Optional Listening Examples

Barber, Samuel: “Knoxville: Summer of 1915”
Beach, Amy Marcy Cheney:  “The Year’s at the Spring”

Braxton, Anthony:  92 + [30, 32, 139] + [108c, 108d] for Creative Orchestra
Bristow, George Frederick: Fourth Symphony (Arcadian), op. 49, third movement (“Indian War Dance”)

Cage, John: Aria and Fontana Mix

Copland, Aaron:  Variations on “Simple Gifts” from Appalachian Spring
Cowell, Henry: “The Tides of Mananaun”
Gershwin: Concert in F, first movement

Gershwin:  Rhapsody in Blue
Gillespie, Dizzy: “Shaw ‘Nuff”

Gottschalk, Louis Moreau: “Bamboula”

Hopkinson, Francis: “My Days Have Been So Wondrous Free”

Ives, Charles: The Unanswered Question
Joplin, Scott: “A Real Slow Drag” from Treemonisha
Edward MacDowell:  “To a Wild Rose” from Woodland Sketches
Menotti, Gian-Carlo: “To This We’ve Come” from The Consul
Monroe, Bill:  “It’s Mighty Dark to Travel”
Parker, Horatio: Fugue in C Minor, op. 36, no. 3

Reich, Steve: Drumming
Rodgers, Jimmie:  “Daddy and Home”
Still, William Grant: Afro-American Symphony, first movement

 “Windsor” (psalm tune)

Composer: Samuel Barber

Title: Knoxville: Summer of 1915
Genre: Art song.  This is a setting for solo voice and orchestra of a portion of James Agee’s prologue to his novel A Death in the Family.

Form:  The form of the song is largely derived from the text, as voice and orchestra describe in musical terms the thoughts and observations of a child on a summer evening.

After a quiet orchestral opening, the voice introduces the main theme, narrow in melodic contour and with the relaxed, rocking rhythm of a lullaby.  There is a rondo-like recurrence of this peaceful theme throughout the song, sometimes in the voice and sometimes in the orchestra while the voice expresses other thoughts and sings other material.

The orchestra sounds the horn of the auto mentioned in the text.  Then the theme serves as an orchestral interlude between this section and the next, in which a streetcar shatters the calm with is raucous clanging.  Here Barber reveals his gift for colorful and imaginative orchestration.  Even as the child quickly forgets the streetcar and falls to musing on other things, the orchestra remembers the exciting but disruptive sounds.

The thoughtful child joins his family on quilts spread on the ground.  There is a dramatic emotional climax as he ponders “the sorrow of being on this earth” and prays for God’s blessing on his family.  The opening orchestral music returns, and he is lovingly put to bed; but even as the lullaby theme recurs, he despairs of ever being told, even by those who love him so well, who he is.

Melody:  Simple motives serve to muse on passages concerning “nothing in particular,” but Barber uses dramatically soaring melodic lines to evoke emotional intensity when required by the text.  These are all the more effective for the manner in which they are surrounded by the restful sounds of a summer evening.

Harmony:  The harmony, like the form and melody, is closely related to the text.  Occasional consonant chords shine radiantly through the mildly dissonant sounds.  The raucous clangor of the streetcar interrupts the harmonic calm, which is effectively restored, then, for the rest of the piece.

Composer:  Amy Cheney Beach

Title:  “The Year’s at the Spring”

The song is the setting of two verses by Robert Browning, from his poem Pippa Passes.

Meter:  Triple
Accompaniment:  The piano marks the triple division of the beats with rich chords that add interesting harmony and enhance the dramatic expression of the song.

Form:  Modified strophic, the music of the second verse being similar, but not identical, to that of the first verse.

The first melodic phrase is repeated sequentially at higher levels of pitch at the beginning of each verse.  Notice how this, together with an expressive crescendo, increases the dramatic intensity of the song.  Further musical means of expressing and enhancing the text include repetition of key phrases (“God’s in his heaven,” “all’s right”) and reservation of the highest, most dramatic, note for the word “right” toward the end of the song.
Text:  
The year’s at the spring,


And day’s at the morn;


Morning’s at seven,


The hillside’s dew pearled;


The lark’s on the wing;


The snail’s on the thorn;


God’s in his heaven,


All’s right with the world.

Composer:  Anthony Braxton

Title:  92 + (30, 32, 139) + (108c, 108d) for Creative Orchestra


Anthony Braxton has said that for him, “titling” is similar to composing:  in each case, he thinks long and hard about the image or concept he intends to convey.  This title reveals his compelling interest in math, but also the spiritual dimension to his work and his love of mystery and the unknown.  He says that his titles have moved away from the ingredients of the music, that he prefers not to provide definitive titles but “to leave a little room for something unknown to come into the music.”

Soloists:  alto saxophone, trombone, piano, three trumpets.

Although this is a written composition, the effect is one of collective improvisation.  Each soloist demonstrates virtuosic mastery of his instrument, creatively exploiting its extreme possibilities.  Unorthodox playing techniques, as well as unusual combinations of instruments, produce highly intriguing timbres.  

Rhythm:  Changing.

The bass often marks a steady rhythmic pulse, anchoring the unstable music above with its solid underpinning.  Notice how rhythmic changes add variety and interest to the piece and how, despite the complexity of the piece, it really swings!  There is even a light-hearted reference (about ten minutes in) to the sound of an old-time swing band.           

Harmony:  Dissonant.

This is a piece to hear in linear fashion, concentrating on each line and on the relationships between the lines, which do not produce chordal harmony.  Tone clusters in the piano and the combinations of instrumental lines contribute to the clean, sharp dissonance of the piece.

Texture:  Dense.

Since the combinations of these musical lines do not have harmonic significance in the traditional sense of Western harmony, we can define texture here in terms of the density of the sound, which varies from thick and complex, with all of the instruments playing together, to thin and transparent, as one or two instruments dot the aural screen with slight, pointillist gestures.

Melody:  Disjunct 

Disjunct melodic lines dominate, occasional references to tuneful melodies (as in the trumpet about nine minutes into the piece) sounding more like parodies of an earlier style than significant melodies in their own right.

With each listening to this piece, try to focus on one aspect of the composition—the colors of the sounds, the independence of the solo lines, the complexity of the rhythm, for examples.  Then hear and enjoy the piece as a whole, considering Braxton’s assertion that “I’m looking for a music that expresses everything in one moment.”

Composer:  George Frederick Bristow

Title:  Fourth Symphony (Arcadian), op. 49, third movement (“Indian War Dance”)

Tempo:  Allegro ma non troppo (not too fast)

Key:  A minor

Form:  Rondo

After a short introduction, the main theme (A), based upon an Indian melody, is presented.  It is accompanied by the stereotypical throbbing pattern associated with Native American dance, punctuated by the crisp ring of a triangle.  The basically rising inflection of the first three phrases of the melody is effectively balanced in the fourth by dramatically cascading falls in the strings.

There is a transition to B, a new theme in the same mood as A and still accompanied by the throbbing pattern.  A returns, and then a new and contrasting theme (C) is heard.  The key is D (the subdominant), the mode is major, and the mood is stately and dignified.  Notice the dramatic octave leaps upward in the second part of this theme.

A transition modulates back to the tonic for the recurrence of A, more frenzied in this last presentation than before.

The coda includes commanding trumpet calls, a reminder that this is, after all, a war dance.

Composer:  John Cage

Title:  Aria and Fontana Mix

Aria is a vocal work, whose text employs five languages and whose rhythms and pitches are only vaguely suggested by the composer, leaving much to the imaginative interpretation of the performer.  Cage has indicated, by wavy lines rather than by traditional notation, only the general contour of each phrase.  The wavy lines are of different colors, each color signifying a particular vocal quality (nasal sounds, a baby’s voice, etc.).  The significance of each color is to be determined by the singer; thus each interpretation of this remarkable piece is sure to be unique.

Fontana Mix is a collage of sounds—electronic, musical, mechanical, physical (swallowing, for example).  There are several tapes that may be played together in various combinations, as suggested by a series of abstract drawings, transparent sheets, and a graph.  The varying results have been considered fitting accompaniment for Aria, though each work may be performed independently.

Composer:  Aaron Copland
Title:  Variations on “Simple Gifts” from Appalachian Spring
Theme:  The folklike hymn tune titled “Simple Gifts,” which forms the theme of this section of the ballet Appalachian Spring, was composed in 1848 by a Shaker named Joseph Brackett.  (The Shakers were an offshoot of the Quaker religious sect.)  The theme, which is introduced by a solo clarinet over a very simple accompaniment, has two parts:  The first begins with a rising inflection, and the second with a descending phrase.

Variation 1 (timbre, pitch, tempo):  An oboe plays the melody in a higher range and with a slightly faster tempo.

Variation 2 (timbre, tempo, accompaniment, texture):  Violas play the theme at half its former tempo, a technique called augmentation.  A harp and piano punctuate the melody with an accompanying ostinato.  The violins and cellos then play phrases of the theme in imitative polyphonic texture.

Variation 3 (timbre, tempo, accompaniment):  After a brief transition, trumpets and trombones state the theme at twice the former speed (diminution), accompanied by rapid figures in the strings.

Variation 4 (tempo, dynamic level, mood, timbre):  Slower and quieter, this variation gives the second part of the theme to the woodwinds.

Variation 5 (timbre, tempo, dynamics, mood):  The full orchestra plays the last variation, which is stately, majestic, slow in tempo, and fortissimo in volume.

 Composer:  Henry Cowell

Title:  “The Tides of Mananaun” (excerpt)

Form:  This short piece is organized in an arch form, beginning very softly and low in pitch, rising to high levels of pitch dynamics, and tapering back to end much as it began.

Melody:  Though based upon a minor scale, the melody has an archaic, modal flavor.

Accompaniment:  The clusters in the bass form an ostinato accompaniment through much of the piece.  At one point (just past the middle of the piece, and just before the tape excerpt ends), the outer tones (lowest and highest) of the clusters form rising scale passages that stand out dramatically against the melody played in octaves by the right hand.

Composer:  George Gershwin

Title:  Rhapsody in Blue
Instrumentation:  Gershwin originally conceived this piece for jazz band and piano.  However, Ferde Grofé (composer/arranger/pianist, 1892-1972) arranged Rhapsody, including many orchestral instruments in his score, and the complete version was published for piano solo and orchestra, as it is generally performed today.

Form:  The word “rhapsody” implies a loosely-organized work, and indeed the one-movement piece consists of a series of melodic sections related in key and style but following no prescribed formal design.  References throughout to the blues theme heard at the beginning help to unify the work.

Rhapsody begins with a clarinet run that evolves into the famous wailing slide, or glissando.  Then the clarinet introduces the memorable blues theme—syncopated, moderately slow in tempo, and emotionally expressive.  A muted trumpet presents the theme, and then the piano enters and leads to the entrance of the full orchestra playing the lovely melody.

Piano solos alternate with sections for orchestra, or for orchestra and piano.  Though some of the piano solo sections, or cadenzas, sound improvisatory, all of the notes are, in fact, written:  Gershwin did not intend performers of the piece to improvise at all.  

Several new themes are introduced, including a warm, romantic melody played first by the strings.  Gershwin’s gift for conceiving sweeping, memorable melodies had much to do with Rhapsody’s great success.

Notice as you listen to the piece the manner in which orchestral instruments sometimes are played using jazz techniques.  The score (the written music) sometimes calls for the musicians to use “Fly swatter or Brush.”  The banjo and bass are occasionally directed to “Let string snap.”                                                                                                                                                                                 
Wonderful melodies, rich orchestration, intriguing rhythms and timbres, and virtuosic piano playing all contribute to the charms of this popular and enduring work.

Composer: George Crumb

Title: “El niño busca su voz” (“The little boy was looking for his voice”) from Ancient Voices of Children 
Ancient Voices is a cycle of songs and dances related by their subject: the birth and death of children and the nostalgia adults experience for their childhood.  The texts of the songs are taken from poems by the Spanish poet and playwright Frederico Garcia Lorca.

Ensemble:  Ancient Voices is sensitively scored for a mezzo-soprano, a boy soprano, oboe, mandolin, harp, amplified piano, toy piano, and numerous percussion instruments of an exotic character, such as Tibetan prayer stones and Japanese temple bells.  Each section employs a different combination of some of the instruments.  Unusual vocal techniques—such as whispers, shouts, or hums—also contribute to the exotic effect.  In this work, Crumb has achieved a delicacy of sound and an elegance of style unique to his compositions and perfectly fitting to the essence of Lorca’s texts.

“El niño busca su voz” is the first song of the cycle.  The mezzo-soprano sings the first verse into the amplified piano.  Her cries, hums, coughs, and other imaginative effects describe the boy’s search for his voice.

The boy soprano sings the second verse offstage.  In fact, he never appears on stage until the last song of the cycle.

Text:
The little boy was looking for his voice.


(The king of the crickets had it.)


In a drop of water


the little boy was looking for his voice.


I do not want it for speaking with;


I will make a ring of it


so that he may wear my silence


on his little finger.

Composer:  George Gershwin

Title: Concerto in F, first movement

Form:  Gershwin’s Piano Concerto follows the traditional three-movement form, but the strong jazz influence characteristic of Gershwin’s music precludes strict adherence to usual formal designs or key relationships within each movement.  The form of the first movement is modified sonata allegro.  The second movement is a ternary design (A B A), and the third movement is a rondo.  The wealth of melodic material and the ambivalent keys imply a rhapsodic, as opposed to a formal, organization of materials.

First movement:  The nervously agitated introduction (an optional feature of sonata-allegro form) includes three melodic figures that recur throughout the movement.

A dramatic crescendo leads to the exposition, as the first section of a sonata allegro is called.  The main theme is presented by the solo piano, and passionately restated by the orchestra.  Two more themes occur in the exposition.

There is a complex and colorful development, in which Gershwin effectively explores keys and develops his themes.  Then, as expected, the main theme introduces the recapitulation, the last section of a sonata allegro, in which the original thematic material returns but generally stays closer to the tonic key than in the exposition.  The first movement ends with a virtuosic and effective coda.

Themes:  The movement is rich in thematic material, including bluesy melodies and some that have the tempo, syncopation, and mood of jazz dance.  Throughout the concerto, Gershwin is generous in restatements of his several themes, providing the listener a sense of instant familiarity with the music.

Key:  The ambivalence between the major and minor modes inherent in jazz is present here in the title and throughout the composition.  The concerto begins in F major, but the passionate main theme is in that key’s parallel minor, F minor.  (Parallel major and minor keys have the same tonic—here it is F—but different key signatures.)  The development section is so chromatic as to defy definitive identification of tonality.  The dramatic coda is in F major.

Arranger: Dizzy Gillespie
Title: Shaw ‘Nuff.  The piece was named for Gillespie’s manager and booking agent, Billy Shaw.

Harmony: The improvisations are upon the chord patterns—not the tune—of the Gershwin song “I Got Rhythm.”  Thus while the Gershwin piece provided the structure for the improvisation, listeners would not be able to identify the tune.

Tempo:  Incredibly fast; beyond the ability of most jazz musicians, at least of the 1940s.

Instruments: “Shaw ‘Nuff” was recorded by Dizzy Gillespie’s All Star Quintet: Gillespie, trumpet; Charlie Parker, sax; Al Haig, piano; Curly Russell, bass; and Sid Catlett, drums.

After a quiet beginning, a stunning break by Haig leads to an amazing unison passage by Gillespie and Parker, who seem to be playing as one.  Virtuosic solos by the sax, trumpet, and piano maintain the nearly frenzied intensity of the performance, whose unprecedented energy and complexity distinguish it as belonging to the new style, bebop.  But after another tight unison passage for trumpet and sax, the piece ends quietly, as it began.

Composer:  Louis Moreau Gottschalk

Title:  “Bamboula”

Form:  A loose three-part design (A B A’)

Section A:  After a brief introduction, which emphasizes the stomping beat of the dancers and the syncopated melodic figure of the main theme, the first section begins with the main theme (a) in the right hand and simple accompaniment in the left.  This theme alternates with another that is quieter and more lyrical (b).  Each theme receives increasingly elaborate, virtuosic treatment as it returns throughout the section.  (Section A: a b b a b b a)

Section B:  a little slower in tempo and contemplative in mood, begins (after a brief introduction) with an ascending minor triad.  This figure recurs in altered form throughout the section, which is interrupted once by a.

Section A’:  is a brief return to the main theme, elaborately embellished, to bring the piece to a stirring close.

Things to listen for:

a. expressive changes in dynamic level

b. changes between minor and major modes

c. syncopation

d. melodic embellishment and other virtuosic effects

Title: “Hammer, Ring”

Performers:  Jesse Bradley and group at State Penitentiary, Huntsville, Texas, 1934.

Genre:  work song

Form: strophic

Rhythm: duple

From the dramatic Bible story of Noah and the ark, the leader of this hammer song improvises simple lines of text, adapted to the topic of the work song, to which the hammering laborers rhythmically respond, “Hammer, ring.”  The relentless rhythm and driving energy of the piece support and reinforce the regular rhythm of the ten-pound hammers swung from the shoulder, driving the spikes that fastened steel rails to wooden railroad ties.

Notice how occasional variations in the inflection of the melody line add emphasis or emotional intensity to the delivery.  Notice, too, the occasional calls, cries, or shouts of the workers.  While their response is generally sung in unison, occasional flights of creativity among individuals vary the texture of their singing.

Chorus:

Won’t you ring, old hammer?


Hammer, ring.

Won’t your ring, old hammer?


Hammer, ring.

Verses:

1. Broke the handle on my hammer,


Hammer, ring.


Broke the handle on my hammer,


Hammer, ring.

2. Got to hammerin’ in the Bible.

3. Gonta talk about Norah [Noah].

4. Well, God told Norah.

5. You is a-goin’ in the timber.

6. You argue some Bible.

7. Well, Norah got worried.

8. What you want with the timber?

9. Won’t you build me an ark, sir?

10. Well, Norah asked God, sir.

11. How high do you want it?

12. Build it fifty-two cubits.

13. Every cubit have a window.

14. Well, it started in to rainin’.

15. Old Norah got worried.

16. He called in his children.

17. Well, Norah told God, sir

18. This is a very fine hammer.

19. Got the same old hammer.

20. Got to hammerin’ in the timber…

Composer: Francis Hopkinson

Title: “My Days Have Been So Wondrous Free”

Meter: Duple

Form: The song has two sections separated by a brief interlude for the harpsichord.  There is a keyboard introduction and closing section.

Style: Like many other early American art songs, this one is in the style of typical English songs of the day.  Hopkinson shared the “cultivated” eighteenth-century American view that the colonists should emulate European styles of art.

Texture: Homophonic.  According to the custom of seventeenth- and early eighteenth-century European music, Hopkinson wrote only the soprano (called the “treble” at the time) and bass lines of his song, expecting the keyboard accompanist to fill in the harmonies.  This improvisational skill was required of keyboard players, for it was assumed that given the melody and a bass line, the chords could be completed according to the rules of tonal harmony.

Text: 
The song is a setting of a poem by the English poet, Thomas Parnell.


My days have been so wondrous free,


The little Birds that fly with careless Ease


from Tree to Tree


Were but as blest as I,


Were but as blest as I,


Ask gliding waters if a Tear of mine


increased their stream,


And ask the breathing Gales if e’er


I lent a Sigh to them,


I lent a Sigh to them.

Composer: Charles Ives

Title: The Unanswered Question
Form:  This programmatic piece includes seven mysterious phrases, each representing “The Perennial Question of Existence.”  (It has been suggested that the idea may be based upon Ralph Waldo Emerson’s poem “The Sphynx,” which deplores the fragmentation of modern life.)  Six responses are attempted, but the question ultimately remains “unanswered.”

Instrumentation:  Throughout the piece, a string quartet or small string ensemble, representing “the all-knowing silences of the Druids,” plays soft, consonant chords.  Their hymnlike passages are so slow and quiet that they are difficult to follow in a melodic or rhythmic sense.

The Question is usually played by a solo trumpet.  It is nearly identical in each presentation, varying only in the last pitch, which is either a half or whole step higher than the first tone of the phrase.  (Perhaps this final tone is indicative of the raised inflection typical of a question?)

A flute quartet (or two flutes, an oboe, and a clarinet, if preferred) responds six times.  The woodwinds’ playing becomes more agitated, raucous, and dissonant as they try to insist on their Answer.

Indeterminacy:  The instrumentation may vary considerably, for as we have seen, the string ensemble may be a quartet or a larger group; and instead of a trumpet, Ives indicated that an oboe, English horn, or clarinet could play the Question.  Not only may the instrumentation of the woodwind ensemble vary as well, but they need not begin their responses at the places indicated in the score, delaying their entrances at will and thus altering the length of the piece and the combination of sounds achieved together with the strings.  (The solo trumpet waits for the strings to continue at least two measures after the woodwinds’ sixth attempted Answer before playing the Question for the last time.)

Spacing:  The element of space also plays a part in performances of this work, as the trumpet is placed to one side of the stage, the woodwinds in another area entirely, and the strings remain unseen (and barely heard) offstage.  These effects add to the air of mysticism and indefinable charm of this early, modest example of chance, or indeterminate, music.

Composer and librettist: Scott Joplin

Title:  “A Real Slow Drag” from Treemonisha
Treemonisha cannot be fairly described as a “ragtime opera,” for it includes many kinds of opera ensemble and technique.  It is a kind of folk fable, combining elements of fantasy, delightful entertainment, and a moral: only through education can blacks achieve true freedom and independence.  Much of the score reveals an innocence or naiveté charmingly suited to the time and subject portrayed: a foundling learns to read and write and shares her education with the recently freed slaves who have become her family and neighbors.  She is captured by wicked conjurors, who fear that her enlightened leadership will weaken their power over the villagers.  When she is freed, Treemonisha encourages her people to forgive the evil men, and the opera ends with rollicking, joyous choral dance of celebration: “A Real Slow Drag.”

Form:  Modified strophic.  First Treemonisha sings the instructions for the dancers: “Salute your partner, do the drag, drag, drag.”  The chorus or refrain—“Marching onward, marching onward, marching to that lovely tune”—is stately and joyous.  There is a second verse of dancing instructions, and then the infectiously joyful chorus provides a truly grand finale to the opera.

It will enhance your listening experience to visualize, if possible, the colorful staging and costumes and the exuberant dancing that contribute so much to this effective scene.

Rhythm:  That syncopation characteristic of ragtime is heard throughout the finale.

Tempo:  Moderate, stately.

Orchestration:  Joplin’s orchestration for Treemonisha has been lost.  In the early 1970s, the revived interest in ragtime, and specifically in Joplin’s music, encouraged some musicians to assign the lines of music in Joplin’s piano score to orchestral instruments for concert or fully staged productions of the opera.  The most effective and successful of these orchestrations was by Gunther Schuller, who directed a performance of Treemonisha by the Houston Grand Opera company in 1973.  There is a fine recording (Deutsche Grammophon) done by that original all-black cast.

Composer:  Edward MacDowell

Title:  “To a Wild Rose”

Genre:  Character piece

Timbre:  Piano
Dynamic Level:  Soft
Meter:  Duple
Tempo:  Moderately slow

Form:  A B A’

Key:  A major
This short, tranquil piece, which MacDowell indicated should be played “with simple tenderness,” is as unpretentious as the wild rose itself.  Uncomplicated, gently dissonant chords accompany the graceful melody.  

The initial eight-measure phrase is balanced by a similar phrase, also eight measures in length.  The slightly agitated middle section, consisting of twelve measures, ends on a rising inflection.  Slight increases in the dynamic level here suggest, perhaps, a breeze, which soon passes by.  Section A returns, its first phrase followed by a slightly chromatic, briefly extended section, bringing the piece to a quiet close.  

The soft dynamic level, relaxed tempo, charming melody, and simple harmonies evoke the lovely colors and sweet aroma of the wild rose.

Composer:  Gian-Carlo Menotti
Title:  “To This We’ve Come” from The Consul
A woman haunts the offices of the consul of an unnamed country in an attempt to join her husband in a foreign land.  She never gets past the consul’s secretary, who relentlessly demands that forms be filled out and signed, all to no apparent avail.  In this magnificent aria, sung after Magda has once more been refused permission to see the consul, she eloquently expresses her despair for the state of the world and her faith that better times will come.  Her soaring, lyrical lines are supported, enhanced, sometimes even surpassed by the dramatic orchestral accompaniment.

Text:


To this we’ve come:


that men withhold the world from me.


No ship nor shore for him who drowns at sea.


No home nor grave for him who dies on land.


To this we’ve come:


that man be born a stranger upon God’s earth,


that he be chosen without a chance for choice,


that he be hunted without the hope of refuge.


To this we’ve come:


(to the Secretary)


and you, you, too, shall weep.


If to them, not to God, we now must pray,


tell me, Secretary, tell me,


who are these men?


If to them, not to God, we must pray,


tell me, Secretary, tell me!


Who are these dark archangels?


Will they be conquered?  Will they be doomed?


Is there one—anyone behind those doors


to whom the heart can still be explained?


Is there one—anyone who still may care?  Tell me, Secretary, tell me!


(She questions the Secretary in desperate earnestness, with almost a touch of madness in her 


voice.)


Have you ever seen the Consul?  Does he speak, does he breathe?


Have you ever spoken to him?


(She breaks down and turns away to control herself.)


Vera Boronel, Mr. Kofner (other petitioners)


Oh, do we hope and wait in vain?  Secretary,


speak!  Is there no one in that room?  Secretary,


speak!

Secretary

I don’t know what you’re talking about!  Of course you can see the Consul…

But he’s a very busy man…The appointment must be made in advance...You can begin by filling this form and then I’ll see what I can do for you.  Sign here.  I said…sign here.

Magda

(Magda snatches the paper from her hand.)

Papers!  Papers!  Papers!

But don’t you understand?

What shall I tell you to make you understand?

My child is dead…John’s mother is dying…

My own life is in danger.  I ask you for help.

And all you give me is…papers!

What is your name?  Magda Sorel.

Age?  Thirty-three.

Color of eyes?  color of hair?

Single or married?  Religion and race?

Place of birth?  Father’s name?  Mother’s name?

Papers! Papers! Papers!

(Tearing the paper she holds in her hand, Magda rushes to the desk, takes up a great stack of papers from there, and hurls them about the room.)

Papers!  Papers!  Papers!

Look at my eyes, they are afraid to sleep.

Look at my hands, at these old woman’s hands.

(after a long pause, to the Secretary)

Why don’t you say something?

Aren’t you secretaries human beings like us?…

(with mounting anguish)

What is your name?  Magda Sorel.

Age?  Thirty-three.

What will your papers do?

They cannot stop the clock.

They are too thin an armor against a bullet.

What is your name?  Magda Sorel.

Age?  Thirty-three.

What does it matter?

All that matters is that the time is late,

that I’m afraid and I need your help.

What is your name?  What is your name?  What is your name?

This is my answer: My name is woman.

Age: still young.

Color of hair: gray.

Color of eyes: the color of tears.

Occupation: waiting.

Waiting, waiting, waiting!

Waiting, waiting, waiting!

Oh, the day will come, I know,

when our hearts aflame

will burn your paper chains!

Warn the Consul, Secretary, warn him.

That day neither ink nor seal

shall cage our souls,

That day will come!

(She stumbles back to her place on the bench.)

Composer:  Bill Monroe

Title:  “It’s Mighty Dark to Travel

Genre:  Bluegrass

Performers:  Bill Monroe and his Blue Grass Boys

Form:  Strophic (verse-chorus)

Meter:  Four beats to the bar

Tempo:  Fast

Instruments:  Besides the smooth, blue-tinged fiddling and the solid string bass line, we hear Earl Scruggs’s three-finger-style banjo playing, the dramatic guitar runs of Lester Flatt, and Monroe’s outstanding mandolin playing.

Vocals:  Monroe sings the verses.  Flatt joins him in the choruses, his high voice piping above the main melody, country style.

This classic bluegrass piece has all the characteristics that made bluegrass popular.  A hard-driving song full of lonesome imagery, it features virtuosic interplay among the acoustic instruments and the high-pitched, close harmony associated with country singing.

           Introduction
The instruments play the chorus as an introduction to the song.

Chorus
Vocal duet

Chorus
Instrumental

Verse
Monroe, with instrumental accompaniment.

Chorus
Vocal duet

Further verses and choruses alternate, with Monroe singing the verses and the choruses performed either as vocal duet (accompanied) or as instrumental sections.  Throughout, the rhythmic intensity, instrumental virtuosity, and tight vocal performance exemplify all that bluegrass lovers enjoy about this brand of country music.

 Composer:  Horatio Parker

Title: Fugue in C Minor, op. 36, no. 3

Instrument: organ

Meter: triple

This is a double fugue, meaning that there are two subjects.  The first exposition begins with the flowing first subject in the foot pedals.  Notice the dramatic upward leap in the second phrase of the subject.

 There are four voices, or lines of music.  The first voice continues with free material as the second voice presents the answer; the third and fourth voices enter in traditional fashion, each entrance somewhat higher in pitch.

The next section explores fragments of the subject.  The pitch level here is generally high.

The second subject begins with a motivic figure (short-short-short-long) that makes it readily recognizable.  The second phrase includes a staccato broken chord, another distinctive motive.  Both motives are effectively developed throughout the rest of the fugue.

After the second exposition, Parker ingeniously combines the two subjects to dramatic effect.

Things to listen for:

a. melodic sequence

b. a sustained bass note, called a pedal point shortly before the last section of the fugue

c. brief glimmers of the major mode

Composer: Steve Reich

Title:  Drumming
Drumming is a long piece (about one-and-a-half hours) for an ensemble of twelve, including voices, piccolo, and percussionists.  Some of the percussion instruments—such as bongo drums, marimbas, and a glockenspiel—are from other cultures but have become familiar in the West.  Human voices become a part of the ensemble by imitating the sounds of instruments.

There are four sections in the piece, performed without pause.  Each section is scored for a particular combination of instruments.  The change in timbre from one section to another provides the variety traditionally associated with changes of key in a long composition.  One section is joined to the next by having the new instruments double the rhythmic and melodic pattern already being played, as the old instruments gradually fade out.

There is one basic rhythmic pattern throughout the piece.  It is introduced at the beginning by two drummers that perform the pattern, substituting rests for most of the beats.  Gradually drumbeats replace the rests, until the basic rhythmic patter is realized.  The process is then reversed, as rests replace some and then most of the drumbeats.

Throughout the piece, the drummers gradually move “out of phase” or out of synchronization, causing new rhythmic combinations to emerge from the basic pattern.  All changes occur gradually over a long period of time and according to a highly ordered scheme.  The incessant repetition, and the gradual evolution of material only slightly different from that which came before, lend a deceptive simplicity to the music, which closer examination reveals to be elegant, precise, and sophisticated.

Composers:  Jimmie Rodgers and his sister-in-law Elsie McWilliams

Title:  “Daddy and Home”

Meter:  Triple; in fact, a relaxed waltz

Form:  Strophic (verse-chorus).  Notice the irregular number of beats in certain phrases, reminding us that although this is commercial music, the relaxed country flavor is strong and effective.

Rodgers plays a brief introduction on the guitar.  There are two verses, each followed by the chorus, or refrain, and Rodgers’s beautiful yodeling.

                             .

Composer:  William Grant Still

Title: Afro-American Symphony, first movement

Form:  Sonata-allegro

After a brief introduction, the first theme—a twelve-bar blues—is presented by an English horn.  It is heard again with varied instrumentation, including a pizzicato (plucked) string accompaniment.  In its third presentation, the tempo is accelerated and the melody varied.

There is a gentle, wistful transition to the lyrical second theme, which is warmly expressive and reminiscent of a spiritual.  It is introduced by the oboe, certainly in a different key from the tonic but not in one of the traditionally related keys.  (The first theme is an A-flat minor, and the second alternates between G major and E minor, ambivalent blue notes effectively obscuring the tonality.)

The harp plays the last phrase of this section and the development begins—louder, faster, and more exuberant than the exposition.  Listen for syncopation, for mutes that alter the timbres of the wind instruments, and for the distinctive timbre of the vibraphone, which enters toward the end of the development.

The recapitulation begins with the second theme in the strings.  Woodwinds play the melody and then the bluesy first theme returns.  Thus, the traditional sonata form is transformed to an arch design (a b c b a; a and b representing the first and second themes and c the development).  The movement ends quietly.

Title:  “Windsor”

Genre:  Psalm tune

Meter:  Common meter, or four lines alternating eight and six syllables (8 6 8 6).  This was by far the most commonly used metrical pattern for psalm texts.

Form:  Strophic

Texture:  The early psalters, including Sternhold and Hopkins and the Bay Psalm Book, included the treble and bass lines.  The melody was sung in unison in church, without accompaniment, but at home, instruments and voices might fill in the harmonies, achieving three- or four-part harmony in homophonic or even polyphonic texture.

Rhythm:  Perhaps the most distinctive characteristic of the “Windsor” tune is the delightful irregularity of its rhythm.  Each of the four phrases is highly syncopated, giving a dancelike character to the music.  “Windsor” may well have been among the tunes once referred to as “Geneva gigs.”

Melody:  The tune lies within the range of a sixth.  It is based upon the Aeolian mode, later recognized as the minor scale.  However, tunes in the minor mode often raise the next-to-last or leading tone, and “Windsor” retains the modal characteristics caused by the lowered seventh step.

Text: 
The text is a setting of Psalm 116.


I love the Lord, because he doth


my voice and prayer heare.


And in my dayes will call, because


he bow’d to mee his eare.


Upon Jehovah’s name therefore


I called, and did say,


Deliver thou my soule, O Lord,


I doo thee humbly pray.


O thou my soule doe thou returne


unto thy quiet rest:


Because the Lord to thee himselfe


hath bounteously expressed.


The pangs of death on every side


about beset me round:


The paines of hell ‘gate hold on me


distress and grief I found.


Gracious the Lord, and just our God


is merciful also.


The Lord the simple keeps: and he


saved me when I was low.


For thou hath freed my soule from


death, mine eyes from teares, from fall


My feet.  Before the Lord in the land


of living walk I shall.

Modern versions:  “Windsor” tune appears in some modern hymnals with a text that begins “Jesus, the very thought of Thee.”  However, the irregularities have been smoothed out of the rhythm, entirely changing the character of the tune.
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