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CONTEMPORARY 

MUSIC ENSEMBLE 

featuring students of 

The Shepherd School of Music 

Michael Webster, director 

Works by guest composer 

BARBARA KOLB 

and by Elliott Carter 

in celebration of his 90th birthday 

Tuesday, November 17, 1998 

8:00 p.m . 

Lillian H . Duncan Recital Hall 

RICE UNIVERSITY ~ Scli>ol 
Of Music 



PROGRAM 

Eight Etudes and A Fantasy (1950) 

Kirstin Eade, flute 
Omri Raveh, oboe 

Alexander Potiomkin, clarinet 
Glenn Einschlag, bassoon 

Esprit Rude/ Esprit Doux II (1995) 

Caen Thomason-Redus, flute 
Angella Hedrick, clarinet 

Marc Dinitz, marimba 

Homage to Keith Jarrett 
and Gary Burton (1976; rev.1977) 

Caen Thomason-Redus, flute 
Marc Dinitz, vibraphone 

INTERMISSION 

Voyants (forpiano and 
chamber orchestra) (1991) 

Elliott Carter 
(b.1908) 

Elliott Carter 

Barbara Kolb 
(b.1939) 

Barbara Kolb 

Barbara Kolb, conductor 

Junko Ueno Garrett, piano 

Caen Thomason-Redus, flute 

Martha Counce!!, piccolo 

Rasey Yiameos, oboe 

Angella Hedrick, clarinet 

Shawn Jones, bassoon 

Austin Hitchcock, horn 

David Dash, trumpet 

Karen Marston, trombone 

Colleen Jennings, violin 

Ivan Hodge, violin 

Christine Grossman, viola 

Jacob Charkey, cello 

Antoine Plante, double bass 

John Andress, percussion 
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PROGRAM NOTES 

Eight Etudes and A Fantasy . . Elliott Carter 

Elliott Carter was born in New York on December 11, 1908 and thus will 
celebrate his 90th birthday within a month. His prolific output during more 
than sixty years of unflagging artistic expression would require several con
cert programs for any kind of valid retrospective. To honor him briefly, two 
works featuring woodwinds have been chosen: one old and one new, but 
neither borrowed nor blue. 

In fact, I recall one critic dubbing Carter "the non-repeater par excel
lence," and in that sense his music can be said to borrow very little, even from 
himself. Eight Etudes and A Fantasy for woodwind quartet, at age forty-nine 
(completed in 1950), qualifies as being old, yet is still the product of a ma
ture composer in the midst of a very fertile period of chamber music writing 
that included the Piano Sonata, the Cello Sonata, the String Quartet No. I , 
and the Sonata for Flute, Oboe, Cello, and Harpsichord. If anything is bor
rowed, it is the centuries-old practice of "metric modulation" in which a note 
value at one tempo is regrouped to create a new tempo. The simplest exam
ple is to regroup eighth notes of duple meter into groups of three, keeping 
the eighth note constant with the main pulse changing from quarter to dot
ted quarter. The resulting tempo is two-thirds as fast as the original tempo. 

What is not borrowed is Carter's use of subtler tempo changes in which, 
for example, the constant sixteenth note is grouped first in fours and then in 
fives, with the five sixteenths becoming a quintuplet in a new tempo that is 
four fifths as fast as the original. Thus he is able in the Fantasy to take a 
journey through many diverse tempos, including brief visits to highly con
trasting materials from Etudes No. 2, 4, and 6 in their original tempos. A 
fugue theme holds the fantasy together, weaving its way in and out of vari
ous tempos and thematic materials only to reappear in its original form and 
tempo as the Fantasy draws toward its understated conclusion. The eight 
etudes alternate slow and fast tempos, each posing a different musical and 
technical challenge to the players in the best tradition of Chopin. The most 
striking of the slow etudes are timbral studies on a single note (G) and a 
major triad (D). Etude No. 4 consists solely of two-note groups rising a half 
step, but in fiendishly difficult rhythmic combinations at a very fast tempo. 
Etudes No. 6 and No. 8 also offer extreme tempos, a gossamer sextuplet 
evolving into a ma.elstrom in No. 6, and a rapid unison line punctuated by 
single-note outbursts in No. 8. As a whole, the Eight Etudes and A Fantasy 
are truly unique in conception, and despite moments of pathos (especially in 
Etude No. 5),forthright, energetic, and optimistic. 

- Note by Michael Webster 

Esprit Rude/Esprit Doux II . . Elliott Carter 

Esprit rude/Esprit doux II for flute, clarinet, and marimba, was com
posed for the celebration of Pierre Boulez's 70th birthday on March 30, 1995, 
in Chicago. The title, translated as "rough breathing/smooth breathing," 
refers to the pronunciation of classical Greek words beginning with a vowel 
or an p. With esprit rude (rough breathing) the initial vowel (or p) is to be 
preceded by a sounded H, and is indicated by a reversed comma above the 
letter. With esprit doux (smooth breathing) the initial vowel is not to be 



preceded by Hand is indicated by a comma above the vowel. In the Greek 
for "seventieth year" - E/380µ rpwcnov Eros- (transliterated as 
hebdomekoston etos) the initial epsilon of the first word has a rough breath
ing sign while the epsilon of the second has a smooth one. 

The score ends with the motto: 
Bb C A E 
B(O) U L E 

a 
(Z) Using both the French and 

German names of the notes. 

- Note by _the composer 

A recent telephone conversation found Mr. Carter to be healthy, mentally 
acute, and continuing to work productively. He is now completing the piano 
reduction of his most recent work, a one-act opera entitled ( aptly I) What 
Next? for the Berlin Opera. He referred to it as a "folly of old age," but it 
does add to his oeuvre the only medium which had previously been missing. 
Happy Birthday, Elliott I 

- Note by Michael Webster 

Homage to Keith Jarrett and Gary Burton . . Barbara Kolb 

When asked to write a short work for vibraphone and flute by the Music 
Teachers National Association in 1976, it occurred to me that this ensemble 
would lend itself well to jazz. At the time, I had become extremely inierested 
in the music of Keith Jarrett and wanted to express myself in a similar style 
in spite of never having had any direct experience in jazz improvisation.. In 
addition, my en.tire musical education had been influenced by the "masters," 
and I felt a need to be uninhibited and free from this disciplined background. 
Since it was difficult for me to conceive of a work for this combination in 
the style which I had learned and in which I had come to express myself, I 
decided to trespass on new and unfamiliar territory. 

Homage ... is based on a thirty second improvisation of a tune entitled 
Grow Your Own (an early song of Jarrett) which I literally stole from the 
record. Having this skeletal outline, I then worked my material around that 
of Jarrett's, creating a potpourri of Jarrett,Kolb, and reminiscences of my 
past. It is dedicated to Gordon Gottlieb. 

N.B. The music should not be taken too seriously, but should be appreciated 
for its directness and immediate appeal. 

- Note by the composer 

Voyants . . Barbara Kolb 

.( 
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Commissioned by Radio France, this work evolved from an image of the .. i+-

piano as a voyant ("seer") predicting, imagining, or calling forth dire events. ~ 

The piece comprises four sections which follow one another without pause. 
The first section begins with the piano alone. Above a repeated kinetic figure, 
consisting of broken, atonal chords, the piano brings out a rising chromatic -\. 
melodic line which will be seen to anticipate the climactic third section . 
Woodwinds enter with figures emerging out of, and sympathetic to, the tex-
ture of the piano. A gradual crescendo ensues as the counterpoint becomes 1 · 

more dense. Before a climax is reached the music stops abruptly, leading 
into the second section. 
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The second section is more reflective than the first. Fragmentary ideas 
in strings and percussion, instruments that appear here for the first time, 
ruminate in isolation and without apparent direction. The material in the 
orchestra is polytonal, against which the piano and piccolo pit dissonant 
rhythmic spurts which are unsympathetic to the strings and, again, serve to 
anticipate the rhythmic climax of the third section. 

It is as though the orchestra, which does not acknowledge the piano's 
"vision" in the first section, has turned in upon itself. Simultaneously, the 

piano, consumed by its foreshadowing of future events; resists the orchestra 
and seeks to spur it on. 

In the third section, the cataclysmic vision of the piano is fully realized. 
The orchestra builds to a terrifying climax. The piano, in frenetic agitation 
that employs elements from the first section, sets up the harmonic material 
fur this.climax. The entire orchestra, at a maximum density, presents a slow 
but inexorable crescendo of greater and greater agitation. The piano leads 
the orchestra to the brink of the ultimate climax and then suddenly disap
pears, not to be heard from again in this section. Thus the climax occurs in 
the orchestra alone, fortissimo. There is a marked increase in tempo. Lower 
strings ascend and woodwinds descend as the apocalyptic vision of the piano 
is realized. In the course of a decrescendo, various instruments are eliminated 
and the harmonic density is progressively reduced to a single tritone-which, 
in turn, disappears . Chimes toll the section to an end. We find the piano 
listening silently as its dire predictions have come to pass, made real by the 
orchestra. 

Like the first, the final section opens with a piano solo that, rather than 
anticipating or predicting, reflects on what has happened. The texture is 
now homophonic rather than contrapuntal. Interpolations recall the broken, 
atonal chords of the first section and the harmony of the climactic third 
section. Calmness has replaced intense agitation. The upper strings enter 
with an ascending harmonic progression that is accompanied by descending 
harmonies in the lower strings. The piano interpolates dissonant reminis
cences of the second section. Accompanied by tolling chimes, the woodwinds 
and strings intone the chord which opened the second section. A final sound
ing of the chimes stops the woodwinds, and the chord from the second sec
tion lingers in the strings and then dies away. 

Voyants is dedicated to the memory of Aaron Copland, who passed away 
while this work was being written. 

- Note by Peter M. Wolrich © 1991 
Permission for this reprinting 

authorized by Boosey & Hawkes 

BIOGRAPHY 

Born in Connecticut, BARBARA KOLB attended the Hartt College of 
Music of the University of Hartford, where she received her Bachelor of 
Music (cum laude) and Master of Music degrees. She has been the recipient 
of many awards, including three Tanglewood Fellowships, four MacDowell 
Fellowships, and two Guggenheim Fellowships. Ms. Kolb became the first 
woman to receive the American Prix de Rome (1969-71) in music composi
tion. She was also awarded a Fulbright Scholarship for a year of study in 
Vienna. 



Ms. Kalb's music i~ characterized by interwoven , impressionistic textures 
and a freely atonal yet deeply expressive harmonic language. Many of her 
works have drawn upon ideas and images having their sources in literature 
or the visual arts. 

Among the many commissions received by Barbara Kolb during the 1970s 
were those from the Koussevitzky Foundation, the New York State Council on 
the Arts, the Washington Performing Arts Society, the Music Teachers Na
tional Association, and the Fromm Foundation (1970, 1980). She has been 
awarded grants from the Institute of Arts and Letters (1973) and the National 
Endowment for the Arts (1972 , 1974, 1979, 1981, 1984, 1989 (recording grant), 
1992). 

The numerous major performances of Ms. Kalb's works include those by 
the New York Philharmonic Orchestra under the direction of Pierre Boulez 
(December 1975), and by the Boston Symphony under the direction of Seiji 
Ozawa, the latter both in Boston and on the Boston Symphony's Japanese 
tour in March 1978. 

From 1979 to 1982 Ms. Kolb was Artistic Director of Contemporary Mu
sic at the Third Street Music School Settlement, presenting the "Music New 
to New York" concert series. In 1983-84 she spent nine months in residence 
at IR CAM, where she received a commission for Mille/ogle for chamber en
semble and computer tape. Subsequent to its premiere in Paris, Mille/ogle 
has been performed in Amsterdam, Brussels, Cologne, Dallas, Washington, 
D. C., Gelsenkirche (Germany), Helsinki, Liege, Montreal, San Francisco, 
Vienna, and Tokyo, where it was played by the Tokyo Sinfonietta under 
Kunitaka Kokaji as part of the 1996 Tokyo Summer festival. In 1984-85, 
Ms. Kolb held the post of visiting professor of composition at the Eastman 
School of Music, and in 1986 she created, under the auspices of the Library 
of Congress, a music theory instruction program for the blind and physically 
impaired. 

One of the composer's most widely-performed works is Voyants, for solo 
piano and chamber orchestra, a Radio France commission given its first per
formance in Paris in February 1991. Its US. premiere took place in Febru
ary 1992 on an all-Kolb program by the Theater Chamber Players at Kennedy 
Center. In October of the same year, Voyants appeared on another all-Kolb 
concert, this one performed on Austrian radio by the Ensemble of the 20th 
Century. In addition, the American Symphony Orchestra, I solisti di Villa 
Abrizzi (Venice), and the Memphis Symphony Orchestra have all programmed 
the piece, the latter on the 1996 "Imagine"festival in Memphis. Voyants was 
also performed in Rome in February 1997, with Andrea Morricone leading 
the Ensemble Terzo Suono. 

Ms. Kalb's most recent orchestral piece is All in Good Time, commis
sioned by the New York Philharmonic for the orchestra's 150th anniversary 
season; it was given its premiere in February 1994 under the baton of Leonard 
Slatkin. Subsequently, Slatkin conducted All in Good Time with the St. Louis 
Symphony and the San Francisco Symphony. The spring of 1997 brought 
performances of All in Good Time by two additional orchestras: the Long 
Beach Symphony, conducted by JoAnn Falletta, and the Hartford Symphony, 
led by Michael Lankester. Ms. Kalb's newest chamber works include New 
York Moonglow, commissioned by Elisa Monte Dance and scored for a 
mixed sextet of saxophones, trumpet, strings and percussion; and Sidebars, 
a duet for bassoon and piano composed for Italian bassoonist Stefano Canuti. 
Premiered in March 1998 was Virgin Mother Creatrix, an a cappella choral 
work inspired by the mysticism of Hildegard of Bingen . 
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