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PROGRAM 

Mirage (1990) Shulamit Ran 
(b.1949) 

Lisa Jelle, piccolo, flute, and alto flute 

Angella Hedrick, clarinet 
Colleen Jennings, violin 

Claudia Hod!, cello · 
Lura Johnson, piano 

Michael Webster, conductor 

Din (1998) 
( annunciation for bells, 
piano, and string quartet) 

Yue! Yawney, violin 
Noel Martin, violin 
Emily Rome, viola 

K'vakarat (1994) 
(for cantor and string quartet) 

Osvaldo Golijov 
(b.1960) 

Leslie Tan, cello 
Lura Johnson, piano 

Trent Petrunia, chimes 

Osvaldo Golijov 

David Propis, cantor (guest) 

Yue! Yawney, violin 
Noel Martin, violin 

Emily Rome, viola 
Leslie Tan, cello 

INTERMISSION 

Romancero (1983) 
(four songs based on popular 
Spanish romance poetry) 

Mario Davidovsky 
(b.1934) 

I Morenica a mi me llaman (Morenica, they call me) 
II Arriba canes arriba! (Hell, Dogs, Helli) 

III Seguidillas (Spanish Dance) 
IV. Triste estaba el Rey David (Sad was King David) 

Mary Hines, soprano (guest) 
Judy Dines,flute, piccolo, alto flute (guest) 

David Peck, clarinet and bass clarinet 
Barbara Downie, violin (guest) 

David Garrett, cello (guest) 
Edward Applebaum, conductor 
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Scene I from "Shir Ha-Shirim" 
("Song of Songs'') (1975) 

Erin Wall, soprano 
David Ray, tenor 

Keith Hudspeth, tenor 
Clifford Derix, bass voice 
Caen Thomason-Redus, 

flute, piccolo, and alto flute 
Julie Gramolini, oboe 

and oboe d'amore 

Mario Davidovsky 

Sharon Koh, clarinet 
and bass clarinet 

Colleen Jennings, violin 
Emily Rome, viola 

Karen Maddox, cello 
Antoine Plante, double bass 

Robert Elfline, piano 
Trent Petrunia, percussion 

Michael Webster, conductor 

PROGRAM NOTES 

There are interesting parallels and contrasts in the lives and music of 
tonight's three composers. Two were born in Argentina and one in Israel, 
yet they all emigrated to the United States and became an important part 
of our musical life. Two are men, one is a woman, and none is closer than 
ten years in age to another. The eldest is the most avant-garde, and the 
youngest is the most traditional. Each has developed a musical language 
that is at once distinctive and strongly influenced by Judaism and Hebrew. 

For example, Shulamit Ran's music has been described as ''freely a
tonal," but Mirage has definite tonal centers, beginning and ending with 
a long pedal B-flat and containing many veiled references to the "gypsy" 
scale with its two augmented seconds being so typical of Jewish music. 
We can hear shifting tonal centers from B-flat to G, D, A, C, and back to _ 
B-flat. The opening and closing alto flute solos are definitely cantorial in 
style. They lie in an extended tenor range and hint time and again at the 
gypsy scale, albeit enveloped in chromatics. When the work reaches its 
climax, however, the chromatics are stripped away, leaving a powerfully 
unison outcry using a gypsy scale in C minor. Shulamit Ran writes: 

Mirage was written on commission by the Da Capo Chamber 
Players, this time in celebration of the group's twentieth anniver
sary. In one movement, Mirage's eleven minutes are shaped into 
an asymmetrical, loosely structured five-part arch form. Through
out, I aimed for a free flowing, yet intense, at times incantational 
style of delivery. Relationships between instruments span the gamut 
from polyphonic to heterophonic to one pivotal unison phrase oc-
curring about four-fifths of the way through the work- a phrase 
emblematic of the entire composition. Harmonically and melodi
cally, the work reminds one, I think, of modes associated with 
Middle Eastern music. These become chromatically saturated in 
areas, especially in the dense, central section of the arch form. 

Mirage was begun in the summer of 1990 and composed mainly 
during the month of December 1990. 

Osvaldo G6lijov's tonalities are much more traditional, and both of 
the works on tonight's program build upon pedal tones even more strongly 
than does Mirage. Din was commissioned by the Spoleto USA Festival 



and premiered there in 1998 by Charles Wadsworth and the Spoleto Cham
ber Players. The composer writes: 

This piece is a constellation of symbols, the most obvious ones 
being bells (whose meaning changes according to when and how 
we hear them), imaginary bells (the piano), and a thirteenth cen
tury motet, whose meaning is probably different for us now than 
it was for people then. The title has meaning in my "three homes": 
in Spanish it's simply the onomatopoeic sound of the bell (we say 
"din-don''), in English it's what it is, and in Hebrew, "Din" means 
''judgment" (as in "divine judgment,"for instance)." 

K'vakarat was commissioned by the Wexner Foundation on the occa
sion of the dedication of the U.S. Holocaust Museum in Washington D. C. 
It was written for and premiered by Mikhail Alexandrovich and the Kronos 
Quartet at the Wexner Center for the Arts, Columbus, Ohio, January 27, 
1994, and recorded by the same artists. It is based on Cantor Yosele 
Rosenblat's realization of a traditional prayer of Rosh Hashanah. A sim
ilar but slightly more elaborate version comprises the third movement of 
G6lijov 's The Dreams and Prayers of Isaac the Blind for clarinet and 
string quartet. This time, a pedal tone, G, is heard throughout the entire 
piece as the voice intones the K'vakarat theme three times. Cantorial 
improvisations follow the first two and the third ushers in a cataclysmic 
climax in the strings. 

Romancero consists of four songs whose texts are based on popular 
Spanish romance poetry. Davidovsky is a chameleon in these songs, using 
music to explore the miniature dramas and rich imagery of each poem. 
The texts virtually cover the entire spectrum of human experience and 
emotion, ranging from the carefree flirtatiousness of Morenica a mi me 
Haman to the bleak and blinding grief of Triste estaba el Rey David, in 
which King David loses his favorite son, the rebellious Absalom. 

"Growing up in Latin America, you know dozens of these by memory," 
the composer says. "There is a huge literature, with roots extending back 
to the Middle Ages." Davidovsky was also intrigued by the Sephardic 
origins of the Morenica and King David texts. His parents were Eastern 
European Jews, and he acknowledges the importance of the Jewish ele
ment in these first and last texts of Romancero. 

Davidovsky has a gift for capturing the quicksilver shifts in mood and 
tone as when the raging fury invoked against the dogs at the beginning of 
Arriba canes arriba! cedes to the ineffable sadness of the singer's search 
for Julianesa. The pacing of the four songs also shows a keen sensitivity 
on the composer's part. He opens lightly with Morenica and gives his lis
tener a scherzo-like reprieve in the enigmatic Seguidillas before abandon
ing us to the woeful despair of King David. 

Romancero was jointly commissioned by Speculum Musicae, The 
Contemporary Music Forum (Washington,D.C.), and the San Francisco 
Contemporary Music Players through an NEA grant. 

Davidovsky's Shir Ha-Shirim was commissioned by the New York 
Chamber Soloists, whose forces demanded this very unusual combination 
of voices and instruments. Without those constraints, the composer would 
have made some different ( and more practical) choices. With those con
straints, he used the instruments to create what Susan Blaustein calls 
"dry Middle Eastern landscapes" to accompany a style of vocal expres-
sion which Davidovsky calls "medieval." Throughout the work you will 
hear an interplay of voices and instruments trading unisons in a constantly 
evolving kaleidoscope of colors. 
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Shir Ha-Shirim is a work of great ambition and emotional depth. 
Lasting nearly a half an hour, it is richly scored for large instrumental 
ensemble with four vocal soloists who are required to sing with maximum 
pitch, dynamic, and expressive range while adding percussive sounds to 
the large array already set in front of the percussionist. The tenor parts, 
in particular, explore the lower and upper limits of vocal range, frequently 
crossing with each other and with the bass voice as well. Much of the work 
is written as a dialogue between the three male voices and the soprano, 
whose role is mostly independent, including soliloquies in each of the 
three sections. 

Tonight we perform the first of those three sections set to the text of 
the first chapter of the Song of Songs. Both in selection and rendering of 
the text, Davidovsky highlights its ambivalent character rather than the 
more typical completely joyful approach. As progressive as its harmonic 
language is, Shir Ha-Shirim has one thing in common with the works on 
the first half of the program: the use of long pedal tones. In this case, the 
pedal tone is D, which opens the work, underscores the first statement of 
text, "Shir Ha-Shirim," and re-appears at crucial moments throughout the 
work: the impassioned climax of part 1, where the men sing "le-su-sa-ti 
be-rich-vei fa-ro-di-mi-tich ra-ia-ti na-va, -would I compare you, my 
darling, to a mare among Pharoah 's cavalry" in a great crescendo, leav
ing the bass alone momentarily on a D which sets off anguished chords 
in the strings; and at the end, where similarly anguished chords are inter
rupted by a loud unison D, which ushers in a long pedal tone D under
neath the quiet ending. 

- Notes by Michael Webster 
and Laurie C. Shulman 

BIOGRAPHIES 

Composer and pianist SHULAMIT RAN took lessons in composition 
with Alexander Uriah Boskovich and Paul Ben Haim and in piano with 
Miriam Boskovich and Emma Gorochov. In 1962, already an accomplished 
composer, she was awarded scholarships for study in the U.S. at the Amer
ica-Israel Cultural Foundation and Mannes College,from which she grad
uated in 1967. While at Mannes she studied piano with Nadia Reisenberg 
and composition with Norman Delio Joio. Subsequently she studied piano 
with Dorothy Taubman and, in 1976, composition with Ralph Shapey. 

In 1971 she gave the premiere of her Concert Piece with the Israel 
Philharmonic Orchestra under Zubin Mehta. After a year from 1972-73 
as artist-in-residence at St. Mary's University in Halifax, Nova Scotia, she 
joined the faculty of the University of Chicago, where she became associ
ate professor of composition in 1978. 

She has received a Guggenheim Fellowship (1977), a grant from the 
Illinois Arts Council (1980), and commissions from the Fromm Founda
tion, the National Endowment for the Arts, radio station WFMT (Chicago), 
the Da Capo Chamber Players, and individual performers. Her Hyperbolae 
was selected as the required piece for the Second Annual Artur Rubinstein 
International Piano Competition in 1977. 

OSVALDO GOLIJOV, originally from La Plata, Argentina, lived there 
and in Jerusalem before moving to the U.S. in 1986. He studied with George 
Crumb at the University of Pennsylvania, where he received his Ph.D, and 
with Lukas Foss and Oliver Knussen at Tanglewood, where he received the 
Koussevitzky Composition Prize. He now lives in Newton,Massachusetts. 

Defined by The New York Times as "a musical alchemist (who) con-



jures up new worlds, Mr. G6lijov takes gestures and sound imagery from 
his own background as the points of departure for his compositions. Music 
from the Judea-Christian liturgy, the western repertory of many periods, 
Jewish folk traditions from different places, and the inevitable Tango and 
other Latin American genres, appear in his work in different stages of 
trans-formation, often metamorphosing into something else entirely or 
even dis-appearing altogether from the surface. 

He is the winner of the first prize at two Kennedy Center's Friedheim 
Awards. Other recent awards include France's Diapason D'Or (1997), 
the Chamber Music Society of Lincoln Center's Stoeger Prize for Con
temporary Music (1996); and the Paul Fromm Award (1992). He has 
received commissions and grants from the Koussevitzky, Guggenheim, 
Wexner, and Fromm Foundations, Chamber Music America, Meet the 
Composer, and the National Endowment for the Arts. 

Mr. G6lijov is currently working on an evening-long Passion for the 
year 2000 to commemorate the 250th anniversary of J.S. Bach's death, 
commissioned by Helmuth Rilling, ( as part of a project that will include 
similar works by Sofia Gubaidulina, Tan Dun, and Wolfgang Rihm). He 
teaches at the Tanglewood Music Center and at the College of the Holy 
Cross and has served as composer-in-residence for the Spoleto USA 
Festival. 

1971 Pulitzer Prize winning composer MARIO DAVIDOVSKY has 
received nearly every award and honor available to contemporary com
posers and has been commissioned and performed by virtually every 
major orchestra and chamber group worldwide. He is the Fanny Pea
body Mason Professor of Music at Harvard University and is currently 
the Director of the Fromm Music Foundation and the Koussevitsky Foun
dation of the Library of Congress. A member of the American Academy 
of Arts and Letters, he is a graduate of the law school of Buenos Aires 
University. He was first brought to this country by Aaron Copland on a 
Koussevitsky Fellowship at Tanglewood. With Milton Babbitt, he was a 
founder of the famed Columbia/Princeton Electronic Music Center, 
which he directed until 1994 as the MacDowell Professor of Music. 

Esteemed music writer Hayes Biggs says the following of Davidovsky 
and his works: "His music is a compelling combination of austerity and 
sensuousness, an example of what Stravinsky referred to as 'the logic of 
intuition.' Years of experience in the electronic music studio, sculpting 
and refining the raw material of sound, have honed his capacity to recog
nize what is 'right' to its fullest. In addition, he is possessed of a Beetho
venian sense of exactly how and when to take the listener by surprise. 
The passion in his music manifests itself in a heightened expressivity that 
comes from the tension between rigor and impulse; it is a reflection of 
his own passion for art at its highest and best levels, and of his passion 
for the tangible, almost tactile nature of the sound material itself." 

This year Pierre Boulez led the Chicago Symphony in a performance 
of his Concertante for string quartet and orchestra, Guillermo Figueroa 
premiered his Concertino with the Orpheus Chamber Orchestra, and the 
Moscow Symphony performed his Shulamit's Dreams, under Joseph 
Silverstein and featuring soloist Diane Owens. 
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