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NOTES

Eiuges pour pisne

Gyorgy Ligeti hes a multi- national background: he was bornin 1923 in a village in Transylvenia
{ Rumania teday), where Hungarian, German and Rumanian were spoken. He divided his studies in
music between the Cluj Conservatory and Budapest's Superior School of Music, and from 1949
onwards, following Bartok's example, he studied folk music, to which he devoted several
remarkable essays. At the time, Schoenberg and Berg were scarcely known in Hungary: “until
1952, | didn’t know that electronic or serial music existed...” says Ligeti today.

In 1956 faced with Russian tanks, Ligeti chose exile in the West, and it was in a Cologne filled
with electro-acoustic sound that he developed his own langusge. He settied in ¥ienna in 1959, took
Austrian citizenship, and taught in Darmstadt, Stockhoim, Berlin and Hamburg. After producing
exclusively electronic pieces—&7issengy (1957), Artrkulstion (1958)—Ligeti turned to
instrumental and vocal composition, and at once made his name as a post-serial musician. Even
today, Ligeti's music is unlike any other: in it one can find thet curious mixture of tradition {his
Tove for strings and voices) and modernity that is so specific to Ligeti alone.

in the words of the composer: “At the center of my compositional intentions in these études lies a
new conception of rhythmic articulation. | had worked for the first time with the idess of
superimposing rhythmic grids of various densities in Fremes Symphonigue for 100 metronomes
{1962). Several years later in Loatinuum for harpsichord (1968), | experimented with an
illusionary rhythm: the interpreter plays a very fast, even succession of notes, but as a result of
the frequency with which certain notes reoccur, what we primarily perceive are slower, disjunct
rhythmic configurations. | further developed the idea of illusionary rhythmin feaument Tor two
pianos { 1976) where both pianists play similar musical phrases, one in duple and the other in
triple meter.

“¥hile writing these pieces for two pianos in 1976, | was unaware of Nancarrow's music and that
of subsaharan &frica. However, | have always hed an interest in picture- puzzles, paradoxes of
perception and ideas, for certain aspects of the shaping and building of form, for growth and
transformation and for the distinction between various levels of abstraction in thought and
language. Furthermore, | am very partial to the works of Lewis Carrol, Maurits Escher, Saul
Steinberg, Franz Kafks, Boris Yian, Sandor Wedres, Jorge Luis Borges and Douglas R. Hofstadter.
Since the beginning of the 1980s this list of stimulating interests has been extended to include the
highly complex music for mechanical pianos of Conlon Nancarrow, recordings from Simha Arom’s
collection of Central African music snd Benoit Mandelbrot’s fascinating ‘fractals’.

“One often arrives at something qualitstively new by unifying two already known but separate
domeins. in this case, | have combined two distinct musical thought processes: the meter-
dependent hemiola as used by Schumann and Chopin and the additive pulsation principle of African
music. Stemming from the mensural notation of Renaissance music, the hemiola arises from the
metric ambiguity posed by a measure of 6 beats, which can either be divided in three groups of two
or in two groups of three. inAfrican music there is a ground layer consisting of fast, even
pulsations which are however not counted a3 such but rather felt, and an upper layer of
occasionally symmetricsl but more often asymmetrical patterns of varying length, though always
even multiples of the basic pulse. That which is eminently new in my piano études is the
possibility of a s7ng/e interpreter being able to produce the illusion of ser¢rg/ simultaneous
lsyers of different tempi. That is to say, our perception can be outwitted by imposing a ‘European’
accent pattern onto the non-accentusted ‘African’ pulsation.



“It would however be inappropriate to assume that my piano #tudes are g direct result of these
musical and extra- musical influences. By revealing my interests and inclinations | am merely
indicating the intellectual environment in which | work as a composer. Moreover, in my music
one finds neither that which one might call the ‘scientific’ not the ‘mathematical” but rather a
unification of construction with poetic, emotional imagination.”

—Stuart walters

Lherenge

Composer /T utist Michael Colquhoun i3 currently active as a solo recitalist, as director of his
genre-bending performing group “The MC Band,” 83 president of the Composers’ Alliance of
Buffalo, and in numerous arts-in-education programs. He has earned his Ph.D. from SUNY Buffalo
where he studied with Robert Dick, Morton Feldman, Cheryl Gobbeti, Lujaren Hiller, and Leo
Smit. Several of his works have been published and are widely performed throughout the U.S.

In the words of the composer, “Salsa is a popular Hispanic American urban dance music with deep
African And Cuban roots. Charanga is a style of Salsa which was popular from the 1920's
through the 1970's. What made Charanga unique was that along with the usual percussion section
{congas, bongos/cowbell, timbales, maracas/quiro and clave) there was a string sectionand a
flute 1ead. When the music was corensngy or “cooking™ the percussion, piano, bass and strings
would play a powerfully swinging, polyrhuthmic pattern over which the Charangs flutist was free
to improvise complex and intricate riffs. These days, while 3alsa is a3 popular as ever, the
Charangs as a separate entity is rare. The flute, however, continues to be an importang solo
instrument. This piece is a cubist portarit of Charangs, and is dedicated to all the great Latin
Charanga flutists.”

Lapitvle Siets

| began to set to music the seventh chapter of Julio Cortazar's nove Kayuels ( Hopscotch),
captivated by the sound of its opening words “Toco tu boca . . = and the rhythmic regularity of some
of its phrases, slong with its natural rounded form. The piece is composed in a succession of 29 .
modules which can be performed in different orders. The entire work is essentiatly in two parts,
each of which is composed of three sections, framing the continually evolving image suggested by
the text.

The sesthetic cycle of the chapter is emulated by the trilogy of soloists impersonating the action
from three different angles, while the choir — using isolated syllables, words or short phrases
extracted from the body of the text — creates the musical background for the rich visual
suggestions impregnated by a heavy sensuality.

— Adrians Yerdi¢

Capitulo Siete

Toco. tu boca, con un dedo toco el borde de tu boca, voy dibujandola
como si saliera de mi mano, como si por primera vez tu boca se entreabriera,
v me basta cerrar los ojos para deshacerlo todo y recomenzar, hago nacer
cada vez la boca que deseo, la boca que mi mano elige y te dibuja en la cara,
una boca elegida por mi para dibujarla con mi mano en tu cara, y que por un
azar que no busco comprender coincide exactamente con tu boca que sonrie
por debajo de la que mi mano te dibuja.



. Entonces mis manos buscan hundirse en tu pelo, acariciar
lentamente la profundidad de tu pelo mientras nos besamos como si
tuviéramos la boca llena de flores o de peces, de movimientos vivos, de
fragancia oscura. Y si nos mordemos el dolor es dulce, y si nos ahogamos en
un breve y terrible absorber simultdneo del aliento, esa instantanea muerte es
bella. Y hay una sola saliva y un solo sabor a fruta madura, y yo te siento
temblar contra mi como una luna en el agua.

Chapter Seven

I touch your mouth, 1 touch the edge of your mouth with my finger, I
am drawing it as if it were something my hand was sketching, as if for the
Jirst time your mouth opened a little, and all I have to do is close my eyes
to erase it and start all over again, every time I can make the mouth I want
appear, the mouth which my hand chooses and sketches on your face, and
which by some chance that I do not seek to understand coincides exactly
with your mouth which smiles beneath the one my hand is sketching on
you.

Then my hands go to sink into your hair, to cherish slowly the
depth of vour hair while we kiss as if our mouths were filled with flowers
or with fish, with lively movements and dark fragrance. And if we bite each
other the pain is sweel, and if we smother each other in a brief and terrible
sucking in together of our breaths, that momentary death is beautiful. And
there is but one saliva and one flavor of ripe fruit, and I feel you tremble
against me like a moon on the water.



Jmprovisstion sur Mellsrimg No. |

One of the most distinguished and influentisl musicians of the twentieth century, Pierre Boulez
was bornin 1925 in Montbrison, France. He studied music and higher mathematics before going
to Paris, where he was 8 member of Olivier Messisen’s composition class at the Conservatory. He
also studied counter point with Andrée Yaurabourg and serial technique with René Leibowitz. In
1946 Boulez was appointed Music Director of the Renault-Barrault Theatre Company, and during
the decade in which he held that position he founded the Concerts du Petit Marigny, which
subsequently grew into the well - known avant-garde series, Domaine Musicale.

Boulez first came to prominence as a composer with & performance of his ¢ Meriesu sens melire
in 1955 at the International Society for Contemporary Music Festival in Baden-Baden. This
seminal work established him as one of the leading figures among post-war composers, and
succeeding compositions confirmed his singular position in the fraternity of contemporary
creative artists. As teacher and writer, Boulez has been an intrepid spokesman for new music and
a new aesthetic of music. He has taught at the Academy of Basel and at the Blossom Festival School
in conjunction with Kent State University. In 1963 he was s visiting lecturer st Harvard. He has
written numerous articles and essays for publication and is the suthor of five books on music.

His difference of opinion about state intervention in the arts as espoused by André Malraux led him
into voluntary exile from France for several years. However, he returned in triumphin 1974,
when the French government under President Georges Pompidou invited him to found snd direct a
music research facility st the Centre Georges Pompidou in Paris. Acclaimed internationslly as the
most advanced new music center in the world, the Institut de Recherche et de Codrdination
Acoustique/Musique {IRCAM) is home base for the Ensemble InterContemporain, which Boulez
conducts regularly in France as well as on extended tours abroad.

Originally written in 1957 as one of Boulez's earliest ventures into his new-found world of
aleatoric composition, the /mprovissiion sur Matisrmé No. | was later expanded and rewritten for
chamber orchestra to be included in the composer’s larger work entitled A7 selon o7 (‘fold by
fold’), a five- movement composition utilizing five distinct sonnets by Mallermé. At thisearly

stage, the composer’s use of aleatory is limited to the appearance of controlled fiexible tempo
markings applied to long passages with very pronounced shiftings of register and rapid grace
notes, whose difficulty for each performer tends to cause small ruptures in tempo in the forward

progress of each section of the work.

STEPHANE MALLARME (1842-1898)

IMPROVISATION I

Le vierge, le vivace et le bel aujourd’hui

Va-t-il nous déchirer avec un coup d’aile ivre
Ce lac dur oublié que hante sous le givre

Le transparent glacier des vols qui n'ont pas fui!

Un cygne d’autrefois se souvient que c’est lui
Magnifique, mais qui sans espoir se délivre
Pour n’avoir pas chanté la région ot vivre
Quand du stérile hiver a resplendi 'ennui.

Tout son col secouera cette blanche agonie
Par ’espace infligée i I'oiseau qui le nie,

Mais non ’horreur du sol oti le plumage est pris.

Fantdme qu’i ce lieu son pur éclat assigne,
Il s’immobilise au songe froid de mépris
Que vét parmi Pexil inutile le Cygne.

Will the virginal, strong and handsome today

Tear for us with a drunken flap of the wing

This hard forgotten lake which the transparent glacier
Of flights unflown haunts under the frost!

A swan of former times remembers it is he

Magnificent but who without hope gives himself up

For not having sung of the region where he should have been
When the boredom of sterile winter was resplendent.

All his neck will shake off this white death-agony
Inflicted by space on the bird which denies space,
But not the horror of the earth where his wings are caught.

Phantom whom his pure brilliance assigns to this place,
He becomes immobile in the cold dream of scorn
Which the Swan puts on in his useless exile.



The Anvil Lhords

David Lang's 72 Anvil Chorus stems not from the familiar moment in Yerdi's /7 7rovatore, but
from the melodies that the blacksmiths of yore invented to heip coordinate difficult hammering
pattterns. The work was inspired by such melodies, triggered in this case by hand-hammered and
foot-activated metallic percussion instruments. Lang allows the performer some leewsy in the
choice of instruments. The work was written for Steven Schick, and commissioned by the Fromm
Foundation for performance at the 1991 “bang on 8 Can” Festival, one of New York's liveliest new
music gatherings.

Drseguy exoligues

Born in Avignon in 1908, Olivier Messiaen began to compose music at the precocious age of eight
and entered the Paris Conservatory in 1919 at the age of eleven. Among his teschers were the
organist Marcel Dupré and the composer Psul Dukas. His first music to be published was i¢
Banguet Celeste for organin 1928. Already the musico- philosophical tenents that were to become
so important as to compel Messisen to place his work “at the service of the dognas of Catholic
theology™ were beginning to assert themselves, as this piece is concerned with a very Roman
Catholic concept — the “Last Supper” shared by Jesus with his disciples. A set of piano Fre/udes
followed in 1929 and the first orchestral work in 1930. In the following year Messiaen was
appointed organist st the Church of La Trinité in Paris and he became somewhat notorious for
treating Sunday worshippers to tradition-defying iomprovisations.

in 1936, rescting against the neo-classicism of French composers of the 1920's, Messisen, along
with Daniel Lesur, Yves Baudrier and André Jolivet, formed an avant-garde group dedicated to
“new” Romantic principles called Zeieune France Inthe same year Messisen began to teach at the
Ecole Normale de Musique and the Scola Cantorum. His pedagogical career was interrupted,
however, in 1939 by the war and service in the French army. A year later Messisen was captured
by the Germans and was incarcerated in a prison camp. Under these very difficult conditions he
still manage to write music and in 1941 produced the Gualour pour /e fin du Temps. After his
liberationin 1941 he resumed his teaching, becoming professor of har mony at the Paris
Conservatory.

Following the war, Messiaen began to gain a reputation outside France as both composer and
teacher (among his students were pianist Yvonne Loriod — later to become his wife, Serge Nigg,
Pierre Boulez, and Karlheinz Stockhausen), and shortly thereafter he became recognized as one of
the most significant composers of the twentieth century.

Messiaen was very interested in many aspects of non-Western musics, chief among these his
tendency to use bird-calls and the building of an entire composition on them. The composer dates
this rather special interest to a remark made by Paul Dukas: “Listen to the birds. They are great
masters.” Certainly Messiaen did take this advice seriously {one is tempted to say w7éh s
veagesnee ) and spent much time and energy over many years engaged in eavesdropping on Nature
and notsting what he heard. The result was 8 huge collection of bird-calls, some of which
occasionally found their way into his works. However, it was not until 1953 that they became a
significant aspect part of his music. Among his various bird-call pieces, Fisesux exoligues is 8
kind of concerto for piano and instrumental ensemble, containing the bird-calls of 40 different
exotic birds from India, China, Malaysia { East Indies) and North and South America {(one must
remember, to a Frenchman birds of America are exotic). The result is a work with dazzling
sonorities achieved often by the compiling of layers of sound, certsinly one of the most beautiful
pieces of its kind in twentieth-century literature.



