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PROGRAM 

ThirdFanfareforthe Uncommon Woman (1991) 

David Kirk, conductor 

Joan Tower 
(b.1938) 

Edward Martinez, trumpet 
Mark Austin, trumpet 
Katherine Loesch, horn 
Nathaniel Dickey, trombone 
Mark Barnette, tuba 

Kenneth Easton, trumpet 
John Urness, trumpet 
' Wade Butin, horn 
Don Immel, trombone 
Justin Thomas, tuba 

Black Topaz ( 1976) Joan Tower 

Larry Rachleff, conductor 

Lisa Waters,j7ute 
David Peck, clarinet 
Barbara Butler, trumpet 
David Waters, trombone 

Rodney Waters, piano 
Richard Brown, percussion 
Matthew Gold, percussion 

Valentine (1969) 

Timothy Pitts, double bass 

INTERMISSION 

Quintet for flute, oboe, clarinet, 
bassoon, and horn, Op. 26 (1923-24) 

Schwungvoll 
Anmutig und heifer; scherzando 
Etwas Langsam (Poco adagio) 
Rondo 

Aralee Dorough, flute 
Robert Atherholt, oboe 

David Peck, clarinet 
Benjamin Kamins, bassoon 
William VerMeulen, horn 

Jacob Druckman 
(b.1928) 

Arnold Schoenberg 
(1874-1951) 
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PROGRAM NOTES 

Third Fanfare for the Uncommon Woman was commissioned by Carnegie Hall 
in collaboration with the Empire Brass Quintet and members of the New York Philhar
monic brass section to help celebrate Carnegie Hall's 1 DOth Anniversary. This fanfare 
is part of a trilogy of fanfares, the first of which was written for the Houston Symphony's 
sesquicentenary. Knowing Copland's Fanfare for the Common Man and being a 
great admirer of his music, I decided not only to write a tribute to him, but to balance 
things out a little by writing something for women - in this case, for women who are 
adventurous and take risks. It was recently released on an album of American music 
recorded by the St. Louis Symphony. The third fanfare is scored for two brass quintets 
that are partially antiphonal. There are motifs that are tossed back and forth, between 
the two horns and four trumpets, and between the two quintets. 

The Third Fanfare is dedicated with admiration and love to Frances Richard, 
Director of the Symphony and Concert Department at AS CAP. 

- Note by the composer 

Visual imagery has long fascinated composers, frequently providing them with 
inspiration for musical compositions. Joan Tower's Black Topaz derives from a draw
ing she once did of color rays emanating from a black, piano-like object. This single
movement work, approximately twelve-and-a-half minutes in duration, examines a 
similar projection of color from its focal point, the solo piano, to a six-member sup
porting instrumental ensemble. Tower selected each ensemble instrument specifically 
for its ability to magnify and extend the piano's timbral essence. She first chose a per
cussion battery to project the piano's capability for sharp articulation: the marimba, 
vibraphone, and temple blocks emphasize this staccato, "attack" quality. Tom-toms 
add depth to the sound. Brass and woodwinds then were chosen to augment the piano's 
lyrical and harmonic nature. The flute matches the piano's highest melodic registers, 
while the clarinet and bass clarinet can almost duplicate its middle range. A trumpet 
and trombone emphasize chordal strength and support. Even the title Black Topaz 
reflects the work's raison d'etre: topaz is a structurally stable, yellowish mineral which 
can, however, transform into various hues. And black is the color of a piano! 

Black Topaz was one of Joan Tower's first compositions to abandon complex pre
compositional structures in favor of a more fluid, organic style. Here a large-scale 
musical architecture reigns, emphasizing metamorphosis of color and musical time, 
and an ever-increasing level of harmonic consonance. The work was commissioned 
by the Group for Contemporary Music with a grant from the NatiC?nal Endowment for 
the Arts; they premiered it, with pianist Robert Miller, on November 15, 1976, at the 
Manhattan School of Music. 

-Note by Mary Lou Humphrey© 1987 

Valentine is one of the most difficult pieces ever written for the contrabass and 
demands that the player attack the instrument with the bow, timpani stick, both hands 
alternating percussive tapping on the body of the instrument with pizzicato harmon
ics, while the voice sustains tones, sings counterpoints, and punctuates accents. All of 
this necessitates the player's assaulting the instrument with an almost de Sade-like 
concentration (hence the title). 

-Note by the composer 



First the easy questions: The quintet for winds was begun in 1923, and finished a 
year later. It is dedicated "to the baby Arnold," Schoenberg's grandson and namesake 
Arnold Greissle, whose ears Schoenberg trusted would be among the first to be able 
to fully receive the score. It was apparently not conceived for a specific performing 
group: the first performance took place in Vienna, September 13,1924, with Felix 
Greissle conducting a group of musicians assembled for the occasion. The work re
mained very close to Schoenberg's heart. At various times he worked on transcrip
tions of it for string quartet and for string orchestra, and he authorized the transcrip
tion by Greissle for flute (or violin) and piano. It was one of a tiny handful of his own 
works that he ever introduced into his own teaching (along with his First Chamber 
Symphony and First Quartet). He apparently used it to illustrate methods of adapt
ing classical formal practices to modern situations and did not address himself to its 
twelve-tone aspects. 

In his own contribution to the fiftieth birthday issue of the Musicbliitter des An
bruch, Schoenberg remarks of his stage of life, "I cannot hate as much as I used to: 
and what is still worse, I can sometimes understand things without despising them." 
There is an urge to lucidity and balance in the Quintet for winds, and much less of his 
expressionist origins than in the preceding piece, the Serenade for seven players and 
baritone. 

Here arise the difficult questions. Obviously Schoenberg had a lot to say in this 
piece: it is a work of some forty minutes duration, four highly articulate movements 
in a language more abstract, less dependent on extreme effect, than any speech 
Schoenberg had chosen before. 

Although Schoenberg was always reluctant to discuss the twelve-tone row as a 
listening factor, in this piece we will "hear" it whether we are conscious of it or not. 
Almost all the important tunes express one of its forms. Its sound is that of whole tone 
collection with one outsider (coming in at the end of each hexachord in the original 
form). Sometimes the pitch from outside the collection serves as a punctuation, some-
times as an impetus to move on, but the grouping becomes very familiar as the piece 
goes on, providing some of that normative structural expectation which Schoenberg 
sought so avidly. 

The piece is for many reasons very challenging, even for those born long after 
baby Arnold Greissle, the dedicatee. And for some of us it will never be the favorite 
Schoenberg piece. It is important to keep in mind that Schoenberg was always a dif
ficult composer, in the tonal works as well, and that composers that challenge will do 
so regardless of idiom. This piece, more than most of Schoenberg's pieces, has begun 
to benefit very much from the remarkable standard of wind playing achieved in recent 
years. Though it will not lose its difficulty, it is losing its impediments. 

- Note by John Harbison 
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