It is important to notice that birdsong is not here
prettily imitated for decorative or programmatic
effect, but is the basic material for the whole work. i .
As the title implies, Messiaen does not confine him- ‘ U nivers lty Of
self to France in choosing his source-material—bird-
songs from India, China, Malaysia and North and )

South America are used. In their stylised form these
generate ideas of great variety, characterised by Ed In bu rg h
repetition of single notes and phrases and extremely

rapid, florid embellishments.

Ojseaux exotiques is in six sections, each separated CO nce rtS
by a cadenza for solo piano. The first section is very

short, and serves as an introduction and also as coda. 1

The next two instrumental sections are also short, the 970 B 71

second being an expanded version of the first, and.
after the third piano cadenza, gongs, tam-tam and
low wind chords herald the central and most
extended section. Here the percussion instruments

have recurring patterns based on Greek and Hindu

rhythms—another important feature of Messiaen’s THE REID ORCHESTRA

music. Above itinnumerable birdsongs are contrasted leader Miles Baster

and combined to form a spectacular counterpoint of

colours and rhythms. Eventually the low sounds KENNET

return and the piano has its most extended cadenza. H LEIGHTON conductor
There is yet one more colourful outburst, before the JOHN McCABE piano

short, final cadenza and coda. E.J.H.
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Egdon Heath, opus 47

JOHN McCABE b. 1939

Piano concerto, no. 1 (1966)

Largo

Vivo
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Maestoso—Lento

Giocoso—Danzato—Giocoso

Interval

HINDEMITH 1895-1963
Symphony, Mathis der Maler

Engelkonzert

Grablegung '
Versuchung des heiligen Antonius

Egdon Heath was composed in 1927. A highly original work,
it is prefaced by a sentence from the fa‘mous o;;lenl?}g_ pre]ara-
graphs of Hardy's The Return of the Native. The eat' is tere
described as ‘a place perfectly accordan; with man'’s ne: ure
—neither ghastly, hateful, nor ugly ; n_enher Commogp gce:
unmeaning, nor tame; but, like man, shgh_ted gnd. en unr;g,
and withal singularly colossal and mysterious in its swarthy
Z];)?r?tsc:er\%'ral of his works, Holst is here successfullnot ;n Lhrz
expression of human passions, but in a mood of almost p

contemplation of the more austere beauties of nature. Ll
The opening theme, g;‘\‘/eln ’fo mutei%a?o?;)rizubaa;:es,_rae .2

inement of Holst's mus ‘ 4
gizvr\wlat[]erznis his favourite 7-4, but, as in Neptune, the effect

Prease ot GHarye ur arists

of this is almost to cancel out any sense of movement. In fact

the first thirteen notes belong to a sin
contains any sense of pulse or division. The entry of flutes and
bassoons reminds one of Venus, but with the rising string
entries that follow, Holst uses an old device with extraordinary
freshness, every note being loaded with meaning.

The stillness is slightly disturbed by a second theme, a ‘pro-
cessional’ theme, in which it seems as if the music turns from
the contemplation of space and emptiness to the thought of
mankind, in Hardy’s words ‘slighted and enduring’. After a few
bars however the time changes to 15-8 and there is a sudden
restlessness in the string figuration, against which the oboe
enters with yet a fourth idea, containing a fanfare-like shape.
Here both melodic and harmonic material use Holst's favourite
relationship, the mixture of two tonalities a tritone apart.
Very quickly Holst builds up a great climax, combining with
the quaver figuration the opening theme (particularly in its
first three notes) heard first on a piercing trumpet.

The next paragraph, Andante maestoso, extends the ‘pro-
cessional’ theme first on brass, and then on wood-wind and
strings. There is a suggestion here of the inevitable Holstian
ostinato bass, but the actual shapes are more varied and more
subtle than in his earlier music.

There is a pause—complete stillness—while the oboe re-
capitulates its tortured tune, but the tempo soon changes to
andante, and the lament becomes a kind of quiet dance.
Imogen Holst suggests that here the composer is returning to
the distant past—to the far away origins of the Morris dance as
a magic ritual which tried to appease the forces of nature,
Quite soon there is a return of the opening section followed
by the ‘processional’ theme on brass; and finally various con-
flicting elements in the music are combined and fragmented,
achieving a kind of mysterious reconciliation.

One of the most interesting things about the piece is the
extraordinary modernity of the form. There is no development
in the traditional sense ; rather the music moves swiftly, almost
disconcertingly so, from one idea to another, and some of the
ideas themselves undergo a process of shortening rather than
of extension, as if the composer were trying to arrive at the
very essence of his material. The things which we remember are
really fragments, and this is perhaps one of the features which
lends the work a constant fascination, K.L.

gle phrase which hardly

John McCabe's Piano Concerto was commissioned for the
1967 Southport Centenary Festival, and was first performed
by the Royal Liverpool Philharmonic Orchestra under Charles
Groves with the composer as soloist. The four movements fall
into pairs, the first two being without a break, as are the last
two. The first pair of movements is, however, much shorter,
consisting of a slow piece of a preludial nature, followed by a
brief toccata in which the piano plays in semiquavers almost
throughout. The thematic material of the work derives almost
entirely from the opening of the first movement, with its
gradually ascending phrase for strings and then a variant of this
for harp: this tune, and the clarinet solo (accompanied by a

lo g eld Dia“ot |") that T e basis
sSucce ' N
1g-h : I eds it, for 1 IS0

tTrhe lhlll’d movement begins with a lengthy passage for orches-
a only, based on a tune derived from the above-mentioned
cla(xnet theme, and the movement gradual
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The movement begins in tranquillity, with a slow rising figure
on wood-wind, followed by a chorale melody ‘Thus Sang
Three Angels’ on trombones. The slow introduction gives way
to a more strenuous section, rich in material (there are three
distinct themes) and using fugal texture as a means of expan-
§ion. At the cl_injax of the fugue the song of the Angels from the
introduction is introduced on trombones in conjunction with
thg fugal argument, the various elements of the movement
being moulded together by means of counterpoint,

The second movement describes The Entombment as painted

cal aspect of the subject and of
ve to have been the mainspring of
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on the predella, and is quite short, with strings muted through-
1874-1934 out. Here we find the slow dotted rhythm which was to remain
a constant feature of the composer’s style, and the form is
Eqgdon Heath, opus 47 extremely simple—A-B-A-B. The return of section A forms a
9 climax of vision marked on the last chord by a cymbal clash,
while section B, with its beautiful flute and oboe melodies,
L0 -CABE b. 1939 returns in a fragmentary and very moving transformation.
JOHN McC The third movement is concerned with The Temptation of
. o, no. 1 (1966) St. Anthony, a painting in which the saint is beset with
Piano concert frightful demons and creatures half beast and half human, in a
Largo setting of desolate rock and ruin. In one corner of the painting
there is a scroll bearing the words ‘Where wert thou, good
Vivo Jesus, where wert thou ? Why didst thou not come to heal my
Lento—Cadenza—Allegretto— wounds?’, and Hindemith heads his score with this inscrip-
tion.
Maestoso—Lento The movement opens with a quasi-recitative section in which
Giocoso—Danzato—Giocoso the strings are made to play entirely in unison. The free rhythm
' and passionate outbursts of wind and percussion seem to
portray the doubts and fears in the saint's mind. The tempo
changes to Allegro, and a surging melody appears on the
strings. After an interruption by dramatic chords on full
Interval orchestra a second section begins with a new theme on
strings, and the whole Allegro culminates in a climax of great
tension.
An_ interlude follows for strings alone, meditative and,
1895—-1963 ; towards its close, filled with inner torments, the material
HINDEMITH being closely related to that of the slow introduction.
is der Maler The second Allegro is in the manner of a recapitulation and
Symphony, Mathis uses the various ideas of the previous Allegro, but quickened
up and constantly transformed. Finally the Coda begins with
Engelkonzert rapid and brilliant figuration on the strings, against which the
Grablegung wood-wind enter in triumph with a chorale theme which

GUSTAV HOLST

I Antonius Hindemith Iabgls ‘Lauda Sion Salvatorem',l and this the_me
Versuchung des heiligen : gradually dominates the tumultuous string figuration, ending
with a great proclamation on the brass. K.L.

Next concert: Thursday 10 December
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