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SUNDAY, APRIL 23, 2017, 7:30 P.M. 
ARIZONA STATESMEN AND WOMEN’S CHORUS 

FIRST UNITED METHODIST CHURCH, MESA 
Bartlett R. Evans and Julie Neish, conductors 

Tickets:  $10 (students with ID, free) 

 
 

THURSDAY, APRIL 27, 2017, 7:30 P.M. 
MUSIC OF STRAVINSKY AND BARTÓK AND  

FEATURING BEETHOVEN’S MASS IN C MAJOR 
ASU GAMMAGE AUDITORIUM 

Choral Union, Chamber Singers, Barrett Choir and 
Symphony Orchestra  

Jeffery Meyer David Schildkret, conductor 
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PROGRAM 

 
I. 

The Turtle Dove Margaret Vardell Sandresky 
 (b. 1921) 

Meet and Right It Is to Sing (Charles Wesley) Alice Parker 
 (b. 1925) 

I Am Bound for the Promised Land Promised Land 
 arr. Craig Courtney 

Alex Fragiskatos, percussion 
 

 
 
 

II. 
Romancero gitano, op. 152  Mario Castelnuovo-Tedesco 
      (Federico Garcia Lorca) (1895 – 1968) 

 Baladilla de los tres rios 
Asleif Willmer, soprano   Jacqueline Black, mezzo-soprano 

Michael Dawson Devery, tenor   Aaron Pendleton, baritone 
 La guitarra 
 Puñal 
 Procesión 

Aaron Pendleton, baritone 
 Memento 
 Baile 

Michael Dawson Devery, tenor  CodyRay Caho, baritone 
 Crótalo 

Diego Alec Miranda, guitar 
 
 
 

INTERMISSION 
 
 

 
III. 

Selections from Choral Dances from “Gloriana” Benjamin Britten 
 (William Plomer) (1913 – 1976) 

 Time 
 Concord 
 Time and Concord 
 

 
IV. 

Five Hebrew Love Songs (Hila Plitmann) Eric Whitacre 
  (b. 1970) 
 Temuna 
 Kala kalla 
 Larov 
 Eyze sheleg! 

Nicole Blumentstein, speaker   Hannah Cummiskey, soprano 
 Rakut 

Felix Herbst, violin   Nathan Arch, piano 
Eun-Mi Oh, conductor 

 
V. 

Dance Set Libby Larsen 
  (b. 1950) 
 Two-Step and Drag 
 Her First Waltz 
 Polka 

Jeremy Ruth, clarinet   Alex Duke, cello 
Alex Fragiskatos, drums   Nathan Arch, piano 

 
VI. 

Around the Campfire Hebrew Folksongs 
  arr. Joshua Jacobson 
 Finjan 
 Zemer Lach 
 Rad HaLailah 

Jeremy Ruth and Patrick Englert, clarinet 
Nathan Arch, piano 



N
O

TES O
N

 THE PRO
GRAM

 
 Tonight’s program

 features various w
orks inspired by various dance form

s and song styles. The central piece is Rom
ancero 

gitano by M
ario Castelnuovo-Tedesco. He w

as born in Italy and em
igrated to the U

nited States in 1939 to escape the anti-
Sem

itic law
s of the Fascists.  Before his departure, he w

as am
ong the m

ost respected com
posers in Italy.  He eventually 

established him
self in Hollyw

ood, w
orking on som

e 250 film
s, though rarely for screen credit.  His best know

n score for the 
m

ovies w
as the 1945 film

, And Then There W
ere N

one.  Castelnuovo-Tedesco w
as also a respected teacher of film

 scoring; 
am

ong his pupils w
ere Jerry G

oldsm
ith, Henry M

ancini, André Previn, N
elson Riddle, and John W

illiam
s.  In addition to film

 
m

usic, Castelnuovo-Tedesco also w
rote a considerable quantity of m

usic for the guitar, m
usic for solo voice, m

usic for chorus, 
and orchestral m

usic. 
 Rom

ancero gitano (Gypsy Ballad) is a setting of nine poem
s by the great Spanish w

riter Federico García Lorca.  Lorca w
rote a 

collection of poem
s by the sam

e nam
e, but the texts for this w

ork actually com
e from

 another volum
e:  Poem

a del Cante 
Jondo.  Lorca, along w

ith the Spanish com
poser M

anuel de Falla, had an abiding interest in cante jondo, or Deep Song, a 
unique expression of Andalusia in southern Spain.  This w

as a style of singing w
ith its roots in age-old cultural influences:  the 

singing of Byzantine chant, the effects of the Saracen invasion, the presence of Sephardic Jew
s, and the arrival of the gypsies 

on the Iberian Peninsula in the fifteenth century. The singing, im
provisational, often—

though not alw
ays—

to the 
accom

panim
ent of a guitar and dancing, becam

e especially identified w
ith the gypsies, hence Castelnuovo-Tedesco’s title for 

the songs.  Lorca and de Falla view
ed cante jondo as purer and m

ore honest than its successor, flam
enco, and sought to 

preserve it.  They sponsored a cante jondo com
petition in the 1920s and contem

plated opening a café devoted to cante jondo 
perform

ances. Rather than im
itating form

s or styles of the cante jondo, Lorca’s poem
s are m

eant to evoke its spirit and 
atm

osphere through alm
ost im

pressionistic im
agery. These im

ages com
bine w

ith Lorca’s ow
n view

point to create a unique 
form

 of expression.  
 This is beautifully dem

onstrated in the first poem
, w

hich form
s a sort of prologue to the collection. The Little Ballad of the Three 

Rivers com
pares Seville’s vigorous and legendary w

aterw
ay, the Guadalquivir, w

ith the Darro and Genil, the languid and less 
storied rivers that flow

 through Granada.  For Lorca, Seville is a sym
bol of outw

ard-looking vitality, w
hile Granada is a sorrow

ful 
place trapped in its once-glorious past.  
 The second poem

 m
ore clearly evokes the cante jondo.  A guitar sounds in the m

iddle of the night, breaking the silence like 
sound breaks glass.  N

othing can stop its sound; it’s useless even to try.  It is like the sounds of nature, and yet the sound is 
pointless, lacking a future.  Hence the im

ages of an arrow
 w

ithout a target, an afternoon w
ithout a tom

orrow
, and even a 

dead bird perched upon a branch.  The last line of poem
 depicts the guitar itself, w

ith its opening like a heart, pierced by the 
player’s five fingers as though they w

ere sw
ords.    

 Castelnuovo-Tedesco picks up on this im
age by m

oving directly to the song about the dagger, w
hich occurs quite a bit later in 

Lorca’s collection. The third song thus elaborates on the second; the dagger is the cante jondo itself, w
hich goes as easily into 

the heart as a plow
 breaks the dusty Andalusian soil. W

e do not like to be vulnerable to such raw
 em

otion, so w
e cry out, 

“N
o, don’t stab m

e!” The brutal im
agery of La guitarra and Puñal is germ

ane to the cante jondo, w
hose central them

es are 
tragic love and sorrow

ful death.   
 The fourth m

ovem
ent com

bines three different poem
s, each evoking an im

age of the Easter vigil processions.  Crow
ds of 

people m
ove through the city streets m

ore or less in silence (there m
ight be the beating of a drum

), follow
ing the clergym

en 
and barges or floats carrying sacred effigies.  The people are often dressed to express their repentance for their sins.  They 
m

ight w
ear the pointed hat of a crim

inal, or chains, or carry a heavy cross.  Suddenly, from
 an open w

indow
, som

eone m
ight 

sing a Saeta, a particular form
 of cante jondo, dram

atic and prayerful, that dw
ells on the suffering and death of Jesus (again 

the cante jondo centers on tragedy). 
 In the first poem

 of this m
ovem

ent, the singer sees the people in their penitential garb as fantastic creatures—
unicorns, 

astronom
ers, sorcerers—

and people from
 literature:  Ecce hom

o refers to Christ him
self (these are Pilate’s w

ords w
hen he 

presents Jesus to the people), Durandarte is a hero of Spanish chivalric fiction, and O
rlando is the hero of a fam

ous 
Renaissance epic.   N

ext com
es a statue of the Virgin.  She is dressed in crinoline; the stiff, billow

ing skirts evoke for Lorca a 
giant tulip.  The platform

 carrying the effigy travels through the streets like a boat traveling on a sea of light.  The final part of 
the procession has the im

age of Christ on his float, transform
ed from

 a pale Judean lily to the likeness of a Spanish peasant 
w

ith dark skin, prom
inent cheekbones, and bright eyes: he has becom

e not a distant figure but like the parishioners 
them

selves. 
 



M
em

ento, set as a tango (w
hich is Argentinean, not gypsy, but it’s w

onderful anyw
ay), is a little epigram

. The singer w
ishes to 

be buried w
ith his guitar, then am

ong the orange trees and m
int, and finally above everything, in a w

eather vane. Thus the 
singer m

oves progressively from
 under the earth to a vantage point high above it.  The w

eather vane, turning in every 
direction, is a potent sym

bol of vision and change, but also of fickleness and pow
erlessness. Through its restless, groundless 

m
ovem

ent, it reflects Lorca’s ow
n sense of exile and hom

elessness.  
 Carm

en in the next song is a personification of the cante jondo itself: though she is a w
hite-haired, aged w

om
an,  she is still 

seductive. As she dances through the streets of Seville, her influence is so prim
al that young w

om
en m

ust be shielded from
 it: 

“Girls, close the curtains.” Yet, though everyone hides from
 the em

otion of the cante jondo, it still has the pow
er to stir 

Andalusian hearts. 
 The last song is an evocation of the castanets. The w

ord crótalo is a pun: it can refer both to the castanets and to a 
rattlesnake. This poem

 also show
s Lorca’s gift for the sm

all but vivid im
age as he com

pares the hand w
rapped around the 

castanets to a spider.  
 Castelnuovo-Tedesco takes the poem

s at face value, using archetypal m
usical gestures to create a fantasy of Spain that seem

s 
at once rem

ote and fam
iliar. The elegant guitar accom

panim
ent contributes to the exotic atm

osphere of the w
ork. As w

ith 
the poem

s, w
e are hearing not a recreation of the cante jondo, but an artistic response to it in a m

usical dialect that w
e 

associate w
ith Spain. 

 
* * * 

The program
 opens w

ith three w
orks based on 18

th- and 19
th-century hym

ns. “Turtle Dove” is M
argaret Sandresky’s 

adaptation of a Southern Harm
ony tune; “M

eet and Right It Is to Sing” is Alice Parker’s setting of a Charles W
esley hym

n. Her 
original m

elody is evocative of old Am
erican hym

ns but w
ith irregular m

eters that give it a m
odernist cast. “I Am

 Bound for 
the Prom

ised Land” by Craig Courtney is an arrangem
ent of an Am

erican hym
n. Courtney com

posed it in honor of the 100
th 

anniversary of the founding of Acadia N
ational Park in M

aine on a com
m

ission from
 the M

ount Desert Sum
m

er Chorale. 
David Schildkret conducted the prem

iere as part of the park’s centennial celebration in August 2016. 

The second half opens w
ith three selections from

 a m
asque com

posed in honor of the coronation of Q
ueen Elizabeth II in 

1953. It connects her w
ith her nam

esake, Elizabeth I, w
ho w

as know
n by the poetic nicknam

e of Gloriana. The poetry 
captures the hopefulness that surrounded the crow

ning of the young queen in the m
idst of the privations follow

ing W
orld 

W
ar II. 

Five Hebrew
 Love Songs w

ere originally a set of songs for solo soprano. W
hitacre adapted it for choir in 2002, and it exists in a 

variety of versions. The touching poetry captures the budding relationship betw
een the com

poser and his future w
ife. 

Libby Larsen’s Dance Set w
as com

posed for and recorded by the Gregg Sm
ith Singers. U

sing a popular dance and vocal jazz 
style, Larsen creates a virtuoso w

ork for choir. W
e conclude w

ith a set of cam
pfire songs from

 Israel as arranged by the noted 
scholar of Jew

ish folk m
usic, Joshua Jacobson. 
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