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C ésar Franck, like a number o f other com posers. has been periodicaily and poslhumously dragged inlo sonie poinl- 
less squabble over his true nationality. D uring World War II. the Germán m usicoiogist W ilhclm M ohr produced a 
“ lile and works" o f Franck that could be more aptiy characterized as a “race, lite and works" as the main thesis o t'ihe 
book seemed to be that Franck was not French, the secondary thesis being that he was Germán. Not all the ponder- 
ous weight o l'M ohr’s genealogical tables and charts, however could undo Franck 's birth on D ecem ber 10.1822 in 
the very Belgian city o f Liége. On the other hand, Belgium d idn’t exist until 1830. Perhaps it’s best to let the 
Flem ings and the Walloons sort it out som e day, when they will no doubt proclaim him to be a post-Burgundian 
com poser in the tradition of M achaut, Dufay and Josquin des Prez, perhaps even using the Symphony in D M inor as 
evidence.

Franck was a child prodigy who won the first prize for piano at the Liége C onservatory when he was oniy tweive. 
Seven years later, he enrolled at the Paris Conservatory, where he studied piano with Fierre Z im m erm an, organ with 
F ranfo is Benoist and theory with A. A. Leborne. At the age o f 36, he becam e organist o f the brand-spanking-new  
“G othick” church of Sainte-C lotilde in Paris, a position he retained until his death, serving aiso as professor o f  organ 
at the Paris Conservatory from 1872. The Symphony in D M inor was com posed in 1886-88; it prem iered on 
February 17, 1889 in Paris to m ixed reviews.

— Kenneth Langevin

Hurqualia

Italian com poser G i a c in t o  S c e l s i  (1905-1988) was one o f the creativa geniuses of our tim e— one whose legacy 
and artistry will continué to inspire, im press, and mystify appreciative listeners and critics well into the next 
century.

A lthough Scelsi died fairly recently, littie is known about his lite. He forbade anyone to photograph him, and 
purposely and routinely changed or concealed details about his personal and public life even from those with 
whom he had daily contact. Born in La Spezia (Liguria) to an ancient aristocratic family, C ount G iacinto Scelsi 
d ’Ayala Valva was courtly and engaging as a person, but with neurotic episodes that darkened long periods o f his 
life.

Scelsi was not a com poser who Fit any previous historical model o f the profession. He was independently wealthy, 
and thus able to create w ithout the need to satisfy any segm ent o f the public, no m atter how com m on or esoteric. 
His social milieu was a strange assem bly of w ealthy friends in high society, Tibetan monks with whom he 
meditated, and the most famous musicians, poets, and painters o f his day, with whom he collaborated. A lthough a 
description o f ‘avant-garde’ w ould not be inaccurate, he had littie to do with and did not seek entry into any other 
current o f  avant-garde music or art that was exploding in every direction from the intellectual and social adventure 
o f  the 1960s. Above all, he was a visionary who knew that his m essage w ould at tlrst be com prehended by very
few and that many years would pass before even the connoisseur could assim ilate his intent. But the tim e has
com e, and the history of contem porary music will have to be rewritten, for the second half o f this century is now
unthinkable without Scelsi.

One characteristic of Scelsi’s music is his use o f quarter tones. These m icro-intervals color and shape the intent o f 
the sound. revolving around a pulsating sphere who.se center. in Scelsi's  own words, was always his destination. In 
aural and spiritual dim ensions, there are clear parallels with oriental music. especially Tibetan chant.

Hiin/iialia { 1960) was the llrst o f the Scelsi pieces for orchestra written al the height oí the com poscr's iiialurity. 
As with Hxntnas (1963) Scelsi obses.ses on a single note— in this case a dilTerent note for each of the four



movcments. The overall imprcssion o l'the  piccc corresponds som cwhal lo ihe iraditional nolion of symphonic 
construction. Scelsi's subtitie, which ¡s not likely lo find contradiction wilh anyonc who venuircs wiihin 
listcning dislance ol' the work. is “A DilTerenl Rcalni.” Hiirqiialia (the h ¡s silenl) reveáis a shocking Sceisi: tbe 
music is viüient, im puisive. loud. and t'ast.

The first m ovem ent ¡s cenlered on the note c wilh gradual extensions lo ihe dislance of a minor third, or, 
occasionally, a tritone. The percussion lakes an active part, and the drums are struck con la m ano— by hand—  
instead o f wilh sticks. much in the m anner o f Indian tabla. The end is sudden, on a single druin stroke.

The second m ovem ent introduces tensión of another sort, wiihin a self-contained slruclure and under a surface of 
quiet expression. The central focus is on b-natural, wilh branches up lo a m inor third (d-natural) and shrinking lo 
a conflicting and unresolved c-sharp. A melodic elem ent, with violent rhythmic accents, is slressed in the third 
movem ent. The fourth m ovem ent begins (like the first) on e-flat, but the true pola em erges as b-flat. This 
movem ent is the richest and most complex o f the work. The drum s are again used as tabla, and enorm ous groups 
o f  clusters bring the piece lo a violent climax.

Naturally, such wildly different music dem ands a new approach in learning and playing for both the conductor 
and the musicians. There is no precedent for learning or teaching Scelsi’s music; experim entation guides 
progress; perfection is elusive. A t the very least, every technical and musical skill in terms of color and intona- 
tion that the musicians have achieved in their conservatory training is dem andad in full measure; at the same 
tim e the listening machanism s and param eters which musicians raly on innately to play accurately and musically 
are stretched to naw limits; in the and the musicians have to use and sim ultaneously abandon the very skills that 
are needad to play any m usic— and to maka that leap into the soundscapa that is Scelsi’s mind and music.

— Riccardo Schiilz

Ala et Lolli

Stravinsky’s Rite o f  Spring  and Prokofiav’s Ala and Lolli both are redolant o f the good oíd pre-war fin-de-siécle 
days back when peopla still knew how to build a nice solid piece o f  barbarie futurism that would last. As tha writer 
K. Chukovsky describad it, “ poats wore them selvas out trying to roar like wild animals. Tha craza for the savage,
tha primitiva and the beast o f the forest became the outstanding feature o f the apoch.” If politics makes strange
badfallow s, history has made even stranger ones, with both tha Fauvists and the Futurists pursuing tha same agenda
until W orld War I, w ould prova them both right.

The idea for Ala and Lolli can ba traced back to the anigm atic, om nipresent im prasario Sergei Diaghilev, who 
originally wanted to prasant Prokofiev’s Second Piano Concerto  as a ballet, but changed his mind and com m is- 
sionad the com poser to write a new work on a “prehistoric” thame. A la and Lolli was begun in 1914, with Sergei 
Gorodetsky writing the scanario. Gorodetsky, who was a m em ber o f tha so-callad “A cm eists” , concocted ñamas 
for tha pagan gods, such as Chuzhbog, Ala, Lolly and Vales. A la was tha god of the creativa anargy of nature, 
parsonified as a wooden idol; Chuzhbog worked on behalf o f the destructiva anargy o f evil; Lolly was a Scythian 
w arrior who attempts to rascua Ala from tha clutches o f Chuzhbog, but is him salf savad by the intervantion of 
Velas, the god of tha sun.

Unfortunately, the project draggad on from the auiumn o f 1914 on into tha w inter o f 1915. More unfortunately, 
neither ona knew anything about w riting a ballet, a irulh acknow ledged by Diaghilev when he rejected ihe work 
upon hearing it. Prokollev salvaged much o f ihc material, recasling it in 1915 as the Scythian Suilc.

— Kenneth Lun^evin
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Upcoming Musical Events at Carnegie Mellon
Sunday, N o v em b er 14 • M ellon Institute A udito rium  • 2 pm 

C aro lyn  H ueb l’s V iolin Studio Recital

Sunday, N o v em b er 14 • A ium ni C oncert Hall • 8 pm 
B eethoven  C ycle C oncert 

S econd  in a series o f  three concerts

W ednesday, N o v em b er 17 • M ellon Institute A udito rium  • 8 pm 
H erm án A renas, trum pet 

G radúate  Recital

Friday, N o v em b er 19 • A ium ni C oncert Hall • 8 pm 
C arneg ie M ellon  C ham ber S ingers and O rchestra

Saturday, N o v em b er 20 • M ellon Institute A uditorium  • 3 pm 
G retchen  Thiem ecke, harp 

S én ior Recital

Saturday, N o v em b er 20 • M cC onom y A udito rium  • 4  pm 
C arneg ie  M ellon Jazz E nsem bles

Saturday, N o v em b er 20 • M ellon Institute A uditorium  • 5:30 pm 
Jong  M i Kim, p iano 

A rtist D iplom a Recital

Concert Line • 268-2383
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the Civil R ights A ct o f 1964, T itle IX o f the E ducational A m endm ents o f 1972 and Section  504 o f  the R ehabilitation A ct o f 1973 o r o ther 
federal, State, o r local laws o r executive orders.

In addition, C arnegie M ellon U niversity does not d iscrim ínate  in adm ission, em ploym ent or adm inistra tion  o f  its program s on the basis 
o f  religión, creed ancestry, belief, age, veteran status, sexual orien tation  or in violation o f federal, State, o r local laws o r executive  orders.
How ever, in the judgem en t o f the C arnegie M ellon H um an Relations C om m ission, the D epartm ent o f  D efense policy of, “D o n 't ask,
d o n 't  tell, d o n 't pursue,” exeludes openly gay lesbian and bisexual students from  receiv ing  RO TC  scholarsh ips o r serv ing  in the military.
N evertheless, all RO TC classes at C arnegie M ellon U niversity are available to all students.

Inqu ines concem ing  application o f these statem ents should be directed to the Provost, C arnegie  M ellon U niversity, .“iOíX) Forbes Avenue, 
Pittsburgh. PA 1.S213, telephone (412) 268-6684 o r the Vice President for Enrollm ent, C arnegie M ellon University. 50(K) Forbes Avenue, 
Pitt.sburgh, PA l.‘i213, te lephone (412) 268-20.56.

Obtain general inform ation about C arnegie M ellon U niversity  by calling (412) 269-2()0()




