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INTRODUCTION

In recent yeargarticipation in international piano competitions basomea
necessargaddition tothe curriculum vitae of any aspiring professional soloigtwards
conferredoy major competitionsignify unparalleledartisticaccomplishment-or
individuals contending for positions in acadeones concert solostsuch tangible
demonstratiomf performance skillgonstitutesa singularadvantage.

Both theartiss and the media who report on thgreet the proliferation dhese
contestswith enthusiasm As competition scholar Gustav A. Alimotes, thepopularity
of musicperformanceompetitionss undergirded byia world beset by highly skilled
p er f o r[imehictg @victory can provide the participant with instant visibility; thus
great numbers of young aspirants flock to competitions in the hope of standiingno
the clrowd. o

The media havplayed a crucial rolen cementing the popularity of piano
compeitions. Competition proceedings have benefited from newspapéijournal
article coveragel.ive streaming otompetitionperformances hasxtendedyeographic
bordersas wel| disseminatinghemto worldwide viewersAccording toAlink, public
interestin international competitiamand classical music in general has increased,

b e ¢ a unghe soéiablevel, many of these events can become occasions for civic
participation and prideevery four years, at each Van Cliburn Competition, Fort Worth,
Texassucces f ul |l y sheds its 6écowtownd i mage

pianaloving partisanship truly a communitywide love affair with piano repertory and

1 Gustav AAlink, "International Piano Competitiond\lotes51 (2):616-618, acessed July 14, 2014,
http://www.jstor.org/stable/898896

and



the accomplished young pianists who present it. This educational and communitarian
dimension may behe most beneficial aspect of competitions, wherein the excitement of
the competitive event actually becomes a Trojan horse for the perpetuation and
appreciation of classical musig.
Aslistening and viewingudiencedecomeamnore and more integrated irttee
fabric of these competitions, tikempetitionghemselvesnayperforma reciprocal
function, by improvingattendanceatrecitals and concert$hus public interest in
classical music is reinvigorated
Themusicperformedoy contestantn piano competions plays a role in defining
classical music repertoifer audiences around the worls a market for music by
living composerscompetitionsan serve to enlarge the canon poderfuly influence
public perception otontemporary classical music.
Althoughthe primarypurposeof piano competitionsay be tdoost thecareers
of aspiring concert artistfheir capacityto shape thelassicapianorepertoirecannot be
underestimatedContemporary music is not a typical repertoire choifosontestants,
because aBileen T. Clinestipulatesn herstudyof piano competitions, contemporary
piecesare nota determining factor in judging perfag excellenceil Wh
contemporary |iterature, many jurors real!/l
aref al sely i mpressed by t3Eanmissionesdvorkse¢hgsat i ve t o

circumvent thisnherentjudicial bias about contemporary music.

2 | bid.

3 Eileen Cline, "Piano Competitions: An Analysis of Their Structure, Value, and Educationaldtiopis,"
(PhD diss., Indiana University, 1985), accessed July 14, 2014, ProQuestddisseend Theses (AAT
8610620):105.



In the lasthalf-century somecompettions in the United States hanede
promotingcontemporaryAmerican musi@ principal goalln sevice tothis initiative
competitionorganizersin order to expand their performance repertoire listseoffered
commissiongprincipally to AmericancomposersSome of thenorewell knownof the
composerso participatehave intuded suchldeans of American music asron Copland,
Samuel Barber, William Bolcom, George Perle, John GanglandLeonard Bernstein.
Thecommissionedavorks written thus byankingartists of exceptional talergncourage
both pianists and audiencesexplore the possibilitieand challengepresented by
contemporary music

In the United Stateshreepiano competitiong particularhaveroutinely tied
composer commissions their missionSince its inception in 1962heVan Cliburn
International Rano Competitiorhascontributed eleveworksto the American music
repertoire. Th@ow-defunctWilliam Kapell International Piano Competition
commissioneetight one workfor each evenbetween 1978 and 1988. The San Antonio
International Competitigroffering commission®eginningin 1983, its first year of
operation has contributedightmasterworksas well Other American competitions with
commissioned works on their performance lists inciin@d hree Rivers Competition,
theGina Bachauer Internatal Piano Competition arttie Chautauqua School of Music
Piano CompetitionBeyondA me r ibordefssuch mmpetitions ashe Montréal
International Music Competitiorthe Sydney International Piano Competitidine Dublin

International Piano Competitiaandthe International Johann Sebastian Bach



Competition havén the recent pastommissioned newnusic* These eventare all
major contributorgo contemporary pianepertoire

The purpose of this study is ¢ollectandassesshe contributios of three
Americaninternational piano competitions to the contemporary piano repeittaioeigh
the practice of commissioning works for competition everte. surveyncludespiano
musiccommissioneaver a period of 50 year$9622012,by theVan Cliburn
International Piano Competitiotthe University of Maryland International Piano
CompetitionWilliam Kapell International Piano Competition atiee San Antonio
International Piano Competitioithe document addressa variety ofperformance and
compositional tits associated with the process of commissioning works for
competitions

Becausadt figuresonlymi ni mal l'y i n the typinusc conce
from the last half of the twentieth centugmainsobscuregor too many performing
musicians antisteners For those pianists interestedeixploringsouniqueacorner of
the pianoworld, this documentouldserve asninvaluable guidelt describeshe
Cliburn, Kapell and San Antonio competitiomsdthe procedured®y which they
commissioedworks. It analysesandassessesvith musical exampleshe 26 individual,
commissionegieceslt includes particularsabout the composgas well agletailsabout
the preméres A list of published scores and a discography of the commissioned works is

included.

4 Unnamed Author;World Federation of International Music Competitionié/orld Federation of
International Music Competitionaccessed July 14, 2014,
http://www.wfimc.org/Webnodes/en/Web/Public/Home




THREE AMERICAN INTERNATIONAL PIANO COMPETITIONS:
THE PIANO WORKS THEY COMMISSIONED BETWEEN
1962 AND 2012

CHAPTER |

DESCRIPTIONS OF THE SELECTED INTERNATIONAL PIANO COMPETITIONS

Van Cliburn Pianist

The Van Cliburn International Piano Compietitwas establisheith 1962to
honor the acclaimed American pianist Van Cliuaho as a brilliant child prodigy, rose
quickly to national attentiarBorn inShreveport, Louisianduly 12, 1934 Cliburn began
pianolessonsat agethreewith his motherRildia Bee O'Bryan CliburnAt agel?2, he
made his first appearance witle HoustonSymphony At age 17, havas invited to join
the studioof the formidable piano pedagogResina Lhévine at he Juilliard Schoaot.
Cliburnwaswinner ofthe National Musid¢-estival Award, the Dealey Award, the Chopin
Prizebestowedy the Kosciuszko Foundatiotine Juilliard Concerto Competition, the
Roeder Award and the Leviitt Award.®

Thesignalincidentthatindelibly cementedC | i b u r nndhe mudsia woeld
and bepndd washis stunning victory atefirst International Tchaikovsky Competitipn
which occurred in Moscow in April 1958nly a few months after the launofiRu s si a 0 s

Sputnik I,thew o r [fidt@rsficial satellite to orbit the eartiC | i b unforeses win

5AmongRosina Lhévine 6 s mor e f a ndoha Williaans lolha&mwnigDanieePollack
Misha Dichter Garrick Ohlsson

6 Michael Steinberg, "Cliburn, VahGrove Music OnlineQxford Music OnlingOxford University Press,
n.d.),accessed July 14, 201Http://www.oxfordmusiconline.com/subscriber/article/grove/music/05963



https://en.wikipedia.org/wiki/John_Williams_%28composer%29
https://en.wikipedia.org/wiki/John_Browning_%28pianist%29
https://en.wikipedia.org/wiki/Daniel_Pollack
https://en.wikipedia.org/wiki/Misha_Dichter
https://en.wikipedia.org/wiki/Garrick_Ohlsson

was inexticably tiedto the ColdWar tensions existing at that time between the United
States and the Soviet UnidBputnik | was launche@ctober 4, 1957As a technical
achievementt caught the attentroof the world andueled American anxietgbout the
Soviet Unionds heThemdmpbiiiet [suchhis satellgep a ¢ e
successfullydemonstratetheir potentiacapacityalsoto sendnuclear missiles anywhere
in the world, includingo the United Statef\lthough Sputnik was henless, its presence
exacerbatedmericadd s p e r c ehp Hoviet Uniotwhsaa significant threat

Cl i b wuiatonyprepelled him at age 23pnto the world stagéd symbolof
national pridehis triumphant return to the United States was greeteceexnitbty witha
ticker-tape parade given in his honor in New York Cihe first and only such honor
everconferred on a musiciarCheered on that day by 100,006ll-wishers Van Cliburn
thereaftebecame a household naféhe official website of th€liburn Competition
best describes the meaninghid victory in Moscow:

Cliburn's international victory instilled a fresh sense of artistic

pride in many Americans, while opening the door to a new era of cultural

relations between East and West. The Vahueh International Piano

Competition was established shortly thereafter to perpetuate Van Cliburn's

unigue legacy of demonstrating how classical music, in the hands of a
master, has the appeal to reach across all botders

7 Anthony Tommasini;Van Cliburn, Pianist and Cold War Envoy, Dies at'™ew York TimesFebruary
27, 2013 accesed April 29, 2015http://www.nytimes.com/2013/02/28/arts/musicidiburn-piana

8 Unnamed Author,"History of the Competitiéihe Cliburn,2014,accessed July 14, 2014,
http://www.cliburn.org/competitions/cliburoompetition/competitiorhistory/.



http://www.nytimes.com/2013/02/28/arts/music/van-cliburn-piano

At his death, in Fort Worthlexas, February 27, 201Gliburn remainedevered
among music loverfor his technicaktamina and beautifsinging tone. Critics praised
him in particular for hidushinterpretations of the Romantic repertoindis recordings

still stand agexemplarof superbmusicianship and pianistic virtuosity.

The Van Cliburn International Piano Competition

Initial impetus for the Van Cliburn International Piano Competitamein 1958,
when the National Guild of Piano Teachers, under the leadership offasmder and
director Dr. Irl Allison, offered $10,000 toward a cash award for a piano competition
honoing Cliburn. Owing tothe resolve oGrace Ward Lankfordzo-founder ofthe Fort
WorthPianoTeac her s For wmp(eand i loantoativefdirdtter)t C a d mi r
Fort Worth, Texaswas determined to be the best locatiortifi@enterprise’® After four
years of funeraising and organizational wor&ndgarnering the support of numerous
composers, conductors, educators, politicians and businessmadinstt Cliburn
Competition took place, in 1962 Since then, the competition has béeid every four
yearsin Fort Worth

At first, the CliburnCompetition was a staraloneevent unaffiliated withany
largerorganizationIn 1976 an annual classitanusic concert seriethe Cliburn
Concertswasorganized in conjunction with theoBpetition To accommodate the

needs of t he Expangee nissignheovanCiiburn Bowndatiowas

9 Tommasini,"Van Cliburn, Pianist and Cold War Envoy, Dies at'78
10 Cline, "Piano Competitions"371.

11 Unnamed Author, "History of the Competititn.



establishedalsoin 1976 Althoughit grew to incorporatetberendeavorstheCliburn
Competitionremainsits mostwell-known activity.12

From its inception,the@€mp et i t i opupcsevgstoasaistire y
performing aspirations gfoung, talented piarts I1ts 1977 brochurexplainswith clarity
its missiomat the time

[The Competition wadsfundedfor the purpose of building careers

for extraordinarilygi ft ed young pianistséwho are

every way to fulfill the commitments which are outlined in the brochure,

as well as those careergaptunities which will be fortikoming as a result

of the Competition. Applicants who are not ready to commit themselves

immediately to the life of a concert artist with a major career are

discouraged from entering this Competitidn

The G@mpetition povideswinners with significant cash prizdsut more
instrumentathan the amount dinancialgainis the experiential capitél the opportunity
to establisha performingcareer. Throughout the years, ther@petition hasonsistently
honored its commitment to proneoyoung artistsThe winners and runnetg benefit
from up to three years of career managemémty also receiveontractgguaranteeing
concert tours that include performances at wolissvenues. Moreover, theublic

exposureaccrued to théinaliststypically producesiumerousopportunities foadditional

performances and contracsecured beyond the Competititin

12 Other events established by the Van Cliburn Foundation includmir@IConcerts, Musical
Awakenings Cliburn Piano Lessongliburn International Amateur Piano Competition and Cliburn
International Junior Piano Competition and Festival.

B Cline, "Piano Competitions"371.

14 As an exampleguring their three years ofbgtcompetition career management support, the six finalists
of the 2009 competition performed over 400 concerts across the §e8dlistory of the Competition,”

The Cliburn,2014, &cessed July 14, 201Http://www.cliburn.org/competitions/clibugn
competition/competitiothistory/.



http://www.cliburn.org/competitions/cliburn-competition/competition-history/
http://www.cliburn.org/competitions/cliburn-competition/competition-history/

Among the medalists whose careers were launched by the Cliburn Competition
are Ralph Votapek (the inaugural, 1962 winnArndréMichel Shub, Santiago
Rodriguez, Christina Ortiz, Jon Nakamatsu, Stephen de GirmmtedeceasgdChristian
Zachariasand Ralu Lupu®® According to Jacques Marquis, current president and CEO of
The CliburnFoundationthe Competitiors e e & teue ditist who camanect with
audiences and touch their hearts. We give the competitors multiple platforms to present
us with their artistic personality and communicative podver

Owing to surgingsupportoverthe years from sponsors and other contribytors
cash awardfor the Cliburn Competitiomavegrown The gold medaprize forthe 2013
Compeition was$50,000 a fivefold increasecompared to that adfs first competition in
1962.The silver medal prize and Crystal award were in the amount of $20,000 each. In
addition each finalist was awarded a cash prize in the amo$it0p000.

To promote its activitieghe Cliburn Competition has taken full advantage of
moderncommunicationsechnology Beginningwith the 1997 competition, the Cliburn
Foundatiorhas streame@ompetitionrounds liveonling making the performances
availablein almost every corner of the glo&Ds and DVDs featuring the winning
performancesreproduced and distributed worldwide. addition,beginning with the
1977 Competitionthe Cliburn Foundton hasproduced nine documentaridhese
shows airing nationally on PBSearneda Primetime Emmyn 1989 and a Peabody
Award, in 2001.A Surprise in Texaproduced by Peter Rosand broadcast on the

Public Broadcasting System (PB&)llowed the2009 Competitiorcandidatess they

15"About the Competitiort, The Cliburn,2014, acessed July 14, 20,14ttp://www.cliburn.org/clibura
competition/abouthe-competiton/.

18 Ibid.



progressed through the different stages of the congetincludingfootage of
rehearsals, preconcert rituals and performanidss film was eceived with enthusiasm
by the Dallas International Film Festivah Surprisein Texaswvon the 2011 ECHO
Klassik Award for BesMusic DVD Recording of the Yeaf.

Havingcommissioneda total of eleven piano pieces to dake Cliburn
Competition has made a significant cobtrion tocontemporaryiano repertoire.
Although & of the contestants receive titemmissionegbiece onanonth prior to the
event only the semtinalistsperform the piecéor jurors For this roungdthe jury grants a
special commissionedork award.n addition to thel2 premiére performares held
during thesemifinals andthe extensive media coverage surrounding the event, the
commissioned workkenefitfrom exhaustivepublic exposure

Although tefirst Cliburn Competitioninitially receivedover 100 applications
only approximatelyl5 pianists continuedithh the competitiorafter the challenging
repertoire list was distributed For too manyentrantsthe competitiomepertoirewas
simply too difficult. The progranwas far too grueling and demandedensive
preparationL e e H cCaphbcgid® @ Five Notesay havesolidified the view of
pianiststhat they werell preparedfor therigors of the Cliburn Despitethis sizable
reductionof candidatesthe Gmpetition directors chose not to weaken the stand@hds
organizatiorpreferred to maintain and prate the highegterformanceexpectations,

notwithstandinghe resulting spare roster of candidates.

7 Unnamed AuthorHistory of the Competitiof

18 Cline, "Piano Competitions"372.
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The traditionof commissioninga singlework for the competitionbegun in 1962,
continued for over three decagap to, and includinghe 1997 competitio. The 2001
Cliburn Competition,its elevenh, signaleda change.The practice onviting one
composeto write a piecefor eachcompetitionwasreplaced with thémerican
Composers InvitationaFollowing the advice of composer John Corigliano, the@hb
Foundation institigd the Invitationain an attempt to seek a larger garof
contemporary pieces from tnew generationf emergingcomposerskEasy to decipher
from its title, The American Composers Invitationads in asenseacomposer
competiton. The Clibun Foundatiorselected 25-membemominating committee
includinga variety of professional musicians. The membersisttimmittee were
responsible for recommendisgme of the most gifteAmerican composersThe
selected composevgere tleninvited to submit solo pianworks for review bythe
committee This de factacompositionury choseup to five compositionfom the piano
workssubmitted Theseworkswerereleased tgianiss competingn the Cliburn
Competition All newly-composedvorks selectetty theAmerican Composers
Invitationalwereeligible for performanceluring the semfinal round Unlike pianistsin
previous ompetitions, these participameregiventhe freedomto choosethe
compositiongo perform.Compositiongperformel during the semfinal roundeaneda
cashprize for their respective composerdhi@dmost poplar work among the
contestan@® the oneperformedby the most candidat@sreceiveddhec o mp o grand s 0

prize!®

9 Unnamed Authagr'A competition within a competition: the American Composers Invitational at the
Cliburn 2@9," Van Cliburn FoundationOctober 22, 2008,caessed August 3, 2013,
http://previous.cliburn.org/index.php?page=news_detail&newsID=82&rtn=archive_press_releases
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The 2001 American Composers Invitatioaalarded & grand prie to Lowell
Liebermann for hipiece Three Impromptusrhe other pieces selected wé&eCurtis
Smith, Four EtudesJames MobberleyGive 'em Helll andJudith Lang Zaimont
Impronta Digitale The grand prize winner of the 2005 American Cosgps Invitational
was Sebastian Currigior Scarlatti Cadences + Brainstorr®ther workperformed that
yearwereJennifer HigdonSecret & Glass GardenBaniel Kellogg Scarlet ThreagdJan
Krzywicki, Nocturnals andRuth SchonthalSonata quasi un'impkwvisazioneln the last
invitational, heldn 2009,Mason Bates'White Lies for Lomawon the grand prize,
while the otheperformedworksincludedDerek BermelTurning Daron HagenSuite
for Piano, andJohnMusto, Improvisation & Fugue®

After sponsomgthree Ameican Composers Invitational$id Cliburn
Foundationfor its fourteenth ompetition held in 201,3etuned toits originalpractice of
commissioning works from individual composéfsr thiscompetition composer

Christopher TheofanidigrodwcedBirichino for the semifinal round

William Kapell Pianist

William Kapell, bornin New York CitySeptember 201922 ,wasalsoa rare
prodigy, whose preternatural pianistic talent seemed to flow effortieestyhis
fingertips. Typical of a New Yorkrfrom this eraof heavy European immigratiphe
hailedfrom immigrantparentsof multiple ethnicitie® Spanish, Polish, Russiamd
Jewish Kapelb first importantmentorwasthe piano pedagogugorothea Aderson La

Follette, a student of Josef Lhévinmeno operated the La Follette Studios in New York.

20 bid.
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He laterstudied withOlga Samaroff at the Philagi¢lia Conservatory of Music anché&
Juilliard School. By age 12, the young pianist was playing recitasariety ofsmall
venueghroughouthe UnitedStates?!

In 194Q Kapell won the Philadelphia Orchestra's Youth Contelsich secured
for him a concert appearance with the Philadelphia OrchesriormingSaintSa + ns 0
Piano Concerto No. 2 in G minor Op.,Zugene Ormandy conductinbhe following
year, Kapell wa winner of the Walter W. NaumbyMusicd Foundation Award,
resultingin his New York @but & Town Hall in the fall of the samgear.

In 1942, Kapell accepted amvitation from Efrem Kutz to play the newly

composedKhachaturiarPiano @ncerto with the New York Philharmonikurtz was at

the time conductor of the New YarsipdrP Bisl har

execution of the pieceon him such famehatheb e c ame known as @ Wi
Khachaturian Kapeli?? For the next three yesrKapellcollaboratedwith the

Philadelphia Orchestraerforming with them on world touréfter his assciation with

the Philadelphia €@hestra concluded, anuchtil his untimely deathiKapell continued to
tourindependentlycementindhisillustrious rgputation Tragically, hisstellarcareemwas
brought to aragichaltwhen returning to America from an Australian tohis plane
crashedKapell diedof injuriessustained itheaccidentat age 31, in King's Mountain,

California, October 29, 1953.

21 Unnamed Author;William Kapell Biography, Jewage, accesseduly 21, 2015,
http://www.jewage.org/wiki/en/Article:William_Kapell Biography

22 Unnamed Author;2007 William Kapell International Competition & FestivValprogram leaflet]
Clarice Smith Performing Arts Centet007.
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During his performing caregKapell was a virtuoso champiarf 18"- and19"-
Century repertoireAlthough a master adtandard piano repertojriéapell was alsan
avid supporter of thenusic ofhis generation. Brticularly fond ofAaron Cgland he
invariably includedCoplandandworksby other living American composeirs his

concerts abroatf

TheUniversity of Maryland International Piano Competitigvilliam Kapell
International Piano Competition

The University of Maryland International Piano Competitidhlliam Kapell
International Piano Competition enged from the Matthay Festivaill the American
Matthay AssociationNamedfor the famous Englispianoteacher Tobias Matthayt
sponsored workshops and lecture recitals by expert piano teachers aalsl bgcypung
talentedpianists TheMatthay Festivalhostedby the University of Marylandook place
ontheUn i v e rCallege Radkcampuannuallybetween 1965 and 1970.

Dr. Stewart Gordojchairmanat the timeof the piano division in the Univergit
ofMa r y | themDeapatment of Music, stewarddte expasion ofthe Matthay
Festival into an international piano competiteomd festivalDr. Gordod s v i si on was
attractsuperbpianists from all over the wor]dherebyhelping toestablish the Ct#dge
Park campus as one of the leading centers for the performinghaatsordance with
G o r d goal$tke Matthay Festival becameown aghe University of Maryland
InternationalPiano Competitionin 1971 In addition to thecompetition theevent
sponsoreceveningconcerts|ecture recitals and master claske&l byinternationally

known artists and by .Altheghthefirsvcempstitiony 6 s pi an

2 bid.
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received only 15 applicationthe contestants were a groupadgil-trainedmusicians
Noteworthyamong theparticipants washe now world famouEmmanuel Ax, at the time
a22-yearold Julliard studentwho,although not &ompetitionwinner,received special
recognitionfor his potentiaf*

As Gordonhad hopegdtheUniversity ofMarylandCompetitiongrew in size and
stature Beginningin 1974,the finals of the competitiowere recorded fdoroadcast on
radio andheVoice of America,the official beyondbordersbroadcasbrganizatiorof the
United Stategovernmentin 198Q the Competition wamvited to jointhe Federation of
International Music Competitionsn exceptionahonor®Dr . Gor dwhads dr eam
world-classinternational piano competition had come tldiéerDr . Gor don s
retirement, in 1986, his successor Eugene Istomin chatetmgeg he Compet i ti on
name once more, tbe William Kapell International Rino Competition, to honor that
great American pianist whose life was so tragically cut short

In 1998,the Competitiorbecame a quadrennial event, similar to other major
competitions throughout theorld. In 2003, is operations were transferredttee
management ofthe n i v e mewly bult &larice Smith Performing Arts Center.

Sadly, after th012 competition, thEapell Competitionwas discontinued
According to Bradford Gowerturrentchair of the piano division at the University of

Marylandt he compet i t i maetbosheawymburden, dnd tteivdrssty; as

24 Anne Midgette "Kapell Competition: Founder Returns 1oy} Washington Postluly 13, 212,
accessed August 3, 201tp://www.washingtonpost.com/blogs/classibaeat/post/kapeitompetition
founderreturnsto-jury/2012/07/13/gJQAXPhDgW_blog.html.

25The Federation ibased in Geneva, Switzerlarihe Cliburn competition was at this timesthnly other
American piano competition to have been so honored.
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its main patron, couldo longer sustain the program. External support had also steadily
dwindled and the ©mpetition fell victim to the general conditions of the econdfny.
The Compet i twhaherksownpas thepkapeleor the University of
Maryland Competitionhadalways beepand continud to beuntil its dissolution to
fosterthe careersf young pianists angromoteclassical music throughoutdiUnited
States and the worl@he 2007 brochure x pl i ci t 1y st bpuddreat ed it s
artistic developmentinpmi st s, foster cultural understar
role in society and generate ent'Bantagjoasm f o
Rodriguez, a member of the 20G@dmpetition jury and, at the time chairmairthe
Universty Of Maryland School ¢ Music piano division elaboratedurtheron the
special qualities that jurors sought iKapell winner.
The judges should determine whether or not the music is

emotionally touching and whether the performer has the ability to convey

hisorler passi on ¥eaelabking fdrepiarssec

professionalism and for performers who can take the message of music

around, serving as an appropriate repnéative of our field®

The idea to include commissioned works on the competition repdistére

originated withFernando Lairesyh o became the event a8 execut
The first commission went to Lawrence Mossiposeiin-residenceatthe University of
Maryland.For the CompetitionMoss wroteBallade which was performed by theemi

finalists. Commissions that followed includedlark Wil s o n 6 Rituglss et @ehn Cageo

ASLSRSonatindby Geor ge P e rSomrg,andDandandRejeuelend s

26 Bradford Gowen, interview byI@istiana IheadindGandy, February 6, 2014.
27 Unnamed Author;2007 William Kapell InternationaCompetition
28 |bid.

29Dr. Gordon stepped away from thest between 1978 and 1982.
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contrairesby Henri Dutilleux.Because the commissionewrkswerewell received by
bothperformers and audiences, the Competition contitgsesbmmissioningpractice

unt il 1988, when further changeadtheo t he
process of commissioning works specifically for the CompetitiaadiscontinuedThe
Competiton continued, however, to promote performances of American music, through
the addition of a requirement to perform existoogtemporary American works as part

of the competition program.

TheSan Antonio International Piano Competition

The Sn Antonio hternational Piano @npetitionwas established ih983 with
the firstcompetitiontaking placein October 1984The inaugural ampetition was heldt
LaurieAudi t or i um o friniy BBmvergity) with successiveompetitions
held atT r i nRuth Fayler Recital Halla venudaudedfor its fine piano acoustic¥.
The competition proved to be a success from the beginning, both artistically and
financially. It provided aninspiringmusical experienc®r San Antonio and South Texas
audiencesind oferedsignificant cash awards and carepportunitiego promising
young artists

The competitionlimited to pianistdetween the ages 80 and32, incorporates a
series of daily concerts given byelve competitors, five concerts performed by finalists
and a final Winners RecitaDverthe yearssuchdistinguished musicians and educators

asAbbey Simon, David Burge, Joseph Lare8on Schein, Peter Takacs, Ralph

30 Unnamed Author, "Histry," San Antonio International Piano Competitiffompetitionbooklel, 2011,
accessed July 31, 20118tp://www.saipc.org/abotgaipc!
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Votapek, Daniel Pollack, Robin McCabe, Williavolfram and Santiago Rodriguez
haveservedas jury memberdt
According to its websi ttespondopuleic Compet it i
competition among aspiring pianists from around the world, to encourage
development of pianists in Greater San Antonio and Texas, and to promote the
appreciationofpi ano arti stry 3BTsupdortalenfesi joemgal publ i c
pianists, the San Antonio Competitioropidessignificant monetary award$he 2012
competition conferred over $40,000 in cash prizes
In 1991, the competitiomcorporatednaster classdsr the benefit ofocal
studentchosen by the San Antonio Music Teachers Associatiom nTdster classes
have becoma compellingeatureof the competition.Media coveragbas alsdolsteed
the promotion and advertisementtioé various competitionvents.ln 1997 and 2000
both the final round n d t h e recitd were &roadcaist on the San Antonio television
station KLRN/TVandon Texas Public RadidcKPAC/FM and KTXI.
The Competition consists of three rounBased on preliminary auditions, a
group of judges chmsetwelve competitorgo participate in the first and second rouds
the competitionFrom thetwelve competitors, only fivearechosen tgroceed to the final
round. Threenedalistsare then selected.
In 1991, the San AntoniGompetiton joined its peersy commissioningiew
works One composition per competitios commissionedlhe piece iprepared by all

contestants, but performed only by fhe finalists The commissioned works are three

31 1bid.

32 Unnamed Author;Mission,' San Antonio InternationaliBno Competition[Competition booklet], 2011
accessed July 31, 201tttp://www.saipc.org/abotgaipc!
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to five minutes in length and the worldemiere of the commissioned work occurs during
the competition finals. Thievelve selectedompetitors receive the newly commissioned
piece in the mail, por to the competition eventdlong with first, second, and third
prizes,a special prizés awardedor the best performance of the commissioned work.
Thecommissionedomposeselectsand announces the winner of this award,
immediatelyaftert he compet i t.iThenminser df thenrawdrd lateo perfosns
the piece at Cdskepzeforthe 20t2Gammisseooed waklaward was
$1,500.

The firstSan Antoniccommission waawardedo Lowell Liebermann, whéater
became ecogni zed as one of [Ponbkercompetitios, | eadi ng
Liebermann wrot&locturneNo. 3.0therworks o f ol | ow wer eColbismot hy
fromaChangingSky n 1994, EI ipeecMidgein E9®hhH eengrays 6Mar t i n 0
PraeludiumandFuga XXIVin 2000lJ udi t h ¥Weardsin2003&k® nn Yedi di ao
Rhapsody n 2006 a n divody ana Eboriyo 209 iTHe snost recent
competition,occurringin 2012, commissioned a piece Bylitzer Prize winnePaul

Moraveg titled Upsparkles.
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CHAPTER Il

COMMISSIONS BY THE VAN CLIBURN INTERNATIONAL PIANO
COMPETITION

Lee Hoiby

American composdree Hoiby,bornin Madison, Wisconsin, February 17, 1926
wasremarkablygifted. He first demonstrated unusual skillimprovisationand playing
by ear Thelaterchallengs of sightreading and conventional pedagogical methods
provedto be difficultfor the composemho could effortlessly make musiseemingly,
out of thinair.33 During his formative yearsjoiby studied withOlive Endresa
Madisorareapianist and composgrenowned concert pianssGumar Johanseand
Egon Petrat the University of WisconsiMadison; Darius Milhaud while in theMills
Collegegraduate program; anfinally Gian-Carlo Menotti, with whom he studied
composition at Th€urtis Institute of Musc.

Ho i bfigsticempositioml experimentoccurred while he was an accompanist
in the dancelepartment ahe University of WisconsirEncouraged by Shirley Genther,
composer of dance music and instructor of music theory and dancaiatvéesity,

Hoiby wroteseveral dancpieceshimself Captivatecoy H o i btgteditsGenther
persuadedhim to leave the piano behind and takeaupareer in compositiott

At a time whersuchcomposerss Milton Babbitt and John Cagggressively

avoided tonalityHoiby remained faithful to tongdrinciplesthroughout his

33 Richard Crosby, "The Piano Music O¢e Hoiby! (PhD diss.University of Cincinnati1990), accessed
September 7,@15,ProQuest Disseations andrhesis (AAT9119957):1.

34 Crosby "The Piano Music Of Lee Hoiby": 2.
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compositional life While other ising compcsers exploredistant nontonal harmonic
landscapedg;loiby focusedon melodic innovation and ex@son

H o i bbgc&gsound irpiano is refleted in his idiomatic, buthallenging writing
for the instrumentiNonethelesshis predilectiorfor vocal musias alsoimmediately
apparent irhis lyrical writing for theinstrument His first piano work;Toccata was
published in 1953That same yeaNocturneandFive Preludedollowed.In 1962Hoiby
published hig?iano ConcertdNo. 1, followed byCapriccio on Fie Notesthe piece
commissioned byhe CliburnCompetition After the Capriccio, Hoibyd writing for the
pianoentereda hiatus that endudsfor 17 years, a time during which the composer
focused orvocal musicHereturned tahekeyboardn 1979 producing his Piano
ConcertoNo. 2 Two othernoteworthyworks forsolo piandollowedd Ten Variations
ona Schubert BndlerandNarrative These piecewere composedespectivelyjin 1981
and 1983.Hoiby died on March 28, 201in New York's Montefiore Hospitdbllowing

a short battle with cancer.

Capriccio on Five Notes

Capriccio on Five Notes one ofLeeHo i by 6 s mo s technicallyp | e x
difficult works for pianoWritten for theCliburnin 1962,it washis last work for piano
beforehis longhiatus fran pianocomposition and marks the end of the first phase of his
compositional career.

The termcapricciodatesfrom the early 1% century, wherkeyboard capriccios
preceded fuguein sets of keyboard piec&ompared wittthe fuguethe counterpoint

empbyed in the capricciwasusually less strictnl the 18 century the capricciowas

21
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incorporated into larger suitessan individual movementn the 19" century theterm
was assigned tehort character pieceSuch compose@sPaganini, Mendelssohand
Brahmswrote capriccios some of which were technically demandihg 20"-century
music,the capricciofell into nearobscurity

As implied by the titlethe piece develops from faze-notemotive In the first
measurgthe composer introducdsis five-notecell. In a manner similar to the initial
presentation of fuguesubject, the opening motiveappears in the lower register,
transposedAs Figurel shows, the motivappeas to be comprised of seven notes, but
the last two notes are simply réji@ns of the first and last pitchestbk basicfive-note

cell.

Figure 1.Capriccio on Five NoteMeasured-4.
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After the initid presentation of theell, themainbody of the pieceAllegro moltq
begins.Intricate counterpoirpervadeghis setion, as shown inigure 2 The composer
referral to the piece as an exerciseounterpoinf® implying a directconnection tdhe

early 17"-centurycapriccia Contrapuntal proceduresd transforming techniques

35 Unnamed Author, "Composers and Authb&ghott Musicaccessed July 14, 201attp://www.schott
music.com/shop/persons/featureditesby/.
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exploitthemusical possibilitie®f the cell. As shownin Figure 2, thanotive presented at
the beginning of thpieceopens theAllegro section following a brilliant ascending
arpeggio. The motivérst appearsn the tenor voice, accompanied by two upper voices
in thirds.In the following measres, the texture becomésnseland the counterpoint
more intricateas the upper voices engage in various transpositions of thé&loell
exploration of the initiaimotiveand its expansionia contrapuntatransformatiorunify

the entire piecelhis cortrapuntalcomplexityprovides an added level of difficulfgr

the performerbothexpressivelyand technically. The performer must be accomplished

contrapuntal playingh orderto highlightthe varios voicesembedded in the texture
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Figure2. Capriccio on Five NotedMeasure$-14.
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T h e wteahrkcahsrtuosity,reminiscent oP a g a nbrillramt éapricciosfor
violin, is striking Hoiby pummels the pianist witextended passagesrapid-fire double
notes includingparallel thirds sixths and octaves.n8eenth andthirty-seconenote runs
pervadethe piece, as diargeleaping chordsombined withcomplexrhythms.The result

is a compositiotilled with color and sparkling energy.
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Willard Straight

Born inForth Wayne, Indiana oruly 181930, WillardStraight is perhaps one of
the most obscure ogposers commissioned by the Cliburn Competitiust afew of his
compositionsare known, andlttle of his music is performed toda@nly limited
information regarding both hilge and hs music isavailable

His Structure for Pianavas commissioned for the second competition, which
took place in 1966. The piecease of the fewsurviving works by the composein
addition toStructure St r canceytimusairscludesonly a piano corerto,a violin
sonataand an orchestral workevelopment for @hestra®® His remaining two works
are in the style of popular musteyo Broadwaymusicalstitled The Legend of Lizzend
Athenian Toah, written in 1959 and 196#4spectively.

Straightearneda bachelor of music degree frahe University of Kansasanda
master 6s degr asalCdalegenSt@ight wasagconceM pianist who
studied withGene Thompson, Donald Swarthout, RydhoGanz and Mollie Margolies.
Straigh® performances include solo appearances with the Chicago, Detroit and
Oklahoma symphony orchestr&suring the early 1960$ieserved ashe head of

Al a s Anehorage Operayne of the first major performing arts fitgtions established

by Americans in the Circumpol ar HNeagtht h .

operasvere presented in Anchoragé

36 Unnamed Author, "Straight, Willard: Cqouser, fanist;’ ASCAP Biographical Dictionary Of
Composers, Authors And Publishet966:713.

37 Unnamed Author, "History,Anchorage Opera2011,accessed July 14, 2014,
http://www.anchorageopera.org/history.html
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Structure for Piano

St r a iStgubturedfa Pianpwritten in a tripartite ABA form,is both virtuosic
anddissonantAs shown inFigure 3 the piece opens with a brief introduction marked
Poco maestosdeaturinglively octaves played in contrary motion.vituosiccontrary
motion scale passage leads intofihs& appearancef the Asectionof thepiece Presto

possible.

Figure 3.Structure for PianpMeasures -B.
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ThePrestopossibilesection featurepercussivesonoritiesandathick texture.
The musioof the A sections filled with brilliant octave passages and rapiote runs
throughout, asvell as frequent mter changesOverall,the phrasearebrief and angular
with numerous accents, staccato notes and loud dynamic markings emphasizing the
rhythmic and percussive nature of the piece.

Measure 98 introduces a contrastihigection markedAdagio, poco rubatoAs
Figure 4shows in this section the composer indigces a lyrical tune with lorigreathed
meladic lines. Themusic becomes atmospheric, projectingabmlanguor This middle
sectionwriting is morecontrapuntathanthe A sectionAt Measurel20, the A section

returns and wild, virtuosic passages continue throtayhe final cadence

Figure 4.Structure for PianpMeasures 98009.

Adagio, poco rubate

pd ey DL ey R

— 7 » > o o
= e
Gt —LE vs o5 e LMyl

)

e
IS
ok

A

i

{l
“‘?.
Eas
|
Ul

1

N
1
b
[

)
=
L
i
;

!
\
(
\
(

27



St r a iStgubturedfa Pianavas well suitedo its initial purpose of providing
Cliburn compeitors with the challenge ¢éarnng ademanding, virtuosic piece on short

notice.The piece remains unfamiliar toostpianiststoday

Norman Dello Joio
American composer Norman Dello Jpimorn January 24, 1913, in New York
City, first began studyingnusic with his fathemwho, asan organist, pianist and vocal
coachwas eminently qualified to mentor hiss@me | | o Joi o6s home scho
father was rigorous, consisting of piano, organ, music theory, ear training and sight
singing lesson# His father, originally from Naples, instilled in his son an appreciation
of song and opera, which the composer later carried over into his instrumental musical
style.Such excellent early trainingoved to have aalutaryeffect on Della) o i carées
He later stated that in his pianeriting he aimed texploit thelyrical possibilities othe
instrument®®
Church music representsa@herimportantearlyi nf | uence i n the col
At agetwelve, Dello Joio became an organist at a Roman Catholic Ehuiew York
City, where he was introduced @regorian chant.
During his childhoodello Joiowas exposetb the popular music of New York

City, including jazz and the music of Tin Pan Alley. In fact, Dello Joio formed his own

popular music group thaegformed for various private events in the éfty.

38 Andrea Steffan, "SelecteddPo Worls by Norman Dello Joit (PhD diss., University of Cincinnati,
2001), accessed September 7, 2015, ProQuest Dissertations and Theses (ATT 3022009): 2.

39 Steffan, "Selected Piano Wolks.

40 Steffan, "Selected Piano Worlkst.
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Musicemerged as a stromgreelinterestfor Dello Joioin 1933 whenhe
acceptedh scholarship from the Institute ofugic and Art in New YorKnow The
Julliard Schoo). During histime at Juilliargd Dello Joio studied organvith Gaston
Dethier and composition with Beaird WagenaaHe graduatedvith a degree in organ
performanceReflecting his affinity for therganmany of t he composer 0s
arewritten in three staveslis interest invriting musig ignited duringhis years at
Juilliard, impelled him tare-enroll at the schooglto pursuea secondiegreein
composition.

Dello Joiostudied compositiowith Paul Hindemithfirst, in 1941 atthe
TanglewoodMusic Center irMassachusettsind lder at Yale UniversityPerhaps one of
De | | a mdsbinfleeidtial role mods] Hindemithsteered the young compogser
neoclassicismHindemithalsoencouraged Dello Joio to embrace lyricism.

In 1945 Dello Joiobegan his musical career, as a profeesonusicat Sarah
Lawrence College in Bronxville, New York. In 193& accepted a position at the
Mannes Ctege of Music in New York City, anci1l972 he becameomposetin-
residence andahn ofBoston University department of Fine Arts.

Dello Joiowas recognizeds anAmerican composesf statureviathemany
awardshe receivedA Guggenheim Fellowship, a grant from the Aroan Academy of
Arts and Letterand a Pulitzer Prizédis prestigiousredentials alssmcludehonorary
doctorats from both LawrenceCollege in Wisconsin and Colbyolege in Maine.

Nor man D erhoredonaimasica larguage diverges from the weook
20"-century avangarde composersinconstrainedy thencurrenttrends, Dello Joio

workedon making hismusicaccessibléo anaudience.For him music did not simply
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exist in a vacuum; ratheits interactionsvith listenerswere aprimary concern, as he

once remarkedi I t h i n kelatiohskipbetweénghe music you write and the
public t#Hhat |istens. 0
De |l | o campositioasscludeworks for piano, organ, voiand chamber

music. He alsowrote opera, symphoniessolo concertosas well aglancetelevision and
theatre music. Amonlis most significanpiano compositions ai@s Concert
Variations Diversions Short Intervallic Etudesnd his thre®iano Sonatas

Dello Joio remained activ@s a composemtil the end of his lifeAfter years of
battling illnessthe composet aged5, died on July 24, 20Q&t his home irEast

Hampton, New Ydk.

Capriccio(on the Interval of a&ond

The CIl i bur n cobmisspritvitation alld $oio producedne of
the mosdifficult pianopieceseverwritten by the composeHis Capricciois a virtuosic
showpiecéased entirely on the smallest intervathe conventional Westerscale the
second

The pecebeginsslowly, with anintroduction marked.ento espressivé\s shown
in Figure 5 the majorsecondgovernsthe opening gesture of the pie&trong dotted
rhythmspermeatehe introduction. The robust character of this opening section is further
emfhasi zed by forissimodymamic smarlkengsiard by tlexpressive

indicationpesantgheavy).

41 David EwenAmerican Compsers:A Biographical Dctionary, (New York: GP Putnam's Sons, 1982).
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Figure 5.Capriccio (on the Interval of agdond) Measures -4.
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In Measure 10, a melody of contemplative lyricism emerges from the dotted

rhythms introduced at the beginning of the piece. This melody further exploits the

interval of thesecondOverall, the writing style is contrapuntpkrhapsa reflection of

t he

composer 0s

trai

ni

ng

as

an

organi st.

A section markedllegro non tropppbeginsin Measure 25This section of the

pieceleadsdirectly intobrilliant passages of extreme virtuosisiiown inFigure 6 At

this point, he music is characterized byweopulsiverhythmic drive featuring

syncopations andnpredictably placed accent§herich texture isawashin full,

dissonant chordg.hesection lacks dynamicariation From this poinforward, the

louder end of the dynamic spectrisremphasized
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Figure 6.Capriccio (on the interval of a secondjieasures 232.
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Near the end of the piece, the composer restates some of the thematic material
appearingn the intioduction, bringinghe work to a full closéWith its brilliance and
staminarequirement D e | | @apridcm (oo thesinterval of a seconchn be effective

in performance. It will add both virtuosic display and expressive craftsmanship to any

recital.
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Aaron Copland

Bornto JewishRussianmmigrantsin Brooklyn, New York, November 14,
1900,Aaron Coplandieveloped an early appreciation for music. He and his siblings all
studied some form of music, and gy ofhis oldersister Laurinehewasintroducedo
operaadragtime t wo of hi gened?st erds favorite

Coplandbegan piantessonsas a young teewith Leopold Wolfsohpa local
piano teachewith a private studio in BrooklyrHe quickly begammprovisingtunes on
the piangand n 1917at Wo | fecommemdatisn Coplandoegan studyg musc
theory under RubiGoldmarka prominent American pianist, composer and edudator.
GoldmarkfurthernurturedC o p | anteck$t simprovisation andtompositionin 1917,
Coplandbegan studying privatelyith Victor Wittgenstein andlarence Adlerboth
established concert pianists and teachBPexpetally eager for knowledgdne ezentually
becane the pupil oNadia Boulanger at t he ti me one of France
theory and composition pedagogdéBoulangerguidedCopland studiesin harmony,
composition, orchestration, asdore reading

Althoughholdinga predilection for classicahusig Copland was by no means
restricted by it. Halsodeveloped a taste fé&smerican folk, jazz and pop music

incorporatingaspects of these styles into his compositi@uoplandacknowledgedhat

42 Howard Pollack, Copland, Aarort, Grove Music OnlineQxford Music OnlingOxford University
Press, n.d.), ecessed July 15, 20,14ttp://www.oxfordmusiconline.com.proxy
um.researchgrt.umd.edu/subscriber/article/grove/music/06422

43 bid.

44 bid.
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some of his earlier workacludedtechniques associated with jemzd populamusic®®
Examples of such works are litgano ConcertandFour Piano Bues

In the decade dhe 1920s,Coplandjoinedthe forefront of the American usical
sceneA truly Americanst composerheexpresedin his most popular compositiotise
essence of American folk musitHis iconic worksFanfare for the Common Man
RodecandAppalachian Sprig, because they incorporadestinctly American themesyre
particulrly representativé’

The variety and scope @fo p | acongpd@sitions encompass a diverse array of
styles andyenres His earlier works were dominated by jazz influenteser,heturned
his attentionto Hollywood film music Someof Co p | a n d 0 worksihchudeOetaits
characteristic ofewishmusig while ctherpieces especially some of his later works,
showpartial acceptance of Schdeerginspired serial techniqu€opland managed
explore all of these styles masteljul

Givenhis abundantontributionsto thewhole spectrum oAmericanmusig
Coplandreceivedseveralawards One such awaris thel1945PulitzerPrizein
composition forAppalachian SpringCopland was the firstoenposer to receiva
Guggenheim Memorial Foundatidellowship.His scores for the film©f Mice and Men
Our Town andThe North StaearnedAcademy Award nominationéfter a long and
successful musical career, Aaron Copland died December 2,it990rth Tarrytown,

New York.

45 StanleyV. Kleppinger,"On the Influence of Jazz Rhythm in the Music of Aa@apland' American
Music21 (1) 2003 74-111, &cessed August 8, 2015tp://www.jstor.org/stable/3250557

46 Pollack, "Copland, Aardh

47 Unnamed Author, "Aaron Coplaridviusic Academy Onlineccessed July 15, 2014,
http://www.musicacademyonline.com/composer/biographies.ptp 201
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Night Thoughts (Homage to Ives)
Night Thoughtsvas commissioned ih973by the fourthCliburn Competition
Unlike moretypical competitiorpieces, CoplandenvisionedNight Thoughtss a slow,

rhapsodiovork in aquastimprovisatoy style About thepiece the composeonce

assertedi My i ntention was to test the musicalii!t
coherence to a®free musical form.o
Night Thought8 musi cal style follows in the tr

scale pano compositions, in particular HBano Variations Piano SonatandPiano

Fantasy works which all belong in the category of absolute musithese

compositions, Copland made use of folk or popular musictgaturesin his book The

Music of AaronCopland Neil Butterworth describeNight Thoughtsas a rounded form

in whichan episodarrivesinat ur ally from the previous on
s p e & Bell-like sonoritiesand passages of heavily pedaldigsonant tone clusters

dominatethe texture throughout. The broad, ringing dissonancetecaeaoverall tonal

ambiguity while degiac melodies against dark, funeliite harmoniesonveya senseof

deep melancholy.

The piece begins witlliscreetsimplehalf-notes evokingthe sounds ddistant
chimes In Measure 3, a strident, dissonant chord interrupts the surreal atmosphere
introduced at the openings the piece unfolds, the intensity grolmsmeans of
dissonant chords that increase in sizérmau mb e r .  fOrtepnd tomissidhs

dynamicmarkingscreatea harsh tone color

48 Neil Butterworth,The Music of Aaron Coplan@_ondon: Toccata, 1985): 99.

49 bid.
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Figure 7.Night Thoughts (Homage to Ive$jeasures-10.
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At Measure 15, thentensity briefly dissipates, &$aringand mellowtones
alternate reminiscenof theatmosphere of thepeningphrases At Measure 28, a new,
more lyrical section begins. The compoBest presents severabncisemotiveswithin
anascending andescendingirching pattern At Measure 40, a tuneful melodynerges
The composer gradually enriches the texture of tHedgyeby dowling it in octaves,
giving it a hollow, yet warm air. fe melodybecomes more and more resonant; finally
crescenddrings the music to a dramapeak,at Measure 55At this point, the loudest
dynamic,fff, occurs A ritenutosignalsthe returnof mateial from theopening sectionin

Measure 78.
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The coda, beginning in Measure 1&Xharacterized by slow grace nethat
create a harpke arpeggp texture As Figure 8shows thismusical expedition
engineered by Copland ultimately conclugeth a dear harmony thagenerates sense
of peaceCopland confessed thites was not in his minathile composing the piece
and that the ideaf an homageame tchim as an afterthought A By cal | i ng it

stopped a lot of my friends from telling me howeé si an Pt sounds. 0

Figure 8.Night Thoughts (Homage to Ive$jeasures 10406.
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Aaron Copladd Blight Thoughts (Homage to Ivas)oftenhead in performance.
Its colorful sonorities and depth of expression make this workhy of inclusionin the

standard piano repertoire.

50 Butterworth,The Music of Aaron Copland9.

37



Samuel Barber

SamueBarber born onMarch 9, 1910in West Chedr, Pennsylvara, was
drawnto the pianacat an early age, beginnipganostudyat age 6B a r b fest piaso
teacher was William Hatten Greenwellknownlocal piano pedagogugvhohad been a
pupil of Theodore Leschetizky.

Barberds formative years wmamesingpri mmi ng
himself in music at every turnoif a brief perioche served asinorganistatthe West
Minster Presbyterian Churchn West Chestet? He alsoperformedas a pianisat
numeroussocial event# thelocal area anévenestablished a smadrchestra

1924was an importangear for Barber. dperformedprivatelyfor Harold
Randolphthen-director of thePeabody Consert@ay. Impressedvith B a r banisi s
talent Randolphrecommendetl o B a r b dhatthe yodngarlesntensify his
studyof piano andnusiccompositon. SubsequentlyB a r b e r &esnovedahts koe r
from school one dagachweek in orderto studyat the Curtis Institute of Musie®

Atfter finishing high schoglBarberenrolledfull-time at theCurtis Institute where
he studiedvith George Boyle and Isabelle Vengeroiratially, his major was piano
performancebut in hissecond year oftudy,Barbe addedcompositionas asecond

major. He studied composition witRosario Scalerawell-known Italiancomposer and

51 Lauri Young,"The Solo Piano Music of Samuel Barpj¢PhD diss., University of Cincinnati, 1989),
accessed Segmber 8, 20132roQuest Dissertations and Theses (AAT 303689763): 2.

52 Susan Carter'The Piano Music of Samuel Barber," (PhD diss., Texas Tech University, 1980), accessed
September 8, 2015, ProQuest Dissertations and ThesesZ82d923%. 3.

53 Catter, "The Piano Music of SamuelBbet': 4.
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violinist. During his third yeaof training Barber addeget a third major, voiceyjnder
the tutelage oEmilio de Gogorza*

At age€l 8, Barbertraveledto Europe visiting France, Italy, and Austridhis
experience proved to be an inspiring adventure for the young musiciale. iWEurope,
Barber received praigeom the composer and teachgrsebius Mandycewskindfrom
fellow AmericancomposeiGeorge Anthejla controversial figurat the timearising
from the notoriety ohis unconventionalork Ballet-Méchanique>

In 1935,for his Cello SonatandMusic for a Scene From Shell&arberwas the
recipient ofbotha Pulitzer TravelingScholarshipprovidingthe composer with the
means to undertake a second Europeanarng thePrix de Romeln 1937,the Curtis
Institutepresented an aBarber concert, featurin§erenadgethe String QuartetDover
Beach theCello Sonataand a group fosongs. In 193%hewas offered a positioan the
faculty atCurtis which he heldintil 1942.

After a stint in the militaryBarber established himself in New Yoilhere
several major compositions carto life, includingthe Capricorn Concertpthe Concerto
for Violoncello and Orchestrahe balletCave of the Heayiwvhich helater tittedMedea
andKnoxville Summer of 1915 or its 24" anniversary year, the League of Composers
awarded Barber a commission to write §mnata for Pianpwhich waggiven its
premiérein 1949 in Havandy pianist Vladimir Horowit2® Moreworks pivotal to his

oeuvreensuedincluding Toccata Festivdor organ,Die Natali, a set othorak preludes

54 Yukiko Fujimura, "A Reconding Guide to the Performance of Samuel Barber's Complete Solo Piano
Works, Including the Reedly Published Early Works(PhD diss, Ball State University, 20)2accessed
Septembe8, 2015, ProQuest Dissations and Theses (AAT 3507912).

55 Carter "The Piano Music of Samuel Barber": 7.

56 Carter "The Piano Music of Samuel Barber":16.
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for Christmas, th€oncertofor Piano and Orchestravhich wan for Barber lis second
Pulitzer Prizin 1963 andthe operaAntony and Cleopatta B a rsureessdas
composer resulteitt severabhdditionalhonors including membership in éAcademy of
Arts and Lettersan appointment as a consultantregAmerican Academy of 8ne and
an honorary Dcotorate from Harvard University

Bar ber @nasiclpas mecome part of the standard camio20"-century
American musicAmong his most famous worksr pianoareExcursions Sonata for
Piano, SouvenirsNocturne andBallade Bab e rpi@n@music isidiomatic deriving
fromt h e c o nrairongas a @anist. While mamgontemporargomposersejeced
the past anébcusedentirelyon newlyinventedmusical language8arbertended to re
examinethe past traditionsf tonal music AttheheartofBar ber 6 s @canmposi t i o
typically be foundaclearly defined tonal center. Evlis expermentsin serialism-his
Nocturneandthe Piano Concertd tonal centers persist

B a r be@mpdsitional style is associateith the NeeRomanticnovemenf.’
Neoromanticismemerged irAmericaint he 1 9 3 0 6 sSim#dantdoth#r9 4 0 0 s .
composers identifiedith the NeeRomantic trendBarberinclined towardhe lyrical and
dramatic qualitie®f 19"-century music. Hélendcedthese Romantic expressifeatures
with acontemporary harmonic and rhythmic languadeus he created a unique and
individual style of composing.

In keeping withNeo-Romanticstyle, Barberused traditional form$ concerto,
sonata, nocturne, ballad®ther noteworthgharacteriscsd Bar ber 6 s musi ¢ a

of counterpoint and diverse rhythnidis characteristic rhythms rangem smooth

5" Fujimura, "A Reconding Guide 15.
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flowing patterns to complex, energetic figures containing syncopations, hemiola, cross

rhythms and irregular groupings.

Ballade Op. 46

The Cliburn Foundatioroffered acommissionedo Barber for the fifthCliburn
Competition in 1977.The commssion was funded by a gifom Mrs. J. Lee Johnson
lll, honoringher mother, Mrs. Nenetta Burton CartBarbed submission wakis
Ballade Op. %46. Thepiece was given iteremierein Fort Worthat Texas Christian
University. It wasperformed by eachfahe twelve competition serfinalists, Septenber
19-21, 1977

Competition pieces are designed to challenge the tecluaipabilities
competitorsB a r b éeceGsmno gxception, bbts Balladeis alsoelegantandartistic
TheBalladeis one of only a handful acfompositions that Barber wrote laie his career,
while experiencing persondlifficulties, includingdepression and alcoholisB.ar b e r 6
Balladg modeled after the ¥9century ballade, isonstructedis a character pieoghich
in keeping with the 1@entury genre, portrays ospecific mood or idearheOxford
Dictionary of Musicdescribes thballadeas a piece writteim narrative stie.>® Chopin
wrote fourBalladesfor piano, all ofwhich count as character piecésit theyarelarge
andvirtuosic. InB r a h imeds theballadeis a smalér-scale, more intimate work.

Similart o C h eepderingdBa r bRalladess in 6/8 meter, buits tripartite

formresemble8 r a h mBabades Op. 10it embrace a Romanticsensibility with a

58 JacobPorter,"Ballad; Grove Music Online, Oxford tic Online(Oxford University Press, n.d.),
accessed July 15, 201Http://www.oxfordmusiconline.com/subscriber/article/grove/music/01879
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feeling ofrestlessmelancholyl n Bar b e r tediarfABA)$ormo thetwo f
appearances of thesectionareidentical The first section is maddRestlessThe
feeling of restlessness that the composer envisismedlizedthroughrapidly shifting
harmoniesThe texture is homophonic throughotlihe A sections characterized by
dramatic, abrupt dynamichanges reinforng the Romantic qualityo f B awribng.r 6 s
Barber motivic ideaare few in numbeiproviding this workwith a high degree
of unity. He balancethis restictive thematic material witllynamic and textural
contrastSuchcompositional approach apparentn the Ballade whichfeatures a
limited amount of melodic material.
The piece is based on two mosya fournote desending figure and a rising and
falling semitonethat appear in the opening, shown in thé&igures 9 and 1Below. The
challenge to the performes to apply awide variety of dynamis and tone color® this

restrictive thematic palette

Figure 9.Ballade Measure 1.
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Figure 10Ballade Measures 121.
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Perhaps one of the most striking features of the pigteharmonic ambiguity
embeddedn atonal framework.The main themés characterized by a series of
unresolved secondary dominant cho®isch writing implies the influence of Debussy
In fact, ®veralotherstylistic features$n the piecaecallimpressionistic musidAs Figure
11 showsseveal passages feature parallel sonorities exténdechinth, eleventh, and
thirteenthchordsgrounded bylurred openfifth chordsin the bassThesepassages also

containblurred,pedaled sonoritiethat resembléhe writingof Debussy

Figure 11 Ballade, Measures 3@2.
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In contrast to Section AhéB section Allegro con fuocpis intense and turbulent
Its energetic, almosiggressive characternsanifesedvia strong agitated rhythms in a
driven sixteentote figurationAs shown in kgure 12 the rising and falling semitone
motif that appeared in Sectionis&\now presented at the very beginniofSection B.
The contrastindg section begins ithep i a mow tegister with adark bassnelody

doubledin octavesLater, the melody is transferréathe soprano voice.

Figure 12 Ballade Measure 33.

Allegro con fuoco

ﬁ ben articolato

1 : s
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Althoughthe middle sectionof the piecas more virtuosicthe melodyetainsa
rich, lyrical quality. The sectiois also more contrapuntal, in contrast to the homophonic
texture of Section AThe B section requires the performer to engagddutle with the
virtuosic figuration, which i®est performedriskly, with stronglydrivenand percussive
rhythms A pensive, recitativdike transition signals the return ofetiA section

B a r bRalladess an extraordinary piedba provides he performer with rich

sonoritiesandawide spectrum oexpressiorthat make the work appealingpt only to
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pianists but to the public as welRIthough initially composed as a competition piece,

Balladeis a stong addition tacontemporary American piano repertoire.

Leonard Bernstein

Leonard Bernstein was bomm Lawrence, Massachusetts, August 25, 1948,
Russianmmigrant parentsVhen Bernstein wagoung the familyreceiveda pianoas a
presentThis giftconstitutedBe r nst ei nds f i r s t>Eghibijnrgg e ment wi
stronginterest in thenstrument he undertookessons witHocal piano teacherfirst with
Frieda KarpandthenSusan WilliamsLater he pursued studievith Helen Coas,
assistanto Heinrich Gebhart who,tdhe time had earned a reputation as one of the best
piano teachers in BostSA.At age 13 compositiorbegantointrigu8 e r nst eian s mu
curiosity, first with piano worksAs a youth, he also wrote opdiiee spectacles thath
produced for audiences during the summer months.

Al t hough i mpr edestesd dyphasi sowgider nst ei n
encouragéis interest in musidn fact, in an attempt to discourage his son from pursuing
music, he withhelghaymentfor lessonsThisfailed tostopthe young Bernsteinwho was
determined to pursuelife in music He began teachingianolessons to yourey
children inhis neighborhoodind usedherevenuego subsidizéiis ownstudy®! He also

joineda local jazz banglaying at weddings and otheommunity eventsCollectively,

59 Paul Laird and David $iff, "Bernstein, Leonard Grove Music OnlineQxford Music OnlingOxford
University Press, n.d.)caessed July 15, 2014
http://www.oxfordmusiconline.com/subscritherticle/grove/music/A2223796

60 ChienJung Chen';Leonard Bernstein's Touches: A Performer's Analy$RhD diss., University of
Houston, 2011), accessed September 8, 2015, ProQuest Dissertations and Theses (ATT 1197728234): 3.

61 Chen,"Leonard Bemnstein's Touchds?2.
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these experiences heavily influend&ernstein as he matured musicallgaching
becamdundamentato hiscareer and pzz and popalr musicbecamecrucialto his
compositionaktyle®?

In 1935 Bernstein began his college education at Harvard University. There
studiedmusic education with Arthur Tillman Merrittompositiorwith the famous
theorist and theory pedagogué&lter Pistonand piano with Heinrich GebhaWhile at
Harvard Bernsteinmet Aaron Copland, who persuadkiiin totrain as a conductd®

For many yeardBernsteincontinued tadentify as a pianist, appearingpublic
as a concemrtistthroughout his lé. He made his professional debut as a piani$837,
performingR a v ePlari £oncerto in G majawith the State Symphony Orchestra in
Cambridge Massachusettén 1940, while attending thBanglewoodViusic Festival
Bernstein meSergeiKoussevitzky, anmcounterthatblossomed int@ longime
friendship

Upon his graduatio fromHarvard UniversityBernsteinenrolled atthe Curtis
Institute of MusicThere he studied conducting with Fritz Reiner, piano with Isabelle
Vengerova and sighteading and transposition wikenée LongMiquelle.

Bernstein established himself asecof the most versatile and resourceful
personalities on the0"-centuryAmerican musical scene. He was one of the first
Americanmusiciango navigate simultaneouslyhe dual role®f concertpianist and

conductorHe alsomade himself knowfor his signalendeavors as a classical music

62| aird and Schiff, "Bernstein, Leonatd

63 Chen,"Leonard Bernstein's Touches.
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composer and conductdor his musical theatgaroductionsandfor hisimpact as a
teacler.

Bernsteinds interest sthedieddwimdsichlemasane cont
avid admirer othe arts and sciencescludingS h a k e s warka, Russian literature,
Frenchdrama, world religions, biology arabtrophysic$? Bernsteinwas perpetually
inspiredto communicateo a wider publidis interestsespeciallynusic His candor
distinctive curiosity anghborndesie to learred him to become actively involved in
promoting music taéhe generapublic.

Television was onanportantmeansy whichBernsteintransmitted his vast
knowledge oftlassical musid. n t h e e, Bernstgin bto@d&ihié immage across
televisions nationwidecaptivated, viewers tuned.iRor morethan two decades,
BernsYeumg@ sPe op lweréanong thernsost pdpudar television shows in
America In their Oxford Music Onlinearticleon BernsteinPaul Laird and David Schiff
descibethe enchantingqliat y o f BekevisiogptesencefidBser nst ein was
gifted speaker about music who could make even those with little background feel as if
they had |l earned something worthWHBverl e abou
percetive and forward lookingBernstein converted his television scripts into bablas
quickly rose inpopulaity. Among these ar€he Joy of MusicThe Infinite Variety of

MusicandL eonar d Bernsteinds. Young Peopleds Con

64 Jamie Bernstein, "l@anard Bernstein: Born Teachef,Leonard Bernsteiraccessed July 15, 2014,
http://www.leonardbernstein.com/educator.htm

65| aird and Schiff, "Bernstein, Leonard."
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Bernstei nods permapgsibestacharaderized ddendofscontemporary
musia@l idioms and popular music elementshkrarticle titled Leonard Bernstein: a
Born TeacherBer nst ei no6s stdtesught er Jami e

He wrote jazzy music for the concert hall and symphonic music for

the Broadway stage. And of course, everybody thoroughly benefited from

the crosgollinationd with the possible exception of Bernstein himself.

In his lifetime, Bernstein's reputation as a composer suffered as a result of

his refusal to be or do $tionething. In the mid20th Century, a composer

who wished to be taken seriously by the academic musical community

absolutely positively had to forfeit tonality in favor of-fidhe music.

Simply put, they had to compose music with no key and no melody. Either

you wrote 12one musicoryo weren't a 0% eriousd compo

MostprominentamongB e r n s ¢compositional featusawvashis abilityto
applytherhythmic, harmonic and lyrical elemeriisrrowed fromjazz and blueso
contemporarylassical fundamentalblis most significant compositional contribution
was perhaps ithe realm ofiramatic musicWidely admired his music folWest Side
Storyremainshis most highlyrecognizediramatic pieceThedramatic styleseeped into
other genresncludinghis piano msic.

Although aross the arc diis lifetime, Berngeinremained closelgonnected to
the pianohis compositios for the instrument consist only afew, shortpieces Only
two larger piano works appear in his oeuvres Siymphony No. 2The Age of Axiety, a
work for piano and orchestrandthevery earlyPiano SonataBer nst ei ndés sol o
worksalso includdour sets of short pieces titléhniversariesThesesetsare musical
portraits withsuggestive titlebonoing significantindividualsinthe c omposer 6s | i

includingSerge Koussevitzkyaul Bowlesan American composer and authand

American composeiilliam SchumanStephen SondheiandAaron Copland

66 JamieBernstein, "Leonard &nstein: ABorn Teacher."
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ToucheqChorale, Eight Variations and Coda)

B e r n s Toachesvadsscommissioned in 1980 for the sixhburn
CompetitionT h e ¢ o mqedicatier, idscribedtdhetop of the scoreexpresses the
intensity ofhis passiorfor the pianoi To my f i kegovard®ove, t he
AlthoughTouchess a masterful exercisén compositionthe pieces rarely
programmegdandto this dg continues tdeunfamiliarto pianists Both technically and
expressively demandingoucheslegantlysatisfiestwo of the mostmportant
requirement®f competition pieceslt also features daring dissonances and syncopated

jazz rhythms.F. Donald Truesdellyriting in the journalAmerican Musicprovides a

superb description ofthei ec e 6 s mu SAAiTchael sdtnywlle Wweofk most

nearly all the el eme nToscheé f TheBbkuesrieslinge jazayd s
rhythms, the subtle shifts of mood, the tensions, the intimacy, and theebsldre
effectiveély realized. 0

Toucheésubtitle Chorale, Eight Variations an@oda stipulatedts formal
desig® theme and variatiodsand shows he composer és intent
contemporary musical language withio@mmonpracticeframework.Although
adhering loosely toonventionakey signatureand tonality the pieceemploysthe
daringatonal and serial techniquist arecharacteristic omuch20™-century American
music.lt is also infusegdeclecticallywith jazz and blues elemeniuchess based on
concise motive constructedn theinterval of a second. Thainor-secand, apparentt

the beginningf theChoralemelody; is explored in the variations that follow

7 Leonard BersteiriTouches(New York: Jalni Publications, IndBoosey & Hawkes1981): 4.

68 Donald F. Truesdell, "Tén Complete Works for Solo PiatidAmerican Musiet (1), 1986 120-121,
accessed July 15, 2014ttp://www.jstor.org/stable/3052195
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In his prefaceto the scoreBernsteirprovides thepianistwith an arrayof ddinitions
for the wordii t 0 u cThesesdefiditionserve as guide to the expssive nature of the

piece:

Touches fFrench) the keys of the keyboard.

=di fferent Afeelso of the fingers,
percussive, gliding, floating, prolonge
=smal | baitouchof@galib ) ; B ac h asoapconlastngon i s

from 20 to 100 secondpiece.

= vignettes of discrete emotions: brief musical manifestations of being
Aitouched, 0 or moved.

= gestures of love, especially between composer arfdrmer,

performer and listeng&t

As these defitions imply,th e ¢ 0 mp o si®to einphasize thiedimte
coloristicpossibilitiesthat fine graations of keyboard touch alloBernsteinchallenged
the contestant$o bring forwardtheir best efforts toward varied anccolorful
interpretation The numerousexpressivendicationsthat dotthe scoré leggierq
staccatissimpmartellatad further reinforcehec o0 mp o desirefd@ & variety of colors,
touches and expressiols Figure 13showsfit ouc hes 60 s,spealimpgd def i ni
the sensations dhe fingers, hands and arnssprought to lifein Measures of the

Chorale with the expressive marking,deep i n the keys. 0

69 Berstein,Touches1.
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Figure 13 TouchesMeasures 4.

(deep in the keys)
W
i
——
= = ey = B
I 4 [%!v 1% .\.r i
*_ b o) o WBrg  Attacea I

The composeconceivedlouchesas a unified workTo that endafterevery
variation, Bergtein wrote thgerformance instructioAttaccg denoting no pause, in
order to smootlhe transitiorfrom onesegmento the nextMoreover,with pitch as the
connectinghread he mergedfive of thevariations.In variations1-2, 3-4 and 45, sets of
pitchesthat conclude one variati@iide asthe beginning of the nexihusthe last three
pitches of the first variatigr=F-sharpA, constitutethe beginninghreepitches of the
secondvariation, FG-flat-A. The third variation ends with-Bharp and E, tile the
fourth variation begins with E folleed by Dsharp. The fourth variation concludes with
the pitches BC-sharp played simultaneously. These pitches are then heldodher
beginning of the next variation, whitleginsattacca Here the composetsoindicates
that the dampepeda be helddown fromthe lastmeasure of théourth variation and

through the first two measures\ériation5.
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Chorale

In tripartite ABA form,the Choraleis written in four parts with the top voice
strongly predomiant.As Figure 14shows, lhe openingAndante a piacere, molto rubato
(with a blues feejntroduces the maimelody in the top voiceThis slow legatotune
wanderingandreflectivein characterserves as thinemefor the variations th&ollow.
Undeaneaththe melody)ong-held languidchords which place emphasis on their

acoustic decay characteristicseatea mysteriousitmosphere.

Figure 14 TouchesMeasure 1.

Andanie a piacere, molto rubato (with a blnes feel)

W R o S N St
: L1}
Y (e bw Be_ .
Mp, legato e cantando _ ¥V = —_—
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=3 e be— = s
> b L —

—— S =/

con pedale

As Figure 14 impliesthe entireChoraleis unmeteredits unequal phrase lengths,
with fermatagunctuatingeachcadencecontribute ta h e s daaguidespnedss/e
characterTheabundanthromatic elements arpghrallelintervak of sevenths providbe
piece with an overall melancholic jalike feel. Althoughsporadicallydissorant, the
Choralehas Fsharp in théey signature. Th€horaleis the only section of the piete
stipulatea key signatureFrom the opening, the piece hasi@anderingjuality, and the
musiccircumventsany identifiable tonal centeNearthe end of th&€horale the

harmonies become less dissonanda tonal center of ®ecomes audible.
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TheChoraleis followed by eight variationsn the themeEach variation explores
asinglemusical parameteSomevariations emphasize rthymic features while others
aredevoted teextremes of dynams; registeand tenpo. At theend of theCoda the

Choralemelodyis restatecalmostverbatim

Variation 1
Thefirst variation markedVivace creates glayful atmosphere with a light
texture. As the variation progress the chords become thicker, creating a more
percussive sonorityAs Figure 15 showshe key signatures disappeard a diving,
eighth-note pulsexppeargrom the start.Unlike the Choralg this variation is metered)
alternating3/8 and 5/8 measwsePlayful grace notesfaccatoeffectsand accents appear
t hroughout t he s e copposinghatofthe@horaler Contrdgputimgtoi t o u c h

this changan expressivestyle,the dynamicsncreaseand the texturethicken

Figure 15TouchesMeasures 45.

" Yivace (4. 66)
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Variation 2
Creatingcontinuitybetween the first two variationgariation 2begins withthe
same three pitches thatncludedhe first variation The pitches F--sharpA close the
first variation, while FG-flat-A constitute the beginngof the second variatiorSimilar
to the first variationVariation 2features a prominent rhythmic drivis Figure 16
shows the variatimmn begins with a quintuplet motibat is later expandedhe composer
reuses the pitches of the opening quintugiiedughout the variation, but he incorporates
them invaryingrhythmic patterns and registersleasure 4as an examplentroduces
the respective pitches with dotted rhythms and in the upper register of the instrument.
Nearthe middleof the variationthe texturdbecomesncreasinglychordal. The
variation fades$o appppdynamic,its final, ascending scale passagpesomingalmost

inaudible

Figure 16 TouchesMeasurs 3138

L'istesso tempo (J= 66, =4, prec.) & tempo (animato)
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Variation 3

The second and third variations are connected, not by piitioya tonal
relationship Variation 2endedonthe pitchG andVariation 3beginson the pitchC
disguised in a chord of minor seconds, hiner@pminanittonic relationshipln Figure
17, the opemg of Variation 3evokesa call-andresponseT h e | fioc witiely spaced
chord, played by both hds in upper and lower registers asainprised of an octave and
minor second. fiefirespons® highlightingthe interval of aninor second, is played in
the middleregisted between theegisters of théwo chord. The composer then expands
on t he fmthariplpt®amdaesiccession of ascending and descending minor

seconds.

Figure 17 TouchesMeasure 5561.
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Variation 4

The opening of the fourth variation featutke pitchesk-D-sharp derived from
the endof the previouwariation Thisfourth variation alsoorganized around the interval
of a secondis in ABA form, with the A and Bectiondistinguishedy character and
tempo changesection A Molto moderatohighlights larger, thickechords,as kgure
17 shows The contrapuntaB section Scherzandoreintroduceshedotted swinghythm
presenin the previous variationgn the return of sctionA, themain halfstep motiveas

now doubledin octaves.

Figure 18 TouchesMeasurs 7G75.

Molto modetato (J= 72)

S pesante o P, staccatissimo
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Variation 5

Continuity between Variations 4 and 5 is provided by aratiral pedal point
appearingt the end/ariation 4and beginning Variation.'hemood of thfifth
variation is slow and tranquihs shown in Figure 19he sectiorLarghettobegns with a
weeping threeote descending motivgerhaps t@vokealament Thechromatic
melody constructed from thimotiveis organizedn short phrases thaascade above
gentle, wavdike accompanimerdandhoveratthesofter end of the dynamic raagHalf-
way through the variationjstant,upperregister bell-like chadsconstructewf clusters
of secondsnark the reappearanoéthe initial threenote motive A second melodic
voice is intoducedjn dialoguewith thefirst voice At theconclusiom of the variation

thesetwo voicessoundtheinitial motivein contrary motion

Figure 19.TouchesMeasurs 106103
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Variation 6

Variation 6is the shortesh the seand perhaps the most disson&igure 20
shows hetendemelody, played in theight handandfeaturinglegatointervals The 12/8
meter, along witlihe continuous eightnote pattern and the thragainsttwo rhythm
provide this variation with ongoingomentum T Thebasdine, markedstaccatoand

pesanteresembles pizzicato basen a small jazz band

Figure 20.TouchesMeasurs 122-127.
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Variation 7

Unlike any ofthe precedingvariations, the seventh commenegeth virtuosic,
fastfour-voicealternatingoctaves asshownin Figure 21 The texture then thins, with
threevoice solid octavestwo notes of the interval played with the right hand and singl
notes in the left, and last, twwice octaves, with one note of the interval played in each
hand creating a st&, hollow sound.This variationis missing the jazelementhat
characterizemany of the other variations in the sehe first two pitches, B, connect

the end olvariation 6 to the beginning o¥ariation 7.

Figure 21 TouchesMeasurs 128133

Allegro molto (J= 132)
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Variation 8

Variation 8soclosely resembles the first vationin the setand it may appear at
first glimpse that the composer simply copied the first variagtihe eighh. As Figure
22 shows thetwo variationsare almostdentical Only subtle differencedistinguishthe
two sectionsThe firstmeasuref Variation 8 markedcon tensiongis acomplete
measure of resuch an extended period of silence, absent in the first variation, provides
an opportunity for thlamboyant ending o¥ariation 7 to dissipate befor¢ariation 8
commencesThe tempaoof Variation 8is faster than that ahefirst variation The
composer markethis lastvariationmisterio®, implying an alterednood from thecon
eleganzdeel of Variation 1 In Variation 8the composeoccasionallyomits notesand
measures present in thesfivariation.Subtle changes dynamics and articulatiomccur
throughoutWhile the first variatiorfeaturesalternatingmeters Variation 8remains in
3/8throughoutIn order to make the music fit into tperpetuaB/8 meter, the composer

later insertd a number diermatasn a corrected edition of the pie€&.

70 Chen, "Leonard Bernst@in$ouche¥: 38.
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Figure 22 TouchesMeasurs 143153
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Coda

Closing this piecés a majesticCodg markedLargo. As shownin Figure 23 this
sectionrecallsthe choraldike texture thabegan the piex The thematic material iow
doubled in octaves, creating an authoritative, resaw@rtrity The harmonic language
of theCodais dissonantThe composer makes abundant use of loud dynamics and full
sonorities, but the slow tempo and the frequent &ashanditenutoindications provide
the performer with a chance to display lyricism and expressive capabilitie€.otlags
metered, alternatqibetween 6/4 and 3/4 measyiest the slowmoving parallel chords
provideunrestrained motiarmThe Codaslows even more in Measure 184, whafter a
long sustained chord, a final section markad lentobegins. This closing section

reiterates th€horalemelody for the last time.
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Figure 23TouchesMeasures 17476.

Largo (4=J. prec., = 66-) (q“‘“j (movendo)

Cocia

John Corgliano

Becausdis parents we bothmusiciansthe American composer John
Corigliang born February 16, 193Benefited fromuniqueearly exposuréo music
Cor i g Ifather was @islinist with theNew York Philharmoni¢ his mothey Rose
Corigliano,a pianist angbianoteacher! As a child Corigliano showdlittle interest in
pianoover the yeardyut helearned someiano repertoirérom hearinghis mothergive
piano lessons in the home. As he matured, his interest in musicagraduring high

schoolhesettled ormusic as @areer’? At Columbia UniversityCoriglianostudied

1 Janina Kuzmas,Unifying Elemets of John Corigliano's Etudaftasy, (PhD diss., University of
British Columbia, 2002), accessed September 8, 2015, ProQuest Dissertations and Theses (ATT
305464381): 1.

2 Kuzmas,"Unifying Elements of John Corigliano's Etude Fantagy
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compositionwith Otto Luening and lateyatthe Manhattan School of Musiavith Paul
CrestonandVittorio Giannini.

Cor i g lexteasive listof compositionscludesmajor symphonic works,
operas, chamber music, concertos, vocal worgslo instrumental music and film music.
His 1963Sonata for \folin and Aanowasone d the first worls to capturethe attention
of critics. A year after it wasvritten, it won the Spoleto Festival Competition for the
Creative Arts. After thignitial successCorigliano received several commissipfiem,
variously,the Chamber Music&iety of Lincoln Centerthe New York &te Council of
the Arts,theNew York Philharmonicthe Boston Symphony Orchestra and the
Metropolitan Opera. In 198 Toriglianobecamecomposetin-residence for the Chicago
Symphony Orchestra position he held for three years.

Cor i g Imusi msafténgirtuosic combiningl9"-centurylyricism with
percussive elemen&vocativeof Bartokd andStravinsky s  m@resuchpiece,his
Concerto for Piano and Orchestreontainselements of @nality, serialismand
percussivenesslongwith sectionghat aredefinedby 19"-centurytonality.

DespiteC o r i g linterest ia thespasbriginality remains in the forefront of his
compositional process, as he forthrightly acknowledgds:v er y pi ece t hat
do somet hi ng | 0\tean heeaveehnicaldkiong, an emetibnal thing,
theatricad i t dmeshét . Bvayts sotétheng &ous thegiece that is an
adventure for mé’® Coriglianohasconfessedhat, for him,writing musicis a continuing
strugge fAltdés agony for me. Il throw away two

an idea and then build the piecetbis skeet on. Thi ngs Youlmatetod on ot

73 Susan Goodfellow; Interview with John Corigliano and Carlton Vickér$he Flutist Quarterhyl8 (3
4), 1993 25, quoted irKuzmas,"Unifying Elements of John Corigliano's EtuBantasy: 8.
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think about them, reject and eliminate. You don't just do what comes into your head. | use
maybe five pertent of what | do. o
Beyond compsing, Corigliang as of this writingholdstwo teaching positios.
He serves as a faculty member in the composition departmentJaiiitteed Schoolnd
is aDistinguished Professor of Musat the Lehman Colleg€ity University of New
York. Corigliang whowon a Pulitzer Prizein 2001 for his Symphony No. & a

memberof the American Academy and Institute of Arts and Letters.

Fantasia on an Ostinato

Fantasia on an Ostinatowascommissioned for theeventivan Cliburn
International Piano Competitiothrough a grant from the Amon G. Carter Foundation.
The piecés premire took placeduring the @mpetitiord semifinal round May 24,
1985 The piecenvasconceivedasanatmospheric tone poerBursting withcolor, the
piece is characterized loigh sonorities In the Reface the composeinstructs the
pianist:fi T tpianist should be aware that color, variety and imagination are essential to a
successful perfdTmance mphhcittndsopi elce . wor d |
underscorethe free, improvisatory naturef of the piece.

Although Coriglianoindicatedin the scoreghatthe performancef the piece
shouldbebetweerten and fourteeminuteslong, during the competition recitals
performancesvere as brief as seven minutes and as long as téveaflectingthe extent

to which the pianistontrolsthe unfolding of the pieceThe composepreciselynotated

74 Robert Jacobsoti,John Corigliano, Music MakerAfter Dark February 197641, quoted inkuzmas
"Unifying Elements of John Corigliano's Etude Fantagy

5 John CoriglianoFantasia on an OstinatgWinona, MN: G. Schirmer, Inc1987).
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the beginning and thend, buteft anentiresectionblank, making 1/3 of the piea®lely
attheperfo r mer 0 s HByicanttast,gheniddlesectionconsists ohbundant
repeateadhythmic and melodipatterns. Brformes demonstrate their imagination and
sense of proportiohy determiningthe numberof repetitionsof the patternsAs the
composer acknowledgedl ese repeated patterns comprise my only expatimehe
Omi ni malciha®gque. 0

The Oxford Dictionary of Musialefinesminimalismas a style of musjemerging
in the 1960sthatinvolves therelentlessepetition of short motiveoversimplistic
harmonies.” Composers &rry Riley, Steve Reicand Philip Glasare among the most
prominent reresentatives ahinimalism’8

Coriglianotook inspiration from the relentless repetitions presetfiersecond
movement oB e e t h &Geventh&mphony as he explains in the program notes to his
piece:ii B e e t h o v-reimndaBsticruse afthis matetiand my own desire to write a
piece in which the performer is responsible for decisions concerning the durations of
repeated patterns led to my first experimenticsm! | ed mi ni ma&MhHust t ech
Coriglianoimplies thatminimalismoriginatesfar earlier thanis suggested byhe Oxford

Dictionaryd as far back aBeethoven.

76 Corigliano,Fantasia on an Ostinato.

T Lucy Davies, "Minimalisn, Grove Msic Online,Oxford Music OnlingOxford University Press, n.d.),
accessed July 15, 201Http://www.oxfordmusiconline.com.proxy
um.researchport.umd.edu/subscriber/article/opr/t114/e4427

Terry IRCI| eStdesy eint Re i G haddsRhilipRGéas dviisic in 12 partare all written in
minimalist style.

®bid.
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Fantasia on an Ostinatis derived fromthe themeof thesecond meement of
Beethoven'Symphony No. Fr o m B e epiebedcCorgliar®d exracts the pattern of
a quartemote bllowed by two eigHt-notes and twajuarter noteto create his own
ostinato. Figures 24 and 25 demonstrate th
patternand that of Beethovein both piecesthe ostinatocontinuesceaseledg, without
variation for several minuteskasily recognizable ufl quotations of fragmentsom
B e et h symphordesealsointerspersedhroughoutC o r i g IFantasiao 6 s

Corigliano dividedhis fantasynto two major sectionsThe firstsection expands
onthemelodic, harmaoic andrhythmic elemente f Be et h oVIkersécandt h e me
section reveals an abundance of repeated patternsgthdoally, the patterns become
more and more distant, until they completely fade away.

Cor i g IFantasiacmd an Ostinatis a clevepieceandbhe composer 6s b
reference to one of Beethovends most bel ov
piece deserves more attention than it has received thus far. In time perhaps more pianists

will come to appreciate it.

Figure 24 Fantasia on arOstinatg Measurs 1218.
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Figure 25.Symphony no., Measures -b.
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William Schuman

William Schumanfor decadesne of the leading figures of American musical
life, wasinfluential not only as a composer, but also as a music teachamaachdemic
and artsadministratorBorn on August 4, 1910n New York City, Schuman began
music study at agkl, onthepiano and violinln high schoglhe addedbanjo, saxophone
and clarinetBeyondmusic Schumarcultivatedinteress in theatre and basebaNot
until his late20sdid he firmly decidgo pursue @areer irmusic®°

After graduating from high school, Schuman enrolled at New York University
intent onearninga degree imusinessAfter listening to Robert Schumab s Thi r d
Symphonyperformed bythe New York Philharmonic Orchestra, his car&ajectory

changedSchuman claimed that thperformancediiterally change@Afew | i f e.

80 EdwardJonathan SteeleWilliam Schuman's Literature and Materials Approach: A Historical Precedent
for Comprehensive MusicianshigPhD diss., University of Florida, 1988), acaadSeptember 8, 2015,
ProQuest Dissertations and Theses (ATT 303663812): 22.

81 Sheila Keats;William Schumart, Stereo Reviewdune 197469, quoted irSteele,"William Schuman's
Literature and Materials gproach: 23.
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days after the conce®chumarsummarilywithdrew from New York Universityin
order to study composition #te Malkin Conservatory of MusicThere he tookarmony
with Max Persin and coterpoint with Charles Haubiel, leaving his interest in business
behindin1933Sc human enr ol | ed aofColurhbea Ufiveraitg, her 0 s
where he initiallffocused on composinbothclassicaland popular musjdutgradually
came to devote himself solely ¢tassicamusic

In 1935, &er graduatiorfrom Columbia Uhiversity, Schuman accepteaposition
at Sarah Lawrence Collegehere he taught harmony, musppaeciation ana@horal
singing.That same yeahereceived a scholarship to study conducting at the Mozarteum
Academy in Salzburgn 1936, pon his returrio the United Stateschuman began
composition studwith Roy Harris at the Juilliard School.

S c h uma n 6 slanguagasitanal, butchromatic Includingkey signatures
for his scores only rarelye preferred theeedom tosaturate his music with
chromaticismwithin the framework o wide variety of scales and modéss harmonies
are rich and fullwhile the nelodiesfrequentlyhave a majestic charact&.c h u man 6 s
approach to rhythm is vibrant and often compfeerhapsa consequence of the
c 0 mp o sadyrexpsriments with popularusicand jazZ?

Sc h u mavmoté symphonieshband ancdchambemusic choral woks, andpieces
for solo voice and instrument&mong his most populaworks arehis New England
Triptych: Three Pieces After William Billisgten symphoniedour string quartetshis
Variations on Americdor band and a trio for violin, cello and pianttled Canon and

Fugue.

82 Unnamed Author, "William Schunmd’ Theodore Presser Comparagcessed July 15, 2014,
http://www.presser.com/Composers/info.cfm?Name=WILLIAMSCHUMAN
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In 1945 Schumarbecamepresidenf the Juilliard SchooDuring his tenurghe
advocatd powerfullyfor contemporary American musigrofoundlysupporing his
fellow AmericancomposersLater, in1961, he was tapped asesidenof the Lincoln
Center for the Performing Arta, position thahe held untihis retirement in 1969.
Founcer of the Charles Ives Societychuman was the 194llitzer Prize winner
for his workSecularCantata M. 2: A Free SongHis many other awards ihge a
Guggenheim Fellowshiphe American Eagle Awardnd aLetter of Distinction from the
American Music CenteHlis efforts onbehalf of American musiaon him honorary
doctorategrom the Chicago Musical Cikege,the University of Wisconsinand
Columbia University. William Schuman died on February 15, 1982New York City; at

age 81.

Chegeri Variations for Rano

The Eighth Van Cliburn InternationBiano Competition commission&dilliam
S ¢ h u m@hasteivariations for Pianowith fundingsupport fom Mrs. W.W. Lynch
and the Pianists Foundation of Ameritamemory of Mildred FosteiThe piece
composedn 1988in anticipation of the commissipwas given itpremire during the
Competitionds 2f1988 a l round, June

Schuman bsedhis variationseton Chestera 1777 hymn and marchingrsy of
the American Revolutiowritten by the early American composer William Billsg

Schumarexplainshis connection to Billings in the program notesis composition  fi |
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am not aloe among American composemho feel an identity with Billingsand it is this

sense of identity which accounts % or my wus
TheChesterVariationsSc humanos f i n afiginggedel®%6, f or pi a

when hecomposedNew England Triptychathreemovemenbrchestral piecbased on

tunes by William Billingslts third movementtitied Chestey provided the musical

materialfor his variations
As shownin Figure 26the firstsixteenmeasures of the piece introduce the

unsophisticate majorhymn tune jn afour-partchordal texturesimilar to a Protestant

hymn tune The melodymarkeddolce, legatphas a majestic quality that sets the stage

for the character of the entire piece. Thenmamy isconsonanthroughoutand almost

identical to thaof the original tuneThe themas restated irk-flat major inMeasure 17

butthe texture is thickeed with lowregister octavethatprovide richness and depth,

making the tune appear mageandioseTherestatementoncludingin Measure 32s

appendeavith a repetition othe lastphraseof the tune

83 William SchumanChester Variations for PiangBryn Mawr, PA: Merion Music. Ing 1989).
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Figure 26 Chester Variations for Piang Measures-110.
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The first variation, marke8ubito Allegro vivpopens in Measure 38 with a series
of brisk, dissonanand staccatchords playedift, imitating drums at the start of a parade.
These chords, as well asudden change in tempo and a more percussive tegage a
striking contrast to the previous sectidks shown in Figure 2#he theme is played in
upperregister octaves, whilde accomanyingchordscreatea harsh timbreand

reinforcethe percussive character of thisriation.Brisk staccato markings amdaster

tempogive the melody dive, scherzandajuality.
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Figure 27 Chester Variations for Piang Measures 387.
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A transtion between variation and 2 beginning in Measure 62xpandsipon

two fragments of the theme. The first fragment is comprised of the last five notes of the

melody. Using this fragmengs seen in Figure 2Bpth hands engage in an octdased

dialogue marked with playful staccascand accents. The second fragmeken from

Measure 14appears as a series of repeated sixteemwtes played in both handehe

harmony remains consonant throughout the secfibe transition is the most

rhythmicallydriven section of the piece.
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Figure 28 Chester Variations for Piang Measures 58 3.

ﬁﬁ
;
3 |
) &
!

N S
: — e " f £
A_M_._I_._.___A - T ‘\‘ i‘L_
> !
= . be TN
" P F a i ) :F ."19' b‘r‘u 4—#u‘-
e ——— b ;L;.
v pV = —

ey
5}
g
N
.-‘——-*
I~
[
P
b
T

Vo

YRy
|24

v A

e

= I, | W—

NB. Notes in € ) ad Fibitum

In Variation 2 beginningn Measure 101the themeappear®nce again in Hlat
major, as seen in figure 29. The melody is playestaccato chorddutthe chordsare
markedp, to givethe theme a hushed quali§hortly, the intensity builds up
culminating in a passage of accented octaves plyddhen, suddenly, a twmeasure

legatophrase dissipates the tension, transitioning into the lyrical variatiofotloats.
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Figure 29 Chester Variations for Piang Measures 9908

RS
5
D
y
Tie-v
[
L]
TR
<5
s
eae L

S f
—— E—1 T 8
i 9 d . E
- 4 e b i S
?—_.\_ ’“T\_ £ te o o h%“ i k
| [ 1 = T | 1 el 4 o T 18 T 7
- T T T 1 1/ 2 h i T 7 | E— S — —
-=l 1 1 [ 1 So——
¥
— —] ~—
o — - e m— - b ——— ;@ o
T 77—, i L = - £ e F - b
L 7] . * S v v
. . . - . b
. . L .h! yE bf_bi-——
: i bht 4 _Eh!:ﬂgﬁ:ﬁ e —" " - ——
" ‘I' r [" > ! t A Ur ! 7 L
I 7 E& B
—— | [—— |

At Measure 14gthe third variatiompresentshe thememarkeddolce, cantabile,
in the middle register of the keyboartt isaccompanied by a dissonant aythicopated
sequence ofhords. This variation, centered on a minor mode, incorporates long, lyrical
phrases, providing a contrasting change of color from the previous variation.

As seen in Figure 30hé texture oWariation 4 beginning in Masure 171
resembles the second iaion, with the themelayedonceagain in staccato chords
conferring ascherzandajuality to the tuneVariation 4 is also similar tthe transition
section between thaitial themestatemenand the first variatiorduring which

fragments of the themeeredeveloped.
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Figure 30Chester Variations for Piang Measures 16877.
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The fifth and last variatioof the sebegins in Measure 21@ith the melodyin C
majorplayed in octaves in the ddle register of the instrument aodmplemented by

upper- regster ornamentike figurations, as seen in Figure Jhis variation ighe most

similar to the original tune.

Figure 31 Chester Variations for Piang Measures 21213.
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The piece concludes with a triumphant Coda, beginnilgaisure 231during
whichthe piece gains in intensity as it approaches an impasingjusion This section
featureseexpansivdf chords. The piece ends with a cleat D-flat major chord.

One of Ch stekingfeatures ists arstyt, achieved not onlghrough the
use ofthe same melodic material each variation, but algbroughthe repetition of
various harmonic, textural and rhythnelements. The difficulty of the piece from a
performance stand pointtise nonridiomatic keyboard writing, perhaps a retien of its

orchestral origins.

Morton Gould

Morton Gould bornDecember 10, 191% Richmond Hill, New York spent his
83 years of life dedicated to music, until his deailirebruary 21, 1996Gouldemerged
as a child with an outstanding abilityitaprovise and composelis first composition
cleverly titledJust Sixwas published whehewas onlysix years old

Gould studied music at the Institute of Musiéal, laternamedthe Juilliard
School. His most influential teachers were his pigadher, Abby Whiteside andhis
composition mentoiincent Jone§>

As a teenagefGould worked as a pianist in various movie theatrééew York
City. In 1932 hebecane staff pianist aRadio City Music HallBy 1935,Gouldwas
conductingandorganizingorchestral programs for New Yogity's radio stationWOR-

AM.

84 Ed Matthew "Gould, Morton,"Grove Music Orihe, Oxford Music OnlingOxford University Press
n.d.), &cessedeptember 8, 201 http://www.oxfordmusiconline.com.proxy
um.researchport.umd.edu/subscriber/article/grove/music/11544

8 Ibid.
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For Gould, composing was inseparable from his ideritjhoughhis career
encompassd a multitude of activitieshe identifi@l himselfprimarily as a corposer,
declaring:iComposing is my life blood.That is basically me, and although | have done
many things in myifed conducting, playing piano, and sodomwhat is fundamental is
my being a compos&F®

With such fiercepassion and talenthe unsurprisingy garnered many
commisgons, including fronmthe Library of CongressThe Chamber Music Society of
Lincoln CentertheAmerican Ballet Theatrendthe New York City Ballet In 1966 he
received a Grammy Award for recording the music of @saltes with the Chicago
Symphony Orchestrdn 1986 Gouldbecame the president of the American Society of
Composers, Authors, amtlublishers. That yedre was also elected to the American
Academy and Institute of Arts and Lette@ould, recipent of the 1995 Pulitzer PriZer
Stringmusi¢cwas al994Kennedy Center Honoree and t@4Musical America
Composer of th&'ear.

As amuskian Gouldcan be described only as innovatiBéurring genreshe
incorporatedolk tunes spirituals popular and jazz idrasinto his compositionsand
blendedvernacularelements withHeatures otraditionalclassical musicAs an American
composeriould was acclaimed for orchestrating many popular and American folk
songsAlthough particularlyfamous forhis music forband,Gould also wrote for
orchestra, chamber ensemlakoir, piang voice ballet,Broadway, film and televisian

Among hismost sibstantiapiano worksarethe Abby Variationsandthree piano satas.

86 Abby G. Burton, "Biography,Morton Gould,accessed July5, 2014
http://mortongould.com/biography.html

77


http://en.wikipedia.org/wiki/Library_of_Congress
http://en.wikipedia.org/wiki/The_Chamber_Music_Society_of_Lincoln_Center
http://en.wikipedia.org/wiki/The_Chamber_Music_Society_of_Lincoln_Center
http://en.wikipedia.org/wiki/American_Ballet_Theatre
http://en.wikipedia.org/wiki/New_York_City_Ballet
http://mortongould.com/biography.html

Ghost Waltzes

In 1991, Gould createdshost Waltzes response to a commissigvitation
from the ninth CliburnCompetition Lewis F. Kornfeld, Jr.underwrote theommission
in memay of his wife, Ethel Hardy Kornfeldn his comments about tliemmission,
Goud reveals his creative processl t hought it appropriate
International Piano Competition to attempt a virtuosic piece that enables the performer to
rhapsoize these many contrasting textures and moods that are unique to thé{valtz
Two years later, the twelvgemifinalists performe® o u | pie@e sluring the 1993emt
final round

G o u | Ghd@stsWaltzeshostalgially recalling waltzesfronmi s pawyeent s 6
piang memoriaizeshis childhood Gould visualizedhe piece aa fantastic collectiorof
his memoriesfiltered through timé8 In the program note® the pieceGould explains
hisconnection to his parest p ifialrhae: f i r st mu sinmyadrly yeaosu n d s
came frommypareshp | ayer® pi ano. 0o

Music for dayer pianosatthattime wasfrequently devotetb differentnational
types of waltes including Viennese, Russian ainerican.Gould explainsthat Ghost
Waltzedis a distillation othese daceforms inthreequarter timenostalgic, poignant,

assertive, reflective, brash, sentineet, cel ebr®ti ve, el egi ac.

87 Morton Gould,Ghost WaltzegMilwaukee, WI: G. Schirmer, Inc1992).
88 Gould, Ghost Waltzes
89 |bid.

1bid.
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The workevokesViennesewaltz style Chopind waltzes andevenwaltzesin
jazz style®* Consistent with the waltiorm, the méer ismainly threefour, but some of
the pieces in the set are in fiegght, twefour, or five-four meter Frequent banges of
key signatureand tempo also appear throughditite piece is written irmirtuoso fashion
Ghost Wltzesis a singlemovementvork incorporatingen sections, each with its
own character. Thirst section markedModeratqg begins with distanpianissimochords
that introduce the waltz patterfhe entire section, centered mostly on the upper register
of the instrument, featurdight textures and bright, sparkling coloAg.Measure 8fast,
swirling figurationscreateanelegant, dancéke atmosphereA middle-register melody
is introducedn Measure 41As shownin Figure 32 the layered texturavith ongoing
triplets in the pper registerinner voices moving in parallel thirds and a demtant in

the bass voice recallsipressionistic music

91 GoodmanMorton Gould:Ameiican Salute
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Figure 32 Ghost WaltzedMeasures 349.
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At Measure 50shown inFigure 33 the secondectionof the piecealso marked
Moderatq introduces a change in characfmesentingatunethatfeatueslongerlines
andan elegant lyricisncloselyresemblinghat of ChopinUnderlyingthe tunein the
bass, $ a plainwaltz-pattern accompanimenit Measure 63, the texture becomes

thicker, with prominent octaves and large chords, moving in parallel motion.
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Figure 33 Ghost WaltzedMeasures 565.
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After a long trill, at Measure 97, the thigkectionbegins. This section imarked
Meno mossand has the fé®f a blues.As Figure 34shows anexpressiveright-hand
melodysoundsover lefthand arpeggiatechords.Upperregister tremoloappear

throughout this section, adding brilliance to the texture.

Figure 34 Ghost WaltzedMleasures 93.03.

Meno mosso d = 50
95 P Sostenuto, broadly
W

81



At Measure 12]a furiousfourth sectionmarkedPrestqg begins Although the
abrupt change of tempo creates a contrasting atmosphere, this section is connected to the
previous one by the ongoiggzzyambienceandenduringupperregister tremolosThe
rhythmin sectiond is mud more complex, featuring tripletsbovejazzinspired dotted
rhythms.

The fifth section of the piece begins in Measure 162 and features nagiib
note figurations that confer a restless charaétiéer a long descending scalsection6,
markedExuberant is introducegdat Measure 202As Fgure 35shows, the texturlereis
chorda] featuring virtuosic leaps armtensesyncopated rhythm&ighth-note figurations
continue to dominate the texture, providing a linking element between this section and
the preceding one. Thwilliant yet elegant writing style resembles, once again, that of

Chopin, ina manner similar teection2 of the piece.

Figure 35 Ghost WaltzedMeasures 20201.
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The seventh section of the pidmegins in Measure 249. Thisdion references
rhythmic and melodic elements derived from sectippr@ving unity to the workThe
musicbecomesnore virtuosic, untisection 8 begins, iMeasure 0. MarkedMeno
mossd rubatq, this sectiorsignalsa brief reappearance telyrical melody;
complemented by a conventional 3/4 waltz accompaniment pattern, once again

referencing the second section of the piece

A Molto-accelerandgassage leads intoBartok-like second to last section,
markedPresta This section constitutes the chmof the work, featuringercussive, fast
moving chordsn both handsAs shownin Figure 36, Measure 351 introduces a dramatic

fortississmosection, marketleno mossppesante

Measure 427 introduces the last section of the pielsieh opens witha
contrastingpianissimopassage, featuringpeanderingsyncopated chords played in the
upper registerThe atmosphere recalls the mysterious feel of the introduction. In Measure
443, ggressive quintuplets lead into a ferocious burst of virtuosity that aexhhe

piece.
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Figure 36 Ghost WaltzedMeasures 35400.
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Ghost Waltzes an ingenious piece that can be satisfying to both performers and
listeners The referenceto Chopin imbue&oul dés piece with an air
accessibility, wHe the more modern compositional technigigiee it a refreshing

sonority Its contribution to American piano repertoiretisdeniable
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William Bolcom

William Bolcom, born May 26,1938 in Seattle Washingtonwas preternaturally
giftedin music.He beganpiano lessosat age fiveand,atageeight hebecame
enchanted b$ t r a v iRiteokSpringg n d dCoeorneaddSonatalhedistinctive
nature of the o mp o maturestyte can beraced back tthe early influence of these
two pieces’?

Bolcompursued an intensive academic pafier graduating from high school,
heenrolledat the University of Washington. There, he studied composition with George
Frederick McKay and John Verrall, and piano vrthe Poncy Jacsbn. Bolcom
continuedhis compogion studieswith Darius Milhaud first at Mills College in
California andthen atthe PariConservatwe. While in Paris, Bolconworkedbriefly
with Olivier Messiaer?® In 1964 Bolcom completed his Doctaf Musical Arts degree
at Stanford Universityymmediately 6llowing graduation, Bolcom began his professional
careerperforming and recordings a pianistarious Ameican workswhile also
promoting hisown compositionsBolcomis the recipient ohumerousawardsincluding
the1988Pulitzer Prizfor Twelve New Etudes for Pianthe Kurt Weill Award for
Compositiona Rockefeller Foundation Award,Koussevitzky Foundation Award and
two Guggenheim Fellowships.

William Bolcomadoptecelementdrom a variety of musical styles, including

Impressionismfolk, ragtime and musical theatf@olcom scholar David Murray

92 David Ewen American Composers: A Biographicaidilonary. (New York: G.P. Putnams' Sons, 1982).

93 David Murray, 'lrony and satireThe Nine Bagatelles of William Bolcam(PhD diss., Arizona State
University, 2002)accessed July 15, 2014, ProQuest Diass@rts and Theses (AAT034645):6.
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describes the compos eartinssicant gopular nmst*Bgn ecl ec
combining musidrom a diverse array of musicatyles Bolcomhasachievel an
innovativemusial style The use of familiar idiomborrowedfrom popularmusicmakes
some ofB o | ¢ @eampositionseasilyaccessibléo thegeneral listenerAmong

B o | c onasbp®pulapiano worksarethe Twelve New Etudesnd hisThree Ghost

Rags

Nine Bagatelles

Bolcom composedlline Bagatellesn 1996for thetenthCliburn Competition
The William S. Davis familyin honor of Eddie Maude Smytmade the commission
possible The piecevaspremiered during the competition finals Ntay 1997 Richard
Rodzinski, executive directaf the @mpetitionat that timeremarked orthe easavith
which thecommissioningcommittee selected Bolcom [ W] e have selected
years the foremost American composgaad] Mr. Bolcom was the next very logical
choice, bei ng emoscomposersnardroi coussé an excalant pianist
with a history of celebrated and skillfully writtenpees f or ¥ he piano. 0
GroveMusic Onlinedefinesa bagatdle as abrief and uncomplicated instrumental
piecewith a light charactethat isusually witten forthekeyboarc®® Nine Bagatelless a

colledion of short character piecesritten inNeo-romantic and Pognoderristic styles

94 Murray, "Irony and Satie": 10.

% Murray, "Irony and Satir& 13.

9% Maurice Brown, "Bagatelle Grove Music OnlineQxford Music OnlingOxford University Press).d.),
accessed July 15, 201#ttp://www.oxfordmusiconline.com.proxy
um.researchport.utnedu/subscriber/article/grove/music/01758
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The composeprovided a descriptivitle for each piece in the s@lacedat the end of
each bagatelldolcomlinks the end of each bagatelle witie begiming of the nextby
means otommon pitches, as Bernstein didliouchesThusthe first bgatelle the
Ghost Mazurkaends with gylissandcstartingon B-flat, andthe second bagate]laimakr

je un eve?begins wih a Bflat.

GhostMazurka

In hislecture at theCliburn Institute Bolcomsaid thathe Ghost Mazurkavas
intended t ongi ifv ea %tifheem of fiejpdikelg tiecbtothe emergence
of a sect i o MazlirkaOpr33 Rd 4 whichedpsars both as a direct
quotation, andn analtered, recomposddrm.

The Ghost Mazurkdegins with stridentaggressivesonorities. As Figure 37
shows the bagatell®pens with an isolated, declamatory gesture that provides the basis
for the melodicrhythmic and textural features the pieceA single quartenote played
by the right hand is followed bylaisk, staccato chorglayed byboth hands. This initial

motiveis thentransformed intdrenetic arpeggia

9 bid.
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Figure 37 Nine BagatellesGhost MazurkaMeasures 1.
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A contrastingpassage with a strong rhythmic emphasistroduced in Masure
5. As shown inFigure38, syncopation appears throughthis passagend he 3/4
metric pattern present at the beginning of the piece disappedancing he fAghost | y¢

atmosphere

Figure 38 Nine BagatellesGhost MazurkaMeasures 4.
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Measure 1%he middle section of the piedatroduceghe ghost,adirect
guot ati on fMazarkg OQ B3No.4. Thisis thesoleinstanceof adirect
guotationin any of the nine bagatellegs Figures39 and 4@emonstrateBolcom
adjusts the quotatioslightly, attachinge x pr essi on mar ki ngs not
original score .He addsseveralkforzandcandcrescendandications giving Chopird s
original piece a wild qualityThis quotatiorieads to a passage that explores the

characteristienazurkarhythmc pattern

Figure 39 Nine BagatellesGhost MazurkaMeasures 128.
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Figure 40 Mazurka Op. 33 No.,Measures 460.

Althoughthe musicin the middle sectiors tonaly ambiguousmajor and minor
chordsarereadilyidentifiable.An emphasis on Blat major triadgyivesthe feeling ofa
tonal centerasimilaraccentuatiomn Bf | at exi spiscei n Chopi nds

At the end ofGhost Mamrka, the composereintroducesnaterial from the
opening sectioof the pieceChopi n6s Mazur ka r ea@mpaedaects br i e
guotation, but recomposed/hile still recognizable Ch o p i nrbwentwineelc e 1 s
with barrenelementdrom theopening section ddolcomd piece A decrescendo passage

dissipateshe intensityand the pieceoncludeswvith a gentle upper registglissando
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Aimatje unréve?
The second piece in the sAtmatje unréve?, is a contemplative, atonal
composiion. The title of thepiece, taken from the poemd a&gpnri di  d owritten f aun e
by the French poet Stephane Mallagnranslatesisii Wa sa idtr e a m 8thud oved ? 0
reiteratingthe wistful, memonylike quality of the piece.
Althoughthefirst andsecondbagatells are linkedby pitch the second can
function as an independent pietis contentloes notlependon material derived from
the first bagatelleSimilar to the first bagatellethis secongieceopenswith a
declamatory gesturés Figure 41shows, theopening motivas comprised of a Blat
eighth-noteplacedon the upbeaandtiedto thenextbar before resolving down to an A.
This openinglescending minor secomlfurther developethroughout the piec&he
melady has a distinctive, recitativike quality, featuring intricate rhythms played over a

spare lefthand accompaniment.

Figure 41 Nine BagatellesAimaije un ree? Measures 4.
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Three measures before the end of the bagatelle, the composer introdeses a
section titled Slow Mazuka, showing areffiliation to thefirst bagatelleThis section
markedi g h odedpresgntsraexplicitreference t@shost Mazurkareassertinghe
Amemor y o foTheSlowdviaaunkaan originallycomposed piecenakes no
referenceo Chopin,as tte first bagatelle didThe piece rds mysteriously with pppp

dynamiclevel, the softest dynamic in the entset

Forgotten Prayers

Thethird bagatellemore highspirited is based on twalternating fast and slow
passagesach germinating fromsingle unmetered measure. Thetfpassagéeatures
thirty-secondnoteruns,endng with thewordsfilaissez vibrer an instructiorfor the
performerto hold the damper peddbwn The result is anysterious cloud of sourttiat
blends intceachslow passagéhat follows The slowpassaggplayedsoftly, consiss of
whole-tone melodies encased irlaordal textureAn uninterruptegstepwisemelody
dominateghe appearance afachslow section

As shownin Figure42, theopening gesture of tHeagatelleconssts of two
isolated thirtysecondhotes playd in the upper registendfollowed by a fermataThe
fermata confera feeling of suspensmndmakes the series of fagpperregister thirty
second noteappear more brilliantAlthough the bagatelle is onliymeasures long, the
bars are unmeterednd the discrete thirtgecondnote elaborations of the twmte
motive, appearing in the keyboardds extrem
by tenwidely spaced fermatas. Thus the pisogramaticallyelongated, creating a

surrealistic stasis reminiscent of Messiaen.
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In contras to the fast, sparkling figurations, the slow passages appgear
throughout the bagatelle acharacterized bg stepwise ascending meloihat perhaps
symbolizes prayers liftig upwardowarda divine entity, as the composefersin the

title.

Figure 42 Nine BagatellesForgotten PrayersMeasure 1.
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Cycle de | 6univers

While Forgotten Prayergndsquietly in thep i a righGegisterCycle de
I 6 u nopens in thedw registerwith the dynamic markingff. Unlike the previous
bagatelles, this piedacks ansolated declamatorgpening motivelnstead, the music
explode$® direcly and dramatiallyd withoutforewarning Bolcomscholar David
Murray correlates theinexpededopeningof the piecewith theimagery of thditle: iiThe

sudden springing forth of the piece, fully formed, is likely a programmatic depiction of

the sudden explosive creation of the unigersout of Hot hi ngness.

% Murray, "lrony and Satir& 57.
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The piececonsists of two sectioné.s Figure 43demonstrateshecomposer
directsthat thefirst section, marked@nplacable beplayedthree timeswith each
repetitionsofter. Thesectionis characterized by syncopated melodsupported by
chordal, butalsosyncopated accompanimtepatern. The melodybeginningn the lower

register of the instrumentonsists ofvidely spacedascendindeaps.

Figure 43Nine BagatellesCy c | e d eMdasuresd. ver s,
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In contrast, the second sectigiayed onlyonce is markedess aggressivandis
characterizedby softer dynamic indication§.husthe composetreates a protracted
diminuendo effectrom the beginning to the end thfe piece As shownin Figure 44 the
melodyof the first sections restated ithe secondectionin almostidenically, with the
exception ofminute rhythmic variations and the omission of the opesgitjon

mel odyods final three notes.
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Figure 44Nine BagatellesCy c | e d eMdasuresiu23i er s,
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(...cycle de I'univers)

Cy cl e d eis thydhmicallywmene somplethanthose preeding it in the
set!% This complexityis generated bheirregular and syncopated nature of both the
melody and the accompaniment pattefine piece demandsoth precision ahaccurate

handcoordination.

100 Murray, "Irony and Satir& 61.
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La belle rouquine

The title of the fifth bagtellg translatecasi Th e Be aut di$aniusicRle d h e ad
portrait of Bolcand s wingérdman Morrist®! It mayhave beeinspired by Debuss 6 s
similarly titled piano preludéa fille aux cheveux de lifThe Girl with the Flaxen Hir).
Theconclusionsd the twopieces aréikewise similar, asdemonstrateth Figures 45 and
46. Both worksendwith ascending parallelintervalsfollowed sustaind, vanishing
harmoniesat the cadence, and identical expressive indicaligesdenddn the Debussy
andperdendsii n B o | c olmbedle rququands ¢he most tonally stable and
melodically oriented of all the bagatelles in dyele.Lyrical diatonic melodiesimilar to
those present inineteentkcenturymusic pervade the work. The harmony is tonal,

centeredn D major, as its key signature shows.

Figure 45 La fille aux cheveux de liMeasures 339.
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101 Murray, "Irony and Satir& 65.
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Figure 46 Nine Bagatelles_a belle rouquineMeasures 121.
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(...]a belle rouquine)

Pegasus

The sixth bagatelie s refers tothewinged horsef Greek mythologyAs
Figure47 shows Bolcom depicts h e h o r swehdrsistentaiplet fgyrations The
triplets introduced at the openingontinueceaseesslyuntil theend of thebagatelle
MarkedPrestissimothis piecds the fastesand most virtuosiof the ninebagatells,
requiring significant technical prowes3f Pegasué s v i ghdracterBoicam
exclaimedii We don6t wa n ttheyhave tb loaveesoneting pol devé their

roommda es and p'%Pegasusssthetechrticalshawpiecef the set.

102 Murray," Irony and Satir& 75.
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Figure 47 PegasusMeasure 1.

Prestissimo (o. = 144)

v 14}

)
Z1h ‘?
b

4 _
T

slight 8. in touches

s
$
v

H1®

| )

-
‘*-_I

L3

RNy
{n
e

Separate from the loud, galloping tripi@tthe main ingredient of thgieced is an
angular melodydlistributed between the handhe melodyformed fromintervalof a
seventhpegirsin the middle register and théurds furiously up and down the
keyboard. Asecondduetlike textureappears, witltachhandplayingits own melodic
line. Throughout the piece, viaktripletsmovein contrary motioncovering a broad
range of th&keyboard. The unusual conclusion ®egasusincludesa longheldrest
during which thesostenutg@edalmaintainsa cluster of silently played notes. This
technique creates a cloud of sourttdbse overtonesan beheardiong after the final note

is played.
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This Endernight

This seventhhagatdk is the most gentle and mysterious of piieces in the cycle
TheOxford English Dictionargefinest he wor dhtd ecxa@mmaeoan igghar | ance
fourteenth and fifteenth centurjess a night already pa$f In moderrEnglish the word
isnolongeringeThe piecebs suggsststeadhispmeseasthe ghartess
bagatellepnly six measure®ng. Markedpianissimoanduna cordathroughout, the
piece has an otherworldly charactés shownin Figure 48 ThisEndernightis written
in two phrases, consistingf alingeringmelog i n t he pianods upper
supported by a fodypartharmonic texture.

Murray describes the motion of the lower three voicethetexture as the
breathing of a sleeper

These three voices give the impressid depicting the breathing

of a sleeping person: the first half of each meadutbe ascending bass

and alto line® is like an inhalation, while the secoéidin which the

bass and alto lines return to their points of oriljins like an ekalation.

ThesustainedtenorEflats suggestive of the beating
heart!%4

103 Oxford English Didbnary, quoted inMurray, "Irony and Satire:": 84.

104 Murray, "Irony and Satir& 86.
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Figure 48 This Endernight,Measures b.
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(...this endernight)

Recess in Hel

Recess in Heljolting the listeneawayfrom the tender atmosphere created by
ThisEndernight openswith brisk staccato eightnotes playedpiana Despite thdower-
end dynamic markinghat smooth the transition between the two bagatétlesess in
Hell carries its own unique charact@uickly, the piecagrows louder, ag a nightmae
were slowly creepingnd then swoopinmto theEndernightdream.

As the title implies the piecas dark and demonid@he composer achievéss

effectwith angularthemespiercingstaccato noteandforceful dynamics Together,
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these elementyeate a sense ohaosand retlessnesdJnexpectedlyhumor is also
presentwith the appearance afelodiesmitating playful, child-like tunes. Bolcom
explains this seemingly contradictory juxtaposition: t s houl d f eel as
be in this terrible recess in hell foervand those big bully kids who are going to beat you
up are $%ThusBo It hemds Ov signdigstoothtime Epentinehle |
underworld,andtorment in the playground of youth.

Throughout the bagatellB,o | ¢ o md s v aintermingle Asrslmwniny e
Figure 49 the piece opens withadeclamatory gestuyeeparated from the masgection
by along rest. The motiveconsistof low-register staccato note& bouncy staccato
motive based orthe interval of a major thid or its enharmonidnterval, the diminished
fourthd imitatesnursery rhymes and tunédurray describes this motivassimilar tofia
playground tune, typically used by children to taunt others and usually sung to the
nonses e s y INlaa bnlae sn,#® Anothermative @ravalentn the bagatelle ithe

energeticascendingixteenthnote figure invariablymarkedcrescendo

Figure 49 Recess in Hll, Measures b.
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105 william Bolcom, quoted irMurray, " Irony and Satiré: 89.

106 Murray, "Irony and Satire 91.
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B o | ¢ earsirs of childhood stanasit asuniqueamong composersSuch
wor ks as Chelb s £yn@a I o makendeisgzenemportray childhood
with nostalgiaandjoy. Unlike his predecessor&olcomacknowledgeshedarker, more

frighteningsideof childhood

Circus Galop

Appropriate for thes e findlg, Circus Galopis a largeshowypiece providing
anopportunity for theperformerno excite theaudiencewith displays of poise and
virtuosity. Bolcom uses thgalopto concludehe setowing to its function in dance
suites As Murrayreports theHarvard Dictionary ¢ Musicdefinesgalop as afast dance
in 2/4meter popularin themid-19" century that ofterserved ashe concluding number
of aball’®’l n B o Ivarsiomtbepiece, lacking the elegance of a ballroom daisce,
vividly aggressiveln fact, his final bagatellencorporate some of the mst forceful
writing of theentire ninecycleset.

Circus Galop contains elements of boéhdance and a marchlthough labeledh
Quick March its principal themeasshownin Figure 5Q has astraightforwardoctave
melodywith thesimple rhythmsharacteastic of dancemusic The steadyeighth-note

accom@niment pattern captures its maiite quality.

07 Harvard Dictionary of Musicquoted inMurray, "lIrony and Satire 97.
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Figure 50 Nine BagatellesCircus Galop Measures b.
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