Creston, Milhaud and Kurka:
An Examination of the Marimba Concerti

By Kathleen Kastner

HEN ONE EXAMINES THE
concerto repertoire for an
instrument such as the
piano or the violin, even a
cursory glance reveals dozens of composi-
tions spanning hundreds of years. The ma-
rimba concerto, however, is a rare phenom-
enon with the short history of only 54 years.
This article will briefly examine the first
three marimba concerti, the circumstances
surrounding their composition and perfor-
mance aspects that point to the emergence
and evolution of early marimba technique.

CRESTON
The first major work composed for the ma-
rimba was the Concertino, Op. 21, written
by Paul Creston in 1940. This concerto
was commissioned by Miss Frederique
Petrides, who was at that time the direc-
tor of the 30-member all-girl Orchestrette
Classique in New York City.! The circum-
stances of the commission also involved
Ruth (Stuber) Jeanne, who was timpanist
for Petrides’ orchestra and a skilled
marimbist as well. Stuber had studied with
Clair Omar Musser in Chicago and George
Hamilton Green in New York and was the
soloist for the premiere performance of
Creston’s Concertino on April 29, 1940 in
New York's Carnegie Chamber Music Hall.
Paul Creston, born in 1906, studied pi-
ano and organ but had no training in theory
or composition. The Concertino, his only
work for marimba, is in three movements
in a fast-slow-fast format. The rhythmic
nature of the outside movements is remi-
niscent of the early ragtime xylophone style
of George Hamilton Green, in that its mo-
tion is propulsive, utilizing syncopation,
dotted rhythms, accents and double stops.
The feature that distinguishes Creston's
two-mallet outside movements from its
xylophone counterpart is the character of
the harmonies, which is less predictable
than the tonal xylophone style. The slow
and lyrical second movement is scored for
four mallets except for the middle cadenza-
like section, which requires only two mal-
lets. The harmonic vocabulary consists pri-
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marily of major and minor seventh chords,
often in close position.

Vida Chenoweth recounts a conversa-
tion with Creston in which he described
his approach to marimba technique. She
explained, “He went to the piano and what-
ever he could do with four fingers or the
pointer fingers of either hand became the
technique he used for the marimba.”? This
approach would certainly explain the pre-
dominance of the close voicings in the sec-
ond movement. It would also affirm the
relatively limited tessitura of individual
sections in the outside movements, as well
as the gradual movement up and down the
varied registers of the instrument, as op-
posed to the use of wide leaps that are
found in later works written for marimba.

The overall impact of Creston’s work
was two-fold. The commission and subse-
quent performance of this first marimba
concerto brought with it the dubious char-
acterization of the instrument as a “nov-
elty,” particularly in the context of the tra-
ditional classical concert season. While
generally complimentary of Creston’s com-
position, critics described the premiere as,
“an interesting experiment,” “the novelty
of the evening” and “at first blush might
read like a manifestation of the silly sea-
son.” (See illustrations 1 and 2 for reviews
of the premiere.) This description, perhaps
partially a result of the xylophone’s nov-
elty ragtime roots, followed the marimba
for two decades as performers and com-
posers struggled to win recognition for this
newcomer to the concert hall.

The other aspect of Creston’s influence
is substantiated by the continuing popu-
larity and success of the Concertino. The
work is fundamental in the teaching rep-
ertoire of the marimba and is performed
more than any other concerto for the in-
strument. Creston’s opus, therefore, is not
only the first of its genre, but it has be-
come one of the most significant as well.

MILHAUD
The second concerto composed for the ma-
rimba includes a vibraphone and was writ-

Illustration 1. Herald Tribune,
April 30, 1940

QchestretteGassi e
GvesltsHA Gcert

ncertinoby Gestoni s Feat -
ure of Brogram

Asti mul at i ng and enj oyabl e con-
cert was gi ven | ast ni ght at t he
Car negi e Chanber Musi c Hal | by
theQchestretted assi que, inits
final event of theseason. Thi s group
of thirtyplayers, under theskill ed

directionof FrederiquePetri des,
has done much t o advance t he
cause of woneni nstrunental i sts.
Thereareneninthe orchestra—
woodwi nd and hor n pl ayer s. But
therosterisprinarilyfenini ne.

Last ni ght’ s programi ncl uded
Beet hoven' s overture to “The G ea-
tures of Pronetheus,” well pl ayed
by t he ensenbl e, and John Bar bi -
roli’s concertofor oboeandstrings
on thenes of Pergol esi. The Barbi -
rolli work, anagreeabletrifle, en
listedthe services of Loi s Vénn as
oboe sol oi st. She pl ayed capabl y,
but nechani cal difficultieswtha
doubl e reed prevent her fromequal
i ng her own past per f or nances here.

Seven short Rumani an dances by
Bél a Bart 6k, scored for snal | or-
chestra, foll oned t he oboe concerto.
They proved t o be i nci si ve nusi c,
spari ng of structure and general |y
successful . G particul ar interest
ver e t he “Buci unesha” section, wth
incidental soi by HndaBarnett, the
orchestra s concertnaster, and the
first “Maruntel ,” whi ch enpl oyed
t he ol d Bal kan devi ce of shifting
three-four andtvo-four tine.

Mbzart’ s D naj or serenade and
Haydn’ s “d ock” synphony were
further works on a generous and
vel | nade program But the novel ty
of the evening was the first per-
f or nance of a concertino for ma-
ri nbba and orchestra by Paul O es-
ton. Thi s conposi ti on, conmissi oned
by M'ss Petri des, had been avai t ed
as an i nteresting experi nent. Ac-
tually, M. Qeston surpassed ex-
pect ati ons and produced a st ur dy
conposi ti on of i nherent nusi cal in-
terest. The darti ng t echni que vhi ch
isnatural tothe narinbacarried
the i nstrunent through the spright -
ly first and | ast novenents; while
a haunti ng vi brat o, of ten produced
by clusters of nal | ets, brought ca or
and at nospher e t o t he second di vi -
sion. Rth Suber, thesd a st, pl ayed
brilliantly, andshevas expertly ac-
conpani ed by Mss Petrides’s O -
cestreteCassiqe R L
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ten by Darius Milhaud in 1947. Concerto,
Op. 278 for Marimba and Vibraphone (one
performer) was commissioned by Jack
Connor and had its premiere with Connor
as soloist and Vladimir Golschmann con-
ducting the St. Louis Symphony Orches-
traon February 12, 1949. In 1952, Milhaud
revised the work for solo piano and orches-
tra and renamed it Suite Concertante, Op.
278B. Comparison of both scores reveals
the original marimba/vibraphone score es-
sentially intact as the right-hand piano
part; the remainder of the solo piano part
is derived from newly composed left-hand
material, added octaves and expanded or
re-voiced chords.

Concerning the circumstance of the com-
mission, Connor selected Milhaud because
he liked the composer’s music and knew
that he had previously written individual
concerti for percussion, harmonica and
clarinet, and he believed Milhaud would
be receptive to the idea of writing a work
for marimba. In response to Connor’s writ-
ten request, Milhaud replied that “he didn't
think that the marimba would be well-
received in a concerto or other performing
context.” Connor persisted and eventually
traveled to Mills College in Oakland, Cali-
fornia, where Milhaud was teaching.
Connor played both the marimba and vi-
braphone for Milhaud, performing Bach,
some jazz and other examples that Milhaud
requested. After hearing Connor play,
Milhaud agreed to write the work for him,
the result of which was the Concerto. Connor
described the style as being “a sort of French
version of Latin jazz,” which was, in Connor’s
view, a distillation of what he had played for
the composer at Mills College.*

Regarding performance practice issues,
Milhaud was quite specific about timbral
variances, indicating precise mallet types
in 14 different places in the three-move-
ment work.® Midway through the first
movement, Milhaud calls for a five-mea-
sure passage (ms. 54-59) to be played with
the hands (without mallets). Connor ad-
mits to ignoring this indication when he
performed it, as the sound did not project
adequately.® In two separate places in the
third movement, Milhaud calls for the
marimbist to play briefly with the base
end of the mallet shaft, creating an echo
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Illustration 2. New York Times, April 30, 1940

CONCERT CFFERED
BY CRCHESTRETTE

Concertino for Marimba and
Orchestra Featured at the
Carnegie Chamber Hall

RUTH STUBER IS SOLOIST

Creston Composition Dedicated
to Frederique Petrides,
Conductor of Program

By HOWARD TAUBMAN

Aconcertino for nari niba and or -
chestra—at first bl ush, that night
readlikeananifestationof thesilly
season. But don't laugh; it wasn't.
Such a work by t he Aneri can com
poser Paul Gestonhaditsfirst per-
fornance | ast ni ght at the concert
of the Ochestrette G assi que, di-
rected by Mss Frederi que Retri des,
at Carnegi e Chanber Misic Hal | .
The sol oi st was Mss Ruth S uber,
woisatynpan st intheachestra

The programstated fl atly t hat
this concertino “is the only work
ever wittenfor thisinstrunent in
serious form” Lhtil sone nusi col -
ogi st produces evi dence to t he con-
trary, theclamwll be consi dered
justified. It may not be the | ast
work, because M. QG eston nade it
an effective vehicle for his ideas
and because Mss S uber pl ayed it
wthskill asvel asart.

effect. The precision of Milhaud's indica-
tions demonstrate his willingness to explore
new sounds. Credit can also be given to
Connor, as he undoubtedly used a variety of
mallets in communicating the potential of
the marimba and vibraphone to Milhaud.
Another aspect of performance tech-
nique that must be mentioned is this
writer’s overwhelming sense of the strong
pianistic influence that Milhaud must have
brought to the compositional process of
this piece. This is evident in the consistent
double-stave scoring throughout the work.
In the majority of instances, the use of
double staves is clearly unnecessary;, illus-
trated by the numerous close position
chords or double stops that could be more

nposi ti on | s D scussed

The narinba has its limtations
asasooinstrunent, buu M. Ges-
ton wote well withinthem He
i's, noreover, aconposer wWth ideas
and i nvention. O the three
novenent s—ar ked “ Vi gorous, ”
“Cal nf and “Livel y"—the first
seened t he freshest and nost ori gi -
nal inthenatic naterial. Al three
are worked out with techni cal as-
sur ance, %h t he mtari m{)atpl ayer
recei vi e uni od s-
p[a%vi rr![guoslt b Rﬁ O%t_c))/nwites
wthrhythmc bite and vari ety and,
occasi ondl |y, wthaddightfu lyri-
a gran

M ss Stuber, | ooking tri mand
chicinafluff%yellowgomn, was
agreeabl e to behold as wel | as to
hear. She nade | i ght of the con-
certind sdifficuties. She
adelicately graded tone, and she
knew how t o sustai n a broad
phrase and howto skip up and
down the | engt h of the narinba
with %r ace and speed. The work
was t hor oughl y prepared. M ss
Petri des and her pl ayers j oi ned
with Mss Stuber in a snartly
turned out interpretation. M.
O eston was on hand t o acknow
| edge the g ase.

Barbird i Viark R ayed

M ss Petrides, who has built her
chanber orchestrainto a wel | -
drilled, responsive ensenbl e, has
nade a habit of |ive prograns. Last
ni ght she of fered Beet hoven' s “Mn of
Pronet heus” Querture, (p. 43: John
Brhbirdli’sskillfu Gnecertofar Goe
and Srings on Thenes of Rergol esi,
w th Loi s Vdnn as t he oboi st; Béla
Bart 6k’ s Runani an Fol k Dances for
Sl | Qchestra, Mzart’ s Srenadein
Dand Haydn' s Synphony i n b known
as the “Q ock” .

The Brt&k daces haveal sty vitdity.
The seven novenent s are short and
i nci si ve and have a peasant |ike
earthiness. The @chestrette, wichis
dnost dl feale nay havel ockedpdite
and even demure, but the pl ayi ng vas

qprariadygsty.

easily read on one staff. Also, except for 20
measures, the entire solo part utilizes the
same clef in both the right and left hand.’

With respect to the impact of the Con-
certo, it is important to acknowledge
Milhaud as the first major 20th century
composer to contribute to the limited rep-
ertoire of the marimba. However, despite
his established reputation and prolific out-
put, the critics in attendance at the pre-
miere chronicled the event as “a generous
measure of novelty” and described the com-
position as “charming though slight.” Fur-
thermore, neither educators nor perform-
ers have provided Milhaud’s opus with the
exposure and popularity achieved by other
marimba compositions.
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Illustration 3. Musical America, December 1, 1959

Qchestraof Anerica
G ves Second Frogram
O chestra of Arerica, R chard

Korn, conductor. M da Chenowet h,
narinist. Grnege Hal |, Nov. 11:

“InMnoriam ........ Dougl as Mvor e
Fatesy, ‘“AVictay

1= Enest Shelling
Synphony No. 3 ... .. Char | es Wiori nen

(Arst Rerfornance)
“I'n Mnori am the @l ored

SlderswoDedfor
Cenocracy” . ... ... W lianGat Sill
“Chant 1942° . .......... RPal Geston

Thi s appropri ate “Veterans' Day”
program chosen by M. Korn for
the O chestra of Anerica’ s second
concert inaseries of five devotedto
t he per f or mance of negl ect ed wor ks
by Ameri can conposers, was even
nore rewardi ng i n the listeni ng t han
it pronised on paper. S nce the or-
chestra’ s debut concert | ast nonth,
M. Korn has wel ded hi s forces i nto
auni fi ed and cahesi ve wdl e.

The new Wior i nen Synphony i s a
bl ock- bust er of a pi ece—ts openi ng
chordal blast all but bl ewthe roof
of f the building. The 21 year ol d
conposer, | gather, is one of today’' s
“angry young nen’. |f he nmakes t he
orchestra sound at times |like the
bl oat ed “nammot h” organs that were
once so popul ar, his synphony is
witten froman origi nal and ar-
resting angl e. Conposed in the
summer of 1959, it isbuilt onapitch
sequence and a chord progr essi on.
Dvided into tw parts separated by
a pause, the sane thenatic materi al
isusedineachwthdifferent treat-
nent. Thefirst isaset of variations,
and t he second a nodi fi ed rondo.
The work ends quietly with a coda
that i s based on a “fragnentary quot e
froma pi ece by Josqui n des Pres
witten in menory of his teacher
Okeghent. Sonbre in npod, it
made a fitting nenorial piecefor the
oocasi an

The Kurka Concerto for Mrinba,
t he ot her newwor k, provided the |
eaveni ng | i ght ness needed to al | ay
t he general sonbre nood of the eve-

KURKA
The style and demands of the third concerto
under consideration differ tremendously with
what has been previously discussed. In 1956
Robert Kurka completed his Concerto for
Marimba and Orchestra and dedicated it to
Vida Chenoweth, who premiered the work
on November 11, 1959 in Carnegie Hall with
the Orchestra of America under the direc-
tion of Richard Korn.

Kurka, born in 1921, studied composi-
tion briefly with Otto Luening and Darius
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ning. Witten in 1956 for Vida
Chenowet h, the concerto expl oits the
instrunent’s fascinating tonal and
rhythmic possibilitiestothefull. Bx-
otic colors, haunting nel odi c bits,
j azzy rhyt hns and aci d har noni es are
interwoveninto ascorethat fairly
scintillates. It al so nakes virtuosic
denands on t he sol oi st and M ss
Chenowet h, novi ng back and forth
w th the ease and grace of a bal | et
dancer whi | e nani pul ati ng wi th un-
canny skill one, two, three and four
nallets at atine, as the occasi on de-
manded, gave the work a superb
prem ere. Mss Chenowet h has not
only circunvented the i nstrunent’s
limtations, she has rai sed t he na-
rinbato concert hall status, andin
doi ng so has al so pl aced hersel f in
the front rank of young Aneri can
cavet atists

The More, Sill and G eston works
i npressed one as si ncere and of t en
nmovi ng out pour i ngs of nen who wer e
inspired by i deal i smno | ess t han t he
horrors of war. Neither of them
attenpted to capture the sardoni c
cyni ci smengender ed by war itself,
as BEnest Shellingdidinhis “AMc-
tory Ball”. This may be only a pe-
riod piece, but it is uniqueof its
kind. Shelling s Fantasy i s not only
a conpel | i ng ni ght nare of a score,
but it buildsuptoaterrifyingcli-
max i n whi ch the gay waltz tune of
thewhirling victors is enbel | i shed
wi th the nost nocki ng of narti al
trunpeti ngs and drumm ngs, as the
spirits of the dead sol diers enter to
joinin the nadcap revel s. |If any
wor k deserves a pl ace on a Menori al
Day, or Veterans’ Day program this
ist. R K

Milhaud, but was primarily self-taught.
The circumstances surrounding the com-
position of the Concerto focus on marimbist
Vida Chenoweth and her efforts to per-
suade composers to write new works for
the instrument. She remembers reading
an article that appeared in Life magazine
in May of 1956 that summarized the ca-
reers of the nine most promising young
composers in the United States. That list
included Robert Kurka. Chenoweth’s New
York manager was a friend of Kurka and

he arranged to have the composer and
marimbist meet. As a result, Kurka agreed
to write for the marimba. Before begin-
ning composition of the Concerto, Kurka
spent several sessions observing
Chenoweth’s practice. She recalls him say-
ing, “Just go through as many pieces of
music as you can. | just want to watch and
listen.” After she finished, his primary com-
ment was that he didn't realize the ma-
rimba was such a visual instrument.®

Kurka composed the first two move-
ments as a unit and gave them to
Chenoweth so she could begin working on
them. She recounts, “I told him | was hav-
ing a dreadful time covering that amount
of territory at that speed. | remember how
very pleased he was that | was having
such a struggle, especially with the double
notes that crossed hand-over-hand and
then back-and-forth, bass to treble. He en-
joyed that; the more visual it was, the
better he liked it.” Because of the extreme
difficulty, he offered to make changes, but
Chenoweth replied, “It is terribly hard,
but it isn't impossible.™°

For anyone who has performed the Con-
certo, or had the opportunity to see a live
performance of the work, the visual aspect is
clearly evident. Wide, abrupt leaps require
extreme physical agility and control, which
is further complicated by the fast tempi.
Some marimbists, in their attempt to sim-
plify these types of difficulties, have sug-
gested that the player use four mallets in-
stead of two in the first movement to
minimize the disjunct motion. While this is
indeed possible, the composer’s concern for
the visual effect should be a strong influence
in any technical decision. Kurka's delight
with the visual aspects of the marimba is
also evident in the slow second movement,
where the four-voice chords are very widely
spaced, resulting in strenuous reaches for
each hand, as well as between the hands.
The effect of this wide spacing is not only to
challenge the physical grace of the player,
but to create a unique timbral color formerly
unexplored in the solo literature.

Without minimizing Kurka's composi-
tional talent, it is this writer’s viewpoint
that Vida Chenoweth’s influence was ex-
tremely significant, in that her diligent
pursuit of every detail of the score in spite
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of its excessive difficulty contributed to a
final result that pushed marimba reper-
toire and performance technique into a
new realm. This is supported by several
critics who indicate that Chenoweth had
little problem executing any aspect of the
work, and furthermore, she did not have
to compromise to achieve her artistry. (See
illustrations 3 and 4) This perspective pro-
vides an answer to those who characterize
Kurka's work as “unmarimbistic...notes
that do not fit into the common sticking
procedures...the marimbist could possibly
leave out or drop a few notes...to
achieve...flow or balance.”?As one reviewer
summarized, “The score makes virtuosic
demands on the soloist and Miss
Chenoweth...with uncanny skill...gave the
work a superb premiere.”*®

One other observation should be noted
with regard to the status of the marimba.
Critical accounts of the premiere include
the phrases “add to unusual concertos”
and “concertos for the marimbas are no
more often encountered than pterodac-
tyls in Times Square.” (See illustrations
4 and 5) These statements prolong the
notion of the instrument as a novelty;
however, also evident in these reviews is
a sense of increasing respect as the Con-
certo is favorably compared to the other
works on the program. Admittedly, this
tribute is probably due more to Kurka
and Chenoweth than to the marimba it-
self, but it marks the beginning of a new
era for the marimba.

END NOTES

1. Shirley Hixson, “An Interview with
Ruth (Stuber) Jeanne,” Percussive Notes,
Fall, 1975, p. 22.

2. Interview with Vida Chenoweth,
October, 1987.

3. Ron Fink, “An Interview with Jack
Connor, Marimba Virtuoso,” Percussive
Notes, Winter, 1978, p. 26.

4. Ibid.

5. Specific mallet types include (En-
glish translation): linen thread mallets,
medium rubber mallets, hard rubber mal-
lets, yarn mallets, with hands (without
mallets) and with base end of mallets.

6. Ron Fink, p. 26.

7. Thefollowing measures utilize both
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Concerto For
MarimbaHas
PremiereHere

ORCHESTRA OF

AMERICA

CARNEGIE HALL
Conductor, Richard Korn; soloist, Vida
Chenoweth, marimba player. The pro-

gram ;
Fantasy for Orchestra, “A Vlctolg:y Ball.” .
rnest Schelling
Concert for Marimba and Orchestra
(first performance) ..................... Robert Kurka
Symphony No. 3 (first performance). i
i Charles Wuorinen
In Memoriam .......c.cccocvveicincnnes Douglas Moore
In Memoriam: The Colored Soldiers who .
Died for Democracy . William Grant Still
Chantfofi1 943 R RrEm NI Paul Creston

By Jay S. Harrison

Concertos for Marimba are
no more often encountered
than pterodactyls in Times
Square, but one of them turned
up last night at a Carnegie
Hall concert presented by the
Orchestra of America under the
direction of Richard Korn. The
work, composed by the late
Robert Kurka, was given its
world premiere with Vida Che-
noweth as soloist, and the piece,
quite frankly, provided the only
breeze in an evening that was
otherwise mighty stuffy.

The marimba—for those so
grossly miseducated as to have
no knowledge on the subject—
is an instrument of the xylo-
phone family which is hit by
mallets of wood, felt or wool.
Tubular resonators, attached
to the underbelly of the “key-
board,” amplify the sound of
each struck slab, the color var-
iety thus available to the per-
former being far greater than
one might imagine. Depending
on the mallets used and the
skill of the player, the marim-
ba has a timbre span ranging
from a gentle and luminous tap-
pop to a sound not unlike that
created by whacking two milk
bottles together. In any case,
the instrument is an exotic one
and hearing the lengthy piece
written for it is, as | have said,
something of an occasion.

To his credit, Mr. Kurka lo-
cated innumerable means of
displaying the marimba at its
best, and his concerto is every-
where lively and zestful. It is
mostly diatonic, filled with
smart and leaping tunes, and
it exploits the agility of its
soloists to the utmost. Fortu-
nately, Miss Chenoweth is a
real-life virtuoso who, no mat-
ter what the demands made on
her, missed not a note and
managed, further, to wring
every possible shade of sonority
from the wooden keys laid out
before her. There was exhaust-
ing bravura to her work and
genuine musicality as well. It
was a star performance and a
bewitching one—no question of
that.

Illustration 4. Herald Tribune, November 12, 1959

The other new work of the
evening, Charles Wuorinen’'s
Symphony No. 3. is a hulking
blockbuster of a piece that is
rather more pretentious than it
is successful. It is over-scored,
logy of rhythm and its aggres-
sive chunks of harmony are ef-
fective on first hearing and
diminish in vitality in direct
proportion to the number of
their repetitions. But what is
most seriously wrong with the
work is that it clamors for at-
tention and thereupon rewards
it with nothing more than
dense orchestral onslaughts.
Still, Mr. Wuorinen is young
and at twenty-one cannot be
expected to have learned that
the composition of symphonies
requires more than the order-
ing of noisy, disparate ele-
ments. Indeed, there were
flashes in work that told of
a volatile imagination and a
keen ear for texture. Doubtless,
in time, these gifts will ripen
and devel op.

The playing of the Orchestra
of America, which is largely a
pick-up group, was quite first-
rate and Mr. Korn had vigor
to his beat and authority to his
interpretations. On the whole,
the program, which was given
in observance of Veterans' Day,
was rather soggy and spiritless,
but the renditions themselves
were in no part to blame for
this.
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Illustration 5. New York Times, November 12, 1959

Music: Unusual Concerto

Kurka’s Work for Marimba Performed
on Program by Orchestra of America

By HARCLD C. SCHONBERG

ADD to unusua concertos:
one for marimba and or-
chestra. It was played last
night in Carnegie Hall by a
personable young lady named
Vida Chenoweth; it had been
composed by the late Robert
Kurka; it was receiving its
first performance, and it was
programed by Richard Korn,
who was leading the Orches-
tra of America in its second
concert devoted to American
music.
L]

The 1935 edition of Grove's
Dictionary of Music and Mu-
sicians cautiously describes
the marimba as “a curious
instrument (said to possess
great musical capabilities) in use
in the southern part of
Mexico * * * a large table-
like frame, five, or six feet in
length, on legs, supports a
graduated series of strips of
hard and seasoned wood.”

As played by Miss Cheno-
weth, the instrument decided-
ly does possess musical possi-
bilities. Kurka's concerto is
tuneful and attrative—a bit

aphazard in style perh?fs,
what with jazz elements, dia-
tonic harmony, a first move-
ment featured by wide-rang-
ing skips that had nothing In
common with the other move-
ments—and Miss Chenoweth
succeeded in making music
out of it, not indulging in a
stunt.

She also is quite a show-
man, one who gracefully
poses before the instrument,
who hammers away prettily

and who has the balance of a
ballet dancer. Apparently
she is an expert virtuoso: no
false notes were detected, her
rhythm was superb, her con-
fidence epochal.

The other first performance
of the evening was Charles
Wuorinen’s Third Symphony,
a work that shows a decided
advance over his Second. It
sounds more mature; and if
it lacks melodic personality,
at least it has control and is
the product of a good tech-
nician. It is dissonant al-
thouc};h tonal, abounding in
complicated rhythms and rev-
eling in a juiced-up orches-
tration.

Also on the program were
Douglas Moore’'s “In Memo-
riam,” Ernest Schelling’'s “A
Victory Ball,” William Grant
Still’s “In Memoriam” and
Paul Creston’s “Chant of
1942 (The evening was list-
ed as a “Veterans Day Pro-
gram”

The Schelling was especial-
ly interesting. A generation
ago it was fairly popular, but
within recent ﬁears it has
dropped from the repertory.
There is good reason for its
disappearance; it is a thor-
oughly second-rate piece. But
it was rather nostalgic to
hear; and if nothing else it
served to throw some light
on the listening habits of a
previous era—which, after all,
Is what Mr. Korn’s series is all
about.

Mr. Korn led his orchestra
with clarity, and his players
produced a mellow tone. It
would appear that they have
got over the rigors of the
opening concert.

bass and treble clef: in the second movement, measures 58-60,
98-99 and 139-142; in the third movement, measures 21-24, 27,
89-92, 95 and 103.
8.  St. Louis Post-Dispatch, February 13, 1949.
9. Interview with Vida Chenoweth.
10. Ibid.
11. David Eyler, “Robert Kurka's Concerto for Marimba and
Orchestra,” Percussionist, Fall, 1979, p. 25.
12.  Ibid.
13.  Musical America, December 1, 1959, p. 37. PN
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