
Klv.mrxh' and Villa-Lobos influences,

brought him intemational recognition.
In 1941, ln Kirsten, impressario
of the New York City Ballet, became
aware of his music and commissioned
the young Asgentinian composer to
write a similar folkloric ballet score.
The result was Estancia.

That same yi 1941, Ginastera
became a member of the faculty of the
Conservatory and Liceo Militar, Then,
in 1946 and 1947, he came to the
United States on 8 Guggenheim
Fellowship. Upon his return to Argen-
tina, he organized the Conservatory of
Music and Drama, and became its
director.

His intense musical curiosity led
him to absorb all kinds of trends and
methods of expression. As he explains

“I am not so much interested in
finding  sn  intdnsic  Argentine
|language because 1 know that if 1
achieve 3 personal musical idiom, this
will also be the Inevitable expression
of my surroundings. So 1 am no longer
searching for a national style, but a
personal one.”

“Today too much s written and
spoken on the subject of modem art,
and that is possibly because a great
part of this art fails to impress the
feelings of the public since some in-
formalist fashions—works which do
not have a severe formal organization,
have disturbed the real sense of art. .
Of course the feelings of & man—of
the twentieth<entury, are not ex-
pressed the same way ss the feelings
of a man of the romantic era, because
neither art nor life are the same as
they were. But we must not forget
people’s  sentiments, w*)m.h are as
eternal &s mankind itself.”




Ginastera's  Concerto for Strings
was commissioned by the Instituto
Nacional de Culturs y Bellas Artes de
Venezuela. It was given its premiere
by the Philadelphia Orchestra, under
Eugene Ormandy’s direction at the
Third Inter-American Music Festival
in Caracas on May 14, 1966. The
Concerto is actually an aduptation of
the score of Ginastera's earlier 1958,
String Quarter No. 2. Various move-
ments in the Concerto have been re-
arranged, and one movement has beea
omitted. A few extra messures have
been added; occasional sections have
been thickened, harmonically; and
several chords have been redistributed.

The first movement consists of 2
theme and four short variations per-
farmed by the five soloists. Here, and
throughout the score, these soloists

perform dissonant quarter-tones. The
snlo violin plays 2 melancholy theme,
against an ensemble of hushed chords.
The theme cnds in a seres of
arpeggios.

The First Vadation is i

An American Te Deum
for Mixed chorus, Baritone Solo and
Orchestra

Karel Huss
Bom: August 7, 1921, in Pragus, Czecho-
slov

According to Husa's parents, young
Karel was to become an engineer. To
round out his education, they gave
their son violin lessons when he was

ght, and flve years later included
piano lessoas, solely for his pleasure
In the early 1940's, Nazl occupational
fnn.es closed all unpncermg schools in
dovakia, Karel Husa
dmdod to devote himsell to music

His musical studies began at the
Prague Conservatory of Music in 1941,
Here Husa demonstrated unusual
dalent, In 1944, his master’s thesis, an
Overture for Large Orcheytra, was
premiered by the Prague Symphony,
with Husa himsell as conductor.
Then, between 1945 and 1947, Hust
ateended Prague’s Ac«kmy of Musical

by the cello, The nccnd vmlm |n a
ing bravura of si
excells in the vigorous Second Varia-
tion. The Third Varlation is a slow
recitativedike section, featuring the
viola. In the Fourth Varation, the
doublebass states the original theme,
and is then joined by the ensemble,
i doubl I

harmonic  arpeggios, ar’l’d various
bowed affects.
The Sewnd Mevemem oﬂ'zn 2

from trills, punclto. lr:molm,:ml ml
ponticello to bowed col legno. The
Scherzo theme here is fragmented be.
twoen the violins. At the end of the
first trlo, = “‘microtonal” cluster
appears, played by the upper strings.

The second trio adds an element of
“gmtesquede" with shrieking violins,
with glissando cffects and hammonic
tremelos.

In the Adagio, the theme begins
with the viola, and then is imitated
countrapuntally by the ensemble,
Three of its four phases are bullt on
chords, giving a tonal effect. The
movement develops into a highly
dissonant atonal climax, and concludes
with the original theme performed by
viola, and then copied by the vialins,
ending with a short fading epilogue.

The Finale appears as a perpetual
motmn plece. There is a constant
interplay between 3/4 and 6/8 meter.
The rhythmic opening theme, stated
by the first violinists, and revolving
around one note, shows folklike
clements. Tone clusters, and un-
relenting rthythmic drive, brings the
work to a frenzied end.

Arts and his work toward

u position he still maintains, Two years
after that, in 1959, Karel Huss became
a US. citizen

Karel Huss has conducted all over
the world, In this country he has con-
ducted major orchestras in Buffalo,
Rochester, Cincinnat, Syracuse, Balti-
more, New York, and Boston. One of
today's outstanding composers, he has
also been winner of various awards
and commissions. His 1969 Pulitzer
Prize for his String Quartet No. 3 is
perhaps the most significant honor
that he has received.

His best known score is Music for
Prague, 1968 which has been given
over 4,000 pesformances,  EHis
Apotheosis of This Earth has been
pesformed several times in Washing-
ton, D.C. and i among several of hu
recorded works which appear on the
Golden Crest, CRI and Everest Record
labels.

An American Te Dewm was com-
posed as the result of @ commission
that Karel Husa received from Loule
J. Ella and Joanne Pochobradsky, to

his ds with a work,
Jor Orchestra which the Prague Sym-
phony also performed.

In 1947, Karsl Husa moved to
France to study at the Paris Conscrva-
tory and to work with Arthur Heneuer
and Nadia Boulanger, He also
fected his conducting skills with Andte
Cluytens. In a short time, he was con-
ducting various mchtsm making
recordings, smdym new scores, and
also composing. His busy schedule
included 1 great dell of traveling and
guest conducting,

In 1954, an opportunity for change
oceurred when he was offered a three-
year teaching position at Comnell
University, It would provide time for
him to compose—and as he observed:
“prevent me from getting senile™.
Three years later, he became the
Director of the University Orchestra,

the onc-hundred and
twenty-fifth  anniversary of Coe
College in Cedar Rapids, lowa. Husa
created the vocal score during the
summer and fall of 1976, at his home
in Ithaca, New York. The initial per-
formance of Te Deum was given at
Coz College on December 5. 1976,
but the first performance featured
only & wind ensemble. Huss now has
rewritten the work using a full orches-

tra scoring.
In the pi m notes about t, Mr.
Husm writes: *1 have tried to ‘praise”

nature md mea together with God at
the dme that this country celebrates
its bicentennial,"

For his source matensl Husa has
tsken his texts from an old Latin T
Devns; from ngoem by Paul Engle;
excerpts from Ole E. Rolraag’s novel
Glants in the Eurth; verses from the
Amana Songbook; also a Moravian
folk song; a Swedish immigrant ballad;
Henry David Thoreau prose; and o
poem by Czech author, Otokar
Brezina.

It opens with a drumming section
reminiscent of an Afro-American and
Indisn Dance. In trbure to Dvorak, a
brief motif from his £ Flar Major
Quintet sppears at the end of the
second past . . . (a motif which Dvorak
took from an Indian song). Various
other Dvorak inflections appear
throughout the work.

PART ONE

. Drum Ceremony
2, We praise Thee, O God: we acknowledpe
Thee o be the Lord
All the eath doth warship Thee, the
Father evelasting.

-

When lbt Llnnk set off to soxm
One fine.

High on IM Bl we hesrd him cry,
On his wi

“Father o{ mu:e. Mothes 5o dear,
“Hear me call!

“Sister 1 Jove ua brother, too,
“Good-bye sl

*Toll me truly, when | retam,
“Deaz old Hal,
“Shall I find you, steadfast and true,
“Waiting still?"
“When I come home,
“Where will my dear
“Mother be?
“When 1 retumn will my beloved still
Tove me?™
(Morovian foik sone, mlated by Ruth
artin; used by of A
Music Publishers, Inc.)

4. We sold our home and then we started

On our journey far,

Like hirds that fly away
Under summer's waning star.

Oh, they'll come flying back
Wien the spring is @ the air,

But we shall never see agiln
Oar native kind so fuir,

(Sweedish emsigrant ballad from 1850')

»w

We paaise Thee, O God: we acknowlsdge
Thee to he the Lond

All the earth doth worship Thee, the
Father everlasting.

PART TWO

L

Al night the great praisie stretchod
herseld yolupteousty, Giantlike and full
of cunning, she Luaghed wftly into the
reddish mocn. Now we will see what
humman might may avail aginst us. Now
we will sce,

™

He was never at rest, except whee
Tatigue had overcome him and skeep had
taken him awsy from toil and fear. But
this was seldom, however, He found his
tusks too interesting to de a burden.
Nothing tired him out here. Evermare
beautiful grew the tale. And ewrmore
dazzlingly shown the sunfight over the
Tairy casthe.

(T excemiy from “Gamty in the Eorth

v Ofe ermizzion

Barper & Rovw abishers, e 9

8, Child, romember the moment of aue
bisch

Is the same instant that begins our dying,
And for a3 long as we eaduce the earth
All of our future is 2 tyoubled trylng

To lvam-do we die at midnight, or next

day,
Suddenly from infection’s ly eroslon,
Or will the time-bomb of the keart delay
For theve score years and ten its doll
explasion?
Yet in that time we do not whally die,
The memory of us outhsts our breath,
For we ate seattered among all who cry
Our name, or knew aus hands and face
5

Year after year, darkening year, our
deal
An utiered life longer than aur living.

(Powl Engle, from the “American (hild",
1956: Nfﬂnlﬂ by permission of Random
House, New

9. Have mercy on us, O Lord, Have mecy
upon s,

(Excerpt from the “Te Deum”™)

PART THREE

10.Holy, Holy, Holy Lord Gad of Hosts.
Heaven and earth ure full of the majesty
of Ty glory.

(Excerpt fromy the "Te Deum”)
Apallo spacecraft omo hundred miles
high

sces the thousad mile loag Midwest

as a woman's body lying on the varth:

her head 31 cool Ttssea to the nogeh,

her feet in the Gulf of Mexso to the
outh,

Ohic and Missouri Rivers her long arms,

fingers fondling Rockies and Apgak-
chians,

her neck in Misnesots, hee backbone

named for the loag-gone [ndian tribes,

Wisconsin, lowa, [llinois,

Missourl, Kentucky, Tenmessos,

Arkanss, Mississippi, Louksana,

head tied to tovs by their hard muscle.

Out of that beautiful body T was barn.

1t.nerpf Srom Hmvﬂ‘unl" by Faul Engle;
'y permission of the author)

11.There aze from time to time momings,
both in summer and in winter, when
espectally the world seems 1o begin
anew, beyond which memory need mat
o, for not behind them is yesterday
and our past life; whea, &8 i the mors-
ing of a hoar frost, there are visible
wffects as of @ oetain creative enerzy.
o« The worl hay visibly boen recreated
m the night. Momings of creatioa, |
call them. In the madst of these marks of
4 creative emergy recently active, while
e wan i tising with more than wsual
spheador, 1 look hack . . far the ers of
this creation, not into the might, bat to
a dxwn for which 5o man ever rose carly
enough, A motning which caries ws back
beyond the Mowmlc creation, where
crystllizations are fresh and anmeited.
It is the poet’s hour. Mormings when men:
are pew-botn, men who have (he seeds of
life b them.

(Henry David Thoreau, Jenuery 26, 1853)
12.Bohind a world s anothes workd,

star follows star when midaight darkens,

and :mw lhtm is one, circling around

and m fh;m thanders with mysteclously
udiant musie,

ind souls of those, who suffered the

most,
and enter within its sphece.

Hundzeds of brethrens have said: We
kmow its socrecy,
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the doceessd awake there from their
dream,

the living are passing away into skeep;

lovers have sabd: lts excessive radiance
blinds us

snd time, fike fragrances of unknows
fowers, will desitoy everyone;

and thase who keew the vision of secing
through ages,

are semilingly asking: Is it Earth?

{Otoksr Brezing [1568-1929], "Iy it
Farth?"; freely trandlated by Karel Hus)

13.Why s0 many tosrs ‘neath the moon o
mellow’

Why w-.h tender  Jongings  silently
expresse

Come nw,am trathes!

Ls this your spirit?

Cast out all your sorrow;

All will be well!

Awakea now from your fitful sumber!
Life and its sorow endure only for 2

it
this aight too will fiee,
and o new day will dawn,
in the twinkling of an eye—

Al will be well!
(UL, Schurz, “Abevdfrieden” , Amane
Somghaok, No, I“l Irensioted by Eve Noe)

Holy, Holy, Holy, Lord God of Hosts.
Heaven and carth are full of the majesty of
Thy glory,

CARL GERBRANDT, Baritone, During
a recent coast-to-coast tour, a crilic
remarked: “Mr. Gerbrandt has that
ability to command the audience's
total attention throughout because of
the intensity of his feeling. the sincerity
of his stage presence. and the lyncal
depth of his singing " His performances
Iuw taken him 1o Puerto Rico, Ba-
Canada and throughout the
u mlcd States.
Mr. Gerbrandt reccived his early
lraining in California, kter in Kansas
the Peabody Conservidory in
Balm\ore where he currently serves
as a member of its voice faculty. In
addition to his concert tours, he has
also appeared here with the National
Symphony, and with the Washington
Civic Opera Company.
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THE MACALESTER TRIO

DONALD BETTS, Piano
JOSEPH ROCHE, Violin
CAMILLA HELLER, Cello

Amy Beach (US) Trio, Opus 150**
HRTC194) Lento expeessivo-presto.

Allegro con brio
Heitor Villa-Lobos (Brazil) Trio No. 1 in C minor (1911}
g prrsibgminie s

Vivace -« Scherzo

Allegro troppo ¢ Final

INTERMISSION

Arthur Foote (US) Trio in C minor, Opus 5**
{11350 :::::i‘::‘gu"mma-lhm

Adagio molto — Asimato
Allegro commedo

**Recarsdings avallable by the Macalester Trio

Trio, Opus 150

Amy Baach
Born: September S, 1867, in Henaiker,
Hampshire

Died; Decembar 27, 1944, in New York
Ciry

Amy Marcy Chency was oddly con-
tent to surrender her maiden and
professional name to become famous
as Mrs. H. H. A_ Beach, alypeol‘num:
that hardly inspires conlidence in a
twenticth century sudience. It s
equally unfortunate that she Is

Emad.l remembered for “Ah Love,

t a Ay and “The Year’s ar the

\ because she actually was a

-enom "and very skilled composer,

onstrating talent from infancy,

she made her initial mark as a pianist,

and performed with the Boston Sym-

phony when she was seventeen. For
several years untl she married

Bn:h she gave recitals and formed

orchestras. after,
sh: appeared mfrequendy and devoted
her time to composing.

She was the g‘ml American woman
to write a major symphonic work, She
had studicd harmony in Boston with
Junlus Hill, but had taught herself
counterpoint and orchestration, She
WwTote numerous songs, a tremendous
quantity of church and chamber
works, 2 symphony, a l‘pmm concerto,
but this trio, dating from 1938, was
her single attempt in this genre.

Trio No. 1 in C minor {1911}

Meitor Vi
Bom: MG 1887, In Rio de Janciro,

Brasil
Died: November 17, 1950, in Rio de
Janeiro, Brazil

When Heitor Villa-Lobos was six
years old, his father altered s viola
for him to play in the manner of a
cello. From then on, he was fascinated
by the instrument. His father, his first
and most influential teacher, died
when Heitor was cleven. And with
very little formal schooling, the
youngster was then forced to make a
living the best way he could. Often, he
supported himself by playing cello in

restaurants and theatre orchestras,

For a brief period, in 1907, Villa-
Lobas attended the National Institute

of Music in Rio de Janeiro. However,
because of his distaste for academic
rules and classroom  restrictions, he

cfforts. From then on, what he leamed
was self-taught.

In 1908, his first composition,
Salon Waltz, a piece for piano was
published. ’lhn following year came &
suite for small orchestra, Canticos
Sertancjos. By the time that he wrote

his First Trio, he had already begun
to study the music of Bach. In the
finsl Allegro movement of the o,
one senses the blending of Bach's
style with Brazilian folk clements, in
some ways portending what would
eventually find its fullest manifesta.
tion In the Bachinias Brazileiras suites
that Villa-Lobos was to write some
thirty years later, This € minor Trio
was the first of three such works
scored for violin, cello and piano.

Ttio in C minor, Opus 5

Boen: March 5, 1853, in Salemn, Mass.
Died: Apeil B, 1837, in Bostan, Mass.

Arthur Footes life spanned both
the nineteenth and tweatieth con-
turies. His orlentation, however, lay
completely in the earlier ommry
Unlike mest outstanding compose:
and performers of his day, he did nol

pulsating figure. The Finale is perhaps
the most individuslistic movement of
the entire score, Foote begins to
imitate Mendelssohn's chorale theme -
as structured in the WuzlS Trio. But
instead of a Lutheran chorale, Foote
inserts something in the nature of an
Amencan Protestant hymn, glorifying
the rich sentimentality common to
aineteenth century American church
music. The first statement of this
hymn is followed by a fugal section,
that ends in 2 grandioss way. Arthur
Foote’s organ training is reflected in
the development of the brilliant
musical conclusion that unfolds.

THE MACALESTER TRIO — Formed
in 1968, the Macalester Trio was
organized to serve as the Artistsdn-
residence tric on the campus of
Mascalester College in St. Paul, Minne-
sota. Since then, the Trio has dwn
regular concerts both on the school
campus as we_\ll as at other colleges and

rsue  his  musical
rope. Instead, he acquired hs
baccalaureate degres from Harvard in
1874, studying composition under
John Knowles Paine, and the follow-
Ing year received his Master's degrec,
the first ever given at Harvard for work

in music,
Fm thirty-two  years he was
at Boston’s First Unitarian

He was one of the founders of the
American  Guild of Organists, and
fgrved as its president from 1909 to
As a composer, he was a member of
the highly respected group hxovm Sl
the ton Classicists,” ln~
cludzd mdn men as George
Chadwick and Horatio Pakgr His ﬁr:l
works were three pieces for cello and
plano, which were publnhed in 1882,
By 1900, his scores
on the Bottun ony com:erls
Muost oflmmunc like that of his con-
temporaries, tended to copy the music
of Central European composers,
e Opus 5, Trio dates fmm 1884,

also i the key of € mhof Foote
Tearned his lessons well, ucing a
work with four buulir ly hlhmcd

themes. The work opens with a waltz-
like theme, followed by 2 second
subject which suggests Brahms, The
second movement seems sentimentally
nostalgic, in & sweet and lyrical
fashion, The emotional heart of the
work appears in the Adagio, which
begins with 2 dignified theme, and
then is followed by 3 more dramatic
episode. It concludes with muted
strings. while the piano joins in with a

Minncsota has besn underwritten from
funds made possible through a series
of grants by the Minnesota Arts
Council. The Trio has slso served as
the “in-residence-artists™ at the Minne-
apolis Institute of Art since 1972,
its ten-year existence,
Macalester artists have made various
recordings for Vox, CRI, Ampria, and
Golden Crest records.
DONALD BETTS, Planisr. Mr. Betts
c rren Madlo“d:t piano department
ester Co After graduating
l'rom the School gMunc at Indiana
University, Donald Betts moved to the
Twin Cities in 1959 to teach and per-
form In various groups. Since then he
has appeared as soloist with the Minne-
;‘Polﬂ m‘: St. Paul Orchmrkc. and has
ven ree  New  Yorl
Recital Hall concerts. s
CAMILLA HELLER, Cellizt, Bom in
Applelan, Wisconsin, Miss Heller
her studies at the Conservatory
of Music at Lawrence University, She
then atteaded the University of
Michigan and upon her graduation in
1955 was awarded the University's
Idghest honor, the Stanley Medal. For
several years she performed as a
mm;hard?'r the fowa String Qurlet.ulln
196! organize the
Concert Arts Q'Ip:ldnber Piayers, which
continues currently to perform at
Bowdoin College in Maine,

JOSEPH  ROCHE, Violinist. The
Macalester’s violinist, Joseph Roche,
was born in Madrss, Indiz, and came
1o the United States in 1953 to smdy
at the New England Conxmto?'
Music. Following his graduation

the Canservatory, in 1959, he jolned
the string section of the Mlmr.apoﬂs
Symphoay. Since then, he has also
performed in various other ensembles



Carlos Rausch (Argentina)
(1925)

Morton Feldman (US)
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Silvestre Revueltss (Mexico)
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PAUL ZUKOFSKY, Violin
URSULA OPPENS, Piono

Sonata for Violin and Piano
P
Nocturne
Molto Intenso — alls cadenza

The Spring of Chosroes (1977)*

Three Pieces (1932)
Allegro
Lentamente
Aliegro

Sonata for Violin and Piano (1935)

Allogro ms non troppo (quasi moderata & sempre

semplice)
Allegrotto poco vivace
Adagla
Vivace

Sonata for Violin and Plano

Carlos Ruusch
Bom: 1925, in Busncs Aires, Argenting

Educated in  Argentina, Carlos
Rausch was a student m composition
of Juan Carlos Paz. Rausch first came
1o the United States twenty years ago.
His music was first heard here in 1959
at & Composer's Forum Concert in
New York City, During the last several
years. he has been working in electronic
music, at the Columbia Princeton Elec-
tronic Music Center.

Rausch's Sonmata for Violin and
Piano was composed in 1967, and is
dedicated to Paul Zukofsky, The first
movement has two subjects. The first s
of an ostinato-like character. The
second subject has the qualities of a
chorale. The sccond movement s
entirely different in both texture and
sonority, and moves without a sense
of pulse. A short cadenza appears in
the lyrical concluding movement, and
ends with @ chorale-like statement
similar 10 that of the first movement

The Spring of Chosroas

Born: 1926, in New York City

Morton Feldman began to study
the piano when he was twelve with
Madime Maurina-Press. Three years
Later, he was leaming counterpoint and
composition with Wallingford Riegger.
Later. he also worked with Stefan
Waolpe. In 1950, he met John Cage. That
meeting had a great influence on his
future works. Since then, his composi-
tions have found their way into various
avant garde chamber music concerts
and on recordings by Columbia, CRI,
Vox and Mainstream Records,

In 1971, he was invited by the
Deutscher Akademischer Austausch-
dicast to be resident composer in Ber-
lin. The following year, when he
returned (0 the United States, he
became a member of the faculty st The
State  University of New York in
Butlalo.

His music is often quiet and re-
strained, and loosely constructed. His
new work, The Spring of Chosroey,
which s receiving its first performance
at this Festival, was commissioned by
the McKim Fund of the Library of
Congress and was written for Mr.
Zukofsky, Its title is named for
sumptuous carpet, reputed to have
been made for the Sassanian King
Chosroes [, who lived from 531 to
579 A, D. The carpet was made of silk,
gold, silver and precicus jewels, and
was supposed 1o depict a garden akin
to paradise

Three Pleces (1932}

Silvestre Aevuettas

Bomn: Decembar 31 100, in Seliage.
Papasquiaro, Durango, Mexico

Died: Octaber 5, 1940, i Durango. Maxico

Silvesire Revueltas began his mu
sical training as a violinist at the Insts
tute of Juarez de Durango, and later
was a pupil of Vaslav Kochansky and
Sevcik, He studied composition with
Tello in Mexico City. Between 1924
and 1926, he presented a series of
modem mausic recitals with Carlos
Chavez, Later he assisted Chavez as
conductor of the Symphony Orchestra
of Mexico. But it was not until 1929
that Revueltas began to compose. Thus,
in the remaining cheven years of his
life. he crowded into that bricf time

a great treasure of compositions
runging from chiamber music, 10 orches-
tral works for radio and films.

I'he Three Pieces are typical of his
work: bricf, acerbic and highly evoca-
tive of his Mexican origins.

Sanata for Violin and Piano

Artur Schrsbel
Born Aprd 17, 1882, in Lipnik, Austrian-Polang
ied: August, 1951, in Switzertand

Artur Schnabel's parents recognized
their young son’s talent, und 100k the
young boy to Vienna to study with
Hans Schmitt, Then. from 1891 to
1897, he worked with Theodor Les-
chetizky, the great piano teacher of his
day. A successful concert carcer fol-
lowed for Schnabel with tours through
FEurope. He also shared recitals with
the viofinist Carl Flesch. His American
debut took place on Christmas Day.
1921 at Carnegre Hall

In the eardy 1930s, his unusual
offering of all Beethoven Piano Sonatas
on his concert tours, brought him to the
artention of concert goers throughout
the world. For several vears, he re-
peated this feat in the major ¢
the world. With the advent of the Nazis.
Schaabel lefi Germany, where he had
misde his home since 1927, and settled
in Loadon. In 1939, he came to the
United States to live

Because he was a remarkable piano
virtuoso, his composing Lakenis were
often overlooked. Schrabel was a re-
markable inventive composer, who
created guartets, sonatas. and a piano
concerto. His Sonata for Violin and
Piano, that is featured here. is one of
his two magor works for violin. (The
other is an unaccompanied Suite in
five movements.) The four movement
Violin Sonata s extremely complex.
both rhythmically and contrapuntally.

N

PAUL ZUKOFSKY, Violinist. Thirty
one years ago, when [ ar-old Paul
Zukofsky began the violin, there was.
some question about his future career.
But it was obvious that his Brooklyn
Heights. New York family was cul-
turlly minded, Paul's father, a poet,
was greatly concemed for his son's
education. The following year, when
Paul was five, he took his son 10 the
pous violin teacher. Ivan Galamian.
and from then on. under Galamian's
guidance, Paul Zukofsky's carcer was
determined.

For a brief ume, the youngster
attended first grade. His parcnts felt,
however. thal they could give him a
better education through private twtor-
ng, and peoceeded 10 do it themselves.
Al thirteen, the young teenager passed
the New York City high school pro-
ficiency exam. and was able to enroll as
a college student at the Juilliard School
of Performing Arts. During this penod,
he gave three New York-Carnewe Hall
recitals. In 1963, at age twenty, Zukof-
sky received his Master's degree. His
doctorate came next, with a thesis on
contemporary violin technique. Today.
Paul Zukofsky is recognized as one of
the chief exponents of conlemporary
vidlin playing.

Composers  have  wrtten  works
expressly for him. He has premiered
concerti by Penderecki, Sessions. Eark
Brown, lain  Hamilton, Charles
Wuorinen and Bruno Maderna. In
addition to the new works, Mr. Zukof-
sky has also presented neglected
scores by such  twentieth-century
composers s Charles Ives and Fer-
ruccio Busoni,

Inaddition 10 concert performances,
Paul Zukofsky also finds time to teach,
and present workshops on modern-day
violin approaches and methods. He




lectures at varous college campuses
and also writes extensively on the
subject. For the averuge listener, he
imparts these thoughts: “Justsitin your
chair, open your mind, and try to con-
centrate on what you arc hearing. If
you have heard it once and you abso-
Jutely can't stand it, try and hear it &
second time. If your attitude changes to
boredom the second time, then forget
about it
TIhose interested in the modern-day
violin reperioire, might wish to study
some of the music thit he has recorded
on the CRI. Nonesuch and Crest rec-
ord labels, His discography totals more
than two dozen bums.

URSULA OPPENS, Pianist, Last year,
Ursula Oppens was the winner of the
coveted Avery Fisher Prize —an award
that is given 1o a young pesformer, for
outstanding achievement in classical
music. Just a few years ago. she helped
0 nxpmu: the Speculum Musicae,

group of New York

Dichotomy

Watinglord Riegger
Bom: April 20, 1885, in Aligny, Georgin
Died: April 2, 1961, in New Yark City

Boen in the post-Civil War period.
in the deep South, Wallingford Riegger
began his musical education al the
wrn-of-the<entury in New York. at
the Institite of Musical Art (later to
become the Juilliard School). He was &
member of its first gradvating class in
1907, That same year, be left for Ger-
many to study composition with Max
Bruch. His early compositions reflect
this German influcnce, Three vears
Tater, he waas back in the United States
playing cello in the St. Paul Symphoay.
Then. in 1913, he returned to Germany
where he conducted several orchestras.
When he retumed to the United States
in 1917, he became head of the Theory
and Cello department it Drake Univer-
sity in Des Moines, lowa

By the early 19205, composing be-
came his main interest. Gradually be
Wiks GAINIMg TECORNITION as & Promising
artist. His first published score, Piano
Trio in B minor, brought him the 1922
Puaderewski  Prze. His  American
Polonaise, Opus 3 also achieved a
warm reception in 1923. Then, in 1924,
he won the Elizabeth Sprague Coolidge
Award for his score, La Belle Dame
Sans Merei, Opus 4.

Most composers at this point were
looking toward the French impres-
sionistic school of music— Ravel and
Debussy. Milhaud and the like. Ricgger
instead, associnted with Edgar Varese,
Charles Ives, Charles Ruggles and
Henry Cowell, and together they
formed the Pan American Society of
Ce By 1925, Reegger was

musiciians, who perform and
contemporary music. Elliott Carter's
1976 Pulitzer Prize score, A Mirror on
Whick to Dwell, was wnitten especially
for the Speculum Musicac.

Ursula Oppens was born thirty-four
years ago, in New York City, Her
mother, a pianist and pupil of Anton
Webemn, began teaching her puano.
Ursula’s music carcer began after
college. A graduate of Rudcliffe College
in Boston, Miss Oppens received her
Master's degree at the Juilliand School
where she studied with Rosina Lhe-
vinne. During 1970, sbc studned nbvcad
under & Martha Ba +

experimenting in an atonal style, and
was one of the first in America to use
the twelve- tone system. Ricgger. how-
ever, never fitted any specific school or
Tabel. His musi: could be brusque and
discordant. terse and forceful. as well
as lyrical and romantic.

In 1928, Riegger moved to New
York, and eventually began teaching in
the City at the Juilliard School und at
Columbin  University. During  the
1930s, he was involved in writing ballet
music for Martha Graham, Doris
Humphrey and  Charles Weidman.
Recognition finally came in 1948, when

Grant. The mvnms yeal. she had
won first prize in the Busoni Inter-
national Piano Competition in Bolzano,
Traly,

In recent years, her concert career
has taken her through Euwrope, and
South America. Currently, she is in
great demand as an accompanist and
as an ensemble player. Her reputation
has also expanded as a result of her
CRI and Vox recordings.

his Third Symphony wis awarded the
“nitie’s Ci

completed in 1931,
and became one of Riegger's most
important works. His use of the twelve-
tone system in this score, shocked and
surprised sudiences. In structure it is
linear, expressive, and thythmic. Musi-
cal ideas are explored and expolited
without the thought of resolution. The
work features two tone rows. The first
appears in the violin pizzicato. The
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second comes nine bars later. Inter-
sperced throughout the serial music are
diatonic and chromatic scale fragments.
Divergent  elements wre used one
against the other, in combinations that
scemed radical at the time.

Double Concerto for Harpsichord
and Piano With Two Chamber
Orchestras

Elliott Carter

Born an December 11, 1908 in New York City

From the attention that Elliott Car-
ter has received as the result of winning
two coveted Pulitzer Prizes for his
Quartet No. 2 in 1960 and for his Quar-
ret No. 3 in 1973, one would think that
this is the sole media for which he
writes, or for which he is famaus. This
would be a misconception. His Con-
certo for Orchestra, his Piano Concerto
and the Double Concerto are certainly

equally slgv\i!xnm

Carter is onc of (he most important
composers of our day. His music is
complex, intelkectually demanding, and
challenging 1o perform. Yet. his music
communicides. Coplind describes Car-
ter as a “figure completely in commind
of what he wants to do. You can hear
any new work of his with confidence.™

Of shight build, with grey hair,
bushey eye-brows, and a cherubic face.
the sixty-nine-year-okl composer con-
veys his intelkectuality with @ sense of
humor. Early in his career. he wis one
of the few musicians who came (©
know and be associated with composer
Charles Ives. 1t was Fves who encour-
aaged him 1o attend Harvard University,
Here he worked with Walter Piston,
and then ako received his Master's
degree from there, in 1932. Next, he
went to Paris for three years 1o work
with Nadia Boulanger.

His first works were performed
while still a student. Since then, Mr.
Carter has compiled @ long list of out-
standing compositions that have been
performed all over the workd. In addi-
tion 1o composing. Mr. Carter has also
been on the faculties of St. John™s Col-
lege i Annapolis, the Peabody Insti-
tute in Baltimore, Columbia University
and Queens College in New York City,
Yale University in New Haven, and
the Massachusetts Institute of Tech-
nology in Boston. He also has servesd
as composer-in-residence at the Ameri-
can Academy in Rome, in Berlin and at
the Berkshire Music Center as well as
at the Aspen Summer Music Festival.
Since 1966, Mr. Carter has been a fuc-
ulty member at the Juilard School in
New York.

His Double Concerfo was com-
pleted in 1961 and was dedicated (o
Paul Fromm, sponsor of contemporary
composers Uhrough his Fromm Foun-
dation. Antiphonal in structure, the

Wallingford Riegger (US)
(1885-1961)

Elliott Carter (US)
(1908~ )

Louis Jorge Gonzales (Argenting)
(1936~ )

Charles Ives (US)
(1874-1954)

* First Washington performance
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FREDERICK PRAUSNITZ, Conductor
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Double Concerto for Harpsichord and Piano,
with Two Chamber Orchestras

Soloksts:  Jack Ergo, Harpsichord
Paul Hoffman, Piano

INTERMISSION

Tamaras *

Second Orchestral Set



work is in seven interconnected sec-
tions. The orchestra is divided into two
groups. The harpsichord is grouped
with an ensemble of flute, horn, trum.
pet, trombone, viola and contra-hass.
The piino, on the other hand, is joined
by un ersemble of oboe, clurinet, bas
soon, horn, violin. cello and percussi
Carter tells us that the groups “are par-
tially separated musically by the fact
that each emphasizes its own repertory
of melodic and harmonic intervals,
Each is ulm repn:ﬁemed by a ecnam

group plays pul)m)'lhmw! four against
seven: while the plano ensemble uses
five against three "

In providing mmnmblc nwtlcms,
Carter feels that the score is a “con-

diverse
and mutual interragtions, conflicts and
resolutions with pw(hmer dcca\* dur-
ing a specific time sequence.”

In the Introduction, cach group's
material becomes progressively more
difficult. A Harpsichord Cadenza fol-
lows. Then an Allegro scherzando sec-
tion features the prano. An Adagio for
wins, of both groups, comes next. The
harpsichord then proceeds with &
Presto. A second Cadenza then leads
1o a presto stated by all the instruments.
After a brief pause, the work conchudes
with an extended Code,

Tamaras

Luis Jorge Goneakes
Born: January 22. 1936, In San Juan. Argenting

A npative of Argentina, Luis Jorge
Gionzakez began his musical training at
the University of Cu Yo. in his native
country, and worked privately with
Erwin Leuchter. Luis Jorge Gonzakez
is abso @ product of an Amencan mu-
sical education, having received both
his Master’s and Doctorate degrees
from the Peabody Conservatory of
Music in Baltimore. His teachers there
were Earle Brown and Robert Hall
Lewis,

Mr. Gonzalez writes for orchestra,
chamber ensembles and solo instru-
ments. He has received various awards
from the Percussive Arts Seciety, the
National Endowment for the Arts, the

sions are complemented by the devel-
opment of festures previously hinted
al; each section grows from the other.
mantaining a sense of organic unity
‘The clusters have varsed internal struc-
ture. sometimes they are solid. at other
times have hokes in them: but always
the overall sonority is most important
Complex chords (seven, eight or more
tones) are revealed sometimes as ‘tone
clusters.” Other sounds are spaced out
in various kinds of version. In the
fast section, the superimposition of
short melodic fragments pnxhnxs the
effect of a tone cluster in motion,
colored by the gradual intervention of
all the other instruments.

Socond Orchestral Set

Charies Ives
Born: Dctober 20, 1874 inDantuiry.
Died; Mary 19, 1954, in New York City

Charles Ives, son of a Connecticut
bundmaster. leamed the rudiments of
masic from his father early in life. Ives
received his formal musical education
at Yale University, under Horatio
Parker's supervision. But Parker’s
teaching was too conservative and the
restraints too extreme. Ives felt chal-
lenged o explore new sphcrtsofswvﬂ
He created music far in advance of its
time. Some fifty years later, composers
began to write the radical polyrhythmic
and multi-harmonic tonal music that he
devised at the beginning of the century,
Ives chose composing as an avocation
while pursuing & very successful career
in the insurance business.

He wis extremely shy and reticent.
With medest pride, he recognized the
large gap between the music he wrote
and the music that the y:n:mlpublw
enjoyed. Recognition came late in his
life. and much of his music, he never
lived to hear performed. Aloof, and able
to remain separate from his peers. he
nevertheless was greatly attuned to the
day-to-<day nuances of living, which
found expression in the music he
created.

His Second Orchestral Set consists
of three «w'ur pleces, written in

1913, 1911, 1915, mnvcly
The first two. xtlbcl the composer’s in-
with ican folk melo-

Henryk
petition and from the Peabody Con-
servatory.

The ulk for his composition, Ta-
maras, s taken from the Spanish word
for a bunch of dates (fruit in a paim
. Ln describing the music he tells
“The image of chssters of sound,
differ in shape, coloes and texture
‘hanging” in space. This is the genera-
tive idex of the composition, Different

f i |

for
have been applied in each section of
the piece. Contrasting orchestra dimen-

dies. The third has personal connota-
tions. The first piece is based on 2 tune,
An Elegv 1o Our Forefathers and me-
morializes Stephen Foster whose “Oid
Black Joe™ and “Massa’s In the Cold
Ground” are used in polytonal permu-
tations. The second section is taken
from one of Charles Ives’ own Ragtime
set of piano pieces, his 1904 revival
hymn, “Bringing in the Sheaves,” plus
the chorus of “1 Hear Thy Welcome
Voice." The third piece refers 1o an
event that occurred to Ives on May 7,
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FREDERIK PRAUSNITZ, Conductor,
Born in Cologne, Germany., educated
in the United States. Frederik Praus-
nitz began his career as 4 conductor at
the age of twenty-three, when he
appeared as the winmer of a conductor’s
competition. For his first prize he was
given an opportunity to conduct a
concert with the Detroit Symphony.
The following year, in 1946, he received
his graduate degree from the Juilliard
School in New York. For the next
several years, he remained at Juilliard,
s teacher, conductor, and administra-
tor. During the late 19505 he began
1915. As he deu:nbet the strange per-
sonul episode: 1 was standing on the
pluu’mm at Hanover Square Station on

he Third Avenue Flevated train line in
Ncu York, al the close of business. At
rush hour, six o'clock, the plice was
pucked. Suddealy newsboys appeared,
crying out that the Lusitania had been
sunk by u German U-boat. American
entry into the war was inevitable now.
From the street below. a hurdy-gurdy
sounded the tune of 'In the Sweet Bye
and Bye'. Spontancously the entire
rush hour crowd began singing even
after the train arrived and they all
crowded in."

conducting orchestras in Vienna, Ham-
burg, and Cologne. In 1961, he moved
10 Boston and became director of the
New Englisnd Conservatory Orchestra.
He received the American Bruckner
Society's Gustay Mahler Medal in 1974
and its inscribed quotation by the com-
poser. “My time will vet come™
describes much about Mr. Prausnitz
himself.

Last year, Mr. Prausnitz arrived to
head the Peabody Symphony Orches-
trit, bringing his twenty-year profes-
sional teaching and conducting skills to
this new assignment. In commenting
recently about this new position, Mr.
Prausnitz remarked: “A conductor is
the interpeeter for a composer who can-
not leave the same kind of tangible
legacy as a painter. The musi
has to maintain youthful flexibility and
Tiveliness in order to serve the music.”

MEXICO TODAY

Symposium on Contemporary Mexico
September 29-November 16

Organized in cooperation with the Mexican Government

Under the sponsorship of the National Endowment for the Humanities,
and the National Endowmcm for the Arts, Meridian House International,

the Smith i

Associate Program and the Center for Inter-

American Relations.

Panel discussions — Art exhibits — Films ~ Crafl demonstrations — Performances

TOPICS TO BE DISCUSSED:

October 3: The People of Mexico: Images and Realities
October 9. Creativity: Contemporary Thought and the Arts in Mexico
Oclobcr Io The Mexican Political System: The State, the Society and the Individual
Economic and Social Development in Mexio
Oclober ‘0 Mexico and the World
November 6 Key Issues in Mexican-U. S. Relations: The Border that Divides Us and Unites Us,

Corvoran Gallery of Art

George Washingion
Universiry Gallery
Library of Congress
Meridian House

Museum of Modern Art
of Latin America

National Collection
of Fine Arts

National Grographic
Phillips Collection
Renmwick Gallery

Seithsonlan Folk Life

Smithsonian Associares

PARTICIPATING ORGANIZATIONS:
i of F iic Works of Manuel Albarez Bravo

Sept. 29-Nov. 16)
Slide Show of works by architect, Luis Barmagan (October)

Mexican Book Experts (Oct. 10); Poets (Oct. 31): Music (Nov, 10}
Speakers and C v F (Sept. 29-Nov. 10
Contemporary Mexican Paintings (Sept. 29-Oct, 29)

C of Mexican-U. S, art on: “The Common Situation —
Colonmlism to Independence™ (Second week in November)

Celebration of Life: Art of the People (Oct. S-Feb. S)
Exhibit of Rufino Tamayo Works (Oct. 6-Nov. 6)
Mexican Ceramics and Masks (Sept. 29-Feb. 19)
Demonstrations by Mexican Artisans (Sept, 30-Oct, 7}

Mall Festival featunng folk musicians and dancers from Mexico
(Oct. 4-Oct. 10}

Films, Courses, Workshops (Six week series)

Mark Lewis, Coordinator and Director
Meridian House Intermational

1630 Cresent Place, NW.

"Washington, D, C. 20009 (Phone: 332-1025)



