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Stefania de Kenesseyon the Derriere Guard, and the Pastand Presert
(With a Few Predictions Thrown in for Good Measure)

MICHAEL DELLAIRA

Born in Budapest, Stefania de Kenessey was educated at Yale
and Rinceton Uniersities, receiving he dodorate unde the
tutelage of Milton Babitt. She is a leading figure in the
current revival of contemporay tond/modd classical music,
and is the founde of The Deriere Guad, an dliance of
tradtionalist contenporary attists, architeds, poets, and
composers. Her operatic successes include The Monger Bed,
a comedy; and The Other Wise Man, a Ioliday fable,
preerted to critical acclaim by the Mannes Opera in 1998.
Recent commissions have included a concerto for trumpet,
percussion and drings for Chris Gekker, a new work for the
Turtle Creek Chorde which will be featured during the
ensemble’'s European tour of 2002,and adramatic cantata for
soprano Mani Nixon.

This interview took place at tk Popove Café on Manhattan's
Uppe West Side on April 17.

DELLAIRA: Can you bgin by tdling usa little about The
Derriere Guard — wha it is, its purpo® and history?

DE KENESSEY: The Derriere Guard is an asociation of
contemporary credive people in all the arts, in other words,
panting, sculpture, architecture, poery, music.

DELLAIRA: Dance?

DE KENESSEY: | don't actudly have collabordors in the
dance. In theay, it's meart to reach out to all the arts. In
prectice, it's been confined to the ones | just mentioned. And
the common tread binding usall together is that we are all
people who fedl that we are working & the cutting elge by
doing omething quite nev and quite innovdive that is
nonegheless unlike most 20th-century panting, podry and
music: very firmly grounde in the past, in historically
recognizable traditiond techniques, sonorties, shapes, and ©
forth. So for panters that means there's a whole generation of
younge pdnters who are usng real oil techniques, real
perspective, leaming to paint from live nodels. The architects
are doing ne-dassical architecture with a sense of proporton,
again deived from basically Renaissance and 18" certury
architecture and audng ornanentation. The composrs are
trying o refashion a musical languaye which is thoroughy
tond — basicaly connant, if you like, and not smply a
pastiche or deivative of past styles, but really trying © move
ahead. And of oure how onemoves ahead is a fairly
complicated and ambersome question. But that's the
common thread that bindsus all together. And it's al people
who realy see themselves in some sense, aspushing the
enveope

DELLAIRA: It might strike oneas alittle odd b use the term
"pushing te envdopé' to describe a movement which, in a
sense, looksback in time.

DE KENESSEY: Yes, it's funny © use thos terms precisely
becawse the kind of music we write is, on the surface,
completely inoffensive: there are no pianos set on fire, there
are no outlandish events at the music cancerts, and there are
no outandish images in the pantings and te podry has
rhyme and meter and narative and all these "old-fashioned"
things But | don't think in the context of the times that any of
this is, in fact, old-fashioned.

DELLAIRA: But the name "Deriere Guard" implies the
opposte of the progressive.

DE KENESSEY: The reason bénind the name is quite simple:
| feelthe avart-garde hes became the egablishmert in the last
50 yers, so when you look & the major museums, the major
musicd institutions, the major poetic journas that publish
podry, they're really and truly wedded to pusing and
promoting nodenist art, podry, and nusic and hare been
doing o very forcefully and vey effectively for the past 50to
75 yeas, to the point where the ©-called avart-garde hes
really become the status quo. So | actually think wha I'm
doing is avant-garde, butto use that term makes mush of the
conept because it's been misused or it's acquired a
completely different meaning. | tried to come up wih
something tat would represent the connection  the avant-
gade and woul be memorable to people and woull have a
sense of hunor eout it.

DELLAIRA: When did you gart it, and why?



DE KENESSEY: Well, | coined the term in '95 or '96. | was
so sck of bdang twrned away from progranming and
competitions becawtse my music wasn't avant-garde, ard |
wanted to find ©me term — and | thought itwould be much
more prectical and poweful to band bgeher not just
composers — who ae a prety sorry lot — butaso panters, etc.
There's rea strength in numbers. | wanted to band up wth
people in other fields to show a common irit because |
actualy think of this as an historic shift — | don’tjust think it's
my quirkiness, but an historic moment that's happening in all
the arts. So in 1996 | sarted gproahing peple and went to
the thendiredor of The Kitchen, Lauren Amazeen. | coined
this logo, had afriend who nade a line drawing, and went to
her with al the materials. | thoughtit would be a two-minute
meeting but she listened to me for a couple of minutes and
said "You know,| see my job hee a The Kitchen as fogtering
new ideas that | haven't heard from beore. This soundsnew
and different to me. Wheher youre right 50 yars down the
road or not, | haven't the fainteg clue, but it seens to me this
is exactly the kind of hing we shoud be fogtering precisely
becatse it's new and different.” And she dgned on right then
and there.

DELLAIRA: That doesn’t hgppen every day.

DE KENESSEY: No, it doesn't, but then | acually had to put
together a festival for he, which | did, and we had it in the
spring of 1997.It was four days at the Kitchen; we sold out
virtually every ewvert. We had orchedral concerts, a kg
gdlery exhibit of contemporay paintings architectural
drawings and <ulpture chamber music, pand discussions
podry readings not just by pods but by actresses and actors,
and | got Tom Wolfe to be my keynote speaker to cap the
whole thing. And it was a hugesuccess. We had no noney,
of course: the Kitchen funded most of it, and we hal no
advertising. I'm not kidding; we sold outvirtudly every event
— wewere doubk sold for the opening and dosing nights.

DELLAIRA: Were there ary comments or criticisms of the
festival which were paticularly important or meaningful to
you?

KENESSEY : The only critical comment | heard eboutthe first
Derriere Guard Festival is that, Snce it represerted metro area
artists, it was perhagps only a fluke, one of those far-out New
York things only possible in this crazy town. The question
for people 4ill remained: is this a genuinely broa, universa
trend?

DELLAIRA: And you ted the answer, | suspect.

DE KENESSEY: My arswer is ard was an emphatic yes: the
return to tradtional conceptions of beauty and craft in the arts
is an historic, fin-desiecle event that can be found
everywhere. To demonstrate this, | held a festival in the
spring of 1998 i Chicago (& the Graham Founddion) and the
fall of 1999in San Fancisco (a the SomArts Center). The
format was closely modded onthe first festival: three days of
various musica events, podry readings roundgble
discussions keynote speeches, art and achitecturd gdlery
exhibits. In each case, the festival focused on local (broady
defined) atists. In Chicago, this meant individuds from the
Midwest and Suth; in San Francisco, artists up aad downthe
West Coast. Having hdd three highly successful public
festivals, | now plan to hog a series of salonsin the New York
areathis sea®n. As before, they will be a mixture o exhibits
(both at and achitecture), podry readings musical conaerts
ard debatedtalks. The idea is both to have a space for artists
to share their experiences to find kindred spirits -- ard to
begin to reach potatial parons and te intellectual elite, to
heighten their awareness -- which is gill quite low, in my
estimation -- of tis cutting-edge development. | should add
that a PBS doaumentary is now in produdion: the topic is the
return of classicism in the ats, and the final segment (in
addition 1 the bakground nusic throughout the
doaumentary) will be devoted to my work and © the activities
of the Derriere Guard.

DELLAIRA: I've noticed that you dhoo to describe yourslf
in progran and liner notes as a composer of “contemporay
classical music” when what you nean, | think, is a composer
of “tond music”. Areyou aoiding that term for some reason,
or ae you trying o express something nore grand and dl-
encompassing?

DE KENESSEY: When people use the term "contenmporay
music" they often mean something quie dissonant or quie
"dternative” so | was trying © aoid bot of those
associations It was just a catch-dl phrase to let people know
that contemporay music doesn’t mean "popubr” music, yet
it's not contamporay music the way most people in the
classica field think of it either because it's not dissonant, so |
thought"contemporay classical music' somehow goe in the
cracks, between those two normetive definitions

DELLAIRA: But wouldn't you sy that Milton Babbitt, for
exanple, writescontemporary classica music?

DE KENESSEY: No, I'd say that most people would say he
writes "contemporay music." In my experience, by and large,
contemporary music either mears post-serialist avant-garde art
music, or it means heavily jazz-influenced pop nusic, and | do
nether oneof those things o ...

DELLAIRA: But I'm just wondeing whehe you're
enphasizing the word "classicd" because the Derriere Guard
emphasizes classical forms ...



DE KENESSEY : Yes, alsolutely, that certainly plays into it; |
do see nysdf as continuing in that tradtion. And, in all
fairness, so does Milton Babbitt. The word "classica" is meant
to evoke that entire legacy from, minimum, the 15th century
onwad, if you like.

DELLAIRA: Do you hink in terms of dassica forms? In
certain pieces of yoursonecan ddinitely hear sonaa form, for
exanple.

DE KENESSEY': | work that way, butl don’tthink gout it |
never, ever sit down and sy to myself "today I'm going write
a piece in sonda form or in ABA form" or anything like that.
| literally dont worry aout the form prior to the act of
compostion: it just comes along with the territory. On the
other hand, | aso trained myself when | was a student to learn
all of those forms, to do passabe imitatons in all of those
structures in all of those gyles In some sense they're really
ingrdned in me, so | do wind up ugng "sonaa form," for
example, fairly often, though notinvariably.

DELLAIRA: Are you avare while you're doing it that you're
doing it ...

DE KENESSEY': Yes ...

DELLAIRA: So you're thinking of sconday themes in
contrasting keys, development and recapitulation ...

DE KENESSEY: I'm aware of it, yes, but not beeause | set
outto write something in sonaaform.

DELLAIRA: So it just comes out that way.

DE KENESSEY': Yes.

DELLAIRA: You work quckly. | think you one told me that.
DE KENESSEY': | can work quickly. In othe words | can
spend qute a bit of time coming up wth ideas that | think are
both quite memorable on afirst listening and ae strong and

sophigticated enoughto sustain larger forms.

DELLAIRA: OK. Soundsreasonale.

DE KENESSEY: And to find boh of thos in the same
musical idea is notthat easy to do. And that can take me quite
awhile. So | have lots of sketches, lots of sketchbooks lots of
notes. | fiddie around eormoudy. Once | feel | have an idea,
or atheme, or amain concept, then | can kind of run wth it,
so to speak then | can really write petty fast. The best
metaphor | @n give for it is this: if | were a novdist and |
findly figured out wha my main character looks like, walks
like, dresses like, talks like, | feel like | know that person.
Then you know wha that person is going b do within the
novd that makes sense, and you gill want the novd to have a
cettain narrative, a cettain resolution, a certain shape and form
to it, but it has to have its owninternd logic, and that internal
logic has to come from the character, some interior motivation
of the claracer, ard for me the sme thing is true with
themes. One I've gotareally good heme -- to some extent
of coure | carry al this baggage sonaa form and ndity,
etc. — | feel as if the whole piece were simply right in front of
me

DELLAIRA: Strange but perhgps aso brave, that you dhos
to sudy compostion & Princeton. After all, you've said that
you ha no nterest in 12-bne music, especidly as a
COMpOSer.

DE KENESSEY: | had no oher placeto go. It's not like there
was any other institution dedicated to teaching srious tonal
compostion. | had an interview with Babbitt and ©ld him
what | was interested in, ard he said that a Princeton
compoErs spent as much time studying Mozart and Brahms as
Schoenbeag. He told me that he would support wha | was
doing and protct me. And he was trueto his word.

DELLAIRA: Ah. It just sounda alittle disingenuous about
how you had no place togo. Cetainly there were other
ingtitutions that would have been sympathetic to a composer
writing tond music.



DE KENESSEY: | didn't mean literally | had no plae to go.
| really thoughtthat given the fact that there was no ore with
whom | had agenuine aesthetic sympathy or rgport then the
best thing | could do wa be with the best representative of
something that made sense. And for the 20th certury, like it
or not 12-bne music is what makes sense. It has been the
dominant form of writing music. And to my mind Milton
Babbitt has been and is the premier prectitione. The notion
that music is organized sound, which finds its inception in
modenism and ges expressed in 12-bne music, is expressed
absolutely brilliantly by Milton Babbitt. What he seeks outto
do | think he does absolutely, wondefully well. And just to
be with someone who doe what they're doing redly, realy
well is a genuine pleasure. And youte going  learn
something unless youte a complete idiot. And he was
interesting to be around. He has a brilliant mind, there's no
question &outit. 1'd say the problem for me with modenism
is that | disagree with its fundanentals. | dont have any
problem with Milton & a person or & acompor. | disagree
with the idea that music is organized sound -- pureand smple.
And that's wheae we pat company. And that's where | didn't
find ay dternative or different point of view in any othe
acacemy. So if youre going o work with people who béieve
that, at least go work with someonewho really brilliant at it.

DELLAIRA: So what did you gudy there?

DE KENESSEY: | took every coure that was offered. It's
one of thoe wondeful places whee there are no
requirements. As a result, everybody t&es everything,
becatse you hare no idea wha you ould bedoing. | caused
something of afuror because notonly did | take al the classes
offered to composers but | took a class offered by Lewis
Lockwood on Mbzart which | was notsuppo®d to do. | didnt
reaize that. | was only a canposer, ard composers were not
suppod to take courses in musicology.

DELLAIRA: How did you geé along with other students in
compostion eminars? |I'm pretty sure there weren't too meny
othersinterested in what you wee doing.

DE KENESSEY: | was always the odd du&. | was
completely different from everybody dse.  Everyone was
writing aond music, amost everybody was writing posserial
music, and for me to bewriting tis triadic stuff was just so far
outin left field that | don'tthink anybody quie knewv what to
make of it. So people never said a word b me, basically.
There was no reaction at al.

DELLAIRA: So you gent three or four yers in an
environment where you were invisible?

DE KENESSEY: Yeah.... Yesh!

DELLAIRA: That must have been very difficult.

DE KENESSEY: Yeah, well, graduae school is not an ideal
situation for meny human bdangs | did beter than most,
frankly. | kept my head down, | learned a lot, | had my
lessons, | studied my scores | wrote as much music as |
possibly could, | did alot of conduding | got lots of hands-
on perience aswell ...

DELLAIRA: Conduded where?

DE KENESSEY : The Princeton University Orchestra. Wedid
a bund of Mozart opeas in addition 1 the regular repertoire
and ten | also foundel the Princeton Chamber Orchestra— we
did Bach, Haydn and Handd.

DELLAIRA: And after?

DE KENESSEY: | darted teachng at The New School. It
was a very fledgling progran, ill is having growhg pans,
butit is now a four-year college. And | started teaching there
long bdore | got my Ph.D. They've treated me very well and
have been very niceto me. | can't complain. It has a nunber
of advantages — pealagogiclly, they let me teach whatever
courses | wish. | design dl my own curricula, which is very
nice. I'm aso the only full-time music pason on he faculty.
I'm both senior faculty and junior faculty, so | have great
meetings

DELLAIRA: You've been writing tond music for more than
20 yers, during whidch time the musical climate has changed.
Do you find you'regdting nore peformances — notbecause
you've been around bnge butbecawse of a geaer accepance
of tond music?

DE KENESSEY: Yes, there's been an erormous difference,
even from ten years ago. The receptivity to tonal music, and
to tond music of the sort that | write, has just exponentially
increased. I'd like to think it's because I've become a better
composr butl don’t think that's why I'm getting lots and lots
more paformances. Ten years ago, | was treated like a true
crazy. And five years ago | was a genuine eccentric, and now
people don’t ba an eyelash a the kind of guff | do. In fact
I'm starting 10 get some grea reviews.

DELLAIRA: | read that rave review of your nev CD in
Fanfare. |s that indicative, do you hink, of a shift in musical
values, or dd youjust ge lucky?

DE KENESSEY: Wdl, obvioudy, it was luck to g& a
sympathetic reviewer. One doesn't always ge a sympathetic
reviewer even if there's an undelying asthetic sympathy. On
the other hand, there’s no way | could have gotien that review
ten years ago. Absolutely no way. No way that the music
would have been measured on its own terms, that the music is
good eoughto stand nect to Mozart or Brahms. And nobaly
would have been willing to say that ten years ago.

DELLAIRA: Which he said.



DE KENESSEY: Which hesaid. But in dl honesty, ten years
ago | got a not from a very eminent musician about that
clarinet quintet which esentially said amost exadly the same
thing as this reviewer, but conduded with the phrase "but ane
cannot write music like this in the 20t century." And that’s
the dfference. Ten yeas ago most al the ciitics sad "her
music has the kind of rhyhmic and melodic interest of," and
then they will name someone like Brahms, Verdi, Fauré,
Dvorak, or Shubet ... But, ard there’s always the qualifier
"but do weneed another Brahms or Verdi?' It's aways then
made as a negative comparison, not because | don't stand up,
but becatse one oughtnotto bedoing tat. | think the level of
craftsmanship is always implicitly recognizd, but the
message is dways, "that's irrelevant.”

DELLAIRA: I've read a fair number of reviews of other
composers who are dmilarly compared to Boulez, Xenakis,
Messiaen, or Berio.

DE KENESSEY: But then youre presumed to be pat of a
crowd.

DELLAIRA: Butit's no less demeaning.

DE KENESSEY: Yes, except when youte compared to
Xenakis or Messiaen, unless the critic says it's a poor imitation
of, it's meant to be prase. When you're seen as following in
the footsteps of Brahms, almost always the cantext is negative.
It's not like they'r e saying “if only the melodies were better”,
“if only the rhythms were beter” — bu they don’t sy that.

DELLAIRA: They have a hard time getting past the surface.

DE KENESSEY: Absolutely. One of the reviewers of my
CD said that the languaye and nreterials that I'm working with
completely determine ard inform the shape ard surface & the
work. He meant it as a negaive, but | thought: wha beter
definition of form is there?

DELLAIRA: How nmuch influence do you hink minimalism
has had on the ability of listeners to hear tond music in new
ways?

DE KENESSEY: | think it had an enormous influence. It
reintroduced the triad, it reintroduced the idea that music
could, at least on he surface, be fun, be pleasing. On the
negdive side, it deemphasized the concept of Western music
-- which | think is integral to its value - that it is also
intellectually sophisticated and narative, with a different
conception of time atogether. For my purpo®s, minimalism
is findly notthe kind of hing I'm interested in, because | like
the drama of moving from point A to point B to point C —with
aforward narative. And minimalism, as | seeiit, is based on
a non-Western, eliptical notion of nusic in which there's lots
of repdtition which bringsone if notfull circle, then in akind
of spiral ... and it's fundamentally a kind of nusic which |
think is meant to be meditative and hypnoic. Which explains
why, perhgps, while it's lasted 40 years or so, it's lost its
vitality.

DELLAIRA: | recently attended sx concerts at the national
SCI conference in Syracuse, New York. The overwhelming
majority of workswere atonal. | was surprised.

DE KENESSEY: Yes, and this is going © sound etremely
arrogant but most people follow, they don'tlead. So yes,
most universities are going © be full of people who ae doing
as their teachers have taught them to do. It doesn't mean
they're bad composers, but actually the time-honorel way of
doing tings— which usd to work —is you learn from your
teacher, and you imtate wha your teacher did and hopéully
youll get a little bit beter. | think the whole legacy is
problematic and for e insufficient. | have to move beyond t,
ard never accepted it asa workable legacy. o I'm not atall
surprised. | think the academy moves extremely slowly, and |
think most people move extremely sowly, but on he othe
hand | think there's a handful of very talented people out there
who ae writing rrusic that is tond which is not just a rehash
of the past and are doing really interesting work.

DELLAIRA: Wha contemporay composrs do you lsten to?

DE KENESSEY: For pleasure, amost none Wha | envision
is a continuaion of he unaashedly beautiful music of the
past and | fed that as brilliant as Britten and Barber and
Copland hare been, | think they aways degp down fed an
indebtedness to the 20th century by way of infusing their
music with a certain dissonance, a certain bite, a certain irony,
a certain kind of ®urness, which | just don'tfind pesondly
pleasing nor intellecually refreshing or interesting. So for me
wrong-note tondity is not really fascinating orfulfilling.

DELLAIRA: Wha kind of nusic qudifies for the Derriere
Guad?

DE KENESSEY: Music which is very well-crafted, usng
principles from the past, not as a pastiche of past techniques or
styles, but as music which tries to forge a genuine voice in a
new and dstinctive voice. Which is a pretty tall orde, right?

DELLAIRA: Yes, prety tall, though here are quite a few
composrs who woutin't qudify because they're writing or
usng ome pitch system and who $ill claim that their music
"does' dl the things music of the past did -- that they're ill
cleaty in the Westem tradtion.

DE KENESSEY: Wel, you ould sy the same about
modenism to some extent. That's why dl the qudifiers about
being rootel in the past and in offering something of geuine
beauty -- that's wha | mean by the past. My d€finition of the
past is anything prior to modenism, anything prior to the new
definition of music which is undestanding nusic as ordeed
sound. And if you think aoutthe ddfinition of rrusic in prior
certuries as different as renaissance music is from medieval
from baoquefrom romantic, you will g& some fundamental
undestanding of music which is, of course, organized sound,
but which is aso beautiful and epresses something in
addition  that. And it's that diff erence which is what I'm
trying to bring bak.



DELLAIRA: But I'm sure you ge lots of algument. Take
even an early atond piece like Arnold Schoenbeg's Pierrot
Lunaire; it's highly expressive. Onewouldnt say smply that
it's "organized sound”

DE KENESSEY : No, it's disorganized sound!
DELLAIRA: So it's not beautiful, then, by your déinition?

DE KENESSEY: No. | don't want to make a case for
pebulum heae, but | aso don't bdieve music has to be
dissonant, or difficult to comprehend on afirst listening, for it
to have a meaning. And yes, sometimes King Lear is a
profoundy, profoundly upsetting work for ne, yet it dso has
ineffable beauty to it, and | can dso undestand it | could
undestand it the first time, and | can undestand it the 20t
time. One tries to create a kind of art which is perfectly
beauiful and draws the listerer on the first instance, but has a
kind of richness to it that is both emotiond and intellectud so
that the work needs to be revisited.

DELLAIRA: But for you 'perfectly beautiful" music will, on
a theoretical level, be music which has a very strong €nse of
fundiond hamony. And | sy "fundional," because it's not
enough 6 be merely a succession oftriads

DE KENESSEY': That'sright Not just arepetition --
DELLAIRA:-- or :quence.
DE KENESSEY': -- or sequence of triads. Right.

DELLAIRA: Then isn't an ordeed ssquence of triads which
is certainly an accurate, if loose, way of describing fundional
hamony, also akind of orgaized sound?

DE KENESSEY: The only reason | bdk at that is because |
admire renaissance music, which is not fundiond hamony in
the way we think aout it. But which gill opeates on the
fundamentd concept that music is beautiful sound whit
expresses something. And in that sense one could say that
minimalism falls into that rubric — except for the fact that it
has let go of acrudal piece of the puzle, which is the noton
of music asaso anintellecually compelling ard dramatically
congructed narrative.

DELLAIRA: What do you sy to someone whos just walked
away from a paformance of an atond piece whotells you hat
it was a keadiful experience. I'm sure many reacers could
give atlead one exanple.

DE KENESSEY: Chacun 4son golt Wha can | say? People
have radically different tastes. Oneof the reasons why I'm
willing to make these completely hypebolic statements is
becatse it' s a personal statemert. What the hell... I'm free to
think and sy what | like. Also, it's remarkable to me the
extent to which 20h-century music has been historically and
in a very real aeshetic sense a failure. It has failed to capure
the imagination of its public. And not pst for 50 or 75years,
but essentially for a century. It has lost that lively connection
whereit is expressing something to a contemporay audience.

DELLAIRA: Unless youinclude roc.

DE KENESSEY : Unless you includepopula music, yes. And
popubr music has never lost that connection ever. It wouldn't
dae.

DELLAIRA: Onecould say jazz did.

DE KENESSEY: It did. When it became infected by dl the
principles of modenism.

DELLAIRA: Which to you neans...?

DE KENESSEY : A bdief that music is organized sound. And
therefore questions of meaning or beuty do nd enter into the
equdion. Post-modenism is not a coheent ideology, but is
an undestanding, somehow, that modenism doesn't work,
and tt's an attempt to use pieces of the past, dong wih
modenism, in a very ironic way to condruct new things
without an undestanding of how onamight move ahead.

DELLAIRA: You haren't mentioned the interest in "world
music," which replaces time with place, usng notpieces of the
past, but fromother culturesin the present.

DE KENESSEY: Yes, butl think oneof the reasons Western
culture has thrived for the last 500 yers is because it has been
unabashed about cannibdizing, borrowing, sealing, absorbing
whatewer influencesit can, from wherever it can. It doesn't
always acknowledgeit, butit findly does it and does it quite
successfully. | think the situation tbday is alittle bit different
becawse | think the history of the 20th certury is so different
from other centuries that | dont think the paallels are quite
genuine So the influence of, let's say, Indonesian music on
Debussy is not quite the same asthe interest in world musics
today, and | think the current interest suggests that the legacy
of 20t century classical art music is so dry right now that it
need to turn to other sources for inspiraton. For me
persondly, | have quite diff erent reasons for beng interested
in it -- and for g, it has to do with the fact that, although |
cdl my music tonal, it isn't and never has been It's always
been modd, although nodd with a very strongly functional
tonality. The daceswhere me finds modal music are a \ery
odd ®nglomeration of phces. medieval or pretond music,
popubr 20th century American music that's blues-derived,
certain 20th-century classical composrs, and "world music.”
That's avery, very interesting ingredient, and tat's also patly
why peple are interested in these sounds because | think that
classical major/minor tonality of the sort practiced from Bach
to Wagne, is al played out. And that's patly why
modernism was s0 successful. | think the modernists got that
absolutely right. | don’t think we can do anything genuindy
nev with that kind of drromatic undestanding of bndity.
Wha | do, however, think is interesting, which | hear in music
of many of the contemporaies whom| admire, is based onthe
othe kindsof modes which were discarded a the beginning of
the baroque peaiod aad whch thrive, or are thriving, in
popubr musics, and in the world musics that most people like.
That's a technica way of looking & it, but it's the glue that
bindsall those thingstogeher.



DELLAIRA: So youthrow outlonian and the altered Aeolian
modes, and youve got dl these others to work with?

DE KENESSEY: Yes! And you @n do really interesting guff
with that! There's a kind of freshness there.  We have this
linear vision of history, just looking at Western history, that
everything that is progress is uniformly progres; in fact,
progress is aways three steps forward and Wwo steps back.
And the things that get shuntal aside are sometimes
historically quite interesting. And i you look & the
Renaissance as an historical movement, the fact is the
Renaissance hgppened by gohg bak to the distant past, o |
think there'sanple prececknt for what we're doing, which is to
not look at the last 100 years, not even the last 200 yers,
frankly, but much beyond hat and ouside of that. And it's
happened bdore, and | think it's going to happen again -- |
realy see this new renaissance in all the arts.

DELLAIRA: You might beright.

DE KENESSEY: | will beright No, redly. | make very,
very few pradictions This onés going b cometrue 1I'm quite
sue.

DELLAIRA: So the western tradition will be leapfrogging
how many certuries?

DE KENESSEY: Hard to say, but certainly Romanticism,
where, as | see it, tondity begins to dissolve and becomes
overipe How peple synthesize it, and exactly the naure and
shape of it -- that's for history to unfold, and tat I'm not
willing to predict.

DELLAIRA: While | have you in a predicting node what
aboutthe future of opea?

DE KENESSEY: | think there's ample precedent for opea
being oneof the most important loci for important stylistic
shifts to hgppen. And | think some of the most exciting work
is beng donein the realm of opea, or dranatic vocal music. |
think music that is, if you like, a cinematic experience, which
has scenery and gaging, and acting and gory and words-- the
whole panorama of sengbilities -- is, | think, for contemporay
auwdiencesmuch, much more interesting than simply sitting in
a concert and trying to figure out, "what modadities is this
composer usng ...

DELLAIRA: Youjust had an opeaprodued in Singgpore?

DE KENESSEY: Yes. The Gther Wise Man was just donein
Singgporein December. A very nice peformance. Bart Folse
was the condudor. He's the Associate Condudor of the
Singgpore Symphony. For the principds they usd young
American singers who dd awondeful job.

DELLAIRA: Do they live there?

DE KENESSEY: No, they live in the U.S. They were brought
ove for the produdion. It was a wondeful experience and it
was wondeful to hear it with a full orchestra. The piece had
already been doneat Mannes with chamber orchestra --

DELLAIRA: -- dong with The Monger Bed?

DE KENESSEY: Yes, with The Monger Bed. That was
wondeful, but just not the same as hearing afull orchestra
The Singgpore Symphony B, much to my delight and surprise,
a crackefjack orchedra; they're really first-rate players. So |
went in just for the last couple of rehearsals and they nailed
everything. Really anabsolutely professional orchedra.

DELLAIRA: How many performances?

DE KENESSEY: Three. It was ablast. And it was great to
ge to goto Singgore Sighty disappointing, since there's so
little of historic Singgpore left -- the rest is Starbudk's and
things of that sort. But | had someplace warm to go to in
December, plus | got © hear grest singers and a great
orchedra.

DELLAIRA: Any pralictionsfor the symphony ortestra?

DE KENESSEY': I'm less sanguine aboutthose. They're very
large, cumbersome and epensive. I've been thinking about
this and -- he other prediction I'm quite hgppy with -- this, |
don’'t have a crystal bdl for, but my hund is that they're in
desp trouble -- increasingly what composers will be writing
are variousarrangements of their music for flexible ensembles
-- as in the Renaissance and early Baroque | think the day
when you ony write for triple wind ordestra with x nunbe
of pecussionists and tat's the only version or posibility of
life for that piece -- | think those days are nunbered. That's
not to say that symphony ortestras won't exist, but only as
congrvators of the past repertoire.

DELLAIRA: And that's because of expense?

DE KENESSEY: Yes. Fees that soloists and mndudors ge.
The whole thing has just goten out of hand. There's no
connection to the econonic marketplace, and insofar as there's
a complete disconneet baween art and the marketplace, the
arts soone or later will suffer. You dont want an asolute
and oneway connection b the marketplace, but it's the in-
between that doesn't exist. Ether there's the pop s$uff that has
to sl in the gpzillions, or there's the catemporary music
which will ge& peformed regardless of econonic redlity. And
| think increasingly the world of dassical music will have to
be beholden to an audience -- nat in the millions but an
audience nondheless. And | think that's where cultural
ingtitutions like symphony ortestras, which have these
enormousexpenses and virtually no revenue -- | dont see how
they can survive long-erm. | hopel'm wrong, but I'm fairly
pessimistic.

DELLAIRA: But youre not aboutopea, which is even more
expensve.



DE KENESSEY: No, because there's a kind of interest and
freshness to opeathat | think the symphont repertoire doesn't
quite have. For example, | have friendswho --in their 30's
and 408, after listening © only rock and rol for years -- have
started to gravitate to classical music. They go b opea, and
it's amazing to me that these people who hae no taining in
classical music, are boral out of their minds at a symphony
orchestra concert, go regularly to the opga.  That really says
something.

DELLAIRA: Well, opea can besomething of aspectacle, like
a rock concett.

DE KENESSEY: But another thing | should mention is that |
think many instrumentalists have beenimbued with the idea
that music is organized sound, with the result that they play
with incredible rhythmic accuracy, right on target pitch, and
not a great dedl of anything dse. Whereas opea singes have
always asumed that they are communicating something
through ho% pitches and rhyhms -- and ae willing to
sacrifice both pitch and rhybm sometimes -- but the
assumption is that there's something béiind it And | think
thats a completely old-fashioned, completely Derriere Guard
attitudeto music and | think peopleknow it. And tat's oneof
the reasons| loveworking with singes.

DELLAIRA: When do you hink there will be peformances
by the mgjor musica institutions, if ever, of Derriere Guard
music?

DE KENESSEY: The tmeline for this is difficult to guess.
Eventually, sure; in my lifetime, | don’'t know. But on the
other hand, when | look bak on the collapse of the Soviet
Union, | could never have predicted it. | could have said, Oh,
this is going b go a for another 75 yers — just another dow
dissolution of everything — and | can imagine that being true
for pog-modenism, too; it just goes on aad on unti there's
nothing left. On the other hand, | can imagine it turning
around n three years. Boom! Something hapens Some
critic, some donor.l don’t know, but | could imagine it turning
on adime, aso.

DELLAIRA: That's agoodanaogy.
DE KENESSEY: The thing | try to do with the Derriere

Guad Festivals is to give history alittle kick in the rear -- to
move it forward as much as| can



Concert Reviews

Drang!

MARGIE WU

The St Petersburg 2000 Sound \&¥s Festival. John Ralmer's
Drang. November 25,2000,St. Petersburg, Russia

Spread ove ten dass, the St Petersburg 2000 Sound ‘\&¥s
Fedival allowed soloists and chamber music ersembles from
all over the world, as well as larger choral and orchedral
groups to showcase a large number of contemporay works
varying tremendousy in compostiona scope, syle and
innovdiveness. Drang, by British composer John Rmer and
its peformance by the young $ Petersburg acordionig
Sergg Tchirkov, was the highlight of he Festival.

In his progran note, Pamer says:

This music is to be played with much Sturm und
Drang daracter: impetuous yearning, passionde,
gesturd, directiond, and aways virtuoo-like. For
this reason, rubao techniques are essential for the
peformance of this work aand the performer is
encouraged to enphasize -- and exaggerate -- much
of the phrasing and aticulations according © he/his
virtuosty and interpretation. The produdion of ar
soundsfrom within the instrument should resemble
the inhding and e<hding typical of human bregthing.
The ar soundsshould grongly enhance the dramatic
character of the music. Therefore, they are o less
important than the notes.

Drang is a supramely virtuosc accordion work, confroning
the peaformer with enornmous interpretationd, technical and
phydcal hurdles. Its structure arches ove more than ten
minutes of intricate, filigreed, very involved figuraions
interwoven with, and interrupted by, chordd declamationsand
pillars of dlence. Palmer's integration of hunan bresthing
into al of this fuses the instrumental with the wocal, the
inanmate with the arimate, and the decaative with the
essential.

Sergg Tchirkov plunged into Drang, playing the ertire work
from memory, completely unhindeed by ay of the
aforementioned diffi culties. The complex figuraions flowed
from his finge's as if they were ordinary dassical paterns the
phydcal stamina required for the peformance and the
emotiond intendty Tchirkov brought to, and sustained
throughoutthe work wee seemingly without effort, as simple
and ompletely naural as breasthing. In Tchirkov passion,
intelligence and a finely differertiated aesthetic sense come
together in amost promising mixture This young phyer is an
ided interpreter for this difficult but important addition to the
music of ourcentury.

The Glitter of Gay

JANOS GEREBEN

San Fancisco Symphony, conduded by Michael Tilson
Thomas in Del Tredci's Gay Life. Davies Symphony Hal,
San Francisco, CA. ThroughMay 5. Reviewed May 5.

William Sharp is anextraordinary snger. His voice hes beauty
and powe, his interpretationsare intelligent and noving, heis
equdly a home in oraorio and musicals. And, as
demongrated on May 3 in Davies Hall, he handles abuse very
well.

For the premiere of David Dd Tredici's orchestral song g/cle
Gay Life (which is quite without gaiety or life), Sharp was put
in front of a 110-pice orchestra, with a headset and a huge
microphonean inch from his mouth, and hewas required to
sing for 54 minutes nondop. On three consecutive nights
Even in the third peformance, he was doing well. It must bea
new record, the equivalent of dnging Hans Sachs in the third
ad of Die Meistersinge six times ove. To wha end?

Del Tredici messed up apromsing work, going from what
soundel fouryears ago -- d the first paformance hae of the
initial piano veasion -- "hauntingly beautiful," to a grotesqudy
overblown, ovelong, overdumb piece, received with yawns,
snickers, and a short, pefunctory epplause -- the San
Francisco equivalent of boong. Ever since his 1955 déutin
San Fancisco (as a pianist), Del Tredici had a good run,
through nusic directors (from Enrique Jordato Edo DéNaart)
and boh subgription and newv-music festival audiences. And
now, when Michael Tilson Thomes is supportng him with al
his might, Del Tredici has lain aneg.

Think Andrew Lloyd Webea meets Respighi meets
Melachrino neets (closing te loop) a Broadway pastiche.
Think loud and bbaed and ecessive and nevous and
uncertain and music-for-the-circus (albeit with a rice quote
from Tristan und Isldd) and ove 100 reetitions of the
phrese "remembe me" in an endless condusion, which
created a large-scale squirming and audible calls for "quit it
already." It was not ahappy event.

At onepoint, as Sharp was singing the phrase "lay hishead on
your hert in peace," the orchestra did an 1812 Oerture bit,
complete with timpani, xylophone vibrgphone marimba,
tubular bells, glockenspiel, crotdes, crash cymbals, tam-tams,
triangle, tambourine, cowbell, ratchet, whip, castanets, guiro,
glass wind chimes, woodbbdks, temple blocks, snare drum
siren, wind machine, celesta, and nore. All "in peace" to be
sure. Del Tredici must have gone the rabbit hole one too
often.



The text that worked in the early, modest version doen't
anymore There have been some big changes in wha is
included ard what is not; the final lineup: "Ode to Wildwood"
(Michael Calhoun), "In the Temple" (Wilson Hand Kidde),
"Personds Ad" (Allen Ginsberg), "After the Big Paradée'
(Ginsberg), "Here" (Paul Monéte), and "Memory Unsttled"
(Thom Gunn). Maybe "final" is notthe right word. Originally
scheduled to run 38 ninutes, Gay Life came in & 45 minutes
on the May 3 pramiere, 50 on May 4, and 54 m the 5th. The
monder that ate afine song g/cleis till growing.

Back in 1997,1 wrote -- of the piano version -- that "Here,"
with

a cascade of feelings open to pasing ®vera ways,
contained the most clearly ravishing nusic of the
cycle o far. The twice-whispered "here!' at the erd
ranks with some of Mahler's great endings The
Lorca song [no bnge in the cycle] is "Ballad in
Yellow' -- composr and dnge geting avariety of
stunning dfects from "Ove a sky/Made of ddsies/|
walk."

Gone dl gone leaving onl tripled winds a batery of
percussion, the damned amplification, and acomposr getting
lost on he way.

Rouse's Reinvention

JEFF DUNN

The Chicago Symphony Ordestra, conduded by Christophe
Eschenbach, presents the world premiere of Christophe
Rous's Clarinet Concerto (2000, with Larry Combs), plus
Martinu’s Memorial to Lidice. Orchedra Hall, Chicagp, May
17,2001.

“1 have never felt the attraction of repeating nyself endlessly
and forrrulaically and like to try to ‘reinvent myself from
time to time” So declares Christophe Rouse in progran
notesfor the premiere of his new clarinet concerto. As he put
it to the Chicago pre-performance audience, the overt tonality
of Rapture was “too tempting afield to remain in ... you get
the un-Rapgure!”

The result was indeed a far more objective, less passionae
work, doser to the neoclassical aesthetic of ddight and
surprise than that of Expressionist/Romantic al-conauming
emotiondism. The “reinvention” of the piece turned outto be
rather a “return © an invention,” the invention beéng Rouse's
whiz-bang Infernal Machine, the 1981 péce that made him
famous Surprise is a key feature in both works For the
Clarinet Concerto, the unexpectedness was achieved by
employing asimple randomization techniqueto insert into the
main  one-movement concerto three unrelated, three-
movement “microconcertos’ averaging 30 ®conds each.
What Rouse dd was throw two dice every 12 measres If
“boxcars” (two sixes) were rolled, a microconcerto was
inserted
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An extremely colorful speaker who woul be wondeful on the
tour if there were such a thing as a nerket for lecturers on
contemporary music, Rouse likered his microconcertos to the
dudk that suddenly poppel down for he Magic Word in
Groucho Marx’s You Bet Your Life. Rouse daced this
inspiration in the milieu of the nore "mindless’ types of game
shows that featured "semi-huniliating physcal acts," such as
Truth or Consequences or Bea the Clock. The first movement
of each microconcerto, he explained, is announed by the
strike of adap sick. The second "micromovement” of each
begins with a stroke of a gong, the third with a short roll on
the snare drum, and the return to the conaerto prope with
“flurries of wooden percussion” Paradoxically, however,
onés knowledge of the existence and grategy of the
microconcertos highlights the non-mindlessness of the music.
The mind of this listener was stimulated to rapt articipation of
eachmicroconcerto, o0 much so that the rest of music receded
in structurd importance. This is despite the innae interest of
the hulk of the nusic, with its incredble technical challenges
supebly executed by soloist Combs.

"One of the most respected, elegant, and peformed composers
in the world" were the words Auguda Read Thomeas,
composr-in-residence for the Chicago Symphony, used to
introdue Rouse to the audience. On the basis of his latest
concerto, this high flattery continues to gpply. Why ten, is
Rouse s0 egregioudy underated relative to his contemporaies
John Adans, John Qirligliano, Philip Glass, and Michael
Daughety?

Could it be that Rouse's frequercy of orchedral performance
and popuérity with audiences and peformers brands him as
being baneath the dignity of some modernist critics' purview?
In any case, while Rous continues to reinvent, now working
on a Requiem, it is time for cettain Eastem Establishment
writers to reinvent their peaspectives on the evolution of
Americanmusic o ese face a requiem of a dfferent sort—the
deathof interest ard credbility on the part of their reackrs.



Recad Revews

Arthur Rmbaud

DAVID HICKS

Harold Blumenfeld. Seasons In Hel: A Life of Rimbaud
(libretto by Charles Kondek). Albany Troy 26263.

Seawns in Hell: A Life of Rimbaudhas been composd by
Harold Blumenfeld on Charles Kondek's libretto with great
care and phidication. From the notes that accompany the
two CD's one senses the composer’'s impassionad attachment
to his subject. Blumenfeld has taken the setting of Rmbaud’s
podry as a major project of his life's work. This opea
complements that project. The piece exhibits numerousnovel
features, the most daring of which is the oveall dramatic
trajectory. The critical moment of the opera is the point at
which Rimbaud forskes his podry. While this was only
hdfway through hg life (and helived on, for years, doing
busness as a trader/gunrunne in Africa untl his death & 37),
we arrive at this life-crisis only at the condusion of he opea
And time travels bot forwad and bakward to this vanishing
point. This bifurcated, unifocal trajectory necessitates another
novdty: the sideby-sde existence of two Rimbauds one
"Old," the other "Younge," their stories a kind of rdrograde
inversion of each other, intertwined amound he axis of that
spiritualy critical moment.

Blumenfeld's orchestra is supple and Pare, often ddicate.
Sensuous sonorities, organized into elegant phrases,
accanpary the wices The music in general, however, has an
aversion to coalescerce. Soaring tunes never emerge. This is
music of innuendo and aunbration, implication and
inference, reluctant rather than direct in its expression. We
find ourglves hoping that some throwaway scrap of melodic
material might linge, establish itself, anchor usfor more than
a phrase, produéng an impression grong enough hat later it
might insinuae itself in another form. This hopewill not be
reaized

While the compos's handling of he ordiestra is highly
sophigticated, this listener found he voice pats less engaging.
Ostersibly  from  within  some extended-tradtion of
"contnuousmelody," the voice pats are aperiodic, avoiding
repetition, and as a result are ndther hunmable nor
memorable. In short "song; in the usud sense, has been
removed from the composer's opeatic quiver.
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Because the opea covers such along gretch of time, many of
the characters appear in only a <ere a two. Perhaps because
there are so many walk-on parts, the charaderizations tend
toward the datic and one-dimenrsional. No character (not even
Rimbaud) ha signaure melodic or rhyhmic motives that get
developal ove time. Excepting Rimbaud, who of @murse goes
through alifetime’'s worth of change the other characters,
even the ones whos parts recur, do nd evolve during the
opga. Their purpog seems to be to supply us with
psychologica data for undestanding Rimbaud. For example,
in abit of Freudian redudioniam, Rimbaud’s mother, with her
nagging, hea bourg®is honilies, her dressed-in-black
austerity, is hdd to account for Rimbaud's fundanental and
profound dienaion. One gahers from this that much of the
violent rhetoric of his podry has he asitstarge.

Rimbaud’s relationship with Paul Verlaineis the basis for the
real dama in the qoera Verlaine was Rimbaud's initial
spon®r, on whog suggestion Rimbaud left Charleville for
Paris. The midpoint of the ope&a revolves around their love
affair, and Act | ends with an orgy. The highpoint of Act Il
occurs when Rimbaud decides to bresk off with Verlaine and
appaently smultaneoudy decides his life as visionay pod
has been a waste. Verlaing broken in heart and irit, shoos
and supeficialy woundsRimbaud.

Aside from a handful of such vivid moments, which goper as
extrusons on the surface of a much quiger dramatic
landscape, most sceresin the qoera take the form of a datic
prolongdion of a single unifying characteristic or mood,
dictated by the dominart quality of the character the scene
revolves around. For example, the presence of Izambard,
Rimbauwd’s teacher, occasons a sere dminated by dry
sonorties which flatly undescore, seemingly with no irony
intended, the didactic ard unimagnativ e teacter.

One of the opad’s novdties is its opening. At this millennid
jundure, an opea without an oveture will hadly cause a
shodk. Still, the composer pushes the envdopeon he concept.
The piece, with malice aforethought steadfastly refuses
throughoutthe course of the first scene to commit itself to
opening. It takes courage and cnfidence to execute this literal
self-denial, the non-b@inning beinning, especially in a work
for the stage. The effect is to cast a pall on our expectations of
wha might be in store. Which is just wha the composr
wants.

This first scere takes place in a tospital, and Rimbauwd is
aready dead, unde a white sheet. Thus physca death is an
anticlimax, literally forethought  The  orchestral
accanpanment is muted, reserved, with whirring winds,
effecting an approprately bloodless mood. The vocal pats
(Rimbaud’s sister Isabelle and the Mother Supeior of the
hogital discussing funea preparationg are stilted, ordinary,
by choice.



With the listerer' s expectations quickly etbing low, Scere I
comes on with an explosion, (highlighting the whirring,
oscillatng dyad that marked the prior scere’s music).
Suddenly the world is dive with menace. A low, threatening
wind sustains throughoutthis scene. It is as if the opea has
come to life, and in fact it has, literally. For the shee covering
Rimbaud beginsto glow, and herises, melodramatically, from
his deathbed. This scene offers us our first encounter with the
theatrical presence known in the opea as "the VOICE": a
disembodied female intoning excerpts from Rimbaud’s podry,
in French, highlighted by dectronic amplification and
proessing. In this scene Old Rimbaud echoes the
disembodied VOICE's podry, in English: “If | remember
righty, and | do..” These words are from the opening of
Rimbaud’s poem, Seawon in Hell, the work with which he
renouned podry for a life of “Action” The old man
continues: “l grangled on exccrement, gagged on bbod ad
vomit, before being thrown back to the world to impale myself
on te thorns of redlity.” It is as if Rimbaud in deathbed
ddirium were remembering his spiritua day of reckoning. At
this point the Young Rimbaud arrives on the scene, aso
talking poéry: “One finds ecstasy in destruction, rejuvenaion
through cudty.” If one is not familiar with Rimbaud, this
excerpt captures effectively his penchant for nouns shodk-at-
any-cost, and the podry of bodly fundion.

The 20th-century composr’s quest for new expressive means
gave rise to numerous novd vocal effects. In the case of the
VOICE in Seans in Hell, the novdty, and therefore onés
sense of displacement, will be rdative. In the context of
tradtional opera these dstortions are indeed fresh, while
contrasted with recert electronic and computer-manipulated
voice-sound works(cf. those of Paul Lansy), they are not
paticularly new-sounding. Noneaheless, the VOICE, with its
eledronic dstarnce, does a rice job of capuring the
displacement of the poetic Rimbaud from either “real”
Rimbaud.

Wha subssquently emerges out of tis intriguingly ambivalent
opening is a sequence of et pieces with transitions between.
The st pieces are themselves generally gatic, whereas the
tramsitions are dten wildly exhilarating, almost magical. A
good example of such a changeover occurs between scenes 5
and 6 of Ad |, as Younge Rimbaud dhakes his podry in the
faceof the teacher Izambard. High ethereal strings ard winds
are complemented by flourishes in metallic percussion,
blending eerily with the echoing VOICE, which gives way to
Younge Rimbaud working his vowds ove: "l will unmrk
the silent pregnancies of vowds..." "A black! E white! | red!
U green! O blue!” The pod composes in a near delirium,
seeing himself asa visionary -- and a criminal aswell .
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One enses that the intersity of thes trarsitions (whose
undelying dagecraft too is highly intricate) is a way to
compersate for the lack of movement within the seres
themselves But thes ae trarsitions, ard of necesity short-
lived The rusic is cdlorful, vivid even, on a moment-to-
moment basis, with eachindividual phrase (particularly in the
orchedra) artfully shaped However, ironicdly, in spite o the
ambitious structuring of the libreto, the deeper levels of the
musical architecture recede ineluctably into the background --
the structural issues inherent in composng awork this size go
unresolved.

Perhgps undestandably, for given the gods of the libretto of
Seasnsin Hell, it is clear that no onventiond musical formal
design woub easily encompass such dramatic/temporal
complexity. (One canof course imagne nusica devices— like
the retrograde dructure of Berg’'s Allegro misterioso
movement of the Lyric Suie — butapplied to a whole opea
such machnations would likely feel excessively attificial.)

Having mentioned Berg, a word aout the style of the music:
it is atond in a non-drasive way. And notvithstanding the
periodic emergence of various forms of off-stage real-world
music, the opera is stylisticdly consistent. Thes interruptions
from without (a Salvation Army band, Arab-musc moments
for the Abyssinia <eres a barracks scere reminiscert of the
snoras in Wazzedk, etc.) cleaty owe a cebt to Berg. But
Blumenfeld shares noneof Berg’'s congructivist compulsion,
his need for ovearching gructures in which to pour hs
unonventiond musical ideas.

The musical style does not deeply reflect the ethos of
Rimbaud’s podry. (Contrast this with Shodakovich’'s The
Nose, in which the rrusic distills, with militaristic concision,
the essence of Gogols ironic vision ofthe randombrutality of
the world.) The camposer of Seasonsin Hel, asmuch as he
clearly loves Rimbaud’s podry, is not by naure disposed to
reflect the violerce of the imagery in his music. (One could
say that the VOICE, the musical metaphor for he podry,
embodies some of this violence, but pehgps owing © the
prepondeance of reverb, a softener of sharp edges, the
VOICE tendsto smooth out rather than accentuate any jagged
outlinesin the nusic.)

The scene of the Parisian pods’ derision of Rmbaud is a good
example: the repetitive laugher creates an aura of buffooney,
which the few harsh strokes atthe erd do little to dispel. This
scene might have contaned some truly hodile music, or bdter
gtill an undecurrent of implicit and escalating violence, yet it
conveys acompletely different, and less forceful meaning.

From the vantagepoint of traditional operatic action, onemight
think that the dama might work better if Rimbauwd’s
relationship to Verlaine were the crux of the opera. Then
perhgps we might see Younge Rimbaud bet Verlaine to a
pulp and leave him unon<ious rather than merely hear Older
Rimbaud describethe event to his mistress Djami.



Alternatively, onemight wonde idly if the life of agunrumer
wasn't  full of ‘"opeatic' moments whos dramatic
opportnities the libretto somehow ignored.

But this would beto miss the point entirely. We must wait,
for it is only atthe erd of the opera that we finally achieve the
necessary pespective to take in the opea’s driving pdnt. As
Younge Rimbaud enters the barn to write Season in Hell and
turnsinto Old Rimbaud, he effectively writes himself out of a
life, in exchangefor the puraiit of Action. We are witnessing
an existential moment of self-annihilation. The casual viewer
may expect Younge Rimbaud © do physcal ham, or pehaps
even to kill himself. Ingtead, perplexingly, he writes another
text. By renoundng hi art, Rimbaud cheated himself of life.
And, if Rimbaud was Satan's gift to podry, he betrayed
culture ard humarity aswell. S if the qpera lacks adion, it is
saying that action in the conventiond sense is inconsequentia
when compared to credivity. It is saying that creativity is in
fact adion. And perhaps an exstertial suicide is more
dramatic thanareal one.

This complex of events and meanings is condensed artfully,
captured in a single telling gong roke This moment in the
barn represents, in a distilled Zen-like fashion, the crucial
mirror-focus of the structure. The final gong,at the reprise of
Rimbaud’s degthbed scene, effectively equates the physcal
deathwith the giritual one.

Seawnsin Hdl is an intriguing and dhallenging opea. There
is much enjoyable music, paticularly in the handling of the
orchestra. Appreciation will doubtess be enhanced if oneis an
aficionado of Rmbaud'’s podry. For dl the encouragement of
the composer in the libretto bookket, and for dl the enthusasm
of the cult surrounding Rimbaud, | am not so enthudastic.
From the composr: "He sets out to create a new languaye,
nev syntax, and © ‘reinvent love, with al posibilities
permitted.” And thus as the composer's notes go on o say:
"the Rimbaud Myths were born! When the mythmakers
organize a symposium to commerorate their hero, Seasonsin
Hell will effectively serve asthe prelude to that evert, or, for
that matter, the postlude.

Tepperfor Two and hree

ELIZABETH AGNEW

Albert Teppe. Duos and Tios [Trio Barocco. The Toy
Flute Sute for Clarinet and Bassoon. Sonaa for Viola and
Piano. Three Inventionson DBH. A Shalespeare Garland.
Moorish Drone Dance]. The American Chamber Ensemble.
4-Tay.

There is certainly noting tepid about Albert Teppa's output.
In his 4-Tay release, Duos and Tios, the composr trots out
seven chamber works with no less than 29 individual
selections
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Teppe is apractical, academic composer who writes well and
entertainingly, whether heis evoking baoqueand pogserial in
Trio Barocco, or working unde the limited accompanimental
restrictions of The Toy Flute. His Suie for Clarinet and
Bassoon cleverly pays homege in an only patially enigmatic
fashion to "A.S, PH., D.M., IS, ard B.B." and the
references to Arnold Schoenbeg, Paul Hindemith, Darius
Milhaud, Igor Sravinky, and Bea Barték are clear.
Somehow Heitor Villa-Lobosgéds into the mix as well.

The Sonaa for Viola and Rano is anh engaging work from
1948 hat explores the dark, emotive side of gring plying ©
fine effect. Three Inventions on DBH, honorng Dorohy B.
Hoag, takes its head motive from the German spelling of D-B-
Bb and then takes off on a serial wande. The third of these
miniatures begins with a Beethoven's Fifth shornt-shortshort-
long hat then canoniclly romps about a 12-noe row-row-
your-bod.

A suite d incidental music to various dramas is gathered into
A Shalespeare Garland mixing various Elizabethan and
contemporay alusionsto dluring results. The album closes
with a brief Moorish Darnce Drone Peaformers of The
American Chanber Ensemble - flutist Patricia Spercer,
clarinetist Naomi Drucker, bassoonist Braden Toan, mezzo-
soprano Dérdre Kingsury, violinist Eriko Sato, violist Losi
Martin, ard pianst Blanche Abram -- acqiit themselves
admirably.

Time Sings On

PHILLIP GEORGE

Time Marches On: More Moden American Songs[Norman
Mathews. Songsof the Poet (Walt Whitman). Joelle Wallach
Four Songsrom "up into the silence” (e.e. cummingg. Corey
Field. 3 Yeats Songs(W.B. Yeats). Elizabeth Austin. A
Birthday Bouqué (e.e. cummings, Christine Rassetti, W.B.
Yeats). Stephen Wilcox. Facing the Moon (Li Y{, Liu K'o
Chuang, and Li Po). Paul A. Epstein. BirdSongs(Toby

Olson). Rondd Perera.  Songsfrom Slep Now (James
Joyce)]. Gregory Wiest, Tenor; Oresta Cybriwsky, piano.
Capgone

The poets are first-rate Americars, Europears, ard Asians in
Time Marches On: More Moden American SonggCapstone),
featuring the artistry of tenor Gregory Wiest and pianist Oresta
Cybriwsky.  Norman Mathews brings pogimpressionis
touches to Walt Whitman in seven Songsof the Poet, ending
with atoudh of the ecstatic in "The Last Invocation.”

The four ongsof Joelle Wallach's up into the slence marries
a ¢em solitude to the verbal whimsies of ee. cunmings.
Corey Field's 3 Yeats Songsfinds nev beauty in such classic
poams as "To a Child Dancing in the Wind, "The Witch," and
"The Young Man's Song Brown Renny). In the latter, a
hauning, Crumb-like qudity nicely peavades the
accanpanmert.



Elizabeth Austin's A Birthday Bouque provides a gentle
continuity with the &bove in poignant, heartfelt, and
mysterious settings from cummings Christine Rossetti, and
Yeats. The orientalia of Facing the Moon -- four sttings by
Stephen Wilcox of texts from Li YU, Liu K'o Chuang, and Li
Po -- erticingly add a welcome wice to this cadllection.
Particularly striking ae the arpeggic flourishes of the second
"Leaf by Leaf" and te pentatonic oginati of "Drinking Alone
with the Moon:" Heady stuff.

Paul A. Epstein's BirdSongs to poens of Toby Okon,
continue the high quéity in gentle and grident ornithology.
Songsfrom Seep Now, Rondd Pereras settings of James
Joyce, are & drident ("I Hear an Army") ard transcerdent
("Sleep Now") as the texts require.

Tonaured Toensng's Office Hous

MARK AL BURGER

Richard Toersing. Respon®ria. Choir of the Churd of Saint
Lukein the Fields conduded by David Sheller. North/South.

The campositional lineage that Catholic liturgy has inspired
over the centuries through Mas Ordinary, Requiem, and
Vespers sdtings spans from Machete's Mess des Noser Dame
through Sravingky's Requiem Canticles to this writer's
Vespers of 2010 (day tuned). Less well-known & a related
continuity provided by the framework of Tenebrae, the
combined Matins-Lauds services hdd on the eves of Maundy
Thurgday, Good Fiday, and Holy Saturday [Batman!]. Each
of these three combo-offices contdn three Nodurnes, and
each of these feature three Responss. The complete 27
Respongria (3 x 3 x3) hare been set by Victoria, Gesualdo,
Lassus, Charpentier, Michael Haydn, and now ecerly by
Richard Toersing, in arelease from North/South Recordings.

Toensing's is a mgjor work, divided into three books(onefor
eachday's service) on three CDs. The rrusic is modal, spare -
a gynthesis of the cdlassic and airrent, the arcane and urbane in
the tradition of Goreki, Poulenc, Stravinky, Tavener,
Vaughan Williams... [That's atraditionq The work is scored
throughoutfor gx-part choruswith six soloists, piano, meta
percussion (ubular bdls, orchestral bdls, and tam-tam), and
doubk bass. The instruments mostly intone and sustain,
punduating the lovely, meditative chora lines with
contemplative and ominousdrones and ollings

Vocal ranges are wide and the entire set is organized
accading to intervallic rules that look on pae more limiting
than they sound. The white-note scales utilized are

Book | e, d, c (three Responries each)

Bookll b-a

Book 111 g, f, e (three Responries each)
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Cononant Women

MARK AL BURGER

Two by Three: Music by Women. [Stefania de Kenessey.
Sunbust. Beating Down. Nancy Bloomer Deussen. Two
Pieces for Violin and Rano. Trio for Violin, Cdl, and Rano.
Beth Andeason. Trio: dreamin d. Net Wak]. North/South.

"Return with us now b the thrilling dgs of yesteryear..."
Weéll, it's not as simple as that. Neotraditiondist composers
such as Stefania de Kenessey, Nancy Bloomer Deussen, and
Beth Andeason ae having it both ways: writing nusic that's
new that soundsboth old and new.

When de Kenessey writes something like the very pianistic
Sunbust, given arousng peformance on Norh/South's Two
by Three: Music by Women with Mary Kathleen Ernst, we
hear a solid framework ground i tradition, yet somehow
informed by more recent harmonies and rhyhms that would
not have been heard in past centuries. That the music is
appeling is undeniable, both hee and in the ensuing Beating
Down, where Bnst is joined by violinist Teri Lazarard celist
Marcio Botelho. This is attimes a demer work, embued with
passion and energy that soundsas engaging  play asit is to
hear  Yes, George Rochberg returned to eafier style
evocations such as this decades ago. But hee the evocations
are rot juxtaposed, they just are. The music has a sweep and
like al good nusic, it has something 0 say and stays in the
ear

Nancy Bloomer Deussen is another traditiondist, but with a
decidedly neoromentic and entimental swing; he harmonies
are given to regularly modulate into somewha unexpected
areas in Two Pieces for Violin and Rano and Trio for Violin,
Cello, and Piano. Slow movements are songful; fast ones
peky, with every not in place. She is not afraid to be
beautiful. This is deinite hgopy-face music that charms --
bright, cheerful, postive virtudly throughout

A darker, more introgective beauty is found h Beth
Anderson's Trio: dream in d. She buysinto the cyclic chord
structures of pogminimalism, with solid measure-by-measure
changes and flat-side lowered hamony on he seventh and
sixth degrees of scales. The music has the weight of great
import; Andason is the most "progressive-traditiondist"
featued here -- her music somehow informed by the legacy of
he teachers: John Gge, Terry Riley, Robeat Ashley, and
Larry Augtin. Net Wak is even more clearly in a minimalist
canp, with the cscillating thirds of much of Philip Glass's
music, tweaked with a prominent minor-modd dominant in a
major-modal tonic congruction. The work's more bdladic,
folksy style bringsit close to some of Michael Nyman's film
scores, and it is no surprise to learn that Andeson's fine music
has beenfeatued cinematicaly aswell.



Calendar

Juy 1

San Fancisco Symphony peforms Ellingtons From the
River. Stern Grove San Francisco, CA.

Bartok's MiraculousMandaiin Suie. Aspen, CO.

Juy 6

Gyan Riley paforms music of Terry Riley, as well as his own
compostions Old Hrst Presbyterian Church, San Fancisco,
CA.

Juy 7

90th birthday of Gian Carlo Menott.

July 10

U.S. premiere of White Raven an opea in five acts by Fhilip
Glass and Robet Wilson. New York State Theater, New
York, NY. Through dily 14.

July 11

Symposum with Phiip Glass. Lincoln Center, New York,
NY.

July 13

50th enniversary of the death of Arnold Schoenberg.

July 15

Christophe Rous's Sesing. Aspen, CO.

July 20

Fredh Voces Mark Alburge's The Little Prince, John
Partridgés The Sobiers Who Wanted to Kill Death, and nusic
of Nancy Bloomer Deussen. Goat Hall, San Fancisco, CA.
Through dily 22.

July 21

Philip Glasss Music in Twelve Pats. Lincoln Center, New
York, NY.
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July 23

Shots: Philip Glass. Lincoln Center, New York, NY.

July 25

Choral & Chambe Works (1976 to 2001) of Philip Glass.
Lincoln Center, New York, NY.

July 26

San Fancisco Symphony pe&forms Stravinsky's Firebird
Suite. Davies Symphony Hal, San Francisco, CA.

Cinematic Shots (2001) with music of Philip Glass. Lincoln
Center, New York, NY.

July 27

San Francisco Symphony pe&forms Copland's Fanfare for the
Common Mwin and Appalachian Spiing, and Gershwin's
Rhapody in Blue and An Anerican in Paris. Davies
Symphony Hal, San Francisco, CA.

July 29

Ives's SymphonyNo. 2. Aspen, CO.

Chen Yi. Bennington (ollege, VT.



Chronicle

May 2

Extenson du domaie de la note Théétre Silvia Monfort,
Paris, France. Festival through Ma 12.

Congrvatory Classical Orchestra in Stravinsky's The Rite of
Spiing. New England Gonservatory, Boston, MA.

Kerniss Lament and Prayer peformed by the Minnesota
Orchedgra. MN. Repeated May 4.

The Boston Symphony peforms Shodakovich's Symphay
No. 5. Canegie Hall, New York, NY. "The Shogdakovich is
like an application for paole after a year of musica house
arrest . .. [A] warm and loving darinet sound [b&omes &
shrill wheeze . . . forced upward and out of its skin. . .
Shodakovich's 'band' has an edge of nastiness and aprodivity
toward hygeria' [Bernard Holland, The New York Times,
5/4/01].

May 3

Soloists of the Goehe Ingitute in music of Hindamith,
Ferneyhough,and Eisler. Goeahe Ingtitute, Paris, France.

Extenson du domaie dela note. Luc Ferrari. Théére Silvia
Monfort, Paris, France.

Death of (Smiling) Billy Higgins, of kidney and liver failure,
at age 64. Inglewood, CA. "[He was] oneof the best-loved
and most-recorded drummers in postwar jazz .. . 39nce the
late 19508, when he made a name for himself by playing on
Orndte Coleman's early recordings Mr. Higgins was one of
the most musically senstive jazz players around .. .. He
recorded with TheloniousMonk . . . Sonny Rollins [and] Pat
Metheny. . . . Higgins was on the faculty of the jazz studies
progran at the University of Californiaat Los Angdes' [Ben
Ratliff, The New York Times, 5/4/01].

San Fancisco Symphony, conduded by Michael Tilson
Thomas in Del Tredci's Gay Life. Davies Symphony Hal,
San Fancisco, CA. Through May 5. "Gay Life [is] grown up
and loud" [Allan Ulrich, San Francisco Chronide, 5/5/01].

Emergency String Quatet: Chambe Music for the 21¢
Century. The Luggaye Store Gallery, San Fancisco, CA.
"[They] specialize in playing cmpostions that haven't been
writtenyet" [Intemet release].

San Fandsco Electronic Music Festival. 1814 lllinois Street,
San Francisco, CA. ThroughMay 6.

Orchestral Music at the Technological Frontier. Symphony
Hall, Boston, MA.

Anthony deMare plays piano nusic of Meredith Monk. Here
Arts Center, New York, NY.
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Milton Babbitt's All Set and Earle Brown's Available Forms I.
Eastman School of Music, Rochester, NY.
May 4

Extenson du domaie dela note. Music of Georges Aperghis
ard Giadnto Sceld. Théére Silvia Monfort, Paris, France.

Merce Cunninghan Dance Company.
Berkeley, CA. Also May 5.

Zellerbach Hall,

LaraDownes. University of California, Davis, CA.

Uncommon Vsions The Rl Dresher Ensemble Electro-
Acoudic Band with Joan Jeanrenaud, cello. Dreshe's Dark
Blue Circumgance (1982-86) for elo dectric guitar and live
digital looping; San Fancisco pramiere of Anthony Dwis's
Blue Funk Into Darkness (2000) for ello and electro-acoudic
band, premiere of John Luther Adams's The Light That Fills
the World (1999, revised 2001) for wolin, bassoon, two
electronic keyboads two dectronic pecussion; Daviss A
Walk Through he Shadow(1983, transcribed for Hectro-
Acougic Band by Mark Grey, 1999); %n Francisco premiere
of Dreshea's Unequal Distemperament (2000-01) for €ello and
electro-acoudic band; and RPaul Hanson's Pull of the Cold
Rope The Forum at Yerba Buena Cente for the Arts, 701
Mission St. @ Third, San Francisco. Repeated May 5.

Premiere of Mark Alburge's Henry Miller in BrooHyn (words
by Mel Clay), directed by Hariet March Page with RicK
Richetta (Henry), Tisha C. Pae (Juné, Elaine Fdey
Romandli (Jeanng. pianist Keisuke Nakagosi, wind-player
Brendan Dance, and trumpeter Jab. Potrero Neighborhood
House Theatre, San Francisco, CA. Through May 20. "The
collaboraion of Chy and Alburge is astory initself. ... The
par met at what Alburge calls 'an atistic dating gane' hdd at
Yerba Buena Center by the American Composers Forum. . .
Someone asked [Clay] 'What kind of nusic are you hering
with [your texts]? and | sid, 'I'm hearing smething really
cheap tacky, ard vulgar.! Then there was a . . . break and
Mark came ove and said, 'Cheap, vulgar, tacky -- That's what
| write." . . . . 'The way Mark's music is written is such that
you @n't really sing it without an opeatic gpproah, says
[Tishg Page. 'You have to g4 real singeas; you @n't just get
people who night be able to carry atuneand mightbegood n
amusica. The music is too had, the rangeis too wide; you
have to be trained to be able to leam it" [Jeff Kaliss, San
Francisco Chronicle, 42701]. "Henry Miller is a tawdry
subject, so | thought what is the tawdriest opega | know? . . .
Alburge used the musical dructure of . . . Kurt Welll's
suitably seeds The Threepemy Opera as a blueprint, adding
othe pre-existing music from various sources and 'nushing it
al togeher. It's a pogmodean oup .. . everything from pop
tunes to a generic rgp sensbility and a fair amount of Philip
Glass-type minimalism.'



For example, Jeannés love bdlad ‘Arthur Rmbaud' is a
combination of ®me of the hamony from Threepemy's
'Pirate Jenny' and 'stolen guff from Bizet's Carmen' Alburge
cheerfully confesses to aso ripping off Sravinky, Gregorian
charts, Verdi, ragtime ard even Muzak. 'Hopefully the golen
music, plus a mgor-minor tenson [in 'Rimbaud] will make a
fresh sound" [Jean Schiffman, San Francisco Arts Monthly,
5/01]. "Henry Miller in BrooKyn . . . worked remarkably
well. . .. | thoughtthe derivative naure of the piece would be
more intrusive thanit was. Somehow, the canbination of one
guys forms and key signaures, rhythms, etc., and oher
peoples melodies and textures (including the compor's, one
assumes) took the curse off both, and the amalgam was
effective. The cast was convincing, the music was
compelling, the set was as unhelthy looking & the
relationships portrayed, and the whole thing hung ogeher.
We did emerge afterwards hunming bits from Three Penny
Opea even though hadly a not and nota word of t was
adually presert in the score. |t also helped that a full moon
appeared pde and ghosly ebovethe bay (like a worn-outold
penny) durng te intermission" [Annie Quito, 5/7/01].
"Henry Miller is . . . [a] hybrid beween musical theater and
opga. . . [Tlhe grong opeatic singing and ordestra
accanpanment are d surprisingly high stardards. . . . [It has]
musica uniqueness' [Karen Machlin, City Search, 5/8/01]. "A
very exciting sow. . . . | was amazed by the tdent' [Joe
Marchi, Pacifica TV, 5/8/01] "[T]he show's oveall musical
sensibility is erticingly eclectic. Rick Richetta as Miller is a
strong $nging eactor, and Tisha C. Page sings beautifully as
June' [Brad Rosengtein, Bay Guadian, 5/9/01] "Henry Miller
in Brooklyn, an exciting nev creation, 'blows the dud out of
the ears of opea-goas. ... Henry Miller is in several aspects
supeior to several far more elaborae and expensve moden
opeas which I've reviewed, and its qudity tendsto quél any
anxiety aboutfour-letter words sensationd elegies, and eotic
ads ard references al of which pepper the work's two acts. . .
. Soprano Page. . . isthe brightest and dearest of the [vocal]
trio, an important qudity when an audience is trying b make
out rapid-fire vocal lines without bendfit of the supetitles
youte provided a the OperaHouse. 'Junés Song, just prior to
the show's single intermission, showcases both the singe’'s
passiongde powe and Alburge's capecity to elevate and
enhance a melodic line It's the sort of aria which gands so
beautifully on its own hat it could become an audition piece
or aprou pat of any godal voalist's recital. Alburge flirts
with a closetful of musical styles and devices elsewhere in the
opea, and yd with the force of Clay's story and libretto the
piece emerges mostly cohesive and rarely loses its momentum,
though nost longe opeas do. A pdr of tangos seemingly
crowd-pleasers on op@ing nght, is a sort of tribute . . . to the
influence of . . . The Threepemy Opera . . . (ne of the pair,
an odeto 'Arthur Rmbaud, is the best moment for soprano
Romandli . .. Alburge references ragtime; at other points
the composer seems to echo Bizet, minimalist Philip Glass,
and mething Russian midway beween Rahmaninoff and
Scriabin.  Somehow it all works, ard it's all fascination. . . .
[T]he credbility so often missing with even the superstars of
opeaa [is] absolutely vital to Clay's honest account (based on
his eatier play, which in some scenes did away with the
lingerie seenin the qoera).
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Clay and Alburge have in places intentiondly leavened their
opeaa with hunor and ear-catching gmmicks, and this is
much to their credt. Bah ads open with pianist Keisuke
Nakagoshi (the lynchpin of a talented instrumentd trio)
picking up he rhythm of Henry's typing on hs antique Royd,
ard this is both exciting ard fun. The calaretdike cantext of
the Neighborhood Housis ideal for confroning this exciting
creation up ¢ose and pesond" [Jeff Kaliss, Commuter Times,
5/1001] "Theauthorswere well served by the paformers and
by crisp, clever stage drection from Harriet March Page.
Alburge . . . often snds his music cantering ove long
stretches of monologuein a rapid-fire pater that . . . kept the
pace of the show from flagging. Alburge has based his
eclectic score in popula dance and ohe types of repditive
rhythmic structures, and there is quite a bit of reference in it to
The Threeemy Opera, which the composer acknowledges as
his 'scaffold.’ The sow is even st up like a Brecht/Weilll
song-pby, with numbes titled '‘Bdlad of the Difficult Life'
and Useful Song'and @ forth. This is a score notéble for its
fierce erergy ard drive. . . Tisha C. Page was an aluring,
sedudive, and bdievably wayward dung at ease with he body
(not a smple task, given the action of the story) . And she
really found athread for he character that she a'so manifested
in he singing. . . . Hariet March Page deserves credit for
diciting the peaformances from he cast and for he varied use
of the space. Alburge conduded his score with visceral glee
and kept the show runnihg snoothly" [Michael Zwiebach, San
Francisco Classical Voice, 5/1501]. "Miller comes on and
sits at his typewriter in the middle of agrandly doppy 1oom--
strewn with slk clothes and nudewatercolors lace tablecloths
ard enpty bottles -- while a threepiece ememble pays
angular jazz that evokes the mess. . . . This ... is an
appealing jumble of formal and crass elements . . . A run of
the hornsin his 'Ildea Song' even refers directly to Walll's
'‘Cannon $ng. ... Alburge's music is the show's strongest
asset. His piano, trumpet, and saxophonemove with arestless
ard complicated erergy. ... The ... dow is packed with 21
songs . . . Henry's 'At the Blood Bank' is a coarse, hdf-
spoken, arhythmic evocation of the novdist's messy life.
'Subway Madman' is also strong -- anear-tota submission
chaos, with alot of screaming by Heary and blring of hons
where the tune should be 'Hello Jupiter,’ Henry's climactic
song, is good n the opposte way: Instead of cacophony ad
confuson we ge exubeant, soaring melody, and Richetta's
voice soundsnimble and pure Page gets similar results out of
'‘Doctor Song: . . . But Elaine Foley Romandli does the show's
best work as Jeame. Her "Ballad of the Difficult Life" is a
pretty swoon dout the artist-as-Christ, and ‘At the Club' is a
sinuous high-voiced tease, aimed a Henry, about June's work
as a dancer. Although &anne serves as a cursory third wheel
on Henry and dines romantic bicycle, Romandli invests her
with a strong preence. 'Arthur Rimbaud' may be the show's
most interesting ng, with its heavy rhythm and irregular
melody" [Michael Scott Moore San Fancisco Weekly,
5/1601].

SanFrandsco Electronic Music Festival, with John Bischoff ,
Carl Stone and Miya Masaoka.  Cellspace, San Francisco,
CA. Masaoka aso performs May 5 at Southern Expoaure.



Britten's War Requiem. Kennaly Center, Washington, DC.
"Contradicting the liturgy with anger and disgug” [New York
Times, 5/8/01].

Chen Yi's Dunhuang Rntasy. S. Mary's Episcopd, Kansas
City, MO.

Thru the Walls. Cutting Room, New York, NY.

Music by Dan Locklair, including the premiere of his Te
Deum $. Paul's United Methodig Churdh, Hougon, TX. A
second progran is given May 6.

May 5

Penderecki String Quartet in Schafer's Sring Quartet No. 1,
Freednan's Graphic 8, and Rech's Different Trains.
Kitchener, Canada

Glasss The Light paformed by the Budegest Festival
Orchestra. Budagest, Hungay.

Kernis's Air peformed by the BBC Philharmonic. Royal
Northern College of Music, Manchester, UK. Through Ma
13,by New York Chamber Symphony.New York (NY).

San Fandsco Electronic Music Festival, with Bob Ostertag,
Maggi Payne, Matt Ingdls, and Ultra Red. Cdlspace, San
Frarcisco, CA.

Boston Cyberarts Maathon, with Auros Dinosur Annex,
Marilyn Nonken, in music of Davidovky, Rech, and
Stockhausen. Slosherg Gallery, Brandes University, MA.

Birdsongs of the Mesozoic. Somerville Thedre, Somerville,
MA.

Jennifer Higdon, William Bolcom, and Jbn Desk. Dia Center,
New York, NY.

Orchestra 2001 h Varése's Intégrales, Cag's Seond
Condruction, Stravinky's Les Noces, Finko's Quadmuple
Triangles, ard St. Fiere's Memento Mori. Holy Communion
Churdh, Philadelphia, PA. Repested May 6, Swarthmore
College, Svarthmore.

May 6

Tom Headey.
Berkeley, CA.

Art Museum, University of California,

Muir Trio. University of Cdifornia, Davis, CA.

Nancy Bloomer Deussen's Kyrie.
Church, Palo Alto, CA.

First Congregational

Tod Machova's Hyperstring Trilogy. Tsai Performance

Certer, Boston University, Boston, MA.
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Premiere of Orlando &cinto Gacia's fragmentos de la noche
(Night Fragments). Thedre of the Riverside Church, New
York, NY.

Steve Reich's Proverb, Different Trains, and Music for 18
Musicians peformed by Third Angle, with the composer in
attendance. Newmark Theater, Portland, OR. "After 18,...1
made a rule to myself, young &ad dupid as | was, that |
couldnt do aything that was like Music for 18 Musicians As
aresult | had the most difficult and depressing time I've ever
had, compostiondly, in 77 and 78". .. In the 19805 he
produed such memorable works as Tehillim and Deseat
Music" [James McQuillan, The Oregonian, 5/6001]. "Reich
spoke approvingly of the choices, referring o [the workg as
three of the best pieces hed ever written. ‘If you dont like any
of these," hesaid, 'you really dont like what | do" ... Nobaly
seems to know whd 'Third Angle means. . . butfor me it will
always have something to do with . . . getting a glimpse of [a
work] in a different light and from a different angle [James
McQuillen, The Oregonian, 5/9/01].

Benjamin Leess Piano Tio No. 2 ("Silent Voices").
American Jawish Historical Scciety, New York, NY.

Auguga Read Thomes's Prayer Bels peaformed by the
Pittsburgh Ymphony. Pittsburgh,PA. Repeated May 6.
Premiere of Janice Gitecks Navigating te Light, plus music
by Hebolsheimer, Macauley, and Nicholson. ArtsWest
Playhous and Gallery, Seattle, WA.

May 7

First Monday Jorden Hall, New England Consrvatory,
Boston, MA.

Taimur Qullivan and Marilyn Nonken in music of Milton
Babbitt, Martin Bresnick, Jason Eckardt, and Alvin Lucier.
Flea Theatre, New York, NY.

Hawthorne String Quatet in works by BEwin Schulhoff,
Gideon Klen, Hans Krasa, Vitesslava Kaprdova, and Viktor
Ullman. <. Bartholomew's Church, New York, NY. "Terezin
(or Teheresierstadt) [wag the cacentraion camp in
Czecloslovakia that the Nazis turned into a model camp, with
an arts program, for propagandapurposs. . . . [A]ll four of
[the male composrs] died at other camps. . .. Kaprdova. . .
diedin France while waiting to emigrate to the United States .
.. [L]istening ... to Klein's beautifully involved, melancholy
Fantasie and Fugue composd at Terezin in 1943, it was
impossible not to wonde how hewould have developed had
he not been killed, two years later, at 26. Also griking, if not
particulady surprising, was the dfference in tone betweenthe
two works composd before the war . . . and the three
composed at Terezin" [Allan Kozinn, The New York Times,
5/12/01].

Mel Brookss The Prmoducers wins 15 Tony Awad
nominations (beding the dd recad of 14 received by Stephen
Sondheém's Companyin 1971). New York, NY.



May 8

European pramiere of Judith Sainte Croix's From Far Beyond
the Bue Sky. Vienng Austria.

Kerniss New FEra Dance peformed by the Hartford
Symphony. Hatford, CT. Through Mg 18, by the Knoxville
Symphony. Knoxville (TN).

World Festival of Saeced Music, Philip Glass and Xbhn
Schaefer, curators. Merkin Concert Hall, New York, NY.

Sigur Ros.  Irving Phza, New York, NY. The four-man
Icelandic band . . . works within severe self-imposd limits:
rigorousy dow tempos connant harmonies, uncomplicated

song forms. Its musical terrain, full of pop ad gravity, has
been wedl mapped by Rnk Hoyd axd sundry nev-age
musicians. . . . Since Sigur Ros has been endorsd by the

current paragon of aty rodk, Radiohead, its sold-out show
drew a gtylish audience that wouldnt be caught dead listening
to Yanni. But while it canteeter on the edge of kitsch, Sigur
Ros has the gft of turning the dementary into the elemental. .

. It began with its sonic signature: Jon Birgisson usng abow
on hk dectric guitar, creating dongaed, disembodied tones.
That sound,which can beas roundel as acello or & shrill asa
siren, floas through nost of Sigur Ros's songs . . Birgisson
sings in an otheworldly counertenor, sustaining Icelandic
lyrics' [John Rareles, The New York Times, 5/12/01.

Benjamin Boretz. Jack Straw Produdions Seattle, WA.

May 9
JorjaFleezaris. University of California, Davis, CA.

Angdes String Quatet.
Los Angdes, CA.

Los Angdes County Art Museum,

Day of Noise, including the S Sound Ehsemble, with Matt
Ingals. KZSU, San Frarcisco, CA.
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Death of James Myers, at age 81. Bonita Springs FL. "[Hig]
'Rock Around he Clock' became arock and roll anthem. . . .
Myers, who dso worked unde the name Jmmy DeKnight,
wrote more than 300 ®ngsand hal bit parts in more than 300
movies and television siows In 1954 'R Around the
Clock," written by Mr. Myers and Max C. Freedman, was
recorded by aband Mr. Myers had taken unde his wing, Bill
Haley and His Comets. After modest success, it soared to the
top of he charts in 1955 & the theme song for he teenage
rebd movie The Blackboad Jungle The song wes No. 1 for
eight wesks and sold more than 22 nillion cpies’ [The New
York Times, 5/12/01]. "Meyers. . . wrote the song wih Max
Freedman in 1953. The song wa recorded first by a
Penngylvania group,Sunny Da and His Knights. . .. Haey's
record was only a minor hit when it came out in 1954, but
after the song bbsted out of movie theater speakers ove the
opening aedits to the 1955 jvenile ddinquent drama
Blackboad Jungle it soared to the top of he naiond pop
charts, the first rock'n'roll single todo so. . .. APhiladelphia
naive, Mr. Myers was a drunmer in his own band before
joining the Army during Woldd Wa II. . . . He said the
melody evolved in his head ove afew years before he findly
wrote it down. While picking outthe tune on apiano & his
office one day, his friend Freedman joined him. 'When we
finished it, hesaid, 'What are you gong ¢ call it? | said, 'Rock
Around he Clock,' Mr. Myersrecalled . .. 'And hesaid, 'Why
rock? Wha's that mean? Why not'Dance Around he Clock?
| said, 'l just have a gut feeling, and snce I'm hdf writer and
whole publisher, I'm the bos!™ . . . It has been recorded by
more than 500 .. . from Mae West to the Sex Pistols, and ha
beenused in more than 40 movies. . .. Dick Clark cdled it
'the anthem of rod<'n'roll." . . . Bill Haey's labd did notwant
him to record the song. When he was free of that contract, he
ard Mr. Myers heacedto New York and cut a deal with Decca
Records Decca put'Rock Around he Clock' on he B-side of
a song aled 'Thirteen Women,' which floppal. It was Mr.
Myers' mailingsto Hollywood dudios that ultimately pad off

. Marshall Lytle, the bass player . . . [in] Haley's band,
said he realized how bg the song wa as the band droveto
Boston fromNew York in Haley's new Cadillac. . .. 'l turned
on the radio and hit the button and the station was playing
'Rock Around te Clock.' | hit the buton aain and the next
station was playing [it] and the next station, too. Within two
minutes that morning, | heard 'Rock Around te Clock'
playing on 12 dferent stations smultaneoudy. Mr. Myers
estimated hemade $10 nillion in roydties from the tune . . .
[He wes] buried . . . in Philadelphia” [Associated Press,
5/1301].

The Pierre Boulez Workshop: Le Marteau Sans Maitre.
Carnggie Hall, New York, NY.

May 10

85th birthday of Milton Babbitt.

Extenson du domaie de la not. Group de Recherces
Musicdes. Théétre Slvia Monfort, Paris, France



David Amram peaforms arap homege to Jack Kerouac's scroll
manugript for On the Road Tosca, New York, NY.

Chen Yi's Ge Xu, Doroty Chang's Sunan Danes, Gerald
Levinon's Five Fires, Percy Grange's The Warriors, and
Toru Takemitsu's From Me Flows What You Call Time
performed by the Seattle Symphony. Benaroya Hall, Seattle,
WA. Ms. Chen's Ge Xu and Ms Chang's Sunan Danes are
basicaly Europeanpieces The allusions to China (the bright ,
boisterous colors of Ge Xu, the pentaonic tunes of Suran
Danceg are only dlusions Oneis reminded of the plates and
dishes that flooded England and America two centuries ago:
exquisitely Chinese but designed for European use.. Mr.
Levinon's Five Fres . . . was heavy with his past studies in
Bali ard in France. His orchedra is loaded with the echoing
percussion of he gamelan, but he measured chaos and dhord
progressionsmoving in lock step seem more about his teacher
Messiaen than directly in contad with Balinese music. . . .
The Wariors by Rercy Grange -- a triumph of enthusasm
over taste -- didnt seem to care aboutthe question [of fuson]
at al. .. . Toru Takemitsu's From Me Flows What You Call
Time rendered al argument supefluous This ravishing
music hears the East through aveil of French Impressionism.
The Seattle Symphony unde Geard Schwaz found is
ddicate colors, and te pecussion group N&us explored
Takemitsu's batery of devices with a welcome cam and
leisure. Maybe fusion is not really East-meds-West at all but
athird thing rising eovethe two" [Bernard Holland, The New
York Times, 5/12/01].

May 11
Quintet of the Americas ceebrates the hrthday of William
Grant Still. Langgon Hughes Library, New York, NY.

May 12

Extenson du domaie de la note. Pierre Henry. Thé&re
Silvia Monfort, Paris, France.

Poon HiIl Performances preserts music of Leo Ornstein.
Woodsde, CA. "Leo is now 108 yers old. He wrote his
Sonat No. 7 at age 96,and it's gorgeus' [Pamela Deutsche.
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Death of Rerry (Rierino) Gomo (b. 5/18/12, Canonsurg, PA),

at age 8. Jdupiter, FL. "[He was] a snall-town barber from

Penngylvania whos rich voice and eassy manne made him
oneof the nation's most popubr singe's and entertainers in the
decadksafter World War Il. . .. Camo arived in the kig time
(in the 19405 singing wha [Will] Friedwdd caled 'heavy

Chopinesque numbers' . ... But once on bp'. .. he switched

ove to 'the most idiotic novdties of the pre-Mitch Miller era,’

beginning with 'Hubba Hubba . . . and @ntinuing through
'Chi-Baba Chi-Baba 1947), 'N'yot N'yow' (‘The Pussycat

Song, 1948),'Bibbidi Bobbidi Boo' ('The Magic Song, 1949),
'Zing Zng Zoom Zoom (1950), 'Chincherichee, 'Papaya-

Mama,' and the monder hit 'Hot Diggity' (1955).... [Hewas
oneof 13 dildren of Hetro and Lucia Travaglini Como, who
had immigrated to the United States from the Abruzzi region

of ltaly. The dder Como, who hal a fine baitone voice,

worked in the Standad Tin Pate factory in Cannondurg, a
small town in the coal-mining region uthwest of Attsburgh.

The town had much in common with the Abruzzi he had left;

it was a place where people toiled long and had. Perry Como
started working a the age of 10, sweeping out Steve
Fragapane's barber shop for 50 ents aweek. . . . and by the
time hewas 14 heownel his own babershop, giving trims to

minors He picked up etra money on wekends singing for
the local chapter of the Sons of Italy and oher fraterna

organizations Although Retro Como's circumstances were so

meager that he had to buy food @ the installment plan, he
found e money to give each of his children music lessons . .

. Unlike many dnges of his generation, [Perry Como] could

readmusic. It was Mr. Camo's intention to remain a barber.

But in 1932 hemet Freddie Calone, who with his brother

Tony and Fank hal aband that played in clubsin Cleveland. .

.. By wartime |his] family was living in a small apartmert in

Long Idand dty, Queens, and Mr. Como was singing late-

night peformances at the Copacabana . . . The schedule kept
him from spending a much time with his family as he wanted,

and he decided to return to Canondurg and opeé another

baber shop. But an agent pesuaded him to give his singing
career more time, and his reputation grav. . .. 'l dont have a
lot to tell the awerage interviewer,' Perry Como once tdd a
reporter. 'l've donenoting that | can cal exciting. | was a
baber. Snce then I've been a sngea. That's it" [Richard

Severo, The New York Times, 5/4/01].

Frederick Ullen plays Ligeti's Etudes. Coope Union, New
York, NY. "Ullen . . . play[ed] al 17 of te Etudes that
Gyorgy Ligeti has so far made public. When Mr. Ligeti
started this project in 1985 hsg intent seemed to have been to
ease himself into a piano mneoerto. But the studies took on a
life of their own. . . . Ullen['s] . . . quickest notes -- in
‘WarsawAutumn' . . . were individudly audible and propey
gathered in tumbling buntes. In the most recent piece,
Breathless,' the gnears of quick notes in the low-middle
register soundel like groaning gasps . . . . 'Rainbow souncded
like a search for a song nelody .. . while the first pat of
'‘White on White' was like a Bach chorde" . ... Ullen ...
realized . . . [the] fine combination of liveliness and pognancy
... of music turning © look bak on isdf in 'Metal™ [Paul
Griffiths, The New York Times, 5/16/01].



May 13
Aaron By Kernis's 100 Geatest Dane Hits. Davies
Symphony Hal, San Francisco, CA.

David Byrne Irving Plaza, New York, NY.

World pramiere of Richard Wilson's Aethelred The Unready.
Merkin Concert Hall, New York, NY.

May 14
Live dectronicslll. Salle Olivier Messiaen, Paris, France.

Birthday of Richard Kogelanetz, Lou Harrison (hs 85th),
TaniaLeon, and Alvin Lucier.

Nancy Bloomer Deussen's Ascert to Victory. Bel Air, MD.
Jennifer Elowitch. New England Conservatory, Boston, MA.

Boulez conduds his Marteau SandMaitre, Anthénes | (1991),

and Piano Sona No. 1 (1946). Welll Recital Hall, New

York, NY. "[I]t was had to imagine why this aluring work
was ever treated like some dognatic serialist tract. Written in

homege to Schoenbeg's Pierrot Lunaire, Le Marteau Sans
Maitre . . . is a setting in nine movements of three obscure

Surrealistic poans by René Char, scored with astounding
imagination for mezzo-soprano and d$x wildly diverse

instruments . . . . Boulez may be the most sumptuousFrench

colorist since Debussy, ard the instrumental hues he extrads

from the unmnventiond ensemble are wondrou$y varied,

both when the textures are thick with hypecharged,

zigzagging @unerpoint, or thinned to digphanous solos for

flute or gutar. The mezzo-soprano lilia Bentley broughtrich

sound,degp expressivity and ax uncanny sn<e of pitch to the
work's restless vocal lines, dive with sudden kips and siky

rhythms one moment, hushed and Impressionigic the next. It

was touching b see Mr. Boulez, rdaxed and ourtly a 76,

drawing such vibrant and incisive playing from these earnest

and gifted young nusicians. The work's 40 minutes went by

in no ime. . .. [T]he 10-minute Piano Snaa No. 1 .. . [is]

astonishingly compact and gdeely music® [Anthony
Tommasini, The New York Times, 5/18/01].

May 16
Portrait of John Gage Cité de la Musique, Pearis, France.

The Magical Cabaret of EAR Unit!
Museum, Los Angdes, CA.

Los Angdes County Art
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San Fancisco Symphony, conduded by Michael Tilson
Thomes, Takemitsu's Star-Isle (1982), Britten's Prince d the
Pagodasand Ravel's Piano Gneerto in G. Davies Symphony
Hall, San Fancisco, CA. "Leading whda must be the largest
percussion sction snce the orchestra peformed Varése's
lonisation severa years ago, Thomas blazed his way through
the Pagodassequence"” [Allan Ulrich, The New York Times,
5/1801].

May 17

New York City Opega presents Showasing American
Composrs, excerpts from 11 nev opegas. West-Park
Presbyterian Church, New York, NY.

Eos Ordhestra pramiere's Sondheém's Concertino (1949) ad
Jake Heggie's Cut Time. Society for Ethical Culture, New
York, NY. "Sondhém['s] Concertino [was] written when he
was not y¢ 20. Originaly scored for two pianos the 12-
minute work has beenorchedrated by Jonathan Sheffer . . . .
[The] work is . . . in the Neoclassical idiom . . .. Echoes of
Ravel and Qoplend ae plentiful . .. 'In ollege | did ajunior
paper on Gopland's Music for the Theaer and asenior pger
on Ravel's Concerto for the Left Hand. ... I'd say | wasin my
Hindamith phase, especialy The Four Temperaments. Other
listeners may hear . .. Garshwin's Piano Concerto in F (though
herein G)" [TheNew York Times].

May 18

Corigliano's The Hed Piper Balet Linooln Center, New

York, NY. ThroughMay 24.

May 19

Scelsi's Aibn. Salle Aivier Messiaen Paris, Frarnce.
48th anniversary of the death of Charles Ives.

Seattle Symphony n Chen Yi's Ge Xu. Seattie,. WA.

May 20

Max Lifchitz in Tangosand More!
Churdh, New York, NY.

Christ and S. Stephen's

May 21

Stefano Sodanibbio. Los Angles County Art Museum, Los
Angdes, CA.

May 22

Scenes from Berngein's Candide and Roulenc's Dialogues of
the Camelites New England Gonservatory, Boston, MA.



North/South Cononance presents Eubds Satirday Night at
the Cabana Bamboq Shapiro's Trio, Diemer's A Quiet, Lovely
Piece Whitman's Ori, and Kessner's In the Certer. Christ and
St. Stephen's Churdh, New York, NY.

May 23

John Korc&'s film Go o Hell, with music by Bary Cohen.
Dutch Reform Church Funea Home, New York, NY.

May 24

Lost Objects, by Michael Gordon, David Lang, and dlia
Wolfe, performed by the Bang On aCan All-Stars. Dresden,
Geamany.

Ernesto Diaz-Infante. The Luggaje Store, San Francisco, CA.

San Fancisco Symphony, conduded by Michael Tilson
Thomas in Steve Reich's The Desat Music. Davies
Symphony Hal, San Francisco, CA. Through Mg 26.

Premiere of Pinkham's Partita for Cdlo and DoubleBass.
Williams Hall, New England Conservatory, Boston, MA.

ASCAP Concert Music Awards, with Peter Schikele, honoring
Leonad datkin, Fred Sherry, Chambe Music Society of
Lincoln Center, Merkin Concert Hall (for Great Day in New
Yak), John irigliano, Chen Yi, Tan Dun, H. Robert
Reynolds, Tony Viscont, and Matha Mooke (for Thru the
Wadls). Wdter Reade Theatre, New York, NY.

Composrs Conmrdance presents Rhoalss Slam, Rovne's
Hexagram, Trefousses Hotel Brown Poems, Burke's Fury of
Bloom Birtwistle's Pulse Sample, Rowe's Stells, Mamlok's
Polarities, ard Beeferman's Sonat Bombadica. Federick
Loewe Theatre, New York University, New York, NY.

Music and Poetry, Aaron By Kerniss Still Movement with
Hymn ard Stacy Garrop's Little Bits. Roulette, New York,
NY.

Seve Reich Redux  Tehillim and The Desat Music.
Columbia University, New York, NY. "These are among Mr.
Reich's most durale works' [Allan Kozinn, The New York
Times, 5/28/01].

May 25
Glass's Voices for Didgeidoo, Organ, and Narrator
peformed by the Melbourne Symphony. Melbourne

Australia

Orchedre Fhilharmonique de Radio France in Messiaen's
Turangdila Symphony Théére du Chatelet, Paris, France.
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Nevada County Composars Coalition, with music of Mikail
Graham, Darcy Reynolds and Terry Riley. The Miner's
Foundry. A second progran is hdd May 31.

May 26

San Fancisco Conteamporay Music Players, conduded by
Jean-Louis LeRoux. Library of Congress, Washington, DC.
May 28

Arditti String Quatet, with Stefano Sodanibbio. LA County
Art Museum, LA, CA.

May 29

79th anniversary of the birth of lannis Xenakis.

Britten's Simple Synphonyand Barber's Adagio for Stings
Jordan Hall, New England Conservatory, Boston, MA.

May 30

Chen Yi's Duo Ye peformed by the Munich Chamber
Orchestra, Munich, Germany. Repeated May 31, Cologne

San Fancisco Symphony, conduded by Michael Tilson
Thomes, in Shodakovich's Symphony No. 5. Davies
Symphony Hdl, San Fancisco, CA. Through Jdine 1.
"Thomas aces a nestemiece ly Shostakovich" [Allan Ulrich,
San Francisco Chronicle, 6/1/01].

Premiere of ChenYi'sNing. Ordway Certer, St. Paul, MN.



Comment

By the Numbes

Number of aticles on contemporay popubr music in Time
magazine, May 2001 (four $sues)

3

Total number of articles on contemporay popubr music in
Time magazine, April-May 2001 (nhe issues)

5

Number of atticles on contenporary classical music in Time
magazine, May 2001 (four $sues)

1

Total nunmber of aticles on @ntemporay cassical music in
Time magazine, April-May 2001 (nhe issues)

1

Number of articles on ontemporay popubr music in the San
Francisco Chronide's Sundgy Daebook, May 2001 (faur
iSsLes)

8

Total number of articles on mntemporay popubr music in the
San Francisco Chronide's Sunday Datebook, April-May 2001
(nine issues)

18

Number of articleson contemporary classicd music in the San
Francisco Chronide's Sundgy Daebook, May 2001 (faur
issLes)

0

Total nunmber of aticles on @ntemporay cdassical music in
the San Francisco Chronicle's Sunday Datebook, April-May
2001 (nhe issues)

0
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Items

On May 1, a chilling memo was issued from Tower Recads

headquaters [in Sacramento] to al 113 ofits U.S. stores. The
memo read asfollows: “Effective immediately, the following
three companies are on buyng hot: Allegro, Harmonia
Mundi, and Quaditon. Please do nd purcase from these
vendors unil you hae received notce from here”

Trandation: Do na ordeg any more recordings from these
three indgpendent distributors of (mostly classical and jazz)

recordingsuntl further notice. Thus if Anonynous4 records
anew CD onits labd, Harmonia Mundi USA, you won'’tfind

it in Tower Records Nor will you find any new discs from
Chanticleer on the Dorian and Nimbus labds (among the
Allegro gable) or on CRI, Hungaoton, BIS, or Supraphon
(some of the larger Quditon-distributed labds.) . .. Of course
the major distributors -- Universal, Sony, BMG, and BEMI --

are on no sich hold. All have agreed to give Tower deeper

discounts on dassical produg, as well as, in most cases, to let
Tower have 360 dgs to pay them for any produt sold (called
“360-dgs daing”). “It's like selling records on consgnment,”

said onelabel exec. WEA is the only large distributor that has
turned Tower down, which for the moment could put the
status of any new recordings on Noneuch, Teldec, and Eato
in limbo with the chain. . . . A bit of background: Tower,

which has 183 dores worldwide, is one of the few, if notthe
only, retail chains that carries a subdantial array of dassical

recordings especialy back catalog. (Bordes is appaently

catching up, but not quickly enough o please distributors of
arny genre.) In recen yeass, Tower has been having financial

difficulties. Just last month, a mgjor bank loan -- by ssme
reports as high as $275 nillion —came due The company has
been given an extension, butthat has not queled rumors that it

may be headed for Chapter 11. Wiser heads say that is
unlikely, that the distributors would soone come to Tower’'s
aid than let it file for bankruptcy. “They're cettainly not the
force threy once were” said one execuive. “They’re closing

some stores; the book dvision is hemorrhaging money. But
going Chapter 11 woull redlly surprise me.” One observer

posted that the reason for Tower’s financial problems in the
U.S. is that the North American soresessentially financedthe
chain’s rapid expanson oveseas. In any case, if Tower did

file for Chapter 11, adl of its current inventory would, by the
banks reckoning, be conddered an asset and woul be
liquidated. Which in turn means that the distributors would

not be pad for any of the produd that hgppened to be ditting

on the shelves at the time of the filing.

Susan Elliott
MusicalAmerica.com, 5/1101
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