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NEW MUSIC AT RICE 

' 
presents music of 

RICCARDO MALIPIERO 

LUCIANO BERIO 

PIERRE BOULEZ 

and 
' EDGARD VARESE 

Sunday, February 6, 1994 

8:00p.m. 

Stude Concert Hall 

RICE UNIVERSITY 
sfkte~rd 
SchOol 
Of Music 



PROGRAM 

Sette Variazioni su "Les Roses" 
di Rainer Maria Rilke (19 51) 

Une rose seule, c'est toutes les roses 
Rose, toute ardente et pourtant claire 

Riccardo Malipiero 
(b.1914) 

Rose, venue tres tard, que les nuits ameres arretent 
Contre qui, rose 
Seule, 6 abondante fleur 
Je te vois, rose, livre entrebaille 
Tour ce qui nous emeut, tu le partages 

Rebecca Karpoff, soprano 
Rodney Waters, piano 

Cinque Variazioni (1952) 

Brian Connelly, piano 

Improvisation sur Mallarme II: 
Une dentelle s'abolit (1958) 

(for soprano and nine instruments) 

INTERMISSION 

Hyperprism (1923) 
(for small orchestra and percussion) 

Piano Sonata No. 1 (1946) 

I. Lent 

Brian Connelly, piano 

Offrandes ( 19 22) 
(for soprano and chamber orchestra) 

Chanson de La-haut (Vincente Huidobro) 
La Croix du Sud (Jose Juan Tab/ada) 

Luciano Berio 
(b.1925) 

Pierre Boulez 
(b.1925) 

Edgard Varese 
(1883-1965) 

Pierre Boulez 

Edgard Varese 
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PERSONNEL 

" ~ Boulez- Improvisation sur Mallarme II: Une dentelle s'abolit 
,. J 

-Y 

Rebecca Karpoff, soprano 1 

Rodney Waters, piano 2 

Thomas Jaber, celeste 2 

Paula Page, harp 2
•
3 

Richard Brown, vibraphone 2 

Varese - Hyperprism 

Lisa Waters,j7ute 
David Peck, E-jlat clarinet 2•

3 

Michael Mayhew, horn 
Stephen Foster, horn 
George Warnock, horn 

Brian Del Signore, chimes 1
•3 

Douglas Cardwell, percussion 
Paul Cox, percussion 
Joanna Nelson, percussion 
Erich Loftis, percussion 
Michael Hammond, conductor 2 

David Workman, trumpet 
George Chase, trumpet 
David Waters, trombone 2

•
3 

Wade Demmert, trombone 
Michael Hammond, conductor 2 

PERCUSSION 

Richard Brown 2 

Douglas Cardwell 
Paul Cox 
Nathan Davis 

Brian Del Signore 1
•
3 Frank Ronneburg 

Gabriela Frank Michael Sharkey 
Erich Loftis Joel Stein 
Joanna Nelson 

~ Varese - Offrandes 

J 
\ 
.4. 

IJ -" 

Lisa Waters, piccolo 
Aralee Dorough, j7ute 2

•
3 

Robert Atherholt, oboe 2
•
3 

David Peck, clarinet 2•
3 

Benjamin Kamins, bassoon 2
•
3 

Michael Mayhew, horn 
David Workman, trumpet 
David Waters, trombone 2

•3 

Paula Page, harp 2
•
3 

Sergiu Luca, violin I 2 

Eric Hafen, violin II 1•3 

Wayne Brooks, viola 2
•
3 

Christopher French, cello 1
•
3 

Robert Rohwer, double bass 
Rebecca Karpoff, soprano 1 

Michael Hammond, conductor 2 

PERCUSSION 

Richard Brown 2 

Douglas Cardwell 
Nathan Davis 

1 Guest artist. 

Brian Del Signore 1
•
3 Frank Ronneburg 

Erich Loftis Michael Sharkey 
Joanna Nelson 

2 Member of the Shepherd School faculty or staff 
3 Member of the Houston Symphony. 



PROGRAM NOTES 

Sette Variazioni su "Les Roses" di Rainer Maria Rilke Riccardo Malipiero 

Riccardo Malipiero (b.1914), son of the cellist Riccardo Malipiero and nephew of the 
composer Gian-Francesco Malipiero, studied with his uncle at the Venice Conservatory be
tween 19 3 7 and 19 3 9 after pursuing studies in piano and composition at the conservatories 
of Milan and Turin. Gian-Francesco Malipiero (1882-1973), a prolific composer, was equally 
important as a musicologist and editor; his edition of Monteverdi's complete works (1926-42) 
is perhaps his greatest single achievement. Unlike his U(lcle, whose neoclassical language 
approached serialism only in the 1950s, Riccardo Malipiero was always drawn to atonality. 
By 1946 he had begun to employ the twelve-tone method in his music; in 1949 he helped to 
organize the first Congress of Dodecaphonic Music in Milan. The Sette Variazioni su "Les 
Roses" di Rainer Maria Rilke, a twelve-tone work for voice and piano, dates from 1951. 
Malipiero set the French poems, by the multilingual Austrian poet Rilke (1875-1926), in a 
simple declamatory style; the piano provides brief interludes and sparsely textured accom
paniments to the text's seven addresses to a rose. ... 

• 
Cinque Variazioni . . Luciano Berio ~ 

"Today, a musical work is no longer an abstract continuum," wrote Luciano Rerio, "but 
,... ~ 

the discovery of an order in the flood of sound with which the world we live in confronts us." -., 
Luciano Rerio (b. 19 25) is one of the leading composers of the post- World War II generation, 
and he has been active in nearly all major trends of the avant garde. His early works, however, 
offer a more traditional mix of lyricism and chromaticism. Cinque Variazioni, composed dur-
ing 1952 and 1953 but revised in 1966, is dedicated to Luigi Dallapiccola (1904-1975). It ~"' L 

consists of five variations and a coda. Presumably, since no theme introduces the work, its '-~ 

theme is the twelve-tone row on which the work is based. The variations are played without "' 
pause and each is of a different character. The fifth is the longest,· there is a general increase 

~
in rhythmic activity from the slow opening of the work to the fast tempo of the fourth varia-
tion. The fifth returns to the slow tempo of the beginning and gradually builds to a climax; the 

11 
coda brings the work to a quiet conclusion. In the unrevised score, the motive (D-flat- C- A) 

\4 I 
that begins Variation Vis fitted with the words "Fra-tel-lo" (i.e., brother), in dual reference ,_ 
to Berio's friendship with Dallapiccola and to the dominant motive of Dallapiccola's then
most-recent opera, II prigioniero (1949). Although heavily ornamented in the revised version, 
this motive is still clearly audible. 

Improvisation sur Mallarme II: Pierre Boulez 

Une dentelle s'abolit 

"What we must do from now on, following the examples of Joyce and Mallarme, is to 
stop regarding the work as a simple trajectory, traced between point of departure and point 
of arrival." (1963) Boulez's debt to the aesthetics of Mallarme is acknowledged in a variety 
of works, including the Third Piano Sonata, Structures II, and the grand Pli selon pli. The title, 
which comes from one of Mallarme's poems not included in the setting, refers to how a rising ,..... 
mist reveals the architecture of a city; Roulez observes that "in a similar manner, the devel
opment of the five pieces reveals 'fold upon fold,' a portrait of Mallarme himself." Like a 
number of works by Roulez, Pli selon pli was constructed and revised over several years. It 
began in 1957 with two Improvisations sur Mallarme for soprano and small ensemble; two 
years later a third Improvisation was added and a Tombeau for soprano and full orchestra 
was begun. In 1962 a new orchestral piece, Don, was added, and the first Improvisation was 



rescored. This five-movement work illustrates Roulez's varied attempts at "the direct seizure 

of the poem through music, in the general sphere of form, in syntax, lastly in rhythm and the 

sound value of the words themselves." In some of the movements, this means that the poem is 

largely absent, but in the first two Improvisations the poem is present to clarify the metamor

phosis into music. In Une dentelle s'abolit, the images of whiteness, reflection, and hollow

ness suggest the brittle instrumentation of colorful, resonant, but nonsustaining instruments: 

harp, bells, vibraphone, piano, celesta, and unpitched percussion. The text setting proceeds 

in two contrasting musical styles which are initially separate, then combined, and finally sep
arated. The first of these styles is extremely florid and ornamental, which makes the text de

liberately unintelligible. The second style is severely declamatory and syllabic, but infused 

with an air of improvisation because the tempo is determined entirely by the singer, who must 

sing each phrase in a single breath. The form of the .ROem (sonnet) is mirrored in the setting: 

the verses are separated by instrumental sections, and an instrumental prelude and postlude 

enclose them; the few lines that are set in declamatory style present a precis of the poem. 

Hyperprism Edgard Varese 

"I do not write experimental music," Edgard Varese declared. "My experimenting is done 

before I make the music. Afterwards, it is the listener who must experiment." Despite this 

stance, Varese has been labeled as an "experimentalist" composer who expanded the voca

bulary of accepted musical sounds by constantly stretching the boundaries of what might be 
considered music. Born in Paris in 1883, he studied music there and in Berlin; he also studied 

science in Turin. His early works were praised by Strauss and Busoni, but these were all later 

lost or destroyed. In 1915 he moved to New York, where, apart from many trips to Europe, he 

resided until his death in 1965. As a composer, conductor, and promoter of "new music," he 

made a great impact on the reception of modern music in New York and elsewhere. 
Varese composed Hyperprism between September 1922 and February 1923 and dedicated 

it to the poet Jose Juan Tablada and Tab/ada's wife, Nena. Its premiere, on March 4, 1923, 

created the "first great scandal in New York's musical life." One critic suggested that Varese's 

emphasis on percussion instruments inspired certain audience members to use other audience 

member's faces as drums. Another critic reported the event more plainly: "After the Varese 

number a large part of the audience broke into laughter, which was followed by hisses and 

cat calls. The supporters of the musicians then began to applaud and amid the uproar [Carlos} 

Salzedo jumped to his feet and, after calling to the audience to be quiet, cried: 'This is serious.' 

Apparently for the purpose of restoring order, the musicians played the Varese number over 

again while about half of the audience left the building. " 
Despite this reception, Hyperprism was conducted the following year by Stokowski in 

Philadelphia and by Goossens in London, where it was broadcast over the B.B. C. This per

formance, too, was ill-received, and it was depicted in the press as "four minutes of noise -
making" and "Bolshevism in music." Happy for the chance to explain his works, Varese gave 

interviews to the London newspapers, where he outlined what would become a classic ex

planation of the difficult reception of modern music: "There has always been a misunder

standing between the composer and his generation. The commonplace explanation of this 
phenomenon is that the artist is in advance of his time: but this is absurd. The fact is the crea

tive artist is representative in a special way of his own period, and the friction between himself 
and his contemporaries results from the fact that the masses are by disposition and exper

ience fifty years out of date . ... Why we should be so conservative in music it would be difficult 

to explain." 
Scored for flute, E-flat clarinet, three horns, two trumpets, two trombones, and sixteen per

cussion instruments, Hyperprism was the first of Varese's works to be published (London, 

1924), and several generations of musicians have praised it. "It would be futile to seek for 



any influence from the past in Hyperprism," observed a critic in 1929. "In this work Varese 
is like no one but Varese." Fernand Ouellette, Varese's biographer, cites Hyperprism as a 
watershed of musical modernism: "The cause of music could never be the same again after 
1924. A mutation had taken place." 

Piano Sonata No. 1 . . Pierre Boulez 

"Classical tonal thought is based on a universe defined by gravitation and attraction," 
wrote Pierre Boulez; "serial thought [is based} on a universe in perpetual expansion." Boulez 
premiered his serial First Sonata at a private musical evening during the winter of 1946; the 
Sonata's public premiere took place later that year when Yvette Grimaud played it in Paris. 

' Because Boulez disowned all of his compositions composed prior to the Sonata, it was his 
first important work to be heard. As such, it makes quite a contrast with contemporary works 
such as Prokofiev's Seventh Sonata (1947) and the Sonata by Dutilleux (1946-48). 

Roulez's work maintains the idea of conflict inherent in the sonata principle, but the 
original "sonata" idea of contrasting themes, tonalities, and movements is replaced here with 
two contrasted movements, two-note motives, and two kinds of writing (strict and free). Al
though it is a twelve-tone work, the series is used less as a series and more as a source of 
smaller musical units capable of development. It demonstrates that Roulez's music was in
fluenced by Webern (rather than by Schoenberg), by Messiaen, and especially by Messiaen's 
experiments with rhythm. As Boulez wrote in 1948 regarding rhythmic technique, "the prin
ciple of variation and of constant renewal will guide us unpityingly." 

Roulez's First Sonata contains no thematic sections and no motivic recall, but is based on 
continuous change and reinterpretation applied to what Boulez has called "a certain texture 
of intervals." Its form is a study in simple opposition: in the first movement, slow and fast al
ternate; in the second, two-part counterpoint alternates with toccata-like material. The 
Sonata's "static dynamism" has been called "more Asian than European." 
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Offrandes . . Edgard Varese 

Offrandes, composed for soprano voice, strings, piccolo, flute, oboe, clarinet, bassoon, "'" ~ 
horn, trumpet, trombone, harp, and eight percussion instruments, was the first of Varese's Jt.'o ~ 
works to be performed in the United States and only his second work to be performed any- t 1 

where. Under its original title, Dedications, it was premiered on Apri/23, 1922, in New York. .., 
In this first performance it was so well received that part of it had to be repeated. A critic 
called it "vital" music, although "experimental in a certain sense, the music of an artist who 
knows and admires Arnold Schoenberg .... " 

The first of the two songs that make up Offrandes is dedicated to the composer's wife, ..... 
Louise. It is a setting of"Chanson de La-haut" by the Chilean poet Vicente Huidobro, a resi- ,.. -" I 
dent of Paris who published several collections of French poetry after 1917. From Paris, ~ 

1 ~ Louise Varese brought back several collections of Huidobro's poetry, illustrated by Juan 
1 

Gris, Picasso, and Delaunay, from which Varese selected this poem. The setting is extremely )1...!1' 

delicate and coloristic, and it manages to suggest the sound worlds of Schoenberg and 
Debussy simultaneously. 

The second song is a setting of "La Croix du Sud" by Jose Juan Tab/ada, a Mexican poet : -f' I 
who had been living in New York since 1914. It is dedicated to Van!se's friend and comrade ~~ 
in the promotion of modern music, Carlos Salzedo. As in the first song, the setting is extremely ~ 

coloristic; Igor Stravinsky, a master of instrumental color himself, singled it out for atten-
tion. "The most extraordinary noise in all Varese," he wrote, "is the harp attack ('heart attack,' ~ 

I almost said and that is what it almost gives one) at measure 17 in 'La Croix du Sud.' . .. " 

-Notes by Walter B. Bailey 
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BIOGRAPHIES 

REBECCA KARPOFF has appeared in lead opera roles at the Aspen Opera Theater 
Center, the Chicago Opera Theater, Northwestern University, and the Eastman School of 
Music. As soloist with orchestra she has been featured with the Baltimore Symphony Orches
tra, the Rochester Philharmonic, and the Skaneateles Music Festival, as well as on concerts 
presented by the Eastman School, Northwestern, Syracuse, and Purdue Universities, and the 
Tanglewood and Skaneateles Music Festivals. Ms. Karpoff is a past prizewinner in compe
titions sponsored by the Bel Canto Foundation, the Society of American Musicians, and the 
National Association of Teachers of Singing. In 1991, she was state, regional, and national 
winner in Women's Voice in the National Federation of Music Clubs Competitions. Most re
cently Ms. Karpoff and her husband, pianist Fred Karpoff, were selected by the United States 
Information Agency as Artistic Ambassadors for 1994. Under the auspices of American em
bassies, they will be presented in a four-week recital and master class tour in Western Europe 
and Africa. Ms. Karpoff is currently pursuing the Doctor of Musical Arts degree at the Eastman 
School with Carol Webber . 

RODNEY WATERS, currently staff pianist at The Shepherd School of Music, received his 
bachelor's and master's degrees from the Mannes College of Music. He has performed two 
extensive tours of Japan with violinist Asako Urushihara (1992) and Lisa Phi/by Waters (1993) . 

Since joining the faculty of The Shepherd School of Music in 1984, BRIAN CONNELLY 
has won the praise of critics and the affection of listeners for his artistic command, stylistic 
versatility, and extensive repertoire. He has performed over 100 solo and chamber works for 
Da Camera of Houston, including the Schumann and Brahms quintets, the Schubert song 
cycles, and the complete Vingt Regards sur /'Enfant-Jesus by Olivier Messiaen. 

MICHAEL HAMMOND, Dean of The Shepherd School of Music, was the founding Dean 
of Music for the new arts campus of the State University of New York at Purchase, New York. 
He was responsible for planning the facilities and curriculum of the music school there and 
later served as President of the college. He founded the Pepsico Summerfare, a major inter
national festival of the arts at Purchase, funded by Pepsico, a corporate neighbor of the col
lege at Purchase. 

Educated at Lawrence University, Delhi University (India) and, as a Rhodes Scholar, at 
Oxford University, Michael Hammond is a composer and conductor. He has written numerous 
scores for theater here and abroad. His special interests include the music of Southeast Asia, 
Medieval and Renaissance performance practice, and the relationships between science and 
music. (He earned a Master's degree in Physiology at Oxford and has taught neuroanatomy 
and physiology at Marquette Medical School and the University of Wisconsin.) Michael 
Hammond has held positions as Associate Conductor of the American Symphony with Leopold 
Stokowski, Conductor of the Bergen Philharmonic, Musical Director and Conductor of the 
Dessof!Choirs in New York City, and Composer-in-Residence for the Milwaukee Repertory 
Theater. He is Conductor and Music Director of Canticum, an ensemble for the performance 
of Medieval and Renaissance vocal music. He holds the degree of Doctorate of Humane 
Letters, honoris causa, and currently serves as Rector of the Prague Mozart Academy in 
Czechoslovakia. 



UPCOMING SYZYGY CONCERTS 

Monday, March 7 

Pianists-composers Marian Borkowski and Andrej Dutkiewicz 
from Warsaw, Poland, perform a program of their own works 

for solo piano, for electronic sound and piano, and for two pianos. 
8:00p.m., Stude Concert Hall, Free admission 

Sunday, March 27 

Music of Stravinsky, Bartok, Stockhausen, 
Berio, and Ellsworth Milburn, among others. 

Performers include several outstanding 
students of The Shepherd School of Music. 

8:00p.m., Stude Concert Hall, Free admission 

Sunday, April 10 

Program: Schoenberg- Kammersymphonie, Op. 9; 
Paul Cooper - Love Songs and Dances 

(concertante for 21 players); 
and Balcom Orphee Serenade. 

Performers include Shepherd School 
faculty members and colleagues. 

8:00p.m., Stude Concert Hall, Free admission 


