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Smithsonian Chamber Music constitutes
an integral part of the museum’s cultural
and educational activities. We produce
and present programs in much the same
way that a curator researches and
mounts an exhibit, blending scholarship
and experience to make concerts of
equal reward for the audience and for
us. Our programs reflect and enhance
the remarkable settings of the Smith-
sonian; its vast collections and environ-
ments constantly spur our creativity.

The art and architecture of the Hirsh-
horn Museum and Sculpture Garden
provide a stimulating milieu for our resi-
dent contemporary music ensemble, the
20th Century Consort. The Hirshhorn re-
flects the changing languages of art
and challenges new ways of experienc-
ing our world, just as modern music
confronts listening habits and opens
new aural vistas for contemplating time
and environment.

James R. Morris
Director
Smithsonian Performing Arts

Sunday, Novernber 8, 1981
Sunday, January 17, 1982
Sunday, March 7, 1982
Sunday, April 4, 1982

It has been the shared view of the 20th
Century Consort, through its Hirshhorn
residency, Smithsonian recordings, and
national appearances, that perform-
ances of new music can be challenging
as well as enjoyable and affecting. To-
ward this end, the Consort has pre-
miered works of recognized COMPOSEs,
introduced new works, and offered its
interpretations of 20th century classics.
This year's programs encompass music
from Debussy to Doppmann, celebrat-
ing the remarkable range of this
century’s music. The Consort is dedi-
cated to exploring the everchanging yet
timeless ways that, in music, sound be-
comes meaning. We're delighted you
can be with us.
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Christopher Kendall
Artistic Director
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Anthony Ames
Executive Director



Woman Before an Eclipse with Her Hair
Disheveled by the Wind, 1967, by Joan Miro
(Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Museum purchase

with funds provided under the Smithsonian
Institution Collections Acquisitions Program, 1980).




The
Program

Sunday November 8, 1981
7:00 pm

Take Me Places
for flute, clarinet, violin,
cello, piano, percussion, conductor

The Winds Begin to Rise
Soft Hour, that Wakes the Wish
Chariot of Fire
Ms. Stern, Mr. Kitt, Ms. Sonies, Mr. Garlick,
Mr. Orkis, Mr. Jones, Mr. Kendall

Alan Schindler

Syrinx
for solo flute

Ms. Stern

Claude Debussy

Eight Songs, 1906-1966

Spring, Op. 6, #I
Pastorale
The Drake (Round)

Counting Song

Table Mat Song
Russian Maiden Song

The Ow! and the Pussycat
Tilimbom
Ms. Shelton, Mr. Orkis

Igor Stravinsky

Intermission

Crazy Jane

for soprano, clarinet, cello, piano
Crazy Jane Reproved
Crazy Jane and Jack the Journeyman
Crazy Jane on God

Ms. Shelton, Mr. Kitt, Mr. Garlick, Mr. Orkis

Richard Rodney Bennett

Prophet Bird II*

for piano with chamber ensemble
Andante
Adagio
Allegro giusto

Mr. Orkis with Consort, Mr. Kendall

Karl Kohn

*World premiere



Notes on
theProgram

Alan Schindler is a member of the com-
position faculty and director of the
Computer and Electronic Music Pro-
gram at the Eastman School of Music.
He served previously on the faculty at
Boston University after completing
studies at the University of Chicago
under Ralph Shapey, and at Oberlin Col-
lege. His instrumental and vocal works
have been performed by leading con-
temporary music ensembles: a cycle of
ten songs for soprano, piano, and
computer-generated tape will receive its
premiere on the Eastman Tully Hall
series next autumn.

Take Me Places received its first per-
formance in October 1980 at a Musica
Nova concert at Eastman. The Com-
poser writes of his work:

In Take Me Places | sought to create a
chamber work which, while expansive in
its musical gestures, also treats the group
as a tightly-knit ensemble. During the first
movement, rhythmically propulsive
themes and punctuations are developed
in cyclical fashion. The piano gradually
pulls apart from the ensemble into a solo
capacity. A similar rhythmic energy per-
vades the third movement, culminating in
a series of “wave upon wave” buildups.
By contrast, the second movement and
the conclusion of the third center around
a hushed musical quality that might be
termed introspective, “distant,” or perhaps,
“mysterious.” A recurring melodic figure,
usually presented by the flute, forms the
thread around which various other
thematic fragments, sonorities, and colors
are interwoven.

Sung, spoken, scat, and whispered frag-
ments performed by the players are an ex-
tension of instrumental figures, and often
serve as a bridge between the two musi-
cal poles of the piece. The titles of the in-
dividual movements, and the texts of the
whispered passages in the third move-
ment, were taken from poems of the En-

glish Romantics. As to the title of the
work, it simply suggests something that |
believe any piece of music should ac-
complish for the listener.

Claude Debussy was closely tied to the
fervent Wagnerian movement sweeping
France from its inception in the last two
decades of the nineteenth century. Al-
though his admiration for the older
composer was not untinged with fear,
naturally his circle of friends at the time
included many Wagnerites, among
them the poet Gabriel Mourey (b. 1865).
In addition to his Wagnerian leanings,
Mourey was a confirmed anglophile,
and his French translations of the com-
plete poems of Poe (1889) and many of
those of Swinburne were perhaps as in-
fluential as his own works. His Passé le
Detroit, in which he describes his visit to
Swinburne, recounts his discovery of
Turner’s art, by which Debussy was also
moved.

Despite a long history of collaborative
attempts, Debussy and Mourey pro-
duced but one complete work together,
and that but a miniature: Syrinx. As
early as 1890 Debussy planned a “glose
symphonique” for one of Mourey’s
plays; although publicly announced, this
project never materialized. Debussy’s
two incomplete operas on subjects of
Poe also reflect Mourey’s influence.

Syrinx was composed at Mourey's re-
quest for some incidental music to his
play Psyché. Debussy had already toyed
with revivals of classical Greek figures, as
made clear by an exchange of letters
with Paul Valéry about an Orpheus
ballet (c. 1900), later taken up with Séga-
len as Orphée roi (also incomplete). Still,
Debussy found the Mourey project chal-
lenging, writing “What kind of genius is
required to revive this ancient myth from
which all the feathers of the wings of
love have been plucked?” Syrinx (Fldte
de Pan) so successfully captured the es-
sence of what Debussy feared lost that it
has become, like the Prelude to After-
noon of a Faun, a modern flute

classic. Only thirty-five measures in



length, its geotropic arabesques form a
musical counterpoint to those elements
common to Art Nouveau and Impres-
sionism.

Igor Stravinsky is undoubtedly among
the handful of composers who will
dominate history’s view of the twentieth
century. In celebration of the 100th an-
niversary of his birth, the Consort will
play works by Stravinsky on each of its
concerts this season.

Stravinsky wrote for the voice in opera,
oratorio, choral, and solo works. His
production in the latter, most intimate
category stretched well over sixty years,
during which time his compositional
style underwent many radical changes.
The selection of Eight Songs heard this
evening represents several of these
phases and includes both the first and
last songs Stravinsky published.

Richard Rodney Bennett, born in Kent in
1936, studied at the Royal Academy of
Music, where he subsequently taught
composition (1963-66), and in Paris with
Pierre Boulez as the recipient of a
French Government grant. Now a Lon-
don resident, Bennett has composed
symphonies (one commissioned by
Leonard Bernstein for the New York
Philharmonic in 1968), operas (two
commissioned for Sadlers Wells), film
scores (Equus, Murder on the QOrient
Express), ballet music (his “Jazz Calen-
dar” was choreographed at Covent
Garden), and radio and television scores.

Bennett shows a remarkable adaptability
and ease at hitting on original yet en-
tirely idiomatic vocal and instrumental
handling. Crazy Jane, (1968) illustrates
this point well, for the chamber combi-
nation of clarinet, cello, and piano often
takes on almost orchestral proportions.
The Yeats poems, from Words for Music
Perhaps, are equally compelling and
bold in design. These qualities are espe-
cially evident in the two outer move-
ments: the central piece is gentler but
no less expressive.

Karl Kohn was born in Vienna in 1926,
and educated in New York and at Har-
vard. He was a Fulbright Research
Scholar in Helsinki during 1955-56, a
Guggenheim Fellow and grantee of the
Howard Foundation during 1961-62,
spent a sabbatical year in London dur-
ing 1968-69, and in 1974 had a semes-
ter's leave from teaching made possible
by a Mellon Foundation Grant in the
Humanities. He has received three
fellowship-grants from the National
Endowment for the Arts. Kohn taught
several summers on the faculty of the
Berkshire Music Center at Tanglewood,
and presently is Thatcher Professor of
Music and Composer in Residence at
Pomona College.

With his wife Margaret, Kohn has
given two-piano concerts throughout
this country and Europe. It was such a
collaboration which inspirea Prophet
Bird ll, as the composer’s note makes
clear:

Some months before | began to compose
this work, my wife and | performed my
Concerto mutabile, for piano and
Cchamber orchestra, of 1962. | decided
then to write a new piece for her to play
and me to conduct, using essentially the
same ensemble for which I had com-
posed Prophet Bird | in 1976, but substitut-
ing for the harp part a soloistic, concer-
tante piano part. During the composition
of Prophet Bird Il | found that | was un-
consciously working out rhythmic and
motivic threads from the earlier work and,
as in Prophet Bird I, Schumann’s little
piano piece by that name began again to
insinuate itself into the fabric.

In-much of my music of the last two de-
cades the musical language is rooted in a
variety of historic layers from Western
musical expression. While discoursing on
its own terms, it intends also to invoke
reminiscences of the past, by “collage” of
material stylistically associated with earlier
music, and sometimes also by specific
quotations and parody technique—a re-
weaving of borrowed materials. Prophet
Bird Il contains parody elements on two
levels: new bits from Schumann’s piano
piece as well as a brief section excised
and reworked from my first Prophet Bird.







