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PROGRAM 

Steeley Pause (1988) Jennifer Higdon 
(b.1962) 

Merrie Siegel, flute Lisa Jelle, flute 
Christina Jennings, flute Julia Grenfell, flute 

Entre-temps (1986) Toru Takemitsu 

(1930-1996) 

Julie Gramolini, oboe Maria Sampen, violin 
Alda Schwanke, violin Alexis Bacon, viola 

Karen Maddox, cello 

In the Eagle's Eye (1995) Andrew MacDonald 
(b.1958) 

Michael Arlt, violin 
Lisa McCormick, cello 
Jason Bednarz, piano 

INTERMISSION 

Vermont Counterpoint (1982) Steve Reich 

(b.1936) 

Julia Grenfell, solo flute, piccolo, and alto flute 

Flute Piccolo and Flute 
Christina Jennings Caen Thomason-Redus 

Merrie Siegel Jennifer Keeney 
Emily Perryman Caroline Kung 

Leone Buyse 

Alto Flute 
Lisa Jelle 
Wendy Lin 

Elana Hoffman 

Michael Webster, conductor 

Words from "Paterson" (1989) 

Part! 

John Harbison 

(b.1938) 

Part II 
Raymond Granlund, baritone 

Wendy Lin, flute and alto flute 

Jason Sudduth, oboe and English horn 

David Filner, viola Beverly Min, piano 

Emma Sponaugle, cello Laurie Meister, harp 

Michael Webster, conductor 
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PROGRAM NOTES 

Steeley Pause . . Jennifer Higdon 

Jennifer Higdon has been called a Renaissance woman in that she active
ly practices the musical disciplines of composition, conducting, and perfor
mance on the flute. Born in the final hours of 1962, Higdon came to music 
at the late age of fifteen, picking up an old flute that was lying around the 
house, and teaching herself to play and read music. It was not until entering 
the College of Music at Bowling Green State University in Ohio, that she 
began formal training. Since then she has actively pursued musical studies 
through The Curtis Institute of Music and the University of Pennsylvania. 

Her works have been recognized with awards from such institutions as 
the American Academy of Arts and Letters,ASCAP, NACUSA, the Interna
tional League of Women Composers, Composers Inc., and the Cincinnati 
Symphony's Young Composers Award. 

She has been commissioned and peiformed by a variety of musicians and 
organizations including Carol Wincenc, Jody Applebaum, and Marc-Andre 
Hamelin, the Powell Flute Quartet, the Cincinnati Symphony, the Oregon 
Symphony, the Network for New Music, the New Music Consort, the Dale 
Warland Singers, the Anna Crusis Women's Choir, and the Sax 4th Avenue, 
Resounding Winds, Black Swamp, and Ancia Saxophone Quartets. 

She has served on the faculties of Bard College as Visiting Professor 
and the University of Pennsylvania as conductor and music director of the 
University Orchestra and Wind Ensemble. She is currently on the faculty 
of The Curtis Institute of Music. 

The composerwrites: 
"The title of Steeley Pause first came to me while I was thinking about 

creating intensity in music and about the challenge of writing a piece that 
is full of tension. "Steeley" is from the metal steel, which implies intensity. 
"Pause" carries two meanings in the context of the piece. In the first, it re-
presents the moments of silence in the piece which, because of all the musical 
activity occurring around them, are within themselves intense. And secondly, 
"Pause" means to take a moment, which is about the duration of this work, 
since the longer intensity goes on, the less intense it becomes." 

-Note by Cheryl Lawson, 1995 

Entre-temps . . Toru Takemitsu 

With the exception of intermittent lessons with Kiyose, Takemitsu was 
self-taught. His extraordinary originality can no doubt be attributed to that, 
along with his ability to incorporate Japanese and western elements in his 
music without contrivance. That very originality resulted in slow acceptance 
of his early work, but in the late 19 5 Os several prizes and an endorsement 
by Igor Stravinsky of Takemitsu's Requiem for strings launched him on the 
road to international acclaim. 

Entre-temps was commissioned by the Eastman School for oboist Richard 
Killmer and the Cleveland Quartet, who gave the premiere in May 1986 in 
Tokyo. An extensive Japanese and American tour ensued, during which the 
work was performed many times. To the eye, the intricate rhythms of this 
quietly moving work seem to require split-second precision, but Paul Katz 
(of the Shepherd School faculty and participant in the premiere peiformances) 



recalls that Takemitsu himself was much more interested in romantic expres
sion - a wash of impressionistic sound which may hearken back to his very 
earliest works. It is as though the incredibly precise rhythmic notation is an 
effort to notate an improvisatory feeling of rubato. When asked why he had 
gone to such pains with the notation, Takemitsu replied to the effect of "It 
gives me something to pass my time while living alone in the countryside." 
Unfortunately, he did not have enough time to finish a second movement as 
originally promised. Takemitsu died less than two years ago, on February 
20, 1996, at the age of sixty-five. Thus this performance serves as a memo
rial to a prolific composer who could have enriched our repertoire even more 
had he been allowed to live longer. 

- Note by Michael Webster, 1997 

In the Eagle's Eye . . Andrew MacDonald 

Andrew MacDonald is a Canadian composer now teaching composition 
at Bishop's University in Quebec. He was a guitar major as an undergradu
ate at the University of Western Ontario until he decided to become a com
poser. He went on to receive his Master's and Doctorate degrees in com
position at the University of Michigan. He has an impressive list of compo
sitions including a one-act opera, concertos for various instruments, and 
chamber music. Most recently, his cello concerto was premiered (in May 
of this year) by Alexander Baillie and The Manitoba Chamber Symphony. 
This one-movement trio, In the Eagle's Eye, was commissioned in 1995 by 
The Gryphon Trio. 

The composer writes: 
"In the Eagle's Eye is an exploration of the perception of distance and 

magnification, as this magnificent bird, soaring high in the sky, discerns 
movement below and focuses the image with its prodigious visual acuity. 
This action is realized musically throughout the work as motives expand, 
contract, and fragment providing resolution of detail and metamorphosis of 
image. The work is set as one movement in four major sections (slow-fast; 
slow-fast) with moods varying from the tranquility and ecstasy of high alti
tude flight to the vicious, but necessary aggression closer to the earth." 

- Note by Lisa McCormick, 1997 

Vermont Counterpoint . . Steve Reich 

Along with La Monte Young, Terry Riley, Philip Glass, and John Adams, 
Steve Reich has developed and popularized a genre of music which critics 
have labeled "minimalism." Features of the style such as harmonic stasis, 
lively repetitive rhythmic patterns, gradual evolution of rhythm and harmony, 
and lack of traditional melody can all be heard in Vermont Counterpoint. 
More distinctive is Reich's use of strict canons three sixteenth notes apart as 
the work's unifying device. Vermont Counterpoint was commissioned by 
Ransom Wilson, dedicated to Betty Freeman, and exists in two versions, both 
with a soloist playing piccolo,flute, and alto flute accompanied either by 
pre-recorded tape or by an ensemble of ten flutists, four of whom double on 
piccolo and three of whom play alto flute. 

To quote the composer: "In [a} comparatively short time,four sections in 
four different keys, with the third in a slower tempo, are presented. These 
resulting melodies or melodic patterns then become the basis for the follow
ing section as the other surrounding parts in the contrapuntal web fade out. 
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Though the techniques used include several that I discovered as early as 1967, 
the relatively fast rate of change (there are rarely more than three repeats 
of any bar), metric modulation into and out of a slower tempo, and relatively 
rapid changes of key, may well create a more concentrated and concise im
pression ." 

I chose to program this work because this semester marks the peak period 
of population proliferation in the history of the Shepherd School flute studio . 
That my wife is Professor of Flute is purely coincidental. 

-Note by Michael Webster, 1997 

Words from "Paterson" . . John Harbison 

Paterson is a large, sprawling poem in five books by William Carlos 
Williams (1883-1963). Its richness and complexity have inspired a vast 
amount of critical commentary, commentary which continues to ask more 
questions than it answers. By the time the first four books of Paterson were 
completed in 19 51, the poet had struggled with his monumental concept for 
well over a decade. And what a struggle it must have been. Williams wrote 
to his friend and publisher James Laughlin in 1943, " ... damned poem 
Paterson has me down. I am burned up to do it but don't quite know how. 
I write and destroy, write and destroy. It's all shaped up in outline and in
tent, the body of the thinking is finished but the technique, the manner and 
the method are unresolvable to date. I flounder and flunk." After receiving 
the galley proofs of Book I in May 1945, Williams felt compelled to "slash 
it unmercifully.. . I wish I had the guts to say to burn the whole Paterson 
script." A year later Book I finally appeared, followed in 1948, 194 9, and 
1951 by Books II-IV, completing the work in its original scope. But even 
while working\on Book IV, Williams began to consider a fifth book as a sort 
of summing-up or reflection upon the first four. It is from the fifth book that 
John Harbison has excerpted the text of Words from "Paterson." 

The composer writes: 
"Words from "Paterson" was commissioned by the New Jersey Chamber 

Music Society and was composed in Nervi, near Genoa, Italy, in March 1989. 
"Shortly after passing my 50th birthday, I wanted to write a premature 

meditation on old age, the conflict between "art" and "life," the uses of the 
past - so that I wouldn't have to do it later on. The piece parallels Williams' 
contemplation of the medieval Unicorn tapestry with my composing in a "sys
tem" that I derived from voice-leading procedures I observed in medieval 
music. Though rigorous in principle, in practice it proved so natural that for 
months afterward the problem was getting out of it to begin another piece. 

"In Williams' poem , Paterson is a town right across the Hudson from 
the Cloisters where the Unicorn tapestry is displayed in all its glory, and 
right next to Rutherford where the poet spent his life as a family doctor. It is 
also a person, the harried and lyrical Edward Paterson, whose story is inter
mittently told. My text seeks to preserve the poet's main themes, his hymns 
to the birds and the flowers and his quirky shifts of tone and direction, the 
latter bringing us the curious reference to the New Orleans jazz clarinetist 
Mezz Mezzrow, whose diary quotation is dropped from my text. The myste
rious quotation near tlie end "unless the scent of a rose startle us anew" is 
from Williams' late poem Shadows. 

-Note by Michael Webster, 1997 


