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ABSTRACT 

This document examines works written by women composers for the 

ensemble comprised of clarinet and string quartet. A thorough search of 

clarinet and chamber music repertoire lists as well as reference materials 

devoted to women composers has yielded twenty pieces composed by women 

for this ensemble. 

6 

The quintets by Elizabeth Maconchy, Ellen Taaffe Zwilich, and lIse 

Fromm-Michaels are discussed in detail, primarily through analysis of 

theoretical properties, including formal structure, texture and timbre, 

harmonic idiom, and rhythmic and melodic language. An evaluation of 

performance requirements, leading to a determination of the level of 

ensemble needed for successful presentation is also provided, as is an 

aesthetic evaluation based on the above-mentioned analysis, existing 

criticism and personal opinion. A history of each composer's life is presented, 

with emphasis placed on her education and career. 

The remaining seventeen pieces are presented in the form of an 

annotated repertoire list. Ten of these works and their composers are 

discussed in a format similar to the works above, but in less detail. The 

composers in this category include: Stefani a de Kenessey, Ruth Gipps, 

Elizabeth Gyring, Katherine Hoover, Nicola LeFanu, Helen Lipscomb, Vera 

Preobrajenska, Louise Talma, Julia Usher, and Joelle Wallach. Music for the 

remaining seven pieces has not been obtained, but limited historical data for 

each composer is provided. 
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INTRODUCTION 

This document examines works written by women composers for the 

ensemble comprised of clarinet and string quartet (hereafter referred to as 

clarinet quintet). A thorough search of clarinet and chamber music repertoire 

lists as well as reference materials devoted to women composers has yielded 

twenty pieces composed by women for this ensemble. 1 

The quintets by Elizabeth Maconchy, Ellen Taaffe Zwilich, and lIse 

Fromm-Michaels are discussed in detail, primarily through analysis of 

theoretical properties, including formal structure, texture and timbre, 

harmonic idiom, and rhythmic and melodic language. An evaluation of 

performance requirements, leading to a determination of the level of 

ensemble needed for successful presentation is also provided, as is an 

aesthetic evaluation based on the above-mentioned analysis, existing 

criticism and personal opinion. A history of each composer's life is presented, 

with emphasis placed on her education and career. 

The remaining seventeen pieces are presented in the form of an 

annotated repertoire list. Ten of these works and their composers are 

discussed in a format similar to the works above, but in less detail. Music for 

the remaining seven pieces has not been obtained, but limited historical data 

for each composer is provided. 

IAn additional five pieces were inaccurately identified and are detailed in Appendix A. 
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A Brief Introduction To The Clarinet Quintet 

A survey of standard clarinet and chamber music repertoire lists yields 

over 120 pieces for clarinet and string quartet.2 When queried about works 

for this ensemble, however, most musicians can readily name only two 

composers: Mozart and Brahms, while others may also mention Weber. 

Several reasons can be seen for the domination of the genre by these three 

composers. First, the Mozart, Weber, and Brahms quintets stand out 

chronologically, having been completed in 1789, 1815, and 1891, respectively, 

whereas the vast majority of extant quintets were composed in the twentieth 

century. Second, the reputations of these three composers have contributed 

to the durability of their quintets. Third, each composer had a clarinetist for 

whom the piece was written and whose own fame brought attention to the 

work. These player/composer relationships undoubtedly enhanced the 

quality of writing technically, and perhaps also aesthetically.3 Although 

other composers share some of these circumstances, it is the sheer mastery of 

especially the Mozart and Brahms quintets which has assured them such 

honored positions in history and in contemporary performance. 

These three works bear further discussion, not only because of their 

positions in history, but because each exemplifies aspects of quintet writing 

that are pertinent to the pieces which comprise the main body of this study. 

W. A. Mozart's Quintet in A Major, K. 581 (1789) was composed for 

clarinetist Anton Stadler (1753-1812). It is the first known work in this 

2This number does not include arrangements or transcriptions of other works, or pieces calling for bass 
clarinet, basset horn, or combinations of strings other than the standard quartet. 
3Pamela Weston, Clarinet Virtuosi of the Past, London: Robert Hale, 1971,46-58, 119-41,215·35. 
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genre, and because of performances reaching from London to St. Petersburg 

by Stadler and those who came after him, it can be assumed to have had a 

strong influence on others who composed for this ensemble. Written for 

Stadler's basset clarinet, which had a very limited key mechanism, the 

Quintet demanded a level of technique that, at the time it was composed, only 

Stadler could achieve. Although not as technically difficult on a modern 

instrument,4 the Quintet requires the crystal clear tone, precise facility, and 

nuance of expression appropriate to all of Mozart's music. This is equally 

true of the string parts, with intonation requiring special attention. For all of 

its challenges, however, it is not a show piece, nor is melody the primary 

element, even though, as always, Mozart's lyricism is pervasive. It is timbre 

and texture which define this piece. The clarinet is treated soloistically, but 

not to such an extent that the other voices are merely accompanimental. The 

string quartet is featured often, as are the individual string voices. The 

clarinet line is never in conflict with the strings, nor is it ever buried in the 

string sonority. 

The Quintet in Bb Major, op. 34 (1815) of earl Maria von Weber was 

written for clarinetist Heinrich Baermann (1784-1847). Influenced by 

operatic coloratura but preceding the virtuosic displays of Liszt and Paganini, 

it was designed to highlight Baermann's impressive technique. Brisk tempos 

and extensive passagework indicate an instrument of advanced mechanism 

as well as a greater expectation of technical mastery by performers. Really a 

concerto with quartet accompaniment, this piece is not as often performed 

today because it holds less interest for serious chamber musicians. 

4The range of Stadler's basset clarinet extended a major third lower than the modern clarinet. Sections 
using these lowest notes have been rescored to accomodate the range of the modern clarinet. 



10 

Johannes Brahms and clarinetist Richard Miihlfeld (1856-1907) did not 

meet until late in Brahms' life, but their relationship was by no means 

insignificant. Miihlfeld is credited with inspiring Brahms to return to 

composing after a year-long break which many had feared was the end of 

Brahms' musical career. After meeting Miihlfeld in 1891, Brahms composed 

four major works for clarinet: the Trio op. 114 for Clarinet, Violoncello, and 

Piano (1891), the Quintet op. 115 for Clarinet and String Quartet (1891), and 

two Clarinet Sonatas op. 120 (1894). There is no question that the Mozart 

and Weber quintets influenced Brahms, because he spent countless hours 

with Miihlfeld discussing the clarinet and listening to its repertoire, 

especially the two previous quintets.5 Brahms' clarinet writing deserves the 

highest possible praise, and his Quintet is considered by many to be one of 

the finest pieces, not merely of the clarinet repertoire, but of all chamber 

music. 

Melodic, rhythmic, and harmonic elements are masterfully employed, 

but as with the Mozart Quintet, timbre and texture, as well as dramatic 

pacing, are the most striking qualities of the Brahms Quintet. All voices are 

treated equally, and although it is quite long, it is the work's endless 

variations of tone color which keep it vital. 

These three clarinet quintets have established a tradition that many 

composers have followed, from the early clarinet virtuosos who were also 

composers, such as Bernard Crussell (1775-1838) and Iwan Miiller (1786-

1854), to those composers known primarily for their wind writing, such as 

Antonin Reicha (1770-1836), Ludwig Spohr (1784-1859), and Jean Fran~aix 

5Weston, Clarinet Virtuosi, 215-35. 
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(1912- ), to such late nineteenth- and twentieth-century composers as Max 

Reger (1873-1919), Samuel Coleridge-Taylor (1875-1912), Arthur Bliss (1891-

1975), Paul Hindemith (1895-1963), and David Stock (1939- ). 

These are just a few of the 120 clarinet quintet composers found in a 

survey of six standard repertoire lists. A disparity exists between the number 

of works by women which are cited in these sources and the number which 

are cited in reference works devoted to women composers. Of the twenty 

pieces by women identified for this document, only five are cited in the 

standard repertoire lists, and several of these sources include no mention of 

any quintets by women. This is due, in part, to the fact that these standard 

sources date from the '60s and '70s, while most reference works on women 

date from the late '70s and '80s. It is this fairly recent focus on women as 

composers that has brought many of these pieces to light. The purpose of this 

investigation is to continue to uncover works by women and to encourage 

performance of those which are of high aesthetic value. 
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ELIZABETH MACONCHY: QUINTET FOR CLARINET AND STRINGS 

Elizabeth Maconchy was born in Broxbourne, Herts, England on March 

19, 1907 to Irish parents. Having grown up in rural England and Ireland, 

Maconchy did not attend a live perfonnance until she was fIfteen. Her 

childhood home had no phonograph or radio. Fortunately, the Maconchy 

family did own a piano, and at the age of six, Maconchy began to take piano 

lessons. As soon as she began to play piano, she began to compose for it as 

well. 

Mter her father's death, the family moved to London. Shortly 

thereafter, at the age of sixteen, Maconchy entered the Royal College of 

Music, studying composition with Charles Wood and Ralph Vaughn Williams, 

harmony and counterpoint with C.H. Kitson, orchestration with Gordon 

Jacob, and piano with Arthur Alexander. She stayed at the Royal College of 

Music for six years, during which time she garnered many prizes and 

scholarships, including a performance of one of her works by the college 

orchestra, a rare honor at that time. She was never awarded the coveted 

Mendelssohn Scholarship, which was denied her because she was a woman. 

An explanation for this was provided by Sir Hugh Allen, who said, "if we give 

you the scholarship, you will only get married and never write another note. "6 

Ironically, and undoubtedly in no small part due to battles waged by 

Maconchy and other women of her generation, Nicola LeFanu, Maconchy's 

daughter, was awarded this same scholarship in 1973 in recognition of her 

compositional skills. 

6Elizabeth Maconchy, "A Composer Speaks-I," Composer, XLII (Winter 1971-72>, 25-29. 
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Maconchy was awarded a Blumenthal Travelling Scholarship, and 

upon leaving the Royal College of Music, visited Vienna, Paris, and Prague. 

She studied briefly with Karel Boleslav Jirak (Professor of Composition at the 

Prague Conservatory) and returned to Prague in 1930 for the first major 

performance of her career, a Prague Philharmonic premiere of her Piano 

Concertino, with Erwin Schulhoff on piano. This concert took place on her 

twenty-third birthday. 

Settling in London after her travels, Maconchy endeavored to pursue 

her career. In the 1930s, however, there were no grants or fellowships for 

young composers. In an effort to promote her works, Maconchy sent her 

orchestral suite, The Land, to Henry Wood, founder and conductor of the 

London Promenade Concerts. He programmed this work in August 1930, and 

remained a supporter of Maconchy throughout his life. 

Al though reviews of The Land and the Piano Concertino were 

excellent, no publisher was interested in Maconchy, nor were any 

commissions forthcoming. 

Maconchy married in 1930, gaining financial security, but her needs as 

a composer were not being met. She was not alone in this professional 

struggle, and in 1931, three students established a concert series designed to 

promote young British composers. Begun by Elisabeth Lutyens, composer, 

Anne Macnaghten, conductor, and Iris Lemare, violinist, the Macnaghten 

Concert Series, which is still in existence today, has contributed to the 

careers of such British composers as Benjamin Britten, Elisabeth Lutyens, 

Gerald Finzi, Gordon Jacob, Alan Rawsthome, Malcolm Arnold, Richard 



Rodney Bennett, Priaulx Rainier, Peter Maxwell Davies, and of course, 

Elizabeth Maconchy. 
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In 1932, Maconchy was stricken with tuberculosis, forcing her out of 

London and disrupting her career. Even so, neither her illness, nor her 

responsibilities to her family, nor the advent of World War II could deter 

Maconchy from composing. She continued to submit works and began to 

receive recognition through competitions and performances at festivals. 

Although she had yet to find a publisher willing to take up her works, she 

maintained her contacts in Eastern Europe, and interest in her work began to 

grow both locally and abroad. 

Mter the war, Maconchy began to receive the recognition and support 

she deserves, although to this day, very few of her works are recorded. Her 

honors and prizes are too numerous to detail, and a great many of her works, 

including the Quintet for Clarinet and Strings, were commissioned. One 

particularly prestigious honor was that she was made a Dame Commander of 

the Order of the British Empire. 

Although Maconchy has never held any professional post, she has been 

very active in organizations that promote new music. She was the first 

woman chairperson of the Composers' Guild, chairperson of the executive 

committee and later president of the Society for the Promotion of New Music, 

and vice president of both the Society of Woman Musicians and the Workers' 

Music Association. 

Maconchy has accumulated a large body of works spanning her long 

career. She has written in all classical mediums, including several highly 

successful works for young people. Her chamber pieces are generally 
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considered to be her finest works, and of these, her string quartets are most 

widely known. Her complete string quartets, thirteen in total, have recently 

been recorded by three different ensembles on the Unicorn-Kanchana label. 

Maconchy's compositional style is most often compared to that of 

Bartok, whom she acknowledges, along with Vaughn Williams, as having had 

the greatest influence on her. Vaughn Williams' influence was primarily 

personal and inspirational rather than musical, while Bartok's influence was 

clearly musical. Elements of Maconchy's style that compare with Bartok's 

are her melodies, which are generally constructed of short ideas built from 

small intervals, her use of melodic and rhythmic counterpoint, and her use of 

folk rhythms and driving motor-rhythms. This is not to suggest that she 

lacks individuality or that her works are derivative. Quite the opposite is 

true. Maconchy has expressed her own opinion on this subject in an article 

about composing in which she discusses musical influences in general and her 

belief that what one takes from others is assimilated in such a way that there 

is no direct imitation or even any obvious likeness. 7 

Incidentally, her introduction to Bartok's music came not from her 

schooling or from direct concert experience, but rather from her stumbling 

upon his scores while browsing at Boosey & Hawkes. Her intellect was sharp 

enough and her instincts strong enough that she immediately recognized a 

kindred musical spirit. 

Maconchy's harmonic style has been portrayed as a first-rate solution 

for "two of the musical problems confronting every tonal composer who 

employs alternating major and minor triads (which often sound cutting .. .) 

7Elizabeth Maconchy, "A Composer Speaks-I," Composer, XLII (Winter 1971-72),25-29. 
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and lush harmonies (which often sound uncouth ... ). Maconchy adds depth 

to the former, and replaces uncouthness with sweetness in the latter."B This 

comment was made regarding Maconchy's String Quartet No.7 (1955), and is 

taken from an article which was written in 1963, the same year that the 

Quintet for Clarinet and Strings was composed. 

Maconchy's music lies on the edge of tonality. Her fondness for melodic 

minor thirds creates a tonal pull, but she does not establish which note is 

acting as the tonic and which is in a mediant relationship to that tonic. She 

employs triadic configurations and pedal tones to provide grounding over 

which highly contradictory material is heard. Melodic passages often return 

to or repeat a single pitch. But these individual elements do not coalesce into 

a clear tonal center. In her Quintet for Clarinet and Strings several key 

areas are suggested, including Bb minor, B minor, C, G, and Ab, but these do 

not last long enough, occur frequently enough, or relate to each other in a way 

that demands tonal recognition. 

Maconchy uses a variety of melodic shapes, most of which are 

constructed primarily of seconds and thirds. One technique she uses might 

best be described as chromatic weaving, where a melody turns back on itself, 

yet does not remain static. Other melodies, while still employing mostly 

seconds and thirds, are expanded through octave displacement and inversion 

of intervals. Sometimes these melodies leap quickly back and forth from 

octave to octave, and other times sweep more slowly upward and downward. 

Melodic counterpoint is an essential element of Maconchy's writing. 

Canon and fragmentary imitation are very common, as is, to a lesser degree, 

BCarI Sigmon, Musical America, LXXXIII (July 1963),34. 
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contrapuntal dialogue between two or more voices using dissimilar material. 

Rarely does she have more than three ideas occurring simultaneously. The 

device of inversion is perhaps the strongest unifying contrapuntal element 

employed. 

One element entirely missing from available critiques of Maconchy's 

music is mention of her use of jazz rhythms and scales. Several obvious 

instances of jazz influence and other more subtle manifestations occur 

throughout the Quintet. It may be that she was inspired on this occasion by 

the many mediums in which the clarinet is employed, but this does not 

explain its absence from analyses of her music. 

Several elements comprise Maconchy's rhythmic style. Her music is 

often driving, employing motor-rhythms. This is always balanced, however, 

with lyrical passages that are not strongly pulsatile. Counterpoint is 

featured by using rhythmic motives which pass from voice to voice, while 

generally maintaining roughly the same melodic configuration. There are 

rhythmic folk elements in some of Maconchy's melodies, such as the use of a 

short-long rhythm commonly found in Eastern European folk music, and 

melodies which are set in unequal meters, such as eleven-eight, and are 

further set off-balance by occasional interjection of other meters. Hemiola is 

used, sometimes simply for variety and at other times to create cross-rhythms 

which obscure the metrical pulse. 

In Maconchy's own words, form "must proceed from the nature of the 

musical ideas themselves - one cannot simply pour music into a ready-made 

mould. The composer must try to evolve a form that is the inevitable outcome 
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of his own musical ideas and provides for their fullest expression."9 This 

principle is clearly demonstrated in Maconchy's Quintet where a parallel can 

be drawn between her use of circular melodies and the cyclical way in which 

these melodies recur throughout the work. Although her melodic material is 

sharply limited, and virtually all new material presented can be linked with 

the opening bars of the work, Maconchy's music is unified without being dull. 

While there is a great deal of repetition, in both small sections and 

throughout the work, there is never a sense of lifelessness or overstatement. 

What is present is a remarkable feeling of unity and a delight in the 

recurrence of familiar material. 

The Quintet for Clarinet and Strings was composed in 1963 on a 

commission from the Minehead Concerts Society. The first performance was 

given on March 12, 1964 at Minehead by Gervase de Peyer and the 

Dartington String Quartet. There is no review available of this premiere, but 

the work was very favorably received at Maconchy's seventieth-birthday 

concert held in 1977. 

While reflecting on her compositional technique, Maconchy referred to 

the Quintet: 

It is impossible to tell from the analysis of a finished work 
how much of its intricate structure, the interrelation of the 
themes and so on, has been deliberately calculated by the 
composer and how much has worked itself out at a deeper 
level of consciousness. I came on evidence of this 
subconscious thinking when I had to make a detailed 
analysis of my clarinet quintet. . . . I found I could relate 
everything in the piece to the first paragraph. I discovered 
numerous tie-ups and derivations I had not known were 

9Anne Macnaghten, "Elizabeth Maconchy," Musical Times, XCVI (Jun 1955),298-302. 
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into it. 10 
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This four movement work is highly unified and its first paragraph, the 

first eight bars, contains the germ ideas that run through the entire work. 

Thus these :neasures deserve special scrutiny. (See Example 1.) Marked 

Poco lento eJ= circa 64), the first movement opens with accented major-second 

double-stops which enter imitatively on beats two, three, and four, 

descending from violin I to violin II to viola, each subsequent entrance a 

minor second lower. This creates a five-note cluster from cbI to eb1. Over 

this sustained cluster, the clarinet enters softly and expressively, playing a 

repeated, syncopated miTlor third. Bar three returns to accented clusters, 

this time presented in a short-long rhythm, starting with a single pitch and 

adding the second pitch to the first. The whole event is presented up an 

octave and subsequent entrances are chromatically woven rather than 

occurring in descending order. The resulting cluster is five notes, from db2 to 

f2 , or up a major ninth from bar one. This cluster is sustained until the 

downbeat of bar eight. Over this, the clarinet presents a lyrical melody 

consisting entirely of minor seconds, minor thirds, a major seventh, and a 

major tenth. As the clarinet sustains the last note of this phrase, the cello 

begins with material from the middle of the clarinet line and continues with 

similar intervals. The clarinet then overlaps the cello line, beginning with 

material from the middle of the cello line, creating a canon at the octave and 

one beat. The paragraph ends with a cello glissando down a minor seventh. 

A hint of tonality may be perceived here, as the minor sevenths in the melody 

lOElizabeth Maconchy, "A Composer Speaks-I," Composer, XLII (Winter 1971-72), 25-29. 



EXAMPLE 1. Movement I, bars 1-8, all voices. 
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could be outlining major-minor seventh chords. This is immediately 

counteracted, however, by the clarinet pick-up to the next section, which is a 

minor second above the suggested tonic. 

In addition to recurrences of the actual music presented in the first 

paragraph, the elements that are used consistently throughout this work can 

be summarized as follows: 

-vertical and horizontal major and minor seconds, and their 
inversions 

-melodic minor thirds 

-short-long rhytlun, with melodic major second 

-imitation 

-inversion 

-octave displacement 

-chromatic weaving 

-syncopation 

The first movement does not fit neatly into any standard form. While 

there are marked changes of mood and tempo, the overriding flow of this 

movement is circular and overlapping. There is a definite change from bar 

eight to bar nine. Mter a predominantly quiet and still introduction, a loud 

and rhythmical Allegro moderato is heard. Bar nine begins with a line 

consisting of chromatically woven major and minor seconds. In bar ten, its 

inversion is heard. Each line is followed immediately by major seconds in the 

short-long rhythm. (See Example 2.) Added to this, in bar thirteen, is a 



EXAMPLE 2. Movement I, bars 9-10, all voices. 
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widespread melody consisting of seconds and sevenths, with 

accompanimental clusters. (See Example 3.) This line settles into a sort of 

ostinato over which a light, mp melody is presented. This new melody, 

beginning in bar sixteen, is clearly jazz-inspired, and contains within it 

repeated minor thirds, inversion, and the short-long rhythm. (See Example 

4.) In bar twenty, the music is more legato and thicker in texture. Two new 

elements are introduced, one which recurs in this movement, the other 

returns in the fourth movement. Both are relatively fast-moving ostinato 

figures using wide intervals and repeated notes. (See Examples 5a and 5b.) 

This section ends with an imitative dialogue of short-long major seconds. 



EXAMPLE 3. Movement I, bars 13-14, clarinet. 

F 

EXAMPLE 4. Movement I, bars 16-17, clarinet. 

EXAMPLE 5a. Movement I, bar 21, cello. 

EXAMPLE 5b. Movement I, bar 20, violin 1. 

A faster tempo is marked in bar twenty-five. The following twelve 

measures take the wide interval idea and present it in a variety of ways, 

including canon and ostinato. 

Bar thirty-seven is a return to Tempo I and material of the 

introduction. The clusters from bar one return up an octave and a perfect 

23 
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fourth. The opening melody begins in augmentation and up a minor third, 

but as the music progresses, it becomes clear that this is actually music from 

bar sixteen, occurring at its original pitch level. The second cluster entrance 

is down a perfect fifth from that of the introduction. In bar forty-one, the 

Allegro moderato tempo returns with material previously heard but much 

altered. Similar techniques are used throughout the rest of the movement. 

The last section, beginning in bar fifty-seven, is slower than the opening, and 

combines introduction music with ideas presented elsewhere in the 

movement. 

For music that is rather far-removed from conventional form and 

harmony, it is noteworthy that the return of the introduction is set up a 

perfect fourth. This might lead some to attempt to apply sonata principle to 

this music. While sonata principle can be stretched to fit almost any rounded 

structure, the overriding technique here is cyclical, with a constant blending 

of ideas. 

The second movement, titled "Scherzo," holds true to this designation 

in that it has the generally expected energized and driven A section, a slower, 

calmer middle section, and a return of A, as well as humor and a large dose of 

off-balance effects. The basic meter of the A section is eleven-eight, which 

immediately leaves the listener a bit unsettled. Each bar is divided either 6 + 

5 or 5 + 6. Every now and then, this already irregular rhythm is disrupted by 

the interjection of a single measure of three-eight, five-eight, or six-eight. 

Some of the same materials explored in the first movement are used in 

construction of the melodic and accompanimental figures of the second 



movement. Seconds, thirds, and sevenths dominate, and imitation and 

inversion are used extensively. 
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In the first movement, the introduction ended with a descending 

minor-seventh glissando in the cello. This same device is used in bar thirty

five (here the interval is a major seventh) to signal what appears to be the 

end of the A section. The next measure is slower and the mood is calmer. 

Although the melodic material is not new, one expects that this is the 

beginning of the Trio, or B section. After four measures, however, the faster 

tempo returns for an additional four measures. 

This bridge passage, from bar thirty-six to bar forty-three, contains the 

type of overlapping that occurs so often in the first movement. A cluster 

chord is sustained in the strings in bar thirty-six and carries through the first 

three measures of the Trio. It then shifts to a different chord which is 

sustained throughout almost the entire B section. This second chord is 

actually a Bb minor triad. Most of the time, there is direct conflict in the 

other voices which negates the tonal pull of this sustained chord, but there 

are moments of tonal agreement in all voices and other moments of at least 

not too strong disagreement with this sonority. 

Over this chord, a chromatically woven melody is treated imitatively 

and in inversion. The short-long major-second motive makes a brief 

appearance. 

The Trio moves directly into the return of the A section, which appears 

in its entirety, excluding the opening two measures and the bridge passage. 

The movement ends with a coda, beginning in bar sixty-seven, which 



combines the two deleted sections, underscoring Maconchys economy of 

materials and wealth of creativity. 
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The third movement, marked Lento, is a powerful mix of rhythmically 

flowing lyricism with sharply accented, widely-spaced cluster chords. The 

movement is almost entirely in three-four, but there is rarely a definite triple

meter feel. Some passages seem to be in six-eight, while others give no solid 

sense of a down beat. This movement further exploits larger intervals and 

melodic minor thirds in a sweeping circular melody, which is treated fugally. 

(See Example 6.) Interestingly, the melody begins in the clarinet with the 

pick-up to bar one, but is interrupted by string chords and then continues in 

bar five. There is quite a bit of voice pairing, mostly outer voices versus inner 

voices, with the inner voices serving primarily as accompaniment. 

Although the cyclical elements of this movement are not particularly 

obvious, close examination reveals many connections made by melodic shapes 

and rhythms. As before, imitation, inversion, and chromatic weaving are 

used. 

The fourth movement is an ABA form, with the A section a strongly 

rhythmical Allegro molto, and the B section a lyrical Andante that includes 

impressionistic passage work which creates a non-pulsatile flow. All new 

material is derived from previous ideas, and there is a good deal of quoting 

from the first movement. 

The primary elements of the A sections are widely-spaced cluster 

chords, a melody consisting primarily of seconds, thirds, sevenths, and 

ninths, chromatic weaving, and the minor-seventh ostinato figure. All 
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EXAMPLE 6. Movement III, bars 1-10, all voices. 
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The A section ends with a clarinet cadenza, which moves directly into 

the B section, beginning in bar fifty-two. The cadenza and the opening of the 

B section are dominated by jazz elements, including a quote of the first 

movement theme from bar sixteen. (See Example 4.) The cadenza ends with 

the short-long major-second motive. 

After four measures of a lyrical dialogue between the clarinet and viola 

to open the B section, violin I and cello enter with a widely-spaced, circular, 

and flowing ostinato which was previously heard in the first movement. (See 

Example 5b.) They play different pitches and move in mirror to each other. 

With the addition of sustained notes in violin II, a thick texture is created. 
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This passage ends rather abruptly in bar sixty-three, with a return of 

Tempo/ of this movement and the clusters from bar three of the first 

movement. Similar to the harmonic structure of the first movement, the A 

material of the fourth movement returns in bar sixty-five, with the opening 

chords presented up a perfect fourth. As is expected, the return is varied, 

including occasional interjections of clusters and some jazz-like flourishes in 

the clarinet. 

There is a highly-charged coda, beginning in bar one hundred five, 

consisting of cluster chords, which are voiced differently but are actually the 

same pitches as the opening chords down a major second, and repeated and 

scalar seconds, all in an accented hemiola rhythm. 

The predominant texture of this work is one of independent voices in 

dialogue. Maconchy writes: "I have found the string quartet above all best 

suited to the expression of the kind of music I want to write - music as an 

impassioned argument."ll The Quintet for Clarinet and Strings fits well with 

this idea. The opening paragraph presents all the pertinent information and 

the rest of the work is a debate of these ideas. They are explored from all 

possible perspectives and, as is usual in large discussions, little consensus is 

reached. The clarinet acts as something of an outsider, although rather than 

being a dispassionate observer, this voice often turns the discussion in a new 

direction or presents a different perspective. Maconchy has certainly followed 

her own philosophy in this piece, and the result is a well-constructed and 

musically satisfying work. 

11 Elizabeth Maconchy, "A Composer Speaks·I," Composer, XLII (Winter 1971·72), 25·29. 
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Maconchy's Quintet is most appropriate for performance by 

professional musicians. It requires a high degree of technical facility and its 

rhythmic complexity will make demands on even the finest players. Although 

this thirteen-minute work may challenge some less sophisticated audiences, 

because of Maconchy's expressive range and her high degree of musical 

craftsmanship, they should find the work pleasing and satisfying. 

The score and parts are published by the Oxford University Press. 

Among the twenty pieces explored in this study, this is the only one with a 

commercially-available recording. Thea King and the Britten String Quartet 

are the performers on this Hyperion Records release (CDA 66428). 



ELLEN TAAFFE ZWILICH: QUINTET FOR CLARINET AND STRING 

QUARTET 
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Ellen Taaffe Zwilich, born in Miami, Florida on April 30, 1939, has had 

a remarkable career. She was drawn to music from the start and her 

adoptive parents, although not themselves musical, supported and 

encouraged Zwilich's pursuit of music. 

There was a piano in my home which I discovered before I 
learned to walk and I spent a good part of my childhood at 
the piano, improvising and making up pieces. This seemed to 
me as natural an activity as breathing. At some point I made 
a transition and began to notate what I was inventing. 12 

Zwilich's first music lessons began at age five with a neighborhood piano 

teacher. Even at this young age, she knew her own mind. "It was an 

unhappy relationship; she made me play all these silly children's pieces, and I 

thought my own compositions were better."13 Fortunately, at age thirteen 

she encountered someone who played a powerful and very positive role in 

Zwilich's early development. Bower Murphy was a trumpet teacher who 

exposed his young students to many facets of music, including various 

performance mediums, theory, and composition. It was rare for teachers in 

the early '50s to encourage female students to pursue either the trumpet or 

composition as these were viewed as appropriate for male students only. But 

Murphy's methods were forward-looking, including holding auditions behind 

12Jane Weiner LePage, "Ellen Taaffe Zwilich," Women Composers, Conductors, and Musicians of the 
Twentieth Century: Selected Biographies, II, Metuchen, N.J.: Scarecrow Press, 1983,340-60. 
13Tim Page, "The Music of Ellen Zwilich," The New York Times, July 14, 1985. 
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a screen so neither age nor gender but only talent were judged. Due to 

Murphy's openness and her own drive, Zwilich had a wide range of 

experiences while still a teenager. She was concertmistress of the orchestra 

and played trumpet in the band. She had opportunities to conduct both 

ensembles and wrote arrangements for the marching band. As a senior at 

Coral Gables High School, she won that school's Amidon Award as the 

outstanding music student. 

While earning her B.M. in theory and composition (1960) and M.M. in 

composition (1962) from Florida State University, where her major teachers 

were John Boda, Richard Burgin, and Carlisle Floyd, Zwilich again rose to be 

concertmistress of the University Symphony and first trumpet in the 

Symphonic Band. She also performed as chamber musician, solo recitalist, 

and concerto soloist, as well as playing trumpet in the Jazz Band and singing 

in the Collegium Musicum. Most remarkable is the extent to which her 

compositions were performed, not only by school ensembles, but by the 

Tallahassee Symphony as well. She continued to garner awards, including 

three prizes from the Florida Composers League. 

After college, Zwilich moved to New York City to pursue a performing 

career. She studied violin with Sally Thomas and Ivan Galamian, and she 

continued to compose. Zwilich's seven years as a member of the American 

Symphony Orchestra (1965-72) under Leopold Stokowski greatly contributed 

to her continued musical growth. 

I always felt that playing in an orchestra was an 
immeasurably valuable experience for me as a composer, 
primarily because I don't believe you can learn music in a 
passive way. There are so many things about music that a 
composer can only learn by performing. Then, too, we had 



many excellent conductors, so I had the opportunity to 
observe first-hand many different perspectives on music. 14 
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Zwilich left the American Symphony Orchestra to enter Juilliard as a 

doctoral composition student. She completed this degree in 1975, becoming 

the first woman to receive a n.MA. in composition from Juilliard. 

Scholarships and awards made to Zwilich during these years include the 

Rogers and Hammerstein Award Scholarship, three Marion Freschl Prizes, 

and the Elizabeth Sprague Coolidge Chamber Music Prize. Of the many fine 

composers on the faculty during her studies, Roger Sessions and Elliott 

Carter had the greatest impact on Zwilich. Concerning her studies and her 

motivation to compose she states: 

Going to Juilliard represented a full commitment to do 
what I wanted to do most of all--to write and to grow as a 
composer. There is so much to learn! Happily, composition is 
something that can never be completely mastered . . . My 
central concern in composition at that time was finding my 
own voice. I think I write because of an inner need to express 
and develop something very personal, and the people I 
studied with encouraged me to move in my own directions. 15 

Zwilich has surely found that voice and devotes herself full-time to its 

expression. She is one of those rare composers who is able to generate 

enough income through awards and commissions so that she can give all her 

energy to composing. Her reputation here and abroad has earned her many 

awards and performances. Just a few of these honors are the Viotti Gold 

Medal, a Guggenheim Fellowship, a National Institute of Arts & Letters 

14LePage, "Zwilich." 
I5LePage, "Zwilich." 



34 

award, the Arturo Toscanini Music Critics Award, an Honorary Doctorate 

from Oberlin College, the Ernst von Dohminyi Citation, and National 

Endowment for the Arts grants. Since being awarded the Pulitzer Prize in 

1983 for her Symphony No.1, the first woman to be so honored in music, she 

has received commissions from some of this country's finest ensembles, 

including the San Francisco Symphony, the American Symphony Orchestra 

League and the Detroit Symphony, the New York Philharmonic, the 

Indianapolis Symphony, the Louisville Symphony, Boston Musica Viva, the 

Chamber Music Society of Lincoln Center, Da Capo Chamber Players and 

Chamber Music America, with performances by these ensembles as well as by 

the American Composers Orchestra, the Chicago Symphony, the Cleveland 

Orchestra, the Los Angeles Philharmonic, the Emerson String Quartet, the 

Pittsburgh New Music Ensemble, the St. Paul Chamber Orchestra, and the 

Festival of Contemporary Music at Tanglewood. 

For all of her professional success, Zwilich's life has not been without 

difficulties. Her marriage to violinist Joseph Zwilich came to an abrupt end 

with his sudden death in 1979. This loss was profound for Zwilich. She was 

not only affected personally, it changed her musically as well. She had been 

working on a commission for Boston Musica Viva. 

I had begun writing [the Chamber Symphony] before Joe 
died, and when I came back to complete it, everything had 
changed. It was a crucible of sorts. I loved Joe very deeply, 
and miss him to this day, yet his death taught me nothing so 
much as the joy of being alive - the joy of breathing, walking, 
feeling well, swimming, the joy of being human. Suddenly all 
talk of method and style seemed trivial; I became interested 



in meaning. I wanted to say something, musically, about life 
and living.16 
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Even before being awarded the Pulitzer Prize, Zwilich's music received 

a good deal of critical attention. Reviews and interviews over the past fifteen 

years are remarkably consistent concerning style characteristics and musical 

philosophy. It is obvious to those who are familiar with Zwilich's work that 

she is highly skilled at the craft of composing and that idiomatic writing and 

attention to orchestration are of primary importance. The words "tradition" 

and "neo-classicism" occur again and again, but do not refer to a musical 

language that is tied to anyone period of the musical past. Zwilich has vast 

knowledge and experience of music and is committed to continuing what is to 

her a vibrant and diverse musical heritage. 

As a late twentieth-century person, I live in a time of 
enormous variety, where I have access to music of all kinds 
and places and times. The idea of influence was more 
germane when there was a monolithic world, but there is too 
much available now to speak of "direction" in music. That is 
a mindless approach which doesn't recognize the truth of the 
matter, which is diversity. The electronic revolution has 
changed the world profoundly, and music of all cultures and 
traditions is now ours to use and respond to as we wish. I 
want my music to integrate all of my past, all of my 
influences. I want people to hear where I came from, what 
was in my surroundings. 17 

Zwilich's enthusiasm and energy are evident in her interviews, and the 

desire to communicate through her music is perhaps the strongest driving 

force in her life. This comes clear in her music, which is always described as 

16Page, "Zwilich." 
17Ruth Dreier, "Ellen Taaffe Zwilich," High Fidelity / Musical America, XXXIII: MA 4-5+, Sep 1983. 
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passionate and full of dramatic intensity. It is the combination of tradition, 

as manifested in musical structure, and the depth of feeling she 

communicates which draws so many diverse listeners to Zwilich's music. She 

consistently receives praise for her ability to compose music of high quality 

that has an immediate appeal to mixed audiences. 

Zwilich is a prolific composer, currently completing three or four major 

works each year. Although she has written vocal music and a ballet, she is 

best known for her chamber music, symphonies, and concertos. Her Quintet 

for Clarinet and String Quartet, which is dedicated to her mother, was 

composed in 1990 on a joint commission by Chamber Music Northwest, the 

Santa Fe Chamber Music Festival, and the Chamber Music Society of Lincoln 

Center. It is in five movements and lasts approximately eighteen minutes. 

The texture of this work is of five equal voices. The clarinet plays 

many roles, as do the string instruments. Zwilich has taken her philosophy 

about string quartet writing and expanded it to include a fifth voice. 

My String Quartet (1974) is the result of my deep feelings 
for the quartet literature, probably the most magnificent 
body of music there is. There are also certain attitudes I find 
in quartet literature that motivated me, for example, the 
concept of four equal partners engaged in a virtuosic 
dialogue. I love the feeling one gets from the great quartets 
of a transfer of electricity from one player to another. IS 

Form and unity are crucial aspects of Zwilich's writing. While not 

always easily classified, these elements are clearly identifiable. Of her String 

Trio (1982) Zwilich states: "The whole piece is generated by the same musical 

material and the cyclical quality of the work will perhaps be recognizable on 

I8LePage, "Zwilich." 
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first hearing."19 This is also true of the Quintet. Much of the melodic 

material is derived from cells of chromatically-woven seconds and thirds. The 

vertical sonority of a triad with the addition of a chromatically-altered chord 

tone dominates the entire work, the major-minor triad being the most 

common. Though it is in five movements, the Quintet feels more like one 

continuous movement, in part because of the cyclical nature of the writing, 

but also because all movements except the second and third are to be played 

attacca. The first movement can be seen as a slow introduction to the lively 

second movement. The third movement is slow and is followed by a varied 

repeat of the second movement. The last movement returns to the mood and 

materials of the first, creating an arch form. But Zwilich does not allow her 

music to be constricted by rigid compositional techniques. 

I do an enormous amount of pre-compositional activity, 
filling page after page with sketches and ideas. I give serious 
thought to the materials that go into a piece, but I don't like 
to talk analytically about a work until after it's finished. For, 
after all the thought and the sketching and the exploration, I 
let the music flow of its own accord; I want to leave room for 
the movement of the music.2o 

Like the Maconchy Quintet, the opening measures of Zwilich's Quintet 

can be analyzed for elements which recur throughout the work. Unlike 

Maconchy, however, Zwilich's writing is more freely organized, not limited to 

these materials, but still providing the listener with a musical frame of 

reference. (See Example 7.) What at first appear to be simply cluster chords 

in the opening six measures, can be broken down into smaller units. The 

190reier. "Zwilich," 

200l'eler. "Zwi lich." 
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cello and the lower voice of viola double-stops play different but similar 

chromatically-woven lines, while violin I, in double-stops, and the upper viola 

line play alternating D major and D minor triads. In the middle of this 

fortissimo, agitato music there is a six-beat grand pause, followed by more 

chords. After another six-beat G.P., the opening music is repeated piano and 

without pause. Dovetailing this music, in bar six, is a piano two-octave 

unison between clarinet and violin II which begins a slow-moving, lyrical 

interplay between these two voices. These lines often leap by large intervals, 

creating wide-ranging melodies. The two voices move in and out of unison 

writing, sometimes acting together, sometimes independently. This duet is 

interrupted several times by fortissimo cluster chords. The first interruption, 

in bars thirteen and fourteen, is an exact repeat of the opening clusters up a 

perfect fifth. Bar twenty-two contains the vertical sonority most common to 

this work, a triad containing both a major and a minor third. This A chord, 

the dominant of D, is presented as a syncopated accompanimental figure. 

Elements presented in the first twenty-two measures and recurring 

throughout the work can be summarized as follows: 

-key ofD 

-triads with an added, chromatically-altered chord tone 

-chromatically-woven melodic lines, generally ascending 

-wide-ranging melodic lines 

-unison writing 

-silence 

-syncopation 
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EXAMPLE 7. Movement I, bars 1-22, all voices. 
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In bar twenty-three, the cello leads with the clarinet figure from bars 

eight and nine, but gives way immediately to a melody in octaves played by 

the clarinet and first violin. Under this melody, an A major-minor triad is 

sustained, becoming simply A minor in bar twenty-seven and diminishing to 

morendo over five measures. Mter a brief silence, the syncopated A major

minor triad returns as accompaniment to a clarinet melody in B major. The 

chord shifts to an Eh major-minor triad over two measures, starting in bar 

thirty-seven, and is sustained until bar forty-one. Beginning in bar thirty

eight, the music becomes more active, with a duet between the clarinet and 

first violin. Both voices have brief passages where one note is repeated with a 

color change on each repetition. (See Example 8.) This is produced by using 

different fingerings on the clarinet and by playing open and then stopped 

strings on the violin. Another chord structure occurs in bar forty-two, that of 

an F minor triad with the addition of a flatted fifth. The music becomes quite 
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agitated in bar forty-four when violin II, joined in bar forty-five by violin I, 

play similar but conflicting chromatically-woven sixteenth notes. This occurs 

over the F minor-diminished triad. 

EXAMPLE 8. Movement I, bar 43, violin 1. 

o 2 0 202 P /II • • • ~ r ! r r 

A new accompaniment to an octave-doubled melody in the clarinet and 

first violin appears in bar forty-six in the three lower voices. It is an 

arpeggiated F# major-minor triad and lasts until bar forty-nine, where these 

same voices play chromatically-woven material similar to that of bars forty

four and forty-five. Interest in bars fifty and fifty-one is focussed on the 

vertical sonority ofF# augmented-major, with the addition of the minor third 

in bar fifty-two, creating an F# augmented-major-minor triad. A surprising 

F# dominant-seventh chord occurs in bar fifty-five and lasts for a full eleven 

measures, almost to the end of the movement. Over this chord, the clarinet 

plays a widely-spaced, slow-moving melody which could be viewed as an 

eight-note row fragment21 or as two diminished triads, with octave 

displacement, followed by tonic and dominant pitches in D. (See Example 9,) 

Under this melody are brief interjections of descending chromatically-woven 

21According to Ruth Dreier, Zwilich uses serial techniques to generate motivic material. 
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lines. As the F# dominant-seventh chord dies out, the clarinet sustains an a2. 

Mter a final piano cascade of descending chromatically-woven seconds in all 

strings, the opening cluster chords return, also piano, with the clarinet still 

sustaining a2 for a long fermata to morendo. 

EXAMPLE 9. Movement I, bars 58-64, clarinet. 

~a~u,~·&~ __________ ----------------------------------------~r.:::::====::::~----------------------
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Although not labelled as such, the second movement is a scherzo in a 

fast six-eight. Three melodic cells comprise the thematic material of the 

movement. The first is a five-note motive which repeats and ascends through 

the ensemble. (See Example 10,) This motive outlines a D major-minor triad 

and contains chromatically-woven seconds and thirds. The second cell is a 

repeated interval, first appearing as a perfect fourth but more common are 

major or minor thirds. (See Example 11.) The third cell, which consists of 

ascending chromatically-woven seconds and thirds, is really an outgrowth of 

the first, but is used so extensively that it takes on a life of its own. (See 

Example 12.) The second and third cells are used freely throughout the 

movement, while the first cell is used sparingly, usually only at the beginning 



of each section. The movement is horizontally oriented, but when vertical 

sonorities dominate they are invariably the same as those heard in the first 

movement, triads containing an added, chromatically-altered chord tone. 

EXAMPLE 10. Movement II, bars 1-3, all voices. 
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EXAMPLE 11. Movement II, bar 21, clarinet. 
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EXAMPLE 12. Movement II, bar 12, cello. 
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The form of the movement might best be described as free-strophic, 

because each section contains the same materials in roughly the same order, 

but with a slightly different treatment each time. The first section, bars one 

through forty-two, is in perpetual motion, with occasional rhythmic variety 

provided by hemiola and syncopation. The texture is light, with a good deal 

of voice-pairing, and unison writing is common. Imititation is used, including 

a fugal passage on the third cell from bar thirty through bar thirty-six. 

The second section begins in bar forty-three with the first cell. For 

three measures, the pitches are the same as the opening but the 

instrumentation is different. Throughout this section, the same materials are 

used, and although the treatment is similar, the music is fresh. There is 

more imitation and less unison writing, and two clarinet flourishes provide 

contrast. 

The third section, which begins in bar ninety-three in the key of A, 

contrasts sharply with the previous music. The texture is fuller, with very 

little independent voice movement. Fermatas, cesuras, and sustained chords 

give this section a completely different rhythmic character. Cells one and 

three are present, although cell three is descending. Vertical sonorities are 

the primary focus and include F major-minor, D augmented-major, and F# 

major-minor triads, as well as other less easily labeled groupings. 

The coda begins in bar one hundred twenty-five. It is very fragmented, 

each cell being presented briefly and separately. Cell one is heard twice, first 

in Ab and then in D. The movement ends with a long sustained f3 in the first 

violin, with F#-A punctuation provided by the other four voices, reasserting 

the D major-minor tonality as established in the opening of the movement. 
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Although movements two and three are not indicated to be played 

attacca, there is a strong connection and sense of continuation between them 

because the third movement begins with a solitary f.3 in the first violin, the 

same way the second movement ended. Beyond this though, the movements 

couldn't be more different in character. 

The third movement is quite slow moving and lyrical, but with great 

intensity being created by a high tessitura in all voices, unison and octave 

doublings, and pulsing rhythms. Two types of melodies are used. The first 

includes large intervals with some chromaticism and is accompanied by 

seconds in a short-long rhythm. (See Example 13.) The other type of melody 

EXAMPLE 13. Movement III, bars 1-3, all voices. 
),92 

Clarinet 
inBb 

Violin 1 

Violin 2 

Viola 

Cello 

1\ 

tJ cantab!!.!:: 

1\ 
~. ~ 

t.I pp 

1\ ~~~- f!: 

t.I pp 

. 

~ -
~ -l= = 1" 

~~ ~ -~ - _~·~r 



47 

consists of the now familiar chromatically-woven seconds and thirds in a 

syncopated rhythm. (See Example 14.) This is accompanied by repeated 

eighth-note chords of the type used consistently throughout this work. These 

two melody types are freely organized and although there is some direct 

repetition, it is the style of writing which recurs much more than specific 

pitches or intervals. 

EXAMPLE 14. Movement III, bars 11-12, viola. 

-£rgqr -[f 

Florid chromatic interjections are provided, by the viola in bar nine, 

fugally by three voices in bars nineteen and twenty, by the clarinet in bar 

thirty, and in a four-voice, same-octave unison in bars forty-one and forty-

two. 

This movement contains several quotes from the first movement. The 

figure from movement one, bars eight and nine in th~ clarinet occurs in 

movement three, bar ten in the viola and bar twenty in the cello. The next 

five notes of the cello part are the same as the first violin part in movement 

one, bar forty-four. The clarinet melody from the end of movement one, bars 

fifty-eight through sixty-four, is repeated at the end of movement three, bars 

forty-three through forty-seven. 
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There is a lot of unison writing in the movement, most strikingly at the 

end. The last seven measures are in a strict four-voice, same-octave unison, 

with the cello silent except for two interjections of the short-long motive. 

Although there has been little tonal orientation, the movement ends on tonic

dominant movement from a2 to e2, leading directly into the fourth movement 

which begins in A. 

The fourth movement is a varied repeat of the second movement. The 

first twenty-five measures are an almost exact repeat, up a perfect fifth, of 

the beginning of the second movement. The major differences are the 

insertion of several grand pauses, and changes in voicing and 

instrumentation. The rest of the movement stays very close to the music 

presented in the first and second sections of the second movement without 

being an exact repeat. The brief coda is an abridged version of the second 

movement coda, ending abruptly with no sense of completion. 

In the fifth movement, Zwilich finds new ways to develop the elements 

used throughout the work while at the same time reminding the listener of 

everything that has come before. The movement is slow and rather 

melancholy, perhaps due to the predominance of horizontal minor thirds. 

The movement opens with a repeated minor third accompanying a slow

moving chromatically-woven clarinet melody. The cello in bars ten and 

eleven again quotes the clarinet line from the first movement, bars eight and 

nine. In bars twelve through eighteen, the clarinet plays the cello part from 

the opening of the first movement, but the character of the music is 

completely different. Accompanying this line are seconds in a short-long 

rhythm, different from but similar to those heard in movement three. After a 
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brief clarinet cadenza, the music from bars twelve through eighteen returns, 

up a perfect fifth. After a bit more of the movement's opening music, another 

quasi-cadenza in the clarinet clearly establishes the key of D major, through 

the melodic line, a scale in the first violin, and a sustained A dominant

seventh chord in the lower strings. This chord does not resolve, but keeps 

quietly asserting itself almost to the end of the movement. Over this chord, 

in bars forty-three and forty-four, music from movement one, bars thirteen 

and fourteen, appears. In bar forty-five, a chromatically-woven clarinet 

melody is heard which has no relation to D major, or to any other key for that 

matter. This melody ends on g, and the clarinet is joined on this pitch by the 

violins. The cello once more reminds the listener of D with the minor third 

C#-E, then moves down a minor second to C-Eb, where it is joined by the 

viola, and finally is silent, leaving the solitary clarinet g to fade away. 

The overriding characteristic of this work is intensity, regardless of the 

affect being explored. Zwilich's masterful compositional techniques provide a 

framework within which she is free to express deep and powerful emotions. 

Although great care is taken to provide assistance to the performers in 

terms of bowings and expressive markings, Zwilich demands virtuosic 

playing. Technical mastery is assumed and exploited as suits the dramatic 

needs of the music. Particularly challenging is the control required of all 

players. Very long and delicate lines are written in the upper register of each 

instrument, and doublings in unison and in one-, two-, and three-octave 

spreads are common. Because this piece makes demands on the performers 

in many ways, especially concerning intonation, tone control, and rhythm, it 
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is best suited to performance by professional ensembles. It is a weighty work, 

but should be enjoyed and appreciated by most audiences. 

The score, parts, and a recording are available through Music 

Associates of America, 224 King St., Englewood, N.J., 07631, telephone: 201-

569-2898. 



51 

ILSE FROMM-MICHAELS: MUSICA LARGA 

Born in Hamburg, Germany on December 30,1888 to a mathematician 

and a school principal, lIse Fromm-Michaels' musical talent was evident from 

an early age. She started composing at age eight, and by age twelve was 

playing the Bach Two- and Three-part Inventions by memory. From 1902 to 

1908, she studied at the Konigliche Hochschule fur Musik in Berlin, where 

her teachers included Professor Bender and H. van Eyken. During this 

period, she also attended the Stern Conservatory, studying piano with James 

Kwast, composition with Hans Pfitzner, and conducting with a young Otto 

Klemperer. In 1908, Fromm-Michaels began to gain a reputation as both 

pianist and composer, with her first publication of works for piano, Vier 

Puppen, op. 4 and Acht Skizzen, op. 5, and important concerto performances 

under Arthur Nikisch and Hermann Abendroth. She continued her studies at 

the Cologne Musikhochschule from 1911-15, studying piano with Carl 

Friedberg and composition with Fritz Steinbach. 

Fromm-Michaels married in 1915 and began what was to be a brilliant 

but unfortunately brief career as a concert pianist. She appears to have made 

a specialty of Mozart's works, composing twenty cadenzas for his piano 

concertos. Her primary interest as a performer, however, was in promoting 

contemporary composers, including Busoni, Pfitzner, Reger, Webern, Berg, 

Stravinsky, Kodaly, Bartok, Hindemith, and Milhaud. A particular landmark 

in this endeavour was her participation in a performance of Pierrot Lunaire 

in 1924 under Schoenberg's direction. She was greatly sought after for 



concert appearances, performing with such conductors as Wilhelm 

Furtwangler, Eugen Jochum, Max Fiedler, Fritz Steinbeck, Carl Schuricht, 

and Otto Klemperer. 

This came to an end in 1933, with the rise of the Third Reich. Her 

husband, a Jew, was fired from his government position as a judge, and 

Fromm-Michaels was forbidden to perform or to have her compositions 

performed. Fortunately, she was able to continue composing, and Musica 

Larga is one of the works from this period. 
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Mter the war, Fromm-Michaels taught at the Hamburg 

Musikhochschule (1946-59), receiving a professorship in 1957. In 1961, she 

won first prize in the Third International Women Composers Competition for 

her Symphony in C Minor. Slowly, her reputation began to increase, with 

those who promoted her works decrying the lack of attention she had 

received. She was consistently praised for her mastery of form, orchestration, 

and counterpoint, as well as for the dramatic power of her music. A 1966 

review of her Marien-Passion (1932-33) states: "We have to be very grateful 

to have been introduced to Frau Fromm-Michaels in the concert hall, for she 

is one of the greats of contemporary music, and is committed to tradition, 

having been close to Nikisch, Steinbach, and Friedberg."22 

Sadly, the interruption of her career and the general neglect of women 

artists have combined to deny Fromm-Michaels the respect and attention she 

deserves. Her death on January 22, 1986, at age 97, ended a long career 

devoted to music, first as a performer and composer, and in her later years, as 

22"IJse Fromm-Michaels," Komponistinnen in Berlin, ed. Bettina Brand, Martina Helmig, Barbara 
Kaiser, Birgit Salomon, and Adje Westerkamp, Berlin, 1987,341-46. 



a teacher. Although she was not a prolific composer, the works she left 

behind merit greater study and performance. 
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Musica Larga, written for her son, clarinetist Jost Michaels, and 

dedicated to conductor Hermann Abendroth, was composed in 1944 but was 

not published until 1958. This one-movement work is clearly indebted to the 

Clarinet Quintet of Johannes Brahms. The full integration of the clarinet 

into a five-part ensemble, the long and flowing melodies, the predominantly 

contrapuntal writing, the two-against-three rhythm, and the expressive 

markings all indicate a composer whose inspiration and model was Brahms. 

Confirming this heritage is the time and place of Fromm-Michaels' birth and 

musical education as well as that of her teachers, all of whom were 

undoubtedly influenced by Brahms' music because of the powerful position he 

held in the German music world at the end of the nineteenth century. 

As indicated by the title and the opening marking of Largo, con gran 

espressione, Musica Larga is slow and passionate throughout. Although it 

lasts approximately nine minutes, there are only 102 measures in the whole 

piece. The measures are long, the most common time signatures being four

two and eight-four, and tempos are slow, ranging fromJ=54 toJ=96. 

Musica Larga does not fit neatly into any standard formal design. The 

three occurrences of the opening music suggest rondo form. The cadence at 

the end of the first section and the subsequent introduction of new material 

suggest sonata form. But the lack of tonal signposts, as well as continuous 

development and introduction of new material make any definitive label 

inaccurate and limiting. Because unity is provided by harmonic language, 

dramatic intent, and motivic materials, both melodic and rhythmic, a 



standardized determination of form is also unnecessary. For ease of 

communication, sonata form terminology will be employed with the 

understanding that these terms are being loosely defined. 
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The first theme area, bars one through twenty, is a lush, contrapuntal 

chorale for strings only, set at the fairly slow tempo of ~=72 and with a time 

signature of four-two. (See Example 15.) Opening on a simple C major chord, 

each of the three upper voices moves out from there on its own lyrical 

journey. The cello sustains a pedal C for four-and-one-halfbars, before 

joining the other moving voices. But despite the apparent independence of 

voices, this music is fundamentally harmonic in nature. Each voice moves 

through and around the harmony, creating an endless flow of tension and 

release. This release is always short lived, however, as cadences are rare and 

last only briefly before being disrupted by dissonant voice leading. But 

compared to other sections of this work, the harmonic language here is quite 

straightforward, deviating from common practice only in that modes are 

freely exchanged and not all movement is functional. A tonal center of C is 

maintained throughout, with only tentative explorations of the closely related 

key areas of D minor, A minor, and G major. Harmonic rhythm is slow and 

movement is strictly functional for the first five measures, increasing in speed 

and irregularity after that. The section ends on a half cadence on G. 

After the opening measures, the texture of four equal voices in constant 

motion is interrupted only once, in bars twelve through fourteen, where violin 

I is accompanied by block chords in the three lower voices. (See Example 16,) 



EXAMPLE 15. Bars 1-11, all voices. 
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EXAMPLE 16. Bars 12-14, all voices. 
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Melodic shaping is remarkably regular, consisting of stepwise motion 

broken only by an occasional octave displacement or other interval. This 

work is not tightly organized by motivic material, but one recurring melodic 

idea does emerge from this opening section: that of stepwise motion with a 

neighbor tone used to change direction. 

The second theme area, beginning in bar twenty-one, contrasts with 

the first theme area in several ways, all of which contribute to an increase of 

tension. Although marked sempre tranquillo, the tempo is slightly faster, J 

=80, and there is much more rhythmic activity. Harmonic rhythm is quite 
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slow for the first five measures, with only one chord per bar. Over these 

chords, however, highly contrapuntal writing creates many dissonant passing 

notes. Beginning in bar twenty-six, the harmonic rhythm increases to every 

one or two beats. These chords are secondary to and resulting from the 

contrapuntal nature of this section, and do not move in any remotely 

functional manner. Chords that occur on strong beats, although not strictly 

functional, tend to be more closely related to C, thus providing a slight sense 

of repose. This is the last time until the coda that any hint of a tonal center 

exists. There is an abundance of identifiable sonorities, but due to non

functional movement, no tonal center is established. 

The texture of this section is consistently contrapuntal, but the number 

of voices participating is variable. The clarinet's first entrance is highlighted 

by being the only voice sounding in bar twenty-one. Cello and violin I enter 

in bar twenty-two, and the equal-voiced texture is completed in bar twenty

three with the addition of violin II and viola. Beginning in bar twenty-four, 

the texture fluctuates freely between three, four, and five voices. 

Melodic and rhythmic materials from the first theme area are 

combined with new elements. Stepwise motion is prominently featured, but 

instead of a neighbor tone being used to change direction, seconds are 

inverted to sevenths by octave displacement. (See Example 17.) A rhythmic 

figure used throughout the first theme area is featured in the cello in bars 

twenty-two through twenty-six and appears in diminution in all voices. (See 

Examples 18a and 18b.) New elements include imitation and greater use of 

intervals larger than seconds. 
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EXAMPLE 17. Bars 27-28, clarinet. 

EXAMPLE 18a. Bars 22-25, cello. 

iJl 

EXAMPLE 18b. Bar 25, viola. 

::--~ ~,. :::::;:. IIR" ~;- ~D r- ,; J 

Dynamics build slowly throughout this section and a climax is reached 

in bar thirty-three. At this point, the tempo slows to J=60, and all voices are 

active. This texture is sustained for the next four measures while the volume 

slowly diminishes. 

A sudden tempo change, to ~=96, begins the first of several short 

passages which might be considered to comprise either a closing theme area 

or a development. The music from bars thirty-eight through eighty-seven are 

the most difficult to classify formally. 
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Bars thirty-eight through forty-three consist of a two-voice 

contrapuntal dialogue, first between clarinet and violin I, and then between 

clarinet and viola. This quite dissonant passage is further complicated by a 

D# pedal in the cello which, while occasionally combining with the moving 

voices to suggest B major, provides little of the stability expected from a pedal 

tone. 

This is sharply contrasted by the next short section, marked tranquillo 

(J=84), in which a chordal pedal in quarter notes with, usually, one chord per 

measure provides a restful background to a lyrical melody. This melody, 

which is loosely based on an inversion of the melody which opens the second 

theme area, passes from voice to voice, slowly incresasing in intensity until 

bar forty-eight, where the next section begins. 

In a slightly slower tempo, .1=80, but with much more rhythmic 

activity, bars forty-eight through fifty-four consist of a clarinet line with 

string accompaniment. This melody is sequential, and combines stepwise 

motion with a change of direction by larger intervals. (See Example 19.) The 

accompaniment is a syncopated and more active version of the chordal pedal 

from bars forty-four through forty-seven. The music builds dynamically and 

in range to a climax in bar fifty-two, which is maintained until the end of the 

section. In bar fifty-five, the clarinet drops out, but the string tutti continues, 

emerging from its harmonic role to take the lead. 

If the section beginning in bar thirty-eight is considered to be the 

development, then the recapitulation begins in bar sixty. Although 

considerably faster than the opening of the movement, at J=92, and much 

varied, bar sixty signals a return of the first theme area material. This is 
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heard primarily in the cello, which plays the viola line from bars one and two 

down a minor seventh and with an altered scale. (See Example 20.) The 

texture and mood of the music also resembles the opening. After one-and

one-half measures of strings only, the clarinet joins in with new material in 

the form of a florid line in triplets. Marked rnolta espressiva, this line is 

intended to be heard above the strings as they continue their contrapuntal 

chorale. With the addition of this triplet line, a new element of rhythmic 

tension, duple versus triple, is added. 

EXAMPLE 20. Bars 60-62, cello. 
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In bar sixty-four, the violins join the clarinet in triplets, but the shape 

of the line more closely resembles the stepwise motion of the first theme area 

than the initial line played by the clarinet in bar sixty-one. While the cello 

continues with music from the opening, a new theme, which will become 

prominent in a few measures, is briefly introduced by the viola. (See 

Example 21.) In bar sixty-six, the viola rejoins the cello in music from the 

opening, while the upper voices continue their dialogue in triplets. 



EXAMPLE 21. Bar 64, viola. 

In bar sixty-nine, at the significantly slower tempo of J=66, the new 

theme is presented in earnest by the clarinet, while the triplets continue in 

the strings. The triplets have changed character again, occurring in a more 

unified manner with the top voice being marked dolce espressivo. The 

remainder of the work, until the coda, consists of variations on the new 

theme, including rhythmic variation and inversion, combined with many 

forms of triplets, and in bars seventy-four through seventy-six, music from 

the second theme area (See Example 22.) The two-versus-three rhythmic 

dialogue is particularly active here. 

EXAMPLE 22. Bar 74, clarinet. 
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A dynamic climax is reached in bar seventy-nine, diminishing slowly 

until a hint of the opening material is heard in bar eighty-five. This is a false 

return, with the true coda, on first theme area material, beginning in bar 

eighty-eight. The return of a stable C major tonality, in preparation for the 

coda, begins in bar seventy-nine, with a D-A pedal in the cello. This shifts to 
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G in bar eighty-three. and to C-G in bar eighty-eight. The C is held until the 

end of the work, with the G dropping out in bar ninety-three and returning in 

bar ninety-seven. 

The first six measures of the coda differ from the opening in voicing 

only. Material is assigned to different registers and instruments, including 

the clarinet, which was not heard in the opening. Except for a subtle quote of 

the theme from bar sixty-four, the remainder of the coda maintains the mood 

and materials of the first theme area, without straying from C major. The 

harmony of the coda is the most functional of the entire work, ending strongly 

on a C major chord for three full measures. 

It is impossible to imagine that a work composed in Germany in 1944 

would not be touched by the events surrounding the life of its composer. 

Musica Larga succumbs to the melancholy, chaos, and despair of its day, but 

does not lose its sense of beauty, nor is it without just a tiny spark of hope. 

Like its predecessor, the Brahms Quintet, Musica Larga is more 

difficult to perform than it may at first appear. Unlike the Brahms, however, 

it is appropriate for advanced students or amateurs, as well as professionals, 

primarily because it is considerably shorter. Musica Larga has been 

arranged for clarinet and string orchestra but this method of performance is 

to be strongly discouraged. The balance of the original work does not lend 

itself to a concerto-type presentation. The score and parts for the quintet are 

published by Hans Sikorski, but are, most unfortunately, currently out of 

print. 



ANNOTATED REPERTOIRE LIST 

Stefani a de Kenessey: Quintet in G Minor, op. 13 

Stefani a de Kenessey was born in Budapest on October 6, 1956, but 

came to the United States in 1967. Her academic achievements are 

impressive, including a B.A. from Yale University (1976), and an M.F.A. 

(1978) and a Ph.D. in composition (1984) from Princeton University, where 

she studied with Milton Babbitt. She has been teaching at the New School 

for Social Research in New York City since 1980, and is the recipient of 

numerous ASCAP awards and Meet the Composer grants. A prolific 

composer of vocal, chamber, and orchestral music, de Kenessey often works 

on commission, and her pieces are regularly performed in concert as well as 

on radio broadcasts. 

In a biography provided by de Kenessey, her compositional style is 

summarized as: 

an unusual synthesis of the old and the new, the homegrown 
and the foreign. Like traditional music of the past, it 
features lyrical tunes, pleasing harmonies and recognizable 
forms. At the same time, it is embedded in a modal harmonic 
and melodic language whose roots lie in an eclectic collection 
of sources, including medieval and Renaissance polyphony, 
Eastern European folk song and American popular music. It 
uses these modalities not for "exotic" color but as a functional 
musical grammar akin to conventional classical tonality, 
gi ving familiar sounds an unexpected twist. 
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This description could just as well have been written specifically for de 

Kenessey's Quintet in G Minor, op. 13 (1985), as it contains all of the 

elements mentioned. 
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The Quintet is in three movements and lasts twenty-six minutes. The 

first movement is in sonata form, opening with strings only on a heavy, 

rhythmic ostinato which contains an off-beat dotted-rhythm accent and a 

drone on D. Over this ostinato, the clarinet enters with a brisk, dotted

rhythm, folk-like melody. Because of a lack of leading tones, this melody has 

a decidedly modal feel. When the ostinato drops out, the texture is light and 

imitative. One melodic cell incorporates a mordent, which occurs throughout 

the work as a unifying device. 

After a modulatory bridge passage, which includes several deceptive 

cadences, the key of Ab major is established. Although this is not a 

traditional key for a second theme area, it is the Neapolitan to G minor, a 

commonly exploited relationship in Romantic music. The strings now provide 

a simple, functional harmonic foundation under a lyrical melody in the 

clarinet. The texture thickens and becomes first a duet between the clarinet 

and violin I, and then shifts to an imitative bridge passage which exploits the 

mordent figure previously mentioned. This bridge leads the music back to G 

minor. The exposition is repeated. 

The development is fairly brief, beginning exactly like the opening of 

the movement but quickly moving away from G minor to explore other key 

areas. First theme material only is used, but ideas presented separately in 

the exposition appear together in the development. Imitation is the primary 
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developmental principle, with two brief unison passages and textural changes 

providing variety. 

The recapitulation is shorter than the exposition, but all of the vital 

elements are present. The second theme is in Eb major, a fifth above the 

exposition and bVI to the tonic ofG minor, another common Romantic key 

relationship. Modulatory bridge work leads to a brief coda on the first theme 

in G minor. The movement ends with an incomplete minor dominant-seventh 

chord resolving to a G in all voices. 

While the first movement is dominated by Romantic fonn, folk 

rhythms, and Renaissance devices, the second movement is primarily folk 

identified. Folk influence is particularly evident in the hannonic structure of 

the movement. At first, the movement appears to be in Ab major, based on 

the key signature and the nature of the bass line. But the coda consists 

almost exclusively of an Eb major chord. Adding to the confusion are many 

deceptive cadences and a melody that is modal. It is not unusual for the IV 

chord to playa major role in folk music, thus lending strength to the 

conclusion that the movement is in Eb. This kind of tonal ambiguity is 

consistent throughout the movement, including sections that explore other 

key areas. 

Another aspect consistent with folk practices is form. Each half of the 

movement's binary form uses the same material, the second half being an 

embellished and slightly shorter version of the first. 

The movement opens with a lightly syncopated tutti string 

accompaniment under a lyrical clarinet line. If played very dryly, the cello 

part at the beginning of the movement can sound more like a drum than a 
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string instrument. The texture becomes imitative, and drones and mordents 

abound. Up to this point in the work, the clarinet has generally been held 

apart from the string texture, but now begins to be integrated into a more 

balanced five-voice ensemble. The movement winds down with a coda which 

presents more of a remembrance of the main theme than the theme itself. 

The third movement is a country dance in sonata-rondo form. The first 

theme is presented by tutti strings in a syncopated six-eight rhythm. An 

imitative and sequential middle section reintroduces the mordent figure. The 

second theme is in two-four and consists of a lyrical but lively clarinet melody 

accompanied by tutti string chords. This melody exploits the mordent figure. 

After the theme is presented, the texture becomes imitative, with the clarinet 

joining the strings as a fifth voice, completing the process of textural 

integration begun in the second movement. 

The development employs imitation, sequence, and the mordent figure. 

The use of a drone is less prevalent in this movement, although open fifths 

play an important role in the last section of the piece. The coda presents both 

themes, starting with the second theme and ending with the more 'i:>oisterous 

first theme. 

Harmonically, the movement is conservative, generally staying close to 

G minor. Except for the second theme venturing into a bright D major, the 

harmony gives this mostly lively movement a sense of weight and darkness. 

Consistent with the rest of the work, the last movement ends on open fifths, 

D-A resolving to G-D. 

Through her combining of diverse musical elements, de Kenessey has 

created a work which audiences will find pleasing and musicians will enjoy 
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exploring. This work should be accessible to intennediate players, 

particularly if they have had some exposure to Eastern European music. 

Those unfamiliar with this music may at first experience some awkwardness, 

but because great care has been taken to write idiomatically, the music will 

soon seem quite natural. 

The score and parts can be obtained from the composer, c/o New School 

for Social Research, Eugene Lang College, 66 West 12th St., New York, NY, 

10011, telephone: 212-741-5617. 

Ruth Gipps: Rhapsody in Eb, op. 23 

At age 72, Dr. Ruth Gipps is still active in a career that began with her 

first public perfonnance when she was only four years old. Born into a 

musical family at Bexhill-on-Sea, Sussex, England on February 20, 1921, 

Gipps' education began with her mother, who was the principal at the Bexhill 

School of Music. Gipps was a prodigy as a perfonner and as a composer, her 

first publication coming at age eight. 

As one of the youngest doctors of music in Great Britain, her academic 

achievements are impressive, and include an A.R.C.M. for piano perfonnance 

(1936), and a B.M. from Durham University (1941) after studying at the 

Royal College of Music beginning in 1937. She studied composition with R.O. 

Morris, Gordon Jacob, and Ralph Vaughn Williams, piano with Arthur 

Alexander, Kendall Taylor, and Tobias Matthay, and oboe with Leon 

Goossens. In 1948, she received her D. Mus. from Durham University. 
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After several years as both a concert pianist and orchestral oboist, 

Gipps' focus shifted to conducting and composing. She has held positions as 

choir director of the City of Birmingham Choir (1948-50), conductor of the Co

op Orchestra and Listener's Club Choir (1949-54), founder and conductor of 

the London Repertoire Orchestra (1955-86), and founder and conductor of the 

Chanticleer Orchestra (1955- ). She was the first woman to conduct her own 

symphony on a BBC broadcast and has made guest appearances with the 

London Symphony Orchestra, Pro Arte Orchestra, Boyd Neel Orchestra, and 

BBC Scottish Symphony. 

Gipps has received many honors for her compositions, including the 

Cobbett Prize (1957) for her Sonata for Clarinet and Piano, op. 45, a Caird 

Traveling Scholarship, and a Union Ford Foundation Travel Award which 

brought her to the United States in 1959. In 1967, Gipps held the position of 

chair of the Composers' Guild of Great Britain, and she has taught at Trinity 

College, London (1956-66), the Royal College of Music (1967-77), and 

Kingston Polytechnic (1977-79). In 1981, Dr. Gipps was made a Member of 

the Order of the British Empire. 

All articles written about Ruth Gipps are in agreement about her many 

talents and vast contribution to British music, particularly her championing 

of music by British composers, her commitment to composing music which 

"unashamedly proclaims its devotion to an unfashionable field, the romantic 

renaissance of English Music, "23 and her tireless efforts to lead orchestras to 

their own highest level of achievement. Gordon Jacob closes an article 

23The Strad, LXXVII: 31, May 1966. This statement refers specifically to music Gipps programs as a 
conductor but is also an accurate description of her compositional heritage. 



saluting Gipps upon her appointment as chair of the Composers' Guild of 

Great Britain with high praise. 

She will make a fine chairman, combining as she does 
strength of character and determination with a thoroughly 
human outlook, flavored with a sense of humour. The Guild 
is indeed fortunate in being able to place its affairs, during 
the coming year, in the hands of one in whom a high and 
universally-acknowledged degree of professionalism, artistic 
and creative ability is matched with an uncommon amount of 
commonsense and unfailing commitment to the cause of the 
British composer.24 
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Topics that Gipps has written on range from book reviews to a 

testimonial honoring Arthur Bliss to a personal philosophical statement. 

Although she wrote "a composer does not reveal much of his own character in 

his music,"25 it is possible to gain insight into Gipps' musical and personal 

values from her writings about music, particularly because she seems to 

speak her mind without the stereotypical British restraint. 

In a bold statement titled "A Personal Credo," Gipps provides 

wonderful glimpses into her life and motivation. 

Some of us were composers from the beginning of our 
lives; we had no choice in the matter, only a life-long duty to 
make the most of a given talent . . . . My own conception of 
God is of a limitless contrapuntal mind ... I have put music 
before everything in my life . . . I have had experience of 
inspiration, i.e. of hearing music and taking it down as if 
from a dictation . . . I believe no human being has ever 
created anything. The most that a composer can do is to 
present to other people, in comprehensible form, music that 
already existed.26 

24Gordon Jacob, "Profile-Ruth Gipps," Composer, XXII: 33, Winter 1966-67. 
25Ruth Gipps, Composer, XX: 14-17, Summer 1966. 
26Ruth Gipps, "A Personal Credo," Composer, LIV: 13-14, Spring 1975. 
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This belief in inspiration led her, in the same article, to criticize pop 

music, Schoenberg's serialism, and some of Stravinsky's works. She supports 

her criticism by stating that "the corollary of the truth that all real music 

comes from inspiration is that all so-called music written without inspiration 

is not music at all, and the people who write it are not composers."27 Not 

surprisingly, these remarks set-off a furious months-long debate in letters to 

the editor of Composer magazine. 

While writing of her admiration for Arthur Bliss, Gipps reveals her 

high regard for music when it "expresses something spiritual and emotional 

and its language is natural. "28 She praises Bliss' dramatic characters 

because they "are expressing universal emotions. Also, quite simply, the 

music is beautiful. "29 Clearly, Gipps values a spirituality which encompasses 

the beauty and simplicity of nature, and believes that music is an outgrowth 

of that spirituality. Her praise is highlighted with phrases such as "sheer 

vitality ... sheer exuberant joy ... dignity ... easy to sing ... sheer 

brilliance ... readily-memorable quality ... "30 As these comments are 

specific to Bliss' Colour Symphony, they are certainly not the only qualities 

Gipps values. Nevertheless, they are part of the larger picture of her musical 

language. Concerning one element that is clearly not a part of her style, 

Gipps declares herself"a hater of the chord of the sixth, frankly prejudiced 

against the use of any jazz idiom in symphonic music. "31 

271bid. 

28Ruth Gipps, Composer, XX: 14-17, Summer 1966. 
291bid. 
30lbid. 
311bid. 
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Over the years, Gipps has amassed a large body of works, with equal 

attention paid to orchestral, chamber and vocal ensembles. Rhapsody in Eb, 

op. 23 was written for her husband, clarinetist Robert Baker, in 1942. As he 

was overseas with the British Air Force, Gipps sent him the score, but it was 

lost. Fortunately Gipps was able to make another score from her notes, and 

the piece has since received many performances, including two recent ones by 

Thea King. 

This early work is a one movement rondo, with a playing time of 

approximately ten minutes. It is characteristically British with its lush 

harmonies, folk-like melodies, and flowing rhythm. The work is clearly tonal, 

centering on Eb. There is some major-minor fluctuation as well as quite a lot 

of non-functional harmonic motion. Because the sonorities are relatively 

uncluttered, some listeners may find the unexpected harmonic movement to 

be disturbing, while others will no doubt find it exciting. 

The piece begins Andante, with full chords underneath a flowing 

clarinet melody. After several measures the texture becomes contrapuntal, 

the clarinet or first violin taking the lead, with others occasionally rising in 

importance. All the strings play throughout this section, creating a full but 

not heavy texture. 

The next section is a fugue, marked Allegro moderato. It begins with a 

thirteen-bar cello ostinato which is played six times, changing only at the 

close of the fugue. Slight variations are made in dynamics and one repeat is 

pizzicato. After a solo statement of the ostinato by the cello, the viola 

presents the fugue theme, which is also in thirteen-bar phrases. Every 

thirteen bars a new voice enters, beginning with the second violin, then the 
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first violin, and finally the clarinet. The last fugue entrance is played by the 

violins in octaves, with viola and cello on the ostinato, also in octaves, and the 

clarinet filling out the hannony. 

The fugue winds down with a slowing of activity and tempo into a 

return of the opening material. For twelve measures this return is exact, and 

continues for several more measures transposed up a minor third. The style 

of this section continues but uses new music. Another relaxation leads into 

the next section. 

The clarinet and cello begin the Tempo di Marcia by playing the same 

martial melody three octaves apart. The rest of the strings join in and the 

clarinet and first violin participate in a lively duet. Quite soon though, the 

nature of the melody and texture changes to that of the opening Andante, but 

the tempo stays brisk. The piece ends with a return to the opening tempo. 

All the strings drop out for the last several bars; the clarinet finishes alone 

with a variation of the opening theme. 

This piece works well both technically and musically, and is 

appropriate for performance by intermediate students and amateurs as well 

as by professionals. The clarinet and first violin parts are moderately 

challenging, and the other parts, while not difficult, do take the lead on 

occasion. There is little to puzzle over in this piece. The melodies are clear 

and prominent, the form is well-defined, the harmonies, although somewhat 

unusual, are not troublesome. This piece breaks no new ground; it was not 

Gipps' intention to do so. Her emphasis in composition is on simplicity and a 

natural beauty as well as a high degree of craftsmanship, all of which are 

strong elements of this work. 



The score and parts are published by Tickerage Press, and are 

available through June Emerson Wind Music, Windmill Farm, Ampleforth, 

North Yorkshire, Y06 4HF, England, telephone: 04-393324. 

Elizabeth Gyring: Concerti no for Clarinet with String Quartet 
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Little is known about the life and career of Elizabeth Gyring. That she 

was born in Vienna is clear, but there is disagreement concerning the date. 

One source gives 1906 as the year of her birth, another gives 1886. Her 

education included study at the Vienna Academy of Music with Joseph Marx 

(harmony and counterpoint) and Ludwig Czaczkes (piano). Before leaving 

Europe for the United States in 1939, Gyring's works were performed in 

concert and on radio by members of the Vienna and Berlin Philharmonic 

Orchestras. She remained in the United States, living in New York City, 

until her death in 1970. A prolific composer, Gyring wrote many works for 

orchestral and chamber ensembles, as well as keyboard and vocal music, and 

one opera for which she wrote her own libretto. 

From the title of Gyring's quintet, Concertino for Clarinet with String 

Quartet (1960), one expects a texture similar to Weber's Quintet, which is 

really a concerto with string quartet accompaniment. While the clarinet does 

lead the ensemble in Gyring's piece, the string parts are much too involved to 

be considered merely accompanimental. 

But this misnomer is the least of the Concertino's problems. The work, 

which lasts about fifteen minutes, is an unending muddle of highly chromatic 
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counterpoint. Dynamics change radically for no apparent reason. There are 

some promising melodic lines, but they are invariably disrupted by wide leaps 

and awkward rhythms. Harsh chromaticism and clear sonorities stand side

by-side without any discernible dramatic relationship. In addition to all of 

these problems, the existing parts are written in a very weak hand and there 

is no score to tum to for clarification of the many questionable pitches. 

Based on the results of this initial examination, Gyring's Concertino 

does not warrant further study or performance. Anyone wishing to challenge 

this conclusion can borrow parts from the American Music Center, 30 W. 26th 

St., Suite 1001, New York, NY, 10010-2011, telephone: 212-366-5263. 

Pamela Harrison: Quintet for Clarinet and Strings 

Pamela Harrison was born in Orpington, Kent, England on November 

28, 1915. She studied at the Royal College of Music with Arthur Benjamin 

(piano), Harry Stubbs (accompanying), Herbert Howells (harmony and 

counterpoint), and Gordon Jacob (composition). Most of her works are for 

chamber ensembles, but she has also written for orchestra, piano, and voice. 

Harrison has been praised for her directness, tasteful melodies, and idiomatic 

writing. Her Quintet for Clarinet and Strings was composed in 1958. 
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Katherine Hoover: Serenade 

Katherine Hoover was born in Elkins, West Virginia, into a non

musical family on December 2, 1937. Three years later, they moved to 

Philadelphia, where Hoover received mediocre piano lessons and played flute 

at school. "My own involvement with music began quite early with one-dollar 

piano lessons from a woman who lived around the comer; to her, the heights 

of music were reached by Mendelssohn's Songs without Words, and it was all 

downhill after that. "32 Her college education did not begin in music, but after 

two years at the University of Rochester, Hoover transferred to the Eastman 

School of Music, graduating in 1959 with a B.M. in music theory and a 

Performer's Certificate in flute as a student of Joseph Mariano. After 

returning to Philadelphia to study flute with William Kincaid, Hoover moved 

to New York City where she began a teaching and perfonning career. She 

taught flute in the Preparatory Department at the Juilliard School of Music 

(1961-67), and flute and music theory at the Manhattan School of Music 

(1969-84), where she also earned an M.A. in music theory in 1973. Her last 

teaching position was at Columbia University Teacher's College (1984-90). 

As a flutist, Hoover has performed with the Stuttgart Ballet, the Caramoor 

Festival Orchestra, the American Ballet Theatre, the New York City Opera, 

the New York Grand Opera, the Mostly Mozart Orchestra, and in Broadway 

shows. She has appeared under the auspices of the Concert Artists Guild and 

has recorded on CRI, Grenadilla, Sonar, and Leonarda labels. She now 

devotes her time entirely to composition and perfonnance. 

32Katherine Hoover, "The Festivals of Women's Music, I·IV." The Musical Woman: an International 
Perspectiue. Judith Lang Zaimont. ed .• II. Westport. CT: Greenwood Press. 1984.347.77. 
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Several elements worked against Hoover ever taking herself seriously 

as a composer, or for that matter, as a musician. Although her family was 

supportive, her first musical role models were quite limited. As the only 

undergraduate and female student in the two composition classes she took at 

Eastman, her work was ignored. Hoover began a Master's Degree at Bryn 

Mawr College in Philadelphia but was not allowed to study composition. 

Having received no private instruction, Hoover's knowledge of compositional 

techniques comes from her extensive theory studies and her experience as a 

teacher of contemporary analysis. She continued to compose despite the lack 

of support, finally receiving some recognition from the Third Street Music 

School where she was teaching theory. Her first publication did not come for 

several more years; in 1972, Carl Fischer published Three Carols, pieces for 

chorus and flute. Since that time, Hoover has received many awards and 

commissions, including a National Endowment for the Arts composer's grant 

and an ASCAP award. Many of her works are published, and have been 

recorded on the Leonarda label and for broadcast by PBS and the BBC. 

In addition to her work as composer, perfonner, and teacher, Hoover 

has made a significant contribution to the promotion of music by women 

composers. Motivated by her own struggle for recognition and a growing 

awareness that hers was not an isolated experience but part of a rich history 

and ever-expanding community, she organized and supervised the Festivals 

of Women's Music I-IV in New York City, 1978-81. The mission of the 

Festivals was to perfonn historical and contemporary compositions, and to 

preserve these high quality perfonnances on tape to facilitate greater 

representation of women's works through broadcasts, contests, and grants. 
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Over the four Festivals, works by sixty-nine women were presented. While 

this kind of undertaking is never easy, Hoover experienced further 

complications brought on by the then radical focus of the Festivals. Although 

still struggling to achieve parity with men, women composers today have 

been greatly aided by the efforts of Hoover and others like her in the late 

1970s and early 1980s. Hoover is to be commended for her work and honored 

for her perseverance. 

Hoover is a prolific composer who is comfortable in many genres, 

having written for orchestra, a wide variety of chamber ensembles, piano, and 

voice. Serenade, written in 1981-82 for a friend who is an amateur 

clarinetist, is in three movements lasting approximately nine minutes. The 

middle movement has been arranged for several different instrumental 

combinations and the entire work has been arranged for clarinet and piano. 

The first movement of Serenade, marked Allegro giocoso, uses three 

separate ideas which return frequently but in no standard formal design. 

The movement opens with a rocking ostinato figure in the two violins, 

featuring overlapping open fifths. The clarinet joins the violins with a lyrical 

"white-key" melody. 

This texture soon gives way to a slightly chromatic clarinet melody 

accompanied by non-functional, closely-spaced string chords. Many different 

sonorities are employed throughout the movement, including major-minor 

sevenths, minor-minor sevenths, added-sixth chords, triads with two different 

fifths, and chords of the fourth, suggesting a variety of influences including 

Impressionism and jazz. This section closes with a more active and lighter 

texture string accompaniment. 
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The third major idea of this movement is a fugal passage for strings 

alone. In its first presentation, each entrance is down a minor second from 

the previous one. Later in the movement, the theme is played along with its 

inversion. 

These three ideas recur in no particular order, each retaining its 

character but with varied vertical and horizontal content. Except for the 

fugal sections, the clarinet leads. Its lines are always lyrical and contain jazz 

elements such as glissandi and fragments of blues scales. 

Slightly out of character with the non-functional harmony of the entire 

movement, the penultimate measure contains a sustained D major-minor 

seventh chord in the strings, followed by three quick non-functional passing 

chords, all resolving in the last measure to a G major-sus4 chord. Over the D 

chord, however, the clarinet outlines a G# diminished seventh chord, more in 

keeping with the rest of the movement. 

This movement gives the impression of a slight tongue-in-cheek 

attitude, as if Hoover was playing a game or creating a wrong-note exercise. 

The dissonance is unrelenting but not especially tense, perhaps because of 

the generally light texture and short sections. 

The second movement, titled "Aria," is very simply constructed. It is 

dominated by the texture of a clarinet melody with chordal string 

accompaniment. This texture is relieved by a slightly contrapuntal string 

passage followed by a quasi-cadenza for the clarinet, which occur in the 

middle of the movement. The clarinet melody is always lyrical and the shape 

of the line is never disturbed by abrupt changes of direction or register. As in 

the first movement, dissonance is quite common, but there are more points of 
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relaxation in this movement. The harmonic language is consistent with that 

of the first movement but with a greater emphasis on chords of the fourth and 

open fifths. At the end of the movement, the chords become very consonant 

but are still non-functional. The clarinet weaves in and out of the string 

sonorities, and the movement ends with an open fifth, E-B, in all voices. 

The third movement, "March", is again dominated by the clarinet, but 

includes some interplay between the clarinet and the first violin, as well as 

passages where all voices are treated equally. This movement is light

hearted and full of "wrong-note" clashes, particularly repeated seconds and 

sevenths. The texture is generally light with a fair amount of voice pairing. 

The regular march rhythm is effectively kept off-balance by very occasional 

measures in a different meter. The movement ends with a widely-spaced 

cluster resolving to a G major triad. For all of its dissonant playfulness and 

unconventional harmonic motion, Serenade is ultimately tonal, with both the 

outer movements ending on G, and the middle movement on E, the relative 

minor. 

This piece works well for both players and listeners. It is not difficult 

technically, but because of its humor it will hold the interest of advanced 

players as well as make a good introduction to twentieth-century sonorities 

for young players. Audiences at all levels of sophistication will respond to the 

passion and fun in the piece, and will thus be less likely to be put off by its 

unusual sounds. 

The score for Serenade is available through Hoover's publishing 

company Papagena Press, Box 20484 Park West Finance Station, New York, 

New York, 10025-1514, telephone: 212-749-3012. Although parts are not 



readily available due to time constraints on the composer, interest in the 

work would probably encourage her to create a set of parts. 

Suzanne Joly: Introduction et Passacaille 
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Suzanne Joly was born in Dran, Algeria on March 16, 1916, but moved 

to Paris after the death of her father in 1924. She was something of a 

prodigy, beginning her musical studies at age four and first composing at age 

six. She studied piano with Lazare Levy and Antoinette Veluard, and theory 

and composition with Noel Gallon, Jean Jules Roger-Ducasse, Tony Aubin, 

and Olivier Messiaen. She has given piano recitals in Paris and Switzerland 

as well as on radio broadcasts, and taught at the Schola Cantorum and the 

Conservatoire of the Fourteenth Arrondissement in Paris (1960-70). She has 

written music for orchestra, chamber ensembles, piano, and voice. 

Introduction et Passacaille (1976-78) was composed for Robert Fontaine and 

has a duration of approximately ten minutes. 

Frida Kern: Clarinet Quintet, op. 19 

Frida Kern (nee Seitz) was born in Vienna on March 9, 1891 and died 

on December 23, 1988. Her teachers included Franz Schmidt and P. Heger at 

the Vienna Academy of Music (1923-27). She performed in Europe, North 

Africa, and Asia Minor, and taught at the University of Vienna (1943-45) and 



at the Upper Austrian Artists Union, of which she was vice president. She 

was a very prolific composer, with extensive works for orchestra, chamber 

ensembles, piano, and voice. Her Clarinet Quintet, op. 19 dates from 1933. 

Nicole Lachartre: Quintet for Clarinet and Strings 

Nicole Lachartre was born in Paris on February 27, 1934 and died 

there in 1992. She excelled in her studies at the Paris Conservatoire, 

receiving first prizes for counterpoint and fugue. Her composition teachers 

included Milhaud, Jolivet, Rivier, Xanakis, and Barbaud. She was very 

active in promoting electronic music, as a member and head of research 

0970-72) of the Groupe Recherches Musicales ofORTF, by founding and 

directing the Association pour la Collaboration des Interpretes et des 

Compositeurs, and by presenting papers at conferences across Europe and 

the Far East. As a musicologist, her writings include an important study 
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ti tied "M usiques artificielles" which appeared in Diagrammes du Monde, and 

articles on theory and new music topics for New Grove's Dictionary of Music 

and Musicians and the Encyclopaedia Universalis. Additionally, she held an 

editorial position with the Encyclopaedia Universalis during preparation of 

their latest edition. Lachartre received many awards for her work as a 

teacher, researcher, and composer, including appointment as Chevalier de 

l'Ordre des Arts et Lettres in 1988. Her compositions include works for 

acoustic instruments and voice, for a mixture of acoustic and electronic 

instruments, and for electronic instruments only. Her Quintet for Clarinet 
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and Strings was composed in 1965 and is dedicated to Andre Jolivet. This 

sixteen minute work has been performed live in Paris and on radio broadcasts 

throughout France. 

Nicola LeFanu: Invisible Places 

Nicola LeFanu was born in Essex, England on April 28, 1947. As the 

daughter of composer Elizabeth Maconchy and William LeFanu, who is a 

descendant of the Victorian writer Sheridan LeFanu, she was surrounded by 

the arts from the beginning of her life. Having learned to read both words 

and music by age three, play writing and musical games were a natural part 

of her childhood. She studied piano and cello, but by the age of fifteen, knew 

that composition was her primary interest. 

LeFanu's formal study of composition began with Jeremy Dale Roberts, 

and continued with Egon Wellesz at Oxford, where she earned a Bachelor of 

Arts Honours Degree in Music in 1968. During school holidays, she would 

study with Alexander Goehr, and after finishing at Oxford, spent three 

months in Italy with Goffredo Petrassi. The next year, spent in post-graduate 

work at the Royal College of Music in London and in private study with Thea 

Musgrave, brought the first of many honors LeFanu was to receive. Her 

Variations for Oboe Quartet was awarded both the Cobbett Prize and First 

Prize in the BBC Young Composers' Competition. She began to be offered 

commissions and continued to garner awards such as a 1972 Gulbenkian 

Dance Award to work with the Ballet Rambert, a 1973 Mendelssohn 
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Scholarship (one that had been denied her mother forty years before), and a 

Harkness Award which allowed her to study at Harvard and Brandeis 

Universities with Earl Kim and Seymour Shiffrin in 1973-74. 

Upon completion of her formal education, LeFanu began a teaching 

career. It is clear from articles she has written that education is much more 

than just an occupation for her. Topics she has written on include music in 

secondary education, advanced training for composers, reviews of educational 

seminars and music festivals, as well as book reviews and a strong statement 

concerning the status of women composers in England. LeFanu and her 

husband, composer David Lumsdaine, have established a department of 

postgraduate composition at King's College, University of London, where she 

has taught since 1977. Prior appointments include Director of Music, Francis 

Holland School 0969-72), Morley College 0970-75), and St. Paul's School for 

Girls (1975-77). 

LeFanu's broad knowledge and love of the arts is evident in her efforts 

to bring together diverse forms of expression. In Anti-world (1972), a theater 

piece for dancer, soprano, baritone, alto flute, clarinet, and percussion, she 

exerts control over all aspects of the work. She has detailed the movements 

of the dancer as well as all of the stage action. This work expands the usual 

role played by instrumentalists by assigning them dramatic characteristics 

and involving them in the stage action. LeFanu chooses her texts from a wide 

variety of sources, including French medieval love poems, Tamil, Chinese, 

and Japanese poems, American Indian texts, and individuals such as 

Apollinaire, Lewis Carroll, Emily Dickinson, and Chekhov, as well as her own 

writings. LeFanu's vocal and instrumental music reflects her reverence for 
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nature. One indication of this is seen in the titles of many of her works, such 

as The Same Day Dawns, The Hidden Landscape, Columbia Falls, Moon over 

Western Ridge Mootwingee, Like a Wave of the Sea. These works are not 

pictorial, but rather are inspired by the beauty of nature, and are structured 

according to its laws. In describing her works and her compositional style, 

LeFanu often evokes images of nature. 

Perhaps I should turn once more to metaphor and 
describe the ensemble as the landscape through which the 
cello passes like a stream ... becoming a river ... becoming 
sea .... 

When we look at a natural landscape, we can delight in a 
tiny detail (like a flower at our feet) while taking in the 
shapes and the mass of the whole view, near and far. I react 
in the same way to the mass of, say, an orchestral piece: my 
perspective is constantly shifting, my attention is continually 
taken by foreground detail, but 1 never lose sight of the 
distant horizons.33 

LeFanu goes so far as to notate one work, Paysage for solo baritone, in such a 

manner that the score resembles a landscape. The performer uses the 

landscape as a map, determining for himself which elements are foreground 

and which are background. 

Invisible Places, written between April!! and April 27, 1986 on a 

commission by Hugh Sargent for Damaris Wollen and the Brindisi String 

Quartet, had as its starting point a book by ltalo Calvino titled Invisible 

Cities. It is not surprising that this book appealed to LeFanu for it 

exemplifies her creative goals as touched upon in a review of Anti-world. 

Reviewer Paul Griffiths wrote: "I am very much in sympathy with the desire 

33Jane Weiner LePage, "Nicola LeFanu," Women Composers, Comductors, and Musicians of the 
Twentieth Century: Selected Biographies, III, Metuchen, N.J.: Scarecrow Press, 1988, 115·28. 



to explore an abstract, non-narrative drama in which musical and dramatic 

events arise as natural consequences of each other, and both exist on the 

same plane."34 

Invisible Cities is, in its most basic and naive reading, a narrative 
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work, a dialogue between Marco Polo and Kublai Khan, with Marco Polo 

describing the cities he explores for Kublai Khan. The book is divided into 

nine large sections, each with its own prologue and epilogue (not so labeled). 

The first and last divisions have ten chapters, the others have five. These 

fifty-five very brief chapters are identified by one of eleven titles, with each 

title occurring five times. The order of appearance is consistent and perhaps 

best described as resembling a loop or a spiral. 

Despite its superficial simplicity, this book is really an exploration of 

the power of imagination and the nature of perception. Its formal structure 

provides the framework for, and at the same time mirrors, a non-linear, 

looped reality. Invisible Cities raises such questions as: Do we create reality 

by imagining? Does anything we can imagine already exist? How are our 

perceptions affected when the confines of time and space are dissolved? Are 

objects and events inseparably joined? 

Richard Cooke's discussion of LeFanu's music, although written well 

before Invisible Places was composed, gives insight into why this book 

appealed to LeFanu, for his comments could as easily have been written 

about Invisible Cities. 

LeFanu's music is never rhetorical, it does not attempt to 
project a precise, definitive view of the world. Rather it is 
music that is content to be itself; the dominant mood is 

34Paul Griffiths, "Birtwistle, LeFanu," Musical Times, LXIII: 791, Aug 1972. 



reflective, interrogative, searching. This is music which tries 
to keep its options open, music which poses more questions 
than it actually answers.35 

87 

Invisible Places echoes Invisible Cities in giving an initial impression of 

simplicity which is then gently but quickly dispelled. Invisible Places opens 

with a major-second clarinet fanfare marked straightforwardly. This is 

followed by a piano vertical major second in the strings, which creates a bit 

more tension. The next two measures are louder and more active 

rhythmically, but still consist only of major seconds. The music gets softer 

again, but more intervals are used. Bit by bit, the music becomes more 

complex, as different elements are varied and new material is introduced. 

There are several climaxes of volume and activity, but the music is, by and 

large, meditative and ethereal. 

Invisible Places is non-linear; it does not develop. Although it is 

tempting to identify this music as being in variation or free-strophic form, 

comparison with Invisible Cities is more apt. Each city includes and is 

constructed of a limited number of naturally occurring materials. There is 

bound to be some overlap between cities, but these materials assume the form 

and function appropriate to their immediate purpose. One city is not a 

variation of another, each is a unique amalgamation of similar elements. Nor 

does the book progress as a story, with a beginning, middle, and end. There 

is no continuum of time. In fact, without researching the origin of the book, it 

is difficult to determine when it was written. 

35Richard Cooke, "Nicola LeFanu;' Musical TImes, LXVI: 961-63, Nov 1973. 
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The clarity provided in Invisible Cities, by figurative deserts and seas 

between cities as well as by the book's concrete divisions, is missing from the 

even more abstract Invisible Places. Although Invisible Places consists of 

sixteen short movements, the listener gets the impression of a one-movement 

work. There are many elements of this work that create a feeling of 

fragmentation, but these elements are not organized by movement. They run 

throughout the work and include extensive use of silence, irregular rhythms 

and shifting tempos, a texture where the clarinet rarely acts together with 

the strings, even at times moving at a different tempo, and widely contrasting 

materials in close succession. When combined with overlapping and elided 

movements, these elements disrupt the clarity that might have been provided 

by the many short movements. In lieu of easily recognized formal divisions, 

clarity is achieved through constant attention to the pacing of tension and 

relaxation and by unity of materials. In this way, it closely resembles 

Invisible Cities. Although new music is regularly introduced, the old music 

continues to recur, sometimes in near-exact repetition, as with the strummed 

chords first heard in movement one, bar fifteen. More common however is 

the return of mood, orchestration, and rhythmic shaping. 

Elements that recur throughout the work bear mentioning and are as 

follows: 

-Major seconds, primarily vertical 

-Major and minor thirds, especially g-b 

-Harmonics and natural high registers 

-Grace notes 

-Three- and four-note strummed, string cluster chords 
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-Night Music 

-Rhapsodic clarinet writing 

-Klangfarbenmelodie 

-Silence 

-Irregular rhythms 

-Pulsating cluster chords, both quickly and slowly 

-Changing meters and tempos, including different tempos occurring at 
the same time 

That such diverse and abstract musical and literary elements can be 

combined to create a moving but still grounded piece of music is a testament 

to the artistry and skill of the composer. The unification of such disparate 

elements is in part accomplished by her demand that rhythmic shaping be 

paid close attention. One might assume from the changing tempos and 

irregular rhythms that the notation is approximate and may be treated 

freely. Notes provided by the composer are in direct opposition to this 

assumption. 

Because of the rhythmic and technical complexity as well as the 

ethereal quality of this twelve-minute, atonal work, performance by 

professional ensembles is recommended. Those committed to a thorough 

examination of Invisible Places are encouraged to read Italo Calvino's 

Invisible Cities. 

The score and parts are published by Novello, and can be rented 

through Theodore Presser. Do not confuse Invisible Places with the 1970 

Clarinet Quintet which has been withdrawn by the composer. 
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Helen Lipscomb: Design 

Helen Lipscomb spent most of her life in Kentucky, beginning with her 

birth in Georgetown on April 20, 1921 and ending with her death in 

Lexington on January 4,1974. She received a B.A. (1941) and an M.A. (1945) 

from the University of Kentucky. She did travel to Indiana University in 

1944 to study with Robert L. Sanders and to the Longy School in Cambridge, 

Massachusetts where she studied with Nadia Boulanger. Lipscomb taught 

piano and composition at the University of Kentucky for five years and 

privately for more than twenty-seven years. Her compositions include works 

for chamber ensembles, piano, organ, and voice, as well as music for the 

Modern Dance Group of the University of Kentucky. 

Lipscomb published one article, which appeared in the American Music 

Teacher in 1962. This article, titled "Some thoughts on ... interpretation," 

gives insight into some of her ideas about composition, including what she 

considered to be its three primary elements. The first element, the dramatic 

concept of a work, is realized by the tonal and rhythmic materials chosen. 

She also stresses that dramatic timing is essential, that performers must 

always know where they are in relation to the climax of a work. 

Lipscomb's second element, idiomatic writing, is only briefly 

mentioned. Her third element, what the composer sees on the page, is rather 

an unusual one. She suggests that a composer can use herlhis score as a 

visual guide to spot problems or opportunities such as lines that need 

following through or rhythms that might be developed. 
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Design, composed in 1964, is in one movement which lasts 

approximately five minutes. The work is tonal, centering mostly on D but 

including strong suggestions of Ab, A, and B. Tonality is established by 

melodic outlines, vertical sonorities, pedal tones, and phrase endings, but 

these occurrences are brief and are so often obscured by counterpoint or other 

conflicting pitches that the listener would be unlikely to follow the work's 

tonal relationships. 

Design begins with a slow lyrical section, marked Largo. All voices 

participate in the contrapuntal texture, but the clarinet is not fully 

integrated; it remains a bit of an outsider. The number of voices is constantly 

shifting and there is some high versus low string pairing. Unfortunately, 

Lipscomb is not successful in generating counterpoint that has clarity or 

direction. It is difficult to detennine which voice dominates at any given 

moment or where each individual line is headed. There are almost no 

phrasing indications to aid the performers. 

The second half of the work, marked Allegro moderato, begins with a 

promising melody in the clarinet, with unison string pizzicato 

accompaniment. Just when this texture threatens to become tedious, a new 

section begins. Unfortunately, the new music, although faster, is much like 

the meandering counterpoint of the Largo. This section lacks textural variety 

and the rhythm is square and repetitious. The work ends nicely with a 

modified return of the opening material of the Allegro moderato. 

As evidenced by her article on interpretation, it is clear that Lipscomb 

had definite ideas about her priorities as a composer. She has succeeded in 

writing idiomatically for the instruments chosen, but her concern for 
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dramatic content has not been fully realized. Technically, Design is not 

difficult and is therefore appropriate for performance by any level ensemble. 

The lack of musical clarity, however, would probably leave students and 

amateurs frustrated. A professional ensemble should be able to highlight the 

work's finer points, but might be better advised to put their energies 

elsewhere. 

There are some bowing and slurring inconsistencies between the viola 

and cello in bars forty-seven through fifty-three and between the clarinet and 

first violin in bars fifty-seven through fifty-nine. The score and parts, 

published by Tritone Press, are available through Theodore Presser Co. 

Vera Preobrajenska: Quintet for Solo Clarinet with Chamber 
Accompaniment 

Born in San Francisco on April 27, 1926 of Russian parents, Dr. Vera 

N. Preobrajenska was fortunate to study with many fine composers, including 

Darius Milhaud, Ernest Bloch, Roger Sessions, Frederick Jacobi, Ernest von 

Dohnanyi, Alexander Tcherepnin, and Dmitri Shostakovich. She holds a B.A. 

(1953) from San Francisco State University and an M.A. in composition 

(1972) and Ph.D in musicology (1973) from Bernadean University in Las 

Vegas, Nevada.36 

Many of Dr. Preobrajenska's compositions are for voice, and include 

sacred, secular, and commercial works, as well as one opera. Her work is not 

361 have found no record of this University, nor have I been able to locate Dr. Preobrajenska to confirm 
the details of he.' education and career. 



limited to the voice however; she has also written for piano, chamber 

ensembles, and orchestra. 
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As a pianist, Dr. Preobrajenska made her debut in 1950. She has held 

several teaching and administrative positions including concert manager of 

Musical Artists of America (1956-61), faculty member at the University of 

California at Berkeley (1965-68), department chairperson at Bernadean 

University (1972-74), and honorary director of music at the Santa Cruz 

Academy of Music (1974-75). Her professional affiliations include the 

American Society of University Composers, Contemporary California 

Composers, American Music Center, and the Regional Arts Council of San 

Francisco. 

Quintet for Solo Clarinet with Chamber Accompaniment (1976) is 

seven short movements with a total playing time of four minutes. Each 

movement consists of a solo clarinet line accompanied by a string ostinato. 

The ostinati are for the most part unchanging, but some variety is generated 

by shifts of rhythm, speed, or pitch level. Each movement has a two-part 

texture; the strings as one unit and the solo clarinet as the other. Movement 

five employs only clarinet, viola and cello; all instruments play throughout 

the other six movements. 

Tonality is established in the ostinati by several methods, including 

obvious chord structures, both horizontal and vertical, and by a single 

repeated note in the cello. Bitonality clearly occurs between the melody and 

the accompaniment in several instances, and there are many less marked 

occurrences of notes, in both the melody and the accompaniment, which 

conflict with the prevailing harmony. 
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Because the movements are so short, the form of each is dictated by 

the length of the ostinato. Each movement, except the sixth, begins and ends 

with the ostinato only. The melody in all movements is through-composed. 

When the work is taken as a whole, the ostinati maintain their position 

as primary formal unifying device. The tempi of the movements appear to 

have been chosen for variety rather than to fit any established suite form. 

The overall tonality of the work is F#. The first, fifth, sixth, and seventh 

movements employ F# as a tonal center to varying degrees, and several of the 

other key areas explored are closely related to F#. This is not as strong a 

unifier as the ostinati because of the many contradictions to F# as tonal 

center, which cause difficulty for the listener in grasping the tonality of this 

work. Excluding the mixed meter of the first movement, the rhythmic flow in 

this work is very straightforward. A preponderance of triple and compound 

duple meters adds unity to the piece. 

It is interesting to note that the ranges employed for each instrument 

are very narrow. The solo line never exceeds an octave in any single 

movement, and only employs a minor tenth of the clarinet's three and one

half octave range for the entire work. 

Some minor notational problems occur in the score, including rhythmic 

misalignments, and fermati in the clarinet line without corresponding ones in 

the strings. The clarinet part is not beamed in the usual instrumental 

manner, each note is separate, as in vocal writing. Most players will find this 

awkward and confusing. 

When this type of notation is combined with the limited range of the 

solo part, it seems reasonable to conclude that the composer has a 
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predisposition to vocal writing. This idea should be considered when making 

choices about interpretation. 

The simplicity and directness of this piece, as well as its brevity, make 

it a good choice for inclusion on a variety of programs. It might be used as an 

interlude on a heavy program, or as a filler piece for a slightly short one: The 

consistent use of ostinato is restful, while the harmonic language keeps the 

work from being dull. As it is not difficult technically, it could be successfully 

performed by students, amateurs, or professionals. 

The score can be borrowed from the American Music Center, 30 West 

26th St., Suite 1001, New York, New York, 10010-2011, telephone: 212-366-

5263. 

Herta Maria Klara Ruff-Stohr: Clarinet Quintet 

Herta Maria Klara Ruff-Stohr was born in Hanau-am-Main, Germany 

on December 3, 1904, and studied at the Stuttgart Music Academy and at the 

University of Tubingen. In addition to composing and teaching, she writes 

poetry. She has numerous works for voice, piano, organ, and various 

chamber ensembles. Her Clarinet Quintet was composed in 1961-62. 



Friederike Schwarz: Clarinet Quintet 

Friederike Schwarz was born in Prague on January 15, 1910. As a 

victim of World War II, the date of her death is unknown and her writings 

have been lost. She was a teacher, pianist, and composer in Prague and is 

thought to have been a student of Zemlinsky. In addition to her Clarinet 

Quintet, she wrote other chamber pieces as well as works for piano and for 

voice. 

Toyoko (Braun) Takami: Quintet for Clarinet and String Quartet 
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Toyoko (Braun) Takami was born in Shimane, Japan on January 1, 

1945, and is the daughter of a composer and a teacher. She received a B.A. in 

composition and a teaching diploma in 1968, and an M.A. in composition in 

1971 from Tokyo University. She went to the University of Munich to study 

with Professor Genzmer, settling in Germany and teaching in the towns of 

Bruhl and Hiirth. She has written for voice, orchestra, and chamber 

ensembles, including her Quintet for Clarinet and String Quartet of 1969. 

Louise Talma: Summer Sounds 

Louise Talma was born in Arcachon, France to American parents, on 

October 31, 1906. She was raised by her mother after her father's death 
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while she was still an infant. Alma Cecile Garrigue was an opera singer who 

gave music lessons to support herself and her daughter. Although money was 

always in short supply, she was able to provide her daughter with diverse 

musical experiences. Garrigue began teaching Talma piano and solfege when 

she was five years old. They attended many concerts, receiving tickets in 

exchange for reviews ghost-written by Garrigue. She continued to direct 

Talma's education by bringing her to New York to study at the Institute of 

Musical Art (later the Juilliard School) from 1922 to 1930. Talma's teachers 

included Howard Brockman (composition), George Wedge and Helen Whily 

(theory), and Percy Goetschius (counterpoint and fugue). 

Every summer from 1926 to 1939, as well as those of 1949, 1951, 1961, 

1968, 1971, 1972, and 1976, found Talma at the Fountainebleau School of 

Music in France. Originally intending to be a concert pianist, her first two 

summers were spent studying with Isidore Philipp. Slowly, she came under 

the spell of Nadia Boulanger, and in her third summer began to study 

composition, harmony, fugue, counterpoint, and organ with this great 

teacher. Encouraged by Boulanger, Talma's focus shifted from performance 

to composition. 

Talma began teaching in 1926, first at the Manhattan School of Music 

(1926-28), and then at Hunter College beginning in 1928. Although she had 

attended night school at Columbia University for many years, she had not 

earned a degree. This became imperative if she was to keep her job at Hunter 

College, so Talma quickly completed a B.M. at New York University in 1931, 

and earned a M.M. from Columbia University in 1933. Teaching has always 

been an important aspect ofTalma's career, and she is held in high esteem for 
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the discipline, creativity, and humanity she embodies as a master teacher. A 

testimony to her commitment to teaching is that she continued to teach 

despite the fact that she was past mandatory retirement age and could 

receive no payment for her services. 

Talma's career as a composer is remarkable in that, as a woman 

working in the 1930s and beyond, her music was taken seriously. Although it 

wasn't until the 1970s that the qualifier "woman" was absent from praise of 

her work, she is nonetheless featured in reference works and reviews 

beginrring in the 1940s. Throughout the years, Talma has received favorable 

reviews, and her works have been performed by such fine ensembles as the 

Baltimore Symphony, the Milwaukee Symphony, and the American 

Composers Orchestra with Lukas Foss conducting. The Tolling Bell for 

baritone and orchestra was nominated for a Pulitzer Prize. Some of her 

works are recorded by Composers Recording, Inc. (CRn, VOX Records, Avant 

Records, the Musical Heritage Society, and Desta Records, and her publishers 

include Carl Fischer, Hinshaw Publishers, C.F. Peters, G. Schinner, and 

Edition Musicus. 

Honors and awards bestowed on Talma are far too numerous to detail, 

but began in 1927 and continue to this day. A few of her "firsts" as a woman 

include being twice awarded a Guggenheim Fellowship (1946 and 1947), a 

Sibelius Award in composition (1963), and election to the National Institute 

of Arts and Letters (1974). She was the first American woman to have a 

major opera staged in a major European opera house, and the only American, 

male or female, to teach at Fountainebleau summers (1936-39, 1978, and 

1981-82). 



99 

Most ofTalma's early works are for piano or voice, but in the mid

forties she began to expand her horizons, writing for orchestra, chorus and 

orchestra, and various large and small ensembles. Her long association with 

the MacDowell Colony, which began in 1943 and is still in force today, 

brought her together with Thornton Wilder. At his suggestion, they 

collaborated on the opera The Alcestiad, which received its premiere in 1962 

at Frankfurt-am-Main, Gennany. 

Talma's work is generally divided into two style periods. Until the 

mid-fifties, her works are neo-classical, placing her among the second 

generation of American composers strongly influenced by Stravinsky. This is 

not surprising considering her relationship with Boulanger, who was an 

enthusiastic Stravinsky supporter. In the mid-fifties, Talma began to explore 

serialism, but rather than simply adopting a new compositional method, she 

incorporated those elements which appealed to her into her already 

established style. Incidentally, this represents something of a break with 

Boulanger, because Talma's long-time teacher was strongly opposed to 

serialism. 

Summer Sounds (1969-73) is in four movements, each bearing a 

descriptive title as well as a personal dedication. This twelve-minute work is 

loosely built around the tone row: Ab_Db_F-Bb_G-D-B-C-Eb_F#-E-A. Although 

the row has tonal tendencies, Talma does not generally exploit them; her 

vertical sonorities are primarily clusters or stacks offourths. In the first 

movement, titled "Dawn," the row is presented in the clarinet in the first 

seven measures, and is echoed in the other voices. After this initial 

statement, the row is used freely and is combined with non-serial materials. 



100 

This movement is sparse in texture, slow moving, and never rises above mf 

Constantly shifting meters and complex off-beat rhythms create a vague, non

pulsatile rhythmic flow. Throughout the work, but especially in the first 

movement, a variety of string techniques are exploited, including quarter 

tones, harmonics, sul ponticello, sul tasto, au talon, senza vibrato, and 

glissandos. 

In the second movement, "Morning," the row begins on its second note 

and is scattered through all the voices. It is even more freely treated than in 

the first movement. Still mostly soft and in a sparse texture, this movement 

is faster and much more stable rhythmically. 

The third movement, "Noon," is the longest of the four movements, 

encompassing several changes of mood. The introduction consists of a florid 

quasi-cadenza in the clarinet with a minimal string accompaniment. The row 

is presented in retrograde by the clarinet, beginning with its second note (2-1-

12-11-10-9 ... ). This movement begins slowly and accelerates throughout, 

with a corresponding increase in density. A full range of dynamics is 

employed, and the rhythmic language is very straightforward. Mter the 

introduction, the strings present an ostinato background to a wide-ranging 

clarinet melody. The rhythmic character of the ostinato is expanded and 

developed for the rest of the movement, which ends with a unified, five-voice 

drive to the finish. 

The fourth movement, titled "Night," does not appear to be organized 

around the tone row. Very slow moving and soft throughout, the movement 

opens with vague rhythms, a light texture, and the Night Music effect of sul 

ponticello harmonics. The middle of the movement is denser in texture, with 



three to five voices participating in a contrapuntal dialogue. The ethereal 

nature of the opening returns to end the movement. 
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Because of its serial construction, rhythmic complexity, and extensive 

use of advanced string techniques, Summer Sounds is best suited for 

performance by advanced students and professionals. Audience appreciation 

of this challenging music will be enhanced by its programmatic titles and the 

brevity and unity of each movement. 

The score and parts are available in a facsimile edition from Carl 

Fischer. 

Julia Usher: Encounter for Clarinet Quintet 

Julia Usher was born in Oxford, England on July 21,1945, but lived 

until age nine in the United States. She studied piano at an early age, even 

trying her hand at composition. But it was her parents, rather than her 

teachers, who influenced her toward creative work. Her father was very 

involved in the early development of Xerox machines and was an inventor in 

his spare time. From him, Usher inherited her curiosity and willingness to 

experiment. Her mother was a highly literate person, and nurtured a great 

love of literature in Usher, reading all of the classics to her as a child. 

Beginning at age fourteen, Usher attended the Elliot Comprehensive 

School, which had strong programs in music and drama. She was encouraged 

to compose and had many opportunities to hear her works performed. She 

was also active in their theater productions. Her experimental nature was 



102 

already strongly developed, as evidenced by her strictly dissonant harmonic 

setting of God Save the Queen. She went on to read music at the rather 

conservative Cambridge University, where she studied with Richard Orton, 

who later made a name for himself as an electronic music composer. While 

doing postgraduate work to obtain a teaching certificate at York University, 

Usher was exposed to the avant-garde American composers Earle Brown, 

Morton Feldman, and Christian Wolff. After beginning her teaching career, 

and marrying and having two children, Usher returned to composition, with 

guidance from Robert Sherlaw Johnson and Anthony Gilbert. In addition to 

raising a family and composing music, Usher's versatility extends to her work 

as a qualified music therapist as well as to being co-founder of Primavera, a 

composer music publishing company, established in 1980. 

Usher is comfortable in many mediums, and has written works for solo 

instruments, chamber ensembles, both vocal and instrumental, and larger 

groups including works for orchestra, theater pieces, and mixed ensembles of 

singers, instrumentalists, dancers, and even sound sculptures and 

electronics. Most of the texts she uses are her own writings. Because of the 

deep love of literature, drama, and words instilled by her mother and 

reinforced by her youthful theater experiences, Usher is most happy when 

she is combining words with music. Her approach to instrumental writing is 

not much different from her approach to vocal writing. "I do ... very much 

hear the instruments as speaking voices, as people engaged in dramatic 

situations."37 Encounter for Clarinet Quintet (1973-74) has a specific 

program, which is as follows: 

37Julia Usher, from an interview with the author. August 1993. 



Five characters meet together to make music, but one of 
them is different, an outsider. 

In the first movement, "Greeting," the clarinet summons 
the protagonists with a muezzin-like call. As they as yet 
have no relationship, the players introduce themselves in a 
free metre. 

They then engage in a tense "Circular Argument." Mter 
discussing the material in a strict and irratable [sic] way, 
they discover they have returned to the starting point. 

In the final movement, "Escape," the characters explore 
the tension between freedom, in cadenza-like sections, and a 
responsive framework in which they can relate to and 
support one another.38 
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Encounter was Usher's first public success. It won a joint first prize in 

the Stroud International Competition in 1974 and was the first of many of 

her works to be broadcast on British radio. In this perfonnance, Thea King, 

to whom the piece is dedicated, was joined by the Georgian Quartet. In a 

subsequent broadcast, Encounter was perfonned by Angela Malisbury and 

the Coull Quartet. 

In the first movement, titled "Greeting," each voice has the chance to 

introduce itself through an unmeasured, solo cadenza. The clarinet is first 

and is followed by the strings in ascending order beginning with the cello. 

Each instrument enters with a long note before the previous one has finished. 

This entrance comes sooner each time, perhaps indicating impatience and 

foreshadowing the conflicts that occur later in the work. The first section 

ends with a calm but not quite restful string cluster chord. 

This movement's middle section is dominated by the clarinet, which is 

still unmetered and very free rhythmically. The strings are paired, low 

38Julia Usher, Encounter, London: Primavera, 1974. 
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versus high. The viola and cello move together, playing a wide-ranging and 

rhythmically flexible pizzicato line. The violins provide sustained clusters, 

each instrument playing two notes. While there are many individual 

dynamic changes, these three voice groupings work together to create a 

crescendo to the section's climax and a relaxation to its close. 

Individual voices still dominate in the movement's fmal section, 

although the solo is divided between the viola, cello, and clarinet. The violins 

provide accompaniment, creating a two-voice texture. They have a variation 

on the previous cluster chords, produced by sustained trills instead of double

stops. Mter a brief contrapuntal passage involving all five voices, the solo 

lines return with the pizzicato accompaniment previously heard in the low 

strings now being provided by the violins. The movement ends with a soft, 

nine-note, widely-spaced cluster chord. 

Although "Circular Argument" begins with solo clarinet, this second 

movement couldn't be more different from the first. Mter the clarinet 

introduces the three ideas to be discussed, the movement takes off on a five

voice contrapuntal debate. Upon examination, it becomes clear that each 

voice is exploring and manipulating the ideas initially presented by the 

clarinet, but on first hearing little continuity is apparent. The only hints of 

agreement are one very brief coming together of all the voices on an off-beat 

sixteenth-note cluster chord and one two-bar passage where the voices seem 

to be converging. Relaxation is not fully achieved, and the discourse quickly 

resumes its former pace. This movement is tightly organized rhythmically 

but without strong beat-weak beat relationships. This gives way at the end of 

the movement to three rhythmically-free solo statements and a final but very 



tentative cluster chord. The mood of the closing might be described as an 

exhausted truce. 
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"Escape" combines the undisciplined individuality of the first 

movement and the uncompromising dialogue of the second with significant 

attempts at unity. There are brief instances of homophony and many 

contrapuntal lines that clearly connect with and playoff of each other. 

Disruptions occur regularly however, with the clarinet, the outsider, as the 

primary offender. The piece ends with a five-note cluster: F#, e, f, g, eb1 ; the 

closest these voices could come to agreement and still maintain their 

individuality. 

This sixteen-minute atonal work should only be attempted by 

professional ensembles. It requires extensive rehearsal time, excellent 

communication, and virtuosic players. Score study by all participants is 

strongly recommended due to the complexity of the music and the difficulty of 

creating parts with enough but not too much information for each player. 

This study is facilitated by the fact that the score is untransposed. One 

marking that some players may be unfamiliar with is a large asterisk which 

is used to indicate unmetered passages. It is not the only marking used for 

these passages however; others are indicated by descriptive words such as 

free time, recit., and senza misura. Because of the aggressive nature of much 

of the piece, as well as its contrapuntal complexity, care must be taken that 

the clarinet does not overwhelm the string sound (except, of course, where 

appropriate). 

Despite its difficulties, this piece is worth the effort. It is a fine 

example of the small but valuable body of programmatic chamber works and 



has been well-received by performers, audienc~s, and critics during its 

performances in England. The score and parts are available through 

Primavera, 110 Wyatt Park Road, Streatham, London SW2 3TP, England, 

telephone: 10-674 1711. 

J oelle Wallach: Quintet for Clarinet and Strings 
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Joelle Wallach was born in New York City on June 26, 1946, and spent 

her childhood there and in Morocco. Studying privately and at the Juilliard 

Preparatory School, she was exposed to a wide range of musical experiences. 

Her early studies focussed primarily on piano, voice, theory, and composition, 

and to a lesser extent, on violin and bassoon. Her advanced degrees are in 

composition, including a B.A. from Sarah Lawrence College (1967) as a 

student of Meyer Kupferman, and an M.A. from Columbia University (1969) 

as a student of Jack Beeson. Studying with John Corigliano, Wallach was the 

first person to be granted a D.M.A. in composition (1984) by the Manhattan 

School of Music. 

In addition to composing, Wallach performs as a singer and pianist, 

and appears as a pre-concert lecturer and commentator in various 

environments, most notably with the New York Philharmonic. She has held 

teaching positions at Fordham University (1981-83), New York Community 

College, CUNY (1974, 1978-81), Hunter College, CUNY (1978-79), and 

Empire State College, SUNY (1974-80). 
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Since winning first prize in the Inter-American Music Awards of 1980, 

for her choral work On the Beach at Night Alone, Wallach has received 

further awards, commissions, and composer residencies. She has held 

residencies with the National Orchestral Association (1990-91), Villa 

Montalvo Center for the Arts (1987), Virginia Center for the Creative Arts 

(1985 and 1986), and Hudson Valley Philharmonic (1985). Her most recent 

commission was by the New York Choral Society for a work for 200 voices and 

orchestra, to commemorate their 35th anniversary season in Carnegie Hall. 

Wallach's Quintet for Clarinet and Strings (1989) is in three 

overlapping movements and lasts sixteen minutes. Clarinet in A is required. 

The first movement is highly contrapuntal, with all five voices participating 

equally. There is a great deal of imitation, and although it is rarely exact, 

similarities of melodic shapes, rhythms, and direction of line are clearly 

audible. Two or three voices occasionally act together, playing one of two 

syncopated accompanimental figures. One of these figures is used 

consistently through all three movements. The texture is very complex, but 

care has been taken to indicate the lead voice through subtle dynamic 

shadings and descriptive words such as espressivo and cantabile. Occasional 

octave doublings are also indicative of lead material. 

The movement's binary or rounded binary form is defined primarily by 

simple versus compound rhythmic structures. Almost exactly halfway 

through the movement, duple rhythms give way to triplets, with both 

occuring together at the close of the movement. Within these large sections, 

shaping is provided by using fewer voices, a lessening of activity, and softer 

dynamics. 
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Legato phrasing is employed for the entire movement, except for a 

melodic cell heard in measures seventy and seventy-five (a little more than 

halfway through the movement). This highlighted cell, although consistent 

with the music, if not with the articulation, of the first movement, 

foreshadows the melodic shape and style of the third movement, and is 

perhaps the starting point for that movement's main theme. Also present in 

this section of the first movement are chromatic lines which playa very 

limited role here, but are almost everpresent in the last movement. 

Tonal indicators are brief and inconclusive, consisting of pedal tones 

and non-functional sonorities. The movement ends, however, on an A chord 

with both a major and a minor third. Voices drop out one-by-one, leaving just 

the pitches c# and e, which are sustained and become the opening of 

movement two. Marked Con rubato, quasi cadenza, this movement consists 

primarily of a single melodic voice accompanied by one or two pedal tones. 

These sustained pitches are consistent with the key of A, as is the final 

cluster chord of this movement. 

Imitative counterpoint and melodic and rhythmic materials from the 

first movement as well as the chromatic accompaniment of the third 

movement are interspersed with material unique to the second movement. 

As in the first movement, recurring melodic and rhythmic shapes are the 

primary unifying devices. 

The second and third movements are connected by a sustained cluster 

chord, in the same manner as the first and second movements. Marked 

Allegro: poco frivolo e poi sardonico, the third movement is sharply rhythmic 

and slightly menacing. This affect is created in part by the juxtaposition of 
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perfect fifths with diminished fifths, and the presence of lots of minor 

seconds. Although a bit less contrapuntal than the first movement, sequence 

and imitation are primary elements. Voices are treated equally, but there are 

usually only two ideas occuring simultaneously, with a fair amount of octave 

doubling. 

The chromatic line hinted at in the previous two movements is heard 

almost constantly in the third movement. It is sometimes melodic, but is 

more often presented as a walking-bass type of accompaniment. The only 

times this line is not present are when aspects of the second movement 

return. Sometimes the mood and materials are heard, sometimes just the 

mood prevails. The movement ends with the reflective quality of the second 

movement and the melodic material of the third. Although there are no 

strong tonal tendencies in this movement, it is noteworthy that the final 

cluster chord contains the same pitches, with one minor-second alteration, as 

the final chord of the second movement. 

This piece is technically within the grasp of advanced students or 

amateurs. For a truly successful performance, however, a significant amount 

of time will need to be spent on analysis of the counterpoint and balancing of 

the voices. This is particularly true of the first movement. The clarinetist 

must pay extra attention to balance because of the high tessitura of the 

clarinet part. Pacing will also be a challenge in the first and last movements, 

where there are many subtle shifts of tempo and some awkward cadence 

points. Without careful planning and expert control, the end of the piece will 

leave many listeners dissatisfied. Although there is much to enjoy in this 

piece, namely the lyricism, contrapuntal writing, and rhythmic relationships, 
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it is not suited for a less sophisticated audience because of formal ambiguities 

and contrapuntal dissonances. 

The score and parts are available through American Composers 

Alliance, 170 West 74th St., New York, New York, 10023, telephone: 212-

362-8900. 
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CONCLUSION 

The purpose of this study was to examine works by women composers 

in an effort to bring to light those of high aesthetic value, in order to broaden 

the clarinet quintet repertoire and redress historical gender imbalances. This 

has been a rewarding investigation, as all but two of the thirteen works 

examined are recommended for performance. The only points these pieces 

have in common are their instrumentation, that they were composed in the 

twentieth century, and that they were composed by women. Musically, they 

represent a cross-section of twentieth-century practices, as is to be expected 

of any random sampling of works. There are programmatic and non

programmatic works. Harmonic language ranges from solidly conservative 

tonality, to atonality, to serialism, and a full range of textural, melodic, and 

rhythmic styles are present. A wide variety of fonns are employed, from 

standard sonata fonn to free fonns, in works of one to as many as sixteen 

movements. Some pieces should only be attempted by the most advanced 

ensembles, while others are appropriate for students or amateurs. Finally, 

the skill and creativity of the composers range from brilliant to less than 

satisfactory. 

The pieces by Helen Lipscomb and Elizabeth Gyring are not considered 

to be of high enough technical or aesthetic quality to merit further attention. 

Several other pieces, while troubled by minor difficulties, are defmitely 

worthy of further exposure. Stefani a de Kenessey's mix ofneo-classicism and 

Eastern European elements is a bit unsettling, and Joelle Wallach's Quintet 
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has some structural weaknesses. Rhapsody by Ruth Gipps is a fine work in 

its genre, but may be considered out-of-date by contemporary audiences. 

Julia Usher's Encounter, while aided by the clarity of its program, is 

sometimes hindered by an excess of contrapuntal complexity. Nicola 

LeFanu's Invisible Places is a masterful work, with the added fascination of 

its relationship to !talo Calvino's Invisible Cities. Its complexity and non

linear nature, however, make it less appealing to a broad audience. 

Similarly, Summer Sounds by Louise Talma will be most fully appreciated by 

sophisticated listeners. The remaining five works are unhesitatingly 

recommended. These are the quintets by Use Fromm-Michaels, Katherine 

Hoover, Elizabeth Maconchy, Vera Preobrajenska, and Ellen Taaffe Zwilich. 

When a number of works by women are examined in one study, the 

question of whether a unified female voice exists is often posed. The problem 

with this question lies in the word "unified." From a technical perspective, 

nothing has emerged from this study to suggest such a unified voice. A better 

question would concern the unique contribution women make to the art of 

composition. 

I know ... that my music is written out of the wholeness 
of myself, and I happen to be a woman. I'm not bothered by 
whether I compose better or worse than a man, because I 
take both possibilities for granted; but I am interested in 
what I can do that is different. In my thoughts and actions 
there is much that is similar to those of a man, and much 
more that is different. Can it really be otherwise in my 
music? Could there be a music which did not reflect its 
maker? ... If I compose out of the wholeness of myself, surely 
some of that tenacity, that non-conformity, will be reflected 



in my music? One of the things I value in women's music is 
its individuality.39 
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This individuality is evident in each of the works included in this study, in 

those not recommended as well as those receiving the highest praise. Works 

by women are neither more nor less important than works by men. If, 

however, we do not attempt to redress the historical underrepresentation of 

women composers, we miss out on their vast contribution, limiting ourselves 

to a mere half of the potential for creative works that our culture promises. 

That so many of the thirteen works examined in this study are of high 

aesthetic value demonstrates that works by women deserve the attention 

they have begun to receive in the past ten to fifteen years. 

39Nicola LeFanu, "Master Musician: an Impregnable Taboo?," Contact: a Journal of Contemporary 
MusiL', XXXI (Autumn 1987), 4-8, 



APPENDIX A: 

PIECES WRONGLY IDENTIFIED AS CLARINET QUINTETS 

Grazyna Bacewicz: Wiwat (1946) 

Wiwat does not appear in most repertoire lists because it was 

withdrawn by the composer. 

Dorothy Dushkin: Quintet for Amanda (1956) 

This work was written for oboe and string quartet. The clarinet 

version is an arrangement. 

Eloise Koelling: Impressions of the Fairy tale Age (1965) 

This piece is for bass clarinet and string quartet. 

Nicola LeFanu: Clarinet Quintet (1971) 
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The 1971 Clarinet Quintet was withdrawn by the composer. It should 

not be confused with Invisible Places (1986). 

Jadwige Szajna-Lewandowska: Capriccio (1956) 

This work is for clarinet and string quintet. The fifth string 

instrument is a contrabass. 
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