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Gunther Sculler at 75

SCOTT MENHINICK

On Novenber 22, 2000, multi-faceted compo<r, condudor,
author, and purveor of indegpendent music Gunher Schuller
celebraed his 75t birthday. Concerts, radio tributes, and
other celebrations are planned through 2001 ¢ honor the
Pulitzer Prize winner's landmark year.

Schuller, who ha left inddible marks on meny different
aspects of 20h-century music, began & a French horn phyer
in amajor symphony & 17. Over the next 60 years, he would
perform on landmark jazz and classica recordings become
one of the foremost American composers of his generation,
alter the caurse of music edication, help resurred the rrusic of
Scott Joplin, condud¢ major orchestras around he world,
author critically-acdaimed scholady works, ard create
publishing cmmpanies and a1 independent record labe to
supportthe work of unde-appreciated musicians.

Becauwse he has worked behind the scenes in many cases to
pudh jazz and dassica music forward, Schuller has forgone
the populaity of his more commercial contemporaies.
Although hehas won nmgjor honorslike the Granmy, Pulitzer,
and MecArthur Genius Award, most of Schuller's efforts have
taken place outside the vision of he casual music listener. For
the discerning, however, Schuller's work with the likes of
Leonad Bengein, Orndte Coleman, Aaron Copland, Miles
Davis, Eric Dolphy, Gil Evans, Charles Mingus and Arturo
Toscarini created classic moments which changed the face of
moden music.

Now one of the ede statesmen of pos-World Wa I
composers, Schuller lives the dichotomy of outspoken critic of
the status quo aad member of the uppe-echelons of the
musical academy. Though ime and a unique career have
allowed him to rise to some of the most prestigious postions
in music, his inclusve vision of qudity music and penchant
for shamp-edged commertary are till in tact.

In spite of his reputation as a literalist, Schuller continues to
open doors for thoe who rduse to work within easily
classified caegories. He aso has worked with such musicians
as Elvis Costello and Fank Zappa while somehow being
dismissed & atraditiondist. Balancing alove for masters like
Beethoven with an ear for innovaive new taent, Schuller
answers his ddractors with a smply stated ethos "My only
ideology is quality."

Born in 1925 on ke Day of S. Cecilia, the Patron Saint of
music, Gunher Schuller is now oneof the established greats
of both pod-war jazz musicians and 20h-century American
composxs. An inaugurd member of the American Classical
Music Hall of Fame and winng of the DownBeat Lifetime
Achievement Award, his careers as composr, condudor,
educator, higorian, and nusic advocate have each atered the
landscape of contemporary music as we know it

Schuller's musical odysey began in 1942 wth Arturo
Toscanini and the NBC Symphony wh& he was chosn as an
extra French horn player for the maegro's American premiere
of Shogakovich's SymphonyNo. 7. After six months with the
American Ballet Theater Orchestra, unde Antad Dordi in
1943, Schuller was named principal French horn of the
Cincinnai Symphony. It was in Cincinnai that Schuller
would first meet Duke Ellington ad recogniz the
compostiond potential of jazz.

Two years later he would join the prestigious Metropolitan
Opeaa Ordhestra, playing béop Icks during wam ups and
frequenting jazz clubs a night Soon hewas playing on
semind jazz dbuns, like The Birth of the Cool and Porgy and
Besswith Miles Davis and Gil Evans, and combining jazz and
classical forms in his own @mpostions like Symphorc
Tribute to Duke Ellington and Seven Stidies on Themes of
Paul Klee. By the time heretired his French horn to focus on

composng in 1963, Schuller had laid the founddion for he
third dream movement with collaboraors like Charles
Mingus Orndte Coleman, Eric Dolphy, and bhn Lewis.
Although hird dream's attempt to splice togeher complex
compostion ad virtuo improvisation fdtered with
audiences and aitics, endorements of his composng from
people like Leonad Berngein propdled him to new hdghtsin
the classical arena. Schuller's works have been premiered by
orchestras around he world and recognized with many honors
most notably the Pulitzer Prize and MacArthur Genius Award.

His work as an educator, a ingtitutions like the Manhattan
School of Music, Yale University, and the landmark Lenox
School of Jazz, culminated in ten years as President of
Boston's New England Gonsrvatory (1967-77). He used this
postion, and hs nearly twenty-five year tenure at the
Berkshire Music Cente a Tanglewood, to legitimize jazz as a
serious music and generate interest in ragtime, classic jazz,
and ontemporay classica music. Never oneto rest on his
laurds, Schuller uses his accumulated econorric and critical
leverage to hdp others who® innovaive work might
othewise remain unherd. Margun Music and GurMar Music
published ove 1000 worksby diverse artists like William
Russo, Alec Wilder, and Steve Lacy. GM Recordings has
released ova 100 unompromising jazz and dassical
recordings including many world pramieres, debuts, and
historical performances. The indgpendent label will celebrate
a rare 20th anniversary in 2001. Stll active as a world-
traveling omposr and mndudor -- winning boh the Pulitzer
and the DownBeat Critics Poll Jazz Album of the Yearin the
mid-905 -- Schuller is adso one of the foremost experts on
many atists and nusical forms he has worked with over the
past 60 yers. His books like The Swing Ea and The
Compleat Condudor, are prased for their honesty and depth
of paspective. In Gunher Schuller's eyes, music is not about
commercial succes or a herarchy of genres but an
undestanding of the past that leads to innovaion and nev
visionsof the future.



A Dialogue with Terry Riley

DONALD M. WILSON

WILSON: Could you €l us about your eperiences a the
University of California, Belkeley?

RILEY: | was a student at U.C. Berkeley in 1961. At that
time there were a Ilat of interesting students -- Pauline
Oliveros La Monte Young, Dougbs Leedy. | was quite
influenced by rial works and was trying o write that way.
But | was even more influenced by La Monte whos dow-
moving music was like being on aspace station and wadting ©
get to the next planet. So my thesis was about hdf tond and
hdf serial. People would say, "What are you tying © do
hee?' | dways liked popubr forms of music as well, and
pop peno wa dways something | hal to do. Much of
popubr music is beautifully organized.

WILSON: You have aso been influenced by non-Wetern
music.

RILEY: The lines beween different forms of music began to
blur. After Berkeley, | ended up lving in Spain, near
Morocco. | felt | had to incorporae such devices as modes
and repetitive chords in music. So my first contacts were with
North African music.

WILSON: DidIn Ccometo you graludly?

RILEY: In C arrived quikly and dl intact. It was the kind of
inspiration that composers often just dream about

WILSON: Wha aboutthepulseinin C?

RILEY: Steve Reich suggested we put a pulse in, perhaps
becawse he was a dummer as well as a composer! But a
version of In C a the University of Hatford was very
beautiful withoutthe pulse -- dow and romentic.

WILSON: Did In Cinfluence Rech's music?

RILEY: Seve's music a the time soundel abit like free jazz.
With In C, we all knew something new was in the air. It was a
pat of anew community spirit.

WILSON: You met Philip Glass some time after this?

RILEY: | came to New York in 1965. Maybe a year later |
was dong aseminar at my hou (this was a progran that New
York University established) and Fhilip came to one of these
and nmentioned that hewas doing nusic along smilar lines.

WIL SON: Do youlook bak fondly at the 605?
RILEY: Of dl the years that I've lived, the 60' felt most like

arenassance. The 505 felt very repressive. It was during the
60's that thingsbrokethrough.

WILSON: Can you $eak abit onimprovisation?

RILEY: As an improviser, youte listening dong with the
audience. When one nok is soundel, there are expectations
aboutwhat the next noteshould be.

WILSON: What do you do whe you hitthe wrong not@
RILEY: Keep moving!

WILSON: You have played notonly solo piano bu aso solo
saxophone

RILEY: The sound of he sax is among he most powerful
around. | was listening o John Mltrane and Snny Rollins a
lot in the mid-605. | was aso working with a saxophae
player named Sonny Lewis (with whom | had previoudy
worked in Europe), but by thistime, | realizedthat | neededto
be the saxophonst in Poppy Nogood and e Phanbom Band
mysdf.

WILSON: Which was recorded with your keyboad piece A
Rainbowin Curved Air.

RILEY: Yes. | only had two pieces in the late 605. Rainbow
and Poppy I'd play them at every concert ard they would
grow and change Keyboad and sax were my main vehicles
at that time.

WILSON: Doyou gill write for ssxophon&
RILEY: Yes. I'mnowworking on athird sax quatet.
WILSON: Wha can you #ll usaboutTread onthe Trail?

RILEY: Before Tread on he Trail, | heard a Sonny Rollins
concert. He had anew band, and heplayed solo for about 10
minutes and then he just noddel his head to the other players.
They had no dea wha to do, but they were great musicians
and dd incredible stuff. Tread on he Trail had noting o do
with what that group sundal like that night, but nevertheless
it was about wha happened.

WILSON: Any advice for young omposrs?

RILEY: Go outand teke a walk and enjoy the sundhine every
day you @n. Andremember: if you ht your hed againg the
wall once, youre a madman; if you kep hitting your hed
againg the wall, youre ageniud



Concert Revews

Four MassachugttsMiniatures

DAVID CLEARY

Janus 21 Enseble. Januay 2, Edward M. Pickman Hall, Longy
Sdool of Music, Cambridge,MA.

Pro Arte Chamber Orchestra of Bosbn. Januay 9, Sanders Theadre,
Harvard University, Cambridge MA.

Opera Depatment, Longy Stool of Music, March 10, Edward M.
Pickman Hall, Cambridge, MA. AlsoMarch 11.

Novae. April 1, Lindsg Chapel, Emmanuel Churd), Bosbn, MA.

Bogon’'s neav-music new year was ushered in by two of the best
recert triadic works heard in same time. Lamentations of Shinran
(1998 /1999) by Richard St Clair, is scored for mezz-soprano,
tenor, and sting quatet. This nealy haF-hourlong ®tting of 13th-
century Buddhst poems pioves fasinating from sttt to finish,
exhibiting nunerous desply-felt vaiants on oiental sensitivity and
exquisite melancholy. Theperformance given Jauay 2 by he Janus
21 Ensenble, was first-rate; singers Jare Struss and Michad Cames
effectively exeauted a wide gamut of vocd colors ranging from full-
throated singing to reservedincartation.

Paformed Jawuay 9 by he Pro Arte Chanber Orchedra of Boston,
Michael Gandoffi's Y2K Comghnt (1999) is multi-hued and
engaging without being deivative or pandering. Each of the work’s
movements deiives from a paticular reationship beéween computers
and music compostion (oops pads, reverb). While triadic, the chord
progressions are often unusid and unepeded; gedure and paéng
are emnomnic and te work flows smoothly. Gueg condudor Y oichi
Udagawa led the playersin a stong,well-consdered rendition.

The Longy Scools Opera Depatment presented evenings of
American opea excepts on March 10 ad 11,including seni-staged
selections from Eric Sawyers work-in-progress Our American
Cousn. The dud and two aias performed suggest a disonant
updding of Americana-styled works in the genre (think Schuman or
Menotti), exhibiting &llingly focused moods a solid dramatic sense,
excdlent formal balance and idiomatic vocal writing. Egecially
effective were the four choral excerpts -- lean, succinct, and vivid.
The student performers were both accomplished and enthusastic.

Novae, a chamber chord group deoted to peforming nusic of the
20th and 21$ centuries performed Beth Denisch’s Congantly Risking
Absurdity (1992) The work's opaing norphsgradualy from hushed
whispers into delcious vocal textures that utilize whole tone
fragments and juicy pog-romantic chords in a moderately disoonant
context. Text seting (of a poen by Lawrence Ferlinghdti) and
structural propotionsare top-notch. Raymond E.Fahmer conduced
the run-through wth sensitivity and good #ention © timbre and
detail .

Boston Music Alive

DAVID CLEARY

Bogon Musica Viva. March 17, Tsai Peformance Center, Bogon
University, Boston, MA.

College football's venerable Rose Bowl game is sometimes referred
to as"the granddaldy ofthem al." Beantown's new music anaogue
is Bosbn Musica Viva, foundel in 1969 ad dill going strong. The
group'slocd composes concet was a highlight of the current seaon,
featuring recently commissioned works by Lee Hyla and Andy
Vores.

Vores's Umberhulk (2000) detives its title from the name of a
choleric, subteranean-dwelling monger in a fantas role-playing
game - and in many ways, the work is as teratoid asits nanesake
As one might expect from music thus inspred, low tesstura
instruments such asviola, cdlo, bassflute, and bess claiinet figure
prominently. Its first haF unfolds in a willfully stange at times
seemingly arbitrary manne, though &er setions become more
directiond and focused, incorporating hints of minimalism. One
suspeds, however, that a de@er meaning lurks beneah al the
madnes. While a bit puzZed, this reviewer was not displeasel and
would like the oppotunity to hea the piece again.

Lives of the Saits (19982000) by Hyla, received its first complete
peformance, Pat One having ben presented by this group kst yea.
The work has a few thingsin common with Bemard Randss Cant
dd Sok; both ae lengthy entities enploying polyglot texts scored for
solo voice and md-sized chanmbe ensemnble. They share one other
smilarity as well --both ae terrific pieees major and important
contributions to the repertoire. Hyla sds prose written by vaious
Medieval saints and martyrs aswell asfrom Dante's Divine Comedy
--and he choose wisely, nomally utilizing meteria showing its
axetic speakers wrestling with their faith in the face of fleshly
desires and 9iritual doubs. The music manages © convindngly
suggest its peakers dilemmas expettly showcasing a wide range of
moods(by turns passionde, intropective, intense and estatic) in the
process; it also neatly bdancesthese @ntrasting setions wthin a
nicely paed oveal framework. Both vocal and instrumental writing
are highly effective here, with the text’s convesationd-style seting
hdping © humanize its subjects sill further. The goup ako revived a
choice 1988 ommisdon, Petr Lieberson'sRaising the Gaze This
brief, well-wrought work weaves pentatonic snippes and abouncy,
sociable energy into a disonant East Coast ethos. It pleagd grealy.

Performances were excellert, as one has come to expect over the
years from this world-classensemble. Condudor Richard Pittman’s
chames played with predsion, intelligence, energy, and flair. Mezzo-
soprano Mary Nessnger sang Hyla's piece well, exhibiting fine stage
presence, saisfadory diction, and acreany sound quéty devoid of
pretense The odd eoustics of this hall, atificially enhanced with
implanted microphone, occasonaly wre& havoc upon he beg-
balanced playing; unfortunately, it did soin the Hyla, resuting in the
singer sometimes being overeal in loud pasaes Forunaely, the
piece came aaoss well despite these dfficulties

Bodon Musica Viva may indea be he gendpa of locd
contemporay music ensembles, but there's no dange whatsoever of
the group gong outto pasture Bravos go b Pittman and hi stellar

players.



Aleds Last Millennium

DAVID CLEARY

Alealll. March 18, Tsa Peformance Center, Boston University,
Bogon, MA.

This coneert was the last in an ambitious series cdled The
Millennium Projed. Ead yea of the 1990'ssaw Alea lll preent a
concert confaining represntative pieces from eah decale of our
fading century, preeded by a pael talk on ke/ musical aspects of
that decade. At this evening's preconcet lecture guess Martin
Brody and Mario Davidovky discussed sdient issues of the 1990's
music scere, swch as the rise and fall of opera commissions, the
fragmentation of new music's auience into ever smaller segnerts,
and the acceptance of wide-ranging syles by the deade's composrs.
The coneett itsdf presnted an intriguing cosssection of that

plurality.

Christophe Rousés orchegral works are probably the besg-known
pat of his pottfolio; hearing his mixed setet Compline proved
enlightening. While characeristic of his other music in its leisurely
unfolding and at timesintrospedive writing, thisis for the most part a
surprisingly vibrant, upbet work, inspired in pat by Ron®'s ringing
bells ard erergetic bustle. The pece is formally loose and epsodic,
but its sections are sdisfyingly peced. It was good b hear.
Davidovy's work-in-progressSimple Dancesis nethersimple nora
true s¢ of dances. These dortmovementsarein fad deondrucions
of dancefiguresas filtered through anontriadic East Coas gesturd
world. Futhemore thes are not smple pieces --rather, they are
subte, sophigticated, finely wroughtminiatures that pefedly balance
craft and dham. Two 0lo compostions-- onefor standad flute, the
other for its dto counempart—proved to be worthwhile listens. Henri
Lazarof’s two-movement Sob for Alto Flute is velvety and relaxed,
an improvisational sounding déight that shows off its instrument’s
butery sound b fullest advantage.

Soiloquy by Lowell Liebemann by kghts shouldn't work at dl, its
squae rhythmic feel and rather fusty sequentia writing theoretically
being a invitation © tedium. What sases the work is its warm,
irresstible sound world and grong ®nseof form and bdance Of dl
the pieces presented, the one most representative of the "anything
goes' aesthetic of the 1990'sis Theodore Antoniou'sPiano Conerto.
Dense clugers, disonant sonotities, romantic pasages irting te
edge of tondity, folk-like figures, osinati, texturd materia, lush
melodies, gruff orchestrad puncuations arching sting odaves,
trombone glissandi, and Aeolian-hap piano efecs all somehow
manage to coexist here. The pgece’s individua slart on tradtional
forms (®naa, sthero, pasacglia, and vaiationy provesriveting,
though he ambitious lengthy last movement comes petilously close
to ovawhelming its neghbos. That the piece not only holds
together but dso proveseffective is a tribute to Antoniou's eclectic,
dramatic, and highly pesonalcompostiond vision.

Paformances were generdly good,with Antoniou &ly conduding
the tlree ersemble works. Two players merit special citation here.
Julia SmInik gave the two flute pieces excdlently, notbly displaying
a lovely, contolled tone and expet melodic shaping. Pianist
Anthony DiBonaventura s bravura rendition of the sdo part in the
Antoniou wes piofoundly impressive; he traversed its myriad pecial
effects and formidable tecmical difficulties with style and agomb.

In shott, this evening worked as bot history lesson and living
coneert. Well done

Aurosdammeung

DAVID CLEARY

Auros Group for New Music. April 1, First and Seond Chuch,
Bogon, MA.

The Auros Enemble's season-enderwas subtitled Twilight Fantasy --
an idearather unusia for a new music concert. With so many recent
composers seemingly bent on witing ousized grand satements, it
was refreshing © hear crepusular pieces with less lofty surface
ambitions But fortunaely, the group dd notdish up lazy background
music for dusk picnics; thes sibtle pieces challenged the listener.

Winne of this yea's Auros Conpostion Coneg, Im Zwielicht by
John Van Buren, contains many aurprises beneath an undestated
exterior. Its first movement, entitled "Nocturne," first juxtapossand
then mixes obgssve fragmented material and static tond figures
while still preewing the music’'s moonlit feel The following
"Humoregque' is a fradured, yet tasteful de@ngruction of canival-
like music. And the ®ncluding 'Tocata" is anything but single-
mindeally propulsive --in fact, the movement lurchesinto intriguing
cul-de-sacsand down nunerousfasdnating aleyways. Flutist Susa
Hampton, violinist David Santucd, and cellist Emmanuel Feldman
gave a peformancethat may have seemed wan to the casual listener
but in fact nicely put forth the subfe ehos of this well-made
effective piece

After intermission, Hampton and Feldman returned to give a nore
demongrative presentation of Barbara Kolb's Extrenes Its two
movements begin with melodic materials that respectively feaurethe
flute and célo and ten engage both instruments on nore equal
terms. While the work's structural feel is loose ard improvisaory (at
times mildly suggesing nonWestern approadies), its melodic
shaping povesvery fetching.

Eachof the Five Scenes for Vibraphoneby Sefen Hakenbeg beas a
title evocdive of a paticular mood ad place Theseare charming,
unpretentious entities that effectively explore a number of colorful
speda effects (including useof stick handle stokes pitch bending,
and vaied vibrao setting9. But the beaty hee is not just surface
thick—each “scere” is effectively structured and the five movements
fit togeher to form a well-baanced whole. Robet Schulz played it
with skill and sensitivity.

George Rodhberg's music from the 1980'sis uwudly desaibed as
bdonging © the tona new-romantic scool Like many
gengdlizaions this one hasits exceptions. His Octet: A Grand
Fantada in fad inhaits a surprisingly disonant world geeped in
quata harmonies though ts rhythmic shapes often show kinship
with late 19th-century music. The work's 12 npvements suggest
charader pieces though heir mood & often dak and ©metimes
intense. And while locdly unfolding passages at times \eer towards
the block-like, the instrumental writing is highly effective and long
range pacing is smply masterful. It's afinelisten. Condutor Neal
Hampton led a terrific performance loaded with accomplished sdo
playing from dl coneemed.

Bravos go o Auros for a concet proving that nodurna mood nusic
cansatisfy the mind as well as the enmptions.



Church ofthe Annexed Dinasuis

DAVID CLEARY

Dinosaur Annex Enemble. April 30, First and Seond Chuch,
Bogon, MA.

Bogon ha& seen many excdlent new music flute players ove the past
nunbe of yeas, names such as Randolph Bowman, Jean DeMart,
Christine Fish, John Heiss, Julie Solnik, and Feawick Smith come to
mind immediately. Tonights Dinosar Anne< concert showed
condusively that SueEllen Herschman-Tcherepnin belongswith the
best contemporay music flautists Bogon hes sea ove the last thirty
years o so.

The pogram was a joy from stat to finish Elena Ruehr's
commissionad work The Law of Floating Objects (2000) for
flute/picoolo and tape makes an extraordinaty impression, being a
smatt reinterpretation of phase-oriented process music that is both
masterfully crafted and megicdly beautiful to hear. The tape pat
consists of overlaid flute lines that are first cousins to the ato flute
mdodies from The Rite of Spring, dl undepinned with subtle
percussive unds But thes lines are not cabon opies of each
other, their subtle differencesproviding lots of listening interest. And
the soloist's interwoven pat, surfacing and sibmerging & it unfolds
provides yet another dimension b the dready fasdnating tape
textures

Yolu Mireba (19761993) a flute, cdlo, and pino tio by Tod
Machove, shows a weath of mood ad texture over its not
incondderable durdion-but throughout it provesboth enemgetic and
marvelously written for its players. And its wide+anging hamonic
languaye epetly bdances sonorities ranging from Impressionist
verticas to thick dusters. Hilary Tann's flute/violahap entry From
the Song ofAmergin (1995) nicely internalizes folk and Fa Eastem
idioms into a dstinctly persond style. The work is decorative yet
sturdy and handles its unaashedly tonal languaye n a strikingly
effective manner. Altars Altered (1998) a flute and piano duoby
Pail Elwood, shows faching kinship to Messiaen and T&kemitsu
without beng a shvish imitation. Its flute writing nicely traverses
mysterious, colorful, and buy sections And al four compostions
show convindng, ingenious ways of ddineaing form without
resorting o traditiond modds.

Other pieeseffedively demonstate hunorous prectical, or political
conems. lvan Tcherepnin's Prelude and March (1981) soored for
flute and hap, was written for a friend'swedding. The work projeds
a quiet, smple nobility, pointedly demongrating tat "music for use
need notbe perfunctory or dull. PeaceMarch (Sop Using Uranium)
(1984) by Chistian Wolff deftly deiives its material from the song
"Hey Ho, Nobody Hme," a tune often sung with anti-nuclear-power
lyrics duiing 1970'sprotests. It's an eusive, sometimes motor-like
selection tat doesnot share the fasdnation most compo<ers have
with the bas flute's sumptuous low notes-an odd, but compelling
listen. David Jaygad's Quartet (1989) soored for flute, clarinet,
violin, and célo, and Radal Woolf's Quickslver (1992) a
flute/violin paring, are bot tal-pulls of the highest order. The
former begins with an dmost sacdaine section siggestive of
bargain-basenent Debussy and then gleefully shovesthis material
through afun-housemirror of late 20th-century techniques including
aleaory, process, ard pointillism. If the Jggard is a nusica analog
to the sbnefacal, surred lunacy of Buster Keaton, Woolf's piece
like avintage Three Stbogesromp. Its franticdly showy writing,
replete with jump cuts and nonsequiturs, is a cever send-up of
virtuoo display piees And the work's fasty energy exhibits the
craziness ofan al-stops-outcustard pie fight Finelistens al.

Herschman-Tcherepnin's phying on & four maor members of the
flute family was terrific. Her toneis centered and aibdantive, able to
projed limpid and gusy music (and everything in betveen) with
equd effectivenes. Her technique is fled-footed and clean,
eminertly capable d traversing the fastest passages with ease. As
soloigt, she shows awondeful senseof melodic shaping axd pojeds
a conaummately professional yet warmly appealing stge peisona
Her chanber music playing is ensitive ard highly accanplished.
Ensenble regulars Anne Black (viola), Michael Curry (cello), Diane
Heffner (daring), and Cywus Stevens (violin), joined by guests Nina
Kedlman (hamp) and bhnMcDonaH (piano), assisted ably.

Watet Steanmh Movement!Sound!

DAVID CLEARY

Water! Seam! Moveament! Sound! with Ellen Band. May 4, Mobius,
Bogon, MA. Through May 6.

Boston has little to compare with New York's experimental
downtown music and peformance art scene. Mobius reresents one
of the few venueswhere such items consstently find a hogitable
home. Their most recent offering, built around e theme of water in
its liquid and gaseous forms, proved to be a nost erjoyable ertity and
prominently featured sound at by Elen Band.

Band'’s oeuvre, ultimately tracing its roots badk to that of musique
concréte by Pierre Henri and Edgard Varese, is usualy built from
sophisticated ovelays and juxtapostions of acoustic-based sounds
derived from single sources. Tiny Chomus is an excellent example,
taking dl its material from teakettles that boil and whistle and
thermos jugs hat gumle and spit. Suprisingly, no electronic
aterations ae imposed onthe ©undshere -- vaiiety is obtined by
recording the noisemaking items at differing levels and distances.
And this vaiiety of soundsis startling; Band’s thermos jugs semlike
exotic, dmost aherworldly ertities. The work is ako aby
condructed, with a sendtive fed for texture and mnfrad. It even
comes to a stisfying close with a “grand finae” of sats in which
most of the sounds appeaing tus far are piled onto eah other,
analogousto a showy stretto in afuga coda It's avery compelling
listen.

Band’'s musical contributon © the collaborative work Magnéal
Animism/Radatore, is even more single-mindel in gpproach, but no
less enjoyable. Built dmost entirely from ovelaid geam radiator
sounds this soundart entity inches its way from wispy, elusve
hissing b a merry, clangomous din. Peformance movement artist
Nancy Adams conoocted a ddightful visual pieceto accompany it.
Adams dowly emerged, legs first, as a black-clad goddess of seam
from behind a curtain ove an old raiator. Her frantic, yet
methodical depiction of heat spreading throughout the room,
suggested by swinging aound bukets of hot water and festooning
chains from the céling, vagudy reminded this reviewer of the
novdty-act fellow from the Ed Sulivan Showwho would not rest
until he had acheved fifty plates sgnning on sticks all at once. The
whole thing waes eanest, a times hunoroudy awkward in an
intentiond way, and alvays highly endeaing.



Water Closet, a peformance art pieee choreographed by Marcela
Comea and Ceciia Andrade and presnted by Corea and Dbsie
Caceres, was dso very effective. It continued the evening’s
fascination with al things aqueous, centered aounda portable metal
tub axd bows of water. Visually, the work was graceful and vey
sensud, often playful but a times mysterious or stormy in naure.
Two epedaly memorable dancelike secions in which the
peformers rlled and spun @dout the floor, stongly suggested a
stylized take on gnchronized swimming. The acompanying teped
music by Uakti and NanaVVasmncdos, containing pecussve sounds
whistling, Latin idioms, and faux-Bach, provided a serviceable
enough bakdrop.

In a locd music scere dominated by stardard concert music
presentations it is good ® know more avant-gaide places like
Mobiuscan flourish. Recéved with thanks.

Venusand Adonisand Henze

JAMES L. PAULK

American premere of Hans Werner Henzés Venusand Adons. Juy
29, SaataFe,NM.

Venusand Adors is the skth opea by Hans Werner Henze b have
its American premiere here at Santa Fe. The city's nickname is "the
city different," and Sata Fe Operamight well be cdled "the open
compary different." Virtualy every major compary in America hes
eschewed nenv works from Europen and nontond compo<rs,
instead favoring "soundtack opess' by Americans. But John
Crosby, who opeated this company from its inception, has made
Santa Fe the pincipa American home for the world's nore
chalenging axd imaginative composes. In doing ©, he hascreaed
an audience here that fills the op@a houseon such nights as this. The
opaa, which hal its pramiere in Munich in 1997,is, a 70 minutes,
Henzeés shortest, but perhaps his most complex. The libretto, by
Hans-Ulrich Treichel, is based on Sh&espeare's poem, and is divided
into 17 sceres. There is an opera within an opera within an opera.
Each of the main charaders in this triangle hasa dancer doubk, and
the opega switches baween orginal Sh&egeae, the singes
peforming i, and te dances pottraying the snges, who ofen
interact with them as well. And the dngers sometimes kecane
obervers, commenting on he acfon. This might sound a bit
contrived and preentious but in the hands of Treichel and Henze,
and with assstance from Sh&kegeae, what we get is pure podry.
Henzés score is his mogt distilled to dae. He writes on he edge of
tondity, bringing © mind the music of Alban Bag or some of
Richard Stausss most disoonant sounds Henze's orchestration now
ranks anong he world's best, and in this case he hasgone 4l out,
with the orchedra dvided into three sections, one for each of the
principa characters. There is sieh a richness of musica expression
here... musicd ideascome and go wth a rapidity reminiscent of
Verdi's Falstaff.

The produdion, by Alfred Kirchner, goparently differs subgantially
from the Munich premiere. With an elegant garet-like se by bhn
Conkin and ophistcated choreogrgphy by Ron Tharhill, the
singes and danceas are al on he sane level together. And tese are
singes who knowhow to act. Thete is no nore dranaticaly potent
singer than American sgorano Lauren Flangan, whose mesmerizing
body Bnguaye compliments the expresivenessof ha voice and he
Prima DonndVenus is unforgdtable. A surprise last-minute
subditute, tenor Christopheg Ventris was a  sastive
Clemente/Adonis, the sane role he creaed in Munich. And bass
baritone Stephen West broughtjust the right amount of sarcagic edge
to the role of Hero-playerf/Mars. The principa dance's were so good
as to bedistracting, epedaly Brock VonDrehle Labrenz as Venus.
Peaer Matia and Saita Allen potrayed Mars and Venus respedively.
Richard Bradshaw conduded with energy and predsion. The opea
was performedin Germanwith English seat-back titl es.

More Dinosaurs

DAVID CLEARY

Dinosur Annex Ensenble.  September 16, Jordan Hall, New
England Consgwatory, Bosbn, MA.

September 16's Dinosarr Annex Ensenble concet could have been
subtitled "Obsession dincion," as all the works preseited went far
beyond $mple tautness of idea to demonstate valying deyrees of
manic focus. But for the most part, the peces worked well.

Somp (1988) for ten players, by Sott Lindroth, is terrific, an
effervecent toccata cag in a postCopland hamonic languaye hat
exhibits both tail-wagging friendlinessand gusy vigor. Contining a
flawless sense of gructure and bdance its motivic constuction is as
tight asstrung pano wire. Arthur Levering's conceto for piano and
chamber orchedra Catena (2000)is, if anything, even more intensely
driven and nevousin feel. Showng onic kinship to the swirling,
colorful oeuvre of Takemitsu and Boukz this fine piece contains
much repetition of material but manages to keepits fasanation level
high by subtly varying lengths of segments and intermixing ideas in
perpetudly surprising ways. Sobist Donall Berman peformed his
chalenging pat wondefully well. Tavistock (1996) by Peer
Homans exhibits an entirely different kind of preoccupaton,
coneming itsdf with the depiction of a buwmlic English scene
Peahaps not aurprisingly, the influence of Delius and the British
tweealacket school of composes (think Malcolm Arnold et al.) can
be detcted here. It comes aadossassprawling and bbodless, though
some sections -- most notbly the ending -- are lovely. Flutist
Jacqueline DeVoe ard clarinetist Katherine V. Matasy, ally backed
by asting ordedra, played with warmth and ill.

Sdections by two dde statesmen Euopeans roundel out the
program. Ramifications (196869) by Gyorgy Ligdi fortunately
proves much more interesting than its dry program notes might
suggest. The first hdf or 9 of the piece gladaly but bewitchingly
oozs from one dense quatertone basel cluser to another
(essentially a string ordedraversion of Lux Aeterna) while te later
stages of the work decanstruct this earlier material in intriguing ways.
It was, as my companion succinctly put it, weirdly wondaful. Two
simple ideas an interwoven contrapuntd figure and asingle repeded
chord, provide the bass for Poul Rudes's large chamber ensemble
ertity Corpus cum Figuris (1985) But Rudes managesto build an
edfice d remarkabe variety from this seemingly limited material.
The work is multihued, alluringly constucted, commandingly
vigorous and wondeful to hea.



The ersemble's normally modestsized core of members was
excdlently augmented by ©me of Bosbn'sbes freelance musicians
with the whole beng smartly conduded by Sott Wheder. And meny
thanks go b Dinosarr Annex for showing that obsession nee not be
aworrisome ting.

Double Double YouPleasire

DAVID CLEARY

Enchanted Circle Sefes. New Engbnd Consivatory of Music.
September 25, Jordan Hall, Bogon, MA.

Pianist Stephen Drury recently inheited the New England
Congrvatory’s Enchanted Circle concet series from longime
directors James Hoffmann and bseph Maneii. Long achampion of
American expeimentalists like John Cge aad Morton Fetiman as
well as downtown New Yorkerslike bhn Zon (noneof whom are
othewise much heard heae in Bogon tesedays), Drury made his
first such outing a memorable affair, preenting a bunpe crop of
music from his favorite composes.

Christian Wolff, the concet's gues$ of honor was represented by
three works daing from valying pontsin his caeea. This reviewer’s
favorite was Trio | (1951) a highly emnonic tour de force. The
piece paints with a very limited palette o frozen pitch classes; what
makes this sdection © wondeful is the stunning varety goten by
pulsing these notes from player to player (exhausting pety much
every posible permutation) and te overll sense of diredion
achieved by vaying the rate at which these pitchescycle and reach
smultaneous atack. In its own way, it's as slendidly pure as
Webern’s most succinct compositions. The sdo clarinet pece Dark
as a Dungen (1977)is an improvisational sounding deight While
formally a bit loose it nicedy plays off sectionsthat respedively stay
in register or gpan the range of the instument. It's also very
chalenging  play, featuring meny pasges bristling with extreme
high nots. Trio Il (1996) is an unusid and ambitious four-part
entity. Its first movement, much lengthier than the oters, is by and
large an exercise in pointillistic playing though notin the laid-back,
mystic mannerof Morton Fetiman)—and best of all, smilar pasages
recur later on in the piee. Movement four, as an example, begins
with polytond interwoven counkerpoint involving piano, violin, and
marimba, but evertually cdlapses into fragmented sherds. This
reviewer found bdance and paéng a bit curious but otherwise
enjoyed it degpite the faint strains of unintended bras choir music
wafting in from an adjoining hal during ©ft passges.

Two gellar entries by bhn Zon were adso preseited. Carny (1992)
for piano lo is one ofthis compose’s gledully outrageous syle-
shift pieces: snatches of booge-woogie, Impressonism jazz,
cocktail, ragtime, commercial music, High Romanticism, music box,
pointill ism, disjunct dissonance, and the Tristan chord aurfacein the
maelstrom of sound. Tying it dl togeher in rondo nanne is an idea
fashioned from poundel pitches played at the top of the keyboad. It
too is technicdly demanding in both taditional ways (bravura
passagework) and non+raditional ways (crosshand glissardi, playing
a pitch with one€'s nosein the center of the ke/boad while both
hands are ocwpied a the two extremes) The vblin/piano duolLe
Momo (1999) dso utilizes a recurring rderence point ideg hee,
piano ogtinati (often serving as a carpet for sdo violin material)
provide the function of repose in an otherwise patchwork quilt of
material—though hee the sections do notshift styles asin Carny.
Thee's aso a vey geneal oveal feel of winding davn
(culminating in a bief, loud @da hat contains a oncentrated recgp
of opening ippes) that gives the piece a sense of longtange
direction. Pat of the fun in this pieceis found h its spoofing of
flashy virtuoo playing; the violin writing in paticular often
degenemates into wild, outof-control sliding tat soundsnot unlike
braying hyenas

Having Never Written a Noe for Percusson (1971)by James Tenney

was classically conceptual. Here, a pecussonist satin front of a huge
tam-tam and inexorably played aroll in crecendo from the inaudible

to the ded&ening and in diminuendo bak down. What can one say? It

was what it was. The fact that it angeed afew (as Ivesmight put it)

soft-ealed sissies in the audience madeit worth programming.

Paformances varied, but the beg were stunning. Of particular note
were John Feguon's remarkably paed and ferocious presentation
(from memory, no lesg of Carny, Michelle Shoemaker’s excdlently
controlled playing (featuring a sellar high register) in Dungeon,
William Winant's flawlessly exeauted gong pll in the Tenney, and
the truly amazing vesion of Le Momo given by Drury and violinist
Jennifer Choi

Extended Seson

DAVID CLEARY

Extendon Works. Setember 22, First and Seond Chuch, Bogon,
MA.

Preenting onés newest music abngsde tat by well-established
lionsof the literature can bea daunting popostion --onemust avoid
being oveshadowed or made b look @llow when doing ©. Thefirst
concert this seaon by he composes of Extension Works met this
chalengeheal-on.



It is a pleasure to report that most of the youngsers hdd their end up
proudly. Our Heart and Home Is with Infinitude (1998) by Robet
Cal expetly sets verse by vaiousRomantic peaiod poes with nay a
stumble whetheremploying Engish, French, German, or Italian texts.
The work is thoroughly of ourtime in sound ad technique yet pays
clear homege to the music of bygone days, effedtively utilizing
patern syle piano acompaniments and ectatcally repeding the
word “ergeben’ in best Mahlerian Das Lied von de Erde finale
fashion. Marti Epstein’s flute/piano duo AND (1995) combines a
lovdy Oriental deicacy with insistently obsssive oginai. By
expertly dovdailing less precccupied passagesinto the work’ s fabric,
the compose creaes an intriguing and unusid sense of long+ange
structure in the proces. And te sonic interaction béween the two
instruments is both well conddered and bevitching, the opening
combination of soppel low piano and plyed/sung fute tone beng
only oneof many memorable examples.

The violin and piano duo Points d Service (19992000) by Jbhn
McDonal is a grong listen. While a dissonant, taut, sdf-contained
set of miniatures, one never feds the shadow of Webemn hee—in
fact, the outer movements sugges a concentrated and persona
updding of Hindemith-oriented neoclasscism. Enegy and contrast
are nunmbered among ts attributes And McDonal's two biief piano
works That Mullin er Influence (2000) and Entrada Wpon La,Mi, Re
(1999) are sophisticated respon®s to examples of 16" certury
English keyboad music; the dedsion © program works from the two
eras side by dde proved fortuitous. Only Francine Trester's Seond
Sonaa for Violin and Pano (19992000) gave this critic pause. This
far-flung, ambitious sdection is not content to coag in the standard
sonda groove is not afraid to take risks in mood uxtaposition, and
frequently bristles with hale vigor. But the work often unflds in
puzling ways, and its hamonic languaye, careening from Brahms to
Debusy to Chates Ives seems haphazardly handled. Treger’'s violin
playing was supeb, however, as were the flute turn by Marianne
Gedigian and piano peformancesby Cat, Epgein, and McDonak.
Sopeno ddith Brown gruggled with vocd projection and diction in
the ealy going of Our Heart, but improved notbly as the piece
progressel.

The old-timers weighed in handsomely with the IvessongLikea Stk
Eagle, Bohusav Martinu’s Flute Sona& No. 1, ard Night Thoughts
for solo piano, Aaron Copbnd'’s final completed work. This last
selection heakens back at times to the raucous cbngor of his Piano
Variations but leavens it notably with warmer pasages and tiadic
sonoiities. It’s afine ad unusial compostion.

Congetulations go outto the resident tonemeisters of Extenson
Works for keepng in stride with their elders when it comes to
compostiond qudity.

A View of Arcadia

DAVID CLEARY

Arcadian Winds peseit Celebraing Bosbn! Masters Past and
Preent. September23,Emmanuel Churd Library, Boston, MA.

The Arcadian Winds, long oneof the preeminent woodwind quitets
in the Boston area, hasdecided to highlight Bosbn-bagd composes
of the 20th century duiing its 20002001 ®ason. The first such
concert showed music-writing Beatowners indulging in bumlic,
Stravinskian, or avant- approades.

The padord sdections on the concert were three in nunbe. Scot
Wheeler's Village Music is a set of dancesand fanfares inspired by
visonsof an imaginaly rustic hamlet. From a stylistic standpont, it's
perhaps most sucdnctly desribed a folk music filtered through a
contemporay funhoug mirror -- full of surprising wists of form and
pacing, yet elementa and warm-heated to the cae. It makes for fine
listening, asdoesPicnic Music (2000) a work commissioned by the
Arcadians from Daniel Pinkham. This sdection ddtly ploughsa most
convindng mddle ground béween neddassicism and nore disonant
idioms; while pesonable and caming, it does not sacifice
sophigtication and gus along he way. Or put another way, it’s rural,
but no haseed. On the surface, Amy Beah’'s brief Padorale may
seemthe pece nostlikely to play in Hicksvill e, but careful listening
says othewise. Beah hee shrewdly works edgy diromatic surprises
into the composition’s otherwise mild mili ew

Neoclassicism was represented in gellar fashion by Walter Piston’s
Three Piecesfor Flute, Clarinet and Basson (whos light, breezy
outer moverrents enfold a moodier, more chromatic center) and
Partita for Wind Quintet by Irving Fine (a splendid, complex nunber,
predominately lucid and energetic but culminating in a warm, lovely
finale).

The other two works -- splendid heaimgs boh -- proved to be raw,
urban, worldly-wise, and obvbudy expeimenta in naure. Amnesa
Breaks (1990) by Lee Hyla, while containing its cdm moments, is
genegaly raucous h sound, deiving its meterial from an oboe
snippéd that soundslike a playground sunt and sporting giouchy
timbres like low stopped hon and grill clarinet. It came off as a
bradng splash of cold spring water after Beach's Pastorale. Gunther
Schuller's Woodwind Quintet (1958) gleelully takes aidecious
formal risks, traffics in fragmented pointillism, and revels in active,
noisy thickets of densecounemoint. This is brany guff in the best
serse of the word.

Whether in quintet or trio configuraton, the Arcadians peformed
with flair and precision. Sensitive timbre balances, spotless fast-
fingertechnique tight ensemble, and accomplished solo playing were
the ader of the day. If the remaining two concerts in the saiesare as
good & this ong the Arcadians will be both providing a worthy
service to local composers of the pas hunded years and treding
present-day chamber music audiencesto some spedad playing. Very
much erjoyed.

Golden Toudh to Siver

MARK AL BURGER

San Francism Opera pregnts Douglas Moores The Ballad of Baby
Doe. September 29, War Memorial Opera House San Francisco,
CA.

"Silver is not gold" -- that seens to be the take-home message for
mining megnate Horace Tabor in The Balad of Baby Doe, which
opened at the San Fracism Opera on Septermber 29 and closes
October 14. This dso may be a lesson te audience leams, for
Douglas Moore's 1956 work is a decidadly lesserore



Not that this produdion lacks in riches beginning with the glorious
Ruth Anne Swenson, whose portrayal of the title character is radiant
both vocally and visually . Judith Forst, as Tabor's jilted first wife, is
entrusted the most poignant aria of the evening, and arriesit off with
apomb. James Morriss Horace is sdid if lacking in sympathy -- but
this is very likely dueto John Laoudeés libretto. It is very had to
care for this cad and his dow downfdl through o very long acts.
Go for broke, already....

This is probaly the only opea with a pbt that so hearily turns on
moneary policy (the rgection of a silver standad in favor of a gold
one is what ruins Horaceés fortung. And posibly the only music
drama to feature William Jennings Bryant and Peddent Chester
Allen Arthur (dthough ¢ealy Moore has not cornered the
presidential market now that John Adamss Nixon in China is
around)

Moore's nusic ars on the sick of tameness. There is little of the grit
or maestic sweep that cne might expect from frontier settings.
Instead we getwarmed overltalianae bel canto and folksy songsthat
would be gppropriate for some elegant Nationd Geographic spedal.
Only occasionally does Moore riseto the exraardinary -- as te does
in Augudas aria above and te smoky-sxy music (better than
anything Previn offered in last yea's "A Streeta Named Desire") of
Baby Doe's daughter Silver Dollar, hauntingly and sexsually realized
by TinaOsinski.

Sds were vibrant, with the only bit of economizing in evidence the
utili zation of the sane mighty baclkdrop of Colorado Rockies for both
Leadville and Denver (gee tho® mountains look familiar, don't
they?). Costimesand piopshad tinges of silver in them, asif taken
directly from old daguereotypesand refleding the predousmeta of
choice Theonly toudches of vibrant color were in the balroomsene
when Horace reahes the pe& of his success Roling phtforms
wheeled dharaders (and a grand piano!) on ad off dage @
efficiently asmine cas in boomtimes

In every way, the Sa Francism Opera piovided a god sendad for
this singularly silver work.

Dead Man Pondeing

MARK AL BURGER

San Francisco Opera presents the premiere of Jake Heggie's Dead
Man Walking (libretto by Terance McNally). October 7, War
Memorial Opera House, San Franciscg CA. Reviewed October 17.

| didn't love it asmuch as | hopeal; | didn't hate it as much as|'d
feared. The premere by the San Francism Opera of J&ke Heggie's
Dead Man Walking, to a libretto by Terence McNally, unveled an
uneven work that hasits aresof srengthsand weakneses

The oveture is a lovdy neoromantic, pog-minimalist essay in
sinuous agending lines, lovingly realized by cndudor Patick
Summers and the orchegra. The dak landsgpe of a tysting couple
au naturd (al the charms of Sean San Jose and Dawn Walters are
risquely in view) is acompanied by wondefully tinny 80'sstyle pop
-- stll Heggie's music but appaently emanating from aradio. From
here however, the nusic lurches into rather generic, cinematic
murder nusic, which, while reasmably effective, seems a lit easy,
obvious and corny. The siuation improvesa bit with an impressive
clapping ction ala Steve Reich or world bea, but this be@omes
marred by afolk music ovetay that ringshollow. The ongage music
and ound dfects (radios, drens, the ominous begs of the lethal
injection apparatus) are not integrated into the rrusic of the achestra,
neither are they set apart so distinctly as to make same other effect.
A few moments o humor in the libretto (particularly from the notor
cop David Okerlund)are notparticularly refleced in the nusic.

And © it goes -- moments of brilliance and moments of
disappointment. Kristine Jgoson is unde-powered but poignant in
the rde of Sister Helen Prejean (das Susan Graham, the intended
lead, was cdl ed away from the part on October 17 due to a death in
the family). John Pakard provesa powerful padkage both voally
and diamatically as the convicted murderer Joseph deRodher. And
Frederica von Sede provides her signaure starpower in the
suppoting daraderization of Ms. Pdrick de Roder, Joseh's
mother.

Much of the libretto revolves around Hlen's atempts to get Joseph
to admit his cimes There is little suispense from the auience's
pespective, having witneseal the scene a the opeas beyinning.
One beggan to think of the Monty Pyton Spaish Inquisition:
"Confes! Confes!"

The ensamble writing is vely good, whethe it be in the quatet of
parents of the nurdered teeragers (Robert Orth, Nicole Foland,
Cabherine Cook,and Gary Rideout), or the large cthord ca®phony of
the prison bbdk. In the latter, Heggie providesa connant salad bed
of orchesta music, over which spicy layers of shouing ae added.
Indeed Heggie's instincts for beauiful music ae perhaps better
realized in the orchestra raher than in the voices (the long ines are
with the former, with much recitative ard ariosogiven to the singers).
Like many composes, Heggie sometimesmisssthe overall forest of
arcing form by beoming lost among te trees of the sdting of
individud words. And te composers ingtincts for the gentle are
sometimes overidden by the need for the violent. Often his most
effective music is that which is undestated and even ironic, rather
than grandg¢andingly grandiloquent.

You cetainly cart fault San Francisco Opera's commitmert to the
projed. The producton is first clas dl the way from promotion ©
exeation. Whoops sorry -- poorchoice of words herefor a story on
death row. And the story is moving, dthough pehaps not as earth
shattering, controversial, and provoative as its creators intended.
The sds by Michael Yeargan and lighting by Jenifer Tipton are
stunning - if indebted to Robet Wilson'sdesgnsfor the Phiip Glas
"Einstein on the Beach" The backlit cdl block is a take on the
"Spaceship" sedion, while the blinding @lumn of light behind a va
could beright out of the "Bed" visuas. Theclevemes of the scrims
wins out over the grittinessof the situaton. If you went deah row
intensity, rent "The GreenMile."

While the silence puntuated by medicd machinery toward the
work's conclusion mekes its effect, one can't help but wonder f
actual notescouldn't have worked magic aswell. Thefinal aceppeh
solo from Sister Prgean was thought provoking. When does the
inevitable became predctable? When does the moving become the
manipulative? There are ro ezssy answers.



Kudos to San Francisoo Operds ouigoing Lofi Mansouri for
continuing © commisson nev works. May he aways keep in mind
that world-class qperas terd to come from world-class canposers
pursuing their own atistic visions.

Live Opea Saring

JEFF DUNN

San Francisco Opera pre<erts the premiere of Dead Man Walking by
Jake Heggie (libretto by Terence McNally), feduring Susn
Graham, John Pakard, and Fralerica von Sade, with Patick
Summers conduding the San Francism Opera Orchestra and Chous
October7, War Memorial Opera House San Francism, CA.

Dead Man Walking received tumultuous applause from an audience
including seeral popubr-culture nobles: Robin Williams, Susa
Saandon, and Tim Robbns Jke Heggie's nen opea degrves
adulation: its melodic bass reaches above the grim prison sts and
gutwrenching tragedies of bdoveds lives cut short The simplicity
and enmtiona immediacy of this masterwork tenpts ane to declare a
triumphant repertory future for it dong he lines of Floyd'sSusnng
however, the experience is so draining one wondes if many opeil
goeas will want to put themsdves through his wringe more than
oncein a lifetime.

Unlike aher excellent dramas turned into lacKuster gperas by
pedestrian music -- André Previn's Streetcar Named Desire and
Stewart Wallace's Harvey Mlk come immediately to mind - Dead
Man Walking is worthy for Heggie's music alone Even nonense
syllabes would make for interesting listening, yet there is Terrence
McNally's first-class libretto to boot When the CD is eventually
issued, onecan return to the fabulous set pieces-- Sister Helen'sdrive
to Angola, Joseph's nothers pka to the parole boad, and the
powerful ensemble scenesclosng Act 1. Hopefully, such a CD will
be compiled from San Francisco performances for these were well
nigh ddinitive, with supeb ading and singing peformances by the
principals. Susan Graham seemed to this reviewer to be the vocal
embodiment of a nun'scharader asSister Helen. Frederica von Sade
moved the house to tears as Joseph's mother. Even higher
commendaton, however, must be awarded bhn Pakard for his
performance as the death-row murderer Joseph de Rocher. Packard
was physcally and voally peafect for the pat, and outid himself
portraying te inner struggles of his conséence  This reviewer
received the impresion that Heggie must have customized the pat
pefedly to match Pakard'sstengths After this, will anyoneelsebe
abetodoit?

Some of the many musical beauies d the sore deserve further
mention, especially the influence d the "Bachock)s." The gera
opens with a brief oveture (a welcome formality these days!) which
introduces an idéefixe smilar in contour to Jery Bock's famous song
"Sunrise, Sunet' from Fiddler on he Roof This theme, perhaps
symbolizing te wasting of loved-ones lives reaches its gpogeein
Joseph's mother's aria befre the paole boad. The contrapunt
choral pasageswhich follow reall the greatness and giavitasof JS.
Bach's ordorios, hee to a funera-march rhythm refleding society's
lust for revenge Fineaso isthelong dué beween Sisters Helen and
Rose(Teresa Hamm-Smith) in Act 2, Scere 2.
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In general, Heggie's nmusic drides confidertly in the geat American
mainstream of song, recdling Baber in melodic contour, Sondhém
in dructure, and the contributions to the genre from other tonalsts
swch as Rorem and Del Tredci. Perhaps Heggie's focusing in this
realm hasled to neglea of the art of orchestration: while competent,
Heggie haslittle exciting o offer in this regad. Furhermore,
Heggie's rgection of anything avant- will not s¢ him in good sea
with European critics should Dead Man walk abroad Birtwistie and
Ligeti have advanced opea condderably in the last decade, wheres
Heggie offers nothing new.

Nevertheless, for the immediacy of its message, the intensity of its
drama, and te songbasd glory of its music, Dead Man Walking is
live opem soaring, the bes American opea since John Adamss
Nixon in China.

Dead is Alive

JANOS GEREBEN

San Francisco Opera preerts the premiere of Dead Man Walking by
Jake Heggie (libretto by Terence McNally), featuring Susa
Graham, John Pakard, and Frealerica von Sade, with Patick
Summers conduding the San Francism Opera Orchestra and Chous
October7, War Memorial Opera House San Francism, CA.

October 7's world premiere of Jake Heggie's Dead Man Walking in
San Francism's War Memorial Opera House was more than an
enomous hit, as the ceebrity-studdel, security-guaded audience
gave it ahugeovaion.

The event also marked the introdudion of a truly important new
compo<er on he scene of contemporay American opea. At 39 @nd
looking haf of that, somewhat incongmuoudy), with his first opera -
in fact, a pianist's first large-scde orchedrated work, a songwriter's
first excursion into other genre -- Heggie seers to have arived fully
formed asa naura, wondefully talented, audience-pleasing and yet
un@mpromisingly seiousoperacompor.

Everything is done right with this fina big projed creged and
managed by the company'sretiring general manager, Lotfi Mansouri.
Terrence McNally wrote a brilliantly sparse libretto from Helen
Prgean's book; Joe Mantello's producton, with Michad Yeargan's
grand sets, seens seanless ard doesnit cdl attertion to itsdf; Patrick
Summers conduded oneof the fineg peformances of his long and
illustrious career here -- ard none ofthat would matter a fig if the
work itself failed or even faltered. It doesnit. It's all of one piece, a
song sistained overawhole evening.

Besides the work itself, there was one othe grand, unforgdtable
thing @out tonight Susan Graham, as Sister Helen, pouring forth a
strong, lusdous voice, with impecable diction and mndstent impad,
amost continuousy for two and ahalf hous, in a performance that
would have been gunning even if the music didn't succeed. Given the
combination of Graham's performance and wondeful music, it was
truly a "grand night for dnging" -- an intereging @napt in
contemporay opea



Heggie's music is difficult to describe beyond dichés of "melodic,
neo-romantic." ec., but - a the risk of repeftion - it is true to its
origin, "song-ike," with the vocd line consently up front and
soaring, againsta complex and yd transparent orchegral background.
The inevitable "like" you can't hep mentioning in case of a new
compoer would biing up Rehard Stauss and Debussy in texture,
Britten and Sondhiem in melodic structure (espedally the latter's
"Passion"), and just a hint of latter-day Minimdists, such as Adams.

The work is structured cinematically, with the acdual doubke murder
opening the scene, and - Hitchoock-like -- reveding the facts the
opeads protagonists aretrying  find. In McNally's writing, there is
sophisticated complexity in presenting the many apeds of what a
lesser work would show as a single "truth." The exeaution @nduding
the work makesfor bold and efective theater, rather than advoacgy
or outright propaganda All that security, by the way, was for naught
there were but a few well-behaved demonstrators autside the Cpera
House, pasing outleaflets either for or against cgpital punishment.

BesidesGraham's marvelouspeiformance (in addition o dl the vocd
splendor, she was also funny, gppealing, affeding, not a false move
al night long) the hugecast put on one ofthe cmpany's most
condstently excelent peformancesin along ime. John Pakard was
avoally and physcally (no sngerhasever doneso many pusiups)
impressve Josgph deRodher (the "dead man"); Frederica von Sede
was virtudly unrecmgnizeble as his frumpy mother -- unil she
opened ha mouth, that is; Theresa Hamm-Smith made an auspicious
San Francisco deébut asSister Rose Nicolle Foland and Gary Rideout
excdled as the murdered youths parents. lan Robertson'schorus just
blew the houseaway in dimadic scenes -- dthough he slent
minutes of the exeaution and Graham's unacompanied ong that
followed gpoke bude sill.

Good nevs: the paformance was filmed, and it will be broadcag.
Meanwhile, it looks like a virtual certainty that Dead Man Walking
will soon nmeke the moundsin the U.S. and Euope

Dead Man Bdestian

DAVE MECKLER

San Francisco Opera preerts the premiere of Dead Man Walking by
Jake Heggie (libretto by Terence McNally), featuring Susa
Graham, John Pakard, and Fralerica von Sade, with Patick
Summers conduding the San Francism Opera Orchestra and Chous
October7, War Memorial Opera House San Francism, CA.

Dead Man Walking is a disgppointment The piece has undeniably
strong diematic mojo -- the two women dtting net to me were
weeping troughoutmost of Act Il -- but there's noting nev and
very little distinctive about the music. Thee is just not the sort of
vividnessthat onegets with hamony and nelodic line in the opera
of, for example, Benjamin Britten, oneof the compose's nodds.

As theater, there were same nice tableaux, but Act | was rather slow
moving. One scee featured Sister Helen diiving © the prison. The
stage was absolutely bare except for the two car seats of the nun'scar.
This set was minimal without having the rigor and visual vigor of
being minimalist One could compare the moment to Pat Nixon's
sdo aria in Nixon in China, which was dazling -- a single figure
standing ompletely alone in the center of a huge stage against a
vivid red badkdrop. The smilar scene in Dead Man Walking was just
shabby and dré.
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The "Drive to the Prison" scene is also musicaly disgppointing. The
music didn't readly go aaywhere or develop © give us a sense of
joumey or travel. It certainly was not Siegfried's joumey! More to
the point, the scere calld be comparedto one in Ravershead. In that
piece, Steve Mackey used a large-scale plan of different types of
scales evolving ove the full-length of the opea. One did not
necesaanly hea the processof the Ravenshead sales changing, but
the differences in scales were very gpopaent and defnitely gave a
sense of travel within different hamonic regions (this of courseran
pardlel to the Ravershead sory line).

The vaiious notifs usal in Dead Man Walking were recognizable
enough,butthey were not paticuladly memorable. Theorchedration
was raher thin and withoutreason. A large orchedra was preent in
the pit, but there seened to be no ymbolic reaon © refrain from
usng it. Theewere some prety flute moments.

Wergoice that the opaais apubic success onceagain showing that
new opea often is good br the box ofice athough vwe wish the
produdion cmntained sme nenv dements to nudgethe public dong.
Perhaps there is an emergng San Frarcisco Opera formula - a rew
opaa must ue consevative tonal languaye and have a rape scene
Three of their last four nev opess involved one and the opea that
didn't sibstituted an assasdnation (Harvey Milk). One suppo®sthat
the stategy is to use easily-triggered intense enotions to compensate
for bland musicd languaye

Concet 1: Glas Symphony No5

WALT ERICKSON

North American premiere of Phiip Glass Symphony No. 5
peformed by the Brooklyn Phlhamonic Orchegra, the Dessof
Chorr, and the Brooklyn Youth Chous dl unde the direction of
Dennis Russd Davies. October 7, Brooklyn Academy of Music,
New York, NY.

In his revew of Philip Glass's SynphonyNo. 5, Paul Griffiths of The
New York Times chided the work, stating that "given that the
symphony n 12 nmovements, summarized the entirety of cregion and
humen life, the honogenetty that was aso found n the musicd
invention was peplexing" [October9, 2000]

For thosewho areusel to reading about Glas's music, this notion is
well undestood; Phlip Glass sill soundsvery much like Phlip Glass
whether it be music for a film, dance a orchedral work. Enthusiasts
of his music know that romantic reahing axd yerning is a
component that is well embedded into his consently sweet minimal
languaye, notsomething that isn't there. Sone justdon'tgetit.

This huge ensemble gave Glass the oppotunity to create many
changesof texture, ocairring nost obvioudy in the movements that
contained the vocd soloists and the hugechoir. Whether in unison or
in a sort of cdl and respon<, the highlights of the piee most often
occurred herein.  Specifically, onesection mntained a heatwaming
portion sung by he three male soloists asa group and then eah on
their own, while the orchedra and chorus provided a sesud "padded
backdrop.”



Movement 7, "Suffering," contained an ensemble tutti that exploded
in loudnesswhile Movement 10, "Judgement and Apocdypse" was
dak, ragged (not quite what we exped from Glas's soothing
compostiond pewsonaity) and deenged. If at this point you're not
quite convinced that this is no diferent from any other Glass piece, |
mention what | think was probably the most pealiar moment of the
entire 100:minute piece (occurring owards the end of movement 11
two bizarre picoolo lines chirped overthe rest of the orchestra with
odd hythms and nmelodic contours-unlike anything that | have head
from this composerbefre.

In his book Inside the Music, Convesations with Conemporary
Musicians about Sprituality, Creativity and Consiousess
(Shambhda Productons, Inc.), Dimitri Ehrlich explains that,
"...Glass seesa cleaer rdationghip between the teness of Buddhsm
and his motivetion & a musician. Buddhst doctine stesse the
value ofdecreasng oters suffering. (p. 21)

Thus it is not a coincidence that the text of the finale of his
millennium-commissgoned symphony Movement 12 ;'Dedicdion of
Merit"), expoundsgenerously upon hese themes

"...For aslong & space endures and for aslong & living béngs
remain, until then may | too alide to dispel the misery of the world."
The text was trarslated into a mighty music that drove until the text's
conclusion, only to have the music turn into itself theredter.

Glass, who mllaboraed with Rev. Janes Parks Morton and piofessor
of religion Kusumita Ricilla Pedersen, stows with this piece that he
is sill extremely adept atflavoring his musicd languayeto bein sync
with the spedfic nature of the projed that he ard his cdlaborators
edablish. These extra-musica factors in place pior to the
composng of the music provide him with a structure and aithority
that restricts his freedlom so that he can thrive.

When you walk around amoden art museum and come upon ‘ther"
Warhol, do you citicize it becauseyou knowright avay that therés
no mistaking who the ceabr of the pieceis and you'veseen so many
others sort of like it? We've seen 0 many Warhols (and herd <
much Glass) and yet we don'tcomplain. We simply enjoy.

Invoking the Timeles

MICHAEL MCDONAGH

North American premiere of Phiip Glass Symphony No. 5
("Choral"): Reguiem, Bardo, Nirmanalaya (199841999) paformed
by Brooklyn Phiharmonic, Brooklyn Youth Chous and Dessof
Chorr, conduded by Dennis Russell Davies with Kimberly E. Jones
(soprano), Milagro Vargas (mezzo soprano), John McVeigh tenor),
Andre Sobmon-Glover (baritone) and Sgphan MacLeod (ass
baitong. October7, Brooklyn Academy of Music, New York, NY.

The atmosphee at the Brooklyn Academy of Music's Howard
Gilman Opera Housewas intensdy familial. This was the opening
program of this years Next Wave Fedival and the US premiere of
Philip Glasss Symphony No. 5 (19981999). Commissionad by he
Sdzburg Festival and premiered there last summer it received an
unprecedented 25minute sending ovaton, and this for a band new
work. And © when Dennis Rusell Daviesmounted the podum and
gave the downbeat, the serse of occasion was enormous.
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And, &fter the short orchestral introdudion with its pregnant tritone,
things got very mysteriousin movement 1:"Before The Creation” -
there are 12 movements -- when the girls of the Brooklyn Youth
Chowusand the women of the Desff Choirs entered chiming "There
was nether nonexistence nor existence then..." from the Sanskrit
Rig-Veda -- though sing n Engish like dl the other texts here -- it
was obvbus we weren't in for a nomal piee. Glas ad his
collaborators the Very Reverend Janes Parks Morton of the
Interfaith Center of New York (and formeirly of St John TheDivine)
and Kusumita P. Padeasen of St Francis College, have dravn the
symphony'slibretto from 5000 yers ofthis planets sacred "wisdont'
traditionswhich include the Bible, the Koran, the Mayan PopulVuh,
a JpaneseNoh pby excerpt, the Tibetan Book of the Dead, Zuni
myths, the Bhagavad Gita, and meny other sources. Few composes
would atempt something asambitious as this, but Glas heatfelt
connetion  al of thesedisparate texts aswell ashis grea technicd
skill made tis potentially unwieldy piece work. And there wasn't a
dull path anywhere in his 100-minute symphony.

One d the reasms for this is Glass's remarkable serse o pacing
which hés refined from his long expeiience in the thedre, and tat
means film too. The first two movements have a generd lighthess
and eda (and firm yet flexible tempos) and fev composers -
Mozart comes to mind - could meke these sedions so fluid and
involving. This does't mean that Glassdoes't plumb daker depths
here because he does that with the tritone which olors the work at
important points and funcions as an intervalic gesure symbolizing
the mortality of human desre. We want to be nobler than we are, and
kinde too, but this augmented fourth -- the medieval Chuich forbade
its use and called it "diabolus in musica' ("the devil in music") says
we don't dways succeed -- there's alvays this shadow. Still Glas
doesn't usethis asan unyiedingly dogmatic unifying device the way
a 12note composer might Theorchedral and vocé texturesare a'so
amazingly varied, and the compo<er writes knodout pats for each of
the five vocal soloists, and smeoneat BAM hal the inspired ideaof
having tese singes stand on béck and white lighted cubes of
graduated sizes. We do, after all, go to the theatre to see aswell as
hear something. Milagro Vargaswas cleaty the standouthere -- she's
imposngly tall and herbody Bnguaye conveyed boh concentration
and srenity -- and $e hastwo seludive solos in movement 5, "Love
and by" -- the first a Rum poam, the second aBengal one which
are sepamted by an excited and transparently sored girls and
women's chorussetting ofone of'The Song ofSongs'

But few moments in movement 5 @n equal or surpass the
phenomenal chorusin Job 3,"Let the day peiish wherein | was bom,"
which forms the center of movement 7, "Suffering." Glasss seting
unannily reveals the meaning of the words, moving asit doesfrom
men's chows (in aprayerful kind of ange), to the women's chorus
alone (the orchedra amost entirely gone) to a feeling of massed
despair in the mixed chorus a the end (winding sale with tritone
snare drum, bras and windg. Glas is especially touching and
inspired in his four setings of the Buddhit saint Shantideva's Guide
to the Bodhgattva's Way of Life which figure in severa setions
including al of the last one "Dedication of Merit" -- "May | be a
protedor for those without oné' -- which vebally, musically and
emotionaly sums up he theme of this mgjestic and vey moving
millennial work: compassion. And though he metric and texturd
changesare vely complex hee they never get in the way of the text's
flow but suppot it. But the compose, ever the canny diamatist,
undelined the fragile nature of this prayer by biinging in the tritone
at the movement's beginning and end. So hat only a gunned sience
remains. After a pause the audience respondel with a stnding
ovdion butnota 25minute one --this is America, folks -- and the
compoer and his librettists, and Diane Berkun, attistic director of the
Brooklyn Youth Chous aswel as Davies took tree curtain cdls.
This symphony & a fiercdy demanding work but Davies led a
spedacular paformance -- thrilling, dramatic and entirely musicd.



And the choruses met its challengesresoundingly.. Though hisis an
expensive piece to mountit's sde to sgy that we'll behearing ©me of
these chomuses soon, and, who knows, maybe they'll become
repertory pieces, too. With al the touble in the Middle East -- the
premiere ocarrred on te eve of Yom Kippur -- we appaently still
need to be reminded that human beings can do béter, and Gasss
SymphonyNo.5 is certainly testimony 1 that.

Frederck Rzewski Fellow Traveler

MICHAEL MCDONAGH

Frederic Rzewski, in works by Cadew, Wolff, Pouseaur, and
Rzewski. October 11, The Jazz Gallery, New York, NY.

Conemporary music is no laughing netter, and its praditiones
seldom have truly popubr gopeal. Who in his right mind would
abandon he high mad of modenism just to be popubr? Conpose
Frederic Rzewski, however, has had several new-music hits with
pieceslike Attica and Coning Togéher (both 1972)and The People
United Will Never Be Defeated (1975)

Still, his solo piano piogram, which Jed Distler and Céia Cookes
Conposrs Collaboratve producel unde the title Sob Flights 2000
(Rzewski's was cdled What the Artistic Life Leads To), was pretty
esoteric, if not acane. Rzevski re-ordered it completely and began
with Comelius Cardew's 1981We Sng for the Future, avariation-se
in varioushamonic and hitoric styles with moodsranging from the
comic to the celebratary, even the ragc. Rzewski's gaying showed
an impressively wide range of touch and tempo (e remembered
Cadew as being unompromising in the bes way, and a strong
influence on Michael Nyman, Gavin Bryars and ohers less known
but equdly taented). Christian Wolff's 1981 Preludes sounde barwe
and unasuming , and the unfinished natire of this form seened to be
literally refleged in the work itself. The New York premiere of the
Belgian Henri Pouseur's 6 year-old LesLitaniesd'lcare followed It
started outdry butgot progressively more eventful, and bioader, with
strongly oppo®d harmonies and a feéing amost prayerful, litanies
being of coure rdigiousinvocaions and in this ca® for a man who
dared to affront the godsby flying towards the sun. Pouseur's ending
could therefore beinterpreted either aslcaruss fall or his apotheosks.
At any rate thiswas a sirprisingly inspired piece. Rzewski's own The
Road: Mile 41 (2000) which he coneivesas a 5 12 hour piee
encompassing 63 miles, had little intrinsic interest by itsdf, but
seemed to sketch an incondusive nood, and if that was its intent it
succeaded admirably. His 1992 De Profundis is a sort of "art house
hit" in the new music world, and a justifiable one too, and esen a
pod-moden audience can respond b a piece like tis becaisepeople
will never outgrow their need for theater. Rzewski cannily re-
arranged Oscar Wilde's famous and truly desp text so that it had a
new dramatic trajedory, and hs paformance of it was both
pasdonat and involving. It's always a crgpshoot mixing gpoken text
with music and hee the words won outove the music, though yu
probaly wouldn't have that problem if the words were sung. Despite
Rzewski's pos-concert protestations to the contrary he seems a
naura thedre mmposer and collaborating with others would
probably take tis gifted artist out of his modenist "isolation" The
Badwin piano he payed sounde fine, though tangomusin loud
spots.
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Concert 2: Ligeti Quartet No. 1

WALT ERICKSON

Gydrgy Ligdi's Quartet No. 1 (195354) paformed by ThePaifica
Sting Quartet (Simin Ganatra and Sbbi Bernhadsson, violins;
Kathryn Lodkwood, viola; and Brandon Vamos, cdlo). October 13,
Weill Recital Hall, New York, NY.

A disausson pior to the Pacifica String Quartet’'s performance of
Gyorgy Ligdi’s Quartet No. 1 gave us generous background on he
piece: Its first peformance ocaurred in 1956 &ter Ligei moved from
behind the iron curtain from Hungay to Vienna A joke anmongg
thoe in the know sa/s that the piece is really "Bartdk's Quartet No.
7" becawse of the dder composer's heaw influence a Ligeti's
compositiona persondity atthe time. Further, we were informed of
and phyed the defining notive of the piece a 4-note patem of 2
ascending seonds Additiond excerpts were played aswell.

The piece sandwiched by nusic of Sthumann and Mendelssohn,
contained severd glissandos of harmonics strewn across all of the
players. Brandon Vamos, the gioup’s célist excelled in this regard;
his instrument achieved asoundapproading atheremin. At various
points during te piece, the music soundel like music for a film about
aiens. A funny weltz setion added hunor -- the jovial nature
sounde like badkup rrusic for a catoon.

This was one of the group'sfavorite pieces we could tell that they
clearly enjoyed peaforming t. They were doing ©mething
"different" from not only the red of the program (amazing howthis
piece seemed to be handled by the peformers as risqué in this
setting), but something diferent from the pewpective of the
devili shly conservative Carnege Hal crowd.

StreetScenes

MICHAEL MCDONAGH

Goat Hall Productons peseits Weill at Heart. Oad 13, Goat Hall,
San Francism, CA. Through Gitober29. Reviewed October15.

The songsof Kurt Weill are sich apart of ourculture that we tend to
take him for granted. How could anyoneso easily acomplished be
that good?WEélill's asmoothie aright but his tunes whether comic,
lyric, sadudive or tragic getunde our collective skin. And his music
certainly offers a lot more cham and pleasure than that of Copland
whos centenary is also being celebrated, along with his, thisyea.

San Francisco's Goat Hal Produdions had the smart idea of
presenting Welill's work in a cdart setting, and mixing works from
his Euopea and American peiiods. This brought the Weimar
Republic and racy Betin to mind, and fusing pecesfrom both ddes
of the Atlantic showed the musicd and expressive unity of the
compo<er's work, or the lived knowedge, you mght sa/, which he
putinto his songs



The 13-member cast putthese28 ongsaaoss in ensemble, dud, and
other combinations and drector Harriet March Paye had the hgopy
idea of casting tenor Douglas Manddl as Welll to bring his presence
closer-- he rea his words and sng ©o. And Peaking of cose,
soprano Heather Lukens Gavin and tenor Jose Albeto Fenandez
flited up astorm in the sédom head "It Never Was You" from
Maxwell Andeson's 1938 Knickerbocker Holiday. Tenor and nusic
director Mark Alburger assimed the role of a confidence man when
he sang "Madk the Knife" ("Moritat" from Brecht's Die
Dreigrosdenoper (The Threspenny Opera) which remains Weill's
best known song dueto the numerouscovessit's recived. "Youkal"
from Marie Galante (1934) -- Weill spent a yea in Pais befre
emigrating o the US -- was memorably performed hee by Diana
Landau, Miriam Lewis, and Harriet March Paye (the lyrics ar by
JacquesDeval and Roge Fanay). "Ain't It Awful, The Heat" from
Welill's megahit Street Scane (1946,book Emer Rice lyricsLanggon
Hughes) was sung with thick New York acents by snges who
looked like shopgrls on acigartte break. All the other performers
were just as enthudastic and enemeic, and the band included
Albuger on oboeand Shaon Walters full of veve and paache on
accordion. Doug Honvey was the subfle and tythmicaly dert
pianist. Harriet March Pae and Miriam Lewiss mariner ouffits for
the guys ad biocade-topped skirts and dressesfor the gils were sexy
and evocative of the peiod, though he tinsel wigs the castmembers
occasiondly wore lookel like they wandeed in from the costume
shop of Blake Edwards 1982 flm Victor/Victoria. The music of
Welill still exerts its megic, and that's because it speaks directly and
honestly, and it's superbly made.

Concet 3: Stange Attractors

WALT ERICKSON

Strange Attiractors.  Stephen Pdronio Dance Conpany daices to
music by Pbcebo, Michad Nyman, and Bmes Lavelle. Octobe 17,
Joyce Theger, New York, NY. Through Gtobe 22.

Strange Attradors, which marks the 15t anniversary of the Steven
Pearonio Dance Conpany, is an eveningdength daace in two pats
where new music, sallpture and fadion join as one. Petronio's
beautiful dances engaged in aggresive, physcaly-chamged
movements.

According b chaos theory, a strange attracor is a moving and
magndic focd point in a seemingly chaotic field. This two-part
piece included a Préude which usel music by Phcédo entitled
"WithoutYou I'm Nothing" (vocds by David Bowie).

Pat | was dancel to a haf-hour commissioned score by Michad
Nyman. His music, usng his usual instrumentaton of grings, flutes,
saxes, piano and eectric bass is typical Nyman; he hasa way of
stresing cetain unusid pats of the phrag -- and this face of his
musical languagye genemrtes his individual sound. Puking with
romantic strings, this lyric sore is heavily reminiscent of his sore
for the film Gattaca. Themen, wearing gry shiny satin pgamas,
reinforced this comparison, for these costumessuggested the mld and
stark depiction of the future thatthe film portrays.
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The dances expettly creged patemsthat reached and yerned along
with the lushness d the nusic. In a few moments, Petronio
interestingly kept the dance's moving after seggments of the music
enda or befre they began. Thele was certainly a richly romantic
undepinning hee that revealed a <ofter, more gentle sde to
Pearonio's choreogrgphy. Clealy, Petonio adieved his goal of
making te dance "beamme romantic without becoming sgpy." (A
metaphorfor Nyman'smusic?)

With Pat I, the mood sifted ebruptly as the dances jumped ono
stage in unison. Much more combative than the first part, the dance
featured more patnering and physca interaction. This definitely
matchesthe trip-hop axd popambient sore by Janes Lavelle, oneof
Britain's foremost undeground nusic makers. This dl ocars
beneath areflective environmental stage set composel of two large
discs of polished aluminum (They looked like the mirrors that one
sees up high in the mrners of convenience storesthat are an intended
anti-theft device) Designeal by the sculptor Anish Kapoor, the se
provided an interesting, albdt blurry, second way for the audience to
watch the dancers if they so chose

Bowling for Musical Riches

MARK AL BURGER

214 AnnualNev Music and At Festival. Matthew Malsky's Andent
Devices Tom Lopez's Aspect Ratio#, Eric Chasalow's The Fuies,
and four sdections fom Carl Stnés Guelagugza. October 26.
Kobacker Hdl, Bowling Green State University, Bowling Green,
OH. Through Qctober28.

21g Annual New Music and At Festval. Dennis DeSantiss
Breaking Trining, Paul Nauet's Sprit, G. Bradley Bodine's
Rhapedia, Jan Milew's Awakeiing, Vladmir Tosic's Dual, Karl
Korte's Distant Pentachords, and the Midweg premiere of Tery
Riley's Tread on he Trail. Octobe 27. Bryan Recital Hall, Bowling
Green Stte University, Bowling Green, OH. Through Qctober28.

21¢ Annual New Music and Art Fegival. Amy Kuceras David,
Mikel Kuehn's Double Labyrinth, Terry Riley's Ritmos and Melos,
Robet Gibson's Mirage Toru Takemitsu's A Bird CameDown The
Wadk, and Annette LeSiege's Refledions. Jffrey Hasss Keyed Up,
Alice Gmez's Bonanpak Robet J. Frank'sPart of the Wind, Joseph
Koykkar's Impulse Burton Beeman's Playthings, arnd excerpts from
Terry Riley's Chantng the Light of Foresight  October 27,
Kobacker Hdl, Bowling Green State University, Bowling Green,
OH.

214 Annual New Music and At Festival. Anthony lannacone's
West End Exyress, Braxton Blake's Dorothy Parker Songs and
Jennifer Higdon'sBlue Cathedral, performed by the Bowling Green
Phiharmonia, conduted by Enily Freeman Brown.  Shder
Mahong/'s Fag Forward (with flutist Kathryn Thomes Umble),
Warren Goodh's The SbnesSpeak of Eternity, and Evan Chanbers's
Polka Nation, peformed by he Bowling Geen Wind Engmble,
conduded by Buce Moss Octobe 28. Kobadker Hall, Bowling
Green State University, Bowling Green, OH.

214 AnnualNewv Music and At Festival. David Crumb'sSoundings
Joe L. Alexander's Two Bryant Songs William Ryden's ThreeRags
for Violin and Vbla, the American premiere of Terry Riley's Olson
IIl, Yung Wa Son'sPrayers in the Wind, and Jason Edardt's Tangkd
Loops October 28. 18h-Century Gallery, Toledo Museum of Art,
Toledo, OH.



Much of Bowling Green, Ohio, lookslike just about any gnall town
in the Midweg, butit is honme to afine state university and oneof the
greaest new-music fedivas in the county. The 214 Annual New
Music and At Festival welcomed Fedured Conmpose Terry Riley
and Speid Guests Carl Stne, Ingrid Gordon, Alexa Sill, Freda
Herseth, and Corinne Imbeiski and Anh Nguyen of the Detroit
Dance Colledive, in a simulating threeday event which began on
October26.

Computer-musc gumu Sbne performed four sdections from his
Guelagueza to kick off the first evening'sconcett at Kobader Hall.
This large-saale enigmatic work was commissoned for 20t Century
Forum's 1996 Chad of the Chimes concet in Oakland, CA. After a
haunting, cyclical, new age / minimalist opening, Stone boke nto
more rauoous terrains, gyrating medly to the distorted, funky
sanples.

Matthew Malsky's Anciert Devices (19931999) paformed by
clarinetist Kevin Sdiempf in consrt with live computer processing
began & an updded Rhapsdy in Blug, beore finding its way into
Rdchian hoketing. There were plenty of angular and disonant
gesturesin the mix as well asan extended seuence of smple and
effective castanet samples.

Tom Lopez found aother, more Cageian, type of interaction in
Aged Raio# (2000) where a video traking g/stem enabled dancess
Cdesta Haragti, Imberski, and Nguyen to control and shape the pre
programmed computer music. As the peformers moved into the
offstage cameras narow field of vison, which ran diagonaly
downgtage b upgage, music was triggered by heir movements. One
initially had a sense of clear delineations béween triggeed music
and slence, leading © a realization that the individual dancers {via
postioning, motion, and @stuming) controlled different kinds of
sounds Ultimately a thorough bending of musics and gesures left
oneto smply marvel a the synthess.

The Furies Eric Chasalow's séting of four poems by Anne Sexton,
was wondioudy redized by the glorious soprano Deborah Norin-
Kuehn, to the acompaniment of music genemated initially at the
Columbia-Princeton Eledronic Music Cetter ushg nodified
classicd analogue studio techniques Norin-Kuehn's pure tone
beauifully interacted with music that was much more than merely
furious, in sdtings that dten did not take the obvious course, such as
in "The Fuy of Guitars and Sopanos'

Flutist Stll and marimbist Gordon were the dazling featured duo n
three works on Cctober27 in Bryan Recital Hall: Dennis DeSantis's
Breaking Training (2000) Paul Nauett's Sprit (1998) and G
Bradley Bodinés Rhap®edia (1999) The former was an energetc
exercisein virtuosty, and the middle a beattiful interweaving of solo
and duo ines. Thelatter offered an eventful, episodic, vely dealy-
structured work that evoked Greek and Cétic music, Morse Code
and slghthints ofjazz.

Jean Milew's Awakering uppel the sound ate asa tio for marimbist
Roge B. Sctupp ad pecussionists Michael Sander and Kevin
Clyde This is a three pat work of sleeping, dreaming, and
awakening with plenty of unsdtling axd evocatve "night music."
The compose showed grea restraint in only calling for one gong
stroke, and oftly atthat, in the oncluding setion.

The Dual of Vladimir Tosic was a @opegtion, rather than dué, for
pianists Marina Chanag/n and Edgado Séinas If Milew was spare,
Todc was spare in aminimalist reducion of meterials that conssted
of only two complementary lines and amelodic sefes of eight tones
that was quite pleasng. Distant Pentachords by Karl Korte, found
flutist dudith Bently and a pageturner/wind-chimest responding ©
intriguing digital audio resources
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A gred revelation was Terry Riley's Tread on he Trail (1965) in
what was undoubedly its first performance in the Midwesg. This
SonnyRdlins inspired work brings the anmated hocketing of In C
into a jazz context with a leadsheet of five melodies, eachbased on
the rhythmic gructure 3-2-5-3-4-4-5-3-5-2-3-2. Eah gppeaing,
catchy, kicky melody is first stated in unison axd then restated
hypnotcaly and energeicdly in a free counemoint which varies
from peformance to paformance An exciting fudent ensemble
placed pars of basesand mallet percusson (Nathan Bersée Jason
Hogue Cak Parks, and Clyde) on éther side of an amost dixieland
band lineup of chiinetist Sard Labovitz, ato saxophonst Chung¥u
Lee, trumpeter Mark Nixon, and tombonist Kris Morron. Each wind
player took aturn at standing up - notfor a solo, but-- to signalthe
gradud return to unison ater extended contrapuntl adventures

Amy Kuceras David (1999) had something © sa to al of this with
the glowing voices of the University Women's Chows, direded by
Mark Munon, with pianists Stacy Bardlos and Bogda Minut,
beginning aconcet later that day in Kobadker Hall. Paticulatdy in
the first movement, repregenting David's anointing & king, Kucer
found he own pos-minimal beaity in a mix furtherinspired by the
polychoral motets of the renaissance Gregorian chant, baioque
cantatas, and Balines keak. The third movement, on the Absdom
story, was more episodic and narative in naure, and cetainly not
withoutits pognancy.

Double Labyrinth (1999)found Mkel Kuehn inspired by a dfferent
isdand nuse that of Kesauan, the Indoneian word for "unity." Still
and Cordon were inspired as well in redizing tis difficult and
focused music.

Violinist Beluska, pianist Laura Meton, and pecussonist Schupp
were similarly challenged in Riley's Ritmos and Melos (1993) an
arresting twwo-movement work that was premiered svera yeas ago
in the San Francism Bay araby David Abel, dulie Steinbeg, and
William Winant. The senauous, exotic (a times almost Lou
Harrisonesque dbeit pecussvely funkier) lineswere well realzed in
this Ohian incanation, and te 78 "Ritmosthapsody" sedion
transported listeners to another world.

Mirage by Robet Gibson, was a more solemn take on te
otheworldly, lovingly broughtforth by a bevy of ten flutists (Quiao
Zhang, Jessica Brown, Chiisty Jensk, Liz Farney, Jennifer Aros
Jessica Levy, alto flutists Donna Davies and Michelle George, and
bass flutist Kalee Catton), conduded by Lesh Martindak.
Rdatedly, oneof Toru Takemitsu's last works, A Bird CameDown
the Walk (1995) took flightin the sill motionsof violist Nancy Budk
and panist Melton.

Anndte LeSiege then rousal everyone wth her manic, militarist
Reflections (1999) hemwicaly enlivened by the BGSU Pecusson
ensanble in a work sweetened by African dumming and appeding
antiphony.

Yet athird concert for the day began smokily and dangeously in
Jdfrey Hass's Keyed Up (1995) a resoundingly simulating our-de-
force for the keyboadists of Duo Sobse, graced by ademongrative
electronic tape  This was followed by Alice Gomez's wondeful
Bonanpak (1999) where tubist Velvet Brown aaompanied by
Melton, provided energetic virtuosty to a music intriguingly
informed by such disparate sources as Mayan culture, post-
minimaism, and Vaughan Williams.



Part of the Wind, by Robet J Frank, found Native American
inspration in the poem Tumbleweed by Ramona Carden, nicely
redlized by oprano Myra Meritt, with flutiss Bently and
percussionist Clyde Next, the impulsive Impulse of Joseph Koykka
found panist Robert Saterlee engaged in through-composel exciting
minimaist adventuresthat dowly traversed in tond focus from E-fl at
to A-flat via B-flat. Penultimately, Burton Beerman appeared as a
lotus-postion svami-Schoenbeg darinetist compose in Playthings,
a mydtical dance with Haras#i, Imberski, and Nguyen, in a
choreogragphy by Zrzi Mészaros and Nguyen.

The final event of an eventful day was Absolute Zeo Saxophme
Quartet's pefformance of two excempts from Riley's varied Chantng
the Light of Foresght the slemn beautiful chorale "Ferdids Deah
Chant" and dizzily contrapuntal "Chanting te Light of Foresight"

The final day of the festival broughta change of venuein the 18th-
Century Gallery of the Museum of Art in Toledo. The three works
which made up he first haF of the progran were reviewed by Brian
Bice, in an atticle which may befound béow.

Therealizaton of Riley's Olsen 111 (1967)seened paticularly suited
to the gented surroundigsof the gdlery. In marked contrag to the
spicy uptenpo first peformance in Stockholm, this American
premiere was sober, dignified, and pure with an eaty music qudity
to the voes. Arrayed in front of the piano from audience left to
right were a kalanced ensemble of clarinet, sqoramo, ato recader,
bass tenor, clarinet, violin, contrabas, melodica tenor, dto, and
clarinet In the sprit of In C, the music condsts of progressively
realized fragments in multiple repeitions each beginning & the
discretion of eah individual player. Unlike its famous predecessor
however, this music is bascally vocal, complete with an unfolding
appropriately minimalist text; has no aded high-note piano puke
(although 1t cetainly pulsaes), and is even more stipped down
rhythmicaly: al the nots are of one rhythmic vdue. Anothe
revelaion.

Yung Wa Son'sPrayers in the Wind proved another gill easern
music somewhat aong the lines of the Takemitsu. There were
moments of glowingly high hamonics from flutists Kathym Thomnes
Umble and Réecca Meier. Peany Thonpson Kruse and Stven
Kruse carried on in fine style for a he rollicking finale that was
William Ryden's ThreeRagsfor Violin and Vbla (1988)

The final concet in Kobacker Hall was a doubk bill of the Bowling
Green Phlharmonia, conduded by Enily Freeman Brown, and Wind
Enemble, directed by Bruce Moss. The brmer chuggel out with
Anthony lnnacconés West End Express (1997) a winning work of
working-on-the-railroad motiv esthat would make a fine curtain raiser
anywhere. Thetenor was varied in the four selectionsthat congitute
Braxton Blake's Dorothy Parkeg Songs where the achedra was
joined by the vibrant soprano Herseth. Throughait, Blake made
fascinating musicd choices including favoring energy ove eroticism
in the final "Little Old Lady in Lavender Silk." Jennifer Higdon's
Blue Cathedral had boh ertic and iritual ovetonesin an exotic,
Crumb-informed music of intelligence ard attistry. The final ethereal
murmurs from tens of ddicae Chinese "musca balls' satered
throughoutthe orchestra, hakened back to the opening peés of bels
and caried oneforward to aheavenly sphere
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The Wind Ensenble ard anmplified flutist Umble then checked in
with Fag Forward (1998) a sparkling work by Shder Mahoney that
suggested new and ecciting drections. Yes, an amplified acousic
soloist soundsgrea with a large group, enabling accompaniments
that need not dummy down orchedrationally whenever the sdoist
enters. This was adevil take the hindmost impetuousplunge abng
the lines of Stavinky's Piano Conerto and me of Bang on a
Can's chamber works, whereeveryoneges a chanceto shine.

The SbnesSpak of Eternity was Warren Goodh's well-crafted take
on noving from the universal to the pesond (somewhat dong the
lines of "For God, for Ametrica, and for Yae!"), beginning in the
"Monoliths" of Ice Agesard ending with a "Monunent” to a fallen
student.  For Gooch, pre-history conjures up a sirreal mix of
medieval organum, duster chords animated percusson, and even a
little bit of Berg. His "Petroglyphs' left pointed quesions about
source materia (in this cese Native American) and usge, while his
"Comerstone" took the hymn "Founddion" out for a gentle lvedan
spin. Theconduding movement broughtanother hymn into a stew of
referencesto the ealier movements. The pasond becomes universd

yet again....

And geaking of Ives the grea early 20th-century compo<er couldn't
have doneit any bdter in the ealy 21g-century (or are we thereyet)
in a loving ye wicked homege Polka Nation by Evan Chanbers.
This music turned on adime -- threaening, witty, laugh-out loud fun,
ear-splitting, ugly, dangeous. Chanbersddivers aonetwo pund in
two-four ime.

And © does the Bowling Green New Music and At Festival in any
time, particularly this time, their magic 21st year in the perhaps
beginning of the 21stcentury. Director Burton Beerman and past
director Marilyn Shude should be congratulated on heir efforts in
keeping aworld-dass festival thriving.

View from Toledo

BRIAN BICE

Bowling Green University Music Depatment presents its 214
AnnualNev Music and At Festival. David Crumb's Soundings Jce
L. Alexarder's Two Bryant Songs William Ryden's Three Ragsfor
Violin and Vbla, the American premiere of Terry Riley's Olson |lI,
Yung Wa Son'sPrayers in the Wind, and Jasn Edkardt's Tangkd
Loops October 28. 18h-Century Gallery, Toledo Museum of Art,
Toledo, OH.

David Crumb's Soundngs (1994)is an intereging work for clarinet,
bason,and piano (performed here by Kevin Shempf, Nancy Lutes,
and Robet Saterlee). Crumb combines nonteleological apeds of
recent music with extended piano writing techniquesexplored earlier
in the century. The three instruments share various melodic lines
throughout At the onsé, a tremolo condantly sounds giving the
piece a sanewhat wunstable feeling. The camposer tends to awoid
large instrumental ranges in the thematic idess. While Qumb
"striv[es] for a dfinite sense d comprehensibility,” the pece is
neverthdess had to undestand. This was due, in pat, to the wealth
of ideaspresented -- such richnessthat paredoxically made for much
listening pkasire.



Two Brant Songsby Dbe L. Alexande, arebagd on he podry of
William Cullen Bryant and se for soprano, clarinet, and piano. As
many, Alexander atempts toimitate the imagery preserted in the text
through he music. Here, when the text referred to a bird, the clarinet
warbled a light, flittering heme. As with more traditiond vocd
music, the melodic ideas are dften exchanged between voice and
instruments. Both songshave textural, color and timbral similarities.
The seond ©ng (‘Novenber") utilizesa much wider rangethat the
first ("These Prairies Glow with Flowers'), and wes the more
engaging. The tvo songs however, are boh quie chaming and the
peformers (Deborah Norin-Kuehn, Shenpf, and Jae Sobse) did a
wondeful job.
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Jason Edkhardt's Tangkd Loopswas one of the more brilliant pieces
on the program. This was more of an ensemble pie, rather than a
saxophonesolo with piano. The work's perpetual motion continued
without much of a bre& urtil the emd. Themetic ideas were well
nigh incessantly bouned amund béwveen the players. Despite
having little that could be distinguishable as a melodic line the
listener could get a serse that the ideas ard motives introduced
towards the beginning reped throughoutthe work, butin no obvbus
manne. Combining this aped with the wide range ad leaps in the
ingrumental pats made for a vey gppealing work.  This
peformance by bhn Sanpen and Marilyn Shudebroughtoutdl the
best qudities



Calendar

December 1

San Francism Synphony, conduded by Michael Tilson Thonas in
Takemitsu's Ceremonial and Beg's Violin Concerto.  Davies
Symphory Hall, San Fraacism, CA.

Starford Chamber Chorale. Memorial Church, Stanford Univ ersity,
CA.

John Coigliano aad hs String Quartet No. 1. Williams Hall, New
England Consgatory of Music, Bosbn, MA.

The Music of Lei Liang. Keller Room New Englnd Conswatory,
Bogon, MA.

December 2

Britteris The Little Swee, direded by Harriet March Paye. Goat
Hall, San Francism, CA. Through December 17.

December 3

Starford Wind Ensemble.
University, CA.

Dinkelspel Auditorium, Starford

NEC Pecussion Engmble.
Congrvatory, Bosbn, MA.

Jrdan Hall, New Enghnd
December 4

San Francisco Conemporay Players in Chou Wen-chung'sEchoes
from the CGorge, Harrison's Simfony 13, Tanakas Polarization,
Festingets Crossfire, and Bazdon's Propulkions Yerba Buena
Center for the Arts, San Frarncisco, CA.

First Monday Jordan Hall, New Engbnd Consivatory, Bogon,
MA.

December 6

Kyle Gann'sCuster and Siting Bul. The Kitchen, New York, NY.

67t birthday of Henryk Gérecki.

December 7

San Francism Synphony, conduded by Michael Tilson Thonas in
Robin Holloway's Third Concerto for Orchestra. Davies Synphamy
Hall, San Frarcisco, CA.

NEC Wind Engmble.
Bogon, MA.

Brown Hal, New Engbnd Conswatory,

December 9

Nancy Bloomer Deussen's Conceto for Clarinet and Srall
Orchedra performed by the PRdo Alto Philharnonic Orchestra.
Cubbely Theder, Pao Alto, CA.
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December 10

87th anniversay of the birth of Morton Gould.

Nancy Bloomer Deusgn's Sing Nowd peaformed by the Cantabile
Children's Chotus, Los Altos Methodist Chuich, Los Altos, CA.
December 11

92nd brthday of Ellio tt Carter.

NEC Youth Synphory. Jrdan Hall, New England Congatory,
Bogon, MA.

December 13

NEC Synphony n the premiere of Elliot Schwarz's Mehitabels
Seenade plus Roussés Petite Suite.  Jordan Hall, New England
Congrvatory, Bosbn, MA.

December 14

Cdlithunpiano Consrt. Brown Hall, New England Congvatory,
Bogon, MA.

December 16

San Francisco Synphony h Prokofiev's Peer and te Wolf. Davies
Symphory Hall, San Fraxcism, CA.

December 18

Junior Massahusdts Youth Wind Ensenble.
England Consatory of Music, Bosbn, MA.

Jordan Hall, New

December 22

NEW MUSIC Open Performance Party. NEW MUSIC House, 9
Cregwood Drive, San Rafe, CA.

December 26

74th birthday of Earle Brown.

December 28

104t anniversary of the brth of Roge Sesions

December 30

96th anniversary of the birth of Dmitri Kabalevsky.



Chronicle

Octoberl

Chen Yi's Duo Yeperformed by Xiaomin Liang. Welill Recital Hall,
New York, NY.

October2

San Francisco Conemporaty Music Players in Caters Tempo e
Tempi, San Martin's Rhondabouyt Martino's Serenata Concetante,
and Kim's Now and The. Yerba Buera Center, San Framncisco, CA.
"Kim's 10-minute cycle, from 1981, sets texts by Chéhov, Yeats and
Beckett" [JoshuaKosman, San Francisco Chronicle, 104/00].

Fdlas Sute Popubr Espafioland Berio's Sequenza XI. Jadan Hall,
New England Congwatory, Boston, MA.

October3

Eighth Bladbird peforms Lang's cheating, lying, stealing, Crumb's
Vox Balaenag Rzewski's Coning Togé¢her, Tower's Peroudhslates,
and Kellogg'sMysterium. Miller Theatre, Columbia University, New
York, NY.

Conposrs Conmrdance preents Ligei's Etudes Lee's Trio No. 4,
Hardish's Sonoities Il, Kramers A Game Pérson's Stinging,
Chanberss Endangeed Speies 2, Lehrman's Sonaé for Violin and
Piano, and Hylas We Speak Etruscan. Frederick Loewe Theatre,
New York University, New York, NY.

64t birthday of Steve Rech. New York, NY.

October4

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Mahler's Symphony No. 7. Davies Synphony Hil, Sax Fraxcisco,
CA. "The combination of Mahler, Michael Tilson Thonas and te
San Francism Synphony makes for a prety reiable powerhouse
nowadays' [Joshua Kosman, San Francism Chionicle, 10/6/00].

Premiere of Glass's SymphonyNo.5. Brooklyn Academy of Music,
New York, NY. "Its subject is, bascdly, everything. A 12-
movement, 97-minute work for orchedra, chorus, children's chormus
and voa soloists, it beginswith the Hindu 'Geat Hymn of Creation,
which descibesa time before the cieaion of the universe and ends
with the 'Dedication of Merit,' a Buddhgt prayerin which oneasks to
be worthy 'to dispel the misely of the world! Beween them are
thoughs on love evil, suffeiing, compassion, dedh, judgnent and
paadise in that order, drawn from Jewish, Christian, Muslim,
Mayan, Hawaiian, African and Asian saced texts and podry. ... 'l
called it asymphony ether than an oraorio beause | didn'twant it to
be seenas areligious work,' Mr. Glass said" [The New York Times].

October5

Joan Jearrenaud. Yerba Buera Center for the Arts, San Francisco,
CA.

Z Program 8 (Infinity), with Panela Z, Miya Masaoka, and TheQube
Chix. Theater Artaud, San Francisca CA.
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Lynn Torgoveand Kayo lwama in Prokofiev's Five Songson Poers
by Anna Akmatova and Hindemith's Nine Engish Songs Jrdan
Hall, New England Consevatory, Bogon, MA.

Tcherepnin's Partita for Accordion, Bernstein's Sonaa for Clarinet
and Pano, Hindemith's Sonaa for Flute and Pano, Stavinky's
Three Piees for Clarinet Sob, and Pouénc's Snat for Clarinet
and Pano. KellerRoom New England Consevatory, Bosbn, MA.

Bret Battey's Uroborous-- Lightand $und Jack Straw Produdions
Sesttle, WA.

October6

Chen Yi's Fiddle Sute peformed by the Singgore Synmphony.
Singgpore. Through November 11, Lucerne, Switzedand.

October7

Premiere of J&e Heggie's Dead Man Walking. War Memorial Opera
House, San Fraacism, CA. Through Qtober 28. "[W]ith such

strong forces at work in this new opes, it is sal to report that its

music fails to show up.. .. Wherea most composers appeal to the
pubiic for approva, [Heggie] hasgoneto performers. Principaly a
writer of songs Mr. Heggie is a proficient flatterer of the human

voice. . . . [A] series of important singers, chamed by he easy,
unthreatening flow of his music, not to mention his consierable
persona gpped, have carried the Heggie name to the public in their

coneetts. . .. [N][ice asMr. Heggie's nmusicd gifts may be,they are
no netch for the explosive issues and episodes entrused to him.

Singe's are accommodated, schmoozel and maede comfortable; and
when high diama is required, Mr. Heggie givesus a drunroll, a few
timpani whacks and a bress crexendo. . . . Theae is nothing

musically offensive about Dead Man Walking, but to paaphras
Gertrude Stein, there's mot much there there. The aesthetics of

ingratiation take an attist only so far, and this is subjed matter with

far greaker neals. . . . Heggie would have donewell to turn his
orchegration ove to a professonal' [Bernard Holland, The New

York Times, 100/00]. "Tha Heggie, 39, can write a beauitiful

melody and embellish it with lush tond harmonies deived from

Stauss and Debusy was never in doubt [Joshua Kosmen, San

Francism Chionicle, 100/00]. "I do notknow who will composethe
first grea opera of the 21¢ century. But| have a very good dea of

how it will bebom, and it will notresemble the geness of Dead Man

Walking. The ompose will approad the director of an opem
company with the subjed, the concet and the style of the work he or
she is buming o write.. .. | also do notknow what the first gred

opeaa of the 21g century will sound Ike. But | have anoton tat it

will not be composedin a rrusical languayethat Pucéni or Straussor
Berg mastered early in the last certury" [Allan Ulrich, The San

Francism Exaniner, 10/22/00].

A Conert in Honor of David Diamond's 85t Birthday Piano Trio,
Perpetual Motion, Canicle, Violin Sonaa No. 1, and Cdlo Sonda
No. 2. Merkin Concert Hall, New York, NY.

Ellen Tadfe Zwilich's Millennium Fantasy for Piano and @chegra
performed by the Westmoreland (PA) Synphony Qchestra.
Westmoreland, PA. Repeated October 8.



October8

Patti Deuter in Debussys Pour Le Piano and La Plus QuelLente, and
Poulenc's Nocturnes. Melissa Smith in Poulenc's Trois Noveettes
Eliane Lust Studio, San Francisco, CA.

Met Chanber Ensenble in Schoenbe's Seenadeand Stavinky's
Histire du soldat Weill Recital Hal, New York, NY. "Hearing
them in successon, you were struck by the similarities betveen
compoers thought to be a odds duiing the peiod" [Anthony
Tommasini, TheNew York Times, 10/1/00].

October9

Iceland Synphony Qchedra in the pemere of Atli Heimir

Svdns®n'sicerap 2000 Carnege Hall, New York, NY.

October10

Composers, Inc. preserns La Roccas Credo, Moe's O Vas Omres,
Winges's Wishes Night, and excepts from Randss Cani d'anmor and
Thomson's Four Sants in Three Ads. Green Room Veterans
Building, Sax Francism, CA.

Specdum Musicae, with Susan Narucki, in Carter's Tempo e Tenpi,
Murail's Désintegrations Xenakis's Eonfa, and Varéses Ecuatorial.
Miller Theater, New York, NY.

October11l

2021 Cub: Renée Fleming. Miller Theare, Golumbia University,
New York, NY.

October12

San Frncism Synphony n Koddy's Hary Janos Sute and
Lutoslawski's Concerto for Orchedra. Davies Synphony Hil, San

Francisco, CA.

Chen Yi'sEleanors Gift. Roosevelt University, Chicago, IL.
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Ensmble 21 pesents pianist Marilyn Nonken in Ivess Sonat No.2
("Conmrd, Mass 18404860") and Finnissy's North American
Sprituals and Kemp's Morris. Miller Thedre, Golumbia University,
New York, NY. "You ould tolerate not heaing Ives's "Conaord"
Sonaa too often -- oddly few pianists offer it -- if every performance
were asfresh, as inviting, ascogent and asddectable in sound ad
gesture as Marilyn Nonken's. . .. Ms. Nonken is a pianist from
music's leadng edye, assciated with new works and with pieces
whos challenges have withstood te last hdf century, pieces like the
Barraqué Sonata. . .. Conmrd, for her, isan old friend and a cassic,
and $ie made it sound & fluent asSchubet if, like Schubet, proneto
eddiesand grangenesses in the nmusicd flow. Her dominant qudities
would be advantages in any music: lightness in attack, claity of
texture singing lines (and s$nging donds) vaiety of nuace,
certainty in defining dimaxes and in moving toward or away from
them, a s@se hatthe end of a novement must matter, aswitnessher
deft condusion © a brilliant acount a once fantastical and
pumposful, of the "Hawthome" movement, or her way of making the
disintegration & the end of "Thoreau" secure and dfirmative. . . . As
its titte implies, North Anerican Spiituals, like the "Conoord"
Sonad, uses American vernacular meterial. But where Ivess music
has the fed of finges -- asif it were a tour of the county finding
everyone playing te piano, playing hyms in churdhes songsin
palors, ragtime in saloons marches and qualrilles in community
hdls -- Mr. Finnisg/'s sources are discovered in a more distant and
rarefied fashion. At its best, and héped by abeaitiful peformance,
his piecesuggesed a negleded churchyard, with tombs (hymns and
spirituals) garlanded by ivy, their insciptions patly effaced by
lichens. Kemp's Morris found Ms. Nonken, always precise and podic
a the keyboad, no less 0 when raising he ams to play the little
bell's attached to her fingers" [Pau Griffiths, The New York Times,
10/17/00].

October13

West Coad premiere of Glass's SymphonyNo. 5 in 12 Pars. Orange
Count Peforming Arts Center, CA.

Welill at Heart, directed by Harriet March Paye, with Mark Alburger,
Diana Landau, Douglas Mandel, and Shaon Walters. Goat Hall,
San Francism, CA. Through Gitober23.

Experimental Frontiers: Cage, Feldman, Cardew, Young, Brown.
Williams Hall, New England Congwatory, Boston, MA.

October14

C'ed Poulenc!, with Pati Deuter, MelissaSmnith, David Sasav, Anne
Oliver, Elizabeth Lee, Michael Kimbel, Ednund Kimbell, and
Kathleen Johannessen. Sanchez Conett Hall, Padfica CA.

October15

Haskell Small in his Symphonyfor Sob Piano. Ishikawa Prefecturd
Museum of Art, Kanazava, Jgpan. Repeded October 22, Hayama
"[Symphony receéved its world premiere in April 1999 a
Washington DC's Phillip s Colledtion. It was sibsequently performed
in New York City at Golumbia University's Miller Theare in May of
that yea" [Internet rdeasd. "[A] saiousand subsential compostion
that deseves a pemanent place in the keyboad repertory" [Tim
Paye Washington Poslt



JJ Hollingsworth's For Five and Gabriel's Calling, Max Simoncic's
Sonaha de Canera and Eight Thousind b the Bar, Thomes Gosss
Urid's Flame, and Alexis Alrich's Six Up, peformed by Bgy Brass.
Old First Presbyterian Chuich, San Francisco, CA.

Nancy Bloomer Deus®n's Rdlections on the Hudon peformed by
the Baytown Synphony Qchestra, conduded by David Coder.
Rundél Auditorium, LeeCollege, Baytown, TX.

October16

Left Coast Chanber Enemble in Zhou Long'sSpirit of the Chimes
and Chen Yi's Sound ofthe Five. Green Room Veterans Building,
San Francism, CA.

John Zon presents Music of Masada Merkin Concert Hall, New
York, NY.

October17

CygnusEnsmble in Scés's Ruckedi Gucke, L'Ame Alée, Sai, and
Violin and C#o Duo, Dondoni's Guitar Solo, ard Morris's Guitar
Duo. Merkin Concert Hall, New York, NY.

October18

Cogan's Aflame in Flight and Eight Poens of William Bronco:
"Beyond" Vesion, Crawford's Diaphont Sutes No.2 and No4, and
Escot's Visione87. Jordan Hall, New Englnd Consivatory, Boston,
MA.

October19

San Francism Synphony n Britten's Four Sea Interludes from Peter
Grimes and Shogakovich's Symphony No. 10. Davies Synphay
Hall, San Frarcisco, CA.

NEC Wind Enemble in Ligef's Sechs Mniaturen fir Blaser,
Grainge's arangements of Debusy's Bruyéres and Pagodas and
Schoenbeg's Theme and Varations Jordan Hal, New England
Congrvatory, Bosbn, MA.

October20

Arman Trio presrnts Benjamin Leess Piano Tio No. 2 ("Sient
Voices'). Auditorium Francis Pouénc, Paris, France. Through
November 8, Weill Recital Hall, New York (NY). "Slent Voices for
piamo, violin ard cdlo was premiered at the United States Hblocaust
Memorial Museum in Washington, DC on May 311998.... Leess
other major Holocaust work, Symphony No. 4 (Memorial Candkeg
was commissonal and pemiered by he Dalas Synphony n 19&"
[Internet rel ease].

October21
Elodie Lauen: 50th Yer Retospedive. The Four Pillars of
Common Ses. The Death of Don lian Multimeda/Cybercast,

www.theconstructioncompany.org

Hamza El Din, W.A. Mathieu, Joan Jeanrenaud, Tery Riley, and
Devi Mathieu. Zellerbach Hall, Berkeley, CA.
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Throatsinging Conpetition Fesival.
Berkeley, CA.

First Congegationd Church,

Eugene Kim in Ligeti's Sonah for Sob Celo. Williams Hall, New
England Consgwatory, Bosbn, MA.

Musicians and Paitics: Cultural Rewlutions of the 20th Century.
Williams Hall, New England Congwatory, Boston, MA.

Kurt Weill's Lady in the Dark. Brooklyn Academy of Music, New
York, NY.

Rogue Valey (OR) Synphony peforms Elen Taafe Zwilich's
Millennium Fantasy for Piano and Q@chestra. RogueValey, OR.
Repeaed October22.

October23
77th birthday of Ned Rorem.

Eaplay peforms Torékai's Fuse VII, Blumbeg's Daedalus and
Icarus, Mamlok's Polarities, Berger's in this month are smples
gathered, Dugge's On Spring's Eve and Edkardt's Echoes White
Vdl (performed by bhn McGinn). Yerba Buaa Center for the Arts,
San Francism, CA.

October24

Pati Monsn in Bresnick's Congiracies, Dick's Afterlight, Higdon's
Rapd Fire, Mdtzers Rumos, and Reich's Vermont Coungrpoint.
Merkin Concert Hall, New York, NY. "Vemont Coungrpoint . . .
offered a connant, chirpy, rhythmically interlocked baddrop of
flute and picoolo lines againg which Ms. Monon's live solo line
danced, moving into the harmonies and around he rhythms" [Allan
Kozinn, The New York Times, 10/28/00].

October25

San Francism Synphony h Holst's The Plands and Messaen's Les
Offrandes Oubliées DaviesSynphony Hil, San Francism, CA.

NEC Chorus in Orff's Carmina Buiana Jordan Hal, New England
Congrvatory, Bosbn, MA.
October26

Core Ensenble in Kernis's Air for Cdlo andPiano ard the premiere
of Baley'sNew Trio. Indiana Sate University, Terre Haute, IN.

All-Copland Pano Reital. Williams Hall,
Congrvatory of Music, Boston, MA.

New Englnd

NEC Jadan Winds in Jones's Skéches from Middle Eath, and the
Stucky arangement of Purell's Funeral Music for Queen Mary.
Jordan Hall, New England Consevatory, Bosbn, MA.

214¢ AnnualNev Music and At Festival. Matthew Malsky's Andent
Devices Tom Lopez's Aspect Ratio#, Eric Chasalow's The Fuies,
and four selections from Carl Stonés Guelagueta. Kobacker Hall,
Bowling Green State University, Bowling Green, OH. Through
October28.



October27
73 birthday of Dominick Argento.

New Music 101 peseaits Stockhausen's Lucifer's Dream and Kagels
Oral Treason: A History of the Devil. College of Marin, Kenffield,
CA.

Aaron Kerniss Symphony No. 2 peformed by the Louisville
Orchedra. Indiana State University, Terre Haute, IN.

Absdute Ensenble in Scrtchband music o The Beatles, Jimi
Hendrix, John Adams, Miles Davis, Steve Reich, and Marc Anthony
Turnage. Miller Theatre, Golumbia University, New York, NY.

214 Annual New Music and At Festval. Dennis DeSantiss
Breaking Training, Paul Nauet's Sprit, G. Bradley Bodine's
Rhapedia, Jan Milew's Awakeiing, Vladmir Tosic's Dual, Karl
Korte's Distant Pentachords, and the Midweg premiere of Tery
Riley's Tread on he Trail. Bryan Recitd Hall, Bowling Green Stte
University, Bowling Green, OH.

21¢ Annual New Music and Art Fegival. Amy Kuceras David,
Mikel Kuehn's Double Labyrinth, Terry Riley's Ritmos and Melos,
Robet Gibson's Mirage Toru Takemitsu's A Bird CameDown The
Wadk, and Annette LeSiege's Refledions. Jffrey Hasss Keyed Up,
Alice Gmez's Bonanpak Robet J. Frank'sPart of the Wind, Joseph
Koykkar's Impulse Burton Beeman's Playthings, ard excerpts from
Terry Riley's Chantng te Light of Foresight Kobacker Hall,
Bowling Green State University, Bowling Green, OH.

October28

The American Chamber Ensenble in Krein's Equises Hebraique,
Engd's First Sute, Weinbag's Grandnothe's Sbries and The
Maypole, Schiff's Divertimento from Gimpel the Fool, Shostkovich's
Trio in E Minor, and Prokofiev's Overture on Hebrew Themes. Weill

Recita Hall, New York, NY.

214 Annual New Music and At Festival. Anthony lannacone's
West End Exyress, Braxton Blake's Dorothy Parker Songs and
Jennifer Higdon'sBlue Cathedral, performed by the Bowling Green
Phiharmonia, conduted by Enily Freeman Brown.  Shder
Mahong/'s Fag Forward (with flutist Kathryn Thomes Umble),
Warren Goodh's The Sbnes Spak of Eternity, ard Evan Chamber's
Polka Nation, peformed by he Bowling Geen Wind Engmble,
conduded by Buce Moss Octobe 28. Kobadker Hall, Bowling
Green State University, Bowling Green, OH.

214 AnnualNewv Music and At Fegtival. David Crumb'sSoundings
Joe L. Alexander's Two Bryant Songs William Ryden's Three Rags
for Violin and Vbla, the American premiere of Terry Riley's Olson
IIl, Yung Wa Son'sPrayers in the Wind, and Jhson Edardt's Tangkd
Loops October 28. 18h-Century Gallery, Toledo Museum of Art,
Toledo, OH. Through Gctobe 28.

Seattle Oredive Orchedra -- with Philip Gelb, Thomasa Eckert, and
Cha Kirby - in John Cayés Ryoanji, ChiistopherShanin'sBy Night
and TomBaker's Three Piecesfor Stiings. Seattle, WA.

October29

Paul Bowles: Words and Misic. 92nd SteetY, New York, NY.
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Writers

MARK ALBURGER be@an playing the oboe and mmposng in
association with Dorothy and Jmes Freeman, George Crumb, and
Richard Wernick. He studied with Karl Kohn @ Ponona College;
Joan Panetti and Gerald Levinson at Swarthmore College (BA.);
Jules Langet a Dominican Colege (M.A.); Roland Ja&son at
Claremont Graduate University (Ph.D.); and Tery Riley. Alburger
writes for Commuter Times and is pubished by New Music. An
ASCAP omposr, he recently completed an opea on Chéhov's
Uncle Vanya and an oratorio (The Creation).

BRIAN BICE is a graduae music student, euphonum player, and
compoer a Bowling Green Stte University in Bowling Green, OH.

DAVID CLEARY's musc has been played throughoutthe U.S. and
abroad, including peformances at Tanglewood and by Alea Il and
Dinosaur Annex. A member of Conpo<ers in Red Sreaker, he tes
won rmeny avards and giants, including the Harvey Gaul Conteg, an
Ella Lyman Cabot Trust Grant, and a MacDowell residence Heisa
staff critic for The New Music Connosseur and 21STCENTURY
MUSIC. His aticle on mmposihng areers is pubished by Gae
Research and he has contributed CD reviews to the latest All Music
Guide to Rock.

PATTI DEUTER B Associate Edtor of 21ST-CENTURY MUSIC
and a By Area panist.

JEFF DUNN is a systems analyst and freelance critic with a B.A. in
music ard a Fh.D. in Educaion. He is anavid calector of recaded
peformances of 20h-century music, a dedicaed oper-goe, and a
compo<er of piano and voal music. His postmodenistic career has
included sints as a rangernaturdist, geologic explordionist, and
geography pofessr. He now sewes on he boad of diredors for
20th Century Foum and is a Bay Area correpondent for 20TH
CENTURY MUSIC.

WALT ERICKSON is a freelance writer/critic living in New York
City.

JANOS GEREBEN isthe Arts Editor of the Pos Newspaper Group.

MICHAEL MCDONAGH is a San Francisco-based poet and writer
on the arts who hasdonetwo poen/picture bookswith artist Gary
Bukovnk, Before | Forget (1991)and Once (1997) the former beng
in the colledions of the Musaum of Moden Art, The Belkeley Art
Museum, and the New York Pubic Library. His critical pieeshave
appeaaral in the San Francisco Chonicle, Sax Franciso Review of
Books 3 Peny Review, Calfornia Pintmaker, Antiquesand Fine
Art, The Advocde, High Peformance and In Tune He writes for
The Bay Area Reporter ard heads the Bay Areachapter of The Duke
Ellington Socety. He co-hosted nine ralio shows on KUSF with
Tony Qudtieri with whom he nowshares a classcal-music review
webdgte -- www.msu.edufuser/guatie3 -- which has aso bem
trarslated into Russian ard appears in Intell edual Forum.

D.L. MECKLER holds a dodorate in compostion from the
University of California, San Diego. He writes regqulady for Paris
New Music Review and 20TH-CENTURY MUSIC.

SCOT'T MENHINICK isthe Pomotion & Marketing Coodinator for
Gunther Schuller's GM Re®rdings,Inc.

DONALD M. WILSON teaches at Bowling Green State University
in Bowling Green, OH.
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