Letter from New York

By JULIA CROWE

CANDICE MOWBRAY, a doctoral student of Musical
Arts at the Shenandoah Conservatory of Virginia, is
a former student of Berta Rojas and Dr. Glenn
Caluda. In 2004, she was one of two guitarists
selected to perform in Sharon Ishin's masterclass
and at Aaron Shearer's masterclass at the First
World Guitar Congress. She was selected to perform
in a masterclass for tango legends Daniel Binelli and
Eduardo Isaac at the Guitar Foundation of America
Convention in Ithaca, New York. This year she
placed 4th at the Sierra Nevada Guitar Competition
and the Shenandoah University Alumni Board of
Directors at Shenandoah has nominated her for a
Professional Achievement Award.

Mowbray has taught for Shenandoah
Conservatory, Shepherd University, Mount Saint
Mary's University, Hagerstown Community College,
Frederick Community College, the Virginia State
Governor's School for gifted guitar students and,
during the summer months, for the National
Summer Music Workshop ‘Dayjams.” and the
Virginia State Governor’s School for gifted guitar stu-
dents. She founded the Western Maryland Guitar
Salon, which met between 2003-2007, published a
quarterly newsletter Guitar News, and founded the
first ever Hagerstown Community College Guitar
Orchestra. She is the organizer of the annual
Hagerstown Community College Guitar Mini-
Festival. In addition to all this, she is author of
Guitar Notes, a method book for group guitar instruc-
tion and A Study Guide for Music Appreciation, pub-
lished by Pearson Customs,

As an educator, she is recognized for her in-depth
and humanizing overviews of various composers, as
evidenced by her lecture recital at the 3rd
Iberoamerican Guitar Festival at the Smithsonian
Museum of the American Indian in Washington, DC
last year. Her lecture on Heitor Villa-Lobos' contem-
poraries had bypassed the professional biographical
details and analysis of early 20th century choro
music within his compositions, choosing instead to
focus insightfully upon the historical and artistic
movements and events that coincided, shaped and
influenced the early stages of Villa-Lobos career.

‘When deciding how I could best benefit a celebra-
tion of a composer so greatly loved as Heitor Villa-
Lobos, I'd thought it best to understand Villa-Lobos
in the context of world events, artistic trends and the
history of the guitar, Mowbray says. Villa-Lobos
lived through one of the most turbulent, violent, and
nnovative times in history. The world completely
changed. Not only physically, but in thought. We see
the change from The Age of Reason to the Birth of
Modernism.

‘Modernism can be a misleading term, just like the
phrase ‘classical music.” Modernism doesn't really
refer to the music of today. The term Modernism is
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often used to describe the incredible and diverse
changes in art the occurred during the first half of
the 20th century and refers to a break between two
ages of thought-Classicism, or, the Age of Reason—
and Modernism.’

Mowbray, who was raised by her grandmother,
started her own music studies with the clarinet and
oboe when she was in elementary school.

My grandmother was strong, fiercely independent,
and beautiful,” she says. ‘We had an intense rela-
tionship and she taught me by example what it real-
ly means to love another human being, She raised
me with a strong sense of ethic, faith, and loads of
self-esteem, making me believe that T was the best
and I could do anything of my choosing. T remember
going for my first clarinet lesson at a local music
store and seeing all of the colorful electric guitars
hanging on the wall. wanted to ask for a guitar but
I was afraid the answer would be no.

‘When I turned 13, I found the courage to ask for
an electric guitar because I had aspirations of play-
ing in a rock band,” Mowbray says. ‘My grandmoth-
€r was very supportive, as she had played guitar in
her family’s band when she was young, She was
born during the 1920s to a large family where every
sibling was expected to participate. She taught me
open position chords. I'd thought the library would
be the logical next source of information. I checked
out a blues guitar method by Arlen Roth and
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Frederick Noad’s Solo Guitar. In addition to these
resources, my high school offered guitar class taught
by the choir director, who guided me through sever-
al levels of the Mel Bay Method as well as the Aaron
Shearer Method. Oddly, I played very little rock
music, with the exception being a short stint in a
basement punk rock band.’

Mowbray enrolled in Hagerstown Community
College in Maryland with the intention of studying
accounting but instead went on to earn a Bachelor of
Arts in Music Composition from Shepherd College in
West Virginia, where she studied both classical and
jazz guitar. Treally didn’t know much about the clas-
sical guitar world outside my small community and
started attending national festivals. Seeing a perfor-
mance by Ricardo Cobo is what had changed my
entire impression of classical guitar. Up to that
point, I was only familiar with traditional classical
guitar repertoire. Hearing Cobo perform works by
Dyens, Koshkin and most importantly, Piazzolla,
enlightened me. Cobo exuded his own distinctive
vibrancy and personality onstage, in addition to hav-
ing that memorable tone! [ eventually committed
myself to playing classical guitar and auditioned for
the graduate program at Shenandoah Conservatory
where I studied with Dr. Glenn Caluda and earned
my Master of Music degree.

During this time, I experienced what many adult
children with aging parents go through. As my
grandmother fell il with Alzheimers disease, I
became more responsible for keeping the household
in running order and scheduling and attending doc-
tor's appointments, accompanied by increasing and
more severe symptoms of her dementia. My grand-
mother also had very few friends and visitors making
my personal companionship important as well. The
stress, fear, and responsibilities were overwhelming,
I never imagined attending elder care conferences or
understanding ‘do not resuscitate’ forms required by
hospitals. 1had to learn about nursing care admit-
tance, feeding tubes, hip surgery, burial arrange-
ments and much more. We were also not people of
means, to say the least, which adds obstacles to the
situation. Throughout all this, I worked multiple
jobs, earned a Master of Music degree and pursued
the goal of being a good classical guitarist. With the
help of a very kind boyfriend, 1 was able to sneak
away from time to time to attend a guitar festival and
to keep myself energized about my own personal gui-
tar goals.’

Mowbray's grandmother passed away on
Christmas, 2003. ‘At that time I had just bought the
sheet music to Brouwer's Un Dia de Novembre and
Pujol's Septiernbre, two pieces that I find to be very
special to me regardless of the original reason they
were composed,” she says. Within a year, her father
was diagnosed with terminal cancer.

Twas able to spend some time with him before his
death and hug him for the first time as a 28-year-old
woman and tell him I loved him. I'm actually proud
of him and his dedicated service as an army
sergeant. I would not choose to rewrite my life
although [ wish my grandma’s road could have been
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easier. I'm proud of my heritage of music through
her genes and the persistent, hardworking personal-
ity she helped me develop.

‘Since the death of my grandmother and my father,
followed by a period of recovery, I've been able to real-
ly focus on my playing and I think it shows. Now [
have a healthy practice routine and lifestyle. T cut
back on my teaching schedule, practice in the morn-
ings and have 19 credits to finish before I receive my
doctorate.’

Mowbray plays a 2005 John Price made of spruce
and Brazilian rosewood. ‘It is gorgeous. There is no
more to be said. 1 also must give credit to my
Takamine TC 132 SC and AER Compact 60 amplifi-
er. They have been my bread and butter and sound
amazingly good together.’

Her current repertoire features the works of
Maximo Diego Pujol, Ida Presti and Alexandre
Lagoya. T am open-minded about repertoire and I
enjoy playing pieces that arent regularly pro-
grammed. I like music that has an element of senti-
ment, either brought forth by a beautiful melody or
by a dissonance so timely placed and voiced that it
expresses an emotion that words cannot approach
as in the music of Astor Piazzolla.’

‘Tve donned a lot of hats so far in my career, simply
because I've had to be adaptable and responsible for
many working roles, Aside from my concert life as a
solo guitarist and chamber musician, [ have been a
‘gigger’ since my early 20s playing lor dinners, par-
ties, weddings and any special occasion that can be
imagined. I had a very practical teacher for my
undergraduate studies, Gerry Kunkel, who really
prepared us with regard to making a living as a musi-
cian and I am grateful to him for his advice, I
laughed recently when I saw the schedule of a friend
who also studied with Gerry. He had something like
eight gigs scheduled for a single weekend, including
a classical guitar wedding, a jazz reception, a solo
light rock gig, and there was probably some calypso
thrown in the mix somewhere. Diversification, flexd-
bility, professionalism in attitude and equipment and
an enirepreneurial spirit are key to success as a
musiciarn.

‘Whether we are researchers, teachers, performers
or luthiers, [ wish that all of us would have the oppor-
tunity to be justly compensated for our time and
work and that we would each have the resources to
pursue our art. I strongly feel that music pro-
grammes in colleges should diversify and promote
minors in business, information technology, market-
ing, and web design, thus better preparing graduates
for the life that comes after school. 1 don't believe
every performer is meant to be a teacher and it would
be great to see some other job opportunities for per-
formers who cannot sustain themselves through per-
formances alone. Most performers I know have to be
their own business manager, write their own press
releases, prepare and implement markeling strate-
gies, update a website, and be computer literate.

‘It was also a learning experience for me to discov-
er there are so few full-time benefited teaching posi-
tions. While I am happy with an adjunct position
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because I do have the opportunity to perform. it is
heart-wrenching to see some ol the dedicated people
around me struggling with families to support. So [
hope we all can get what we need and I hope that [
will be able to do this for a long time to come.

‘When [ accomplish something with my guitar,
whether [ am performing a new piece or blessed with
a spot on a concert series or giving a lecture, there is
so much behind il in terms of reinvesting every
resource [ earn in further pursuit of becoming the
best guitarist [ can be. T've been fortunate to experi-
ence the support of people I can call true friends who
have attended countless recitals, ran home to get my
forgotten footstool one too many times, or driven an
hour and half out of their way to give me a lift from
Lake Tahoe to Reno and having mentors who proba-
bly don't realize just how closely I listened. 1 feel it is
important to share those stories with honesty
because they certainly affect our playing and careers.
Hearing the struggles, both personal and career-
wise, of other guitarists is really comforting and
encouraging, To know that someone else started late
in life; to know that someone else had to relearn their
technique after years of playing; to know that some-
one else had trouble affording a concert instrument
or a good case; to know that someone else was bare-
ly paid for that concert—it speaks of those who have
had courage and made personal sacrifices to pursue
and value the guitar for its art.

‘Perhaps I'm just getting older but 1 feel like I've
arrived at a good place and hope that I can continue
to give cancerts, make music and a living as long as
possible...as long as I can afford to purchase coffee
and sheet music, in that order.

It is fair to say that it is the life’s work of any artist
to learn to cultivate their art within the context of
one’s own personal history, the world's influence,
current events and technological development.
Mowbray's lecture on Villa-Lobos had examined
~astutely how the composer's music and modern
music itself had been shaped by the second
Industrial Revolution, the World Wars, the advent of
film and jazz and a return to nationalism as the map
of the world was being redrawn during the early 20th
century. She also drew a fascinating portrait of
Milhaud, Rubinstein and Diaghilev as peers who
shared European avant-garde ideas, which Villa-
Lobos carried with a Promethean spirit to help push
Brazilian music into modernity, culminating in the
Semana de Arte Moderna in Sao Paulo, mid-February
of 1922,

T don't feel these composers influenced Villa-Lobos’
compositional style with the exception perhaps being
his work as a cellist at the same theater where
Diaghilev Ballet Russes performed in Brazil,
Mowbray says. ‘Villa-Lobos was already incorporat-
ing modern stylings in his compositions at the time
of the Week of Modern Art and that may be the rea-
son why he was invited to participate. The Week of
Modern Art had been inspired by Mario Andrade’s
travels in Europe during the year's prior. Influenced
by the futurist movement, he wanted Brazil not to
copy the European ideas bul to rather create an art
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that was uniquely Brazilian. Villa-Lobos™ participa-
tion in the Week of Modern Art helped him garner
support to fund his first trip to Paris in 1923, where
it seems he worked more to present concerts of his
own music rather than to mingle. While it is impos-
sible to really know all of the figures with whom he
had contact and what influence Paris had on him.
Villa-Lobos stated in a letter to his friends back home
in Brazil that he wanted to be known for his own
unique voice in music.’

Held on the centenary celebration of Brazil's inde-
pendence from Portugal, the Semana de Arte
Moderna symposium had been attended by many of
Brazil's renowned avante-garde writers, painters,
architects, sculptors and composers, including Villa-
Lobos.

Poet Menotti del Pichia had delivered a speech
which encapsulated the aim of the new artistic move-
ment: ‘We want light, air. ventilators, airplanes.
workers' demands, idealism, motors, factory smoke-
stacks, blood, speed, dreams, in our Art. And may
the chugging of an automobile, on the track of two
lines of verse, frighten away from poetry the last
Homeric god who went on sleeping and dreaming of
the flutes of ,Arcadian shepherds and the divine
breasts of Helen, an anachronism in the era of the
jazz band and the movie.’

Villa-Lobos returned to Brazil in 1924 and was
able to revisit France again in 1927," Mowbray says.
Tt is fun to put into context the important works of
other composers and artists around the time of Villa-
Lobos’ early career and to understand just how many
great figures studied, worked and socialized in Paris
during this time. There are reports of Ravel and
Prokofiev attending his concert. Copland's memoirs
recall meeting Villa-Lobos at the apartment of Nadia
Boulanger. Ponce, Rodrigo, and Segovia were in
Paris at the same time as Picasso, Stravinsky,
Chanel, Stein, and Hemingway. In terms of artistic
works, the 1920s brought forth Honneger's Pacific
231 (1924); Ravel's Bolero (1928), Gershwin's An
American in Paris (1928), Berg's Wozzeck in Berlin
(1925), T.S. Elliot's The Wasteland (1922), and
Oswald Andrade’s Brazilwood (1924).

From this broader perspective, and by studying
some of the basic political and social changes, one
can draw larger conclusions about the emerging arts
and Villa-Lobos’ role in greater context. One can look
at Bartok’'s Milrolkosmos piano studies and Orff's
Schulrwerk graded music exercises while contemplat-
ing Villa-Lobos' work in the 1930's when he became
involved in presenting concerts to under-cultured
areas, teaching choral music to the masses and con-
ducting huge choirs. It shows the interplay of ideas,
the necessities of the times, like the need for collect-
ing folk melodies, the connection to popular and folk
music rather than just concert halls, an attention to
music education for the masses rather than a
lavored elite. It's great to see Villa-Lobos emerge as
an integral part of a world picture rather than just a
brief biography at the end of a textbook chapter with
a few catch-all topics attached to him. Thank good-
ness he wrote for guitar.’
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