£/

£

R 7
,....wuﬂl.,}a. ol

ity

P 4 Gpeds ¥ 3

A e g i o

)-ov!.'v‘rrt‘%«?rﬂ 1&1-3“‘.\~ \o!’&{.nﬁ&l’\;
i ‘t\uzﬁlk\k:"i‘l.s.,wa\» -~ g A Fomrat

B Bt
e

S
G
B PV

s b a7 tes
e ?i&&séﬂuwiv. Hodenf
A e
g d L s A AN AT

Y Jf?ai.%.ntin\l P
Kb kY

O h o ML L S

;i iﬁ,;%\&u,.sssxﬁx

e S s e e

et A e e ot

+ ; P i

b S s Parotint
o pu ST 10
i e P
A s
e rartin e

e
R




!i\ \}E“

T il /

3 101 285 972 )

MCGHI
University
Libraries

Music Library










Lo

3 — AT E——

&

)

McGill University
Faculty of Music

B Pollack concert hall
Salle de concert Pollack

A'
bl&

A'




Monday 4 January 1988, 8:00 pm
le lundi 4 janvier 1988, 20h00

RE L iRk

Julian ARMOUR, cello

Ross EDWARDS, clarinet

Stéphane LEMELIN, piano

L'enregistrement de ce récital, présenté en
collaboration avec Rdio-Canada, sera diffusé

b d o 7 § 9 3 d o Z ’:‘1 3 n o

a une date ultérieure dans la série "Jeunes
Artistes" (les vendredis @ 17h30), au réseau ME.

Réalisatrice: Michéle Patry




P o gramme

PRELUDE & FUGUE en ré mineur Johann Sebastian Bach

pour violoncelle et piano arr. Zoltan Kodaly
TWO PIECES for cello and piano Anton Webern
(1899)

SONATE pour clarinette et piano Camille Saint-Saens
Op.167

Allegretto
Allegretto animato
Lento

Molto allegro

et aclte

TRIO for clarinet, cello and piano Elton Rathburn
"Dorion Crossing"

premiere

TRIO for clarinet, cello and piano Beethoven
in Bb, 0p.11

Allegro con brio
Adagio
Tema con variazioni
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Salle Redpath Hall

McGill University
Faculty of Music

l

Friday 8 January 1987, 8:00 pm

AUSTRIAN AND GERMAN BAROQUE MUSIC

FOR VIOLIN AND VIOLA DA GAMBA

T Eee———

l Sophie Rivard, baroque violin
Mary Cyr, viola da gamba
V Isabelle Marchand, viola da gamba continuo

Catherine Perrin, harpsichord
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programme

SONATA TERTIA Johann Heinrich Schmelzer
for violin and continuo (ca. 1623-1680)
(from Sonatae Unarum Fidium,

1664)

for solo violin (1685-1750)
transcribed for viola da gamba

by Paul Pedersen (BWV 1005) premiére

Adagio

Fuga

Largo
Allegro assai

SONATA in A major Dietrich Buxtehude
for violin, viola da gamba, (1637-1707)
and continuo

op.II, no.5 (BuxWV 263)

T e R kB RO

McGill Records are on sale at intermission.
Les disques McGill sont en vente a l'entr'acte.

SONATA III in C major Johann Sebastian Bach |



-

SONATA in D major D.Buxtehude
for viola da gamba, violone,
and continuo (BuxWV 267)

SONATA I in G minor J.S.Bach
for solo violin (BWV 1001)

Adagio
Fuga
Siciliano
Presto

SONATA SECUNDA in D minor Johann Philipp Krieger
for violin, viola da gamba, (1649-1725)
and continuo (1693)

* .2 *
This recital is being recorded by the CBC for
. : ;
broadcast at a date to be announced.
réeital sera diffusé au

” Y " /1 3 T ~ 7 - - <47 i~ »,' -
ydio-Canada a& une date ultérieure.

ynd s anes Bl nmves ek
rce: Frances Wainwright
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Friday 8 January 1988, 8:00 pm

McGILL ALUMNI SERIES

il G R GrRDES S pi v & e st

B Mus ‘83 High D1st1nct10n

7

This recital is being recorded by
179” broadcast on CBC Stereo, at a
be announced

Producer: Frances Wainwright

'enregistrement de ce récital sera diffusé
Q-
oter

au réseau CBC eo, a une date ultérieure

Realisatrice: Frances Wainwright




—

In her young but active career, OLGA GROSS has performed in
New York, Boston, Canada, Austria, Holland and Israel, most
recently appearing as guest soloist with I'Orchestre Métropolitain
and the Calgary Philharmonic Orchestra. Miss Gross has been the
recipient of prizes at the Montreal Symphony Orchestra
Competition, the Canadian Competitive Festival of Music, and the
Canadian Music Competitions. She has been broadcast on WGBH
Radio in Boston, and performs regularly as a soloist and chamber
musician on CBC Radio and Television.

Montrealer OLGA GROSS received a Bachelor’s degree with
distinction from McGill University where she studied with Dorothy
Morton, and a Master’s degree from the New England
Conservatory in Boston, under the tutelage of Patricia Zander.
She has also studied chamber music with Leonard Shure, and is
currently pursuing doctoral studies at the State University of New
York at Stony Brook with Gilbert Kalish. Miss Gross is a member
of the Stony Brook Trio and is a recipient of the prestigious
F.C.AR. Bourse d’étude et de perfectionnement, awarded by the
Government of Québec.

sk sk 3k sk sk sk sk sk ok 3k ok 3k 3k ok ok okook ok ok ok

Dans sa jeune carriére, la pianiste montréalaise, OLGA GROSS,
joue a travers le Canada, a New York ainsi qu'a Boston, en
Autriche, en Hollande et en Israel. Tout récemment on a pu
Uentendre comme soliste avec [!’Orchestre Métropolitain ainsi que
le Calgary Philharmonic Orchestra.  Elle est lauréate du concours
de U'Orchestre symphonique de Montréal, du Canadian Competitive
Festival of Music ainsi que des Concours de Musique du Canada.
Mille Gorss joue réguliérement comme soliste ainsi qu’en musique
de chambre pour la radio et la télévision de Radio Canada. On a
pu aussi l'entendre sur les ondes de la radio WGBH Boston.

Olga Gross obtient un Baccalauréat en interpretation a luniversité
McGill oun elle étudie avec Dorothy Morton, et elle obtient sa
maitrise @ Boston au New England Conservatory sous la direction
de Patricia Zander. Elle a lopportunité d’étudier la musique de
chambre avec Leonard Shure lors de ses études a Boston.
Boursiére du gouvernement du Québec, Olga Gross poursuit
présentement son doctorat a State University of New York a Stony
Brook avec Gilbert Kalish. Elle est récemment devenue la pianiste

du Trio Stony Brook. f\
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SONATA in C major, K.330 Wolfgang Amadeus Mozart

Allegro moderato
Andante cantabile
Allegretto

MAZURKAS, Op.24 Frédéric Chopin

Lento

Allegro non troppo
Moderato con animo
Moderato

POLONAISE in F* minor, Op.44

T L A | e S 0

VARIATIONS POUR PIANO Jacques Hétu

SONATA No.2 in D minor, Op.14 Sergei Prokofiev

Allegro ma non troppo
Scherzo - Allegro marcato
Andante

Vivace

., 7 e NPy N 0o o KRR
recital: 10 February 1988, 8 pm

cLassieal marimoa
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Wednesday, January 13, 1988
8:00 p.m.

MANON BOUCHARD - SCALI, piano

Student of : LOUIS-PHILIPPE PELLETIER

Assisted by: Marie-José Laurin, soprano
Judith de Repentigny, piano

This recital is presented in partial fulfilment of the
requirements for the degree of Master of Music in
Performance.

Ce récital fait partie des épreuves imposées pour
l’'obtention d’une maitrise en musique en interprétation.

7~




programme

|
| SONATA NO.22 in B® major, D. 960 (1828)  Franz Schubert

) Molto moderato
Andante
Scherzo
Allegro ma non troppo

)
|

intermission

|

| VISIONS DE L’AMEN, NO.4: Olivier Messiaen
AMEN DU DESIR
!

| SONGS AND DANCES OF DEATH Modest Mussorgsky
(1875)

I Lullaby

Serenade

Trepak

The Field Marshall







CBC-McGi
Radio Concerts
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CBC Radio in cooperation with
the Faculty of Music at McGill University
presents
THE CONCORDIA CHAMBER PLAYERS
Sherman Friedland - clarinet,
Richard Roberts - violin
and Dale Bartlett - piano

Pollack Hall, January 14, 1988 - 8:00 p.m.

Sherman Friedland has recently performed in England for the Clarinet
and Saxophone Society of Great Britain. His recording, “New Music For
the Clarinet”” SNE-538 will be issued this spring. He has been heard
frequently on the CBC on Music From Montreal as well as Arts National
and Concert Intime. An Associate Professor at Concordia University, Mr.
Friedland also conducts the Concordia Orchestra.

Richard Roberts is currently the Concertmaster of the Montreal
Symphony Orchestra, and in that context has been celebrated for his
superb performances both on the many recordings made by the orchestra as
well as his performances at Place des Arts and throughout the world on the
many tours. He is also a chamber music performer, heard frequently with
the Concordia Chamber Players and Les Chambristes de Montréal. Prior to
coming to Montreal Mr. Roberts was a member of the Concertmasters of the
Cleveland Symphony Orchestra.

Dale Bartlett is the pianist for the Herz Trio and in that context has been
heard throughout the world. He has won international prizes and is one of
the most sought after accompanists in the country, known for his sensiti-
vity, consistency and purity of sound. He has been a member of the
Concordia Chamber Players for many years and is a professor of Piano at

McGill.

NEXT CBC/McGILL CONCERT
Thursday, January 28 — 8:00 p.m.
Marc-André Hamelin - piano
Ives, Haydn and Liszt




PROGRAMME

Suite Darius Milhaud
Ouverture (1892-1974)
Divertissement
Jeu

Introduction et Final

L’Histoire du soldat (trio version) Igor Stravinsky
Marche du soldat (1882-1971)
Le violon du soldat
Petit concert
Tango - Valse - Ragtime
Danse du diable

INTERMISSION

Trio Aram Khachaturian
Andante con dolore, con molto (1903-1978)
espressione
Allegro
Moderato
Contrasts Béla Bartok
Verbunkos (Recruiting Dance) (1881-1945)

Piheno (Relaxation)
Sebes (Fast Dance)

This evening’s concert will be broadcast
on Monday, March 14th, 1988
on “Arts National”,
CBC Stereo 93.5 at 8:00 p.m.

Producer: Frances Wainwright
Production Assistant: Edward Wolk
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Friday, January 15, 1988
8:00 p.m.

GRADUATION RECITAL

MARIE GOYETTE , piano

This recital is presented upon successful completion of the
requirements for the degree of Bachelor of Music in perfor-
mance. Marie Goyette is a student of Dorothy Morton.

Ce récital n’a lieu qu’une fois que 'étudiant a rempli toutes
les conditions du grade de baccalauréat en musique (interpreé-
tation). Marie Goyette est l’éleve de Dorothy Morton.




programme

PARTITA NO. 1 in B® major, Johann Sebastian Bach
BWYV 825

Prélude
Allemande
Courante
Sarabande
Menuet 1 and 2
Gigue

SONATE in B major, Op. 147, D. 575 Franz Schubert

Allegro ma non troppo
Andante

Scherzo - Trio

Allegro giusto

intermission :

6 KLEINE KLAVIERSTUCKE, Op. 19  Arnold Schoenberg

Leicht, zart
Langsam

Sehr langsam
Rasch, aber leicht
Etwas rasch

Sehr langsam

FANTASIEN, Op. 116 Johannes Brahms

Capriccio
Intermezzo
Capriccio
Intermezzo
Intermezzo
Intermezzo
Capriccio

AR LI B L D
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Sunday, January 17, 1988
2:30 p.m.

McGILL CONSERVATORY OF MUSIC

SUZUKI VIOLIN CONCERT

director: Dr. ALFRED GARSON

Piano accompanist: Mrs. H. Sayeki

Alfred Garson
Guylaine Grégoire
Jean Grimard

Guy Jeannotte
Jack Segall i
Daniel Segall |
Jean Tremblay (flute)

Suzuki Program Teachers:

programme

NINA Pergolesi

CONCERTO FOR TWO VIOLINS in D minor Bach
First movement - Vivace

Gavotte Becker “

Minuet Boccherini

GAVOTTE from "Mignon" Thomas




HUNTER’S CHORUS Weber

CHORUS from "Judas Maccabeus" Handel
HAPPY FARMER Schumann
MINUET NO. 2 Bach
ALLEGRETTO Suzuki

intermission

THREE WALTZES:

i b The Willow Waltz Watters
2. Aus Wien Gaertner
3.  Wonderful Copenhagen Loesser

THE SUZUKI FLUTE METHOD - Demonstration

directed by Mr. Jean Tremblay

PRETWINKLERS Suzuki
PERPETUAL MOTION Suzuki
O COME LITTE CHILDREN Folksong
SONG OF THE WIND Folksong
LIGHTLY ROW Folksong
TW VARIATIONS Suzuki

Refreshments will be available after the concert.
Des rafraichissements seront offerts aprés le concert.
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Monday, January 18, 1988
8:00 p.m.

McGILL

COLLEGIUM MUSICUM SINGERS

direction: ALLAN FAST

COLLEGIUM MUSICUM SINGERS

Sonia Bourdages
Marie-Claude Desloges
Alain Duguay
Scott Fraser
Cynthia Gates
Marcel de Hetre
Paul Jabara
Claire Mallin
Madeleine Palmer

with

Susan Palmer, harp




programme

AMOUR ET BIAUTE Guillaume de Machaut
(1300-1377)

Ensemble
LE LAI DE LA ROSE Guillaume de Machaut

Sonia Bourdages, Scott Fraser
Claire Mallin, Susan Palmer

APPOSTE MESSE (Caccia) Lorenzo da Firenze
(fl. 14th cent.)

Marie-Claude Desloges, Cynthia Gates
Madeleine Palmer

FLOS FLORUM Guillaume Dufay
(c. 1400-1474)

L’ALMA MIA PIANGE Francesco Landini
(1325-1397)

intermission

LE LAI DE LA FONTEINE Guillaume de Machaut

Alain Duguay, Marcel de Hetre
Paul Jabara

HONTE, PAOUR Guillaume de Machaut

Ensemble

&
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Tuesday 19 January 1988, 8:00 p.m.
le mardi 19 janvier 1988, 20h00

RECITAL

MARIA DOLNYCKY , piano

LEO E. GRINHAUZ , cello

BERTA ROSENOHL-GRINHAUZ, piano

L’enregistrement de ce récital, présenté en collaboration avec
Radio-Canada, sera diffusé a une date ultérieure dans la série
"Jeunes Artistes" (le vendredi a 17h30), au réseau MF.

Réalisatrice: Michele Patry




programme

FANTAISIE CHROMATIQUE ET Johann Sebastian Bach
FUGUE en ré mineur, BWYV 903

7 PRELUDES de I’Opus 28, Frédéric Chopin
Nos. 1,2, 3,4,9, 10, et 15

lere BALLADE en sol mineur, Op. 23 Frédéric Chopin

intermission

SONATE, Op. 5, No. 2 en sol mineur = Ludwig van Beethoven

Adagio sostenuto e espressivo
Allegro molto piu tosto presto
Rondo; Allegro

SONATE, Op. 40 en ré mineur Dmitri Shostakovich

Allegro non troppo
Allegro

Largo

Allegro







McGill University
Faculty of Music
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I Friday 22 January 1988
Saturday 23 January 1988 - 8:00 p.m.

McGILL SYMPHONY ORCHESTRA

direction: TIMOTHY VERNON

E Soloist: ANDREI MALASHENKO, xylophone

byt




programme

"FROM ZONES BENEATH THE Laurie Radford
WEIGHTED" (1985)... (b. 1958)

World premiere

CONCERTINO FOR XYLOPHONE Toshiro Mayuzumi
AND ORCHESTRA (1965) (b. 1929)

Allegro vivace
Adagietto
Presto

Andrei Malashenko, xylophone

intermission

Op. 64 (1840-1893)

Andante - Allegro con anima

Andante cantabile, con alcuna licenza
Valse: Allegro moderato

Finale: Andante maestoso - Allegro vivace

Tonight’s soloist was selected on the basis of a Concerto
Competition, open to all Faculty of Music students, held last
October.

Andrei Malashenko is a third year student of Pierre Béluse.

Le soliste de ce soir a été choisi lors d’'un concours
(Concerto Competition) tenu en octobre dernier réservé a
tous les étudiants de la faculté de musique.

Andrei Malashenko est éleve de Pierre Béluse en troisieme
année.

SYMPHONY NO. 5 in e minor, Peter Ilyitch Tchaikovsky l



's Symphony No.

Tchaikovsky wrote his Fifth Symphony in the spring of 1888, after

spending a grueling winter yuring Europe. His extant diaries from the

period t of his ts or plans for this work. Nor does
ne get a cactl preoccupied his thoughts during this
journey, ot the homesickness and the occasional bouts of
nervousness SO ften felt on long After the tour, he
retired to his summer retreat near Mos« in composing the work.
The symphony was premiered in St Peterst November of the same
When discussing the music of a particular composer, perhaps one S
too often tempted t for sources of musical inspiration 1in
biographical fact standing the music of such a sensitive and
tortured artist as yvsky, however, demands an examination f
biographical information since Tchaikovsky’s music v
tied to his emotional rld. I'chaikovsky lived in c f a
scandal arising ual life. Though he rarely made
direct reference ations in his diaries, it is clear

that they

of pain and suffering for him, one
f

which coloured h yfoundly. Knowledge
essential in unde ng of his symphonic hat
is characterized by a restl ss and a turbulent g
sometimes borders dangerously on llapsing under its
weight.
Much in Symphony Tchaikovsky
movement’s excellent o poignant melodi
Andante cantabile, the rk, brooding colours of the
introduction to the first movement. But *haikovsky'
weakness a symphon - his inability to compose 1ta
form structures - is so glaringly evident, notabl;
movement, His orche al colours are so e t, his me 211
wrought that such syr onic devices as developing and exps 1
of a melody are difficult t accomplish, or, if attempted, somehow fail
to convince. Tchaik sk 1ses sonata yrm for the first and finale
movements of this symj , it is in these movements
structural difficulties; the s nd and third movemen
more freely and conf 3 5 composer himself reco
weakness: 2T Wy 1ife T h en much troubled by m
grasp and manipulate form i c. I fought agai t
and can say with pride that I have achieved some prog ]
end my days without ever having written anything that
form. What I write has always a mountain of
eve can detect the thread in my seams and I
The introduction to the first movement (Andante), a gloomy motto
theme in the low register of the clarinet, se the emotional
atmosphere and acts as t structural pivot for the entire symphony.
This idée fixe reappears in the middle and again at the end of the
second movement, in the coda » the third movement, and becomes the
principal theme of the final movement. An Allegro con anima forms the
of the first movement: here one admires most the succession of
haunting melodies that make up its exposition, from the siciliana-
ypening theme prese »d by winds t a soaring idea orchestrated




typically for upper strings. The second movement (Andante cantabile,
con alcuna licenza), ternary in structure, features the winds in
various solo and duet groupings. An elegant Valse follows: here
Tchaikovsky is at ease with a genre in which he excelled. The Finale
begins with the motto theme from the first movement that soon gives way
to an energetic, driven Allegro vivave. It is a dramatic, splendorous
movement, gloriously brought to a close by an extended coda which calls
up all available orchestral forces.

Kelly Rice

From Zones Beneath The Weighted...

From Zones Beneath The Weighted... is written in the style of a
"concerto for orchestra" in which different instrumental groups are
highlighted as in a classical solo-versus-tutti concerto. Throughout
the work, the percussion section plays a central role by provoking
commentary from other instrumental groups and introducing new musical
ideas.

The work begins with a short outburst from the full orchestra,
sounding a widely scored 12 note chord - the main source for the
melodic and intervallic materials in the work. Each of the
instrumental groups (percussion, brass, woodwinds, and strings) is
introduced in an accumulative fashion in the first, accelerating
section of the piece. Each group presents its own distinct musical
material in parallel with the other groups until the entire orchestra
is unified by the return of the opening sonority. An abrupt change in
tempo ushers in the second section of Zones, where, amid the shimmering
ambience of string harmonics and bowed cymbals and gongs, a melody is
sounded by the violins and keyboard percussion. After the woodwinds
jealously interrupt the development of this melody the full orchestra
joins the double basses in a variant of the melody leading to the
central point of the work, the return of the opening chord. This chord
is propelled forward by the pulsation of the percussion and, after this
pulsing has infected the entire orchestra, it dies away leaving
marimbas, vibraphone, and xylophone to continue the momentum. The
percussion leads the orchestra into the last section of the work where
a single unison melody drives the orchestra to a final climax. A solo
cello remains for a moment amid the return of the opening percussion
sonorities and descends into its lowest register as the central chord
returns, echo-like, for the final time. The work ends with the sound
of suspended cymbals vanishing into silence.

From Zones Beneath The Weighted... was written in 1985 for the
McGill Symphony Orchestra.

Laurie Radford

l
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From Zones Beneath The Weighted...

From Zones Beneath The Weighted... a été écrit dans le style
d’un concerto pour orchestre ou différents groupes d’instruments
sont mis en valeur comme dans un concerto classique ol dialoguent
le soliste et 1’orchestre. Tout au long de l’ceuvre, la section
de percussion Jjoue un réle prépondérant, provoquant les
commentaires d’autres groupes instrumentaux et exposant de
nouvelles idées musicales. L’oeuvre commence par un bref
emportement de 1’orchestre au complet, qui joue un accord de
douze notes a 1l’instrumentation généreuse - principale source de
matériel mélodique et d’intervalles de 1’oceuvre. Chacun des
groupes instrumentaux (percussion, cuivres, bois et cordes) est
introduit progressivement au cours de la premiére section de
l’oceuvre au tempo accéléré. Chaque groupe présente son propre
matériel musical en paralléle avec les autres jusqu’a ce que
l’orchestre au grand complet soit réuni par 1le retour aux
sonorités d’ouverture. Un changement de tempo abrupt annonce la
seconde section de 3Zones et, dans une ambiance d’harmonies
chatoyantes de cordes, de cymbales et de gongs que l’on fait
résonner a l’archet une mélodie s’éléve des violons et du
clavier. Apreés 1’interruption Jjalouse du développement
thématique par 1les bois, 1l’orchestre tout entier s’unit aux
contrebasses pour proposer une variation de la mélodie qui nous
améne vers le point central de 1l’oeuvre, le retour a 1l’accord
d’ouverture. Cet accord est propulsé par le rythme de 1la
percussion et se communique a l’orchestre avant de s’éteindre,
laissant aux marimbas, au vibraphone et au xylophone le soin de
soutenir 1l’élan. La percussion entraine 1l’orchestre dans la
derniére section de 1l’oceuvre ou une seule mélodie a 1l’unisson
l’achemine vers le point culminant final. Un violoncelle se fait
briévement entendre seul parmi les sonorités d’ouverture a la
percussion, puis explore ses registres les plus graves pendant
que l’accord central revient, tel un écho, pour la derniére fois.
L’oeuvre se termine sur le son de cymbales suspendues qui
s’évanouit dans le silence.

From Zones Beneath The Weighted... a été écrit en 1985 pour
1’Orchestre symphonique de McGill.

Laurie Radford

La cinquiéme symphonie de Tchaikovski

Tchaikovski écrit sa cinquiéme symphonie au printemps de
1888, aprés un dur hiver consacré a une tournée européenne
éprouvante. Son journal intime de cette époque ne révéle rien de
ses pensées ni de ses projets pour cette oeuvre. Il n’indique
pas non plus l’objet de ses préoccupations au cours du voyage, si
ce n’est son mal du pays et les accés de "nervosité" qu‘il

ressent si souvent lors de ses déplacements. Apreés sa tournée,
il se retire a la campagne prés de Moscou et entreprend la
composition de 1’oeuvre. Cette symphonie est jouée pour 1la

premiére fois a Saint-Pétersbourg le 17 novembre de la méme
année.

2




-

Oon est trop souvent tenté, en commentant une oeuvre, de
rechercher dans les données biographiques du compositeur les
sources de son inspiration. Et pourtant, si 1’on veut comprendre
la musique d’un artiste aussi sensible et torturé que
Tchaikovski, il faut se pencher sur sa vie, puisque sa musique
est si intimement liée a son univers affectif. Tchaikovski a
vécu dans la crainte quotidienne d’un éventuel scandale souleve
par son homosexualité. Si Tchaikovski ne fait que rarement
allusion a ses frustrations sexuelles dans son journal intime, il
est cependant certain gqu’elles ont été une source constante
d’accablement et de souffrance, et qu’elles l1l‘’ont profondément
marqué. La compréhension de la vie affective de Tchaikovski est
essentielle a qui veut saisir son style symphonique, qui refléte
une grande agitation et les tribulations d’une passion telle
qu’elle l’entraine parfois presque au bord du gouffre sous le
poids de sa propre charge nerveuse.

Dans la cinquiéme symphonie, on reconnait 1le grand
Tchaikovski a 1’extraordinaire orchestration du mouvement de
valse, aux mélodies poignantes de 1’Andante cantabile et aux
teintes sombres et mélancoliques de 1’introduction marquée adagio
du premier mouvement. La plus grande faiblesse du compositeur-
son incapacité de composer des structures en forme de sonate qui
soient convaincantes - est également manifeste, particuliérement
dans le dernier mouvement. La palette orchestrale est si précise
et les mélodies si bien fagonnées gque le développement et
1’élargissement thématiques de la mélodie deviennent difficiles,
ou, gquand ils sont réalisables, donnent des résultats peu
convaincants. Dans la mesure ou Tchaikovski fait reposer le
premier et le dernier mouvement de sa symphonie sur la forme
sonate, c’est justement la que les faiblesses structurales sont
le plus manifestes; les deuxiéme et troisiéme mouvements sont
traités avec plus de liberté et d’aplomb. Le compositeur lui-
méme reconnait ses faiblesses: "Toute ma vie, je n’ai jamais su
me plier aux formes en musique. J’ai lutté farouchement contre
ce défaut et je peux dire, non sans fierté, que j’ai accompli
cer?ains progrés, mais je terminerai ma vie sans jamais avoir
écrlt.quoi que ce soit de parfait sur la plan formel. Ce que
j’écris est toujours trop étoffé: un oeil exercé peut y déceler
le fil des coutures, ce contre quoi je ne peux absolument rien".

L’introduction du premier mouvement (Andante), un leitmotiv
sopbre exprimé a la clarinette dans le registre grave, établit le
climat affectif et sert de pivot a la symphonie tout entiére.
Cette idée fixe réapparait au milieu et a la fin du second
mouvgment, dans la coda du troisiéme mouvement et elle est
reprise dans le dernier mouvement dont elle constitue le théme
principal. Un Allegro con anima forme 1l’essentiel du premier
mouvement: on admire ici surtout 1la succession des quatre
mélodies envoltantes de l’exposition, depuis le théme d’ouverture
en forme de sicilienne joué par les vents jusqu’a l’envol d’une
idée orchestrée tout spécialement pour 1le registre aigu des
c?rdes. Le second mouvement (Andante cantabile, con alcuna
licenza), de structure ternaire, fait appel aux vents qui se font
gn;endre tour a tour en soliste et en duo. Suit une valse
élégante: parfaitement a 1l’aise, Tchaikovski exploite ici un
genre dans lequel il excelle. Le Finale s’ouvre sur le leitmotiv
du premier mouvement qui céde rapidement le pas a un Allegro
vivace énergique. C’est un mouvement théitral et splendide, que
le compositeur méne avec éclat a sa conclusion par une coda
étendue qui réunit tous les effectifs de 1l’orchestre.

Kelly Rice




{iolin
ladia Francavilla
oncertmaster)
Monique Allen
Céline Arcand
arc Béliveau
Fsée Desgagnes
evin Filewych
Sylvie Harvey
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itch Huang
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Steve Larson
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arma Tomm

Violin II
ichéle Dumoulin
Principal)
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ngélique Duguay
laudine Gagnon
Isabelle Gosselin
yonathan Hughes
Eancy Kershaw
uzanne Labbé
Brett Molzan
Pascale Parenteau

ebecca Whitling
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Suzanne Brown
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anessa Goymour
ean-Frangois Groulx
athalie Leduc
Ronald Li
Johann Lotter
ean-Marc Martel
Chantal Monastesse
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McGILL SYMPHONY ORCHESTRA

Cello

Rufus Cappadocia
(Principal)

Nathalie Beaulieu
Katherine Butler
Kevin Fox

Ghislaine Gagnon
Sylvain Lachance
A.Maclaine- Mitchell
Véronique Poulin
Guillaume Saucier
Emmanuel Tremblay
Jean-Sebastien Tremblay
Shirley Wright

Bass

Edward Mustafa
(Principal)

Guy Boisvert
Lawrence Cutt
Mike Downes
Ian Fleet

Gilles Neault
Adam Over
Alec Walkington

Flute

Rhian Kenny
(Principal)
Kate Herzberg
Sophie Lemieux

Oboe

Anne Dufresne
(Principal)
Marie Veillette

Clarinet

Michael Maxwell
(Principal)

Martin Carpentier

Bass Clarinet
Beatrice Gratton

Bassoon
Suzanne Nelsen
Danielle Parent

Contra Bassoon

Patricia McMullen

Alto Saxophone
Joey Pietraroia

French Horn
David Moses
(Principal)
Nathalie Fortin
Sherry Langlois
Olav Traa

Trumpet

Jens Lindemann
(Principal)
Mark Schneider

Trombone
Ed Shepley
(Principal)
Pierre Tremblay

Jeff Hall

Tuba
Catherine Charlton
Sylvain Picard

Timpani
Andrew Cholvat

Percussion
Francois Gauthier
D’Arcy Grey
Andrei Malashenko
Brian McCue
Ralph O’Connor

Manager
Andrew Cholvat

Librarian
Vanessa Goymour

Composer-in-residence

Jacques Desjardins
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Lunday, January 24, 1988
8:00 p.m.

i\’chILL OPERA STUDIO

i
direction;: EDITH DELLA PERGOLA

presents
!Excegpts from Operas inspired by
Pir Walter Scott and Friedrich von Schiller"

lvith PAUL STEWART, piano

vl v’y



Operas based upon novels by
SIR WALTER SCOTT
(1771-1832)

LA JOLIE FILLE DE PERTH Georges Bizet
Prélude (Piano Solo) (1838-1875)
Act I (Trio and Quartet) ,
Catherine . . . . .Joanne Tait
Michael Toby
Denis Pearson
Chantal Lavigne

LA DONNA DEL LAGO Giacchino Rossini
(1792-1868)

Act I (Duet)
Chantal Lavigne
Uberto Tuesday Royko

(1801-1835)

I PURITANI Vincenzo Bellini'

Act I (Quartet)
Elvira Penny Dale
Enrichetta Claire Mallin !
Arturo Michael Toby
Giorgio Simon Chaussé

IVANHOE Sir Arthur Sullivan
(1842-1900)

Act III (Aria -"Happy with winged feet")
Ivanhoe Michael Toby

LUCIA DI LAMMERMOOR Gaetano Donizetti
(1797-1848)
Act III (Duo)
Edgardo Luis Cabrera
Enrico Joél Poulin

intermission




Operas based upon plays by
! FRIEDRICH VON SCHILLER
(1759-1805)

| GUGLIELMO TELL Giacchino Rossini
(1792-1868)
Act V (Trio)
L Edwige. . . . . . Chantal Lavigne
SO Joanne Tait
Matilde . . . . . Marie-José Laurin
} LUISA MILLER Giuseppe Verdi

; iy ; (1813-1901)
| Act III (Aria-"Quando le sere al placido")

Rodalfo 05 Felipe Carvajal

[

. 1 MASNADIERI Giuseppe Verdi
Act II (Aria-"Tu del mio Carlo al seno"...
' "Carlo Vive?")

Anpliac oon s Maria Ciccaglione

[ DON CARLO Giuseppe Verdi

Act I (Trio)

Elizabetta . . . . Marie-José Laurin

’ Ebolt . -« i Claire Mallin
Rodrigo . . . . . Jacques Lachapelle

l

JEANNE D’ARC Piotr I. Tchaikovsky

(1840-1893)
' Act II (Aria -"Adieu, foréts")
Jeanne d’Arc. . . Maren Nelson

! MARIA STUARDA Gaetano Donizetti
(1797-1848)
Act III, Scene 7
[ g e (e L B Gianna Corbisiero
with
Opera Studio Ensemble
i
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This is the 293'd performance of the McGILL OPERA
STUDIO since its inception in 1936.

COMING EVENTS:

Sunday 14 February 1988  Second Concert of Operatic Arias

Clara Lichtenstein
Recital Hall - 8:00 p.m.

Thursday, Friday, Saturday "LA BOHEME"
March 10, 11, 12, 1988 - 8:00 p.m. (Complete Opera)
Sunday 13 March - 2:30 p.m.

Pollack Concert Hall

Sunday 17 April 1988 Second Performance of
Pollack Concert Hall Operatic Excerpts

8:00 p.m.
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CBC Radio in cooperation with
the Faculty of Music at McGill University
presents

MARC - ANDRE, HAMELIN — piano
Pollack Hall, January 28, 1988 - 8:00 p.m.

Marc-André Hamelin, a native of Montréal, began his piano studies at
the age of five. While in Montréal, Mr. Hamelin studied with Yvonne Hubert
and currently studies with Russell Sherman and is a doctoral fellow at
Temple University where he received both a Bachelor’s and Master’s degree
in performance, studying with Harvey Weeden.

Marc-André Hamelin was the First Prize Winner of the 1985 Carnegie Hall
International American Music Competition and in 1982 won First Prize at
the International Stepping Stone section of the Canadian Music Competi-
tion. He was also a prize winner at the 1979 University of Maryland Piano
Competition and the Baldwin and Chopin Young Pianists Competitions
that same year. Mr. Hamelin has performed extensively throughout Quebec
and Ontario and has been heard frequently on both CBC Radio and Televi-

sion.

As part of the Carnegie Hall prize, Marc-André Hamelin has just comple-
ted a recording of 20th century American music by Bolcom, Wolpe and
Wright on New World Records. He has also recorded with the Twentieth
Century Consort, the Washington-based contemporary music ensemble,
and his recording of works by Leopold Godowsky will be soon issued by
CBC Enterprises.

This past fall, Mr. Hamelin toured Europe with the Montréal Symphony
Orchestra, and earlier this month made his Carnegie Hall recital debut.
Forthcoming appearances this season include performances with the
Indianapolis, Minnesota and Philadelphia Orchestras, as well as the
Orchestre National de Lyon.

Marc-André Hamelin next Montréal concert takes place February 9th, 9:00
p-m. at Redpath Hall - part of the series “Les Evénements du Neuf". The
concert’s theme is Music and Politics, with Mr. Hamelin performing works
by Stefan Wolpe and Frederick Rzewski.

NEXT CBC/McGILL CONCERT
Monday, February 8 — 8:00 p.m.
JAZZ AT POLLACK HALL
Oliver Jones - piano
Dave Young - bass
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PROGRAMME

Sonata No. 2, “Concord, Mass., Charles Ives
1840-1860” (1874-1954)
Emerson
Hawthorne
The Alcotts
Thoreau
INTERMISSION
Sonata in C major, HXVI - 50 Joseph Haydn
Allegro (1732-1809)
Adagio
Allegro molto
Bénédiction de DDicu dans la solitade Franz Liszt
(No. 3 from “Harmonies Poétiques (1811-1886)

et Religieuses”)

Réminiscences de Don Juan

This evening’s concert will be broadcast
on Monday, April 11, 1988
on “Arts National”,
CBC Stereo 93.5 at 8:00 p.m.

Producer: Frances Wainwright
Production Assistant: Edward Wolk

1
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THEODORE BASKIN,oboe

EUGENE PLAWUTSKY, piano

A'



20tr CENTURY MUSIC

AN EVENING IN THE VILLAGE Béla Bartok
BAGPIPES

SONATINA for Oboe Solo Ernst Krenek

Allegro
Adagietto

Vivace
Andante - Allegretto

SONATA for Oboe and Piano Gunther Schuller
Andante - Allegro

Lento
Rondo

intermission

SONATE for English horn and Paul Hindemith
piano (1941)

Langsam

Allegro pesante

Moderato - Scherzo schnell
Moderato - Allegro pesante

IDILLIO-CONCERTINO Ermanno Wolf-Ferrari
Preambolo
Scherzo

Adagio
Rondo

EPITAPH Witold Lutoslawski

OBSESSION Makoto Shinohara




Theodore Baskin has been Principal Oboe with ’Orchestre
symphonique de Montréal since 1980. During that time he
has been featured as a soloist with major musical
organizations in Montreal including the OSM, the McGill
chamber Orchestra, I Musici de Montreal, and in Arts
National recitals for CBC. His 1985 recording of two Vivaldi
Concertos for Chandos received high critical acclaim; another
record will be released later this year. Mr. Baskin coaches
the McGill Orchestra woodwinds and teaches oboe.

Theodore Baskin est hautbois solo de I’Orchestre symphonique
de Montréal depuis 1980. Il a été soliste invité avec le
McGill Chamber Orchestra, 1 Musici de Montreal ainsi qu’a
l'émission Arts National pour la CBC. Son enregistrement des
deux concertos de Vivaldi pour la maison Chandos fut trés
bien recu et un deuxiéme microsillon sera enregistré cette
année. M. Baskin est professeur de hautbois a [luniversité
McGill ou il est aussi répétiteur avec la section des
instruments a vent de I’Orchestre symphonique de McGill.




- -

Since his debut at age 17 as conductor and pianist with th
Montreal Symphony Orchestra, Eugene Plawutsky has pursu
a career with many of Canada’s major musical organizatio
among them, the Stratford Festival, the Canadian Oper
Company and Les Grands Ballet Canadiens. An acti
chamber musician, he has recorded frequently for the CB
and was pianist on the acclaimed recording, VIRTUOS
PROFILE. Mr. Plawutsky has conducted extensively wif
I'Orchestre des Jeunes du Québec, Jeunesses Musicales
Canada, CBC and McGill University. A frequent performer
contemporary music, he has premiered works by Joh
Hawkins, Harry Somers, Jacques Hétu and Gilles Trembla
Mr. Plawutsky is presently Associate Professor of Piano a
Chamber Music at McGill University.

Depuis ses début de chef d’orchestre et de pianiste av
’Orchestre symphonique de Montréal a I'dge de 17 an
Eugene Plawutsky travailla pour quantité de grands con
musicaux canadiens, parmi lesquels le Festival de Stratford,
Compagnie d’opéra canadienne et les Grands ballets canadiens
Passionné de musique de chambre, il fit de nombre
enregistrements pour Radio Canada et c'est lui qui tint |
partie de piano dans le célébre enregistrement VIRUTOS!
PROFILE. Eugene Plawutsky dirigea a maintes reprs4
I’Orchestre des jeunes du Québec, I'Orchestre des jeunessg
musicales du Canada, pour Radio Canada et [l'universi
McGill. Grand interpréte de musique contemporaine, il cré
des oeuvres de John Hawkins, Harry Somers, Jacques Hétu ¢
Gilles Tremblay. Eugene Plawutksy est présentemeh
professeur agrégé de piano et de musique de chambre |
luniversité McGill.



Salle Redpath Hall

McGill University
Faculty of Music

Friday, January 29, 1988
8:00 p.m.

McGILL CHAMBER WINDS

direction: ROBERT GIBSON

CONCERT BAND

direction: RICHARD LAWTON
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CHAMBER WINDS
Robert Gibson, director

MUSIC FROM THE STAGE I

SUITE from the opera"The Nose", Dmitri Shostakovich
Op.15 arr. W. Schaefer I

Overture |

The Batterie I

Galop

The Cathedral

Finale

THE NOSE, the first opera by Shostakovich, was written in
1928-29 and first produced in 1930. It is based on a famous
Russian story by Godel, telling of the fantastic adventures of
Major Kovalev’s nose which departed from its owner, causing
much consternation to Kovalev and to those in whose
possession it came to be. The music is filled with
descriptive sounds, especially the sneeze of the noseless
Kovalev, which is heard in the opening mesure.

PANTOMINE (from the ballet) Pierre Mercure

LITTLE THREEPENNY MUSIC Kurt Weill l
for Wind Ensemble

Overture |
The Moritat of Mack the Knife

The Instead-of Song

The Ballad of the Easy Life I
Polly’s Song
Tango-Ballad
Cannon Song
Threepenny Finale

intermission




Flutes

Lana Betts*

Francois Collard
Philippe Daviet
Tamara Franz-Martin
Lora Nesbitt

Lynn Pike

Kathy Prinz
Mary-Ellen Swayne*

Oboes

Cynthia Flower
Marc Ouellette
Jennifer Weeks*

Clarinets

Brendan Cassidy
Elizabeth Day
Helen Dobrovolny*
Elizabeth Gray*
Annie Grenier*
Linda Lee

Jill-Ann MacDowell*
Cristy O’Connor*
Paylig Oltaci*

Bill Prouten
Stephen Robb*
Michele Sault

Gail Warren*
Cynthia Winikoff

CONCERT BAND PERSONNEL

Richard Lawton, director

Bassoons
Dickson Davidson*

Saxophones
Francois Dolbec

Peter Gemmell*
Tim Lusher*
Ken Patterson*
Calder Spanier
Peter Zsebik*

Horns

Daniel Costello*
Melody Diachun*
Julia MacRae*
Stephen Woodside*

Trumpets
Evan Champion

Linda Cooper
Douglas Gray
Derek Kress*
Kathleeen Logan
Dean McNeill*
Ron Pohl
Darren Ritchie
Holly Schile
Holly Soucie*
Deborah Smith*
Shawn Spicer
Michel Thérriault*
Douglas Thrower
Trombones

Peter Collins*
Peter Christianson*
Frangois Godere*
Joe Soussan*

Euphoniums
Patricia Jaansalu*
Frederic Lair*

Tubas
Moeen Hosain

Percussion

David Laing*
Daniel Lemay
Chris Luce*

Pierre Montplaisir*
Cheryl Prashker*

Manager: Annie Grenier
Librarian: Peter Zebik

*Members of the Wind
Ensemble




CHAMBER WIND ENSEMBLE PERSONNEL

Flute /Piccolo
Karin Patriquin
Kristine Miles

Oboe
Chantal Gosselin
Peter Gal

Clarinet

Simon Aldrich (B®, E®)
Nathalie Da Grace
Mark Pihowich
Jill-Ann MacDowell
Beatrice Gratton (Bass)
Linda Lee (Contra)

Alto Sax
Joey Pietraroia

Tenor Sax
Peter Wightman

Bassoon
Marc Larouche
Samantha Duckworth

French Horn
Melody Diachun
Daniel Costello

Robert Gibson, director

Trumpet
Claude Barry

Gillian MacKay

Tuba
Sylvain Picard

Banjo
Steve McManaman

Piano
Pat Hornsby

Guitar
Vince D’Agostino

Percussion
D’Arcy Gray
Claude Roy
Mike Emenau
Daniel Lemay
Chris Luce

Composer-in-residence

Henry Lai




CONCERT BAND

Richard Lawton, director

MUSIC FROM THE STAGE

OVERTURE to "Colas Breugnon"

SINFONIA from "The Fairy Queen"

CONCERTANTE*

Adagio, molto sostenuto
Allegro con brio

SUITE NO. 1 from "Arlésienne"

Prélude
Menuetto
Adagietto
Le Carillon

BERCEUSE & FINALE
from "I'’Oiseau de Feu"

*Performed by The Wind Ensemble

Dmitri Kabalevsky
(1904-1987)
(trans. D. Hunsberger)

Henry Purcell
(¢.1659-1695)
(arr. F.J. Cipolla)

Norman Dello Joio
(b.1913)

Georges Bizet
(1838-1875)
(arr. L. P. Laurendeau)

Igor Stravinsky
(1882-1971)
(trans. R.F. Goldman)
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Monday, February 1, 1988
8:00 p.m.

GILLIAN MacKAY, trumpet
Student of JAMES THOMPSON

assisted by: GERGELY SZOKOLAY, piano

and Chantal Gosselin, oboe
Anne Dufresne, oboe
Noel Laporte, violin
Kevin Filewych, violin
Kay Cochran, viola
Sylvain Lachance, cello
David Sandall, harpsichord
Simon Aldrich, narrator

This recital is presented in partial fulfilment of the
requirements for the degree of Master of Music in
Performance.

Ce récital fait partie des épreuves imposées pour I’obtention
d’une maitrise en musique en interprétation.




SONATA for Trumpet, 2 Violins Arcangelo Corelli
and Cello-Continuo (1653-1713)
Grave
Allegro
Grave
Allegro
Allegro

CONCERTO NO. 3 in D for Georg Phillip Telemann
Trumpet, two Oboes, Strings and Contiuno (1681-1767)
Allegro
Adagio
Aria
Allegro

CONCERTO for Trumpet in E® Franz Joseph Haydn
Allegro (1732-1809)
Andante
Allegro

intermission

CONCERTO pour Trompette en UT(1956) Charles Chayne;
(b.1925

I. Moderato: Allegro
II. Adagio
III. Final

SONATA for Trumpet and Piano (1953-56) Halsey Stevens

Allegro moderato (b.1908)
Adagio tenero
Allegro

ANIMAL DITTIES (1978,1983) Anthony Plo
The Turtle (b.1947
Hog words by Ogden Nashl
The Python
The Elk

2
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Wednesday, February 3, 1988
8:00 p.m.

JAN JARCZYK,piano

Plays his own compositions




programme

7 PIANO PRELUDES

intermission

IMPROVISATION - CONVERSATION III, IV
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8:00 p.m.

JAZZ ENSEMBLE 1 & 11

Saturday, February 6, 1938

JAZZ ENSEMBLE II

direction. GORDON FOOTE

Selections to be chosen from the following:

ALL THE THINGS YOU ARE

JUST IN TIME

HOT MONKEY LOVE
SCRAPPLE FROM THE APPLE

STOLEN MOMENTS

Saxes
Tim Lusher

Tim Brock

Koen Nys

Chris Cosgrove
Samantha Duckworth

Trombones
Frangois Godere
Jackie Abbott
Steve Carreiro
Peter Collins

Piano
Jan Krabicka

Personnel

Kern &
arr. Niehaus §

Styne
arr. Mantooth §

Gordon Goodwin

Parker E
arr. Lieb

Nelson
Arr. Watanabe

Trumpets
Philippe Hudon
Darren Ritchie
Danny Boudrias
Derek Kress
Holly Soucie

Guitar Bass
Jimmy Di Stefano
Tom Lyne

Paul Shewchuk

Drums
Jon Miller




intermission

JAZZ ENSEMBILE I

Selections to be chosen from the following:

THE ORIGINAL PIONEER WOMAN Jeff Antoniuk
A LITTLE MINOR BOOZE Willie Maiden
WINDS OF BOREAS Mario Cruz
THE THOLIAN WEB Gordon Goodwin
MY ROMANCE Rodgers/Hart
arr. Barouhn
MAMBO INFLUENCIADO Valdes
Personnel

Saxes Trumpets

Calder Spanier, alto Benoit Glazer

Janice Finlay, alto Jens Lindemann

Billy Prouten, tenor Dean McNeill

Peter Gemmell, tenor Ron Pohl

Tim Lusher, baritone Doug Thrower

Trombones Bass

Brad Shigeta Mike Downes

Patrice Richer Alec Walkington

Francois Godere

Peter Christensen Drums :

Jeff Hall, bass. tr. Dave Robbins

Ted Warren
Piano
Densil Pinnock Guitar

Pierre CoOté

@
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Tuesday, February 9, 1988
8:00 p.m.

G E M S (Group of the electronic music studio)

direction: alcides lanza

programme

ET IN TERRA PAX (1986)* James MacKay

Rhian Kenny, alto flute
Olaf Traa, french horn
Simon Aldrich, clarinet
Ghislaine Gagnon, cello
D’Arcy Gray, percussion
Marc Beaulieu, DX-7

conductor: Emmanouelides

PRAESCIO-I (1987) Bruce Pennycook |
(for soprano saxophone, MIDI gear, PC-AT) '

Bruce Pennycook, saxophone




\—

PRAESCIO-I (1987) est la premiére piéce d'une série
d’oeuvres pour synthétiseurs controlé par ordinateur,
traitement et instrumentiste. Celle-ci pour saxophone
soprano a été créée a Buffalo, New York et interprétée par
le compositeur.

A certains moments le saxophone est lu par un convertisseur
fréquentiel MIDI. L’information MIDI est utilisée pour un
controle en direct de la synthése et par un controle en
différé des événements MIDI mémorisés par le PC-AT. Les
logiciels utilisés pour [l'oeuvres incluent le DX SCORE
developpé par le compositeur a ['Université Queens et le
Carnegie Melon University Midi Tool Kit développé par Roger
Dannenberg au CMU.

Le titre PRAESCIO est d'origine Latine (Faculté de Prévoir
des événements a venir). L’ordinateur "prévoit" que certaines
choses peuvent arriver. L’instrumentiste organise le passage
a travers ces événements.

MUSIC FOR QUIET SPACES (1984) is a music conceived for
informal environments in which the public is free to move
about during the work’s performance. As the title of the
work suggests, environments chosen for performance should
be quiet, perhaps meditative areas, i.e. certain pavilions,
exhibition areas, museums or art galleries, entrance halls,
botanical gardens, etc.

MUSIC FOR QUIET SPACES (1984) a été congue pour étre
interprétée dans un lieu ou le public est libre de circuler.
Comme son titre 'indique, il devrait s’agir d'un lieu calme se
prétant a la méditation, par exemple certains pavillons, salles
d’exposition, musées ou galeries, halls d’entrée, jardins
botaniques, etc.

"EWIG RUFT DAS MEER" (1987) Gottfried Benn (1886-1956)
was a doctor, essayist, critic and poet. He was likened at
one time to "a man talking to himself in a room full of silly
people" and at another time as representing the "melancholy
of the grand old men of literary Europe".

Benn often wrote in his poems about the "Thalassale
Regression” (Thalassale: Greek for sea), the e;saﬂe from

|




"modern" existence to the primitive roots of biological life.
The title of this piece is a quotation from one of these
poems, the second of two Gesang (songs, 1913) and translates
as "Always the sea calls". "Ewig ruft das Meer"is in a small
way, the tribute to this extraordinary poet.

"EWIG RUFT DAS MEER-" (1987) On a comparé Gottfried
Benn (1886-1956), médecin, essayiste, critique et poéte a 'un
homme qui se parlerait a également dit qu’il représentait la
"mélancolie des vieux maitres de I'Europe littéraire".

Il est souvent question, dans ses poémes, de "Régression vers
Thalassa" (ce mot signifie mer, en grec), du 'retour” aux
sources premiéres de la vie pour échapper a [lexistence
moderne. Le titre de cette oeuvre est tiré de l'un de ces
poémes, la seconde de deux Gesang (Chansons, 1913); il
signifie: "La mer toujours appelle...". "Ewig ruft das Meer™
veut rendre humblement hommage a cet extraordinaire poéte.

ACUFENOS 11 (1971-1V) Following the idea outlined for the
creation of "Acufenos I" (1966-I1), the composer based the
work on sounds that momentarily escape the usual
possibilities of perception, especially because of their
extremely high or low pitch or because of their use of
rhythmic sequences of extreme velocity.  "Acufenos’ a
medical term, may be translated "tinnitus" and refers to
"imaginary" sounds of extreme forte or high pitch, that have
no origin outside the human body.

ACUFENOS II (1971-1V) S’inspirant de nouveau de lidée
exposé pour la création de "Acufenos 1" (1966-111), le
compositeur a choisi d'utiliser pour fondement de cette
oeuvre des ons qui écahppent momentanément a notre
perception, surtout en raison de leur trés haute ou trés basse
fréquence ou parce qu’ils font appel a des séquences
rythmiques d’une extréme rapidité. "Acufenos’, terme médical
qui peut se traduire par 'tinnitus', désigne les sons
"imaginaires" d’extréme intensité qui ne résultent pas dun
phénomeéne extérieur a notre corps.




I intermission
MUSIC FOR QUIET SPACES (1984) Robin Minard
(for vibraphone and tape delay)

Brian McCue, vibraphone

l (N.B): This piece will be performed during intermission in
the East Lounge).

l "EWIG RUFT DAS MEER-" (1987)* Henry Lai
l Michael Maxwell, clarinets
Brian McCue, percussion

] ACUFENOS II (1971-IV)** alcides lanza
(for woodwinds(s), keyboard(s), string(s),
and electronic sounds)

’ Woodwinds: Rhian Kenny, Bruce Pennycook
Percussion: Brian McCue
Synths: Marc Beaulieu, Laurie Radford
l Low strings: Emmanuel Tremblay

conductor: alcides

* World premiere/création mondiale
** Canadian premiere/création canadienne /\
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MASS IN B MINOR
Johann Sebastian Bach

I. Missa

a, Kyrie

Chorus. Lord, have mercy upon us Seigneur, aie pitié
Duet. Christ, have mercy upon us Christ, aie pitié
Chorus. Kyrie eleison Seigneur, aie pitié

b. Gloria

Chorus. Glory be to God on high and on earth peace to men of good will.
Gloire a Dieu au plus haut des cieux, et paix sur la terre aux hommes de bonne
volonté.

Aria.  We praise Thee; we bless Thee; we worship Thee; we glorify Thee:
Nous te louons, nous te bénissons, nous t'adorons, nous te glorifions:

Chorus. We give thanks to Thee for Thy great glory.
et nous te rendons grdces, pour ton immense gloire.

Duet. O Lord God, heavenly King, God the Father Almighty;
O Lord the only begotten Son, Jesus Christ, most high O Lord God, Lamb of God,
Son of the Father.
Seigneur Dieu, Roi du ciel, Dieu Pére tout-puissant. Seigneur Fils unique, Jésus-
Christ, Seigneur Dieu, Agneau de Dieu, Fils du Pére.

Chorus. Thou who takest away the sins of the world, have mercy upon us; Thou who takest
away the sins of the world, receive our prayer:
Toi qui enléves les péchés du monde, aie pitié de nous.
Toi qui enléves les péchés du monde, regois notre priere,

Aria.  Thou who sittest at the right hand of the Father, have mercy upon us.
Toi qui siéges a la droite du Peére, aie pitié de nous.

Aria.  For Thou only art holy; Thou only art Lord; Thou only art most high, Jesus Christ
Car c’est toi le seul Seigneur, Toi le seul Dieu, Toi le seul Trés-Haut, Jésus-Christ, ﬁ

Chorus. With the Holy Spirit in the glory of God the Father. Amen.
Avec le Saint-Esprit, dans la gloire de Dieu le Pére. Amen.

II. Credo

Chorus. 1believe in one God.
Je crois en un seul Dieu.

Chorus. The Father omnipotent, Maker of heaven and earth, and of all things visible and
invisible:

Le Pére tout-puissant, créateur du ciel et de la terre, de toutes choses, visibles et
invisibles.
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NOTES

Why J.S. Bach, a devout Lutheran, would compose a Roman Catholic high Latin mass has
been a matter of some debate among scholars. Besides the obvious problems of
assembling the necessary choral and orchestral forces (a choir ranging from four to eight
parts with a full orchestra of strings, winds, and tympani) and the length of the work
(the Kyrie and Gloria by themselves take approximately an hour to perform), the version
of the mass text Bach chose satisfied none of the Tliturgical needs of the Lutheran
communion service (although some of this ritual was still sung in Latin), nor did it
conform in overall structure and textual detail to the official post-Reformation Roman
Catholic version of the mass. Why then would Bach compose a piece that could never be
performed in a liturgical setting, and, if a performance situation presented itself,
required such great resources and time so as to inhibit any presentation of the work to
an audience? The answer lies somewhere among the personal concerns and
preoccupations of this most enigmatic of composers, especially those exhibited during the
final decade of his life.

The compositional history of the work is complicated and shrouded in mystery. The
Sanctus dates from Christmas of 1724 while the Kyrie and Gloria were sent in 1733 to
the new Elector of Saxony accompanied by a letter requesting the court title of
Hofcompositeur: Bach saw in the title an opportunity to increase his own stature and
importance as Kantor at the Thomasschule in Leipzig, and it was eventually granted in
1736. These were the only parts of the mass known to have been performed during
Bach’s lifetime; the others must have been composed sometime between 1734 and 1748,
when Bach copied out the entire work in full score two years before his death in 1750.

Bach uses parody techniques to such a degree in this work that many movements are
derived from earlier pieces, usually movements from one of his cantatas. Of these
sources at least seven can be clearly identified. But the Mass in B Minor is no mere
compilation of miscellaneous re-worded cantata movements: Bach’s adaptation of these
sources is so convincing and so very appropriate that one finds it difficult to believe, for
example, that the Crucifixus movement form the Credo, with its chromatic ground bass
and sighing motives in the upper voices, was not composed specifically for this mass but
as a cantata movement (BWV 12). None of the original sources was left completely
untouched during this process of adaptation and some are so radically rewritten so as to
become almost entirely new compositions. Bach shows his exacting control over this
great wealth of musical sources by constructing large scale tonal plans and complex
motivic interrelationships thereby creating formal unity in the large divisions of the
work. Bach has chosen from is cantatas what he must have considered to be his best
work and has integrated them into a pleasing and artful whole.

The Mass in B minor should be considered along with its companion works of the 1740’s:
Book II of The Well Tempered Clavier; The Art of the Fugue; The Musical Offering.
Each is a summary, a complete exploration of all contrapuntal possibilities of a theme
and/or texture. The mass, as a text for a musical setting, allowed Bach to explore a
rich variety of choral textures using a variable number of choral voice parts: the five
part fugal grandeur of the opening Kyrie; the freer polyphony in Qui tollis peccata mundi
of the Gloria; poignant homophonic writing in the Incarnatus and the descending ground
bass pattern in the Crucifixus of the Credo; glorious six voice homophonic writing of the
Sanctus; eight part double choir antiphonal effects in the Osanna. Bach was sufficiently
acquainted with the great, almost timeless tradition of choral mass settings by such
masters as Palestrinal to feel impelled to make a contribution of his own.

The preoccupation with counterpoint and polyphony which characterized Bach’s music in
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the 1740’s is also evident throughout this work. The enormous five part fugue on a very
chromatic theme that constitutes the first Kyrie contrasts with the stricter, more
antiquated four part fugue of the second Kyrie where the instrumental parts simply
double each choral part. Of the fine polyphonic writing in the Gloria, the energetic Cum
Sancto Spiritu impresses one with its rhythmic vitality. In the Credo, the theme of the
firs section (Symbolum Nicenum) is a cantus firmus based on the traditional chant
intonation set in an impressive seven part fugue for five part choir and first and second
violins. A cantus firmus is also used in the Confiteor, appearing first in canon between
the alto and tenor and then in longer note values in the bass. Both the Symbolum
Nicenum and the Confiteor were probably composed in the 1740’s as they are the only
parts of the Credo which were written specifically for the Mass and are parts of the
Credo which were written specifically for the Mass and are characteristic of the kind of
polyphonic challenges and games Bach enjoyed in that period. Particularly beautiful is
the final closing movement of the entire work, a fugue set the text Dona Nobis Pacem.
It is an exact repeat of Gratias Agimus tibi of the Gloria and, as a result, is an
important unifying element for the entire Mass. Its Palestrina-like nobility is totally
appropriate for a petition of peace and closes the work in a blaze of contrapuntal
splendour.

In the movements for solo voice or duet, Bach explores different orchestral colours,
textures, and formal structures, each appropriate to its respective text: The Christe duet
for two sopranos uses the violin section in unison in a Italianate cantata style; soprano
voice and solo violin unite in a brilliant setting of the Laudamus te of the Gloria; solo
flute and orchestra are used in the duet for soprano and tenor Domine Deus while solo
oboe d’amore and alto voice give an affective rendition of Qui sedes. The most novel
texture is that found in the Quoniam tu solus sanctus of the Gloria: it is set for bass
voice, horn (corno da caccia), two bassoons, and continuo. "For Thou only art holy;
Thou only art the Lord" the text exclaims, and the texture creates a feeling of nobility
totally appropriate of the Almighty. The Credo shows how carefully Bach planned the
overall structure of movements: here Bach alternates in a symmetrical pattern solo and
duet movements with choral movements, the Crucifixus acting as the spiritual and
structural centre.

By choosing among his best choral and solo works, laboriously rewriting and adapting
different textures, styles, and colours, and using his complete command over the
intricacies of baroque polyphony, Bach has created what the nineteenth century writer
C.F. Zelter called "probably the greatest musical work of art the world has ever seen.
This a work which bursts all bounds, whether Catholic or Protestant, Baroque or
Classical, Italian, French, or German, "a summation of Bach’s life-work and the most
central manifestation of Christian faith and dogma."




Les musicologues s’interrogent toujours sur les raisons qui ont pu amener Jean-Sébastian
Bach, un luthérien pratiquant, & composer une grand-messe catholique en latin. En effet,
en plus des problémes évidents que posaient la réunion des effectifs choraux et
orchestraux nécessaires (un choeur de quatre A huit voix avec orchestre complet, cordes,
vents et timbales compris) et la durée de 'oeuvres (le Kyrie et le Gloria durent a eux
seuls presque une heure), le texte ne répond en rien aux impératifs liturgiques de office
de communion luthérien (méme si & 'époque une partie de ce rituel est encore chantée
en latin), sans compter que cette messe, tant par la structure d’ensemble que par le
détail des textes, ne répond pas non plus auz exigences de la liturgie romaine aprés la
Reforme. Quelles sont alors les raisons qui ont amené Bach A composer une oeuvres
sacrée qui ne peut pas étre exécutée dans un contexte liturgique, et qui, s’il avait jamais
eu l'occasion de la faire jouer en concert, nécessitait des ressources si grandes et était
d’une si longue durée que son exécution en public devenait pratiquement impossible? On
doit chercher la réponse dans les préoccupations personnelles de ce compositeur des plus
énigmatiques, et plus particulierement dans les préoccupations qui ont marqué les dix
derniéres années de sa vie.

L’histoire de la composition de I'oeuvre est complexe et mystérieuse. Le Sanctus date de
No€l 1724 tandis que le Kyrie et le Gloria sont adressés en 1733 au nouvel Electeur de
Saxe accompagné d’une lettre dans laquelle Bach sollicite le titre de Hofcompositeur; en
devenant compositeur de cour, Bach souhaite donner plus d’éclat a ses fonctions de
Cantor de la Thomasschule de Leipzig. Le titre lui est finalement conféré en 1736. Ce
sont 1a les seules parties de la messe qui, 2 notre connaissance, ont été exécutées au
cours de la vie de Bach; le Cantor compose probablement les autres parties de 1734 a
1748 et il recopie I'oeuvre tout entiére dans une partition compléte deux ans avant sa
mort en 1750.

Dans cette oeuvre, Bach exploite la parodie a un point tel, que de nombreux mouvements
sont dérivés de morceaux antérieurs, le plus souvent des mouvements de I'une ou l'autre
des ses cantates. C'est aisnsi que I'on peut clairement identifier sept des ces sources.
La Messe en si mineur n’est certes 'amalgame de divers mouvements de cantate remaniés:
'adaptation qu’en fait Bach est si convaincante et si habile qu’il est difficile de croire
que le Crucifixus du Credo avec sa basse obstinée chromatique et les motifs plaintifs
dans le registre aigu, n'a pas ete composé spécifiquement pour cette messe mais plutot
comme mouvement de la cantate BWV 12. Pour les besoins de cette adaptation, Bach
retouche toutes les sources d’origine et certaines, de maniére si draconienne, qu’on
croirait entendre de nouvelles oeuvres. Cest avec une parfaite maitrise qu’a partir de
sources musicales aussi nombreuses, Bach élabore des schémes tonaux et des rapports de
motifs complexes et qu’il donne ainsi une unité formelle aux plus grandes divisions de
'oeuvre. De ses cantates, Bach retient sans doute les passages qu'il juge les meilleurs et
il les réunit en un ensemble harmonieux et élégant.

Il est bon de situer la Messe en si mineur dans le contexte des autres oeuvres des
années 1740: le deuxieéme livre du Clavier bien tempéré, ’Art de la fugue, ’Offrande
musicale. Chaque oeuvre est prétrexte a l'exploration systématique de toutes les
possibilités contrapuntiques d’un théme et (ou) d’une tessiture. Le texte de la messe
permet a Bach d’exploiter une gamme étendue de tessitures chorales en faisant appel a un
nombre de voix qui varie: rappelons la majestueuse fugue a cinq voix du Kyrie
d’ouverture, la polyphonie plus libre du Qui tollis peccata mundi dans le Gloria, I’écriture
homphonique poigante de ’Incarnatus est et le schéme de basse obstiné descendante dans
le Crucifixus du Credo, la splendide écriture homophonique a six voix du Sanctus, les
effets antiphoniques du double choeur en huit parties dans I'Hosanna. Bach connait
suffisamment la tradition quasi immémoriale de la messe chorale, de maitres tels que
Palestrina, pour éprouver le besoin d’apporter sa propre contribution a ce chapitre.
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Le souci du contrepoint et le godt profond pour la polyphonie que Bach manifeste si
intensément vers les années 1740 est apparent tout au long de I'ocuvre. L'imposante
fugue en cinq parties sur un théme trés chromatique du premier Kyrie contraste avec la
fugue A quatre vois, plus ancienne et plus stricte, du second Kyrie ol les parties
instrumentales doublent simplement les voix des choeurs. De la belle écriture
polyphonique du Gloria, on retient surtout un Cum Sancto Spiritu énaergique débordant
de “vitalite rythmique. Dans le Credo, le the¢me de la premiére section (Symbolum
Nicenu,) est un cantus firmus fondé sur les intonations du chant sacré traditionnel,
reprises dans une fugue impressionante a sept voix pour choeur a cing voix et premiers
et seconds violons. Bach emploie également un cantus firmus dans le Confiteor, ol il
apparait sous forme de canon entre I'alto et le ténor puis a la basse, sur un rythme plus
lent. Le Symbolum Nicenum tout comme le Confiteor ont probablement été composés vers
1740, puisque ce sont 12 les seules parties du Credo écrites spécifiquement pour la messe
et qu'elles sont si caractéristiques des défis et des jeux polyphoniques auxquels Bach se
livrait a cette époque. Le dernier mouvement de I'oeuvre est tout particuliérement beau:
il s’agit d’'une fugue écrite sur le Dona Nobis Pacem. Répétition exacte du Gratias
Agimus tibi du Gloria, c’est un elément unificateur d’importance pour toute la messe. La
majesté du ton, qui rappelle Palestrina, convient parfaitement a une supplication de paix;
oeuvre se termine sur une véritable apothéose contrapuntique.

Dans les mouvements pour voix seule ou pour duo, Bach explore les différentes couleurs,
tessitures et structures formelles de Iorchestre, chacune appropriée au texte: le duo
Christe pour deux sopranos fait appel 2 la section de violon qui joue a 'unisson dans un
style de cantate italienne; la voix du soprano et du violon seul s'unissent pour le brillant
Laudamus te du Gloria; la fliite et l'orchestre sont employé dans le duo pour soprano et
ténor Domine Deus tandis que le hatubois d’amour seul et la voix d’alto donnent une
interprétation émouvante de Qui sedes. On retrouve la tessiture la plus nouvelle dans le
Quoniam tu solus sanctus (Gloria): ce morceau est écrit pour voix de basse, cor (cor de
chasse), deux bassons et continuo. "Car Toi seul est saint; Toi seul es Seigneur",
proclame le texte. Ici, la tessiture crée un climat de majesté qui sied partfaitement au
Tout-Puissant. Le Credo nous montre avec quel soin Bach a prévu la structure
d’ensemble des mouvements: il y fait alterner, dans une parfaite symétrie, les
mouvements pour soliste et pour duo avec les mouvements choraux, le Crucifixus servant
de pivot spirituel et structural.

En opérant un choix parmi ses meilleures oeuvres chorales et ses meilleurs airs pour
solistes, en retouchant laborieusement et en adaptant différents tessitures, styles et
couleurs et en exploitant sa parfaite maitrise de toutes les complexités de la polyphonie
baroque, Bach a créé ce qui est, pour reprendre les termes de C.F. Zelter, auteur du dix-
neuvieéme siecle: "sans aoute le plus grand chef-d’oeuvre musical de tous les temps.’

Cest une oeuvre qui transcendes toutes les frontieres, catholiques ou protestantes,
baroques ou classiques, italiennes, francaises ou allemandes, "la somme de l'oeuvre de
Bach et la manifestation la plus profonde de la foi et du dogme chrétiens."
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Duet.  And in one Lord Jesus Christ, the only begotten Son of God, born of the Father
before all worlds: God of God, Light of Light, Very God begotten of Very God, not
created, being of one substance with the Father, by Whom all things were made:
Who for us men and for our salvation descended from heaven.

Je crois en un seul Seigneur, Jésus-Christ, le Fils unique de Dieu, né du Pére avant
tous les siécles: Dieu né de Dieu, lumiére née de la lumiére, vrai Dieu né du vrai
Dieu, engendré non pas créé, consubstantiel au Peére, et par qui tout a été créé.
C'est lui qui, pour nous, les hommes, et pour notre salut, est descendu du ciel.

Chorus. And was incarnate by the Holy Gost of the Virgin Mary, and was made man,
Il a pris chair de la Vierge Marie par 'action du Saint-Esprit et il s’est fait Homme,

Chorus. And was crucified also for us under Pontius Pilate. He suffered and was buried.
puis il fut crucifié pour nous sous Ponce-Pilate: il souffrit et fut mis au tombeau.

Chorus. And the third day He rose again according to the Scriptures, and ascended in heaven,
And sitteth at the right hand of God the Father. and He shall come again with glory
to judge both the quick and the dead: Whose kingdom shall have no end.

Il ressuscita le troisiéme jour, suivant les Ecritures; il monta aux cieux oi il siége a
la droite du Pére. De nouveau il viendra dans la gloire pour juger les vivants et les
morts, et son régne n’aura pas de fin.

Aria.  And I believe in the Holy Ghost, the Lord and Giver of life, Who proceedeth from
the Father and the Son, Who with the Father and the Son together is worshipped
and glorified, Who spoke by the Prophets: And I believe in one Catholic and
Apostolic Church.

Je crois en I’Esprit-Saint, qui est Seigneur et qui donne la vie, qui procéde du Pere et
du Fils. Avec le Pére et le Fils il recoit méme adoration et méme gloire. Il a parlé
par les Prophétes: Je crois a I'Eglise une, sainte, catholique et apostolique.

Chorus. 1 acknowledge one Baptism for the remission of sins. And I look for the Resurrection
of the dead, And the life of the world to come. Amen.
Je reconnais un seul baptéme pour la rémission des péchés et j attends la
résurrection des morts et la vie du monde a venir. Amen.

intermission

IIL. Sanctus

Chorus. Holy, holy, holy, Lord God of hosts. Heaven and earth are full of His glory.
Saint, saint, saint le Seigneur, Dieu des Forces célestes, le ciel et la terre sont
remplis de ta gloire.

IV.Hosanna, Benedictus, Agnus Dei, et Dona Nobis Pacem

Chorus. Hosanna in the highest.
Hosanna au plus haut des cieux.
Aria.  Blessed is he that cometh in the name of the Lord.
Béni soit celui qui vient au nom du Seigneur.
Chorus. Hosanna in the highest.
Hosanna au plus haut des cieux.
Aria. O Lamb of God, Who takest away the sins of the world, have mercy upon us.
Agneau de Dieu, qui enléves les péchés du monde, aie pitié de nous.
Chorus. Grant us peace.
Donne nous la paix.
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Chantal Gosselin
Marie Veillette

Bassoon
Suzanne Nelson
Danielle Parent

Trumpet
Jens Lindemann

Gillian Mackay
Claude Barry

Percussion
Ralph O’Connor

French Horn
Nathalie Fortin

Composer-in-residence

Steve Schleifer
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Monday, February 15, 1988
8:00 p.m.

MARTIN FOSTER,violin

EUGENE PLAWUTSKY, piano
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THE SONATAS of ROBERT SCHUMANN
(1810-1856)

SONATA NO.1 in A minor, Op. 105

Mit leidenschaftlichem Ausdruck

Allegretto
Lebhaft

SONATA NO. 3 in A minor (1853)

Ziemlich langsam - Lebhaft

Lebhaft
Intermezzo - bewegt doch nicht zu schnell
Finale - markirtes, ziemlich lebhaftes Tempo

intermission

SONATA NO. 2 in D minor, Op. 121

Ziemlich langsam - Lebhaft
Sehr lebhaft

Leise, einfach

Bewegt




e

Martin _Foster and Eugene Plawutsky began performing
together in 1986. From their first concert it was
immediately clear that they share an unusual degree of
musical empathy. Both began their musical education in
Montréal at the Conservatoire de musique du Québec. Mr.
Foster continued his studies with Dorothy Delay at Julliard
going on to become first violin of the American String
Quartet. Mr. Plawutsky received his Master’s degree from
the University of Toronto and has worked extensively as an
orchestral and operatic conductor and chamber musician.
Both now teach in Montréal: Mr. Foster at I'université du
Québec a Montréal and Mr. Plawutsky at McGill University.

Their association has resulted in a number of interesting
projects such as the complete works of Charles Ives and a
retrospective of romantic music including the complete works
of Brahms, Schubert and Schumann. Future plans include
Beethoven and Bartok cycles.

Jacob Siskind of the Ottawa Citizen has described their
performances as "..readings that get to the core of the
works."

XEEXKKKRKKKKREKRRKX K XX

Dés leur premier concert en 1986, Martin Foster e Eugene
Plawutsky ont démontré un niveau remarquable d’empathie
musicale. IIs ont tous deux commencé leur éducation
musicale au Conservatoire de musique du Québec. M. Foster
a poursuivi ses études a Julliard aupres de Dorothy Delay et
pendant sept ans était premier violon de I’American String
Quartet. M. Plawutsky obtint une maitrise en musique de
PUniversité de Toronto et est connu en tant que chambriste
et chef d’orchestre et de choeur.  Les deux enseignent
présentement a Montréal: M. Foster a luniversité du Québec
& Montréal, et M. Plawutsky a l'université McGill.

Ce duo s’est produit dans plusieurs projets intéressants tels
que les intégrales des sonates de Brahms, Schubert,
Schumann, et Charles Ives. Ils envisagent les compositeurs
Beethoven et Bartok dans leurs projets a venir.

Jacob Siskind du Ottawa Citizen décrit leur travail ainsi
"..readings which get to the core of the works".

:
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Tuesday 16 February 1988
5:00 pm

ST HBENT 50 L0 T 5158
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programme

BALLADE No.l1 in G minor, Op.23 Frédéric Chopin

C ~11795 NI AN
Lue pLauve 3 prano

(student of Charles Reiner)

ADAGIO AND ALLEGRO, Op.70 Robert Schumann

T A T - o
Nathalire Fortin, jrench normn

(student of Jean Gaudreault)

Anne Denoncourt, piano




from FANTASIEN, Op.116 Johannes Brahms

1 Capriccio: presto energico
2. Intermezzo: andante
R Capriccio: allegro
gis “Capriccio: allegro agitato

SINFONIA in BP J.C.Bach

Allegro assai
Andante
Presto

INTRODUCTION AND ALLEGRO Milan Kaderavek

=" 4 S ooy

oaxoprnone guarcret.

Joey s ‘ano axopr
[, T to

n, tenor s

cworth, bari

Peter

~

sSaman

(ensemble class of Gerald LDanoviten,
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Tuesday, February 16, 1983
8:00 p.m.

JEAN-PIERRE NOISE UX, recorder

MARY CYR,viola da gamba

DAVID SANDALL, harpsichord

programme

SUITE in G minor for recorder Jacques Hotteterre
and continuo "le Romain" (c.1680-1760)

Prélude (lentement)
Allemande, La Fontainebleau
Sarabande, Le Départ

Air, Le Fleuri (gayement)
Gavotte, La Matilde

Branle de Village, L’ Auteuil
Menuet, Le Beaulieu

2¢ Menuet

Gigue, La Pérousine

|
l
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3 SONATAS for harpsichord

K. 212, in A major
K. 206, in E minor
K. 216, in E major

SONATA (K. 81) in E minor for
recorder and continuo

Grave
Allegro
Grave
Allegro

intermission

VARIATIONS on "Doen Daphne d’over
schoone Maeght" for recorder

ALMAINE & CORANTE for
viola da gamba

"If my complaints” for
, viola da gamba, from The Second
Book of Ayres, 1612

Domenico Scarlatti
(1685-1757)

Domenico Scarlatti

J. Jacob van Eyck
(c.1589-1657)

Alfonso Ferrabosco
(c.1575-1628)

William Corkine
(f1.1610-1612)

SONATA in G minor for recorder Johann Sebastian Bach

and continuo (transcription of
BWYV 1034 in E minor, by J.P. Noiseux)

Adagio ma non tanto
Allegro

Andante

Allegro

(1685-1750)

A
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Wednesday 17 February 1988
12:15 p.m.

JOHN GREW,organ

PASSACAGLIA, BWV 582 Johann Sebastian Bach
GOTHIC SCENES Brian Cherney
I "Premonitions”
II "Night Journey"
"Interlude"
[II "The Confrontation"
"Interlude"

IV "The Reconciliation"
V  "And ever after..."

Gothic Scenes and Interludes was commissioned by John

Grew with the generous assistance of the Canada Council.
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Wednesday, February 17, 1988
8:00 p.m.

CONCERT CHOIR

direction: WINSTON PURDY

and members of the

McGILL SYMPHONY ORCHESTRA
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I 20t CENTURY MOTETS

1.  Who is at my window, who? Welford Russell

* 2. Adoramus Te Christe Christopher Howard

3.  Prayer of St. Francis Barrie Cabena

II From Opus 62 Johannes Brahms

Vergangen ist mir Gliick un Heil
Rosmarin

Von alten Liebesliedern
Waldesnacht

ekl v

III THREE SHAKESPEARE Ralph Vaughan Williams
SONGS

1.  Full Fathom Five (The Tempest)

2. The Cloud-Capped Towers (The Tempest)

3.  Over Hill, Over Dale (A Midsummer
Night’s Dream)




MOZART: VESPERAE SOLENNES DE CONFESSORE K. 338

Mozart’s religious works have rarely received the attention
they deserve. The one exception to this is the Requiewm. The
macabre circumstances of its composition and its emotional power
have ensured it a continuing fame, recently enhanced by the film
Amadeus, and this fame has unfortunately allowed it to overshadow
most of Mozart’s other sacred music. In this field two works
have long been considered to be among Mozart’s finest creations;
the incomplete Mass in C minor K.427 and the Vesperae solennes de
confessore K.339.

Nothing specific is known about the composition of the
Vespers except the date of 1780. It is one of the last religious
works Mozart wrote while in the service of the Archbishop of
Salzburg, Count Hieronymus Colloredo, and thus represents his

last link with the city of his birth. The office of Vespers was
always an occasion for music making. The service included the
singing of five Psalms and the sacred Canticle of the Blessed
Virgin, the Nagnificat. Each Psalm and the Magnificat were
treated as independent movements in the service, thus allowing a
variety of style and treatments of the text. The Psalms of
Mozart’s Vespers are first the Dixit Dominus, then Confitebor
tibi, Domine, Beatus vir, Laudate pueri and Laudate Dominum all
of which precede the great Magnificat. The most extreme

difference in musical treatment of the sacred texts is found
between the Laudate pueri, a rictly contrapuntal setting
involving canon, double counterpoint, stretto etc. and the
Laudate Dominum, a beautiful, floating soprano solo.

Many aspects of the Vespers point to its Salzburg origins
the orchestration, the brilliant and at times ‘italianate’
writing and the straight-forward setting of the text (the
Archbishop demanded brevity above all in his church services)
Nonetheless, the individuality of Mozart’s approach and h

achievement transcend any stylistic restrictions As Alfred

Einstein has remarked: HWith this work Mozart's ecclesiastical
activity for Salzburg came to its inner as well as its external
conclusion. It had become so free, so personal, that it alone

would sooner or later have led to a break with the Archbishop....
BRAHMS: FOUR SONGS FOR A CAPELLA CHORUS, OPUS 62 NOS.1,2,3 AND 7

With so many chamber and orchestral masterpieces to his
credit the Brahms’s important contributions to choral music are
sometimes forgotten. His interest in such music was lifelong and
involved the study of both German folksong and the works of the
great masters of the Renaissance and early Barogque. A
particularly strong impetus to choral composition was provided by
Brahms’s involvement with a number of choral societies during his
musical career--the most important of which was his post as
director of the Vienna Singakademie. The fruits of such
involvement are, among others, over forty a capella songs for
male, female and mixed choirs.




The songs on tonight’s programme are all drawn from Brahms’s
opus 62 collection. Although published in 1874, some of the
collection may have been composed as early as 1859-62, when
Brahms was director of a women’s choir in Hamburg. The texts
have come from a number of sources. The first two songs,
Rosmarin and Von alten Liebesliedern, are settings of two poems
from Des Knaben Hunderhorn, the famous anthology of German folk
poetry compiled by Clemens Brentano and Achim von Arnim during
the first decade of the nineteenth century. In their strophic
organization and refreshing melodic simplicity both works have
the character of folksongs. The same may be said of the last
song of the set Vergangen ist mir Gliick und Heil, which is also
based on an old German poem. Haldesnacht has a more romantic
character and reveals some influence of Brahms’s Renaissance
studies in the subtle double canon for the fifth and sixth lines
of each strophe. The poem is by Paul Heyse, poet, dramatist and
novelist, who received the Nobel Prize for literature in 1910.

VAUGHAN WILLIAMS: THREE SHAKESPEARE SONGS

Like Brahms, Ralph Vaughan Williams was devoted throughout
his life to the folksongs of his native land and the great
achievements of Renaissance polyphony, here particularly those of
the English Elizabethan and Jacobean periods. The Three
Shakespeare Songs are among the composer’s late works and were
written in 1851. The first, "Full Fathom Five," is Ariel’s song
from The Tempest. The second "The Cloud Capp’d Towers, " is also
drawn from The Tempest (Act IV, scene ey This is Prospero’s
speech on the transitory nature of human life. Its lines, "He
are such stuff as dreams are made on; and our little life is
rounded by a sleep." had served as the motto of Vaughan
Williams’s Epilogue to his Sixth Symphony. The last song "Over
Hill, Over Dale," is a setting of the fairy’s answer to Puck from
the beginning of Act II Scene I of A Hidsummer-night’'s Dream.

The remaining works on tonight’s programme are all Canadian
contributions to the art of choral song. French-Canadian
folksongs have always been a rich source of inspiration for our
composers. The three examples presented here are Derek Healy’s
setting of "Danse mon moine, danse" from his Six Canadian
Folksongs composed in 1973 and two settings by Winston Purdy--
"L’Hirondelle, " and "A la claire fontaine. " The sacred side of
choral song is represented by Barrie Cabena’s "Prayer of St.
Francis, " written in 1972, while the composer was organist and
music director at the First St. Andrews Church in London,
Ontario, “Who is at my Window, Who?9" by the amateur organist and
composer Welford Russell, (this last song is a setting of a
religious text drawn from an anthology printed in Edinburgh in
1578) and "Adoramus te Christe" by Chris Howard, a member of the
choir who has also composed for the McGill chamber wind ensemble.
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MOZART: LES VEPRES SOLENNELLES DU CONFESSEUR K. 339

A l'exception du Requiem, la musique religieuse de Mozart a
rarement regu toute l'attention qu'elle mérite. Les
circonstances macabres qui ont entouré sa composition et sa
puissance dramatique lui ont assure une ceélébriteée qui ne s'est
jamais dementie et que le film Amadeus ne fait que souligner;
malheureusement, le Requiem a éclipse la plupart des autres
oeuvres de musique sacree de Mozart. Dans ce domaine, deux
oeuvres ont longtemps été rangées parmi les plus belles composi-
tions de Mozart: la Messe en ut mineur K. 427, inachevee et les
Vépres solennelles du confesseur K. 339.

On ne sait rien de précis au sujet de la composition des

Vépres, hormis la date de 1780, C'est 1'une des dernieres
oeuvres sacrees que Mozart compose alors qu'il est encore au
service de l1'Archevéque de Salzbourg, le Comte Hieronymus
Colloredo et elle représente en quelque sorte son dernier lien
avec sa ville natale. L'office des Vépres était toujours
1'occasion de jouer de la musique sacreée. Pendant le service on
chantait cing Psaumes et le cantique sacré de la Sainte Vierge,
le Magnificat. Chacun des psaumes et le Magnificat etaient

traités comme autant de mouvements indépendants du service, ce
qui permettait de méler des styles et des traitements varies des

mémes textes. Les Psaumes des Vépres sont dans 1'ordre Dixit
Dominus, Confiteor tibi, Domine, Beatus vir, Laudate pueri et
Laudate Dominum qui précedent tous le grand Magnificat. On
trouve les contrastes les plus extrémes dans le traitement
musical des textes sacres entre le Laudate pueri, a
l'orchestration contrapuntique stricte qui fait appel au canon,
double contrepoint, strette etc., et le Laudate Dominum a la

mélodie treés belle, éthérée, pour soprano seul.

De nombreux aspects des Vépres témoignent de leur origine
salzbourgeoise: l'orchestration, l'écriture brillante voire
parfois italianisante et la mise en musique rigoureuse du texte
(1'Archevéque exigeait la brieveté avant tout dans ses services
religieux). Cependant, l1'individualite de la démarche
mozartienne et ces reéalisations transcendent toute restriction
stylistique. Comme l'a dit Alfred Einstein: Avec cette oeuvre,
Mozart met un terme, tant intérieur qu'extérieur, a ses activites
ecclésiastiques a Salzbourg. Ses oeuvres etaient devenues si
libres, si personnelles qu'elles auraient, tat ou tard été a
l'origine de sa rupture avec 1'Archevéque....

BRAHMS: QUATRE CHANTS POUR CHOEUR A CAPELLA, OPUS é2, NDS; 1,853
Er=7

On a parfois tendance a oublier les importantes
contributions de Brahms a la musique chorale, tant il a écrit de
chefs d'oeuvre de musique de chambre et de musique symphonique.
Tout au long de sa vie, Brahms a montré un vif intér@t pour la

musique choralej; il a notamment étudié les chants folkloriques
allemands et les oeuvres des grands maitres de la Renaissance et
du deébut de la période Barogue. Les liens professionnels que

Brahms a entretenus avec de nombreuses societes chorales au cours
de sa carriere--les plus importants a titre de directeur de la
Singakademie de Vienne--n'ont pu que 1l'encourager en ce sens. ) 3




en est donc résulté quarante chants a capella pour choeurs de
voix d'hommes, choeurs de voix de femmes et choeurs mixtes.

Les chants au programme de ce soir sont tous tirés de 1'opus

62. Bien que publiés en 1874, certains de ces chants ont pu &tre
composés deés 1B59-62 alors que Brahms était directeur d'un choeur
de femmes a Hambourg. Les textes sont d'origine variee. Les

deux premiers chants, Rosmarin et Von alten Liebesliedern, ont
été composés sur deux poemes tirés de Des Knaben Wunderhorn, la
célébre anthologie de poésie populaire allemande compilée par
Clemens Brentano et Achim von Arnim au cours de la premiéere

décennie du XIX*= siecle. Tant par l'organisation des strophes et
la simplicité rafraichissante de leur ligne meélodique, les deux
oeuvres se présentent comme des chants folkloriques. On peut

formuler les mémes remarques & l'égard du dernier chant de la
série Vergangen ist mir Gluck und Heil, inspire d'un vieux poeme
allemand. Waldesnacht, d'un caractére romantique plus accuse,
témoigne de 1'influence de la Renaissance sur le compositeur:
double canon subtil aux cinquieme et sixiéme lignes de chaque
strophe. I1 s'agit d'un poeme de Paul Heyse, poete, dramaturge
et romancier qui a regu le prix Nobel de litterature en 1910,

VAUGHAN WILLIAMS: THREE SHAKESPEARE SONGS

Tout comme Brahms, Ralph Vaughan Williams a consacré une
bonne partie de sa vie a 1'étude des chants folkloriques de son
pays et aux grandes realisations de la polyphonie de la
Renaissance et plus particulieérement de 1'époque d'Elizabeth 1*7*
et de Jacques 1*v. Les Three Shakespeare Songs figurent parmi
les oeuvres tardives du compositeur et ont été écrits en 1951.
Le premier, "Full Fathom Five", est le chant d'Ariel dans La
tempete. Le second, "The Cloud Capp'd Towers", est également
tiré de La tempéte (Acte 1V, scene I). C'est le discours que
Prospero tient sur la nature éphémére de la vie humaine. Ces
lignes, "We are such stuff as dreams are made of; and our little
life is rounded by a sleep.", ont servi de théme & 1'épilogue de
la Sixiéme symphonie de Vaughan Williams. Le dernier chant "Over
Hill, Over Dale" est la version musicale de la réponse de la fee
4 Puck au début de l'acte II scéne I du Songe d'une nuit d'eéte.

Les autres oeuvres au programme de ce soir appartiennent
toutes au répertoire canadien d'oeuvres chorales. Les chants
folkloriques canadiens—-francais ont toujours été une riche source
d'inspiration & lagquelle ont puisé nos compositeurs. Les trois
exemples présentés ce soir sont 1l'orchestration gqu'a faite Derek
Healy de "Danse mon moine, danse", tiréee de ses Six Canadian
Folksongs, oeuvre composée en 1973 et deux orchestrations de
Winston Purdy de "L'Hirondelle" et "A la claire fontaine". La
musique sacrée pour choeurs est représentée par la "Prayer of
at. Francis" de Barrie Cabena, écrite en 1972 alors que le
compositeur était organiste et directeur musical de la First
St. Andrews Church & London, en Ontarioj; "Who is at my Window,
- Who?" par l'organiste amateur et compositeur Welford Russell (ce
dernier chant est 1l'orchestration d'un texte religieux tiré d'une
anthologie imprimée & Edimbourg en 1578) et "Adoramus te Christe"
de Chris Howard, membre du choeur et qui a egalement composé des
oeuvres pour l'ensemble d'instruments a vent de McGill.




IV QUEBEC FOLK SONGS

1. Ala claire fontaine arr. W. Purdy
2. L’Hirondelle arr. W. Purdy
A Danse, mon Moin, Danse arr. Derek Healey

Gwyneth Hughes, soprano

intermission

VESPERAE SOLENNES DE Wolfgang Amadeus Mozart
CONFESSORE, K. 339

Dixit Dominus (Psalm 110)
Confitebor tibi (Psalm 111)
Beatus vir (Psalm 112)
Laudate pueri (Psalm 113)
Laudate Dominum (Psalm 117)
Magnificat (St. Luke 1)

S SR e b ek

Madeleine Palmer, soprano
Claire Mallin, mezzo-soprano
Michael McAuley, tenor
Fred Stoltzfus, bass

* premiere




Soprano |

Diane Bélisle
Janine Carscadden
Katharine Hall
Sun-Ah Kim
Alison Roy
Tuesday Royko
Louise Yard

Alto 1

Patricia Corry
Maria Diamantis
Diane Janna
Tania Koleoglu
Mary O’Neill
Cynthia Styles

Tenor

Jérome Blais
Norman Diotte
Joshua Gubitz
Robert Pinet
Dominique Roy
Ben Stein

John Stephenson
Jean-Paul Vialrd
Sanders Whiting

Winston Purdy, director

Isabelle Bélance

Nathalie Carrier
Penny Dale
Gwyneth Hughes
Maria Papoulias
Maria Walther

Alto IT

Suzanne Giard
Huberte Lanteigne
Ann Osana
Mary-Jo Rosenquist
Jennifer Ryan
Claudine Vézina

Bass I

Andrew Bourne
Christopher Howard
Richard Osmond
Paul Shuebrooke

Bass 11

Bruce Heggan
Russell Neilson
Thomas Mennier
Raymond rickard
Earl Wilson

Rehearsal pianist: John Stephenson

Members of the McGill Symphony Orchestra

Violin |

Karma Tomm
Joanne Buckley
Rebecca Whitling
Claudine Gagnon

Violin I

Kevin Filewych
Michele Dumoulin
Isabelle Gosselin
Sophie Arbuckle

Bass
Guy Boisvert

Bassoon
Samantha Duckworth

Trumpet I
Mark Schneider

Trumpet II
Shawn Spicer

Trombone II
Al Eggum

Trombone III
Peter Collins

Timpani
Ralph O’Connor




Salle Redpath Hall

McGill University
Faculty of Music
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Thursday, February 18, 1988
8:00 p.m.

NATHALIE FORTIN, french horn

Student of JEAN GAUDREAULT

with the assistance of: ANNE DENONCOURT, piano



' A b
programme
CONCERTO NO. 1 for horn in Joseph Haydn
D major (1732-1809)
Allegro
' Adagio
Allegro
ADAGIO AND ALLEGRO, Op. 70 Robert Schumann

(1810-1856)

intermission

! ELEGIE (1957) Francis Poulenc
(1899-1963)

LA CHASSE DE SAINT-HUBERT, Op.99 Henri Busser
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Thursday, February 25, 1988
8:00 p.m.

VIKTORYA KASUTO ,piano

Student of CHARLES REINER

This recital is presented in partial fulfilment of the
requirements for the degree Concert Diploma.

Ce récital fait partie des épreuves imposées pour
l'obtention d’'un dipléme de concert.
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PRELUDE and FUGUE in a minor Johann S. Bach
BWYV 543 (1685-1750)
Franz Liszt
(1811-1886)
SONATE in a minor, Franz Peter Schubert
Op. 143, D.V. 784 (1797-1828)

Allegro giusto
Andante
Allegro vivace

intermission

PICTURES AT AN EXHIBITION Modest P. Mussorgski
(1839-1881)
Promenade
The Gnome
Promenade
The Old Castle
Tuileries (Children Quarelling at Play)
Bydlo
Promenade
Ballet of the Unhatched Chicks
Samuel Goldenberg and Schmujle
Promenade
The Market Square (The Big News)
Catacombs (A Roman Sepulchre)
With the Dead in a Dead Language
The Hut on Ilen’s Legs (Baba Yaga)
The Bogatyr Gate (at Kiev, the Ancient Capital)










CBC Radio in cooperation with
the Faculty of Music at McGill University
presents

POETRY FOR ALTO — Allan Fast — alto
with Sylvain Bergeron — lute
Mary Cyr — viola da gamba and lyra viol,
Colin Tilney — harpsichord, Robert Verebes — viola,
and Cheryl Ann Fulton — triple harp and pedal harp

Pollack Hall, February 22, 1988 — 8:00 p.m.

PROGRAMME
Torna il sereno zefiro Sigismondo D’'India
(c1582 - 1629)
Preludium John Dowland
Captain Piper’s Gailliard (1563 - 1626)
The Expiration Alfonso Ferrabosco 11
(c1578 - 1628)
In a garden so green Anon. Scottish
A Souldier’s Resolution Tobias Hume
(c1569 - 1645)
In Darkness let me dwell John Dowland
I know a bank Benjamin Britten
(“AMidsummer Night’s Dream” - 1960) (1913 - 1976)
Serenade (1977) Jean Coulthard
Incommunicado (1908 - )
When I was full of grace

Sing me my lover
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Allan Fast — Following studies with Paul Esswood in England, Mr.
Fast joined the Waverly Consort in 1979. He retained the position of alto
soloist for five seasons at which time he left the group to pursue a full-time
solo career. In 1985, Fast and soprano Valerie Kinslow formed the
successful group, Duo Seraphim, an ensemble which presents the master-
pieces of bel canto duet repertoire. That same year, Fast was winner of
the top prize at the prestigious Concours International de Chant Lyrique in
Belgium in 1985.

In September of 1987, Mr. Fast was honoured as the only Canadian
singer ever invited to appear at the Wratislavia Cantans Festival in
Wroclaw, Poland. Later this year, he will record Baroque arias of Handel
with the CBC Vancouver Orchestra under the direction of Monica Huggett,
returning to Vancouver for Bernstein’s Chichester Psalms with Cantata
Singers. Other highlights of this season include Mr. Fast’s debuts with the
National Arts Centre Orchestra (Handel’s $aul) and Tudor Singers of
Montreal (Bach: 8t. John Passion).

Mr. Fast will be heard on a soon-to-be-released album for Decca Records
with the Bach Ensemble under Joshua Rifkin in Cantatas 8, 78 and 99 of
J.S. Bach.

Since completing his Baccalaureat at Laval U. in Quebec, Sylvain
Bergeron has become well-known both as lute-song accompanist and as
a member of Ensemble Anonymus. He has studied with Paul O’dette and
Eugene Dombois, and is himself invited to teach at workshops of the Lute
Society of America. With Anonymus, he has toured North America and
Europe and has recorded two discs.

Maryg Cyr studied Baroque cello with Anner Bylsma and viola da
gamba with Wieland Kuijken. She has performed extensively in Europe and
North America both as chamber musician and as soloist and has recorded
for Cambridge and McGill Records. She is currently a professor in the
Faculty of Music, where she teaches musicology, performance practice, and
heads the Early Music Program.

Keyboard virtuoso Colin Tilney studied at King’s College, Cambridge,
and with Gustav Leonhardt. He has won acclaim throughout the world for
his concerts, broadcasts and recordings on historic instruments. Currently
living in Toronto, where he teaches at the Royal Conservatory, he is at
present editing all the French unmeasured preludes for Schott’s of London.

Born in Budapest, Robert Verebes has played an active role in
Canadian musical life since his arrival here in 1957. Associate principal
viola of I'Orchestre Symphonique de Montréal, he heads the series “Robert
Verebes et ses Amis” at the Montreal Conservatoire. He has been active in
the commissioning and performance of Canadian music, notably works by
Lothar Klein and Jean Coulthard.

Cheryl Ann Fulton is recently returned from a Fulbright scholarship
to Lisbon where she was principal harpist of the Orchestre Gulbenkian. She
is member of La Corte Musical with whom she has just completed a
recording of medieval Iberian music for Nonesuch, and appears frequently
with the Boston Camerata. She appears on their Erato recording of Tristan
et Iseult. In demand as a teacher at early music workshops, she is presently
completing her Doctorate in triple harp at Indiana U. under the direction of
Thomas Binkley.
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If every recital could be said to constitute a thesis, this evening’s is a
combination of several: first, to help dispel the myth that the male alto voice is
reserved solely for early music, I have allowed myself to be limited only by my
own predilection - hence the title. Further, I have followed the paradoxical
meaning of the word “alto” - depending on the context it can mean either highor
deep (viz. “in alto mare” - the deep sea) - selecting settings which illustrate the
typically ageless and androgynous character which distinguishes the repertoire
of the alto voice of either sex. For example, Arnalta is Poppea’s doting old nurse,
while Giasone is a lamenting hero. In “Torna il sereno zefiro’’ the singer is now
young and effusive, now old, hopeless and embittered. Oberon in A Midsummer
Night’s Dream” (Britten) is King of the Fairies, an example of the contemporary
trend of using the countertenor to portray ethereal, magical or spiritual
characters. (Phillip Glass's “Akhenaton’ is a countertenor, as is the Voice of
Apollo in Britten’s “Death in Venice”, the Voice of God the Father in
“Taverner”” and George III in “Diary of a Mad King”, both by Peter Maxwell
Davies. )

The poetry itself, ranging from Donne, Shakespeare, Beaumont & Fletcher to
Busenello and Elizabeth Gourlay, is not so much my focus here as is the
particular character of the musical settings, which reflect in a singular way the
poets’ combination of declamation with flights of lyricism. All the 1 7th century
pieces were published within the space of a single generation, yet in their rich
variety they all show incipient baroque qualities. Exponents of the first
idiomatically vocal music, these composers combined and juxtaposed the
lyrical and the dramatic in highly individual ways, with a freedom of form not
seen again until the present century. By the last quarter of the 17th century,
with the mature works of Carissimi, recitative and aria forms were formalized
and became carved, as it were, in stone.

The role of Oberon was composed for Alfred Deller. Unfortunately his voice
was not of sufficient weight to be heard in an opera house, so the role was
created by the American Russell Oberlin. However, Deller recorded with the
original cast and so his interpretation, happily, is preserved. This soliloquy is
accompanied on modern pedal harp.

Serenade, three poems of Elizabeth Gourlay, was set by Jean Coulthard in
76-77 and dedicated to the performers Delia Wallis and Gerald Jarvis.
Originally for mezzo and violin, the version for alto and viola is presented for
the first time tonight, with the composer’s kind permission.

An interesting feature of this concert is the use of instruments which though
rarely heard today, were considered indispensable by 17th century performers.
Lute songs are generally accompanied on the tenor lute -tonight Mr. Bergeron is
playing a bass lute, which facilitates the accompaniment of the alto or bass
voice. Lutes of this size were by no means uncommon although at the present
time there are a mere handful in the entire world. Also seldom heard is the lyra
-viol which differs from other viols in its flattened bridge and neck, making
chordal bowing possible -again, formerly a popular instrument particularly in
late renaissance England. Mary Cyr has recorded an album of lyra - viol music.

Perhaps least commonly heard of all is the arpa doppia. Doppia refers to the
doubled size of the instrument relative to the gothic harp, its predecessor. Miss
Fulton's instrument is a Welsh triple harp which won first prize at the 1853
Eisteddfodd in Cardiff. It is designated “triple” because it is strung in three
rows - the outer two tuned in unison diatonically, the inner row consisting of the
chromatics (Sharps or flats). The player must reach through the outer rows to
pluck the appropriate string.

Allan Fast




INTERMISSION
Toccata no. 8 Girolamo Frescobaldi
(1583 - 1643)
Canzona no. 1
Toecata no. 9
Adagiati, Poppea Clandio Monuteverdi
(L’Incoronazione di Poppea) (1567 - 1643)
Ancidetimi pur Sigismondo D’India
(il Lamento di Giasone)
Ancidetimi pur, per l'arpa Giovanni Maria Trabaci
(d. 1647)
Care-charming sleep Robert Johnson
(Valentinian) (c.1583 - 1633)

NEXT CBC/McGILL CONCERT
Thursday, April 14 — 8:00 p.m.
Music of the Salon — Pt. I
Music from the Verein
1918-1922
Vienna’s Society for Private
Musical Performance
Debra Parker - soprano
Les Chambristes de Montréal
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Organ Remtal

Redp ath Hal Faculty of Music |

Wednesday, March 2, 1988
12:15 p.m. |

THOMAS ANNAND,organ |

Student of: JOHN GREW

OFFERTE du 5¢ TON André Raison
Le Vive le Roy des Parisiens (before 1650-1719) |
(1688) i

SUITE from Premier Livre d’Orgue Nicholas de Grign

(1699) (1672-1703
Veni Creator, en taille 2 5
Fugue a 5
Duo

Récit de Cromorne |
Dialogue sur les Grands Jeux

From ’ASCENSION (1934) Olivier Messiaen
(b.1908)
2.  Alleluias sereins d’'une ame
qui désire le ciel
3. Transports de joie d’'une dme
devant la gloire du Christ
qui est la sienne

McGill University |
\&/ Montreal it




The Redpath Hall Organ of McGill University, Montreal

Les grandes orgues de 1’Universit¢é McGill, Montréal
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Accouplements et Accessoires

Positif sur Grand-Orgue
Tirasse Grand-Orgue
Tirasse Positif

Pression: 75mm.

Tempérament selon d‘Alembert, a= 415 Hz.

Facteurs d’orgues:

Hellmuth Wolff & Associés, Laval, Qué., 1981

Tremblant fort
Tremblant doux
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Salle Redpath Hall

McGill University
Faculty of Music

21 ANNUAL CONFERENCE

THE CANADIAN ASSOCIATION FOR IRISH STUDIES

James Joyce Lecture-Concert: Music in Ulysses
Wednesday 2 March 1988, 8:00 pm

This programme is dedicated to the memory of
Richard Ellmann (1918-1987)

e e
e G b G e e b B B G e G b G b b W i
b S e G e G e e b e b e b e e i
B e b G B G e G e B e e b e i Wl i
T b b G b e b el el b el e
ol e b b e
G b e e G b e b G b e b e e e Y
e e e bl b b b e
e e e G e e e G b e i Wl W
T b b b e bl e e el
Sl S b G b S b e b e e e K
B e e B e e e
e b e o e




Zack Bowen, commentator

Carolyn Sinclair, soprano
Jo-Anne Bentley, mezzo-soprano
Ken Beal, tenor

Peter Fisher, baritone

Wolfgang Zach, bass

Michael McMahon, piano

1. Seaside Girls H.B. Norris
(ensemble)

2. The Jewel of Asia (The Geisha) J. Philp
(soprano)

3. ’Twas rank and fame M.W. Balfe
(The Rose of Castille)
(tenor)

4. The Boys of Wexford Irish Ballad
(tenor, baritone, bass) 1

5. There is a flower that bloometh W.V. Wallace 1
(Maritana)

(mezzo-soprano)

6. The Bloom is on the Rye Sir. H.R. Bishop
(baritone) 1

7. Goodbye Sweetheart, Goodbye J.L. Hatton
(bass) |
|
8. Love and War T. Cooke

(tenor and baritone)




9. M’appari (Martha)
(tenor)

10. The Croppy Boy
(baritone)

11. Love’s Old Sweet Song
(mezzo-soprano)

12. La ci darem la mano
(Don Giovanni)
(soprano and barnitone)

13. See, the conqu’ring hero
(Judas Maccabaeus)
(ensemble)

14. My Girl’s a Yorkshire Girl
(ensemble)

15. The Hatikvah
(bass)

16. Shule Aroon
(tenor)

17. In Old Madrid
(soprano)

18. Shall I Wear A White Rose
(mezzo-soprano)

19. Finnegan’s Wake
(ensemble)

F. von Flotow

Irish folk song

J.L. Molloy

W.A. Mozart

G.F. Handel

Arr. D.E. Bayford

Arr. N.H. Imber

Irish folk song

H. Trotére

E.B. Farmer

Arr. C. Glover

~
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Thursday, March 3, 1988
8:00 p.m.

AN EVENING OF MUSIC

for

TRUMPETS - BRASS QUINTET

and

CONCERT BAND
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McGILL TRUMPET CHOIR

direction: Gillian MacKay

CANZON’ Samuel Scheidt
(1587-1654)

SPIELMUSIK Alfred Bockmann
1. Munter
2.  Lebhaft
3. MaiBig
FANFARES
1. Aida Giuseppe Verdi
(1813-1903)
2.  Fanfare for the King Josquin des Pres
(1440-1521)
3. Pour reveiller le bon gros Erik Satie
des Singes (1866-1925)
4.  Vaudeville Traditional
McGILL BRASS QUINTET
direction: Robert Gibson
MINIATURE OVERTURE Witold Lukoslawski
for Brass Quintet (b. 1913)
BRASS QUINTET NO. 2 Victor Ewald

(1860-1935)

CANZON’ Samuel Scheidt |
(1587-1654)

intermission
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CONCERT BAND

direction: Richard Lawton

CIMARRON OVERTURE Roy Harris
(1898-1979)

TOWER for Concert Band Sydney Hodkinson
(b.1934)
WILLIAM BYRD SUITE* Gordon Jacob
(1895-1984)

1.  The Earle of Oxford’s March Freely transcribed
2. Pavana from the Fitzwilliam
3. Jhon come kiss me now Virginal Book of
4. The Mayden’s Song William Byrd
5. Wolsey’s Wilde (1542-1625)

6. The Bells

PRAELUDIUM and ALLEGRO Vittorio Giannini

(1903-1966)

THREE DANCE EPISODES from Aram Khachaturian
"Spartacus” (1903-1978)
transcribed by Donald Hunsberger

1. Dance of a Greek Slave;
Entrance of the Merchants;
Dance of a Roman Courtesan
General Dance.

2.  Dance of Phrygia; Dance of an
Egyptian Girl.

3.  Sword Dance of the Young Thracians.

~

*Performed by the Wind Ensemble.




PERSONNEL

McGILL TRUMPET CHOIR McGILL BRASS QUINTET
Dany Boudrias Marck Schneider, trumpet
Kathleen Logan Dan Posen, trumpet

Holly Soucie Sherry Langlois, horn
Deborah Smith Al Eggum, trombone
Michel Therriault Cathy Charlton, tuba

CONCERT BAND

Flutes Saxophone
Lana Betts* Tim Brock
Frangois Collard Chris Cosgrove
Philippe Daviet Francois Dolbec
Tamara Franz-Martin* Peter Gemmell
Lora Nesbitt Craig Hodgson
Lynn Pike Tim Lusher*
Katherine Prinz* Koen Mys
Mary-Ellen Swayne Ken Patterson
Ana Polito
Oboes Calder Spanier
Peter Gal* Peter Zsebik*
Cynthia Flower
Marc Ouellette Horns
Jennifer Weeks* Daniel Costello*
Melody Diachun*
Clarinets Stephen Woodside*
Brendan Cassidy
Elizabeth Day Trumpets
Janice Findlay* Evan Champion
Elizabeth Gray* Linda Cooper
Annie Grenier* Douglas Gray
Linda Lee Derek Kress*
Jill-Ann MacDowell* Kathleen Logan
Cristy O’Connor* Dean McNeill*
Paylig Oltaci* Ron Pohl*
Bill Prouten Darren Ritchie
Stephen Robb* Holly Schile
Michele Sault Holly Soucie*
Tinir Sinha* Deborah Smith
Gail Warren* Shawn Spicer
Cynthia Winikoff Michel Therriault*

Douglas Thrower
Bassoons
Dickson Davidson* Trombones
Peter Collins
Peter Christanson*
Francois Godere*
Patricia Jaansalu

*Members of the Wind Symphony




McGill University
Faculty of Music

Friday, March 4, 1988
8:00 p.m.

21*ANNUAL CONFERENCE

THE CANADIAN ASSOCIATION FOR IRISH STUDIES

This programme is dedicated to the memory of
JEAN CARIGNAN.
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MICHAEL LONGLEY , poet

JO-ANNE BENTLEY , mezzo-soprano

assisted by

Michael McMahon, piano

ENSEMBLE FOLKLORIQUE MACKINAW




_
I
POETRY READING by MICHAEL LONGLEY

II

Poetry of Yeats, O’Sullivan and Joyce
as set by selected English, American and Canadian composers.

WILLIAM BUTLER YEATS
The Cloths of Heaven Thomas Dunbhill
(1877-1946)
The Lake Isle of Innisfree Healey Willan
(1880-1968)
The Secrets of the Old Samuel Barber
(b.1910)
SEAMUS O’SULLIVAN
The Sheep Richard Johnston
The Ballad of the Fiddler (b.1917)
JAMES JOYCE
Solitary Hotel (Ulysses) Samuel Barber
Sleep now

I hear an army

intermission - cashbar
111
ENSEMBLE FOLKLORIQUE MACKINAW

Québecois Stories and Legends adapted for song,
dance and mime

FOLK DANCING - cash bar

~
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Wednesday, March 9, 1987
12:15 p.m.

CAROL HARRIS,organ

programme

UNTER DER LINDEN GRUNE
(4 variations)

TRUMPET VOLUNTARY

AIR & GAVOTTE

(1980)

Duo: gayement et gratieusement
Récit de cromorne et de cornet

< v

EXTRACTS from the "Suite du I¢* ton"

\/}

““‘ ui?‘ \! “i S1C

VATER UNSER IM HIMMELREICH

MAN’S DAYS ARE LIKE THE GRASS

Organ Recntal

J.P. Sweelinck
(1562-1621

G. Bohm
(1661-1733)

J. Travers
(1703-1783)

S. Wesle
(1766-1837%

D. Pinkham

L.-N. Clérambault
(1676-1749)

oo
|
|

McGill University
\&/ Montreal




The Redpath Hall Organ of McGill University, Montreal

Les grandes orgues de 1’Université McGill, Montréal ,
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Accouplements et Accessoires

Positif sur Grand-Orgue
Tirasse Grand-Orgue

Tirasse Positif Rossignol

Pression: 75mm.

Tempérament selon d‘Alembert, a= 415 Hz.

Facteurs d’orgues:

Hellmuth Wolff & Associés, Laval, Qué., 1981

Tremblant fort
Tremblant doux




McGil University
Faculty of Music
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Wednesday 9 March 1988
Thursday 10 March 1988 8:00 p.m.

STRINGS from the
McGILL SYMPHONY ORCHESTRA

TIMOTHY VERNON , conductor

and

McGILL CHAMBER WINDS /
WIND ENSEMBLE

ROBERT GIBSON, conductor
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programme

VERKLARTE NACHT, Op. 4 Arnold Schoenberg |
(18741951}

intermission

THE GOOD SOLDIER SCHWEIK SUITE, Robert Kurka {

Op.22 (1956) (1921-1957)
Overture
March
War Dance
Lament
Finale
MITTENTHAL VARIATIONS, (1987)* Chris Howard *
(b. 1967)
IN THE STILLNESS BETWEEN, (1982) Brian Cherney
(b. 1942) §
PARADE, (1977) Bengt Hambraeus
(b. 1928)

*World Premiere/Création mondiale




Verkliirte Nacht

Arnold Schénberg (1874-1951) was twenty-six years old when he wrote Verkliirte
Nacht (Transfigured Night), Op.4. It was originally composed as a string sextet in
1899, but also exists in a 1917 arrangement for string orchestra, with further
alterations made in 1943. The work is based on a poem published in 1896 by
Richard Dehmel, a poet Schénberg particularly admired. The poem is structured in
five stanzas of unequal length and describes the moonlit walk of two lovers in a
forest. As the two wander "through the bare, cold woods", the young woman
confesses she is pregnant by another man. Inspired by the calm beauty of the
moonlit night, the young man firmly accepts the situation vowing to call the child
his own: the glorious night "will transfigure the strange child you will bear it me,
from me."

Verklirte Nacht is a one movement piece in the great tradition of the programmatic
Romantic tone poem of Berlioz, Liszt, and Strauss. The musical structure of the
work can be derived literally from the poetic text: one can easily identify for
example, a woman’s theme, a man’s theme, a "moonlight" theme. Indeed, aimost
every aspect of the poem is beautifully illustrated in its musical setting: the slow
plodding of the woman’s steps as she prepares to tell her news to her lover is
skillfully created by Schonberg in the work’s opening measures by low string pedal
notes and a march-like descending theme in the upper strings. Schénberg himself
has identified a five part musical structure in the work to correspond with the
poem’s five stanzas.

But Verklirte Nacht has its own inner logic, its own integral musical structure
which, while acting in tandem with a programme, can be enjoyed without possessing
any real knowledge of it. Long-range tonal planning is operative in this work and
is characterized by a diatonic pedal notes and long passages of intense
chromaticism. Schonberg uses a chromatic post-Wagnerian tonal language here, but
one which sounds shockingly conventional to a listener who is acquainted with the
revolutionary atonal, or "pantonal" musical language he was to begin writing less
than a decade later. The work begins in D minor and moves gradually to the tonic
major, with a lengthy detour in E flat minor. Nonetheless, the Viennese critics
were perplexed by the work: "it sounds as if someone had smeared the score of
Tristan while it was still wet", a critic remarked; one wonders how this same critic
felt about a more controversial work as Pierrot Lunaire.

Polyphony plays an important role in this work. Melodic ideas are put against each
other in a variety of ways, even during the more chromatic sections of the work.
But polyphonic density does not make for a muddy texture: Schonberg’s lines are
always clearly heard. Thematic interrelationships abound, creating an even tighter
formal structure. Verklirte Nacht, in the end, is a youthful work, perhaps suffering
from "an excess of climax”, but an important stepping stone in Schénberg’s growth
as a composer; a consolidation of his skills in writing tonal music, thereby creating
a work of impressive beauty in the process.

Kelly Rice




The Good Soldier Schweik
The Suite was inspired by the The Good Soldier Schweik, the brilliantly realistic
anti-war satire by the Czech novelist and journalist Jaroslav Hasek. Written shortly
after the Fist World War, it is essentially the story fo the civilian, the common
man, forced to become a soldier who must fight for a cause for which he has no
sympathy. Although he is classified by his German masters ("the authorities") as
"feebleminded" (that is, someone who doesn’t quite appreciate their reasons for
waging war), Schweik is, in reality, crazy like a fox, exposing the arrogance,
stupidity and hypocrisy of these "authorities" by his seemingly idiotic behaviour. In
spite of the indignities to which Schweik is subjected, his optimism manages to
emerge indestructible and triumphant. He is, therefore, not only a single individual,
but also the symbol of the common people and their resistance to a war which they
can derive no benefit, but only suffering.

Each of the six short pieces which comprise the Suite represents a general idea of
theme which reoccurs throughout the book, rather than any specific episodes, Thus,
the OVerture is a character of Sketch of Schweik, the good-natured common man,
the genial collector of homeless dogs. The Lament represents the element of
sadness and seriousness which underlies many of the episodes, such as the outbreak
of war. The March, of course, represents the soldier’s chief means of getting from
place to place - Schweik does quite a bit of it. The War Dance represents the
"authorities”, both civilian and military and their fanatical pounding of the war
drum The Finale is Schweik’s optimism, triumphant and indestructible in the end.

Mittenthal Variations

If young composers should have a model for career inspiration, mine has certainly
been Aaron Copland. It is to him the "Mittenthal Variations" are dedicated.
"Mittenthal" was the surname chose by Aaron Copland’s great grandfather in the
1850’s under a decree by the government of Lithuania. Translated, "Mittenthal"
means "mid-vale" or "between valley and fields" and was chosen by Copland’s great
grandparents because it described the countryside of Vishtenets where they live.d
Aaron Mittenthal, Copland’s grandfather, emigrated to America with his four
children, one of which was Sarah, who later became Aaron Copland’s mother. This
provides the genealogical and heartfelt connection with which I was concerned.

The music is laid out as a set of five variations on a modal theme. The melodic
line of the theme is long and consists of some larger intervals which guide it
through the registers represented by the ensemble. The metric division is very
free, almost ambiguous, with strings of irregular bars creating a rhythmic flow to
match that of the melodic line. The theme’s three-sectioned form serves as a
structural point of departure which is seen in varied form later in the piece.

Throughout the work, much detail is given to the colors available in the ensemble
of winds and brass. There are interwoven solo lines against a constantly shifting
but sustained background. Combinations of instruments on unison lines add to the
homogeneous quality of the sound.

The techniques of variation take the music through cantus-firmus style, invented
counterpoint and canons, fughetta and chorale, jazz, and folk-lie sections.
Eventually, the return of the theme brings the piece to a close. More than
technique, however, the piece is designed to evoke, or represent, a mood which has
for some time affected my own listening. This composition was written for Robert
Gibson and the Chamber Winds fo McGill University.

Chris Howard




In_the Stillness Between..was commissioned by a high school wind ensemble in
Ontario and was written during the fall and winter of 1981-81. It was first
performed by the McGill Wind Ensemble under the direction of Robert Gibson in the
fall of 1983. I attempted to write a work which would not be too difficulty
technically but would expose the performers to certain aspects of contemporary
music which they had probably not encountered before. The title is a fragment
taken from near the end of T.S. Eliot's Four quartets: "At the source of the
longest river/The voice of the hidden waterfall/And the children in the apple-
tree/Not known, because not looked for/But heard, = half-heard, in the
stillness/Between two waves of the sea." In my piece, the "stillness" occurs in a
variety of ways - between percussion sounds, between blocks of wind music and
even between the main ensemble and a smaller group fo players who leave the
stage, while playing, at the end of the piece.

Brian Cherney

Parade...commissioned by the Swedish National Concert Institute to be performed
mostly at outdoor ceremonies such as the changing of the Royal Guard. The
composer has made the following comments concerning the work:

"About 25 years ago, a remarkable recording was made of some ceremonial music of
a tribe of South American Indians. It turned out that that music, and the events it
depicted, constituted a living tradition from the time of the Spanish conquistadors,
about 500 years earlier. The ceremony depicts the encounter between the
welcoming Indians and the invading conquerors. the sounds of the fifteenth-
century Spanish soldiers’ drums and shrill flutes live on in the instrumental sounds
of today’s Indians. Roughly simultaneously with those political escapades, other
fanfares were sounding in Spain - as they do today. Provocative signals from the
blood baths of the bullfights or the piercing ceremonial music that alternates with
the ecstatic saeta of the flamenco singer during the religious processions of Holy
Week. 1 could have called my piece Fiesta (with the various meaning of the
Spanish word). Instead, I chose Parade - a march that can be perceived as "lots of
fun" (as one of my Canadian acquaintances perceived it) in case one does not
happen to be familiar with the fragments of repertoire that are sometimes quoted
almost exactly (in which case perhaps the listener will detect the undertone behind
the fanfares of this little piece of parade music)."

Bengt Hambraeus




Verklaerte Nacht

Arnold Schoenberg (1874-1951) est &gé de 26 ans qguand il compose
Verklaerte Nacht (Nuit transfigurée), op. 4. Ecrite a l'origine en
1899 pour un sextuor a cordes, 1l'oeuvre existe également en une
version pour orchestre a cordes qui date de 1917; Schoenberg remaniera
l'oeuvre en 1943. La musique est inspirée d'un poéme publié en 1896
par Richard Dehmel, écrivain que Schoenberg admire beaucoup. Le
poéme, divisé en cing strophes inégales, décrit la promenade au clair
de lune de deux amants dans les bois. Marchant dans les sous-bois
dénudés et froids, la jeune femme confesse qu'elle attend un enfant
d'un autre homme. Emu par la beauté sereine du clair de lune, le
jeune homme accepte la situation avec force et promet de considérer
cet enfant comme le sien: la nuit glorieuse "transfigurera l'enfant
étranger qui deviendra mien."

Verklaerte Nacht est une oeuvre en un mouvement écrite dans la
grande tradition de la musique a programme et des poémes symphoniques
romantiques de Berlioz, Liszt et Strauss. Sa structure musicale suit
littéralement le texte du poéme: on n'a aucun mal a identifier un
théme féminin, un théme masculin et un théme "clair de 1lune". De
fait, presque tous les aspects du poéme sont magnifiquement mis en
musique: la démarche hésitante de la jeune femme qui s'appréte a
faire ces aveux a son amant est adroitement rendue dans les mesures
d'ouverture ou par des fondamentales dans le registre grave des cordes
et un théme descendant en forme de marche dans le registre aigu des
cordes. Schoenberg a lui-méme identifié une structure musicale en
cing parties qui correspond aux cing strophes du poéme.

Et pourtant Verklaerte Nacht est mu par sa propre logique
interne, sa propre structure musicale qui, méme si elle agit en
tandem avec un programme, peut étre appréciée pour ses qualités
intrinséques. La planification tonale & long terme est présente
dans cette oeuvre et y est caractérisée par un contraste entre les
sections d'harmonie diatonique stabilisée par des fondamentales
toniques ou diatoniques et de longs passages au chromatisme intense.
Schoenberg emploie ici un langage tonal chromatique post-wagnérien,
dont le classicisme risque de choquer 1l'auditeur habitué a la musique
révolutionnaire atonale ou "pantonale" qu'écrira Schoenberg a peine
dix ans plus tard. L'oeuvre débute en ré mineur et évolue graduel-
lement vers la tonique majeure, non sans s'étre attardée en mi bémol
mineur. Les critiques viennois sont toutefois demeurés perplexes
devant Verklaerte Nacht: "c'est comme si quelqu'un avait barbouillé
la partition de Tristan alors qu'elle était encore humide," dira 1'un
deux; on peut s'interroger sur la réaction de ce méme critique a
1'écoute d'une oeuvre aussi controversée que Pierrot Lunaire.

La polyphonie joue un réle important dans Verklaerte Nacht. Les
idées mélodiques sont juxtaposées de diverses maniéres, méme durant
les passages plus chromatiques de 1'oeuvre. La densité polyphonique
n'est cependant pas a l'origine d'une tessiture trouble: les lignes
de Schoenberg se font toujours entendre clairement. Les corrélations
thématiques abondent et resserrent d'autant la structure formelle. En
fin de compte, Verklaerte Nacht est une oeuvre de jeunesse qui souffre
peut-étre "d'excés paroxystiques", mais qui marque une étape impor-
tante dans 1'évolution de Schoenberg qui y manifeste son attachement a
la musique tonale et, ce faisant, crée une oeuvre qui impressionne par
sa beauteé.

Kelly Rice




La SUITE est inspirée du BRAVE SOLDAT SVEJK, cette brillante
satire de la guerre du romancier et journaliste tchéque Jaroslav
Hasek. Ecrit peu aprés la Premiére guerre mondiale, Le Brave
Soldat Svejk est essentiellement 1'histoire d'un civil, d'un
homme ordinaire, qui est recruté par l'armée et doit se battre
pour une cause a laquelle il ne croit pas. Bien que ses maitres
allemands ("les autorités") le déclarent "faible d'esprit
(c.a.d. quelqu'un qui ne partage pas leurs raisons de faire la
guerre), Svejk est en réalité aussi fité qu'un renard lorsqu'il
dénonce 1l'arrogance, la stupidité et 1'hypocrisie de ces
"autorités" par son comportement idiot. Malgré les outrages
qu'on lui fait subir, l'optimisme de Svejk est indestructible et
sort triomphant de ces épreuves. Son combat n'est donc plus
celui d'un simple citoyen, mais le symbole de la résistance d'un
peuple face a un conflit qui ne lui apporte que souffrance.

Chacune des six petites piéces qui composent la suite représente
une idée générale ou un théme qui revient tout au 1long de
l'oeuvre, et non pas des épisodes spécifiques. Ainsi,
1'OUVERTURE est une esquisse du personnage de Svejk, cet homme
ordinaire au caractére facile, ce défenseur génial des chiens
errants. La LAMENTATION représente l'élément de tristesse et de
gravité qui sous-tend bon nombre d'épisodes, tels que la décl
tion de guerre. La MARCHE, bien silr, évoque les déplacement
soldat - Svejk marche beaucoup. La DANSE DE GUERRE illustre
"autorités", tant civiles que militaires et leur acharne
fanatique a poursuivre la guerre. Le FINALE refléte 1l'optimi
indestructible de Svejk qui triomphera jusqu'a la fin.

ROBERT KURKA

VARIATIONS MITTENTHAL Chris Howard

Si les jeunes compositeurs se doivent d'avoir un modéle
a émuler, j'avouerai alors avoir été influencé par Aaron Copland.
C'est a 1lui que sont dédiées les "vVariations Mittenthal™.
"Mittenthal™ est 1le patronyme que s'était choisi 1'arriére-
grand-pére d'Aaron Copland vers les années 1850, conformément a
un décret du gouvernement 1lithuanien. "Mittenthal" signifie
"milieu de la vallée" ou "entre la vallée et la prairie"; les
arriére-grands-parents de Copland ont choisi ce nom parce qu'il
évoquait 1la campagne de Vishtenets ou ils vivaient. Aaron
Mittenthal, le grand-pére de Copland, émigra aux Etats-Unis avec
ses quatre enfants dont la petite Sarah qui allait devenir 1la
mére du compositeur. Voila donc en quelques mots les liens
généalogiques et sentimentaux qui m'ont inspiré.

Les Variations Mittenthal se présentent comme cing

variations sur un théme modal. La ligne mélodique du théme est
longue et consiste en quelques intervalles plus importants qui la
guident & travers les registres représentés par 1l'ensemble. La

division métrique est trés libre, voire ambigué, avec des séries
de mesures irréguliéres qui créent un débit rythmique s'apparen-
tant & la ligne mélodique. Les trois sections du théme servent
de pivot ou de point de départ a l'oeuvre et y réapparaissent
sous formes variées ultérieurement.

=




Dans les Variations Mittenthal, on note le souci du
détail que souligne la palette obtenue par 1l'ensemble des vents
et des cuivres. Des lignes de solistes sont tissées sur une
trame soutenue qui évolue sans cesse. Les combinaisons
d'instruments pour 1les passages a 1l'unisson contribuent a
1'homogénéité du son.

Les techniques de variation permettent & 1'oeuvre de

passer par le cantus-firmus, le contrepoint inversé et les
canons, la fughetta et 1le choral, et 1le jazz avec quelques
incursions dans 1le folklore. Le retour du théme marque la
conclusion de 1'oeuvre. Plus que 1la démonstration d'une

technique, ce morceau veut évoquer un climat qui, depuis quelques
temps, influence ma propre écoute.

Cette oeuvre a été écrite pour Robert Gibson et
l'ensemble & vents de l'université McGill.

In the Stillness Between... a été commandé par 1l'ensemble a
vents d'une école secondaire de l'Ontario et écrit au cours de
l'automne et de l'hiver 1981-82. Il a été joué pour la premiére
fois par l'ensemble a vents de McGill sous la direction de Robert
Gibson a 1l'automne 1983. J'ai voulu écrire une oeuvre qui, sans
offrir de difficultés insurmontables sur le plan technique,
expose tout de méme les musiciens a certains aspects de la
musique contemporaine qu'ils ne connaissent pas encore. Le
titre est un fragment tiré de la fin des Quatre Quatuors de T.S.
Eliot: A la source du plus long fleuve

La voix lointaine de la cascade

Et les enfants dans le pommier

Non sus, parce que non cherchés

Mais pergus, a demi-percus, dans le silence

Entre deux vagues de la mer.

(Trad. de P. Leyris)

Dans cette oeuvre, le silence prend différentes formes - c'est
l'instant entre deux sons de percussion, entre deux "blocs" de
musique pour vents et méme entre 1l'ensemble principal et le
groupe d'instrumentistes plus petit qui quitte la scéne tout en
jouant, a la fin de l'oeuvre.

B.C.

PARADE Bengt Hambraeus

Commandée par 1l'Institut national des concerts suédois,
cette oeuvre a été prévue surtout pour des cérémonies en plein
air telles que la reléve de la Garde royale. Le compositeur a
formulé les remarques suivantes au sujet de son oeuvre:




"Il y a 25 ans, on a produit un remarquable enregistre-
ment d'une musique cérémoniale d'une tribu d'Indiens d'Amérique
du Sud. On a par la suite découvert que cette musique et 5
événements qu'elle évoquait représentait une tradition vi
qui datait des conquistadors, soit un demi-millénaire auparav
La cérémonie décrit 1la rencontre entre 1les Indiens
accueillir 1les étrangers et envahisseurs. Le roule
tambours espagnols du XV€ siécle et le son pergant
flites se retrouvent dans la musique indienne d'aujourd
Presque a la méme époque, d'autres fanfares se faisaient
en Espagne, tout comme de nos jours: signe annonciateur
de sang que sont les corridas ou musique stidante qui
avec les saeta du chanteur flamenco au cours des pro
religieuses de la Semaine Sainte. J'aurais pu appel
oeuvre Fiesta (me reportant aux divers sens de ce mot e
mais j'ai préféré Parade - une marche que 1l'on peut trouv
divertissante (pour citer un ami canadien) si 1'on
familier avec les fragments du répertoire que je ci
intégralement et qui permettent a 1'auditeur de d
origines des fanfares de cette petite piéce de
défile)."
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Thursday - Saturday
10 - 12 March 1988
8:00 pm

Sunday 13 March 1988
2:30 pm

MecGILL OPERA STUDIO

direction: EDITH DELLA PERGOLA
presents = vy 4

LA BOHEME
Opera in 4 acts by

GIACOMO PUCCINI (1858-1924)
Libretto by

GIUSEPPE GIACOSA (1847-1906) and
LUIGI ILLICA (1857-1919)

Conductor: EUGENE PLAWUTSKY

Stage Directors: EDITH and LUCIANO DELLA PERGOLA

Sets: FELICITY BLATT

Characters and Cast:

Marcello, a painter Gaston HARNOIS, baritone
Rodolfo, a poet Jerry GLOWER, tenor
Colline, a philosopher Ronald BERMINGHAM, bass
Schaunard, a musician Jacques LACHAPELLE, baritone
Benoit, a landlord John PLANT, baritone
Mimi, a seamstress Gianna CORBISIERO, soprano
Parpignol, a toy vendor Denis PEARSON, tenor
Musetta, a grisette Maria CICCAGLIONE, soprano
Alcindoro, a State Councillor John PLANT, baritone
A Customs-House Sergeant Claude MICHAUD, bass

Crowd, Students, Working Girls, Citizens, Shopkeepers, Street Vendors, Soldiers, Waiters,
Mothers, Children, etc. g

The action takes place in Paris, 1830.

Act 1 The Attic

Act Il The Latin Quarter

Act T "La Barriére d’Enfer"

Act IV The Attic Intermission after each act
*

These are the 295", 296, 297" and 298" performances of the

McGill Opera Studio since its inception in 1956.



du jeudi au samedi
10 - 12 mars 1988

a 20h00

le dimanche 13 mars
a 14h30

L’ATELIER D’OPERA DE McGILL

direction: EDITH DELLA PERGOLA

LA BOHEME

GIACOMO PUCCINI (1858-1924)
Libretto de

GIUSEPPE GIACOSA (1847-1906) et de
LUIGI ILLICA (1857-1919)

Chef d’orchestre: EUGENE PLAWUTSKY

présente

Mise en scene: EDITH et LUCIANO DELLA PERGOLA

Décors: FELICITY BLATT

Distribution des personnages:

Marcello, un peintre Gaston HARNOIS, baryton
Rodolfo, un poéte Jerry GLOWER, ténor
Colline, un philosophe Ronald BERMINGHAM, basse
Schaunard, un musicien Jacques LACHAPELLE, baryton
Benoit, un propriétaire John PLANT, baryton
Mimi, une brodeuse Gianna CORBISIERO, soprano
Parpignol, vendeur de jouets Denis PEARSON, ténor
Musetta, une grisette Maria CICCAGLIONE, soprano
Alcindoro, un Conseiller d’état John PLANT, baryton
Un douanier Claude MICHAUD, basse

Foule, Etudiants, Couturiéres, Citoyens, Marchands, Vendeurs ambulants, Soldats, Gargons
de café, Méres, Enfants, etc.

L’action se déroule a Paris en 1830.

Acte I La Mansarde

Acte Il  Le Quartier Latin

Acte Il La "Barriére d’Enfer"

Acte IV La Mansarde Entr’acte aprés chaque acte

1l s’agit des 295¢, 296¢, 297¢ et 298¢ représentations de
PAtelier d’Opéra de McGill depuis sa fondation en 1956.

~




Production. . .

General supervision of production . .
Sets conceived and designed by .
Musical preparation . .
Rehearsals pianists .
Coachies . . .- .4

Musical coordinators on stage .

Chorus Conductor (Concert Cholr)
F.A.C.E. Children’s Chorus Conductor .
Musical coordinator of lighting . .
Conductor of the Band,
Scenic artist
Construction , ... . .
Lighting designer . .
Make-up :

Wigs }
Costumes , .

Properties

Property-man |
Stage Hands . . . .
Stage Manager . .
House Manager

Beaductionss e yin o0 L
Surveillance générale de la production .
Décors congus et dessinés par .
Préparation musicale . _
Accompagnateurs et Repemeurs
Répétiteurs =,

Coordonnation musicale sur la scéne

Directeur du Choeur (Choeur de concert),

Directeur du Choeur d’enfants F.A.C.E.
Coordination musicale des éclairages
Directeur de la Fanfare ik
Peinture des décors

Construction
Conception des éclairages
Maquillage . 2
Perruques
Costumes

Accessoires

Accessoinifemasts il e e

Machinistes . . .

BiirCotenplesetne o o os g Lt

McGILL OPERA STUDIO
Direction: Edith Della Pergola
: Michel Noél
Felicity Blatt

Paul Stewart

. Mado Roch Gergelv Szolxolav Paul Stewart

. Claudette Denys, Monik Grenier

Paul Stewart, Gergely Szokolay

Monik Grenier, Gergely Szokolay
- ,Winston Purdy

. Iwan Edwards

. Claudette Denys

Paul Stewart

Michael Hagen Inc.

Michael Waterman

Stéphane Brunelle

. Claude Pierrehumbert

; . Jean Viriato

ol DESASPECTRAL Montréal

" LE COSTUMIER DU ROY, Montréal
. . McGILL OPERA STUDIO

" LE COSTUMIER DU ROY, Montréal
. Jean-Marie Guay

Guy St-Amour and crew

Sylvain Prairie

Marie-Andrée Paradis

IATELIER D’OPERA McGILL
Direction: Edith Della Pergola

: Michel Noél
Felicity Blatt

Paul Stewart

. Mado Roch, Gerg,ely SZ()]\()ldiy, Paul Stewart

(‘laudelte Denys, Monik Grenier
Paul Stewart, Gergely Szokolay
Monik Grenier, Gergely Szokolay
Winston Purdy
. . Iwan Edwards
- Claudette Denys

s . . Paul Stewart
. Michael Hagen, Inc.
o Michael Waterman
..... Stéphane Brunelle
Claude Pierrehumbert
....... Jean Viriato

. - . ....DESASPECTRAL, Montréal

LE COSTUMIER DU ROY, Montréal

: . .PATELEIR D’OPERA McGILL
LE COUSTUMIER DU ROY, Montréal
o Jean-Marie Guay

Guy St-Amour et équipe

e sigs Aeom e av o wln Oylvain Praitie

Mdne Andrée Paradis




Synopsis

Act 1. In a garret, the poet Rodolfo is looking at the snow-covered roofs of
Christmas Eve, while his friend, the painter Marcello, is working on a painting. It is
cold and Rodolfo lights the fireplace with the manuscript of one of his plays. Two
friends join them, the philosopher Colline and the musician Schaunard, who brings food,
wood and wine. The feast is interrupted by the landlord Benoit who has come to claim
his overdue rent. His tongue loosened by wine, he boasts of his extra-marital affairs and
the Bohemians, feigning indignation, throw him out. The four friends decide to go to
the Café Momus, but Rodolfo has to finish an article for his newspaper and stays behind.
Mimi, a neighbour, knocks at the door and asks if he will light her candle. She has a
sudden fit of coughing and faints. Rodolfo helps her to recover and searching in the
darkness for the key she has dropped finds her frozen little hand. They fall in love and
go off together to Café Momus.

Act II. At the Café, in the Latin Quarter, there is no more room inside, so Marcello,
Schaunard and Colline take a table outside. Meanwhile, Mimi and Rodolfo stop to buy a
bonnet before joining their friends. In the crowd, Musetta, who used to be Marcello’s
mistress, appears in the company of the old and rich Alcindoro. Musetta still cares for
Marcello and settles at a table next to his. She soon finds a way to free herself from
Alcindoro, sending him away for an urgent shoe repair. Reunited, Musetta and Marcello,
together with their friends, follow a military band, leaving Alcindoro to pay the bill for
both tables.

Actlll. A February day at the Barriere d’Enfer, one of the Paris toll-gates. After
quarreling with Mimi, Rodolfo arrives at the tavern "Au Port de Marseille" where
Marcello paints while Musetta gives singing lessons to the customers. Mimi arrives in
distress, coughing badly, to ask Marcello for help. When Rodolfo comes out, Mimi hides
and overhears his conversation with Marcello which reveals to her how poor her health
is and how seriously Rodolfo is concerned. A fit of coughing gives Mimi away; the two
lovers decide to stay together until spring. Musetta then appears and quarrels with
Marcello again.

Act1V. In their attic, Rodolfo and Marcello look back with nostalgia on the days spent
with Mimi and Musetta. Colline and Schaunard arrive and the four friends try to forget
their hunger. Musetta suddenly arrives to say that Mimi is desperately ill and wants to
return to Rodolfo for her last hours. They carry Mimi into the room while Musetta
leaves with Marcello to sell her earrings and buy some medicine and a muff to warm
Mimi’s icy hands. Everyone wants to help: Colline wants to sell his old overcoat, and
Schaunard decides to leave the two lovers alone. Mimi and Rodolfo lovingly recall the
past and their first meeting, there in the same attic. Musetta and Marcello return and
Mimi, warming up her hands in the soft muff, falls asleep. Schaunard, who used to study
medicine, realizes that Mimi’s apparent quiet dozing off is an eternal sleep, and tells
Marcello. Colline returns asking about Mimi and from his friends’ faces and agitation
Rodolfo gathers the truth. Sobbing, he throws himself over Mimi’s lifeless body.




Acte ]

Veille de Noél. Dans une mansarde le po¢te Rodolfo regarde par la fenétre les toits
couverts de neige tandis que son ami, le peintre Marcello, se concentre sur un tableau.
Il fait froid et Rodolfo fait du feu avec le manuscrit d’'une de ses piéces de théatre.
Deux amis les rejoignent, le philosophe Colline et le musicien Schaunard qui apportent
des victuailles, du bois et du vin. La féte est interrompue par le propriétaire Benoit qui
vient exiger le loyer en retard. La langue déliée par le vin, il se vante de son infidélité
et de ses aventures; les bohémes, feignant I'indignation, le mettent a la porte. Les
quatre amis décident alors de se rendre au Café Momus, mais Rodolfo doit d’abord finir
un article pour son journal et il tarde un peu. Mimi, une voisine, frappe a la porte et
lui demande s’il peut allumer sa bougie. Prise d’une quinte de toux soudaine, elle
s'évanouit. Rodolfo I'aide a se remettre et cherchant la clef qu’elle a laissé tomber dans
Pobscurité, prend sa petite main glacée dans la sienne. Clest le coup de foudre et les
deux amoureux partent pour le Café Momus.

Acte 11

Au Café, dans le quartier latin, il n’y a plus de place a I'intérieur; Marcello, Schaunard
et Colline prennent donc une table dehors. Pendant ce temps Mimi et Rodolfo sarrétent
pour acheter un bonnet avant de rejoindre leurs amis. Dans la foule, Musetta qui était
la maitresse de Marcello, apparait en compagnie d’Alcindoro, un homme 4gé et riche.
Musetta qui aime toujours Marcello s’assied a une table voisine de la sienne. Elle se
libére rapidement d’Alcindoro en le priant de faire réparer sa chaussure de toute urgence.
Rc’;unis, Musetta et Marcello suivent avec leurs amis une fanfare, laissant a Alcindoro le
soin de payer la note des deux tables.

Acte 111

Un jour de février a la Barriére d’Enfer, une des Portes de Paris. Aprés s’étre querellé
avec Mimi, Rodolfo arrive a la taverne Au Port de Marseille ot Marcello peint et Musetta
donne des legons de chant aux clients. Mimi malade arrive prise d’une vilaine toux, pour
demander_ 'aide de Marcello. Quand Rodolfo sort, Mimi se cache et entend sa
conversation avec Marcello; elle apprend ainsi la gravité de son état de santé et les
sombres préoccupations qu’entretient Rodolfo A son égard. Un quinte de toux la trahit;
les deux amants décident de demeurer ensemble jusqu’au printemps. Musetta apparait
alors et se dispute de nouveau avec Marcello.

Acte IV

Dans leur grenier, Rodolfo et Marcello pensent avec nostalgie aux jours passés avec Mimi
et Musetta. Colline et Schaunard arrivent et les quatre amis tentent d’oublier leur faim.
Musetta arrive subitement pour dire que Mimi est au plus mal et quelle veut revenir
chez Rodolfo passer ses derniers moments. Ils portent Mimi jusqu’au lit tandis que
Musetta Eart avec Marcello vendre ses boucles d’oreilles pour acheter des médicaments et
un manchon pour réchauffer les mains glacées de Mimi. Chacun y met du sien: Colline
veut vendre son vieux pardessus et Schaunard décide de laisser les deux amants seuls.
Mimi et Rodolfo évoquent avec amour le passé et leur premiére rencontre ici méme dans
le grenier. Musetta et Marcello reviennent et Mimi réchauffant ses mains dans le
manchon s’endort. Schaunard, ancien étudiant en médecine, se rend compte qu’en réalité,
Mimi est morte et le dit 2 Marcello. Colline revient demander des nouvelles de Mimi et,
voyant I'expression de ses amis et leur agitation, Rodolfo comprend la vérité. En
sanglotant, 1l se jette sur le corps inerte de Mimi.




NE SUTOR ULTRA CREPIDAM

The venerable founder of the Opera Studio enjoys telling us a story from his childhood:
how he used to listen, over and over again, to a record of Beethoven’s Leonore III
Overture, an indifferent performance perhaps, certainly a recording with many technical
defects, including a fit of coughing. He listened for the pleasure of hearing the music
he came to love, until even the cough became part of the pleasure. To this day, when
listenin'g to Leonore III in concert or at the opera, he expects, at the particular spot,
the mutfled fit of coughing and misses it with a twinge of regret and nostalgia.

We all are conditioned by the recordings we own, know and love. "I have a recording of
this opera with Tebaldi", or "No other recording could be better than the one I have,
with Karajan, Pavarotti and Freni", or "Who knows La Bohéme better than I? I was
brought up with Toscanini’s recording, the one with Tucker and Albanese."

What does it mean to have an operatic education based on records? When do you listen
to them and how do you absorb the music? While speaking on the telephone? While
reading a newspaper or a book and having a drink? Perhaps interrupting the listening to
fix something in the house, while poor Pavarotti, Tebaldi, Tucker or Freni continue to
sing to the empty room, the same song, the same ensemble, in the same way with the
same expression, the same colour of voice, the same breathing and with the same
security! "l have seen the Zeffirelli staging at the Metropolitan and no other production
could satisfy me anymore", says the self-appointed expert and then rushes to Pollack Hall
to buy tickets because "no recording can compare with a live performance”. But what is
alive here is not a Metropolitan Opera production, nor is it Karajan or Pavarotti or
Tebaldi performing, and the production does not sound like his recording at home.
Suddenly he becomes a specialist, an expert, a connoisseur: a dangerous spectator!

Experts created in this way deserve the "Ne sutor ultra crepidam". This motto is posted
in every rehearsal room at the Opera Studio and at the top of its weekly schedules. No
one has ever asked what it means or where it originated. However, the story is as
follows:

Apelles, the greatest painter of antiquity (4" century B.C.) who lived at the time of
Philip of Macedon and Alexander the Great, followed the custom of exhibiting new works
in the public market of the city. Once upon a time, he was approached by a cobbler
who criticized the shape of a sandal in a painting. Appelles, recognizing that the
cobbler was right, took brush and paint and corrected the mistake there and then.
Encouraged, the cobbler extended his criticism to the shape of the leg and knee, and
there he was wrong. Apelles then uttered (presumably in Greek) the words that have
since become famous in the Latin version:  Ne Sutor Ultra Crepidam - cobbler, not
beyond the sandal! - which of course means: restrict yourself to your own specialty and
do not wander into things you don’t really understand. This admonishment can well be
complemented by a later, Italian, proverb: A buon intenditore, poche parole - To one
who catches on quickly, just a few words.

Pauline Claredo-Gallo




NE SUTOR ULTRA CREPIDAM

Le vénérable fondateur du studio d’opéra prend plaisir a relater un souvenir d’enfance: il
aimait écouter et réécouter sans cesse un disque de I'ouverture Léonore III de Beethoven,
une exécution passable peut-étre, mais de toute maniére un enregistrement présentant de
nombreux défauts techniques; on y entendait méme une quinte de toux. Il écoutait ce
disque pour le plaisir d’entendre la musique qu’il avait appris a4 aimer jusqu’au point ou
tout contribuait a son plaisir. Encore maintenant, quand il écoute Léonore III, en
concert ou a l'opéra, il s’attend, a ce passage particulier, 2 entendre la quinte de toux
étouffée et chaque fois, il la regrette non sans une pointe de nostalgie.

Nous sommes tous conditionnés par les enregistrements que nous possedons, que nous
connaissons et que nous aimons. "J’ai un enregistement de cet opéra avec la Tebaldi", ou
"I 'y a pas de meilleur enregistrement que celui que j’ai avec Karajan, Pavarotti et
Freni', ou alors "Qui connait La Bohéme mieux que moi? Jai grandi en écoutant
Ienregistrement de Toscanini, celui qu’il a fait avec Tucker et Albanese."

Que vaut une formation lyrique acquise uniquement par le biais d’enregistrements? Quand
ecoute-t-on un disque, et de quelle maniere absorbe-t-on la musique? En parlant au
téléphone? En lisant le journal ou un livre et en prenant un verre? Il peut nous
arriver d’interrompre son audition pour réparer quelque chose dans la maison pendant que
les pauvres Pavarotti, Tebaldi, Tucker ou Freni continuent de chanter dans une piece
vide, le méme air, le méme ensemble, de la méme maniére et avec la méme expression, la
méme couleur de voix, la méme respiration et la méme assurance! "Ah jai vu la mise en
scene de Zeffirelli au Metropolitan et aucune autre production ne pourrait me satisfaire
davantage!" affirme I'expert autodidacte qui se précipite alors a la salle Pollack pour
acheter ses billets parce que, affirme-t-il "aucun enregistrement ne vaut une
représentation au théatre". Mais ce qu'on offre 1d n’est pas une production du Met, ce
ne sont ni Karajan, Pavarotti ni la Tebaldi et I'opéra ne ressemble en rien a
enregistrement qu’il en a a la maison. Il devient subitement un spécialiste, un
connaisseur, en somme, un spectateur dangereux!

Les mélomanes ainsi formés, méritent de se faire rappeler 3 lordre: "Ne sutor ultra
crepidam". Cette devise est affichée dans chaque salle de répétition de Iatelier d’opéra
et elle figure également au haut de ses horaires hebdomadaires. Personne n’a jamais
demandé ce qu’elle signifie ni qu’ell en était 'origine.

Voici tout de méme son histoire:

Apelle, le plus grand peintre de I'Antiquité (IV® siécle avant Jésus Christ) vivait 2
I'époque de Philippe de Macédoine et d’Alexandre le Grand; il suivait la coutume qui était
de présenter les nouvelles oeuvres au marché de la ville. Un jour, un cordonnier
s'approcha et critiqua la forme de la sandale qui apparaissait dans une peinture. Apelle,
reconnaissant que le cordonnier avait raison, prit son pinceau et s’empressa de corriger
Perreur sur-le-champ. Encouragé, le cordennier voulut juger du reste, de la jambe et du
genou; ce en quoi, il eut tort. Apelle prononca alors (présumément en grec) ces mots qui
sont depuis lors devenus célébres dans leur version latine: NE SUTOR ULTRA
CREPIDAM - cordonnier, pas plus haut que la chaussure! Ce qui signifie évidemment:
tiens-t-en a4 ton domaine de compétence et ne te méle pas de choses que tu ne
comprends pas vraiment. Cette mise en garde s’accompagne bien d’un proverbe italien:
A buon intenditore, poche parole - A celui qui saisit vite, quelques paroles suffisent.

Paule Claredo-Gallo
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GIACOMO PUCCINI - Chronology

1858 born at Lucca

1867-73 studies at Lucca seminary

1875 listens to "AIDA" at Pisa

1876 Mass of "San Paolino" (hymn, prelude for orchestra)
1877 Motet for Mass of "San Paolino"

1879 “Crisantemi"” for string quartet

1880-83 studies at Milan

1811 songs and short instrumental pieces

1883 "Capriccio sinfonico", Adagietto for orchestra
1884 E VILLI"

1889 "EDGAR"

1891 arrives at Torre del Lago

1893 "MANON LESCAUT"

1896 "LA BOHEME"

1900 "TOSCA"

1904 "MADAMA BUTTERFLY"

1905 sketch of a Requiem in Verdi’s memeory
1910 "LA FANCIULLA DEL WEST"

1913 "IL TABARRO"

1915 "LA RONDINE"

1916 "GIANNI SCHICCHI"

1917 "SUOR ANGELICA"

1918 performance of the "TRITTICO"

1919 "Inno a Roma"

1920-24 composing "TURANDOT"

1924 dies in Brussels

1926 premiere of "TURANDOT"

The librettists

Luigi Tllica (1857-1919) counts for little in Italian literature and drama, but he made his
mark as one of the most sought-after librettists of the time, with some 30-odd opera
libretti to his name. His eye for the operatic stage was even keener than Puccini’s,
which is saying a great deal, and he had more practical sense of what was possible in
the theatre than Giacosa and the composer. Illica was never at a loss for an idea and,
often on the spur of the moment, would light on an effective way out of a scenic or
dramatic impasse that had baffled the other two men.

Giuseppe Giacosa (1847-1906) on the other hand, belonged to the front rank of those
Italian writer and playwrights whose works formed the transition from romanticism of
Carducci and Pascoli to the French-inspired naturalism of the last decades of the 19t
century. Giacosa was a gifted poet and essayist and the author of finely observed short
stories. But above all he was a dramatist with a considerable number of tragedies and
comedies to his name, of which "TRISTI AMORI", written for Eleanora Duse, and "LA
DAME DE CHALLENT", written for Sarah Bernhardt, won him international acclaim.

The employment of so eminent a writer as a librettist argues the growing importance of
the literary quality of an operatic text, a tendency undoubtedly inspired by Verdi’s
collaboration with Boito and which seems ultimately to have originated with Wagner’s
own libretti.




Illica and Giacosa collaborated on four of Puccini’s operas: LA BOHEME, MADAMA
BUTTERFLY, MANON LESCAUT and TOSCA, of which three of these became his most
successful ones. There was a clear division of labour between Illica and Giacosa. While
Illica drew up the scenario and developed the plot in detail, Giacosa saw to the
versification of the prose-text, elaborated Puccini’s lyrical situations, balanced the
distribution of scenes and generally gave the libretto a more refined literary polish.
Although there were many quarrels between the two and between them and Puccini (a
hard taskmaster), Illica and Giacosa complemented each other in an almost ideal way and
Puccini was never again to have such a team of collaborators.

*

Luigi Illica (1857-1919) n’occupe pas une trés grande place dans la littérature et le
théatre italiens; il a cependant fait sa marque comme l'un des librettistes les plus
recherchés de son temps, ayant écrit quelque 30 livrets d’opéra. Doué d’un sens du
spectacle plus aigu que Puccini, il faisait également preuve d’un plus grand sens pratique
que ce dernier et que Giacosa quand il s’agissait d’envisager ce qui était réalisable a la
scéne. Illica n’était jamais pris de court et il lui arrivait souvent, sous I'inspiration du
moment, de trouver des solutions qui permettaient de résoudre des impasses dramatiques
ou scéniques qui déroutaient Puccini et Giacosa.

Giuseppe Giacosa (1847-1906) par contre, était un des chefs de file parmi les écrivains
italiens dont les oeuvres ont marqué la transition du romantisme de Carducci et de
Pascoli au naturalisme d’inspiration francaise des derniéres décennies du XIXe siécle.
Giacosa était un poéte et un essayiste doué et l'auteur de nouvelles qui reflétaient un
sens de I'observation trés poussé. 1l était cependant avant tout un dramaturge qui avait
&crit un nombre considérable de tragédies et de comédies et notamment TRISTI AMORI
pour Eleanore Duse et LA DAME DE CHALLENT pour Sarah Bernhardt, oeuvre a laquelle
1l devait sa renommée internationale.

Le choix d’un écrivain si réputé comme librettiste témoigne de 'importance croissante de
la_qualité littéraire du texte de l'opéra, une tendance sans doute inspirée par la
collaboration de Verdi avec Boito et qui a di voir le jour dans les livrets de Wagner.

Illica et Giacosa ont collaboré 2 quatre opéras de Puccini: LA BOHEME, MADAME
BUTTERFLY, MANON LESCAUT et TOSCA dont trois comptent parmi ses plus célébres.
lllica et Giacosa se partageaient les tdches d’une manidre tout a fait systématique.
Tandis qu'lllica établissait le scénario et Iintrigue jusque dans les moindres détails,
Giacosa assurait la versification du texte en prose, élaborait les situations lyriques pour
Puccini, équilibrait la distribution des scénes et dans I’ensemble, donnait au livret un
vernis littéraire. Malgré les nombreuses disputes qui ont marqué leur collaboration et
leur association avec Puccini (un véritable tyran), Illica et Giacosa se complétaient
idéalement et I'on peut affirmer que jamais par la suite Puccini n’eut une telle équipe de
collaborateurs.




BIOGRAPHICAL NOTES

EDITH and LUCIANO DELLA PERGOLA, stage directors, are Associate Professors in the
Faculty of Music and founders of the McGill Opera Studio which they have directed with
undiminished enthusiasm for 32 years. Of the 298 performances”they prepared and
presented, 48 were complete opera productions, the rest, performances of staged operatic
excerpts presented not only at McGill but also at high schools, hospitals, churches,
synagogues and private institutions in Montréal, Ottawa, Toronto, and in the USA.

Before coming to Montréal, the Della Pergolas were celebrated opera singers in Europe
where they performed in such opera houses as La Scala (Milan), Staatsoper (Vienna), The
Royal Opera (Bucharest), Stadttheater (Zurich), Maggio Musicale Fiorentino (Florence),
Teatro San Carlo (Naples), Teatro Verdi (Trieste), Teatro Carlo Felice (Geneva), Teatro
delle Novita (Bergamo), Théatre Flamand (Bruxelles). As recitalists they toured all the
important music centers of Europe, and appeared in radio and television performances.

To the complex and demanding task of directing and producing opera with young and
inexperienced singers, the Della Pergolas have brought the extensive and thorough
experience of their careers, a special understanding and affection for young fragile
voices, an eagerness and ability to search for, discover, and nurture talent and, above
all, their love, dedication and enthusiasm for opera, which they continue to communicate
and impart to their students. Several Opera Studio graduates, among others Joan
Patenaude, Mariana Paunova, James Hutchison, Gina Fiordaliso, have gone on to important
international careers in opera.

FELICITY BLATT, stage designer, is a graduate of Sir George Williams University with a
Bachelor of Fine Arts. She has designed stage sets for 20 complete opera productions of
the McGill Opera Studio, among them L’Heure espagnole, La Cambiale di matrimonio, The
Rape of Lucretia, Don Pasquale, The Consul, Il Barbiere di Siviglia, Rigoletto, Les Contes
d’'Hoffmann, Hansel and Gretel, Giulio Cesare, Die Fledermaus and The World of the
Moon.

In her work, which more often than not combines complex staging demands with
primitive concert stages, she has displayed imagination, a delicate sense of colour, as
well as inventiveness, using to their best advantage the modest technical means available,
circumventing limitations, yet refusing to compromise in matters of taste, style, period,
atmosphere.

Felicity, the only daughter of Edith and Luciano Della Pergola, is married to Howard
Blatt and has two children. She has given generously of her time and energy to the
McGill Opera Studio since 1968.

EUGENE PLAWUTSKY

Since his debut at age 17 as conductor and pianist with the Montreal Symphony
Orchestra, Eugene Plawutsky has pursued a career with many of Canada’s major musical
organizations, among them, the Stratford Festival, the Canadian Opera Company and Les
Grands Ballet Canadiens. An active chamber musician, he has recorded frequently for the
CBC and was pianist on the acclaimed recording, VIRTUOSO PROFILE. Mr. Plawutsky
has conducted extensively with 'Orchestre des Jeunes du Québec, Jeunesses Musicales du
Canada, CBC and McGill University. A frequent performer of contemporary music, he has
premiered works by John Hawkins, Harry Somers, Jacques Hétu and Gilles Tremblay. Mr.
Plawutsky is presently Associate Professor of Piano and Chamber Music at McGill
University. At the McGill Opera Studio, Eugene Plawutsky has conducted: Pelleas et
Melisande (1966-67), Night Blooming Cereus (1967-68), The Coffee Cantata and The Peasant
Cantata (1968-69), The Stronger (1972-73), La Cambiale di Matrimonio (1972-73), The
Rape of Lucretia (1975-76), Les Contes d’Hoffmann (1982-83).




EDITH et LUCIANO DELLA PERGOLA, metteurs en scéne, sont professeurs agrégés ala

faculté de musique et sont fondateurs de I'Atelier d’opéra de McGill qu’ils dirigent avec
le méme enthousiasme depuis 32 ans. Sur les 298 spectacles qu’ils ont préparés et
montés, 48 sont des opéras au complet, les autres étant des représentations d’extraits
d’opéras présentés non seulement a McGill mais également dans des écoles secondaires,
des hopitaux, des églises, des synagogues et des établissements privés 2 Montréal, Ottawa,
Toronto et aux Etats-Unis.

Avant d’arriver 2 Montréal, les Della Pergola étaient chanteurs d’opéra en Europe ol ils
se sont produits notamment a La Scala (Milan), au Staatsoper (Vienne), & 'Opéra Royal
(Bucarest), au Stadttheater (Zurich), au Maggio Musicale Fiorentino (Florence;, au Teatro
San Carlo (Naples), au Teatro Verdi (Trieste), au Teatro Carlo Felice (Génes), au Teatro
delle Novita (Bergame) et au Théatre Flamand (Bruxelles). Ils ont donné des récitals
dans tous les grands centres de musique européens et ont fait des émissions 2 la radio et
a la télévision.

La mise sur pied d’'un opéra avec de jeunes chanteurs sans grande expérience est une
tache complexe et les Della Pergola y ont mis toute 'expérience de leur brillante carriére
a laquelle il faut ajouter toute [laffection qu’ils portent aux jeunes voix fragiles,
empressement qu’il mettent & découvrir et 2 éduquer de jeunes talents et surtout, leur
amour de I'opéra qu’ils ne cessent jamais de transmettre a leurs étudiants. Plusieurs des
€leves de I'Atelier d’opéra, parmi lesquels Joan Patenaude, Mariana Paunova, James
Hutchison et Gina Fiordaliso, sont devenus des chanteurs d’opéra de renommée
internationale.

FELICITY BLATT, décoratrice, est titulaire d’un baccalauréat en beaux-arts de
I'Université Sir George Williams. On lui doit les décors de 20 opéras complets présentés
par I'Atelier d’opéra de McGill, parmi lesquels L’Heure espagnole, La Cambiale di
matrimonio, Le Viol de Lucréce, Don Pasquale, The Consul, 1l Barbiere di Siviglia,
Rigoletto, Les Contes d’Hoffmann, Hansel et Gretel, Giulio Cesare, Die Fledermaus et Il
Mondo Della Luna.

Souvent obligé d’allier les exigences complexes de la décoration A des scénes de concert
assez primitives, Felicity Blatt a toujours fait preuve de beaucoup d’imagination, d’un
sens délicat des couleurs et de créativité en tirant le meilleur parti des moyens
techniques modestes mis a sa disposition et en se jouant de toutes sortes de difficultés
tout en refusant de transiger sur le goit, le style, la période et I'atmosphére.

Felicity qui est la fille unique d’Edith et de Luciano Della Pergola est mariée 2 Howard
Blatt dont elle a deux enfants. Depuis 1968, elle fait généreusement don de son temps
libre a I’Atelier d’opéra de McGill.

EUGENE PLAWUTSKY. Depuis ses début de chef d’orchestre et de pianiste avec
I'Orchestre symphonique de Montréal a 'age de 17 ans, Eugene Plawutsky travailla Four
un grands nombres de corps musicaux canadiens, parmi lesquels le Festival de Stratford,
la Compagnie d’opéra canadienne et Les Grands Ballets Canadiens. Passionné de musique
de chambre, il fit de nombreux enregistrements pour Radio Canada et c’est lui qui tint la
partie de piano dans le célebre enregistrement VFRTUOSO PROFILE. Eugene Plawutsky
dirigea 2 maintes reprises I'Orchestre des jeunes du Québec, I'Orchestre des jeunesses
musicales du Canada, pour Radio Canada et I'université McGill. Grand interpréte de
musn(iue contemporaine, il créa des oeuvres de John Hawkins, Harry Somers, Jacques Hétu
et Gilles Tremblay. Eugene Plawutsky est présentement professeur agrégé de piano et de
musique de chambre a l'université McGill. A I’Atelier d’opéra de McGill, Eugene
Plawutsky a dirigé Pelleas et Mélisande (1966-67), Night Blooming Cereus (1967-68), The
Coffee Cantata et The Peasant Cantata (1968-69), The Stronger (1972-73), La Cambiale di
Matrimonio (1972-73), Le Viol de Lucréce (1975-76), Les Contes d’Hoffmann (1982-83).

Orchestra




Violin I

Marc Béliveau
(concertmaster)
Josée Desgagné
Nancy Kershaw
Monique Allen
Nadia Francavilla

Violin IT

Héléne Héneault
(principal)
Angélique Duguay
Maya De Forest
Pascale Parenteau
Brett Molzan

Viola

Vanessa Goymour,
(principal)

Suzanne Brown
Jean-Frangois Groulx
Véronique Potvin

Orchestra

Cello

Emmanuel Tremblay
(principal)

A. Maclaine-Mitchell
Kevin Fox

Decsenyi Katalin

Bass

Gilles Neault
(principal)
Michael Downes

Flute
Kate Herzberg
Michel Roberge

Oboe
Chantal Gosselin

Clarinet
Simon Aldrich
Nathalie DeGrace

Bas

Marc Larouche

Horn
Nathalie Fortin
Sherry Langlois

Trumpet
Gillian Mackay
Claude Barry

Trombone
Peter Collins

Percussion

Andrew Cholvat
Andrei Malashenko
George Clarke

We wish to thank Colin Murray of The Brass Exchange for the loan of instruments
and the David M. Stewart Museum for the loan of rope drums.

Nous remercions Colin Murray de The Brass Exchange pour le prét d’instruments
et le musée David M. Stewart pour le prét de tambours de cordes.

Chorus (members of the Concert Choir)

Soprano
Diane Bélisle

Nathalie Carrier
Janine Carscadden
Patricia Corry
Penny Dale

Maria Diamantis
Suzanne Giard
Gwyneth Hughes
Sun-Ah Kim
Huberte Lanteigne
Maria Papoulias
Alison Roy
Tuesday Royko
Claudine Vézina
Maria Walther
Louise Yard

Stage Band

Mezzo-soprano
Diane Janna

Ann Osana
Mary-Jo Rosenquist
Jennifer Ryan

Tenor

Jérome Blais
Norman Diotte
Robert Pinet
Dominique Roy
Ben Stein
Jean-Paul Vialard
Sanders Whiting

Bass

Andrew Bourne
Richard Osmond
Raymond Rickard
Paul Shuebrook

Piccolo: Marie-Andrée Benny & Katherine Prinz
Trumpet: Claire Dos Santos, Dean McNeil, Ron Pohl, Holly Schile
Drummers: Elliott Polsky, Christopher Luce, Pierre Montplaisir, Bert Pachecho

Children’s Chorus

Jacquot Besner
Alexandre Britt
Meghan Corbeil
Violaine Debailleur
Cindy Di-Labio
André Milton
Neysa Murray

Les membres du Choeur

d’enfants sont choisis parmi les
éléves de la 6¢ et 7¢ année du
programme de chorale de I'école
F.A.CE. Cette école alternative
fait partie du réseau de la Com=
mission des Ecoles Protestantes

du Grand Montréal et s'oriente
spécialement vers la musique,

les arts plastiques et les arts
dramatiques.




Complete Operas produced and directed by Edith and Luciano Della Pergola at the
McGill Opera Studio since 1956.
1. DIDO and AENEAS (Purcell) 56/57;70/71
2. The MAID as MISTRESS (Pergolesi) 56/57; 59/60
3. The SECRET MARRIAGE (Cimarosa) 56/58
4. The APOTHECARY (Haydn) 58/59
5. HANSEL and GRETEL (Humperdinck) 61/62; 83/84
6. The ABDUCTION from the SERAGLIO (Mozart) 62/63
7. SUOR ANGELICA (Puccini) 64/65;78/79
8. DON PASQUALE (Donizetti) 64/65; 66/67
9. The MEDIUM (Menotti) 64/65; 84/85
10. The SECRET of SUSANNA (Wolf-Ferrari) 65/66; 84 /85
11. BASTIEN and BASTIENNE (Mozart) 65/66; 79/80
12. The COUNSUL (Menotti) 65/66; 79/80
13. PELLEAS et MELISANDE (Debussy) 66/67
14. Le MAGICIEN (Vallerand) 67/68
15. NIGHT BLOOMING CERREUS (Beckwith) 67/68
16. The TELEPHONE (Menotti) 68/69; 84/85
17. RITA (Donizetti) 68/69
18. The COFFEE CANTATA (Bach) 68/69
19. The PEASANT CANTATA (Bach 68/69
20. LA PAZZIA SENILE (Banchieri) 69/70
21. L’HEURE ESPAGNOLE (Ravel) 69/70
22. The GROWING CASTLE (Williamson) 69/70
23. LA VOIX HUMAINE (Poulenc) 71/72
24. The OLD MAID and the THIEF (Menotti) 71/72
25. The STRONGER (Weissgall) 72/73
26. La CAMBIALE di MATRIMONIO (Rossini) 72/73
27. La FORZA del DESTINO (Verdi) 74/75
28. The RAPE of LUCRETIA (Britten) 75/76
29. Le NOZZE di FIGARO (Mozart) 76/77; 85/86
30. COSI FAN TUTTE (Mozart) 77/78
31. IL MAESTRO di CAPPELLA (Cimarosa) 80/81
32. IL BARBIERE di SIVIGLIA (rossini) 81/82
33. RIGOLETTO (Verdi) 82/83
34. Les CONTES dHOFFMANN (Offenbach) 82/83
35. GIULIO CESARE (Handel) 84/85
36. The BAT (Die Fledermaus) (J. Strauss) 85/86
37. The WORLD of the MOON (Haydn) 86/87
38. La BOHEME (Puccini) 87/88
Total: 38 Operas in 48 productions
Five of the singers in tonight’s cast performed in previous Opera Studio productions:
Cing des chanteurs dans 'opéra de ce soir se sont déja produit avec I'Atelier d’opéra:
Gaston HARNOIS: The Rape of Lucretia (Tarquinus) 75/76; Cosi fan tutte (Guglielmo)
77/78; Don Pasquale (Malatesta) 78/79; Il Barbiere di Siviglia (Figaro)
80/81; Rigoletto (Rigoletto) 81/82; Les Contes d’Hoffmann (Lindordf,
Coppélius, Dappertutto, Miracle) 82/83; Die Fledermaus (Dr. Falke) 85/86.
Jerry GLOWER: Il Barbiere di Siviglia (Almaviva) 80/82; Rigoletto (Il Duca di
Mantova) 81/82; Les Contes d’'Hoffmann (Hoffmann) 82/83.
Ronald BIRMINGHAM: Giu,glio Cesare (Giulio Cesare) 84/85; Die Fledermaus (Dr.
Frank) 85/86; Il Mondo della Luna (Buonafede) 86/87.
Maria CICCAGLIONE: Hansel und Gretel (The Dew Fairy) 83/84; The Telephone (Lucy)

84/85; The Secret of Susanna (Susanna) 84/85.
John PLANT: The Consul (Secret Police Agent) 79/80.
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le lundi 14 mars 1988
20h00

MURIELLE BRUNEAU, bassiste

LOUISE ANDREE BARIL, piano




programme

PRELUDE ET ALLEMANDE Hans Fryba
4 PIECES Reinhold Gliére
1) Prelude
2) Scherzo

3) Intermezzo
4) Tarantella

intermission

VARIATIONS SUR UNE CORDE "Moise" Niccolo Paganini

SONATE Paul Hindemith

Allegretto

Scherzo allegro assai
Molto adagio

Lied - Allegretto grazioso

THEME ET VARIATIONS Giovanni Bottessini
“Nel con pili non mi sento"
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Tuesday 15 March 1988
5:00 pm

STUDENT 50 L 0ddsn

Tuesday 22 March, 5:00 pm

‘ Next Student Soloists & Ensembles concert:
VOCAL ENSEMBLES, direction Margaret Kalil
\




programme

STUDY No.5 Heitor Villa Lobos
ALLA CUBANA William Walton
A r-Federici, guitar
( o) YY1 Y2 Antonio )
MEPHISTO-WALTZ Franz Liszt

amand, plrano

Dorothy Morton)

Guylaine F1
(student of

MOMENTS MUSICAUX, Op.16 Sergei Rachmaninov

1) si bémol mineur
2) mi bémol mineur
3) si mineur
4) mi mineur

Nancy Pelletier, piano
(student of Dbrothy Morton)

EES ANNEES DE PELERINAGE - Franz Liszt
Seconde année: SPOSALIZIO

BALLADE No.2 in F major, Op.38 Frédéric Chopin

Arlene Ades, piano
(student of Norair Artinian)
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Tuesday, March 15, 1988
8:00 p.m.

CONTEMPORARY MUSICENSEMBLE

direction: BRUCE MATHER
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HAMBER SINGER
direction: Fred Stoltzfus

CATHEDRALE II (1988)* Fabrice Fitch

Eileen O’Dwyer, alto solo

SILENCE (1987) Jacques Desjardins
Marie Claude Desloges, soprano solo

Chamber Singers
Soprang Alto
Lisette Canton Arlene Ades
Guylaine Collin Louise Garceau
Suzanne Davies Hélene Giguére
Isabelle Desloges Chantal Laroque
Marie Claude Desloges Danielle Le Blanc
Laura Kerr Vanessa Matthews
Karine Lassonde Nancy Pelletier
Sheila Miller Joy-Anne Murphy
Teresa Perreault Eileen O’Dwyer
Tenor Bass
James Coghlin Dave Elford
Jacques Desjardins Jeremy Greenhouse
Benoit Gendron Tristan Nguyen
Marcel de Hétre Pete Pedersen
Raymond Létourneau Robert Poliquin
Michael MacCauley Stéphane Richer
Mark Massarelli Michel Roberge

Peter Townsend
Rehearsal Assistants: Marie Claude Desloges
Lissette Canton
Rehearsal Accompanist: Stéphane Potvin

* world premiere







programme

UNISONICS C. Curtis Smith
I 1%t and 3™ movements
Linda Crossfield, alto saxophone
l Michelle Hunchak, piano
I ALGUNOS * Micheline Roy
Edda Bissinger, Vincent d’Agostino, guitars
|

I SHADOW PLAY * Henry Lai

Noel Laporte, Karma Tomm, violins
Frangois Bertrand, viola
l Kevin Fox, Caroline Huot, cellos
Gilles Neault, double bass

LE VAGUE ALAME * Frangois Rose

' Kate Herzberg, flute
Rhian Kenny, alto flute
Simon Aldrich, clarinet

I Mark Pihowich, bass clarinet
Marc Larouche, bassoon

I André Malashenko, percussion

* world premiere/création mondiale
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Wednesday, March 16, 1988
8:00 p.m.

McGILL ALUMNI JAZZ BAND

direction: GERRY DANOVITCH

guest soloist: PAQUITO D’RIVERA

broadcast on "Jazz Sur Le Vif'. Daniel Vachon, producer.
Ce concert est enregistré pour diffusion ultérieure sur

l'émission "Jazz Sur Le Vif" de RADIO-CANADA.
Relisateur: Daniel Vachon.

I o I

This concert is being recorded by RADIO-CANADA for future I



ELEGY TO ERIC DOLPHY
WAPANGO

A LO TRISTANO

SONG TO MY SON

SAMBA FOR CARMEN

ALL OF ME

TAKE THE "A" TRAIN

Pagquito D’Rivera

arr. Chico O’Farrill

Simons & Marks
arr. Thad Jones

Billy Strayhorn
arr. Don Sebesky

IN THE 80’S Bob Mintzer
THREE MORE FOXES Willie Maiden
LOOKING BACK Tom Kubis
THE GREAT ESCAPE John Fedchock
DON'’T GIT SASSY Thad Jones
ONE O’'CLOCKJUMP Count Basie
arr. Don Sebesky
Band Members
Saxophone Trombones
Mark Bankley Albert Devito
Gerry Danovitch Colin Murray
Peter Freeman Terry Lukiwski
Abe Kestenberg Mike Wilson
Nancy Newman
Janis Steprans Piano
Pat Vetter Geoffrey Lapp
Trumpets Drums
Bernard Brien Geoffrey Lang
Mike Cartile Lou Williamson
Ron Di Lauro
Dave Nutting Bass
Roger Walls Peter Kisilenko
Guitar

Nick Di Tomasso

N
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Wednesday, March 16, 1988
8:00 p.m.

LES CUIVRES DE LA

PROCHAINE STATION

Mark Schneider, trumpet
Dan Posen, trumpet
Sherry Langlois, horn

Al Eggum, trombone

Cathy Charlton, tuba

programme

SONATE from "Die Béinkelsinger Leider"

PRELUDE AND FUGUE
in G minor

Johann Sebastian Bach
(1685-1750)
trans. Rasenthal

)

Anonymous ]

|
|

S StENTs
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QUINTET NO. 2, Op. 6 Victor Ewald
(1860-1935)
I Allegro Risoluto
I Thema con Varitioni
Theme: Andante

I Andante
I Poco pili mosso
III  Allegro

IV Allegro vivace
V  Andantino, espressivo
VI Allegro

III Allegro Vivace

REZFUVOSOTOSOK Samuel Scheidt
BLECHBLASERQUINTTETT (1587-1654)
Canzona I

intermission

MINI OVERTURE for Brass Quintet Witold Lutoslawski

(b. 1913)
SUITE from "Montereggian Hills" Morley Calvert
(b. 1928)
I La Marche
II Chanson Mélancolique
IIl Valse Ridicule
IV  Danse Villageoise
JUST A CLOSER WALK (1980) arr. Don Gillis
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Thursday, March 17, 1988
8:00 p.m.

TWO - PIANO ENSEMBLES

Coordinator: ELIZABETH DAWSON




programme

SUITE NO. 2, Op. 17 Rachmaninoff

Introduction: Alla marcia
Waltz

Ann Osana and Teresa Perreault
(Ensemble class of Elizabeth Dawson)

CONCERTINO, Op.94 Shostakovich

Mary O’Neill and Cynthia Styles
(Ensemble class of Dorothy Morton)

intermission

ANDANTE & VARIATIONS, Op. 46 Schumann

Zina Idlin and Viktorya Kasuto
(Ensemble class of Esther Master)

SUITE NO. 2, Op. 17 Rachmaninoff
Romance
Tarantella

PETROUCHKA; DANSE RUSSE Stravinsky

Guylaine Flamand and Nancy Pelletier

(Ensembile class of Dorothy Morton)

ﬁ\
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Friday, March 18, 1988
8:00 p.m.

Exchange with the University of Ottawa

DONALD WHITTON,cello

PAUL STEWART,piano




Donald Whitton was born in London Ontario, and began his earliest music studies there.
After graduating from the Royal Conservatory and the University of Toronto, he became
a member of the Toronto Symphony and CBC Symphony orchestras, serving as assistant
principal cellist in both orchestras for several years.

He was principal cellist of the Hart House orchestra under Boyd Neel, a member of the
Stratford Ensemble, and played frequently as continuo layer with Elmer Iseler and the
Festival Singers, as well as being much in demand in chamber music ensembles such as
the Bernardi Trio. He has played many CBC recitals with the late Sheila Henig.

Mr. Whitton’s tastes in music are wide ranging. He has made a study of 15th Century
composers, and he is a proficient performer on the Viola da Gamba. In this capacity, he
was for some years, a member ofpthe Rowland Pack Consort of Toronto. At the same
time he was workin§ with experimental jazz groups in Toronto, and has made recordings
with Herbie Helbig, featuring the cello.

He has been principal cellist of the National Arts Centre Orchestra since its inception in
1969.

Paul Stewart graduated from McGill University with a Bachelor of Music in Performance
in 1982. He pursued his studies in London, England, and has already had an active
career as recitalist, chamber musician, and accompanist. His orchestral debut occurred in
April 1981 with the Toronto Symphony Orchestra, and two months earlier he was awarded
first prize in McGill 1980-81 Concerto Competition. Mr. Stewart has appeared regularly
with major symphony orchestras in Canada, and has performed under such conductors as
Mario Bernardi, Arpad Joo, Erich Kunzel, Uri Mayer, and Hiroshi Wakasugi. His
performance schedule also includes appearances in the United States and Europe.

EXEXXREREXR

Donald Whitton nait a London (Ont.) et y fait ses premiéres études musicales. Diplomé
du conservatoire royal et de I'Université de Toronto, il devient plus tard membre des
orchestres symphoniques de Toronto et de CBC. Il jouera pendant plusieurs années dans
ces deux groupes en qualité de premier violoncelle.

Trés actif sur la scéne musicale, il a été également premier violoncelle de I'orchestre
Hart House dirigé par Boyd Neel, membre de I’Ensemble Stratford et il s'est produit
fréquemment au continuo en compagnie des Festival Singers sous la direction de Elmer
Iseler. Trés en demande dans les groupes de musique de chambre tels que le Trio
Bernardi, Donald Whitton apparaitra enfin dans de nombreux récitals de Radio-Canada aux
cotés de la regrettée Sheila Henig.

Les godts de Donald Whitton en musique embrassent les domaines les plus divers. 1l a
étudié les compositeurs du XV¢ siécle, maitrise admirablement la viole de gambe et a
figuré pendant plusieurs années en cette derniére qualité dans le Rowland Pack Consort
de Toronto. Or il oeuvrait aussi pendant ce temps dans cette méme ville au sein de
groupes de jazz expérimental et il effectuait en compagnie de Herbie Helbig des
enregistrements ou le violoncelle tenait la vedette.

1l est premier violoncelle de l'orchestre du Centre national des arts depuis linstauration

de cet ensemble en 1969.
verso/

~
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Paul Stewart a obtenu, en 1982, un baccalauréat en interprétation musicale de luniversité
McGill. Il a poursuivi ses études a Londres, en Angleterre, et connit déja une carriére
active comme récitaliste, en musique de chambre et comme accompagnateur. Ses débuts
avec orchestre ont eu lieu en avril 1981 avec lorchestre symphonique de Toronto. Deux
mois auparavant, il remportait le premier prix de la "McGill 1980-81 Concert
Competition".  Monsieur Stewart s’est produit réguliérement, depuis, avec des orchestres
symphoniques importants au Canada, et sous la baguette de chefs tels que Mario Bernardi,
Arpad Joo, Erich Kunzel, Uri Mayer et Hiroshi Wakasugi. Il a aussi donné des concerts
aux Etats-Unis et en Europe.




programme

SONATA in G minor, Op. 5, No. 2 Ludwig van Beethoven
(1770-1827)
I Adagio sostenuto ed espressivo -
Allegro molto pill tosto
I Rondo - Allegro

SONATA (1971) Morris Kates

I Allegro ma non troppo
I Theme and Variations
III  Allegro vivace

intermission

SUITE ESPAGNOLE Joaquin Nin
(1879-1949)
Vielle Castille
Murcienne
Catalane
REQUIEBROS Gaspar Cassado
(1897-1966)
SONATA in A minor, Op. 36 Edvard Grie
(1843-1907
Allegro agitato

Andante molto tranquillo
Allegro - Allegro molto e marcato

&)
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Friday, March 18, 1988
8:00 p.m.

LAURENTIAN BRASS

Claude Barry, trumpet
Gillian MacKay, trumpet
Olav Traa, horn

Ed Shepley, trombone
Jean-Francois Cotnoir, tuba

Class of ROBERT GIBSON

assisted by:

Mark Schneider, trumpet
Jens Lindemann, trumpet
Pierre Tremblay, trombone
Patrice Richer, trombone
Jeff Hall, bass trombone
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programme

|
CANZONA BERGAMASCA Samuel Scheidt
(1587-1654)
CONTRAPUNCTUS X Johann Sebastian Bach
from"The Art of Fugue" (1685-1750)
trans. Ralph Sauer
CANZON Anthony Holborne
(b.1602)

trans. Jean-Frangois Cotnoir

QUINTET NO. 1 Victor Ewald
(1860-1930)

Moderato
Adagio: Allegro Vivace: Adagio
Allegro Moderato

MINIMUSIC R. Murray Schafer l
(b. 1933)

‘J l

. |
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Canzona Bergamasca

Samuel Scheidt was a German composer and organist who spent much of his career
in Halle. He was among the first generation of German Baroque composers, his
contemporaries including Schein and Schiitz. His reputation is based mostly on his
keyboard and sacred vocal music. This canzona is one of Scheidt’s few extant
instrumental ensemble works. Distinct from the organ canzonas of this period,
which developed into the Baroque fugue, instrumental canzonas were the forerunners
of the seventeenth century sonata di chiesa, or church sonata. Canzona Bergamasca
is typical of an instrumental canzona in form: it has three sections (ABA), each of
which contrapuntally discusses the same theme.

Contrapunctux X

The organ canzonas of Scheidt’s day evolved into the organ fugues of the High
Baroque, of which Bach is the undisputed master. This work is a transcription from
the Art of Fugue, a collection of organ works based on one theme. It was written
in penultimate year of the composer’s life and is considered to be the pinnacle of
fugal composition. Already difficult for organ, these works provide a special
challenge to ensembles in the area of balance and form. This transcription is part
of an edition of the entire Art of fugue edited by Ralph Sauer.

Ewald Quintet Op. 5

Victor Ewald is one of the fascinating figures of music history who made a small
compositional contribution which is now important to a specific group of performers
and thus has probably exceeded any of his expectations. Ewald was an engineer in
St. Petersburgh. An avid amateur musician, he was a cellist and a horn player and
an important member of a small performance group which met regularly in membérs’
homes. It is likely that his brass quintets were written for this group. This
uintet is a strong example of his style: Romantic harmonically, yet formally
tightly structured. In many ways this quintet is similar in style to a string quartet.
Minimusic

This is a work which takes a different form with every performance. R. Murray
Schafer, McGill’s current composer-in-residence, wrote Minimusic in 1972 for a
group of young musicians. The score consists of a set of boxes, each containing
performance instructions for one musical event. At the completion of each box
performers independently move to another of their choice and begin its performance.
As such the work is always in transition and will be fresh with each presentation.
The only time the five members will be purposefully on the same event is for the
erformance of the Twittering Machine, wherein "the quintet will emulate the
magined sounds of a fictions machine designed by artist Paul Klee. The quintet has
elected to perform Minimusic twice this evening, both to better demonstrate the
work’s musical uniqueness and also to afford the audience the rare luxury of re-
hearing and thus becoming more familiar with a contemporary composition.

Suite from "West Side Story"

Leonard Bernstein is one of the towering figures of American music and is a well-
respected musician world-wide. Known as a pianist, a composer and a conductor, he
has made an impact in all three areas. He has served as the conductor of the New
York Philharmonic Orchestra, as well as the head of the conducting department at
the prestigious Tanglewood School. Bernstein’s compositional contributions include
several musical dramas and a Mass. Perhaps his most popular and famous work is
the Broadway hit "West Side Story", first produced in 1957. This suite features
several of the more common tunes from this musical, as well as some of the
tremendous music which is less well known.




Cat Suite

The quintet has augmented its ranks to present this last work. Written for the
Philip Jones Brass Ensemble, this work has four movements, each dedicated to one
of the composer’s cats. Chris Hazell, who has produced and arranged other works
for the Philip Jones Brass Ensemble, describes the cats as follows:

M. Jums is a ginger tom, scruffy but affectionate;

Black Sam looks and purrs like a New Orleans gospel singer;

Borage, brown and white, rushes around all day long;

Kraken, the only female, rules the roost, though only half the size of the

others.

Gillan MacKay

Canzona Bergamasca

Le compositeur et organiste allemand Samuel Scheidt a fait carriére surtout a Halle.
Scheidt appartient a la premiére génération des compositeurs baroques allemands, au ]
méme titre que Schein et Schiitz. Sa réputation est essentiellement fondée sur sa
musique pour clavier et sa musique vocale sacrée. Cette canzona est 'une des rares
oeuvres pour ensemble instruumental qui nous restent de Scheidt. Elle est
différente des canzonas pour orgue de la méme période qui donneront la fugue
baroque; les canzonas instrumentales précédent en quelque sorte la sonate déglise
ou sonata di chiesa du dix-septiéme siécle. Canzona Bergamasca est une canzona
instrumentale de forme typique: elle est en trois sections (ABA) qui exploitent le
méme théme par le biais du contrepoint.

Contrapunctus X

Les canzonas pour orgue de I'époque de Scheidt ont évolué vers les fugues pour
orgue du haut baroque dont Bach est le maitre incotesté. Cette oeuvre est une
transcription de I'Art_de la fugue, recueil d’oeuvres pour orgue basé sur un seul
théme.  Ecrite deux ans avant la mort du compositeur, elle est habituellement
considérée comme un des sommets de la fugue. Déja difficiles a Il'orgue, ces
oeuvres constituent un défi de taille pour les ensembles, notamment sur le plan de
léquilibre et de la forme. Cette transcription est tirée d’une édition compléte de
I’Art de la fugue que I'on doit a Ralph Sauer.

uintett d’Ewal

Victor Ewald est l'un de ces personnages fascinants de Ihistoire de la musique dont
Poeuvre si discréte soit-elle, du fait qu'il s'adressait a un groupe de msuiciens trés
particulier lui a valu une renommée au-dela de tous ses espoirs. Ewald était
ingénieur a Saint-Pétersbourg. Musicien amateur enthousiaste, il jouait du
violoncelle et du cor; il était également l'un des principaux membres dun petit
ensemble qui se réunissait régulicrement. Ce quintette a vraisemblablement été écrit
pour cet ensemble. Clest un exemple caractéristique de son style:  harmonie
romantique et structure stricte.  Sous de nombreux rapports, l'oeuvre évoque un
quatuor a cordes.

Minimusic

Cette oeuvre qui se présente sous une forme différente chaque fois qu’elle est jouée
est de R. Murray Schafer, compositeur attitré de McGill; elle date de 1972 et a été
écrite pour un groupe de jeunes musiciens. La partition est constituée d'une série
de cartouches qui renferment chacun des instructions pour [Iexécution dun
événement musical. A la fin de chaque événement, les exécutants en choissent un
autre et commencent a le jouer. Ainsi, l'oeuvre est toujours en transition et se
présente sous un jour nouveau a chaque concert. C'est a dessein que les cing
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musiciens ne jouent le méme événement qu’au moment d’émuler les sons imaginaires
d'une machine inventé par le peintre Paul Klee. Le quintette a choisi de Jouer
Minimusic a deux reprises ce soir, a la fois dans le but de mieux démontrer
loriginalité de l'oeuvre et d’offrir a lauditioire ce luxe rare qu’est loccasion de la
réentendre et de se familiariser ainsi avec une composition contemporaine.

Suite tiré de "West Side Story"

Leonard Bernstein est l'une des figures dominantes de la scéne musicale américaine
et sa réputation s'étend au monde entier. Ses contributions importantes tant au
chapitre de linterprétation que de la création, lui ont permis de se faire connaitre
comme pianiste, compositeur et chef d’orchestre. Il a été chef d’orchestre du New
York Philharmonic Orchestra et chef du département de direction d’orchestre de la
prestigieuse Tanglewood School. Sur le plan de la composition, ses contributions
sont multiples: on lui doit plusieurs drames musicaux et une messe notamment. Son
oeuvre la plus populaire et la plus célébre est sans doute "West Side Story”,
produite pour la premiére fois en 1957. La Suite jouée ce soir reprend plusieurs
airs trés connus de cette comédie musicale ainsi que certains extraits joués moins
souvent mais tout aussi excellents.

Cat Suite

Un sixiéme musicien se joint aux membres du quintette pour interpréter cette suite.
Ecrite pour le Philip Jones Brass Ensemble, cette oeuvre est en quatre mouvements,
chacun étant dédié a l'un des chats du compositeurs. Chris Hazell, qui a produit et
fait les arrangements d’autres oeuvres pour le Philip Jones Brass Ensemble, décrit
les chats comme suit:

M. Jums est un matou énergique, sale mais affectueux;

Black Sam ronronne comme un chanteur gospel de la Nouvelle-Orléans auquel il

ressemble d’ailleurs;

Borage, marron et blanc, court de-ci de-la toute la journée

Kraken, la seule femelle, méne les autres par le bout du nez, bien qu’elle soit

deux fois pous petite que ses comperes.

Gillian MacKay







intermission

MINIMUSIC

WEST SIDE STORY SUITE

I Prologue

I Something’s Comin’
III Maria

IV Tonight

V  America

VI One Hand, One Heart
VII I Feel Pretty

VIII Somewhere

CAT SUITE

Kraken
Mr. Jums
Black Sam
Borage

R. Murray Schafer

Leonard Bernstein
(b. 1910)

Chris Hazell
(b. 1938)
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Monday, March 21, 1988
8:00 p.m. ‘

SAXOPHONE ENSEMBLES ]
coordinator: GERALD DANOVITCH

programme

DUET NO. 3 Ludwig van Beethoven
arranged for alto and baritone saxophones

Joey Pietraroia, alto saxophone
Peter Wightman, baritone saxophone
(Ensemble class of Gerald Danovitch)

QUATUOR POUR SAXOPHONES F. et M. Jeanjean
1.  Gaieté villageoise
2.  Doux paysage
3. Papillons
4. Concert sur la place

Ken Patterson, soprano saxophone
Tim brock, alto saxophone
Peter Gemmel, tenor saxophone
Janice Finlay, baritone saxophone
(Ensemble class of Abe Kestenberg)

CANONIC SONATA NO. III Georg Philipp Telemann
arranged for two soprano saxophones
Allegro
Larghetto

Allegro assai
Joey Pietraroia, soprano saxophone

Tim Lusher, soprano saxophone
(Ensemble class of Gerald Danovitch)

.,
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INTRODUCTION AND ALLEGRO
Milan Kaderavek

Joey Pietraroia, soprano saxophone
Tim Lusher, alto saxophone
Peter Wightman, tenor saxophone
Samantha Duckworth, baritone saxophone
(Ensemble class of Gerald Danovitch)

intermission

SONATA FOR TENOR SAXOPHONE James Di Pasquale
AND PIANO (in three movements)

Peter Wightman, tenor saxophone
(Student of Peter Freeman)
Eugene Plawutsky, piano

CONCERTO FOR ALTO SAXOPHONE Pierre Max Dubois

Lento espressivo and Allegro
Sarabande
Rondo

Joey Pietraroia, alto saxophone
(Student of Peter Freeman)
Eugene Plawutksy, piano

SINFONIA in B® Johann Christian Bach
arranged for saxophone quartet
Allegro assai
Andante
Presto

Joey Pietraroia, soprano saxophone
Tim Lusher, alto saxophone
Peter Wightman, tenor saxophone
Samantha Duckworth, baritone saxophone
(Ensemble class of Gerald Danovitch)
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Monday, March 21, 1988
8:00 p.m.

A concert of "classical” music for flute and harpsichord

MYLENE GUAY,baroque flute

DAVID SANDALL, harpsichord

programme

SONATA in e minor for flute Frantisek Benda
and continuo (1709-1786)

Largo, ma un poco andante

Arioso, un poco allegro
Presto




&/
SONATA in E minor for flute Frederick the Great
and continuo (1712-1786)

Grave
Allegro assai
Presto

PRUSSIAN SONATA Carl Philipp Emanuel Bach
in B® major for harpsichord, Wq. 48, No. 2 (1714-1788)
Vivace

Adagio
Allegro assai

HAMBERGER SONATA in G major C.P.E. Bach
for flute and continuo, Wq. 133 (1786)

Allegretto
Rondo - Presto

intermission

SONATA in E® major for Franz Joseph Haydn
harpsichord, Hob. XVI:52, (1794) (1737-1808)
Allegro
Largo

Finale - Presto
SONATA in G major for flute Wolfgang Amadeus Mozart
and harpsichord, K. 301 (1756-1791)
(originally for violin and Klavier), 1778

Allegro con spirito
Allegro
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Tuesday, March 22, 1988 DY
5:00 p,r¥1, G " Pollack concert hall

Lw Salle de concert Pollack

IVOCAL ENSEMBLES

IClass of MARGARET KALIL

IRAYMOND RICKARD, piano
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programme

"SLAVE CHORUS" (Nabucco) Verdi I
Vocal Ensemble Class I
"SOUND THE TRUMPET" Purcell
Ben Stein and Steve Gagnon '
"MIO ZAGNERO" Trio No. VI Mozart I
Gwyneth Hughes, Marilyn Arsenault, Peter Thompson
"VIA RESTE" (Marriage of Figaro) Mozart ‘
Allison Roy and Soon-Ah Kim I
"NUR WER DIE SEHNSUCHT KENNT" Schubert I
Joy Anne Murphy and Ben Stein
TRIO OF THREE SPIRITS (Magic Flute) Mozart
Gwyneth Hughes, Maria Walther, Julie Anderson I
"QUARTET" (Fidelio) Beethoven I
Joy Anne Murphy, Maria Walther,
Vassilios Hadjinicolaou, Claude Michaud I
"EH VIA BUFFONE" (Don Giovanni) Mozart I
Claude Michaud and Steve Gagnon

*‘



"BELLE NUIT" (Tales of Hoffmann) Offenbach

Janine Carscadden and Julie Anderson

"WHY DO I LOVE YOU" (Showboat) Kern

Marilyn Arsenault and Jean Trottier

"DUET" (Lakmé) Delibes
Caroline Holden and Janine Carscadden

"LA CI DAREM LA MANOQO" (Don Giovanni) Mozart
"TETE EN PAPIER" Anonymous
Joy Anne Murphy and Soon-Ah Kim

DUET (Student Prince) Romberg
Allison Roy and Vassilios Hadjinicolaou

DUET (Cosi Fan Tutte) Mozart

Maria Papoulias and Caroline Holden

"CAT DUET" Rossini
Gwyneth Hughes and Marilyn Arsenault

DUET of Pappagena & Pappageno (Magic Flute) Mozart

"DITE ALLA GIOVANE" (La Traviata) Verdi
Maria Papoulias and Claude Michaud







\_/)
McGill University
Faculty of Music

G‘ Pollack concert hall
Salle de concert Pollack

L
a7

by



Tuesday, March 22, 1988
8:00 p.m.

NORAIR ARTINIAN , piano
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MOZART: PIANO SONATA IN F MAJOR K.533/494

Mozart’s financial difficulties and lack of success during
his last years in Vienna are legend. Towards the end of 1787 the
situation had deteriorated to such an extent that the Mozart
family was obliged to move into more modest dwellings in the
Viennese suburbs. A further strain was placed on the composer’s
finances by the birth of a daughter in December.

To survive, Mozart came to rely increasingly on loans from
his friends. A major creditor was the music publisher Franz
Anton Hoffmeister, and it was probably in repayment of a debt
that Mozart offered him the Piano Sonata in F major K.533/494 in
the spring of 1788. Some writers have suggested that the sonata
was begun in a surge of optimism the day after the composer’s
appointment as Kammermusicus to the Imperial Court. Only the
sonata’s first +two movements were completed though, and when
Mozart decided to offer them for publication, he added as the
third movement a Rondo he had written two years earlier.

In discussions of this sonata, the last movement often fares
badly beside its two brothers, but this should not be seen as a
condemnation of the Rondo as much as an appreciation of the
extremely high quality of the Allegro and the Andante. The
Allegro is one of the most consistently contrapuntal of Mozart’s
creations, yet the counterpoint is never stiffly academic but is
so masterfully written it seems natural and fresh. The deeply
felt Andante which follows contains some of Mozart’s boldest
harmonic writing. As for the Rondo--Mozart’s biographer Alfred
Einstein has remarked that it is so "so rich and perfect that no
uninitiated listener would notice the break in style” with the
previous movements.

CHOPIN: POLONAISE-FANTASIE OPUS 61

The Polonaise-Fantasie is Chopin’s last major work for the
piano. As with many of his late works, the composition of the
polonaise was a slow and laborious process which cost the
composer a great deal of effort. Much has been made of Chopin’s
problems in composition and the decline in his productivity in
his last years. Some have seen in this struggle to compose
evidence of his deteriorating health while others consider these
last works of Chopin’s as harbingers of a new style, the
development of which was cut off by the composer’s untimely
death.

The reputation of the Polonaise—-Fantasie has changed
radically since it was first written. To those of the nineteenth
century used to the straight forward melodiocusness and simplicity
of design of Chopin’s early compositions, the unique character of
this work was unintelligible. Franz Liszt went so far as to
consider it merely the product of a weakened constitution. Now
that the formal and harmonic daring of Chopin’s last creations
are more fully appreciated, the Pelonaise-Fantasie is considered,




along with the Fourth Ballade and the Fourth Scherzo, as one of
the composer’s greatest masterpieces.

RACHMANINOV: 6 MOMENTS MUSICAUX OPUS 18

Although they are still early works, the Six Homents Musicaux
opus 16, written in 1896, sugdest the beginning of a new stage in
Rachmaninov’s development as a composer. Following his
graduation with the Gold Medal from the Moscow Conservatory in
1892, the composer had produced a series of compositions of
varying quality from the ever-popular Prelude in C# minor through
a host of salon music and short character pieces. The Moments
NMusicaux though, are of a consistently high quality and exhibit a
new subtlety and mastery in writing for the piano. The six
constituent pieces, all substantial in size and demanding in
technique, contain a wide range of feeling, from the stormy
passion of the fourth--Rachmaninov’s "Revolutionary Etude'--to
the quiet nocturne-like fifth and the majestic last Moment
Musical, in which the piano is made to sound like a great organ.

BARTOK: SIX RUMANIAN FOLK DANCES

Of the numerous influences on Bartdk early in his career it
was his study of folk music that had the greatest impact on his
own music. His active pursuit of this interest began in 1904
when he first went into the countryside of his native Hungary and
began transcribing peasant songs and dances. Hungary was the
main theatre of operation for the annual field trips he undertook
in collaboration with Zoltan Kodaly, but his research also
branched out into the folk music of Rumania, Czechoslovakia,
Turkey and even North Africa, and by 1918 he had collected well
over 8,000 Hungarian, Slovak and Rumanian folksongs. For Barték
this return to Music’s pure source was necessary for its
rejuvenation following the excesses of Romanticism. Among the
immediate fruits of such studies were a number of transcriptions
and arrangements of folksongs and dances, including the Six
Rumanian Folk Dances written in 1915.

It is ironic that, after all the services Bartok had performed
for Hungarian music, he was attacked by ultra-nationalists for

his interest in the music of other cultures. A most eloguent
reply to these attacks is found in a letter from Bartédk to the
Rumanian folklorist Octavian Beu, written in 1931: Hy own idea,

homever——of which I have been Tfully conscious since I found
myself as a composer——Is the brotherhood of peoples, brotherhood
despite all mars and conflicts. I try...to serve this idea in my
music; therefore I do not reject any influence, be it Slovakian,
Rumanian, Arabic or from any other source. The source must only
be clean, fresh and healthy/ i
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MOZART: SONATE POUR PIANO EN FA MAJEUR K.533/494

Personne n'ignore les difficultés financiéres de Mozart et
le peu de succés qu'il remporte durant ses derniéres années a

Vignne. Vers la fin de 1787, sa situation s'est aggravée au
point que sa famille est obligée d'élire domicile dans une
demeure plus modeste de la banlieue viennoise. La naissance

d'une petite fille au mois de décembre met & encore plus rude
épreuve les finances du compositeur.

Pour survivre, Mozart emprunte de plus en plus d'argent a
ses amis. L'un de ses principaux créanciers est 1l'éditeur de
musique Franz Anton Hoffmeister auquel Mozart offre sa Sonate
pour piano en fa majeur K.533/494 au printemps 1788, sans doute
en remboursement d'une dette. Certains auteurs pensent que la
composition de cette sonate a commencé dans un élan d'optimisme
au lendemain de la nomination du compositeur au poste de maitre
de musique a la cour impériale. Mais Mozart n'a terminé que les
deux premiers mouvements de sa sonate et lorsqu'il décide de la
publier, il y ajoute en guise de troisiéme mouvement un rondo
composé deux années plus tét.

Les critiques de cette sonate reprochent souvent au dernier
mouvement d'étre inférieur aux deux premiers, ce qui n'est pas
tant une condamnation du rondo que la reconnaissance des qualités
extrémes de l'allegro et de 1l'andante. L'allegro est une des
plus belles créations contrapuntiques de Mozart, méme si le
contrepoint n'y est jamais séchement théorique mais écrit avec
une telle maestria qu'il respire le naturel et 1la fraicheur.
L'andante profondément senti contient certaines lignes mélodiques
parmi les plus audacieuses du compositeur. Quant au rondo, le
biographe de Mozart, Alfred Einstein, a fait observer qu'il est
"si riche et si parfait qu'aucun profane ne pourrait remarquer la
rupture de style" avec les mouvements précédents.

CHOPIN: POLONAISE-FANTAISIE OPUS 61

La Polonaise-Fantaisie est 1l'ultime grande oeuvre de Chopin

pour le piano. A l'instar de bien des oeuvres de la fin de sa
vie, la composition de la polonaise a été un processus laborieux
qui a colté au compositeur bien des efforts. On a beaucoup

parlé du mal que Chopin avait & composer vers la fin de sa vie et
du déclin de sa productivité. Certains y ont vu la preuve de sa
santé chancelante tandis que d'autres voient dans les derniéres
oeuvres de Chopin les signes avant-coureurs d'un style nouveau,
auquel la mort prématurée du compositeur a coupé court.

La réputation de 1la Polonaise-Fantaisie a radicalement
changé depuis sa publication. Les mélomanes du dix-neuvieéme
siecle habitués au caractére mélodieux franc et a la simplicité
des premiéres compositions de Chopin, n'arrivaient pas a saisir
ni a situer cette oeuvre. Franz Liszt alla méme jusqu'a dire
gqu'elle était 1la preuve d'une constitution affaiblie.
Aujourd'hui nous comprenons mieux 1l'audace formelle et harmonique
des derniéres oeuvres de Chopin et la Polonaise-Fantaisie figure
parmi les plus grands chefs-d'oeuvre du compositeur, aux cotés de
la Quatriéme Ballade et du Quatriéme Scherzo.
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RACHMANINOV: 6 MOMENTS MUSICAUX OPUS 16

Bien qu'il s'agisse d'oeuvres de jeunesse, les Six Moments
Musicaux de 1l'opus 16 composés en 1896 laissent entrevoir le
début d'une nouvelle phase dans le développement musical de
Rachmaninov. Médaillé d'or du Conservatoire de Moscou en 1892,
Rachmaninov a composé peu aprés une série d'oeuvres de qualité
variable qui vont du Prélude en do diése mineur éternellement
populaire a toute une pléthore de piéces de musique de salon et
de musique de genre. Les Moments Musicaux par contre sont de
qualité homogéne et témoignent d'une nouvelle finesse et d'une
maestria de la musique pour le piano. Les six piéces aux
dimensions notables, trés exigeantes sur le plan de la vir-
tuosité, contiennent tout un éventail de sentiments, depuis 1la
passion orageuse du quatriéme moment -- "L'étude révolutionnaire"
de Rachmaninov =-- jusqu'a la tranquillité du cinquiéme en forme
de nocturne et la majesté du dernier ou on a 1l'impression
d'entendre de grandes orgues.

BARTOK: SIX DANSES ROUMAINES

Parmi les nombreuses influences qui ont marqué Bartok au
début de sa carriére, c'est l'étude de la musique populaire qui a
laissé le plus de traces sur sa musique. C'est en 1904 que nait
cet intérét lorsque Bartok se rend pour la premiére fois dans les
campagnes de sa Hongrie natale et qu'il se met & transcrire des
danses et des chants paysans. La Hongrie est le principal
théatre d'operatlon des excursions qu'il entreprend chaque année
en compagnie de Zoltan Kodaly, mais il ét<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>