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THEA MUSGRAVE (b. 1928)
Concerto for Orchestra (1967) * (20’26”)

Clarinet Concerto (1969) ** (23’38”)

Horn Concerto (1971) *** (22’06”)

Monologue, for solo piano (1960) † (6’02”)

Excursions, eight duets for piano, four hands (1965) †† (7’40”)

I Moderato (Driving in the Highlands) (0’54”)

II Pesante (The Road Hog) (0’52”)

III Semplice (Learner-Driver) (0’36”)

IV Con brio (The Drunken Driver) (0’45”)

V Piacevole (The Sunday Driver) (1’16”)

VI Scherzo (Roadside Repairs) (0’51”)

VII Misterioso (Fog on the Motorway) (1’34”)

VIII Allegro (Backseat Driver) (0’54”)
(80'00")
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Gervase de Peyer, clarinet BarryTuckwell, horn
† Thea Musgrave, piano †† MalcolmWilliamson, piano

*Scottish National Orchestra conducted by Alexander Gibson
**London Symphony Orchestra conducted by Norman Del Mar
***Scottish National Orchestra conducted byThea Musgrave
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‘with one easy part’ for pupils to play with their teachers. These charming pieces were
commissioned in 1965 for a London University Extra-Mural class in Teddington. In the first
four the ‘easy part’ is the lower one, in the second four it’s the top one, allowing the pupil to have
the melodic glory.The eight pieces have titles, or at least suggestions as to what the music might
be depicting; but like Debussy in his Préludes, Musgrave only puts these at the end of each piece
in modest brackets and small type.They reveal that the ‘Excursions’ of the general title are car-
journeys, and the idea of the Learner driver has meshed perfectly with that of the student
pianist.

CALUM MACDONALD

WARNING Copyright subsists in all Lyrita Recordings. Any unauthorised broadcasting. public
performance, copying, rental or re-recording thereof in any manner whatsoever will constitute an
infringement of such copyright. In the United Kingdom licences for the use of recordings for public
performance may be obtained from Phonographic Performance Ltd., 1 Upper James Street, London,
W1F 9DE
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cottish-born but US-resident,Thea Musgrave has composed in almost every genre yet has
managed to conduct her creative career with remarkable singleness of purpose – and with

highly varied and wholly fruitful results that have been greeted with success, and indeed
affection, by audiences on both sides of the Atlantic. Born in Barnton, Midlothian on the west
side of Edinburgh, she studied at Edinburgh University (where she won the Donald Francis
Tovey Prize), with Hans Gál as one of her teachers. After her graduation a scholarship took her
to Paris, where she spent four years as a pupil of the redoubtable Nadia Boulanger; during this
period she won the Lili Boulanger Memorial Prize. In 1970 Musgrave was Guest Professor at
the University of California at Santa Barbara, and since 1972 she has resided in the U.S.A.,
holding a number of prestigious teaching positions. In 1974 she received the Koussevitzky
Award, which resulted in the composition of Space Play, and in 1974-75 and again in 1982-83,
she was awarded a Guggenheim Fellowship. In January 2002 she was awarded a C.B.E. in the
Queen’s New Year’s Honours List. As Distinguished Professor at Queens College, City
University of New York, from 1987 to 2002, Musgrave has taught many new and gifted, young
composers.

Her works have been widely performed in Britain, Europe and the USA, and at major music
festivals as far apart as Edinburgh and Aldeburgh in the UK toWarsaw and Zagreb in Eastern
Europe; on most of the European and American broadcasting stations; and in many regular
symphony concert series. Her husband Peter Mark, the former violist, as conductor and
General Director of the Virginia Opera, presented several of her stage works. Musgrave is
herself active as a conductor of her own music, and has worked with most of the major British
and American orchestras. Conducting highlights have included directing the premieres of her
operas TheVoice of Ariadne (in Aldeburgh and in London for the English Opera Group, and in
New York and Los Angeles for the New York City Opera) and Mary, Queen of Scots (at the
Edinburgh Festival and Stuttgart for Scottish Opera, and also for San Francisco Spring Opera).

Like many composers of her generation in Britain – the generation that first began to
attract notice in the middle 1950s – Thea Musgrave came of age musically in that ‘rite of
passage’ which involved acknowledging the primary importance of Bartók and the Second
Viennese School, and thus the rejection of tonality as traditionally conceived, along with its
traditional expressive and form-building functions. This was a step with momentous
consequences for any composer: such new freedoms immediately create concomitant new
responsibilities, and often acute problems. Perhaps the central issue – and the one which seems
to have dominated and focussed Musgrave’s whole artistic progress to a greater degree than
most of her contemporaries – was the need to discover new means of dramatizing the structure
and musical argument of each work, means that could replace the drama and dynamism
inherent in the workings of traditional tonality.
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Minneapolis Symphony Orchestra conducted by Stanislaw Skrowaczewski. Though slightly
smaller than the orchestra for the two preceding concerti, the instrumental line-up has some
innovations, including a piano ‘prepared’ by the placement of screws, a programme-book and
a metal bar on the strings, and a harp ‘prepared’ by threading a strip of paper through its
strings. Moreover the orchestral horns also play a quasi-concertante role in addition to the
soloist – and they, like the soloist, are required to move around the hall.

The work begins Misterioso in free rhythm with iridescent eddies and flickers of sound,
against which the lyrical espressivo solo horn rises from the depths, only slowly coming to
command the proceedings. This comparatively lengthy section increases in virtuosity – for both
soloist and orchestra – in a violent passage which Musgrave entitles ‘Parodia’ (5’25”). Here the
soloist, having fully established his or her credentials as the focus of the discourse, is undercut
in an extended and eventful dialogue with the orchestra’s first horn, who is concealed off-stage,
with atmospheric and colourful interjections from other members of the orchestra. 

The bongos then initiate a faster, scherzo-like section marked capriccioso (9’53”),
underpinned by strong percussion rhythms, with ‘breaks’ in free rhythm for various orchestral
members. A tumultuous heterophonic climax leads, via a short horn cadenza, to an Andante
espressivo (15’08”) beginning on horn and strings. Meanwhile the four orchestral horns have
moved to different positions behind or upon the stage. (And, if possible, the composer asks for
an additional three horns to appear in an upper balcony.) In a series of kaleidoscopic free-
rhythm outbursts presenting, as it were, snapshots of the ‘Parodia’, Mistorioso and Andante
(17’40”), Musgrave supplies what amounts to a kind of virtuoso cadenza for solo horn, up to
seven other horns, and the rest of the orchestra combined. As the coda arrives (21’17”), slow
and fast tempi are rapidly intercut, the music dissolving away to a final pedal on B flat.

If the beginnings of drama are to be found in monologue and dialogue, Musgrave’s
explorations of instrumental drama could be said to have started early, with her piano work
MMoonnoolloogguuee, composed in 1960 for the pianist Margaret Kitchin. Based on a 12-note series,
within its comparatively short compass this piece traverses a cannily-combined succession of
contrasting moods at progressively faster tempi. A declamatory opening leads to a nocturne-
like Andante (0’47”) and a Moderato cantabile (1’38”) in the style of a two-part invention. A
scherzo-like Allegro fantastico (2’27”) prepares for a Fugato scherzevole (3’07”) whose subject
is the frankest statement of the basic 12-tone row. This drives to an unbarred Tumultuoso
(4’09”) climax (Musgrave is fond of that direction!), which functions as a sort of cadenza and
accelerates to Prestissimo before a return of the opening Declamando (5’13”) ushers in the
coda.

Musgrave has often shown interest in music for amateurs and music for teaching, and one
lasting record of that interest is her EExxccuurrssiioonnss, a set of eight duets for four hands at one piano

While other composers found (or successfully avoided finding) the answer in the motivic and
harmonic disciplines of 12-note serialism, Musgrave’s own venture in that direction was relatively
brief, confined to her works of the latest 1950s and earliest 1960s. And she really began to emerge
as a distinctive musical voice only when she rejected the stricter aspects of serialism, too, and
embarked on a personal rediscovery of music’s potential for drama. As she once put it, she
wanted to ‘explore dramatic-abstract musical forms: that is dramatic in the sense of
presentation, but at the same time abstract because there is no programmatic content ... a kind
of extension of the concerto principle’.

The seeds of this technique were germinating as far back as her 1960 Colloquy for violin and
piano, and the further exploration of ‘dramatic-abstract musical forms’ led to a substantial series
of concertante works which constitute a most consistent and impressive area of her creative
output. The principal members of this series are her Second and Third Chamber Concertos
(1966), the Concerto for Orchestra (1967), Clarinet Concerto (1967-8), Night Music for two horns
and orchestra (1968), Memento Vitae (Concerto in Homage to Beethoven) (1969-70), Horn
Concerto (1970-71) Viola Concerto (1973) and the Fourth Chamber Concerto, Space Play (1974).
In all of these works, the players are not merely an apparatus for the transmission and projection
of the music, but also its dramatis personae. Soloists – whether stating their special identity from
the start or emerging in the course of the musical argument – assume a ‘theatrical’ role that, to
a greater or lesser extent, subverts orchestral unanimity. They interject, cajole or argue with the
work’s apparent overall direction; they make bids for independence or seek to entice instrumental
sections away from the dominance of the conductor’s beat.

Along with this ‘dramatic-abstract’ approach, Musgrave developed another aspect of theatre,
which she referred to as ‘space music’: the soloist moves around the orchestra in order to
associate his music with that of different supporting ensembles (as in the Clarinet Concerto, or
as the orchestral horns move in the Horn Concerto). The principle was not exactly new, but its
application to concertante writing was apt and logical. With hindsight, it seems inevitable that
such a concern with music’s dramatic aspects, within an abstract framework, should have led
eventually to the exercise of dramatic faculties on the operatic stage. Thus while up to the 1970s
Musgrave was perhaps best known as an instrumental composer, especially through the medium
of the concertos, over the past 30 years she has established herself as a leading composer of opera. 

In 1967 Musgrave described to friends a vivid dream of an orchestral piece in which the
clarinet ‘went crazy’. The following day a commission for an orchestral work arrived from the
Feeney Trust for the City of Birmingham Symphony Orchestra. In response she wrote her
CCoonncceerrttoo ffoorr OOrrcchheessttrraa, a landmark work in her output, in which the clarinet leads other wind
instruments in a revolt against the dominance of the conductor. The CBSO gave the world
premiere in 1968 under the baton of Hugo Rignold.
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In her Second Chamber Concerto – perhaps taking note of similar techniques being
pioneered at the same time by Lutoslawski but also following the practice of Charles Ives –
Musgrave had introduced the idea of certain passages or players enjoying metrical freedom, so
that rubato and playing-style are up to the performer, and of different lines pursuing different
tempi simultaneously, with cue-points to co-ordinate the performance. This loosening of the
musical fabric while giving individual players more responsibility suggests parallels to jazz
ensemble playing. In the Concerto for Orchestra she extended this technique to the full
orchestra, with the individual lines, unsynchronized (but generally to be played in
approximately the same tempo) tending to create the vertical harmonic effect. She also makes
copious use of free repetition of fixed patterns and figurations, and certain players are directed
to stand for solo passages, again like jazz musicians. The whole conception of the work
nevertheless could be seen as a re-invention of the Baroque concerto grosso form, with the
contrast between solo and tutti (or concertino and ripieno) as different groups assume the solo
function. 

The work begins Misterioso, Adagio with a diaphanous web of solo wind instruments, harp,
percussion and solo strings playing softly. Gradually, trumpet-calls and increasingly florid wind
arabesques lead to cadenza-like free sections against cluster harmonies in the strings. In a more
filigree section, Andante velato (‘flying’) (4’09”), the woodwind explore these rhythmic
freedoms further against stronger rhythms in brass and strings. The strings themselves come to
the fore in the succeeding Più mosso ma calmo section (7’33”), climaxing in a multi-divided
tutti in free rhythm and a tempo giusto (9’55”) development that flickers around the various
constituents of the orchestra. As this reaches a dramatic climax with a timpani tattoo (11’42”),
the first clarinettist stands up, and subdues the timpani with a bravura entry spanning the
clarinet’s entire register.

Having emerged as something of a soloist, the clarinet leads the woodwind ensemble in lyric
and capricious games until embarking on a cadenza proper (14’44”). This turns into a freely-
notated trio for clarinet, flute and double-bass, soon joined by trumpet, harp and vibraphone
to make up a ‘concertante’ body that continue to play in free rhythm against the strictly-
notated, tempo giusto music of the rest of the orchestra. As the proceedings develop the brass
stand up for a climactic tutti, after which the orchestra is reunited – and unanimous in its 3/4
metre – for a breathtaking Presto (17’50”) that appears to be driving all before it until, at the
height of the excitement, the clarinet re-enters with a lyric solo: this precipitates brief
reminiscences of the earlier parts of the work before the Presto resumes for the decisive final
bars.

It was doubtless the significant role assigned to the clarinet in the Concerto for Orchestra
that led Musgrave, as soon as she had finished that work, to begin composing her CCoonncceerrttoo ffoorr
CCllaarriinneett aanndd OOrrcchheessttrraa to a commission from the Royal Philharmonic Society. The work is

dedicated to the distinguished clarinettist Gervase de Peyer, who gave the first performance
with the BBC Symphony Orchestra conducted by Sir Colin Davis in 1969. This work continues
logically from the Concerto for Orchestra, in that the soloist is required to move from one
section of the orchestra to another. The clarinet combines with different instrumental
groupings, and the soloist can give their own leads to the sections they are playing with,
independent of the conductor. The scoring is similar to the large symphony orchestra with harp
and percussion featured in the Concerto for Orchestra, but there is also an important role for
an accordion. 

A Tumultuoso introduction in the orchestra opens the concerto, adumbrating various
melodic shapes that are later developed. The solo clarinet’s first entry seems tied obsessively to
roiling flourishes in its lowest register, but it gradually breaks free to dominate the proceedings
in a rhapsodic Andante lusingando (‘pleading’) section (1’52”), in free rhythm against the
exactly-noted strings. Other woodwind join in the free-rhythm continuum, co-ordinated by the
clarinet. An urgent development, characterized by pulsing repeated notes (5’10”), ensues,
during which the clarinettist moves to join the trombones and tuba, leading them in a quasi
improvisando section (6’02”) of great bravura with repeated hints of militaristic fanfare.

A prestissimo, leggiero scherzo-section follows (10’06”), in which the clarinet leads a new
concertante grouping with alto flute, bass clarinet and accordion. Strident, high repeated notes
are one feature of this mercurial section. During a kind of free-rhythm cadenza for the
orchestra (13’17”), to which the clarinet makes only occasional contributions, the soloist moves
to stand between the harp and percussion for a new slow section marked sensuoso (14’51”),
beginning with a trio of flute, harp and vibraphone – a lyrical slow movement in which other
instruments gradually join as the clarinettist moves back to take his or her original place beside
the conductor. In the ensuing Andante con moto (19’10”), the soloist directs and plays in
ensemble with the other woodwind, while the rest of the orchestra follows the conductor’s beat.
Eventually the conductor matches the orchestra to the clarinettist’s tempo for a reprise of the
opening Tumultuoso music (20’59”), this time with the clarinet present throughout, and this
accelerates into a thrilling Prestissimo coda (22’18”) with the clarinet, briefly re-united with the
accordion, playing at the top of its register.      

The HHoorrnn CCoonncceerrttoo was commissioned by Mario di Bonaventura for the Dartmouth
Congregation of Arts Festival at Dartmouth College, Hanover, New Hampshire; thus it was
among the first of Musgrave’s works to be requested from the USA, where she would shortly
make her home. Written in London and Santa Barbara, California, the concerto is dedicated to
the British horn virtuoso Barry Tuckwell, who gave the first performance – not in the US but in
the composer’s native Edinburgh, where she conducted the Scottish National Orchestra. In fact
the US premiere did not take place until 1977, when Tuckwell was again the soloist, with the
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