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While living in Bogon, theyoungBrazilian composer FelipeLara (b. 1979)was
commissioned to write QLivro dosSonho®(2004 for two musicians of New Y ork®3
experimental, hew muscOscene. Hisfellow composers, teache's, and performers all
described Lara@ piece as dramatic, but offered different explanaionswhy. It remains
undear whether thethis drama was dueto Lara@ Brazilian upbiinging, theinfluence of
his education outside of Brazil, his artistic idiosyncrasies, the circumstances of the
commission, theinterpretationsof the performers, or audience expectationsof Latin
American musc. This pgpe examines the multiplicity of meaningsassodated with musc
by Lara and the other members of ¢lta Voz aconortium of five Latin American
composrslivingintheU.S.

Thecirculation of Q.atin AmericanOin the contemporary-classical-musc scenein
theU.S. raises questionsaboutmusdc, identity, place, and meaning Bnamely, For whom
does thar musc soundL atin American andwhy? The perspectives of the composers,
thar teachers, paformers, and audiencesin this scenereveal a spectrum of answers. My
andysis draws on concert recordings interviews, and audience surveys | conduded in

New York City and Bogonin 2005and 2006.
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¢ Ita voz (meaning Qoud speaker, loud voiceOin Spanish) indudes Jorge
Villavicendo Grossman, Pedro Malpica, Mauricio Pauly, JosZ L uis Hurtado, and Felipe
LaraDfive composers from Brazil, Peru, Cogta Rica, and Mexico.! Y ou can see onyour
handout(see bdow) tha despite their youth, each composer has aready relocated afew
times with the Americas and/or Europe often seeking new oppotunities to advance a
career inmugc. Intherheoric of globdization, their trandent lives throughthe network
of music congervatories resonaes with James Clifford@ theory of routes, while their
assodationin the U.S. fitsinto Mark Slobin@® categories of diasporic and intercultural
communities of muscians

On handout:

Jos/ L uis Hurtado

http://www.people.fas.harvard.edu~hurtado/

Mexico (Cd. Valles! Morelia! Xaapa! Bodgon

Pedro Malpica

http://www.pedromal pica.com/

Lima! PuetoRico! Bogon! New York

FelipeLara

http://www.felipdara.com/

SoPaulo! London! Bodgon! New York

Jorge Grossmann

http://shadowofthevoices.com/

Lima! SoPaulo! Miami! Bogon! LasVegas

Mauricio Pauly

http://www.ranchonobriousorg
CodaRico! Miami! Bogon! Budgest! Amsterdam

Having met in Bogon while earning graduae degrees in compostion, they

decided to co-produce conaerts of their musc, acommon strategy for new composers.
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They formed the organization with an advisory board congsting of ther compostion
teachers and a few established Latin American composersin theU.S,, congsting of
Mario Davidovky, JohnMcDondd, Theodae Antoniou, Lukas Foss, TaniaLe—nand
Carlos Sinchez Guti Zrrez.

¢lta Vozmembers chose to labd the groupas Q.atin AmericanOfor three primary
reasons to reflect acommon bondthey felt after meetingin the U.S.; to promote
internationd, cultural exchangethroughmusc; and to attract larger audiences. They
distinguish themselves from the many composer collectivesin the U.S. by promoting
ther Latin American focus

Hurtado describes the group®intentionsas (paradoxical.O They want to promote
Latin America and advertise themselves as Latin American compors, yet he does not
want audiences to think aboutL atin Americawhile listening to themusc. A third to haf
of theaudience members| surveyed in New Y ork and Bogon -- excluding friendsand
family of the composers and paformers -- came specifically to hear musc from Latin
Americaor specific countieswithin it. Few of these attendees regularly attend classical
musdc conaerts, thoughthey fit other demographic criteria assodated with typical
classical-music concert goea's, such as high education levels.?

Clearly the Latin American identity of ¢lta Vozreflectsther interpersond
affinities and ther strategies for self-promotion and intercultural education. But does
thar mudgc soundLatin American? Does being from Latin America mean tha the art
musgc they compois Latin American? Convesaly, should this musc genre still be
labeled CEuropeanOart music, even thoughit has been composed in Central and South

Americasince theearly 15002
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Regarding the history of Latin American compostion, some muscologists and
composers emphasize cultural colonialism, describing themudc asinheently imitating
European modds.® Other scholars are reexamining the assumed mono-directiondity of
compostiond influence from Europeto the New World, and indead present a history of
interdependent exchangeamong art-music compogrs over thepast 500years.” Akin
Eubaprefersthelabds Onternaiond art muscOand Quorld art muscOover ONVestern art
musicOto describe more accurately the globd production of agenre rather than its
emanation from Europeor theU.S.> Indeed, Onternationd Odescribes well thelives of
theclta Vozcomposers.

Even thoughmod of the ¢lta Voz composers have moved aroundthe Americas
and Europe they tend to single out Boson Bmore than Miami or Sc<o Paulo Bas thar
first exposure to people, culture, ideas, mudc, and compoers from aroundtheworld.
Some noticed tha ther influences and approaches to compostion changed in Bogon,
reflecting their new experiences and new teachers. Jorge Grossman bdieves tha asthe
¢lta Vozcomposersremain in the U.S. and are affected by thar new surroundngsand
teachers, their compostion styles will soundless similar to each other, and perhgpsless
Latin American. He noted arecent concert review that described JosZ L ouis Hurtado®
music as North-Atlantic.8
Hurtado: Since arrivingin theU.S. three years ago, Hurtado in particular
congsioudy tried to Giretch,Oas he says, the compostiond techniques he learned from
more conservative teachers in Mexican congervatories, oneof whomalso studied
compostion at Harvard. Hurtado has been recently developing a new technical approach

that uses timbre in amore Qrersond wayOthan those he used in Mexico and while
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studying with Davidovy during hisfirst two years at Harvard. Hurtado undestandsthe
changesin his music asindicative of his new expeiences: And musc | seeasa
reflection of your self. So if you®e changing in thegoodsense of theword, then your
music is changing.O

Of al theglta Vozcomposers, Hurtado describes his approach throughthe mos
technical terms with theleast amountof persond symbolism. A recent trio work, (e
relieve dobleO(200B), utilizes his new persond approach to timbre by intertwining two
compostionssimultaneoudy: each uses a different set of pitches, oneisloudand
assertive, and the other quiet and gentle. Althougheach compostion would sound
cohesive onits own, according to Hurtdao, they fuse into a single sonic texture and
narative. [play an excerpt from “De relieve doble”

Malpica: Pedro Malpica consders his approach nonformalist and therefore anti-
academic. He has been working on an emotiondly self-expressive approach to
compostion in a series of works called GExabrupiosO(Dutbursts)). [play an excerpt
from “Exabruptos 1” scored for clarinet and percussion]

Hurtado explained to me that (ExabruptosOand especially another work by
Malpica called QMi SivaO(My Jungle) remind him of the Peruvian jungle. When | asked
Malpica aboutthese jungle references, he denied ther existence. Thetitle Mi SivaO
actudly refersto the metaphotical jungle of personal emotiond strife. Still, memories of
Peru did inflect his compostion: ONothing specific to the Peruvian rainforest, butit has
some fregly interpreted rhythms from Peru. | think more aboutthe Sierrathan thejungle.O
Malpica has been striving to express an emotiond qudity in hismusc that is both

persond and universal. Yet, by referencang Peru in histitles and liner notes, hiswork has
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quickly been interpreted as Peruvian rather than persond, emotiond, or universally
human, even by Hurtado, his friend and collaborator.

Lara: |f communicatingtheindividud composer@ persondity isthegod, it isnoteasily
accomplished. Thetask becomes more complicated when the peformance is consdered
in addition to the score. Of the¢lta Vozcomposers whose persondity is mog evidentin
his compostions Malpicasingled out FelipeLara, whose musc hedescribes as
wondefully aggressive, eclectic in influence, and ever searching. Utilizing extended
ingrumental techniques and extreme dynamics, Lara® Q.ivro dosSonhod O(@Book of
Dreams 10, was commissioned by clarinetist Jean Koppeud and pianist Stephen
Goding. With ther abilities and tastesin mind, Lara decided to showcase ther
virtuosty. [play excerpt of “Livro dos Sonhos I’

When | discussed the piece with Lara and Hurtado, our convesation switched
from andyzing the score to variouspeformances of it. They compared two
performances by Koppeud and Goding to four previousperformances by clarinetist
Michael Norsworthy and pianist JohnMcDondd -- Lara® former compostion teacher.
Larafelt tha Koppeudand Goding played the score more Qorecisely,Oin terms of note-
wise accuracy. However, the heghtened expressivity of McDondd in particular caught
their attention: he exaggerated gestures more and produced a more Gaw or roughO
character unlike the QpurityOof the othersOperformance. Hurtado indsted that he theard
more of FelipeOin McDondd and Norsworthy@ performances. Laraimmediately
respondel on thisirony, while laughing: But how can [this be?]. Felipewrites the piece
as accurately as he can. And theless accurate [performance sound$ more [like] Felipe?O

After Lara@ wife Robetajoined the conversation, the three of them conduded tha
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althoughKoppeud and Goding played the score more accurately, McDondd was able to
express more of Lara@ persondity because heknew Lara@intentions McDonald
genealy agreed with this assessment.

In addition to providing indghts into the complex relationshipsamonga
composer, teacher, score, and peformer and thedifficulties locating amusca work
between a score and performance Bmajor topics in mud cology Pthis anecdote addresses
thelarger question of Brazilian-ness and individudity in Lara@work. Its many
receptionsexemplify the multiplicity of interpretationsavailable to theandyst: The
commissionas of QLivro dosSonho®knew Lara@ style when requesting his services.
Laraknew ther style when composng ahighly virtuosc piece, atype of muscal drama
Davidovsky briefly consdered that the dramain Lara® work may reveal his Brazilian-
ness. McDondd dismissed theidea of hearing Brazil in Lara® work, yet heinterpreted
L ara@® score in amore dramatic manne than Gossling. Hurtado heard more of Larain
the rawness and drama of McDondd@® performance. Malpica thoughtthat the
aggressiveness of the piece expressed Lara@ persondity. Everyoneheard dramain
Lara® work, but providea wide rangeof theories as to why.

As Gerard BZhaguediscussed in his bookMusic in Latin America, the concepts of
universalism and individudism, as well as avant-garde compostion techniques, appeared
in Latin America before World War 11. Such approaches respondel to naiondist trends
in Latin American art mudc, especialy integrating folk, popukr, and Amerindian musc
into romantic forms.” Rather than being obliged to a nationdistic approach, the
discourse of universalism bdieved tha it allowed compaosers to emphasize thar

individudities® Aswell, by concerning themselves with the same technical issues of
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compostion as composers elsewhere and by adgpting experimental compostiond
techniques of the Euro-American avant-garde and more recently electroacoudic methods
Latin American composers became less interested in condrucing a naiond or regiond
musical sound® On theother hand, BZhagueaffirms the presence of aLatin American
gudity even inthemog experimental compostions He condudes his mudc-history
tome by extending Gugtavo Becerra® notion of the Brazilian sotaque(Qocal, regiond
accentQ to describeall of Latin American art music.

Mog ¢lta Voz composers think similarly as BZhague that composers cannothep
but evokethar many cultural contexts, Latin American beng butoneof many. Each
composer can detect some similarity inthar mudc, aLatin American qudity, however
difficult it isto describeor identify. Yet they also consde early performance training,
theinfluence of teachers, and pa'sond aesthetic choicesto becritical influenceson a
composr@ style.

When discussing the ¢ lta Voz composers, Davidovky highlighted the
complexities of their backgrounds ther idiosyncrasies, and the subte level a which
these references may opeate, which have less to do with the composer@ culture than
his’/her persond motives. As hetold me, @ don®want to diminish the definitive character
of theculture, but at the high end of high mugc, really, thos difference are there, but
much, much more subtie. 1t@ notthe quotation of thetung it& the quaation of
something tha is much more abgract.O

Perhgpsany compostiond techniqueuniversalizes a composer by usnga
languaye of internationd art mudc, while smultaneoudy maintaining the ability for the

composr to localize himsalf or herself. Butindead of defining that locale asregiondly,

Marc Gidd, 8



naiondly, or othewise spatialy bound composers can metaphoricaly localize
themselves to ther experiences and sphaes of influence, wherever they may be
However, labding themusdc, even generically as Peruvian, Brazilian, Mexican, or even
Latin American, may actudly beimpossible, for pinpointing influences on compostiond

styles can say more aboutthe andyst than the composer.
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