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Manuel de Falla lived the first three decades of his life along the
southern coast of Spain along the Mediterranean. The Spanish orchestral

stvle of his music has become iconic since the last century. ['alla was so

respected that in 1970 his portrait appeared on Spain’s 100-peseta bll.

Siete Canciones Popalares Lispasolas (Seven Popular Spanish sSongs)

was written originally as a set for voice and piano in 1914 while he lived in
Paris. It is based on a diverse set of dances from different parts of Spain

and in different moods. For example, Nz is a nurturing lullaby but

Cancign possesses a venge

ful character. Below are the lyrics for the folksongs when sung:

1. El pano moruno (The Moorish cloth)
Al pano fino en la tienda, On the fine cloth in the store,
una mancha le cayo; a stain has fallen;
Por menos precio se vende For a lesser price it sells
Porque perdio su valor. Because it has lost its value.
2. Seguidilla murciana — dance in trple meter from Murcia, southern Spain
Cualguiera que ol eado Anyone whose rool
tengo de vidno has panes of glass
No debe nrar predras should not throw rocks
al del veemo. at the neighbor's.
ATTICTOs SCMOos, et us be horsemen;
Pucde que en ol camimo Mavbe on the road
NOS CNCONTrEMOS we will mect
Por tu mucha mconstanci [For your great meonsiancy
}'() w C()ITIPZII‘() ‘ C(lﬁﬂ".“'(' }()ll
CON PUseld yue Corre with pescta that runs
de mano en mano; hand in hand;
Quc al fin sc borra, At lastic's erased,
v crevéndola falsa and believing it false,
inadic la toma! nobody takes it!
3. Asturiana — from Asturias, northern Spain
Por ver st me consolaba, To scerf it consoled me,
arnméme 4 un pino verde, 1 came near a green pine,
por ver si me consolaba. to see 1t consoled me.
Por verme Norar, Noraba. Seemg me weep, it wept.
Y ¢l pino, como cra verde, And the pimge, as st was green,
por verme lorar, Nloraba. SCLING ME WEEp, 1t Wept,
4. Jota —a dance in triple meter with guitar and Mediterranean percussion

Dicen que no nos queremos
Porgque no nos ven hablar;
At corazon v al mio

s¢ o pueden preguntn

Yame desprdo dea

de tueasa vt ventana.,

v aungue no quicra tu madre,
adios, mina, hasta manana

\U!]\.IUL no &lL(iL['Al tu |T121L]1'C. ‘

They say we do notlove cach other
because they do not see us speak:
To vour heart and o ming

they can ask at to themsclves,

\Il(".\d_\ (I 1V B u”)_\ v vou

From your house and vour window

\nd though vour mother s not wanted,
goodbye, hrde grl, unul tomorrow,

And though vour mother s not wanted.



Cancion

Polo - 2 stle with Flamenco roots; has improvisatory melody with open-string guitar chords

A T ey Srrad e X i - FEEt § T ch

This parucular plano ranscripion was donc by Limcesto Halffter, a fellow Spanish composcer

I'h
who had personallv known Falla since 1923. Other arrangements cxist for ouitar, orchestra, and
L § § & b ! ’

other instrumental ensembles, with and without singing.

The kevbozrd music of Alexander Scriabin is important in the
literature zs it bridges 2 gap berween tonal music of the Romanuc pertod
2nd ztonal music of the early 207 Century. Though Scriabin’s works are
dietinouishable from those of his contemporaries, his early style carnes a

huge influence from Frédéric Chopin. He even wrote many of the same

15 sct of preludes was written mostly m Joscow

when he was in his carly nwenties. Scriabin was

in his early composiuonal penod and this was just a few vears before

he would heavily explore atonality. Fach of these preludes s a short work

that makes one or rwo main starements, The complete set contams five
preludes but, today, we are heanng the first rwvo

Op. 15, No. 1,15 extrc mely mouvic. The main monve appears immediately in the begmning
of the piece and 1s repeated 1n different ways to express a different thought. Someumes the rhythm
s straight and sometimes there 1s an asymmetry similar 1o Chopin’s writing. This motive frequentl
sitches berween the hands 1o be expressed from different voices.

i ¢

[he “vivo” tempo marking of Op. 15, No.2, cxpresses the desire that this prece should be

plaved with energy, but not agnated. This piece features a senes of scales in the nght hand and




arpeggios in the left that allow a sense of constant motion. Here the mood is determined by the
harmonic structure that changes dramatically in the middle section. In the middle section there 1s

brief contrast before we return to the onginal familiar texrure.

Astor Piazzolla was the Argentnian bandoneon player known
for bringing the tango from the streets to the concert halls. His Italian
immigrant parents raised him in New York Ciry where he was exposed
to the likes of Ilhington, Gershwin, and Rachmaninoff, unul the age of
15 when the family returned to Argentina. Prazzolla’s mustc has

appeared on hundreds of records beginning with Suifona de T ango

released in 1958. He performs his own music on many of these
albums.

Histoire du Tango (History of the Tango) was written in 1986 to overview the evoluuon of the
tango with examples in the stvles of four historical periods: 1900, 1930, 1960, and the modern day.
The original intended instruments were flute and classical guitar but, due to Histoire du Tango’s
massive popularity, arrangements have been made for many instrument combinations including flute
and piano.

Bordel 1900 represents the early days of the tango when it was heard in the bordellos of
Buenos Aires. It represents liveliness and excitement. In this setting the tango was a means to dance
and have a good time. The piece itself features virtuosic solo passages from the flute a driving
accompaniment. Call and response happens between the two instrumentalists where one makes a
statement and the other replics. Some of the call and response 1s done with hand percussion. The
structure of this piece is kept simple like anything that would be played in the social setung 1t
represents but the writing within the structure is very intricate.

Café 1930 paints a picture of when the tango evolved from dance music to music people
simply listened to. The tango 1s taking on an intimate nature here. The accompanimental instrument
introduces the mood before the flute enters and sings the mo/fv espressivo theme. A guitar cadenza
concludes the first section then the mood becomes bizarrely but not quite uplifting. As in Borde/
7900, this sunny section ends and we return to the original theme. We finally hear a coda of descent

through the unknown that finally ends on our home chord, the familiar.

César Auguste Franck composed a relauvely small amount of
works for few instrument types, but many of his works were on the larger
scale. Though starting his career as a virtuoso pianist, his three-decade
tenure as Organiste lilulaire at Sainte-Cloulde, Paris, inspired organ
characteristics in his piano works. Préfude, Choral et Fugue (Prelude, Chorale
and lFugue) was written in 188 which was towards the end of the veteran

organist’s life.




Prélide, Choral ef Fugne is composed in three continuous movements exactly as the title
suggests and each is equally spectacular. The prelude 1s based on a simple five-note motive, sweeping
arpeggios, and a following theme with the rhythmic figure that is later used in the fugue subject. The
prelude grows passionately before we finally reach a high point and the sounds dies down.

The chorale is in a different world from the prelude through the use of a distant new key
arca and a change of mood. Where the prelude is agitated and weeping, the chorale 1s calm and
steady. A new theme that s reminiscent of church bells is introduced here and repeats a total of
three times in three different kevs. Fach time this theme occurs, the prano speaks exponentially
louder and more strongly. At the peak of the final theme, the music once again dics.

There is a bridge between the chorale and the fugue and thus 1s where the fugue subject first
introduces itself in its entirety. The fugue subject starts from nothing then opens up immensely. We
arc at a fortissimo level before the real fugue begins. The fugue itself takes the initial subject and, in
the manner of what ].S. Bach did in his legendary fugues, is reinterpreted in modulated keys and
different ranges of the instrument. Sometimes the fugue 1s even played upside-down.

After many versions of the fugue subject, Franck has a quasi-cadenza written. This cadenza
is significant in that it is built on the same arpeggiated motion that occurred at the beginning of the
prelude — part of the prelude has been reintroduced. The cadenza ends with the first three notes of
the fugue subject then, with the prelude’s arpeggios still happening, the bell theme from the chorale
returns — Franck has now combined materials from the prelude and chorale. This combination
develops itself into something grand, continues as the fugue is reintroduced n the middle range of
the piano, and at this point all three movements arce happenming at the same rme.

Franck took musical ideas that were imitially independent of one another and combined them
to form a perfectly harmonious trio. For this reason, Prélude, Choral et Fugue has been referred to by
keyboard literature experts as Franck’s masterwork. The smooth melodic lines and the epic grandeur
of this piece contribute to its overall greatness.
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