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PROGRAM NOTES 

Bach (Again) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Edwin London 

"During my decade at the University of Illinois ( I968-78), I annually taught, among other 

activities, a course in music composition for Doctoral candidates in choral conducting. One 

day, I tried to impress upon them the real-life fact that J. S. Bach not only had to rehearse his 

forces for weekly services but had also to compose the music for them. As mind-boggling as 

this usually proved to be for these incipient Kapellmeisters, I quickly added that, quite often, 

Bach would turn to the music of his predecessors for inspiration and quick fixes. On the spur 

of the moment I offered the concept of BACH (AGAIN) as an example of how one could transform 

all of the Bach chorales through creative embroidery. Later, the resourceful and innovative 

choral conductor Frank Pooler, of Long Beach State University, became attracted to the 

concept, added the very effective choralography, and peiformed the work with great success 

all over the world. The peiformance notes to Bach (Again) read: 

There is a long honored tradition of making music out of music. Just as J. S. Bach 

(with true artistry and respect for his sources) used traditional chorales to build a 
grand series of musical gems, so may we (with humility) utilize his harmonizations 

as a starting point on the road to new processes and compositions. There are literally 

an infinite number of possibilities which can be used in the approach toward 

developing the internal essences of the hallowed masterpieces of the past into a 

contemporary context. Each conductor, in both collective and individual collabo

ration with the singers, may want to bring their valuable insights to bear in the 

assembling of a peiformance." 
- Note by Edwin London 

Madrigali . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Bernard Rands 

Madrigali, commissioned by and written for the National Symphony Chamber Orchestra, 

was completed in 1977 and premiered in the same year by the National Symphony Orchestra 

at the Kennedy Center, Washington, D. C. About Madrigali, Bernard Rands has written: 

"Sometimes works are written which seem to lie outside the general stylistic character 

with which their authors are usually identified. The reason is that composers, in addition to 

dealing with the state of music in their own time, are often fascinated by the state music was 

in at some former time. As they are participants in the new developments now, they recognize 

and identify with those original and vanguard achievements of predecessors. Madrigali for 

Chamber Orchestra is the result of such a situation, being at once an homage to the genius 

of Claudio Monteverdi, sixteenth and seventeenth century musician, and an acknowledge

ment of the universal and continuing relevance of his achievements. 
"All the materials used in the five short movements ofMadrigali are derived from or based 

upon the musical characteristics found in Monteverdi's Eighth Book of Madrigals, where a 

set ofCanti di Guerrieri is paralleled by a set ofCanti diAmorosi-theformer set culmi

nating in II Combattimento, the latter in II Ballo. 
"The essence of Monteverdi's melodic, harmonic, monodic, polyphonic, gestural and 

instrumental features are here placed in new contexts and juxtapositions. Although the 

movements are separate, they do (like the original set of madrigals) have anticipations and 

echoes of each other. In particular, allusions are frequently made to the famous madrigal 

Amor - .Lamento della Ninja, which appears in its entirety in the final movement. Frequent 

reference is made also to Luciano Berio's transcription of II Combattimento." 



In Heinrich's Shoes . . . . . . . . . . . . . . . . . . . . . . . . . Edwin London 

The following program note was provided by Edwin London for the premiere of 
In Heinrich's Shoes by the Cleveland Chamber Symphony in 1985: 

"Giants of German music-Bach, Handel, Berg, Schutz-were born in years that 
end in '85. To think that their music has survived the vicissitudes (pestilence, plague, 
famine, 100-year wars, nuclear nervousness- not to speak of generational taste and 
tone shift) is a remarkable testimonial to the indomitable human qualities which inhabit 
the art work of these past masters. May they live to be 1000 X 1000. 

"The stream wants its flow continued. What better way to commemorate than to 
renew the old? How? Why, through 'making music out of music' in a time-hallowed 
practice appreciated, it is evident, by the other composers represented on the '85 birth 
list. Bach and Handel made assumptions (thank God) about proprietary rights to music 
which enveloped their age, in a manner not at all consonant with today's copyright laws 
(God forgive them). Berg's sweet lyric Tristan had a captivating crypto-1solde, of whom 
he evidently never said "lch habe genug". Bernard-Rands, whose beguiling music I have 
listened to with engaged delight for quite some time, argues persuasively as well in 
favor of transcriptive processes involving older music which , in enlightened usage, 
makes a more readily comprehensible musical vocabulary available as interactive 
currency between composer, performer, and listener. 

"For me, I celebrate the living music of the past and present, through respectful 
transmutation of copious passages (indeed, its entirety) derived from the Passion Ac
cording to St. John (1665-66) of Heinrich Schutz. This wonderful work (one of a set of 
three Passions written by Schutz in his old age) is described by his biographer H. J. Moser 
as being mystic and rhapsodic in its use ofphrygian mode Psalm tones. It is quite unusual 
that the Schutz Passions, written in the midst of the baroque period, eschew the use of 
continuo or any instruments and present the human voice unaccompanied, even in the 
recitatives. 

"A bizarre conceit growing out of the vagaries of 'encyclopedic total cosmic 
history,' a discipline developed by a serious minded Mel Brooks-like brain, considered 
the remote possibility that, as the eons race after each other,filtering out so many of the 
manifold human artifacts refulgent of a given era (the burning of the library at 
Alexandria, the last stand of Custer, La bomba atomica, et al.), the only way that Schutz's 
Passion might be remembered would come from a score of In Heinrich's Shoes 
somehow accidentally preserved in the rediscovered detritus dug out of a preceding age 
(the Skolion of Seikolos). 

"It may seem odd that I, who have written so much music for chorus on Old Testament 
texts, would, when writing a purely instrumental composition, choose to base it on a work 
inextricably associated with New Testament narratives and pure choral music. But the 
prodigious Passion as set by Schutz has offered much in the way of inspiration since I 
first heard it in 1952. 

"If the notion of 'walking in Heinrich's shoes' seems a bit flippant, please forgive me. 
I undertake the trek in humility and with great regard for the well-travelled master. That 
there are conceptual mirrors reflecting identity probes and comments which still are mat
ters/or conjecture is apparent. Can music 'discuss' these matters? Let's leave well 
enough alone." 



BIOGRAPHIES 

EDWIN LONDON is the founder and conductor of the Cleveland Chamber Sym
phony, a professional orchestra with a national reputation for performing new works 
in conjunction with lesser known masterworks of the past. As a composer, he is the 
recipient of many grants and awards. His music is full of tangential references. The 
result is a fascinating combination of styles meant to reinvigorate an ongoing tradition. 

Edwin London graduated from the Oberlin Conservatory of Music and received his 
doctorate from the University of Iowa. Like his teacher Gunther Schuller, he began his 
musical career as a French horn player, and, like Schuller, became active as a 
conductor. In this role Edwin London championed American composers. Currently 
Professor of Music at Cleveland State University, he studied composition with Luigi 
Dallapiccola, Darius Milhaud, Philip Greeley Clapp, and Philip Bezanso, and con
ducting with Izler Solomon and lone/ Per/ea. His first major academic positions were 
at Smith College and at the University of Illinois. Recently he was designated Indivi
dual Artist of the Year by the Ohio Arts Council. 

TH 0 MAS JABER is Director of Choral Activities and Assistant Professor 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/rom 
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 Philadelphia's Academy of 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. 

BERNARD RANDS' music has gained international recognition and has established 
him as one of the major figures of his generation of composers. His music has been 
performed and broadcast in many countries and at most of the international festivals: 
Venice, Warsaw, Royan,LaRochelle, Darmstadt, Gaudeamus,Prague,Avignon,Zagreb, 
Aspen, and others. This very evening his latest orchestral work is being premiered by 
the Philadelphia Orchestra, Riccardo Muti conducting, at Carnegie Hall. 

Bernard Rands has worked at electronic music studios in Milan, Berlin, Albany, and 
Urbana. He has appeared as a conductor of new music ensembles and is co1ounder of 
the London Sonar ensemble. He has held lecturer/teacher appointments and Fellow
ships at the Universities of Wales and York (U.K.), at the University of Illinois, at 
Princeton University, and at the University of California at San Diego. Extroverted 
and often virtuoso in character, his music shows great care and skill in the handling of 
its instrumental combinations. Bernard Rands is currently Composer-in-Residence 
with the Philadelphia Orchestra and Professor of Music at Harvard University. 


