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10 OF THE HUMAN SPIRIT - e ot by i e

These are seven of my fovorite guitor pieces from the lost half of the 20th century. With the exception of Francis Poulenc, | have known all of these
compasers, 1o va ';E"degrees. and each ane has been on influence on my own work os a composer. So this recording bears a very personal stamp.
This s olso music which shuns the cerebrol preferences of much 20th-century composition and balonces heart, mind and spirit with more equal
weight. It is music of the human spit

ALBERTO GINASTERA (1916-1983) remains one of the most undemated qrentf sers of the 20th century, and his Sanato is, in my view, olong
with Britten’s Nocturmal, one of the two towering mosterpieces of the solo guitar literature fo dote. Written in 1976 os o commission by Robert
Bialek, owner of a record ond book store in Washington, D.C, o the reauesl of Brazlian guitorist Corlos Barbose-Lima, this work was perfomed
exclusively by Borbosa-Lima until it wos o required testpiece for the 1981 Geneva Interafional Guitor Compefifion, in which | was the Silver
Medalist. In the short time we contestants hod to prepare this just-published score, | felt an immediote and deep connection. - Ginastera, who lived
in Geneva ot the fime and was present for the competition, gave excepfional praise for my nrEerlmmlme of it. When the competition was over, |
asked him if he would be inferested to cooch me on the piece. His eyes lit up, and we worked on it o his apartment the next day. The session
was, of course, full of revelafions. My favorite memory of the oftemoon wos the moment when he asked me to play o very loud passage even
Efgﬁg ,I.."iEd' He said, “louder”. | iried agoin. He soid, “more”. Another apparently unsuccessful attempt, and he growled, “BRRRRREAK THE

In his preface to the published score, Ginastera wrote: “The first movement, Esordio, is o solemn prelude, followed by o song which was inspired by
Kecua music and which concludes with on abbreviated repefition of these two elements. The second movement, Scherzo, which must be played ‘il
piu presto possibile’, is on imhy of shodow and light, of noctumal and magical ambionce, of dynamic contrasts, distant dances, of surrealistic
impressions, such s | hod used in enlier works. Near the end, the lute theme of Sixtus Beckmesser oppears os a phontosmogoria. The third
movement, Canto, is fyrical end thapsodic, expressive ond breathless ke o love poem. It is connected to the last movement, Finale, o quick,
spirited rondo which recalls the strong, bold Imhms of the music of the pompas. Combinations of ‘rasqueado’ and ‘tombora’” percussion effects,
ﬁ‘ﬁu mﬂ uﬂ;{er effects of metollic fimbre or the rebounding of strings, aive a special color to this rapid, violent mavement, which overall acquires
racter of 0 ‘foccoto”.”

This is uclquhy the second recording | have mode of miw'aece. The first wos on onalog recording | made independently in 1983 in RCA's famous
Studio A, with veterans Elizobeth Ostrow os producer and Sal Salvatore as engineer. Also on that disclo-be were the pieces by Glass and Rorem
that are included here (the Glass now resecorded ond the Rorem nof), as well os a short piece of mine. The album, which was fo be confrocted fo
the Nonesuch label, never sow the light of day becouse of the onset of the hand condifion, focol dystonio, which then plogued me for 12 years. It
would hove been the first recording of the Ginostera Sonata.

Recognized os the most important [E;mﬂ of Austrolia, os well o5 o mm?m of internationol significance, PETER SCULTHORPE (b. 1929) hos
written o work of deeply felt spiritual substonce for the quitor, From Kakad. It is dedicoted to John Willams, was commissioned by the Shell Darwin
International Guitor Festival and completed in 1993. Fﬂnmulelpfm quitorists, it is not the only work for our instrument that Peter has written.
There is olso Nourlangie for uitar, percussion and strings (of which | gave the American premiere), an earlier quitor concerto, Nottumo, which he

plans at some paint o revise, another brief solo piece, fnfo the Dreaming, Trapic for two quitors ond chamber ensemble, Simori for flute and guitor,
and o more recent work for guitar and string quartet, which Peter described in o letfer to me os “like o long popsong’.

About From Kakadu, the composer writes: “The terain of Kukadu National Park, in the north of Australia, sretches from rugged mountain plateaux
fo coastal tidol plains. From Kakadl is the sixth work of mine that tokes this ferrain os ifs point of deporture. Several of the works employ
similor melodic matericl; ond much of this work is based upon the main theme of my orchestral piece, Kakadu (1988). From Kokady is in Euu
sections: Grove; Comodo; Misterioso; Cantando. The first and third sections ore bused upon the Kakody melady; ond the fourth section grows from
it into 0 long, singing line. The work is on infimate one, being concemed with the deeE contentment that | feel whenever | retum to Australia’s
outback. This feeling is everpresent in the donce-ike second section, and in the singing line of the final Contando, and in its counterpoint.”

RICHARD WINSLOW (b. 1917) is o composer whose nome is unfamilior to many in the music world. He made his mark os a professor of music of
Wesleyon University in Connecticut, where he tuught for 34 years. During that fime, in addition to his teaching of conventional Westem music, he
co-founded the World Music pf,gmm; ane of the first of its kind re, as well os orgonized repeated visits by John Cage ond other importont
figures of the (then) Avont-Garde. While his own music wos very different from theirs, he worked firelessly ond with an open mind to support the
work of composers in whom he believed. In light of this and the significont quality of his own work, 'I’wis lock of interest in self-promotion is
ostounding. The performances he sought were oll local, seemingly just so he could hear them ond move on. For many yeors, he wrote o choral
work every week for the Wesleyan choir to sing in church on Sundays, simillr to Bach. His cafalogue is enormous - operas and ofher theater pieces,
s well as works for orchestra, chorus, voice ond chamber music. Almost all of Winslow's music is in o straightforward tonal language, o courageous
ond rebellious oct during o fime when otonality ond experimentalism of oll sorts held court in the world of the composifional elite. In the early
70's, | had the good fortune fo be his student ot Wesleyon, and he became not only my compasitional guide, but o frue mentor.

In o program note, Dick Winslow wrote: “The piece ot hand wos written out of inferest in the work of David Leisner, in 1975. Use of Stephen
Foster's fune, “Hord Times, Come Again No More”, races back o my boyhood delight with the old Nathaniel Shilkret arrangements of Foster songs
on Victor Records, featuring male quartets ond unreal lyric tenors of the sort that seem to hove died out after Richard Crooks. "Variations’ here
includes not only workings-over of spedific factars of the subject, time, but also stream-of consciousness responses fo it.” Dick hod written the piece
in Santa Fe, during o fime of great personal frials. Years loter, when | retumed to public performance after my own years of misery from mymd
m | used it os 0 kind of “theme song” for my comeback. The work is in o mostly conventional theme-and-variations form, with the vanafions

ided info two “Acts” (alwoys the theater-minded composer). In the letter that accompanied the first version of the score, Dick wrote: “I've
beaten my brains out trying to stay, o) within the spirit of the quitor, b) within the dictates of the Stephen Foster material.. As fo b), | was in foct
interested fo see whether I could in any woy be “personal’, ‘onginal’, while sticking fo Foster's harmonies.” I o later correspondence, he wrote,
“When it was oll over, | could not believe 1'd really commitied myself o such on anfigue idiom - hormanic materils - wondered whether I'd st
my iri:. Then I'd reod i ond find, na no, if's not the idiom o issue of oll its the orchitecture.” It is, in foct, astonishing, the way this mosterpiece
builds quietty ond inexorably towords its moving and surprising conclusion.

The music of PHILIP GLASS (b. 1937) abways has and probobly always will licit mixed remes. Listeners gemml'lr'eil’fﬂ love it or hate it. Some
believe, as | do, that he is one of the most important American composers, while others his work os something of a bad joke. One foct is
undeniable, though: OF America’s contemporary composers, he is the most fomous.



| met Philip Glass on the wm Despite his fame, he has alwoys ravelled by subway in New York, and continues to do so todoy. (Remember,
this is the man who wos a IEU r and o cobdriver, even ofter the Americon Tremiere of Finstein on the Beach ot the Metropalitan Opera House).
| was wearing o Fshirt with on unusual photo of Chorles Ives on it, ond Phil motioned to me, asked where | got the shirt, ond we chatted. In
the early 1980's | ttended o concert of the Philip Glass Ensemble at Town Hall in New York and reintroduced myself ofterwords. On the
progrom wos the violin solo, the Fourth Knee Hz,(fmm Finstein, and it occurred to me then that it might sound terrific s on arangement for
the quitar, He was sksmwl, but intrigued and decided to let me fry. Phil hos always been dever about keeping stict control over his music,
and in order to obtain this piece, | ws fold to go to his high-powered lowyer's office, where they removed o copy of the music, much to my
amazement, from a voult | Once | worked on it, | sow that it would be o notefornote trmsuﬂnn, with the exception of ane repeated-note
passoge, in which | simply put every other note up on octove. Soon ofter, | ployed it for Phil in his apariment, and he was very impressed and
surprised that it worked os well os it did.

The “knee plays” from Finstein on the Beach are interludes, named dfter the human knee, whose function, of course, is fo join. In this one,
there are three kinds of materiol, all of which are developed throughout the opera. The opening section centers around a striking harmonic
progression. In his book, Music by Philip Glass, he writes: “What I was looking for wos o woy of combining harmenic Igwgressims with the
thythmic structure | hod been develaping, to produce o new overoll structure.” Then he Em on to describe this parficulor progression, which
at first “appears to be o troditional codentiol formala, the time-honored closing phrase which, in a voriety of forms, became highly developed
during the Boroque period ond lusted well info the present. However, there is an altered or pivotal chord in the middle that results in o dosin
chord o halfstep below what one would nommally expect. Itis this lowered resolution of the codence thot motivates its repetition.” The cho
pottern is f minor, Db major, Bbb mojor or A mojor, B major, E mojor. This section is followed by o slower, very lyrical passuge which
eventually become moterial for his next operas, Satyografio and Akinaten, os well. After o brief retum to the opening material follows an
extended passoge of scoles, using his typical "odditive process”, which he describes os follows: “Additive process is one of those very simple
ideas that con quickly lead to very complicated procedures. It con easily be explained: A musicol grouping or measure of, say, five notes is
repeted severol fimes, then is followed by o measure of six notes (olso repeated), then seven, then eight, ond so on. A simple i]d{ilgm& cn
expond and then confract in many different ways, maintaining the same generol melodic configuraion b, becouse of the oddifion (or

nction) of one nate, it takes on o very different thythmic shope.” In Glass” music, the phrose os structural element is reploced by o group
of repeated phrases, which, os | think of it is like toking music from the third into the fourth dimension.

Another great Amesican composer is LOU HARRISON (b. 1917), who composed this defightful litfle Serenade in 1952. | remember riding one
doy in on old Mercedes in itos Colifornia, with my parter, Ralph, ond | in the back seat, with our friends Lou and his beloved partner of
severol decodes, Bill (now deceased) in the front. le;lwm arguing of top decibel level about driving, with o vehemence such as we hod
never encountered. It's hord to recondile that image with that of o man who wrote such gentle music as this, music written as if in parodise.
Once out of the car, though, ofl wos lovey-dovey ﬁmen them. On the manuscript of his piece, Lou wrote: “This Serenade for guitor was
written for Frank Wﬁh@m’rh us o part of o private letter to him. | hope, then, that he will not mind my moking public o portion of our
comespondence!”  Also on the manuscript, Lou, ever the experimenter with of intonation, wrote: “Anyone who just might own o
Euhur with movable frefs should amange those fo ploy the “Intense Diatonic’ (Syntonon Dictonic), which is the ‘vocol” major scole.” As it

appens, the Ipm is written for an unusual tuning, with the A string tuned down to G. | hope Lou will forgive me for ploying it in the normal
tuning, since | have played it that way for years so as to be able to pair this miniature easily with other pieces in concerts.

FRANCIS POULENC (1899-1963) was the only composer in this collection whom | did not know. This %m Frenchman wrote only once
for the gllIiMr - this short, spare beauty, o Sorabande, written for one of the best quitorists of the 20th century, Ida Presti. One can
imogine him intending this music for the luscious sound that Presti produced like no other on her instrument. Composed in 1940, ot the
end of his life, the piece is written in that stark, religious, timeless style that choracterized, for instonce, his later chorol pieces.

NED ROREM (b. 1923) is unique in that he is as billiant o writer as he is o composer. Best known for his prickly, observant diories and
his snmelim;es-dnming, somefimes-urgent, olwaysmosterful art songs, he is olso the compaser of o lorge amount of welkhoned, colorfu
instrumental music.

When | first moved to New York in 1979, Ned was ane of the first composers | sought out (Virgil Thomson wos the very first). His music
ond mind and life were sfimulafing fo me, and | hoped we niﬂht share something in common. We have connected often and warmly since
then, though we were never dose. Ned, who can be difficult with some people, has u!wu:s been very kind to me and offered words of
praise for both my guitar ﬁlkuging and my vocal compasition. And, I, admiring his music, have recorded and often performed two of his
firee wiorks with quitar, which, besides the solo piece, include Romeo and Julief, recorded with flutist Fenwick Smith on the Eicetern label,
ond the more recent Songs of Sadness for baritone, clorinet, cello and guitar,

The Suite was commissioned by the Clevelond Orchestra for o perfarmance at the Blossom Music Center by guitarist Joseph Breznikar. |
ave its New York premiere in Merkin Holl in 1982, in o concert of 9 premieres by 8 Americon composers (Zifrin, Luening, Pritchard,
nsoli, Thomson, Rorem ond Winslow). Ned wrote: “This Suite wos written in the early spring of 1980. Onginally | thought of
ilustrating with music Oscar Wilde's beautiful tole, “The Stor Child” (hence the poetic indication for the first movement). But the iden gave
way o on abstract suite.” This recording was mode in 1983, af the session described above, in the note on Ginastera. Had it been released
then, it would have been the work's premiere recording, but there have since been o few recorded performances. Unlike the Glass and
Ginostern pieces, which | recorded o second fime for this olbum, | felt | hod done obout as good a job on the Rorem os | was going fo do,
s0 | decided to leave the 1983 version intoct.

This album is dedicated to my father, EHlkan Leisner, who loved the adventure of all things new.

This Azica release was recorded “live to two-rock” af the recording sessions. No mixing wos done subsequent fo the
recording sessions. The intent of this technique is fo capture the ortist's performance without alterafion by the recording process.
There WMMM%MMMWMWMWN#HMSM fing and ansfers have

been done in the digital domain fo preserve the sound quality produced during the arfist’s performance.




David Leisner i on extoordinorily versatile musician with o multifoceted career as on elechifying pedorming orfist, o distinguished
COMpOSef, und a master tencher. Regorded os one of America’s le:udng dassicol guitorists, his superb musicionship and provocotive
progromming have nmﬂuMMandlmwumm world.
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