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RESONANCES I
Resonances I was commissioned by and dedicated to the Department of Music and the Center for the Creative Arts at Austin Peay State University in Clarksville,
Tennessee. Resonances 1 uses non-synchronous techniques to achieve its textures. It is not an aleatoric piece. It will sound the same with each performance.
The “Drama” factor will, however, change with each performing group.
Resonances I is structured in six “units.” Each unit contains boxed notation which presents the melodic/motivic material as well as the sustained harmonic
material. Each unit (except no. 6, which is in tempo) is divided into four parts (or very long “beats”), the length of which are controlled by the conductor. Boxes
are introduced on “beats” 1 through 4. Once a box has been introduced the player may repeat it any number of times and may incorporate any previously
introduced box in any order. Players should feel free to “interpret” the playing of each box through the use of tempo, accelerando, and ritardando, as well as
accents.
The performance goal of Resonances 1 is to create an interesting and increasingly exciting musical texture which begins slowly, very quietly, and distant
— and develops to a peak of enormous activity, intensity, and tension. This tension is resolved in the final unit.
PROFANATION – FROM SYMPHONY NO. 1, JEREMIAH
Leonard Bernstein was an erudite, passionate musician whose exceptional talents and expressive gifts earned him a special place in the hearts of New Yorkers.
He rose to instant national fame in 1943, at age 25, when he filled in for the suddenly ill Bruno Walter as conductor of a nationally televised New York Philharmonic
performance. He went on to become the Philharmonic’s music director until 1969, and remained a frequent guest conductor there until his death. With the
Philharmonic, he presented a series of 53 educational Young People’s Concerts which were broadcast on CBS, making him a familiar face around the nation.
He also composed music, crossing from academic classical music into Broadway musicals, including West Side Story, On the Town, and Candide.
“Profanation” is the second movement of Bernstein’s Symphony No. 1, titled Jeremiah. The Symphony is based on the biblical story of Jeremiah, a
prophet who warned his people of the coming destruction of Jerusalem, was mocked by them for it, and famously lamented it when it came to pass. Bernstein
wrote the Symphony in 1942 in order to enter it in a competition at the New England Conservatory. He did not win, but the piece went on to bring him great
success, earning him the New York Music Critics’ Circle award for best classical composition in 1944 and helping him reconcile with his father, to whom he later
dedicated the score. “Profanation” is the symphony’s scherzo. It dramatizes the savage mockery that Jeremiah experiences from the priests of the Temple of
Solomon when he warns them that their corrupt ways will bring about its destruction. It opens with a distorted version of a liturgical melody, which multiplies
into a chaotic pagan celebration. Jeremiah’s warning from the first movement (“Prophecy”) returns later, only to be drowned out by the chaos.
note by Andrew Pease
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OCTOBER, op. 131
Born in St. Petersburg in 1906 and educated at the Petrograd Conservatory, Dmitri Shostakovich was one of the most prominent composers of the 20th
century. As required under Communist rule, Shostakovich was a member of the Union of Soviet Composers and forced to adhere to the ideals of Socialist
Realism. All art, including literature, drama, painting, and music, needed to portray socialism in a positive light, and music was expected to be tonal, accessible,
and folk-inspired. Much of Shostakovich’s career was shaped by totalitarian oppression, which dictated the music he could produce. Though he had to comply
for his safety and his career, the regime’s restrictive rules elicited Shostakovich’s disapproval and constant fight against them.
The composer’s stormy symphonic poem, October, was written for the 50th anniversary of the Russian October Revolution. Nominally October
commemorates the Bolshevik overthrow of the Russian government, but upon careful listening Shostakovich reveals his disapproval of the event and his
doubts about Communism. The symphonic poem is full of tangible heroism, thick orchestral textures, and heart-racing climaxes, all of which were expected
and loved by Soviet audiences.
Unexpected, however, was the slow introduction opening the piece: a quote from his 10th Symphony, which was written as an emotional reflection of
Stalin’s tyranny and as a partial celebration of his death. Shostakovich further quotes his own works in the main Allegro of October, which closely resembles
the scherzos of his Fifth and Seventh Symphonies. Those symphonies were written respectively in response to his condemnation by the Communist Party, and
to Stalin’s campaign of political repression, known as the “Great Terror,” of the 1930s. The Allegro is also based on the song “To the Partisan,” used in the film
Volochaevskaya Days, which tells of individuals fighting for freedom against a repressive regime. Shostakovich’s use of self-quotation from politically critical
works in this piece appearing to celebrate the October Revolution is a credit to his skill as a composer and his dedication to freedom of expression despite the
restrictions of Soviet Realism.
note by Kate Huffman
REQUIEM
Requiem was commissioned by the consortium led by the Brooklyn Wind Symphony, Jeff W. Ball, Artistic Director, and premiered by them in New York City on
June 15, 2013.
Requiem is a single-movement fantasia written in response to an event of the Holocaust in World War II. It is not possible truly to grasp the deaths of
millions of people. We think that history is past, and nothing can change it. But the effects of such things as the Holocaust are still immediately with us; the
open wound has not been healed. It is my feeling that music can bring closure, and it is my hope that Requiem will serve in this capacity.
A Requiem is a Mass for the dead. This relatively brief instrumental piece with the title Requiem is not a Mass, but serves a parallel function – the need to
lay to rest old things in order to turn the mind and heart toward the new.
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I have an abiding interest in why humans go to war. I have recently read much about World War II, and was confronted once again with the awful fact of fifty
million needless deaths. Shostakovich thought of every one of his compositions as a tombstone, and wished that he could have written a separate memorial
piece for every person who died in war.
I do believe that we are in a major transitional time, and that this transition happens first in each of us. My Requiem is both for the unnamed dead of all
wars, and for each person making their own inner step, saying goodbye in order to say hello.
note by the composer
overture to THE ITALIAN GIRL IN ALGIERS
Rossini received the commission that led to L’Italiana at a very late date. In the spring season of 1813, the Teatro San Benedetto was scrambling for a replacement
work because Carlo Coccia failed to produce an opera he had promised. Rossini was asked to fill the void, and for expediency’s sake as well as in the hope of a
surefire success, he was given an existing libretto by Angelo Anelli. Anelli had written the text for Luigi Mosca, whose own L’Italiana in Algeri premiered to great
success at La Scala in Milan in 1808. The plot is based on the travails of a Milanese woman, Antonietta Frapolli Suini, who was, allegedly, abducted by Algerian
pirates and confined to a harem, but later returned to Italy.
L’Italiana in Algeri falls into a class of comedy in vogue at the end of the 18th century and the beginning of the 19th that celebrated and satirized the exotic
“other.” That “other” was frequently a “Turk,” most famously portrayed in Mozart’s delightful Die Entführung aus dem Serail. Rossini composed two “exotic”
comedies nearly back to back: L’Italiana in Algeri (1813) and Il Turco in Italia (1814), which reverses the “fish out of water” situation as a Turkish prince sets out
for Italy in search of his lover, resulting in a raft of episodes involving mismatched couples who are ultimately reunited.
One aspect of social upheaval in L’Italiana is that there are no heroes, only heroines: Isabella and Elvira. The real conflict, transposed to an exotic location,
is a battle of the sexes, which concludes with the reunion of both a man and wife and a pair of lovers. The action unfolds in a zany crescendo, with more than
a few role reversals along the way. The enslaved character is not a woman, but the young Italian Lindoro. His rescuer is his lover Isabella, who is shipwrecked
while searching for him and carried ashore to Mustafà’s palace. Her sidekick is not the usual female confidante, but the elderly, silly, and love-besotted Taddeo.
In some ways, L’Italiana could be seen as a rehearsal for Barbiere: Isabella is a prototypical Rosina, determined to succeed, just as Lindoro is the archetype for
Almaviva, something of a handsome, romantic dolt.
L’Italiana in Algeri unfolds breathlessly with Rossini’s characteristic rhythmic drive, idiosyncratic crescendos, sharply articulated text, and wicked ridicule
of all things serious. The Venetian audiences were so thrilled with the new opera that Rossini himself was taken aback by the clamor, allegedly remarking, “I
thought that after having heard my opera, the Venetians would treat me as a crazy man; they have showed themselves to be crazier than I am.
note by Helen M. Greenwald
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