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SHALIMAR

Suite for Piano

1. Fantasy

2. First Interlude
3. Jhala of the Founrains
4. Second Interlude
5. Jhala March
6. Rain Jhala
7. Third Interlude

8. Jhala of the Waterfall

Shalimar, Opus 177, was composed in Kashmir during October 1959, after visit-
ing the Mogul gardens and many beauriful mountains in the Himalayan regions.
The fountains no longer gush forth their music and beauty in the Shalimar
gardens, but the memory of their sound and visual wonder among the great
Chenar trees, with steep, rugged mountains rising in the background, was in my
imagination and I summed up the lost scenes during the days of Mogul grandeur.
The form of the Suite, with its interludes for borders, suggests the carpet-like
design of Mogul gardens.

Alan Hovhaness
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2. First Interlude
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3. Jhala of The Fountains
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4. Second Interlude
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5. Jhala March
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6. Rain Jhala
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7. Third Interlude
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Virgil Thomson offered an extremely perceplive estimate of the
Lalenis of Alan Hovhaness when he wrole in the New York
Herald Tribune on February 8, 1947;

“He writes in the early Christion, the medicval and the mod-
ern Arwenian technigues, possibly even a little in the pre-Chris-
tian manner o that ancienmt and cultivated people. He observes
the ancient rules and imitates with modern violind a sizeable
selection of mear-Eastern stringed instruments. He even exiends
the oriental grammar of composition to include, as it moy well
have donec in Greek times, held notes agaimst which florid melo-
dies expand at ease and even guintal counterpoint.

“It remains oriental and classical, mevertheless, in structure.
The muosic is at tinws strophic in phraseol and emolisnally
continuous, never climactic. Each piece is like a long roll of
hnnd-m_.ldt wall puper. Tis motionless quality & a linle ypmotic.
There is resemblance here, oo, (0 the eurly ceremonial picces
of Erik Satie=the "Mass For The Poor®, t9e "Prelude To The
Heroic Gate of Heaven', and the Rosicrucian Fanfares. lis en-
pressive  function is predominently religions, ceremonial, m-
coanlory, s spiritual contend of the puresi. Il is oriental from
the right side of the rallway irack.

"For everyone's pleasure—and indeed Hovhaness' work is npod
hurd for evervone to like—the high gquality of this music, the
purity of s inspiration, i evidenced by the extreme heauty of
ity melodic materiul {which is original material, mo collecied
folklore) and in the perfect sweeiness of taste that it leaves in
the mouth, There is no vulgarity in it, nothing meretricious, silly,
casy or of low mtent. It brings delight 1o the car and pleasure 10
the thought. For all its audiiory complexity—lor ornatencss is of
ity esscnce — it 5 unerly simple in Teeli pure in spirit and
high-minded. And for Western cars it is thoroughly refreshing.
Among all aur Americun conirthutions 10 mugical art, which are
many. it is one of the most curious and original, without leaning
al any point on ignorance, idmsyncrasy or personal charm.”

The musiv of Alan Hovhaness has developed richly in the eleven
yeurs since Mr. 1 penned this tribute and yet it is sl
essentially serviceable in pin-pointing the sirangely beawtiful, in-
dividul gift of this composer. One or two poimts no longer seem
accurale — as, for eaomple, the estimate that Mr. Hovhuness'
music is "never climactic”. Mr. Hovhaness has moved on from
It:‘rr. but the overall npproach noied by Mr. Thomsan femains
fhe Saime,

The composers “orientalism™ (in no way 1o be confused with
the term 57 often ied 1o the techniques of muny Russian mu-
sicians from Glinka on) has no quality of feddism about 1. To
I:m'n with, it is part of his henlage through his Armenian faiher.
{He was born in Somerville, Massachusetis. where his futher was
a chemisiry professor. His mother was of Scollish extraction.)
Although he was raised in a thoroughly American background
und even resisted, a5 a :hﬂ:li. whatever attempts his father made
tn help him identify with his cultural legacy, Mr. Hovhaness
eveniually came to it as his love of old music, art, and archi-
tecture developed antiquariun tasiss. His studies of ancient Ar-
menian (and later other near-Eastery, and then Eastern) culture
were given impetus when he became organist in Boston's Armen-
ma vhurch and was ex to the occusionally ageless modes
and monody of tradilional liturgical Armenian music. Then he
began 1o leam a bit of 1the Armenian language (be 5 stll not
really praficient an it or really deeply inleresied 10 be so). He
found within the language a reposilory of words which seemed
in a sort of symbaolic-poetic fashion to represent the spirit of
the music and the culture he most admires. Thus, words
like “Lousadrak™—"The Coming Of Light”-and “Khaldis™-
“Cind Of The Universe”—are attached to his music in what he has
termed an acknowledgment of an influence.

The “orientalism™ was a hard-won, carefully-thoughi-out expres-
sion, 100, Mr. Hovhaness was trained in music in Boston in the
usual sirict, academic fashion. He studied piano with Adetaide
Prowior and Heinrich Gebhard, cwnﬁnliun sl the Conserva-
tory wnder Frederick Converse. By the early “Thirties [when
he was in his early (wenties), he had already com an im-
pressive hody of music which had drown not a little admiration
in Boston music circles, His spiritual menior seemed to be Sibel-
jus and his music supposedly was marked by “a pronounced
Finnish accent”. He trilvtlﬂll off 10 Fipland at one point and

afier his return seemed even more destined 10 become some-
thing of “the American Sikelius”. And, then he 100k serious
slock of himself, undoubtedly aided in his decision by his grow-
ing interest in Esstern culture. He decided to destroy all of his
music up to that lime—a dificull decision, one imagines, sinuoe
this material included no less thon two ambitious symphones
and scveral full-length operas, over a thousand works in all
The destruction was ruthless and complete; little trace of this
AMIREC EXISIE MOW,

Then began the serious st of Oriental siyles and technigues,
the experimentalion within (hese styles and lechniques, and the
anempt 10 fuse them with certain traditional forms of our own
music. There was necessary, Loa, a period of “digestion™, in
which the materia of ofienial music could be absorbed and
blended so that, say, a mode from Armenian sources might be
blended with a rhythmical siruciure from Indiam sources for
working within a classical western canonic form. Mr. Hovhaness”
success al his 1nsk is exemplified impressively by the music
which has resulted from his work. Few com toduy seem
so capable so consistently of making music of such real beauty
slé-.'h intense personal expressivensss, such profound niri.l.ud
efect,

Once agnin, it seems nprn'o?.ri:ltt to quote another eritical eati-
mation of Mr. Hovhaness—this time from Olin Downes' column
in The Mew York Times on February 25, 1951 It seems 1o
amplify certain of ihe thoughts jusi raised:

“It is the music of o creative arist, as we already know him
w be, of a rather incredible and unparalleled spirit, which finds
expression in music of a speciaol fabric and siyle. 1f further tes-
timony supplementing the findings of the past as to the potency
of racial irheritince in art were needed today it be in-
contestably provided here. For this music by a composer who
i5 American-born and trained, son of an Armenian faiher and
i Scottish mother, is completely of the East and npt conceivubly
ol the West, although 2 completely Wesiern environment has
surrpunded its development.

“Lel it be undersiood: one does mol pretend here to estimate
the ullimate value or durability of this produci, bui one does
sense in it an awareness, or, lel us say, an intuilirn, which goes
g0 much farther than reason, of the holiness of nature and the
glory of the world.

"If 1his interpretation i wide of the work, it 5 nevertheless
A iribuie to a creative musician of whatever rank hiz may wlti-
malely prove o be.

"The material? It is, or has been hitherto in the music of Mr.
Hovhaness that we have heurd the repetition or variation of
melodic lines; the polyphonic intermingling of fgures and
arabesques, which remind one of lh_mtlnml}m‘mnm; and
dissolving traceries made by a rippling stream. is repeti-
ton and variation, but not . OF architecionies. The
modal scale designs are those, in the terminology of Indian
classical music, of ‘ragas’, and the fixed rhythmical structures

are of the ‘talas’. The respeclive patterns of r and talay
be combined a8 vaziously shifsd, o e

“Im ways too intricate to be described here, it is an approach
characteristic of much tern music, and none of the music of
the West, Mr. Hovhaness has delved deeply in this lore, in addi-
tion to his assimilation of the living spinit of ancient Armeninn
religious song.”

An with the guotstion from Virgil Thomson which has alrendy
been cited, this reactiom by Mr. Downes culs, in & woy, to the heart
of Mr. Hovhaness” music and yet it does not set completely aceurnte-
Iy in focus the role of the ariental elements in that bady of work.
Be that os ik may, the trends that have been noted as bring contem-
porary lo ithese statements have been strengibened even more in the
compiier's more recenl munie, He has beem attempling to find
within certain older Indian and other Eastern musics similarklies
ta the musie of early Europe on up to the daya of the troubadours.
He has idemtified bimself more and more deeply with clansical
Wealern forms. The influence of his intensive study of Henaissanes
polyphony is beginning to show clearly in his work. He scems to
be effecting the fusion of Eonst and West in & fashion ar style which
might be termed “neo-Archaic.”’ And yel, it would be wrong to
think of this fusion as evolving from strictly spplied intellecton
technigues. Ideas and eraft work with Hovlkanesas only to & certain
point. Then, & decnds ago a3 now, bis strangely-informed, unin-
hilited spirit takes over.




