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selected works by 

SIR MICHAEL TIPPETT 

Sunday, October 29, 1989 
8:00p.m. in Hamman Hall 

RICE UNIVERSITY 



PROGRAM 

Praeludiumfor brass, bells and percussion ( 1962) Sir Michael Tippett 
(h. 1905) 

Shepherd School Brass and Percussion Ensemble 

The Heart's Assurance ( 1950-51) 
(Poems by Sidney Keyes and Alun Lewis) 

Song: 011 Joume.vman, 011 Journeyman 
The 1/eart's Assurance 
Compassion 
The Dancer 
Remember Your Lovers 

Lynn Griebling, soprano 
Thomas Jaber, piano 

Sollllltl No.I for pltuuJ (1936-37; rev./942 and /954) 
Allegro 
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SHEPHERD SCHOOL BRASS AND PERCUSSION ENSEMBLE 
David Waters, conductor 

Hom Piccolo Trumpet Trombone II Percussion 
Martha Thompson Tim Shaffer Brent Phillips J. Riely Francis 
Thomas Jiist/ein 

Trumpet I Trombone Ill 
Sharon Hickox 

Libby Zwicky David Murray 

John Stampfel 
Diww 1/i/hert Virginia Thomas 

Christopher Rose 

Ste\•e Bu/litt Trumpet II Tuba I Tom Winckler 

Dm•id Jones Mary Thornton Eric Fritz 

Trombone I Tuba II 
Vince Yanovitch Danny Urban 

SHEPHERD SINGERS 
Thomas .Jahe1~ conductor 

Soprano Mezzo-Soprano Tenor Rass-Baritone 

Kristen Baker Paula Blackmon Francisco Almanza Robert Ames 

Katie Fleming Diana Burson Tony De L(l Fuente Anglo· Bell 

/leather Can: Deanna Cooke Kevin Moody William Bums 

Gina G(~ff Kandi Wile_v Michael Nicholson John Krueger 

Susanna LeBaron 
Counter-Tenor 

Dixon Printz Kent Reep 

Dawn Sheridan Mark Swindler Deric Rosenh/att 
Jeffrey Nytch Dm·id Tavlor 

PROGRAM NOTES 

Praeludiumfor brass, bells and percussion --Note hy Meirion Bowen <D 

The Prae/udium is amon~st the few works which Tippett has written for a .~pecijic 
occasion. in this case. a B.B.C. Symphony Orchestra concert in November 1962. 
celebrating the fortieth annil·t•r.wry of the B.B.C. It originated as a fanfare, hut the 
composer found that less interesting than the fact it would imroduce three major 
twcmieth celltW)' pieces--one of them Strm•insky's l..e Sacre du.Printemps -all 
calling for a large complemem of hrass and percussion. lienee the scoring of the 
Praeludium- six horns, and two tuhas; J tromhoncs; 3 trumpets (one of them a 
small high D trumpet). offerin~ collfrasts of lyricism, rhetoric and brilliance. to 
which the hells and percussion can he regarded as adjuncts. 

The work comes from the period in Tippett's de\·e/opmellf which was dominated 
/Jy his opera King Priam. Se\·cra/ other works. including the Piano Sonata No.2 
and Concerto for Orchestra, use motifs from the opera, os well as emu/at in~ its 



mosaic methods of presentation. The Pnuludium extends outside the theatre the 
fanfare element in the opera, and in its own way, is a miniature concerto for 
orchestra. In the slow (Maestoso) opening, brass. bells and percussion are heard 
together, but as the horns' part becomes elaborate, the trumpets detach themselves 
as a solo group, the trombones maintaining a more stately presence. Horns and 
tubas begin u cantabile section until the trumpet fanfares disrupt it, castanets and 
other percussion assisting them. In a format that consists simply of a thematic 
statement, restatement (in varied forms), and coda, the listener's ear is guided 
through a series of interacting "blocks of colour"; and after a climax is drawn from 
the lyrical music, the bells (to quote the composer) "lead the ear toward an imagined 
distance". 

The Heart's Assurance --Note by Sir Michael Tippett© 
In MemO/)' of France sea Allinson ( /902-1945) 

The Heart's Assurance was always intended to be u true song-cycle, not a 
cantata like Boyhood's End, a cycle of strophic poetry settings (the poet's voice 
describing rather than an'/' talking) bound together by some central concern. But 
the origin of the cycle was much more emotional.less technical. than for the earlier 
cantata. In 1945 a beloved woman friend took her life; an event I felt was partially 
induced by the war. I was for awhile shattered and (guiltily?) embittered. When the 
person_al wound began to heal, and, more importantly, as the \'ery real wounds of 
the war healed, I felt at lust able to use the verses of two young poets who were killed 
in that involvement, to compose a memorial cycle. 

I began the piece in 1950. urged on by Peter Pears who commissioned it, in the 
middle of the first Act of The Midsummer Marriage. I completed the two songs. I 
think. A serious illness forced me to postpone the other three until/ had finished the 
opera Act in 1951. I felt by then the personal emotion had been sufficiently 
transmuted into the general. 1 even considered a generalized sub-title: Love Under 
the Shadow of Death. The sub-title (unprinted) is of course the central concern 
uniting the songs into a cycle. 

Sonata No.1 for piano --Note by Sir Michael Tippett ( 1967) © 

I am glad to be writing u sleeve note about my Piano Sonata No. 1 as it was the 
first work I felt willing to publish. It was first peiformed in November 1937 and 
published- if that is the right word- some few years later in the form of a 
recording by Phyllis Sellick, marketed through a go-ahead record shop. Though by 
a completely unknown composer-as 1 then was-the work got laudatory notices 
from some distinguished critics and thus some sort of recognition began. So I hold 
the Sonata in considerable affection although, or perhaps because, the work is a 
young man's piece and the style harmonically direct. 

It is a young man's work, I think, in its lyrical freshness. Though the music is 
percussive enough to make us fully aware of the fingers Oil the keyboard and the 
hammers at the strillgs (something/ felt I had learned especially from Scarlatti), the 
lyricism of the melodic line is really the strongest element. 
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Thirty years ago I was so conscious of classical sonata models that I first called 
the piece a Fantasy Sonata, chiefly because the only strict classical sonata form 
appeared in the third of the four movements,the Scherzd. I did not wish to deceive 
anyone! Later/ realized just how great was the formal upheaval in all contempo
rary music, so that the terms sonata and symphony have really returned to their 
primitive and generic sense of instrumental music sounding and creating its own 
form as it proceeds. Thus we can call any solo instrumental piece a sonata without 
misgi,•ing, or gi,•e it some other personally chosen title, as we prefer. 

Sontlla No.I starts with a set of variations on an original theme in 514time. Each 
main bar of the theme is really a 314 plus a 214. The theme itself is in two sections, 
a shorter and a longer, each repeated. Most of the variations retain this division of 
each main bar under the disguises of different speeds and rhythms. Only the last 
variation before the theme's return dispenses with the repetition of the sections 
(though often varied in the repeat) by passing over into a display of virtuosity 
analogous to the cadenza of a solo concerto. The style of the last variation has a 
direct reference to Javanese game/an gong music which I heard for the first time 
then, on disc. 

The slow movement is a tiny rondo. The rondo music is a setting of the Scottish 
folk tune Ca the Yowes tile the knowes. I was struck,/ remember, by its classic shape 
and simplicity. The two sections between the three statements of the rl»ndo are in 
two-part imitatil•e counterpoint. . 

The Scher:o is the tightest knot of the four mo\'ements and is in classical sonata 
form with a tough octave opening subject and a gentle wayward melodic fragment 
to contrast with it. My intention was to make this movement the pivotal point of 
greatest intensity to the whole piece. 

The last movement is also a rondo, with a slightly jazzy theme. This is not true 
ja:: at all but only a flavour due to my great interest in it at that time. If/ were doing 
the same sort of thing now I would probably use a blues, but thirty years ago the 
classical influence was too strong for that. On the other hand this classical 
preoccupation gi,•es some sort of unity to the dil•erse elements: rhythmic variety, 
game/an gongs,folktune, two-part invention,jazz, etc.- all the influences a young 
man collects during the making of his personal style. The Sonata already bore this 
personal style unmistakably. So it was a fitting start to the works that were to follow. 

Three Negro Spirituals -- Note by Sir Michael Tippett© 

My German publishers, B. Schott's Sohne, Mainz, asked me to arrange the five 
Spirituals from A Child of Our Time into a version for unaccompanied chorus. I 
was not \'ery keen on the idea initially. but eventually agreed ( 1958). It was some 
time before I heard the complete set in performance. /then realized that the sound 
of these songs when sung is quite different from their original settings in the 
oratorio . 

They became, as it were, the huge voice of a crowd of folk singing together. They 
need not, indeed should not, be referred back to their strict function within A Child 
ofOurTime. 



BIOGRAPHY 

MICHAEL TIPPETT was horn in London on January 2. 1905, hut his child
hood was dil·ided between Suffolk, the South of France, and Italy. He was taught 
to play the piano as a child and realized vet}' early on that he wished to become a 
composer. He did not come illfo contact with most classical repertoire until he 
entered the Royal College of Music in 1923, where he studied composition and 
conductin[:. Tippett left the Royal College of Music in 1928 and for some years 
tau[:ht French and music at a pri\•ate school. Dissatisfied with his compositions. he 
withdrew them from publication and in 1930 returned to the Royal College of Music 
to take up primte lessons with R. 0. Morris. 

Hisfirst published works. the First String Quartet (1935, revised 1944) and 
Piano Sonata No.1 ( 1936-37). show evidence of the skill in coumerpoint which he 
had de\·eloped during this period of intensi\·e study. The years immediately before 
the Second World War gm·e direction and momentum to his professional and social 
belief\·. The r£'.wlt was the oratorio A Child Of Our Time. which proved his ability 
to idemify with and articulate fi·t'lings in the public world as eloquently as more 
personal impirations. 

In 1940 he was appoimed director at Morley College, London, a post he held 
until 1951. Meanwhile. in 1943 he sen.·ed a three month prison sentence at 
Wormwood Scrubs prison for failing to comply with the conditions of registration 
as a consciemious objector (i.e. tnundertake non-combatallf military duties. etc.). 
He has remained associated eV£'r since with the cause of pacifism, including 
Honorary Pn'sident of the Campaign for Nuclear Disarmamem (at Bath). 

Aft a the Second World War. Tippett turned 10 more personal projects. The First 
Symphony was completed in 1945. and the next six years were devoted to his first 
opera, The Midsummer Marriage . lie has continued to compose prolifically e\'er 
since. /lis ow put includes four more operas (the latest. New Year. receil·ed its 
world premiere with Houston Grand Opera, Friday. October 27). three more piano 
sonatas, three more quartets (with a newly commissioned Jijth),four symphonies, 
a piano concerto. his largest and most ambitious work-- The Mask ofTime ( 1980-
82 ). the Triple Concerto (1978-79 ). and smaller \'Ocal and instrumental works. 

Tippett was knighted in 1966 and became a Companion of Honour in 1979. In 
1983 he was awarded the Order of Merit by Her Majesty Qm'NI Eli:abeth. He has 
reaived honorary doctorates from many British. American, and European uni\•er
sities. /lis honors ahroad indude membership oft he Akademie der Kunste in Berlin 
and the American Academy of Arts and Letters. In 1976 he was awarded the gold 
medal of the Royal Philharmonic Society and in 1984 the Prix de Composition 
Musicale of the Fondation Prince Pierre de Monaco. 

Sir Michael Tippett colllinues to combine an illtensil•e schedule of composition 
with extensil•e trm·el worldwide. His 85th birthday celebrations will find him in San 
Francisco, Pittsburgh, and Cincinnati in early 1990 before he tra\·els to Australia 
for an extended tour. In 1991 he will return to the U.S. to att£'nd the world premiere 
in Nt'W York of Byzantium (for orchestra and soprano solo),featuring Sir Georg 
Solti and the Chicago Symphony Orchestra, co-commissioners with Carnegie Hall, 
as part. of Carnegie Hall's cent£'/llll')' celebrations. 
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TEXT 

The Heart's Assurance. . . . . . . . . . . . Sir Michael Tippett 

Song: Oh Journeyman, Oh Journeyman 
by Alun Lewis (1915-1944) 

Oh journeyman. Oh journeyman. 
Before this endless belt began 
Its cruel revolutions, you and she 
Naked in Eden shook the apple tree. 

Oh soldier lad, Oh soldier lad, 
Before the soul of things turned bad, 
She offered you so modestly 
A shining apple from the tree. 

Oh lonely wife, Oh lonely wife, 
Before your lover left this life 
He took you in his gentle arms. 
How trivial then were Life's alarms. 

And though Death taps down every street 
Familiar as the postman on his beat, 
Remember this, Remember this 
That Life has trembled in a kiss 
From Genesis to Genesis, 

And what's transfigured will live on 
Long after Death has come and gone. 

The Heart's Assurance 
by Sidney Keyes (1922-1943) 

0 never trust the heart's assurance
Trust only heart's fear: 
And what I'm saying is, Go back, 
my lovely-

Though you will never hear. 

0 never trust your pride of movement
Trust only pride's distress: 
The only holy limbs are the broken fmgers 
Still raised to praise and bless. 

For the careless heart is bound with chains 
And terribly cast down: 
The beast of pride is hunted out 
And baited through the town. 

Compassion 
by Alun Lewis 

She in the hurling night 
With lucid simple hands 
Stroked away his fright 
Loosed his bloodsoaked bands 

And seriously aware 
Of the terror she caressed 
Drew his matted hair 
Gladly to her breast. 

And he who babbled Death 
Shivered and grew still 
In the meadows of her breath 
Restoring his dark will. 

Nor did she ever stir 
In the storm's calm centre 
To feel the tail, hooves, fur 
Of the god-faced centaur. 



The Dancer 

by Alun Lewis 

He's in his grave and on his head 
1 dance.' the lovely dancer said, 
'My feet like f~reflies illume 
The choking blackness of his tomb.' 

'Had he not died we would have wed, 
And still fd dance,' the dancer said, 
'To keep the creeping sterile doom 
Out of the darkness of my womb.' 

'Our love was always tinged with dread 
Of death,' the lovely dancer said, 
'And so I danced for his delight 
And scorched the blackened core 
of night 

With passion bright.' the dancer said 

'And now I dance to earn my bread.' 

Remember Your wvers 

by Sidney Keyes 

Young men walking the open streets 
Of death's republic, remember your lovers. 

When you foresaw with vision prescient 
The planet pain rising across your sky 
We fused your sight in our soft burning beauty: 
We laid you down in meadows drunk with 
cowslips 

And let you in the ways of our bright city. 
Young men who wander death's vague 
meadows, 

Remember your lovers who gave you more 
than flowers. 

When truth came prying like a surgeon's knife 
Among the delicate movements of your brain 
We called your spirit from its narrow den 
And kissed your courage back to meet 
the blade-

Our anaesthetic beauty saved you then. 
Young men whose sickness death has cured 
at last, 

Remember your lovers and covet their disease. 

When you woke grave-chilled at midnight 
To pace the pavement of your bitter dream 
We brought you back to bed and brought you 
home 

From the dark antechamber of desire 
Into our lust as warm as candle-flame. 
Young men who lie in the carven beds of death, 
Remember your lovers who gave you more 

than dreams. 

From the sun sheltering your careless head 
Or from the painted devil your quick eye, 
We led you out of terror tenderly 
And fooled you into peace with our soft words 
And gave you all we had and let you die. 
Young men drunk with death's unquenchable 

wisdom, 
Remember your lovers who gave you more 

than love. 
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ABOUT THE PERFORMERS 

DAVID WATERS, a native of Houston, earned degrees from the 
University of Houston and the University ofTexas. He was First Trombon
ist of the Austin Symphony for two seasons (1962-64). He then played in 
the National Orchestral Association while studying in New York and teach
ing in New Jersey. In 1966 he became the Bass Trombonist of the Houston 
Symphony. Mr. Waters has a wide background in all styles of music, 
including jazz bands, show music, chamber music, and contemporary 
music. He is also the tenor tubist in the Houston Symphony, and he was 
featured as the euphoniumist in the New Sousa Band during its 1988 tour. 
He continues to perform as a soloist and in brass clinics in the Houston areas. 

Mr. Waters is ArtistTeacherofTrombone and Chairman of the Depart
ment of Brass and Percussion at The Shepherd School of Music. 

LYNN GRIEB LING, a native of Kenosha, Wisconsin, received her 
Bachelor of Music degree in piano from St. Olaf College and her Master of 
Music degree in voice from the University of Wisconsin. She spent the next 
few years as both artist and teacher, performing in concerts with Robert 
Shaw and the Cleveland and Minnesota Orchestras. 

Her career then took her to England, where her concerts for the B.B.C., 
the London Bach Festival, Les Musiciens du Roi, and other groups have 
been acclaimed by both the press and public. Her programs have encom
passed much contemporary music and art songs in many languages. 

Lynn Griebling now makes her home in Houston. She has appeared with 
the Houston Symphony, the Houston Ballet, the Texas Chamber Orchestra, 
and with Houston Grand Opera, in addition to concerts and recitals around 
the country. She has been on the faculties of Carleton College, California 
State University (Los Angeles), Morley College (London), and is currently 
Artist Teacher of Voice at The Shepherd School of Music. 

THOMAS JABER is Director of Choral Activities and Assistant Pro
fessor of Vocal Coaching at The Shepherd School of Music. In addition to 
the responsibilities of coaching graduate students and seniors, Mr. Jaber 

... conducts two choral groups at the Shepherd School, the Rice Chorale and 
the Shepherd Singers. Before his recent move to Houston, Mr. Jaber was 
Music Director of the Opera Theatre of Temple University for two seasons. 
He has earned degrees in piano from Arkansas State University and Indiana 
University, and was granted the Performer's Certificate in Accompanying 
from the Curtis Institute of Music, where he was a member of the faculty 
from 1976 to 1988. Mr. Jaber was also a vocal coach and conductor at the 



Academy of Vocal Arts in Vocal Arts from 1977 to 1986. He was chosen 
as vocal coach for the Opera Company of Philadelphia/Luciano Pavarotti 
International Competition and also served as assistant chorus master for the 
Opera Company of Philadelphia. In addition to Children's Opera Outreach 
programs, Mr. Jaber has appeared in recital with many of the Philadelphia 
area's fmest performers. As a keyboard artist, he was the continuo organist 
in recording three cantatas of J. S. Bach with Helmuth Rilling, performed 
solo organ recitals in the Middle East and with the Concerto Soloists 
Chamber Ensemble ofPhiladelphia, and for ten seasons was head of the Ac
companying staff at the Fred Waring Summer Music Workshops. From 
1978 to 1988, Mr. Jaber was the Organist and Choirmaster of the First Pres
byterian Church in Philadelphia. 

Combining a flair for the standard repertoire and a passion for the 
contemporary, JOHN HENDRICKSON exemplifies the best of the new 
breed of young American pianists performing today. Equally active as a 
recitalist, soloist, and chamber musician, Mr. Hendrickson has presented 
premiere performances of works by such composers as Lutoslawski, 
Messiaen, Ross Lee Finney, Paul Cooper, and Ellsworth Milburn, among 
others. 

In 1984, Mr. Hendrickson was a major prize winner of the Interna
tional Leschetizky Competition in New York City. In addition, he received 
several scholarships to the Aspen Music Festival and to the Music Academy 
of the West where he was honored with the Executive Director's Award. In 
1988, the National Endowment for the Arts awarded Mr. Hendrickson a 
Solo Recitalists Grant in which he recorded recital repertoire including the 
24 Etudes of Chopin .. 

In May 1989 he gave his New YolK debut at Merkin Concert Hall. He 
has performed with most of the state's major ensembles including the 
Houston Symphony Orchestra and the Texas Chamber Orchestra. He is 
presently a member of the Pierrot Plus Ensemble, the contemporary music 
ensemble at The Shepherd School of Music. 

A native of Texas, John Hendrickson is an honor graduate of Rice 
University having studied with Mary Norris and Bill Chaisson at the 
Shepherd School. 
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