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César Franck, like a number of other composers. has been periodicaily and poslhumously dragged inlo sonie poinl-
less squabble over his true nationality. During World War Il. the Germéan musicoiogist Wilhclm Mohr produced a
“lile and works" of Franck that could be more aptiy characterized as a “race, lite and works" as the main thesis ot'ihe
book seemed to be that Franck was not French, the secondary thesis being that he was German. Not all the ponder-
ous weight olI'Mohr’s genealogical tables and charts, however could undo Franck's birth on December 10.1822 in
the very Belgian city of Liége. On the other hand, Belgium didn’t exist until 1830. Perhaps it’s best to let the
Flemings and the Walloons sort it out some day, when they will no doubt proclaim him to be a post-Burgundian
composer in the tradition of Machaut, Dufay and Josquin des Prez, perhaps even using the Symphony in D Minor as
evidence.

Franck was a child prodigy who won the first prize for piano at the Liége Conservatory when he was oniy tweive.
Seven years later, he enrolled at the Paris Conservatory, where he studied piano with Fierre Zimmerman, organ with
Franfois Benoist and theory with A. A. Leborne. At the age of 36, he became organist of the brand-spanking-new
“Gothick” church of Sainte-Clotilde in Paris, a position he retained until his death, serving aiso as professor of organ
at the Paris Conservatory from 1872. The Symphony in D Minor was composed in 1886-88; it premiered on
February 17, 1889 in Paris to mixed reviews.

— Kenneth Langevin

Hurqualia

Italian composer G iacinto Scetsi (1905-1988) was one of the creativa geniuses of our time—one whose legacy
and artistry will continué to inspire, impress, and mystify appreciative listeners and critics well into the next
century.

Although 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, Count Giacinto Scelsi
d’Ayala Valva was courtly and engaging as a person, but with neurotic episodes that darkened long periods of his
life.

Scelsi was not a composer who Fit any previous historical model of the profession. He was independently wealthy,
and thus able to create without the need to satisfy any segment of the public, no matter how common or esoteric.
His social milieu was a strange assembly of wealthy friends in high society, Tibetan monks with whom he
meditated, and the most famous musicians, poets, and painters of his day, with whom he collaborated. Although a
description of ‘avant-garde’ would not be inaccurate, he had littie to do with and did not seek entry into any other
current of avant-garde music or art that was exploding in every direction from the intellectual and social adventure
of the 1960s. Above all, he was a visionary who knew that his message would at tlrst be comprehended by very
few and that many years would pass before even the connoisseur could assimilate his intent. But the time has
come, and the history of contemporary music will have to be rewritten, for the second half of this century is now
unthinkable without Scelsi.

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

Hiin/iialia {1960) was the lIrst of the Scelsi pieces for orchestra written al the height oi the composcr'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 ol'the piccc corresponds somcwhal 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.” Hiirgiialia (the h js silenl) revedis a shocking Sceisi: the
music is viuient, impuisive. loud. and t'ast.

The first movement is cenlered on the note ¢ 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 mano— by hand—
instead of wilh sticks. much in the manner of Indian tabla. The end is sudden, on a single druin stroke.

The second movement introduces tension 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 minor third (d-natural) and shrinking lo
a conflicting and unresolved c-sharp. A melodic element, with violent rhythmic accents, is slressed in the third
movement. The fourth movement begins (like the first) on e-flat, but the true pola emerges as b-flat. This
movement is the richest and most complex of the work. The drums are again used as tabla, and enormous groups
of clusters bring the piece lo a violent climax.

Naturally, such wildly different music demands 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; experimentation guides
progress; perfection is elusive. At 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-demandad-.in full measure; at the same
time the listening machanisms and‘parameters which musicians raly on innately to“play accurately and musically
are stretched to naw limits; in‘the and the musicians have to use and simultaneously~abandon the very skills that
are needad to play any music—and to maka that leap into the soundscapa that is Scelsi’s mind and music.

—Riccardo Schiilz

Ala et Lolli

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

The idea for Ala and Lolli can ba traced back to the anigmatic, omnipresent imprasario Sergei Diaghilev, who
originally wanted to prasant Prokofiev’s Second Piano Concerto as a ballet, but changed his mind and commis-
sionad the composer to write a new work on a “prehistoric” thame. Ala and Lolli was begun in 1914, with Sergei
Gorodetsky writing the scanario. Gorodetsky, who was a member of tha so-callad “Acmeists”, concocted fiamas
for tha pagan gods, such as Chuzhbog, Ala, Lolly and Vales. Ala was tha god of the creativa anargy of nature,
parsonified as a wooden idol; Chuzhbog worked on behalf of the destructiva anargy of evil; Lolly was a Scythian
warrior who attempts to rascua Ala from tha clutches of Chuzhbog, but is himsalf savad by the intervantion of
Velas, the god of tha sun.

Unfortunately, the project draggad on from the auiumn of 1914 on into tha winter of 1915. More unfortunately,
neither ona knew anything about writing a ballet, a irulh acknowledged by Diaghilev when he rejected ihe work

upon hearing it. Prokollev salvaged much of ihc material, recasling it in 1915 as the Scythian Suilc.

— Kenneth Lun”evin
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Upcoming Musical Events at Carnegie Mellon

Sunday, November 14 « Mellon Institute Auditorium « 2 pm
Carolyn Huebl’s Violin Studio Recital

Sunday, November 14 « Aiumni Concert Hall < 8 pm
Beethoven Cycle Concert
Second in a series of three concerts

Wednesday, November 17 <« Mellon Institute Auditorium <« 8 pm
Herman Arenas, trumpet
Graduate Recital

Friday, November 19 « Aiumni Concert Hall « 8 pm
Carnegie Mellon Chamber Singers and Orchestra

Saturday, November 20 « Mellon Institute Auditorium «."3 pm
Gretchen Thiemecke, harp
Sénior Recital

Saturday, November 20 « McConomy Auditorium < 4 pm
Carnegie Mellon Jazz Ensembles

Saturdayy, November 20 « Mellon Institute Auditorium < .5:30 pm
Jong-M.i Kim, piano
Artist Diploma Recital
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