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Pre-Concert Discussion
Christopher Kendall with Jon Deak and James Primosch

Program

“Pooh and Other Profundities”
Hums and Songs of Winnie the Pooh. ... ................ Oliver Knussen
1. Aphorisms
I INSCRIPTION
II HUM
III THE HUNDRED ACRE WOOD (Nocturne):
PIGLET MEETS A HEFFALUMP
IV HUM, continued, and LITTLE NONSENSE SONG
V HUM Unstrumental)
VI VOCALISE (Climbing the tree)
VII CODETTA

2. Bee Piece and Cadenza (The Fall of Poob)
3. Cloud Piece

Mr. Cigan, Mr. Hardy, Mr. Jones, Mr. Kendall, Ms. Shelton,
Ms. Stern, Mr. Vrbsky

Sacra CONVErsazione . .. ...ttt . James Primosch

I Canon

II Solos with Variations

III Von Gott will ich nicht lassen
IV Solos with Variations

V Conditor Alme Siderum

Ms. Adkins, Mr. Cigan, Ms. Emenheiser, Mr. Hardy, Mr. Jones,
Mr. Kendall, Ms. Stern, Mr. Wittig

Intermission



TempoeTempi .......... ... . i Elliott Carter

I.  Tempo e Tempi (Eugenio Montale)

II. Ed e Subito Sera (Salvatore Quasimodo)
III. Oboe Sommerso (Quasimodo)

IV. Una Colomba (Giuseppe Ungaretti)

V.  Godimeto (Ungaretti)

VI. L’Arno a Rovezzano (Montale)

VII. Uno (Ungaretti)

VIII. Segreto del Poeta (Ungaretti)

Ms. Adkins, Mr. Cigan, Mr. Hardy, Mr. Kendall,
Ms. Shelton, Mr. Vrbsky

Eeyore HasaBirthday . ......... ... ... ... ... ... .. ... ... Jon Deak

Scene I: Earlier
Scene II: Later
Interlude: Still Later
Scene III: Later Yet

Mr. Deak, Ms. Emenheiser, Ms. Sakamoto

The audience is invited to join the artists in the Plaza Lobby
for an informal post-concert reception, sponsored by
the Friends of the 20th Century Consort
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Program Notes

by Steven Ledbetter

OLIVER KNUSSEN
Hums and Songs of Winnie-the-Poob

(Stuart) Oliver Knussen was born in Glasgow, Scotland, in 1952
and lives in London, though he also spends a considerable
amount of time in the United States each year. His father, Stuart
Knussen, was a leading double bass player. Oliver (or Olly, as just
about everyone calls him) began composing at the age of six. He
studied privately with John Lambert and attended the Purcell
School. He proved to be the most precocious British composer
since Britten. A brief appearance in a television program about
the London Symphony Orchestra, in which his father was then

principal bass, led to the commissioning of his First Symphony.
The premiere created something of a stir when the fifteen-year-
old composer conducted the work himself. He was thus estab-
lished as composer even before coming to Tanglewood for the
first time, as a Composition Fellow, in 1970 (he later returned on
many occasions as a visiting composer or composer-in-residence
for several years from 1986 as Coordinator of Contemporary
Music Activities). Knussen'’s teacher at Tanglewood was
Gunther Schuller, who encouraged his desire to work on more
exploratory, smaller pieces after having made his first splash in
the spotlight, which—as they both recognized—could easily
discourage future risk-taking.

Knussen also absorbed from Schuller the ideals and generosity
of spirit that led to his current busy schedule in England and the
United States as spokesman for and promoter of other com-
posers’ music. He conducts frequently, claiming modestly that he
does so to support his own composing. But in doing so he
regularly offers opportunities to hear the best new music through
his performances with the BBC Symphony or the London
Sinfonietta, virtually the only large ensembles in England to pay
sustained, serious attention to contemporary orchestral music.
Since 1983 he has been one of the artistic directors of the
Aldeburgh Festival, founded by Benjamin Britten, which takes
place every June.

Knussen’s music is exceptional for its richly colored surface,
its complexity that is at the same time accessible and comprehen-
sible to the musically alert listener. This fact was first noted by
the larger musical audience with the success of his opera Where
the Wild Things Are, based on a popular children’s book by
Maurice Sendak, with whom he later collaborated on Higglety
Pigglety Pop! Both of these operas have delighted children as
much as they have attracted sophisticated listeners. And listeners
who know those works will not be surprised to find that he also
found a musical treatment for elements of A.A. Milne’s classic
Winnie-the-Poob.

But the Poob work is not an opera, not even a “scene” pre-
sented in concert form, though it evokes the incident early in the
book in which the Bear of Very Little Brain attempts to use a bal-
loon to lift him up to the level of a beehive so that he can make
off with the honey, only to find that the bees are very suspicious
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creatures. In order to save him from flying off, Christopher Robin
must shoot the balloon, resulting in a great fall for Pooh.

In origin this is an early work, its first version having been
written and performed in 1970; the final version, with much new
material, was composed in the spring of 1983 for the Aldeburgh
Festival. There is a singer, but she sings almost no words except
the nonsense syllables of Pooh’s many “hums,” though we do get,
among other things, his song “Isn’t it funny how a bear likes
honey” As the composer remarked in his notes for the recording
of the piece:

It isn’t exactly a setting of the episode with tree, bees, and bal-
loon...; neither is it small-scale tone-poem, though there are many
onomatopoeic devices. It is, rather, a sequence of faded snapshots
and reflections, by an unwilling grown-up, on things remembered
from the book, and on what those things meant to him as a child.

So the piece is whimsical; it hops back and forth between Pooh-
like expressions and the inner world of a child just after the light is
switched off, following no particular pattern — I allowed the music
to take itself where it wanted to go. The two worlds meet in the last
song during which, perhaps, the child falls asleep.

Oliver Knussen

JAMES PRIMOSCH
Sacra Conversazione

James Primosch was born in Cleveland, Ohio, in 1956 and studied
at Cleveland State University, the University of Pennsylvania, and
Columbia University. He counts Mario Davidovsky, George
Crumb, and Richard Wernick among his principal teachers. In
1984 he was a composition fellow at the Tanglewood Music
Center, where he studied with John Harbison. He has written
instrumental, vocal, and electronic works that have been played
throughout the United States. Primosch is also a pianist active
particularly in the realm of contemporary music (as pianist, he
took part in a performance of George Crumb’s Celestial
Mechanics with the Twentieth Century Consort). He was a
prizewinner at the Gaudeamus Interpreters Competition in
Rotterdam and has recorded for CRI, the Smithsonian Collection,
and Crystal; he has also worked as a jazz pianist and a liturgical
musician. In 1988 he began an appointment as Assistant Professor

at the University of Pennsylvania, where he directs the Presser
Electronic Music Studio. Sacra Conversazione is his sixth compo-
sition to be performed by the Consort.

Regarding this work, the composer has written:

A painting called a sacra conversazione or “sacred conversation”
depicts a group of saints, sometimes from various time periods, gen-
erally with the Virgin and child. When I came across this genre of
painting I immediately thought of the title as a splendid metaphor
for the interplay of instrumental voices that constitutes chamber
music, and the idea of bringing together saints from disparate eras
seemed to echo my desire to utilize a wide range of expressive
idioms in my music.

The odd-numbered movements of the work are based on pre-
existing sacred melodies: The first movement treats a song simply
called “Canon” from the 19th century American shaped-note hymn
collection called Soutbern Harmony. A Bach chorale, itself a har-
monization of an earlier melody by Joachim Magdeburg, is at the
core of the third movement; the title could be translated as “I won’t
let go of God.” In the last movement the cello sings a Gregorian
Advent hymn known in English as “Dear Maker of the Starry Skies.”

The second and fourth movements present a series of virtuoso
solos for each member of the ensemble, plus an opening tutti and a
closing solo for the tape. Over the course of the two movements,
each of the eight short sections is presented three times, with the
gradual addition of increasingly dense layers of counterpoint and
ornamentation.

Throughout, the electronic sounds on tape serve to amplify and
extend the instrumental textures, at times shaping the smallest
musical elements, and at other moments offering quasi-orchestral
gestures.

Sacra Conversazione was composed for the New York New
Music Ensemble on a commission from the Fromm Foundation. The
electronic sounds were realized in the Presser Electronic Music
Studio at the University of Pennsylvania. Robert Black, founder of
the New York New Music Ensemble and a distinguished champion
of contemporary music both as a conductor and a pianist, died dur-
ing the composition of this work; I have marked the third move-
ment of Sacra Conversazione “R. B. in memoriam.”

James Primosch



ELLIOTT CARTER
Tempo e Tempi

Elliott Carter was born in New York, in
1908. His early works, many of them
choral, were based on a close familiarity
with the great musical traditions
stretching back to the Renaissance. His
education was as broad as any com-
poser’s has ever been, including study
at Harvard, where he read widely in
modern literature, German, and Greek,
and pursued studies in mathematics as

well. He was strongly influenced by

Stravinsky and by early music (thanks in part to having had a
roommate at Harvard who was an Elizabethan specialist), but
drew very little from the line of German expressionism that was
then considered avant-garde. Still, for all the influences evident in
much of his elegantly crafted early scores, there were elements
that foreshadowed his mature style, too. Even in his a cappella
choral music one frequently finds different rhythmic gestures
interacting in different layers heard simultaneously, a fundamental
characteristic of all his music.

He is best known for a cumulative series of large-scale instru-
mental compositions, starting with the Cello Sonata of 1948, that
have redefined and dramatized the relationships between instru-
ments in a musical ensemble and have expanded notions of
rhythm and time. Seeking after a sense of “focused freedom,” a
way of creating music in which the various instruments are in
fact coordinated while seeming to be freely improvising against
one another, he developed a device of interlocking rhythmic rela-
tionships—often quite complex —that has come to be called
“metrical modulation.” In principle the technique has been used
for centuries by composers who specify that one line or section
of a piece move at a prescribed relationship to another. But in
older music the relationship is usually half-time or double-time, so
that the overall effect remains more or less the same. Carter
superimposed more complex relationships on one another, giv-
ing the effect of two different musics moving at different speeds.

An equally important characteristic of Carter’s mature music

has been his sense of each instrument as a character in a kind of
ongoing drama. When the instruments are fundamentally differ-
ent in their sonority or manner of tone production (as the piano
and cello in the 1948 sonata), he emphasizes that very difference,
rather than trying to minimize as most earlier composers had
done. The cello is, above all, capable of producing sustained
sounds, something the piano is incapable of. In one way or
another this principle has played part in most of Carter’s later
pieces, including the work to be heard on the present program.

In the most recent decade Carter has composed a symphony
(out of three substantial orchestral movements originally commis-
sioned by different orchestras), his first opera (he is evidently
open to the idea of composing another), a fifth string quartet,
and a substantial body of smaller works, both instrumental and
vocal.

It would be hard to imagine a more suitable title for a work by
Elliott Carter than Tempo e Tempi, for virtually all the composi-
tions of his maturity — a long maturity now extending into a
fruitful tenth decade — have played with the interactions of dif-
ferent kinds of musical movement. The cycle reflects his long-
standing immersion in Italian culture, dating back to his first visit
to Rome in the 1920s. The cycle grew from its opening song, the
text of which had been sent to the composer by Rafaele Pozzi,
one of the directors of the 1998 Pontino Festival in Italy, which
was devoted to celebrating the composer’s 90th birthday.

Carter set Tempo e tempi by Eugenio Montale for soprano
with violin, English horn, and bass clarinet. Its enthusiastic recep-
tion at the festival encouraged him to set the other Montale poem
that Pozzi had sent (I'Arno a Rovezzano) for soprano with oboe,
clarinet, violin, and cello. Having thus created an instrumental
quartet (violin, cello, oboe doubling English horn, and clarinet
doubling bass clarinet), he sought more texts to create a cycle of
songs whose texts all deal with the passage of time, choosing in
the end six other poems by Quasimodo and Ungaretti). He com-
pleted the cycle in 1999, and it received its premiere in London
with Lucy Shelton and members of the London Sinfonietta.

Carter’s interest in complex rhythmic activity among the dif-
ferent parts naturally leads to music that is contrapuntally con-
ceived. The Montale poem Tempo e tempi practically dictates an
approach to a musical setting. The opening lines treat the multi-



plicity of perceptions of time, and provide the explicit image of
audio or video tapes running simultaneously, and sometimes in
opposite directions. Carter turns this literally into a musical idea
by composing a retrograde canon between soprano and violin
(one part running backward by comparison to the other), while
the English horn is pursued by the bass clarinet in augmentation
(longer note values) and inversion (upside down). This sounds a
lot like the early approach of Schoenberg and his pupils, yet it is
also a very old tradition, too, going back at least to the 14th-
century composer Guillaume de Machaut, whose rondeau Ma fin
est mon commencement (“My end is my beginning, and my
beginning my end”) similarly turns a poetic phrase into a compo-
sitional injunction by means of retrograde canon.

Having set the stage, so to speak, with the first song, Carter
proceeded to find similar contrapuntal approaches to each of the
rest of the songs in the growing cycle. Quasimodo’s Ed é subito
sera is built on a pair of canons by inversion with a free voice
part. Oboe sommerso (not surprisingly dedicated to the oboist-
composer Heinz Holliger) is a two-part invention. The tiny poetic
fragment Una colomba has the clarinet providing murmuring
support for the quiet vocal phrase. Godimento shows Carter cel-
ebrating his pleasure in different rhythmic groupings, as each of
the four instruments pursues its own colorful way while the
voice is carried along in longer, more lyrical, note values above
the competition. LArno a Rovezzano is a miniature tone-poem
evoking the slow destructiveness of passing time, the lingering of
nostalgia, in a highly subtle setting. Uno is another case where
the poem itself suggests its setting. If (as the two-line text indi-
cates) one begins and ends with singing, what comes in between
is purely instrumental — a passionate cello solo introduced and
closed off by the soprano. Segreto del poeta is a sustained envoi,
a thoughtful, inner-directed epilogue to the cycle as a whole. The
poem begins in night but ends (as does the greatest of all Italian
poetic works, Dante’s Divine Comedy) in light, ravishingly
imagined by the composer.

TEMPO E TEMPI

Non c¢’¢ un unico tempo; ci sono
molti nastri

che paralleli slittano

SPESSo in senso contrario € rara-
mente

s’interseccano. E quando si
palesa

la sola verita che, disvelata,

viene subito espunta da chi
sorveglia

I congegni e gli scambi. E si
ripiomba

poi nell’'ultimo tempo. Ma in
quell’attimo

solo I pochi viventi si sono
riconosciuti

per dirsi addio, non arrivederverci.

—Eugenio Montale

ED E SUBITO SERA

Ognuno sta solo sul cuor della terra
trafitto da un raggio di sole:
ed ¢ subito sera.

—Salvatore Quasimodo

OBOE SOMMERSO

Avara pena, tarda il tuo dono
In questa mia ora
di sospirati abbandoni

Un 6boe gelido risillaba
Gioia di foglie perenni,
non mie, € SMemora;

in me si fa sera;
I'acqua tramonta
sulle mie mani erbose.

Ali oscillano in fioco cielo,
Labili: il cuore trasmigra
ed io son gerbigo,

e i giorni una maceria.
—Quasimodo

TIME AND TIMES

There is not a single time, there are
many tapes

that roll past in parallel

often in contrary motion and they
rarely

intersect. It is when that single
truth is made

manifest that, unveiled,

it is suddenly expunged by one who
watches

the gears and switches. And then it
plunges

back into the last time. But in that
instant

only the few who are living have
acknowledged that they must say
“farewell,” not “see you later.”

AND IT’S SUDDENLY EVENING

We are alone on the living earth
transfixed by a ray of sunlight.
And it’s suddenly evening.

SUNKEN OBOE

Greedy pain, delay your gift
in this my hour
of sighed-for abandon.

An oboe coldly parses
joy of everlasting leaves,
not mine, and absent-mindedly;

in me the evening comes;
like water falling
on my grassy hands.

Wings flap in the dim sKy,
weakly; the heart runs out,
leaves me futile

and my rubble.



UNA COLOMBA

D’altri diluvi una colomba ascolto.
—Giuseppe Ungaretti

GODIMENTO

Mi sento la febbre

di questa

piena di luce.

Accolgo questa

giornata come

il frutto che si addolcisce

Avro
stanotte
un rimorso come un
latrato
perso nel
deserto.
—Ungaretti

L’ARNO A
ROVEZZANO

I grandi fiumi sono I'immagine del
tempo

crudele e impersonale. Osservati da
un ponte

dichiarano la loro nullita inesorabile.

Solo I'ansa esitante di qualche
paludoso

giuncheto, qualche specchio

che riluca tra folte sterpaglie e
borraccina

puo svelare che I'acqua come noi

pensa se stessa

prima di farsi vortice e
rapina.

Tanto tempo € passato, nulla &
SCOrso

da quando si cantavano al telefono
‘tu

che fai 'addormentata’ col triplice
cachinno.

A DOVE
I hear a dove from other floods.

PLEASURE

I glow

wit the fever

of this abundance of light.
I greet this

day like

fruit that sweetly ripens.

Tonight

will bring
remorse like
a dog’s howl
lost in the
desert.

THE RIVER ARNO AT
ROVEZZANO

Great rivers are the images of
time,

cruel and impersonal. Viewed from
a bridge

they declare their inexorable nullity.

Only the hesitant bend of some
swampy

reed-bed, some mirror

that shines between crowded brush
and moss

can reveal that the water, like us,

thinks about itself

before becoming whirling and
destructive.

So much time has passed, nothing is
seen

from when one sang on the phone
“You

who have fallen asleep” with triple
guffaws.

La tua casa era un lampo visto dal
treno. Curva
sull’Arno come I'albero di Giuda
che voleva proteggerla. Forse c’¢
ancora o
non € che una rovina. Tutta piena,
mi dicevo, di insetti, inabitabile.
Altro comfort fa per noi ora, alto
sconforto.
—Montalto

UNO

incomincia per cantare
si canta per finire
—Ungaretti

SEGRETO DEL POETA

Solo ho amica la notte.
Sempre potro trascorrere con essa
d’attimo in attimo, non ore vane;

Ma tempo cui il mio palpito trasmetto

come m’aggrada, senze mai dis-
trarmene.

Avviene quando sento,

Mentre riprende a distaccarsi da
ombre,

la speranza immutabile

in me che fuoco nuovamente scova

e nel silenzio restituendo va,

I gesti tuoi terreni

talmente amati che immortali
parvero,

luce.

—Ungaretti

Your house was a lamp seen from
the train. A curve on the Arno
like the Judas tree

that tried to protect it. Perhaps it is
still there, or

is only a ruin. All full,

I told myself, of insects, inhabitable.

‘We have other comfort now, other
discomfort.

ONE

Sing to start
and sing to end

POET’S SECRET

I have only the night as a friend.

Always I can go with her

from moment to moment, not
spending pointless hours;

Yet time during which I perceive

my pulse beat as I wish, never dis-
tracts me.

It happens, when I feel,

while once again I draw out from
shadows,

the immutable hope

in me, which fire newly dislodges

and is restoring to silence again,

your mundane deeds,

so much loved they will seem
immortal,

light.

Translations by Elliott Carter (Ungaretti and Quasimodo) and Steven

Ledbetter (Montale).

Tempo e tempi and L'Arno a Rovezzano, poems by Eugenio Montale:
Copyright by Eugenio Montale Estate. All Rights Reserved. By kind permis-

sion of Arnaldo Mondadori Editore.



Uno, Una Colomba, Godimento, and Segreto del Poeta, poems by Giuseppe
Ungaretti: Copyright by Anna Maria Ungaretti. All Rights Reserved. By kind
permission of the copyright owner, Anna Maria Ungaretti.

Oboe sommerso and Ed & subito sera, poems by Salvatore Quasimodo:
Copyright by Alessando Quasimodo. All Rights Reserved. By kind permission
of the copyright owner, Alessandro Quasimodo.

JON DEAK
Eeyore Has a Birthday

Jon Deak was born in Hammond, Indiana, in 1943. He grew up in
an artistic environment—his father was a sculptor, his mother a
painter. He himself has worked in sculpture. But music seized his
attention; he studied double bass and composition at Oberlin,
Juilliard, the Conservatory of Santa Cecilia in Rome, and the
University of Illinois. The greatest influence on his work has
come from Salvatore Martirano and John Cage and from the Soho
performance art movement of the late 1960s and early ‘70s. In
1970, Deak became a member of the double bass section of the
New York Philharmonic. Spending much of his professional life
as a performer, rather than as an academic, the more common
role held by composers these days, no doubt contributed to his
interest in what is known as “performance art”—a creation that
involves more than simply the notes on the page, that comes
alive only in the person of the executants.

Of course, all music is really a performance art; the printed
score is not the work, but only a blueprint of it. But Jon Deak’s
works, familiary to 20th-Century Consort audiences through
numerous examples heard over the years, are performance art in
a different sense. His works have visual and theatrical elements
that transcend the customary relationship of pitch and rhythm. It
is a kind of “story theater” in which the performers relate a (usu-
ally) familiar tale in a new way, making innovative use of music.
Source materials for his work have included Grimm’s fairy tales,
Brom Stoker’s Dracula, and Dickens’ Christmas Carol, among oth-
ers.

Eeyore Has a Birthday is, of course, based on a chapter of
A.A. Milne’s Winnie-the- Pooh, one of the most delightful of mod-
ern literary works for children. The idea for the piece was sug-
gested by Betty Hauck, violist of the Apple Hill Chamber Players,

for whom Deak had been composer-in-residence. Eventually
when the Players presented him with a version of Chapter VI of
Winnie-the-Poob, “I fell in love again with the whole universe of
Pooh.”

The composer has commented about this work:

A word about drama, speech, and music: as many people know;, 1
can’t tell the difference. At least, I hate to separate them. Or per-
haps I should say, these days, that I think of them as Autonomous
Republics, preserving their local character but united in Foreign
Policy.... Ahem, now, then, when Eeyore (the viola) rips into his/her
opening soliloquy, the musical flow is governed, not so much by
pitch systems (tonal, modal, atonal, serial) as by speech intonation
and rhythm. Virtually the entire piece is motivically speech-
inflected. I can’t at all claim that Eeyore Has a Birtbhday is a classi-
cal counterpart to rap music, but I do admire that form’s intricacies
and sheer sound-physicality.

Although I always think dramatically when composing, this
piece is something of an experiment for me as it is one of the first
times I've needed the musicians to actually move from one place to
another on stage. This continues my conviction that with proper
planning and discipline musicians possess a vast, largely untapped
reservoir of dramatic ability which can be used to enhance their
act.

And anyway, I had such fun painting in the portraits of the ever-
mournful Eeyore, the gastronomically-oriented Pooh Bear, and the
eagerly bumbling Piglet. I know them now bettter than I ever did,
and I look forward to introducing them to my children.

— Jon Deak

EEYORE HAS A BIRTHDAY

Scene I: EARLIER

Eeyore: “That’s what it is. Pathetic” “As I thought” No better from
this side. But nobody minds. Nobody cares. Pathetic, that’s what
itis”

Pooh: “Cottleston, Cottleston, Cottleston Pie,
A fly can’t bird, but a bird can fly.



Ask me a riddle and I reply,
“Cottleston, Cottleston, Cottleston Pie.”

Eeyore: “That’s right, sing. Umty-tiddly, umty-too. Here we go
gathering Nuts and May. Enjoy yourself”

Pooh: “I am.”

Eeyore: “Some can’”

Pooh: “Why, what’s the matter?”
| Eeyore: “Is anything the matter?”

Pooh: “You seem so sad, Eeyore”

Eeyore: “Sad? Why should I be sad? It’s my birthday. The happiest
day of the year”

Scene II: LATER

Pooh: “There’s Piglet jumping up and down trying to reach the
knocker on my door. Hallo, Piglet.”

Piglet: “Hallo, Pooh.”
Pooh: “Let me do it for you.”
Piglet: “But Pooh, it’s your own house!”
Pooh: “Oh! So it is. Well, let’s go in”
“Here’s a small jar of honey. I'm giving this to Eeyore as a

birthday present. What are you going to give?”

Piglet: “I'll give him a balloon. I've got one left from my party”

Epilogue: STILL LATER:

Pooh (to himself): “Now then, Pooh, time for a little something.
Lucky I brought this jar of honey with me”

Pooh: “I ate Eeyore’s present. Bother! What shall I do? I must
give him something. Well, it’s a very nice pot, even if there’s no
honey in it. Eeyore could keep things in it, which might be
Useful”

Piglet: “How pleased Eeyore will be with my balloon.”
[BANG!!!??22***111] “Well, that’s funny. I wonder what that bang
was. I couldn’t have made such a noise just falling down. And
where’s my balloon? And what’s that small piece of damp rag
doing? Oh, dear! Oh dear, oh, dearie, dearie, dear! Well, it’s too

late now. I can’t go back, and. I haven’t another balloon, and per-
haps Eeyore doesn’t like balloons so very much.”

Scene III: LATER YET
Piglet: “Good morning, Eeyore.”

Eeeyore: “Good morning, Little Piglet, it if is a good morning.
Which I doubt. Not that it matters.”

Piglet: “Many happy returns of the day”
Eeyore: “Just say that again.”

Piglet: “Many happy returns of the day”
Eeyore: “Meaning me?”

Piglet: “Of course, Eeyore.”

Eeyore: “My birthday?”

Piglet: “Yes”




Eeyore: “Me, having a real birthday?”

Piglet: “Yes, Eeyore, and I've brought you a present.”

Eeyore: “Meaning me again?”

Piglet: “Yes, Eeyore, and I brought you a balloon.”

Eeyore: “Balloon? Did you say balloon? One of those big coloured
things you blow up? Gaiety, song- and-dance, here we are and

there we are?”

Piglet: “Yes, but I'm afraid — I'm very sorry, Eeyore — but when
I was running along to bring it to you, I fell down.”

Eeyore: “Dear, dear, how unlucky! You ran too fast, I expect. You
didn’t hurt yourself, Little Piglet?”

Piglet: “No, but I-I-oh, Eeyore, I burst the balloon!”
Eeyore: “My balloon? My birthday balloon?”

Piglet: “Yes, Eeyore. Here it is. With —many happy returns of the
day'"

Pooh: “Many happy returns of the day. I've brought you a little
present. It's a Useful Pot. And it’s for putting things in. There!”

Eeyore: “Why! I believe my Balloon will just go into that Pot!”

Pooh: “Oh, no, Eeyore. Balloons are much too big to go into
Pots”

Eeyore: “Not mine. Look, Piglet!”
Pooh: “So it does! It goes in!”

Piglet: “So it does! And it comes out!”

Eeyore: “Doesn’t it? It goes in and out like anything.”

Pooh: “I'm very glad that I thought of giving you a Useful Pot to
put things in.”

Piglet: “I'm very glad that I thought of giving you Something to
put in a Useful Pot”

Eeyore: “It goes in and out, in and out..”

[Winnie-the-Pooh, copyright 1957 by E.P. Dutton and the Trustees of the
Pooh Properties. Used by permission.]
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