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Chaos and Control: An Interview with Michael Gordon

ANDREW SHAPIRO

Michael Gordon, with David Lang axd dillia Wolfe, foundel The
Bang m a Can Marathon and The Bang on a Can All-Stars.
Recently the gioup esablished a record label as well, Cantaloupe
Music.

| met with Michad Gordon on Fbruary 12,2001,in New York.

SHAPIRO: Whats Cantaloupe Music about and do you édl that
Cantaloupeis an example of an oufgrowth of the niche tat Bang on a
Cen created?

GORDON: Well, my goa isn't to meke alot of money. If it were, |
wouldn't bedoing this. | wouldn't bewriting the type of music that |
write. My god is to have some control of my life. | think when |
got out of school in 1982, the way you had a career was you kissed
people's buts.

SHAPIRO: This is any music career or the acaemic/quasi--
academic music?

GORDON: The quasi-academic world. | was getting concerts of my
stuff. Theway that you gota peformance in the venuesthat were
established hal nohing rally to do with anything ohe than the
connetionsthat you hal to the older people who ran thos tings. |
was vely inspired by notonly the music of Phiip Glas and Seve
Rech, butdso by the way that they took mntrol of their lives. They
played their own music and hal their own groupsand went out and
peformed. They budked the edablishment. They went past all of
the peforming oganizaions and dl of the ensembles that existed,
and went straight to people who would listen to their music. They
got peopleinterested. Tha is, in asense what downtown music isin
anushel. It's notreally a style butit's more like, "I'm going © goin
front of a bund of people and plby the music and tey're going to
like it" as opposd to, "I'm going © go in front of alot of people and
tell them why they should like this music and whether they like it or
not they're going © reped me" That's what | think upbwn music
is, in asese It'snotaquesion of onemusic is good oronemusic is
bad. | have alove and regped for al kindsof music butin a sense,
the beautiful thing was that they controlled their lives So when you
ask, what's Bang on aCan or what's Cantaloupe Music about why
are we sfarting arecord label, it's not beause we want to make
money or that we're going 1 be putting outmusic that's mmmercial.
It's because we want to decide exadly whats on ourremrds. We
want to put out exactly the music that we want to put out the sane
way that we want to play exactly what we want to play and we don't
want someone el se to be dictating thatto us Thatsall.

SHAPIRO: But ceatainly you're couning on he fad that Bang ona
Can's quasi-pop gatus (as oppoed to another record labd that just
puts out suppo®d avant-garde string trios or something like that) will
hdp you nove some records right? Forinstance, Arnold Dreyblatt's
song 'Escalators' (off of Renegade Heaven, the debut Cantaloupe
Records rdeasd is asong hat soundslike pop. Sing @mes to mind.
And ten it vees off into areas that are deededly nonpop. Anyway,
you know as you'lre garting this project that Bang on aCan has
aready aut out a niche for itself. For a catain sene and goup of
people and nmentdity, you're the capitol of that paticular world. So,
you knowthat you're going to sél some records...

GORDON: | hopewe sll records. Tha would benice. I'm very
hopdul. But| think that the entire record indugry isn't doing vay
well. Espedally classical music. It'steken adivein the last 10 yeas
because people already own al the clhssca music -- they're not
going  buwy it again. In asense that's good nevs for composes and
peformers who ae playing nev music becaisethats the only new
thing that there is. In other words, if you walk into the pop
depatment, the artists have come out with new music. Eveay new
record has new music on it. But if you go nto the classicd
department, most of the records that come out are just of the sane
music. So f you're writing nev stff, that's a good hing for sdes.
Someone is going © walk in and sg, "Oh, | haven't head this, |
wonde what this is" | think that the thing tat you hae to
remember is that if you're interested in new music therés nothing as
exciting asthe first time you her new music by acertain compose.
Conmpogrs, epedadly radical composes like Glas and Reich, have
gonethrough apeiod where people listen to their music and say,
"What the hell is that? It's terrible. | cant stard it!" And I'm old
enough b remember when people sad that aboutthoseguys It was
so radicd that people couldn't listen to it. Then there comes a point
where their music hasexisted in the world for a peiod of ime and
younge people grow up and they hear it and dl of a sudden it
becomes pat of the language that exists. It's no longer radicd.
Think &outVan Gogh. Peple looked athis paintingsand thought
"This guy is crazy. This suff is awful. It's ugly." Now it's
ubiquitous People putit ontheir bathroomwalls.

SHAPIRO: It's been sad that the rigors of minimaism relaxed a
around he time of Glass's Einstein on the Beach and Réch's Music
for 18 Musicians. It was then (1975 or 0) that minimalism
influenced popubr music to an enomous dgree The popubr music
idiom appropriated minimalism and then sent it bak in a way that
influenced the original sources(s) to rdax into a smoother and nore
popukbr aesthetic. | wonde whatyourthoughs areon hat issue.

GORDON: | think that that's possible. You're talking @out Glass
and Rech butthere are ill minimaists who ae asdie-had as they
were in the 1960's | don'tthink that La Monte Young'smusic has
shifted as radically as Glasss or Reich's. Thee are other people that
were part of that movement. As far as Philip and Steve in particular,
| have no idea. We can st around ad theorizeif you went. Being a
compoer myself, | know that at a certain pont | think you ould just
wake up ore day and say, "Well, ya know I've been playing my
keyboad with three saxophoneplayers for the pas 15 yeas and
some guy in Germany wants me to write a piece for orchestra and ya
know, I've never donethat and I'm curiousto see what that would be
like!" 1 could ddinitely seeGlass having that feding. | think that
when oppotunities open up br composes who ae, in a sense,
oufcast composesyou sy, "Well, | wonde what that would belike.
No onehasever asked me to write anything for orchegra bebre and
I'd like to try it out." | think it's & simple as that. You have to
remember that these people were the \illains of the classical music
world. They weren't usng dassicd instruments; everything tat they
were doing wes upsetting the egablishment. They were draving
audiences; they were touring throughoutEumpe they were making
records; people liked their music, and © on. The payback hee in
America wes thet no one would work with them Orchedras ddn't
work with them  Conventionalmusic groupsdidn'twork with them

SHAPIRO: -- Opera companies wouldn't commission them.



GORDON: And then one day someonecalls you upand sys, "We
want you © do something.

SHAPIRO: You just takeit.

GORDON: | couldn't posibly know wha actualy occurred.
Certainly their music had an impact on he world. It crosse ove
into popubr music. | think it had abig impad on he development of
ambient music and even now younge pop goupsand DJs ae stll
freshly being influenced by thos two guys But | think for them if |
had to make any gues | would sg that the world of oppotunity
started opening up ad tey took it.

SHAPIRO: You sy that there are people amund hat are sill doing
straight minimalism. Do you think that the minimalists from the
1960'sare taking the place of the old guad had-core seria people,
the people that so many loathe and think of as beng everything that
iswrong with academia asit petains to the compostion of music in
the year 2000? The minimd people are just staying putwith their
languaye ad have no intention of moving on. Will straight minimal
compostion be aadogousto staight 12tone music, 20-30 yeas
from now? Or is there a problem with that analogy beausethere
was and stll is a popubr aaessbility inheent in minimalism that
12+tonemusic neser had?

GORDON: | hate to put it in such negative terms. | think people
should do what they want. If you went to write 12tone nusic | fed
that that's fine. | don'trealy have a problem with that | fed that the
problem isn't on the basis of individud to individua. The poblemis
scietal, it's the sane in ary science or art. When a prevaliling
aesthetic or theary comes in then there's a certain complacercy that
sdtlesin; thisisjustwhat it is. People forgethow radica the impulse
is. | think especially the classicd music world hasa big problem
with this because Beehoven was a radicd composeé. He was as
radicd as Stve Rech. He expanded the orchestra to contain
instruments that were never usal. He wrote hesehugebonbastic
works-- he was the bad boy ofclasscal music. He had an audience
and people came to see hm. But he was certainly an avart-garde
compo®r and nowlook what's hgppened. Of course, not only with
Beethoven. Most of the great classical composes broke ground ad
were avart-garde.

SHAPIRO: What do you hink of as bang the most recently written
classical music out there?

GORDON:For me, awhile back | heard something by Elvis as being
classic. Then the Beatles, then Dism, now it's 80's pop. Things
become classcal very quickly becausethey bemme imbedded in our
subongiousvely quickly. What used to take 200 yers asapillar of
samething now will take barely ary time & al. Classic rock is now
from the 70's ad noweven the 80's.

SHAPIRO: Classic rock now ddinitely includes something like
early Madonnaor something like Michad Jackson's"Thriller."

GORDON: Somepeople who ae buying records say, "Yeah | know
what that soundslike and | won't buy more becatse Iknow it; | don't
want to hea it again." On the oher hand, there are till about five
times as many who sg, "Oh, I'll buy it becausel've never head it
before ard I'll hear it for the first time." | think that the idea that
certain music is classic or classical -- "I want to hear this Beg¢hoven
symphony @ain or | want to turn on the radio and listen to this
Rolling Sbnes song aain, it makes me fed realy hgppy" -- isreally
nodalgia. It's like having ablanke and abotle, or something like
that

SHAPIRO: A bottle of what?

GORDON: Milk, not a bottle of whiskey. It's like being a baby
again. It'svery comforting. It's, give me what | know. When | was a
kid | liked Ceptain Bedheart, Zappa, and piogressive rock like
Emerson, Lake & Palmer and King Crimson. I've alvays felt that
that's music that | relate to ard it's the stuff that I've beeninspired by.
Lastyea | went into Tower Records with some guys22 years old. |
said, "Guys pick out suff that's mol and experimental.”

SHAPIRO: Whatdid they get you? Mostly electronica suff?

GORDON: Mostly dectronica. | gotthis group @lled Pasonic. It
was just an hour of feedbak. It was great | loved it. I'm very
interested in that stuff. | have a nostalgic felling for the rusic | heard
when | was akid.

SHAPIRO: Wéll, with that in mind, do you &er take one of thes
songsthat you're nogalgic aoutin your head and u it in a piece of
your own? Not necesaily the beats ard a literal transcription
though.

GORDON: Wédll that's a sensibility. Obviousdly | have to write the
music that interests me. | have to write stuff that deases me. It's my
market. My work is me.

SHAPIRO: Coul gé excited aboutskewing apoptune?

GORDON: I've never readly doneanything like that. | think that the
sersibility of the nusic that you write seeps into you. What is an
aesthetic? Why do you like the music that you like? It's a vely
mysterious thing. What are you tying © get out of it? For me, |
don'treally feel totaly fulfilled listening © popubr music. | get it
very quickly. I'm willing fully to totally accept the rusic that I'm
nogalgic about which is from the late 60'sbecausel was a kid then
and | was taaly init. But | carit live in that music anymore taday.

SHAPIRO: Wereyou into the Grateful Dead?

GORDON:Sum, | was never a Deadhead but| had a bund of their
records.

SHAPIRO: Here's Kyle Gann's Village Voice review of the Bang on
a Can Marathon from a couple of months ago. It's not very nice.
Gann dates that it would benice if they would try notto make it look
like "the Michad Gordon, Julia Wolfe, and David Lang show again."
Additiondly, he goeson b say that, for instance, Panela Z did her
opeaatic thing ajain and that the All-Stars weren't able to leam new
music 0 they peformed Tan Dun's Conceto for Sk again, and
everything is again and again and again.

GORDON: Kyle came to the first marathon n 1987 lut he didn't
come to the me last year. There's ro question that Kyle is the most
astute writer on @ntemporay music in America. He's been had on
us sametimes --

SHAPIRO: Isthisyourhonesfeeling orare you jist saying tis for
the interview?



GORDON: | honetly think hés the mog astute writer about
contemporay music in America. | don't think that there's any
question @outthat. But, bascdly | don'tread reviews. I've goten
into this habit becausewhen you're on the road, you're always gone
before the review comes out unless you hae a friend or a rdative
who will send it to you. Then, if someoneclipsit and £ndsit to you,
hdf the time it's a bad review anyway. You tink, "Why is this
person sending it to me?" | figureif there's a revew that is incredbly
fantagic and worth realing than someone will cdl you up ad €l
you adoutit or mail it to you. Thething is -- how smart are thes
guys that are writing thesethings? Unless you're someone who is
really interestedin new music -- not modernist music (Boulez, Carter,
etc., or even Glass or Reth) but whats new right now-- if that's not
your orientation, then you're inveged in a certain seseof keeing...
Look, if you're a classicd music ciitic, which is 90% of the reviews
that I've read of my <uff, nobody § going © compare me to
Stavinky. There is no one agrea asStravinky or Shosskovich.
Thee's no one as gred as Debusy. Understandably o, it's
impossible. Thee€'s a thought out there that there will never be
composers as ged as ttere were before. So, how canyou compete
with a critic who loves Bach or Stavinsky? It does't work. I've
read some reviews that say, "This guy ca't compare © Benjamin
Britten." Well, of coursenot

SHAPIRO: So hen why is it that your music is compared with
Beethoven's but someone like Whitney Houdon would never ever be
comparedwith a canposer like Alban Berg?

GORDON: | think it's about consumerability. If you ge it
immediately than it's a diferent state of beng than something where
"I don'tgd it right away, it's going 1 take a while to figureit out |
dontundestand it." Theworld is sé up in aceatain way. If | were
setting it up mysdf maybe Id set it up in adifferent way! Ther area
lot of factors -- artificial boundaies that are made due to societal
factorsthat differentiate classor eduationalbadkgrounds I'm notso
sure why.

SHAPIRO: But imagne that cn a poster! | read an article recently
called "Strike the Band: Pop Music Without Musicians' by Ty
Schulman [TheNew York Times, Sundg February 11,2001}

GORDON: | read that.

SHAPIRO: One thing that the article discussed was how bands ike
the Stonesand Bedles are decidedly modenist asfar as pop nusic is
coneemed right now. Eledronicais deddedly pog-modenist -- it's
about taking whatever you want thats out there {(via sampling) and
creating a music bagd upon yourown sendbilities of what's apund
you & that paticular time.

GORDON: | fet that the writer of the article was being very
nodalgic. Theae was the thoughtthere aboutmaking music where no
oneis playing and that the people that are making it have no nusicd
training. But that's nothing nev. The seond that recordings were
invented, music making be&ame something dse Glenn Gould darted
splicing things together. There ae ro classicd recordings that are
made without splices Sonetimes hundras of splices. Making
records and phlying live are two different things. This guy is saing,
"Oh, | just figured it outthat making areord is notthe sane thing as
playing live!" Well, surprise, surprise making arecord is not playing
live. Well, that's been 40 years alread;.

SHAPIRO: If this were a pop eview, | gues we'd be talking gosip.

GORDON: Wsdl, I'll pass on that. Basicaly pop musc is
entertainment on a very large scalke. You'retaking @out millions
and millions of people. You rally have to have your act togeher.
Soneonelike Madonnareally hashe act togeher. If you notce, it's
completely unlike clssical music in that in pop, vely raely do
people have caeeas thatlast for very long. The p@ple from the 60s
or 70s..some people have a couple of hit songsor ssme have a few
hit records and ae realy big ove a peiiod of five yeas but then 10
years later no oneknows who they are. So, someone like Madonna
who is able to keep it up for 20 yeas is prdty impresive. Shés a
smart woman. Thereare people in the chssical music world, even
composrs, that are conemed with fashion and sppeaances and
thingslike that

SHAPIRO: KronosQuartet for instance. The pictureson heir abum
coves --

GORDON: -- but that's a different thing. They're differentiating

themselves from the image of a string quatet which is four people

wealing tuxedoes What they wearhas to do with trying © represent
what they're trying o do with the music that they play. Asfar as pop
music and fashion is concened | really don'tundestand it. Fashion

isn't my thing. It's prety obvious | think that asa seriousartist what

is really important are the thoughs that you hae and the work that

you do.Forthe long rm you hae the oppotunity to let people in on

the idea that the work you're doing is important or has some

significence. The sdentist that invents the aire for AIDS, no one $

going © care what that person wears. No oneis going © care what

that person looks like, what their skin color is like, whether they're

greasy or have bad bresth or anything. Thatpeison invented the cure

for AIDS. Theway | like to think aoutit is bascally like, "I'm a
nerd and baicdly everyone |know is a nerd." What's a classicd

musician? Someone who has stayed inside and played their violin

for eight houss a dgy while everyone ese was outthere having a good
time. That's basically what nmusicians ae. | practice this instrument

over and ove again. Sontimes if | play somewhere and ge up on
stage -- the people in the audience are way cooler than| am. Theyre

hippe; they're dressed more fashionably. They're young.

SHAPIRO: What did you tink of the crowd a Tonic for Arnold
Dreyblatt's show last month?

GORDON: | thoughtit was interesting tat a lot of the people there
had no dea what the music was. It was a cool placeto go axd peple
knew that they could go here and hea something weird. It was like,
"I'm going © dress up ad look redly gred and do ®mething weird
because thats the cool thing o do iight now" I'm not againg
anything. It'sfine with me.

SHAPIRO: Are you witing ©ngsthes days? Your two pieces at
the Bang on a Can Mrathon were definitely songsas opposé to
pieces

GORDON: | just did a project with Julia and David called Lost
Objects. It'sbasicdly 11 ongs.

SHAPIRO: Did you write them all together?

GORDON: No, | wrote four of them. We just got back from
Germary where we did the recading. The pece is for a sat of
strange conglomerate that includes an early music group cdled
Conerto Koln. They play mosty Baroqueand Chlsscal music on
peiodinstruments. Basically, this piece islike an orabrio.

SHAPIRO: Were you @nductng the gioup? Was there a poduce
coaching the nmusiciars?



GORDON: Thee was a producer and acondudor. Thee were 60
musiciars al together.

SHAPIRO: Where do you gethe noney to do hat?

GORDON: A festival in Gamany commissioned the piece and it's
going © premiere in May. The reording is sponored by Tddec.
Classical music is Europe's art form. American music is Blues, Jazz
and Rock n Roll. Jassica music is still Europe. They still believe
in it overthere. So, every town has an orchedra. If you live in a
town ard there's another town 20 miles away then theyll have their
own orchestra and theater company and peformance space because
that's what they do there. There's stll a lot of interest in music and
there is a lot of interest in new music ard experimental music. We're
there alot performing. Most of the nmusic that | write is for European
groupsbecausethats where they're interested in my work.

SHAPIRO: How did you beome friendswith PamelaZ? | met her
at Cell Spacein San Francisco. Do you knowof that place?

GORDON: I've heard of it. She sent us a tape. We get a few
hunded tapesevery year. We listen to al of them without knowing
who @nt them to us. To | you te truth, if you knowthe peson
who ent you he tape you @n't really listen to it objectively. You
want to like it. We sit around br about 3 days and listen to dl of
them. A lot of the stuff we find and u® comes from the tapes. We
do listen to them. Most people that send them in probably think that
we don'tand just throw the tapesout It's interesting. | dwaysfind it
very fascinating to listen to the stuff. From dl over the spectrum.
All kinds of things.

SHAPIRO: Whatinstrument did you pby growing up?
GORDON: Piano.

SHAPIRO: Have you peformed solo piano piecesin coneett halls?
Y our suff, you go outand ply it?

GORDON: Never solo. | don'thave any piano musc. Piano really
isn't my thing & a composer Aboutten years ago | goppel writing
for mysdf.

SHAPIRO: But isn't Michad Gordon Band agroup and rnrusic for
you?

GORDON: 1t is for me but | realy get excited when | am able to
write for other instruments. | canwrite stdf that can get played If
I'm writing for myself | have to write anly the stuff that | can play.
Otherwise it's really embarrassing.

SHAPIRO: Your songs pefiormed at the marathon hal a singerbut
didn't Sng lyrics  Only "00." Would you eer write ©ngswith
lyrics? You u® drum set and gutar. With lyrics you'd really be
getting © close o pop!

GORDON: | love drums and | love beats. Again, it's very naturd to
want to use these things. When something nev comes dong a
compoer says, "l wantit." Thatsthe history of the orchestra. It had
flutes and baon. Then they added oboe and hons and then
trombones and trumpets, percusson and ten tubas axd then
saxophone Why no®? Now we've got eledric guitars and have had
samplers and g/nthesizers for 20 yars. | want to use them. It's
nothing different from befre. It's just that people tink that those
are pop nstuments. The/'re not They're just tools to be credive
with.

SHAPIRO: | rea an atticle in the Times that mentioned you & an
example of computer-basel compostion. I'm in your studio. | don't
see any pencils or manuscipt pgoer.. do you aly use the computer?
Do you ever jot things dow on pper?

GORDON: Never. Basicaly never. | writein anotation program.

SHAPIRO: | was underthe impresion tat you ugd a seuence.
Are you ochedrating these tings as/ou write them?

GORDON: Yes, in asense. Notation piograms can trigge sounds
just like asequencer. | have Sample Cell, a cad that goes irto the
computer. | have a pdette of soundsthat | can ue as| go dong.I'm
notation orientated -- | feel that | needto be able to see the detail s of
everything. |I've worked with sequencers before and | can't getused
to how they look becauseto me it's not exact enough. | want to see
everything.

SHAPIRO: When you're writing these thingsdo you putin nottions
besides notes? Or does that swff (eg. dynamics phrasng) get
worked outduring rehearsal?

GORDON: Usudly | putvery few dynamicsin my muwsic because |
fed like there's a common agreement aboutwhat the music is about
between the musicians playing it. In baioqueor classicd music there
are very few dynamic markings beause there was a common
aesthetic. Evayone undestood te music. I'm working with
ensembles and gioupsthat | feel undestand te music and © | fed
that | don'thave to fill up he scorewith lots of signs In rehearsal we
canwork things out if we needto.

SHAPIRO: How would a ®nvesation with the guy who'srunning
the sound boead play into this?

GORDON: Well, that's a different sort of control of course. I've
controlled dynamics and piocessal soundsfrom the boad. But the
boad and what the peformers are actually doing ae two different
things You ca't readly contol the meaning that comes from
dynamics from the boad. You @n control and sape the volume of
the sound butyou ned to have that agped of it coming from the
performers themsdves. | think that being able to work at the board is
pat of living now You'vegotto know what it is, how it works and
what you @n do © the sound. But, that's not where the music
making hgppens -- the music making happens with the performer.
The soundboad is amplification. Sound pocessng lets you do d
sorts of things but obvioudy the sound B originating from the
performers.

SHAPIRO: But in the sprit of that Times article thet we were
discussing exlier, couldn'tyou sy that what you just said really isn't
the ase? In a ®nse, me of the main ideas o that article was that
now, music is more aboutwhat people do b the sound when it comes
out of an instrument than it is more aboutthe adual sound tself. For
instance the use of compresson, EQ., and ote dynanic
manipulation methods.

GORDON: Every possible equation comes into play. But, | think
that for a live peformance of someone playing an actua instrument,
there is no posible way to crede at the boad, with any kind of
equipment... well, | shouldn't even sg that | shouldn't put any kind
of limit on aything adually.



SHAPIRO: Have you every bea gpproaded by aayonewho sid,
"I've head yourpiece "Weahe" and | think that it would work really
well in my commercial for Ford trucks' or, "I work for a hugemulti-
naional corporgion aad we're going © have a hugeconference in
which we're going © show a 17-minute video aout our corporation.
We think that pat of "Weaher' would begreatfor it." Would you
licensethe material or would you $mply turn that offer down?

GORDON: It's never happened. | don'tthink that people just come
and kno& on yourdoor and say, we want to useyour music for a
commercia or for a caporate retional anthem Your represertatives
have to go © them. It's work that you hae to seek. No one knoks
on Philip Glass's door and sys, "We want to useyour music for a
Peps commerciad." He's got someonethat goes and knodks on their
door. It's notthe bushess that I'min. | don'twant to make a blanket
statemenrt here but I'm against the ever-growing power that smaller
and smaller groups of corporatons are aquiring. I'm againg the
multi-nationd globdizaion tats happening.  But | don'twant to
tell you I'd dothis or that becaisel think it would be dshones. I'm
notin that position. It's notthe kind of work | sek but, if someone
knodked on ny doorto approach me aboutsomething like tat, | can't
make a blanketstaterment that I'd refuseit or take it. It would depend
upon what it was eactly.

SHAPIRO: What éboutfor afilm?

GORDON: Wédll, that's a totaly different situation. Films are great
and I'd certainly lik e to cdlaborate with afilmmaker.

SHAPIRO: How did you ead up h New York? Was it after
finishing up atyale?

GORDON: No, | came here from Miami. | lived in New York while
| was in school a Yale. It's had when you mme hee. Butthe grea
thing is that you @n't sit stll, since there's a lot of great plaesin
New York to see art. Evely sngle night people are just trying o do
their work ard realize their vision. | like that, because New York is
purmping with credivity and punping with people who want to make
art and have really sacrificed otherkindsof life. They're dedicaed to
doing hisweird thing thatthey do. So,l likeit. | like New York.

SHAPIRO: You said that you're from Florida but | remember
reading ©mething @outyou living in --

GORDON: - | lived in Nicaragua until | was eight. Then my family
moved to Miami Beach. My parents are Eastem Euiopean Jews. So
I grew up in a dace where all these Eastern European Jews lived who
left Europefor the obviousreaons. Before and dter the war, alot of
them ended up n Central and Souh America. | grew up in akind of
refugee Euppea community living there.

SHAPIRO: Is it posible for you b explain a bit about how do you
think that hasaffected you?

GORDON: Well, we didn't have TV there. When | was eight and
my family moved to Miami, all of a sudden there was television. |
grew up in aworld where | didn't have that suff in my brain. So |
suppo® that did dfect me in some way. And ten | have the
experience of coming o the United Statesand béng an immigrant. |
spoke Spanish and Engish. You giow up in a certain society, and
then you nove b a completely different society. Sothere's change
and it does afect you.

SHAPIRO: | read in the presskit for Cantaloupemusic that Bang on
a Can's Music for Airports record was mentioned on MTV.

GORDON: They did athing aoutthat record on he MTV news or
samething lik e that

SHAPIRO: Tha produdion was how | learned aboutBang on aCan.
| sav alive peformanceby the Bang on aCan All-Stars in Progpect
Pak. | think that this projed you dd geds to the issue of
recording-gudio-to-livepeformance that we were disaussng ealier.
Tha must have been a great education for you b figure out how to
represent cettain sounds

GORDON: Wdll, it was fun. We transcribed it off the record.

SHAPIRO: How did you deide which peson arranged which
movement?

GORDON: Wdll, David Lang, Julia Wolfe, and Evan Ziporyn have a
differert sersbility and it worked out. In the erd, Brian Eno was
very hgppy aboutit. We met Eno; he cane a couple of times when
the All-Stars played the piecein a couple of airports. The first time
was atalLondon @port. We flew in, played, and left.

SHAPIRO: You didn't leave the airport? You just flew in played
and flew right out?

GORDON: Yes.
SHAPIRO: That's cool.

GORDON: Anyway, we sent the piece to Eno whe it was done He
wrote usaredly long --1 think it was a threepage -- letter. He was
adually realy moved by it becawse | think he felt that we had
trarsformed his piece. He sad in the letter that aur version of the
piece made his look like the demo. So, | took tat as quite a
complimert. The idea kehind our projed was that we felt Music for
Airports was a ged piece d music. It's a gece o music that was
made by apop nusician in the pop world. It's the experimental pop
world or whatever. In terms of a pieceof music, | don'tredly see
that you can make tho lines. You remember | was talking bebre
aboutthe boundaies that society makes? Well, heie's an example of
a pece d music that was categorizedin one world and all we wanted
to say was that we could changeits charaderizaion. We can make it
work for live instruments and phy it live in a concet. This is now
concert music. Great concet music. Not dassicd or pop or"new"
music. It's just gea music. S that was, in a serse, what we were
trying © do: bresk down the perception that it's this or that.



Remembering Donald Aird

BROOKEAIRD

Dondd Aird, a distinguished compose and @ndudor who plyed a
major role in Sax Francisco Bay Area new music, died Tueslay
morning, Augug 7, of a heart atack in the Dulles Airpott, in
Maryland, on oute from Maine to his homre in Kensington. Aird was
77.

Aird was bom in his grandfathers hogita in Provo, Utah on May
241924. Hegrew upin Redondo Bad and then San Fracism, CA,
where he atended Lowell High Sdool. In World War II, he served
in Italy where the United States govenment awarded him an organ
scholarship to the Cheubini Consevatory of Music in Florence in
1945. Upon hé return to the USA, Aird attended the University of
Cdifornia a Berkeley, sudying compostion with Roger Sessions.
He recelved bachelor's ard master's degrees in music from San
Frarcisco State University, ard later worked toward a doctorate in
compostion & the University of Souhern Cdifornia, sudying with
Ingolf Dahl and Halsey Stevens.

While stll a student at Cal he joined the Berkeley Chamber Singers
as a baitone,soon king ove directorship which he réained off and
on for the next 46 years. Under his leacership, the Berkeley Chamber
Singas preented West Coas premieres of several maor chord
works that are s¢andad today, including Aaron Copénd's In the
Beginning and the first two movements of Stravinky's Mass.

From 196164 Aird was Director of Chord Arts at the University of
Minnesota, and prepared large choral works for performance by
Robet Shav and the Minnegolis Synmphony. Prdering the nore
tenperate climate o California, he returned to teach ear training and
hamony a SF. State University and UC Betkeley, where he dso
directed the GleeClub and Treble Clef chord groups

Subgquently hesaved aschoir director and oganistat St Stephen's
Episcopal Churdh in Orindg St Mark's Epscopal in Berkeley, and
All Souls Paish in Bekdey, leading thos churdch choirs to high
musicd accomplishments in works such as Bach's St Matthew and
St John Pas®nsand the Mass in B Minor. Professonal musicians
enjoyed playing for him with no ompensation beeuse of the
meticulousnes and joy that charaderized his peformances. His
inspired teaching axd generosity of sirit nurtured boh amateur and
profesiond musicians. For the past 20 yers he devoted himself
principally to the compostion of works for orchedra, chamber
ensamble, voiceand chorus. Music critic Robet Commanday sad of
him, "A naural meodic inspiraton, clea hamonic design and
formal dructure charaderized his rmusic, its expressive values
reflecting his fine sensbilities. The dways ready and inventive
humor and genidlity that reached outto his wide circle of friends was
aso manifeged in his music. And, as he never followed trends his
music remained distinctively his!" Reviewer Marshall Bialosky sad
of Aird's Night Voyages "This is one ofthe best American chord
piecesin the aentire history of thatgenre"

Aird was a leading figure in the Bay Areanewmusic group Eaplay,
on who® boad heseved, and was active in the Bay AreaChater of
the Composers' Forum.

Thos who peformed his works included sopranosJudith Nelson and
Anna Caol Dudley, tenor Jeffrey Thomes, Earplay, the Hilliard
Enemble, the Royal College of Music, the London Bah Sockety,
and the San Jose Synphony,among ohe's. His music was pubished
by Fdlen Leaf Press.

A devoted hudand of 47 years and pioud father and gindfather,
Dondd Aird is survived by his wife, Carol, of Kendngton; son,
Brooke professional violinist, of El Cerito; daughter, Samela,
professiond singe, of Los Angdes; and wo granddaighters, Andrea
and Deanna

A memoria sevice and gahering o cdebrae his life was held on
Saurday, Setember 15, 2001, at 3 pm. at All Souk Parsh, 2220
Ceadar Street, Betkeley, Caifornia 510-848-1755. Contibutionsmay
bemade to EARPLAY, P.O. Box 192125Sa Francisco, CA 94119-
2125.

ELLIOTT SCHWARTZ

My wife and | first sav Don Aird in the fall of 1971 - 30 years ago,
in fact -- on acrowded Londonunderground tain. Out of the blue
this perfect stranger with an American acent aked me if | was a
cdlist. | replied that | was a canposer, to which he replied that he
was also a compose. It turns out that we were both planning © stay
in Englnd for a nunmbe of months That brief encounter on he train
led to adinner and a ©oncet date, and then another and another -- it
was the beginning ofalong axd vey closefriendship. After both of
our familieshad returned to the states, we continued to see each other
-- occasondly a our bae in Maine, but much more often in
Cdifornia We dismovered, early onin our friendsip, that Don and
Caol shared with usa pasion notonly for music butfor cuisine, and
we hegppily spent the next thirty years togeher a some wondeful
restaurants on bol coasts.

We last saw Don on Augug 7, the find day of his life, He and Carol
had been visiting us in Maine, ard this was the day they were to
return home. We woke them up at5am, hdp them load their luggaye
in Deeckes ar, and drove them to the drport in time for their 6:30
flight If it's any conolation, | can honetly s that Don aand Carol
had awondeful week with us We heard music, and -- of course-
argua about it. We had a few intense wtorial sessons using the
Sibdius software manual, with Don -asaways -- being the patient,
wise instructor. In addition, Don and Carol saw some very dear
friends who lived in New Englnd.

| was bowled ove --and gill am-- a Don'sgred musical gifts: his
ear, his sight realing atthe keyboad, his choral conduding, and his
elegant compostions "Night Voyages' is, for me, his masterpiece -
one of the best choral works I've ever head. But Dondd the man,
the human being, was ewven more memorable than Dondd the atist.
His irrepressible hunor, his warmth, his genemsity, his terrible
jokes, and his cheerful irreverence towards every kind of sacred cow
-- adl of thesewere vely spedal, and impossible to forget He will be
greatly missed



Concert Revews

Schuller Scheventieth

DAVID CLEARY

Gunther Schuller Conett, in honorof his 75t birthday. Jauay 29,
Jordan Hall, New England Consevatory, Bosbn, MA.

The New England Consrvatory held a 75th-birthday bash in honor
of its digtinguished ex-president, Gunther Schuller. It proved to be a
fine event that spotlighted this composers agonishingly versatile
output—a smorgasbord of classical, third-steam, and ragtime
sdections.

The mainstream entities proved biief but memorable. A Little Brass
Music (1963, written as a 70h-birthday preseit to Stefan Wolpe),
while containing a Webern-like caciseness and clarnity of gesture,
aso exhibits aforthright drive and hde aggression unusid in awork
of such tiny dimensions. Smred for brass quintet minus seond
trumpet the piece unfolds in a quirky, yet satisfying manne. Rob
Meyers, Danielle Lemieux, Nicholas Strebendt, and David Liquoii
gave a polished rendition far beyond what one might expect from
student players The"Adagio" movement from Sting Quartet no. 3
(1986) is unusial in Schuller’s canon, condsting of an amost aria
like tune with a by-and-large simple, if disonant, homophont
accompaniment. It's a lovely piece subly hued with shadings of
Bartok's“nightmusic” style dow movements. The Borromeo Quartet
was top-notch hee, featuring amarvelously blended ensemble sound
and ddicioudy sallpted phrasng that peifectly suited this music.

Variants on a Thene of Thebnius Monk (1960) and Headin’ Out,
Movin' In (1994) are gellar examples of this composels melding of
jazz and classicd idioms. Both are scaed for sizale jazz ersenbles
peppeaed with "legit" instruments like violins and Freach homs and
stitch together written-out pasagesand jazzsolo bre& sections. The
hamonic language is dissonant but approadable, and soring
(especidly in the laer work) is imagnatively cdorful. Formal
ddineation, while loose, shows good dtention to secional balance.
They proved most enjoyable listens. George Garzone (tenor sax),
Allan Chae (alto sax), and Jbsh Sinton (bass clarinet/flute/ato sax)
were the excdlent soloists, while Cat Atkins conduded with
flexibility ard intelligence.

Sandpint Rag pointedly represents Schuller's interest in ragtime.
With its triadic harmonies and stock ride-piano figuraton, this
could be mistaken for a gyle study by the inattentive listener. But sly
references to pasages from Brahms and perodic employment of
unusud chord progressions give the work an unusid depth that
wings it beyond te pedestrian. Pianist Veronica Jochum played it
with anided combination of astutenessand whimsy.

In addition, third-strean paformer Ran Blake gave a fasdnatingly
eclectic keyboad improvisaton entitted Gunther Noir that nicely
melded a bne ow employed in some of Sculler's music with the
movie themesfrom Vertigo and Laura.

Songsand Rtuals of New England

DAVID CLEARY

Songs and Rituals. New Engbnd Consgwatory Conemporay
Enemble. Feébruary 13, Jordan Hall, New England Consgwatory,
Bogon, MA.

The New Engbnd Consevatory Contermporaly Ensenble’s recent
program contained pieces with intriguing ties beyond te obvious
“Songs and Rtuals” connetion. Two entries set podry by
Sh&espeare, two others were the precocious product of now
distinguished internationd names, and the rest showed influenceof a
major nane in pre1945 nusic history.

Theoutput of Anton Webem loomed large (or, should onesay, small)
over threesdections.All either usesera techniques or atleag sound
asif they do. Luigi Ddlapccola's Goethe-lieder (1953) for soprano
and three clarinets, paid the most overt homage here. This work’s
seven little movements are shot through wth canons and ohe
learned devices and employ angular melodic writing. But degite all
this (as well as the fact that they set German texts), there’s a certain
lightnes of bdng here that mutes the severity of thee jewel box
ddights. Igor Stravinsky’s Fanfare for Two Trumpes (1964)is over
before we know it, pithy yeteffective, attention-geting ye ddightful.
To sy more risks babbling on bnge than this tiny piece lasts. A
Little Brass Music (1963) by Gunthe Sculler, mixes sibck
Expressionist muted materia with more oufgoing getures Its
structure is both tight and unusid -- a compelling work to
experience.

Schuller’s Quartet for Double Basses (1947) on the other hand,
shows its then 22yea-old compoer heaily steeed in Schoenberg
and Stavinsky's early bdlets. The first two movements revel in Le
Sace dyle chords chugghg odinat, octatonic fragments, and
synoopéaed figures Demonstratve SeondVienneseSchootstyle
angg pervades the slow finalk, leavened with waking bassfigures
that hint of jazz. Plucky ard awdacious, it's still great fun to hear after
so many yeas. Masks (1969) by Aliver Knusen shows premcious
knowledgeof spatial placement, thedrical d ements, and disjund, yet
idiomatic instrumental writing. Its sdo flutist wanders onstage while
playing, waks in choreographed manne to vatious sége placements
(meaawhile pointing te flute in various directions vs-a-wvis the
audience), and «its ill  peforming. The accompanying
percussionist stays off stage the whole time while jingling wind
chimes at various intervals. It's a sdid listen indeed a most
sophisticated outing for a 17+ ear-old compose.

Three Songsfrom William Shalegeare (1953)is a desrvedly well-
respeded classc of Stravinky’s late seial peiod: dry, spare, and
graceful, yet posesing deth and pesondity. Written only four
years later, Malcolm Peyton's Four Songsfrom Shalespeare (1957)
for mezzo-soprano and five players shows some kinship to its
predecesor. Like the Stavinsky, it beginswith a seting of the poem
"Musgc to Hear' and very occasondly contains similar material
(such asthe bél-like figuresin “Blow, blow, thou Winter Wind” that
echo thos of "Full fathom five"). But thisis no syle sudy; Peston’s
work, while dsonant sounding, is not sefa, and the menne of
speech here is much more expressve and ougoing, containing a
subdantia charader all itsown - excdlent to expelience



Paformances by the nunerous sudent ensenble members were
uniformly splendid -- without question, these talented folks are ready
for prime time. To briefly illustrate the goup’s depth, six different
clarinet players appearel this evening, with no diop off in qudity
whatever. Director John Heiss conduded the Peyton with an ided
blend of pred¢sion and pasen. Thiswas a excdlent concett, greatly
enjoyed.

Consivatory Not Conservative

DAVID CLEARY

New Engbnd Consgivatory Wind Engmble. Februarly 15, Jordan
Hall, New England Consevatory, Bogon, MA.

This event featured British composes from three ganerations. Of the
trio, the ddest provided the nost impressive listen, while the rest
proved more problematic.

Gustav Holst's Hammesmith (1930)is by now prety much a classic
of the wind ensemble repertoire. The “Prelude ad Sterzo” given
this evening $hows this compose expeaimenting siccessully with
bitond idioms. This is no Milhaud syle “wrong no€&” essay—Holst
manages to avoid grinding pich clashes hee, making the technique
go down & smoothly as fine Canadian whiskey. And formal
ddineation is strong & well, with a convindng ach stucture
effectively employed. Thisis a nostenjoyable entry.

Mosaic (196263, originaly the opening movement of the Concerb
for Orchestra) by Michad Tippet, is oneof thos pieasthat ends up
being intriguing in theory but not so succesdul in practice Taking its
title very much to heart, the work is built from frozen fragments that
are condstently dlied with a paticular smal group of instruments
and hae semingly little in common with each othe. Thee
fragments ae initially stated sefrately one after the other, then piled
on bp of eat otherin various combinations. Tippet makes ©me
effort to impose a vague overall dramatic shape to this spintered
composition, but it ultimately doesn't come aaoss esgecially well; no
clea overal image is seenin this mosaic. And the work simply stops
rather then ending convinangly.

Despite beng basd on nusic from Mozart's Marriage of Figaro,
Jonahan Doves wind odet Figures in the Garden (1992) doesn't
bear much sonic resemblance to the classical master (the quokd
material useal in fad winds up béng well coneeded most of the
time). Instead, the piece seens intent on neting a 19305 Englsh
twealjacket pagord aeshetic with Stavinsky’'s dordes and
odinati (this latter sometimes extending into process music
aesthetics). For the most part, it comes acrossasflossy, gentle, and a
bit |essthan memorable.

Paformances were for the nost pat very good. Chates Pelz
conduded smartly, impatting ckean rigor to the ensemble playing yet
insisting that the nusicians shape larger phrases wth careful grace.
Moodsfrom the expresive to the forceful were expertly dravn from
hisyoung harges

Latitude d Longitude

DAVID CLEARY

Longitude February 27, Pickman Hall, Longy Stool of Music,
Cambiridge, MA.

In his preconeett remarks, Longitude’s diredor Eiic Sawyer gave
this event the subtitle “Hidden Treassures’—in other words, the works
presented were unknown, yet worthy entities. Your reviewer agreed
that the first ard last pieces performed this evenng showed much
merit indea and deseved wider circulation.

Aaron Jy Kerniss Valentines (19992000) a song g/cle for soprano
and pino, is, despite its noniker, no fluffy trifle. Rather, this
bitterswed, complex, subsentiad compostion is highly dramatic,
exhibiting sgnificant depth of expresion. Contining strong, well-
sculpted, often intricate piano witing and a challenging, yet
idiomatic vocd line, its harmonic language is mostly dissonant
though he last song epertly interweaves more triadic pasages into
the mix. It's a plendid listen. Longy faculty Karyl Ryczk’s voice
was sturdy and nicdy controlled, projeding well in al ranges; her
diction was servicealle ard her stage deportmert effective. Faculty
member Wayman Chin traversed the formidable challenges o the
piano pat with congicuous success His highly demongrative
performing style excdlertly suted this work’s forthright nature.
Prominently featuring such charaderistics as haerophont writing,
pitch bending, and apredominantly tond sound world, Kui Dong’s
Pierrot quintet The Blue Melody (1993) cleaty shows Chinese folk
music roots. Among tis excellent piecés many dtributes can be
countd its widely vaiied textures clea ye nondraditional formal
use, and orchegration that proves both tasteful and nulti-hued. And
even the busest pasages show a crydaline ndtines that proves

highly gppeding.

The other two sdections had their postive agpeds but pleasa
somewhat less. Sute (1998)for flute, clarinet, and violin by Fraacine
Treder is afive-movement divertimento that posessesa certain tail-
wagging dam. Its wistful "Pavane" (containing notble echoes of
Ravel) and soulful “Entr'ade’” prove nost success$ul. The oher
movements seen a bit too tighty bound o traditional models for
comfort, though he central “Rag Time” spoofs this tendency, sarting
off s an acutely sdf-consious style sudy before creging into
polytond paiody. Jeffrey Goldbeg's Poemna para Angéica ("Aquite
amo") (1990) for mezzo-soprano and piano piovesa red puzier. It
begins with square triadic writing tat borders on te sacchaiine (and
reiterates such material with same frequency), but just when one is
about to give up on he piece, it twists down more dissonantly
interesting aleyways. Despite this (and Goldbely’s able Spanish text
sdting), it comes acrossas inconsistert ard inelegart.

The ersenble’s talented student performers played the CGoldberg,
Treder, and Dong works well. Sawyer's conduding in the last of
these proved vay effective. And thanks aso go © Savyer and his
group for unerthing a egpedaly pleasurable par of treds in the
Dong and Kernis works.



Shot Civic Review

DAVID CLEARY

The Civic Symphony Qchestra of Bogon. March 4, Jordan Hall,
New England Congwatory, Boston, MA.

On March 4, the Civic Synphony Qchestra of Bosbn presnted
Thomas OboelLe€s Symphonyno. 4 (* War andPeace” ), a work that
is a symphony n the sensethat Shosakovich's 13t and 14h essays
in the genre ae. In other words, it’s an orchedral song ollection that
exhibits the gravity of this now nealy 300yea-old format With its
ripe instrumentation (suggesive a timesof film scoreg and thickly
stacked triadic constructs (though ofen laced with polytond
passges), the piee can be congrued & a textbook exanple of
neotondity. But Lee's work is not cloying or setimental, as
sometimes  teppers with such ertities The feel of its three
movements, asonemight gues of a compostion pureying a anti-
war messa@e is repedively grimly bitterswed, ble&kly obsssed,
and wearily resigned. It unfolds sbwly yet puposefully and features
attractive, well-gauged voca writing. Briefly put it's a subgantia,
satisfying listen. Peggy Horstmann Hodes's voice type was a bit too
lyric and intimate to idedly suit the soprano pat, but she sang outas
strongly as she was able; her diction was good ad gage presence
exemplary. Max Hobat led a strdy, committed peformance.

Shakespear in Music

DAVID CLEARY

Shakespeare in Music: The British View. March 14, Jardan Hall,
New England Congwatory, Boston, MA.

This conert was preented as pat of the New Enghnd
Conservatory’s  four-day Shalepeare in  Music festival.
Appropriately enough,it feaured piecesby 20h-century composes
haling from the same homeland asthe immortal British bad.

A dutch of incidental music sdections, given by nembers of the
Congrvatory Wind Ensenble, comprised the first haf. The most
memorable o these ertities dew impetus from the pay Hamlet.
Oliver Knusen's Ophdia Danes Book One (1975) while an
unnmistakable example of cosmopolitan Euopean music of the era
(featuring twisting mntrapuntal lines dissonant hamonies and
occasiond pointillism), nevertheless till dances It's a piece with lilt,
charader, energy, and epresiveness much enjoyed. Also
clangomousin sound ¢hough n a grittier, almost Ivesan way) was
Ophdia’s Lament (2000) by Marc-Anthony Tunage. Slow in tempo
and ofen contemplative, even anguished in fed, it proved an able
listen. The remaining tree sdections, Richard Rodng Benndt's
Masque (1977) William Mathiass Final Dance (1967) and Guy
Woolfendon’s Blow, Blow (1978) -- the first inspired by Timon of
Athens the last two by As You Like It -- were not only tond, but
evoked a cetain Late Renaissance artaism through useof ancient
dance thythms, stealy paterned drumbed aacompaniments,
modd/folklike infledions or other means. Only Bennet's work
managed the trick of combining tis sound world with a cetain film
music shee. All were brief and evocdive. Chates Peltz conduded
excdlently, shining especially in the Knusen, whos @mplex
changing meters were sparklingly delineded.

The concert concluded with two thedrical excempts satsfyingly
presented in bare bones stging by he NEC Opera Studio (Patricia
Maria Weinmann and Lynn Togove directors). A selecion from
Benjamin Britten’s A Midsummer Night's Dream (195960) in which
fairy quee Titania falls in love with asnine Bottom, was chaming
and dever. The smre hee is a surprisingly dissonant oneto come
from thistonalist icon, though araditiond bd canto feel lurks notfar
beneath the surfaceand occaiondly bre&s outin eanest. Sir John
in Love (192428) by Rdph Vaughar Williams cachesits compose
in afolk song influenced place, leavened with some polytonality and
other discords. But structurally, the Finale given this evening siows a
strongly traditiond slant not fundanentadly different from that found
in Mozart. Peformances were excdlent, with the group’s student cast
sporting good vates and dramatic instincts.

In shott, this was a very enjoyable affair, one worthy of association
with the grea playwright

Fromm Here for Martino

DAVID CLEARY

Fromm Players a Harvard, Part 1l, paforming rmusic by Donald
Martino in cdebration of his 70t birthday. March 16,John Knowles
Paine Concert Hall, Harvard Univ ersity, Cambridge, MA.

[Part | may be found h the May 2001 Bsue of 21STCENTURY
MUSIC]

Pat two of Harvard's 70h-birthday tribute © Donall Martino was a
most enjoyable affair, given over to this compose’s latter-day
concert music for piano @& well as a taste of his youthful flirtations
with commercially -orierted writing.

Of dl thee slections, Impromptu for Roger (1979 - written to
celebrate Roger Sesionss 80h birthday) was the only piece that
might be thoughtto have any snse of abstruseness due peahaps to
the work's stated pumposeto funcionaly visit each of the piano's88
keys only one. But the humen toud is clearly evident here: the
overall durdion is brief and a short, swaying ostinato centerpiece
digs an dbow into the ribs of the somewhat drier framing setions
It's fracured yet playful, with tonguefirmly planted in cheek. This
holds true even more obvioudy for the Suite in Old Form (1982)
Here, one encounters a series of dy, knowing winks a the dance
movements that comprise this aged format Libemlly peppeaed with
Baroqueinspired figuration and flourishes the piece predomnantly
employs triadic (if very chromatic) pitch constucts. But this is no
grovding pestiche ascockeyed phrag lengths hamonic and texturd
surprises, and seridly deived pitch controls firmly brand the work as
a produd of its time. As a listening epeilience it's excdlent
sophisticated fun.

Fantades and mpromptus (1980) and Twelve Preludes (1991) are
significant additions to the piano repertoire, first-rate to hea. Both
combine the rigors of dodeghony wth an exquisitely developed
serse o line and personality. They are very much character piece
colledions, pregnting a cornumpia of npods ranging from
atmospheic to forceful, light heated to agitated, and everything in
between. But these are in no way rewritten vasions of each other.
Phrase types in the Fantases tend © be somewhat more expansve
(paradoxicdly centered within a more vaiegated inter-movement
framework), while thoseof the Preludes are a bt more compad and
spare (again patdoxicaly within amore honogeneoussectiond way
of thinking).



The hamonic languaes, while disonantly seial in both cases, show
subte differences in sound. And boh wlledions while utilizing
larger ovemll frameworks to yoke togeher individual units, differ as
to the stucture usal: binaly for the Preludes, tripatite for the
Fantages.

Sdections from the 24 Th Pan Aley Tunes (195657) present
Martino’s earneg dabbling in vemaaular idioms (unde the moniker
"Jmmie Vincert") before he landed a sable teaching post. They
show kinghip to both film smre music and jazz inflected 19405 pop
standads such asMercer and Shetzinge’s "Tangeine! Attractive,
friendly entities, their bigge$ sin was that of bad timing, having bea
produed duiing the heyday of rockabilly, doowop, Chudk Berry,
and Little Richard

One of the tin-pan aley items was presented in prerecorded fashion,
ably played by jazz grea Bill Evans. Pianist Randdl Hodgkinson
peformed the res of the music wondefully wel, balndng
cleanliness, expression, thoughfulness and vigor. His sense of
melodic line, voice differentiation, and diema—essatia to thes
selections—was spoton. And biavos go b Martino, one of a few
recent composeés whose piano nusic shows sufficient vaiety and
depth to stand up wvell unde afull concert’s worth of scrutiny.

Just Right

DAVID CLEARY

Just in Time Conposes and Phyers. April 6, Polen Chuch,
Lexington, MA.

The ddry item hdf-and-haff combines equd pats milk and aeam.
Friday s Just in Time concert showed a comparabe sgdit in content,
nunbeing threeeach of mixed duosand lo piano entities

The most anbitious of the latter was Blue Sobmon: A Songof Sags
by Marc W. Rosi. Developaed from a seies of jazzy sounding
improvisdions it contains boh the stengths and wesknesse
inheent to this gpproach to music making. Its tripartite format teens
with energetic abandon ad $ows an engaging drrectness of speech.
On the minus side, these movenents also prove rather shapeless and
ovaly lengty. Pianist Jdfrey Jacob gae the nights finest
peformance, displaying rock solid techniqueand afull sound quéity
loaded with charader. Played in its sdo piano version, Pamela J.
Marshall’s Sute srongly exhibits its origins as a hapsichord piece.
The writing is often dry and subduel by pino sendards: full-
throated textures are uncmmon, the sustain pedal is rarely usel, and
neo-Scarattian clusters sanetimes appear. But the work’s reticent
naure is not altogeher inappropriate, reinforcing its compo®r's
cultivated conception ofthe old form. It was aso the only nontriadic
work to be heard. Karen Saig’s pianism pad careful mind © the
work’s primnes without seeming gifled. Master Lydl and Hs Cat,
by Sephen James, takes its cue both in subjed matter and und
world from Claude Debusy’s Children’s Comer Sute. Theseare
unpretentious charader miniatures that put forth a sved sense of
humor -- chaming, if not laden with any de@ messajes The
compoer preented it well, gporting asrong, focused tone and ale
stage presence.
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Like the Jmes, Fika Foins's Diamondsand Squaes for violin and
marimba is light, flossy fare—in this instance heanily inspred by
folk and dance idioms spiced with hints of minimalism. Stucturdly,
it proves unusid, yet intriguing. Violinist Mark Latham and marimba
player Gary Wallen a times struggled with ensemble coorinaion,
but for the nost part played it capaby. Neoclasscism of the
Barber/Copland gripe leavened with a bit of Faure proved the bass
for Lathams violin/piano duo Hommaes |. While clarly
ddiineaing an arch-style format, the sctions are exremely block-
like. And melodic writing hereseems a bit on he squae stde Pianist
James performed well, though Lahams intonation suffered on
occasion. John Sakissian’s Songson Amenian Tets utilize an
unéashedly pog-Wagnerian tonaity and gesurd world. This is
emotive, highly charged stuff, bursting © the doorjams with ripe
world-weariness. Mezzo soprano Victoria Avetisyan was splendid,
singing with a huge vibrent middle and high range ad subsential
cheg tones Her pitch ®nse was spot-on and he diction sipab. The
compo®er accompanied snartly a the piano, providing suppot
withoutswamping te voalist.

While pehaps not vitally nouiishing (like a strdy piece of bread),
this event did have its positive apeds (like the abrementioned
coff ee lightener). Received with tharks.

Australian Organ Music

DAVID CLEARY

A Redtal of Conemporay Audralian Organ Music. May 2,
Appleton Chapel, Memorial Church, Harvard Univ ersity, Cambridge,
MA.

Harvard undegraduge Cason P.Coonen dready boats a sizeble
track record of profesiond level organ recitals, and he di not
disappoint on May 2; his technicd command was exenplaty and his
use of gopswas both tasteful and thoroughly imaginative.

Given ove to music of Australian compo<rs, his choice of program
confained numerous nugges of enjoyment. Organ (2001) by Bary
Conyndnam, paks a sartling array of textures and soundsinto its
modeate durdion -- but these disparge elements hang tgether
surprisingly well, tied securely to an able fed for unfolding and a
loo®, yet satisfying stucturd sense. In A Sylney Sopum (2001)
Eric Gross Conynghm's love of bcd vaiiety and care in large-scak
congrudtion. Uniquel, it also posgsesa friendly, robug senseof
humor -- not the sort of feel one often encounters in pipe organ
music. Nigel Butterey's Fanfare for a Cerenony (1961)and Elliott
Gyge's "Offertory" from Wedding Music (1995) while brief in
duration and single-minded in mood, cave notworthy niches in
opposte ends of the enotional gpectrum; the former is angular and
robug, the latter quietly contemplative. Both prove to be loaded with
persondlity. In his tripartite EtludesEgace (1986) Andrew Schultz
accomplishes the reat tick of combining aspects o the first
movement's assertive gesural world and te seond novement's
chaming ustic tune nto achorde style finale of much power.

Robert Allworth’s two-movement ertity In Memariam Oscar Wilde
(2000) manages to be suitably anguished and rueful without
descending into histrionic malaise; it too finds much texturd vaiety
for the player to explore.



While the aforementionad fare traversed more clangomus idioms,
Coomen included two predominantly tond compostions as well.
Meditations of Mary (1978) by Dulcie Holland, finds some peisonal
space in the Stavinsky nendassc technique of adding rlatively
dissonant enhanceaments to older triadic literature, in this cas
interweaving subtly discordant embellishmerts into a Voluntary by
16th century British composr Robet Redford. It proves to be an
acceptable listen. Ann Car-Boyd's progranmatic piece The Bells of
Sydney Harbor (1979) plesses mewhat less The work’s sense of
shape often povesaimless and its qualties of depiction ae at times
rather too Richard-Straussditeral. But otherwise, most of this
evening’s selectionsproved highly listenable.

And bravos are in order for Coonan, who peforms like a seaoned
veteran.

Shot Arte Review

DAVID CLEARY

Pro Arte Chamber Orchestra of Bodon. May 20, Sanders Theadre,
Harvard University, Cambridge MA.

The Pro Arte Chamber Orchedra of Bosbn gae the premiere of
James Russ# Smith’s single-movement pieceSavshna’s Danceon
May 20, 2001. This is a slendid, festive curtain raser, a work
brimming with vigor and sy/le. It echoes some of Stavinky's more
enemeic entries for the dance in its use of diiving hythms and
polytond hamonies, but given its Rusian-deiived progranmatic
basis, this provesto be an gppropriate influence Structurally, the
compostion is intuitive but sound, posessng a felicitous feel for
unfolding. The ensemble’s presentation, expettly conduded by Isaiah
Jackson, was a snappy and excitingone

Imaginay Review

DAVID CLEARY

Bodgon Musica Viva presents Imaginary Landsapes. April 20,
Edward Pickman Auditorium, Longy Séool of Music, Cambridge,
MA.

Five intriguing works gppeaed at the Bosbn Musica Viva
presentation. Three Songs(193041932) by Ruh Crawford Seeger is
yet another terrific piece from this unique American original, a
sophisticated, well crafted seting of poety by Carl Sadburg.
Soored for voice, oboe piano, and pecussion, its evocdive
employment of disonant hamonies and layered ythmic planeswas
surely most unusial at its ime of compostion, preceded in the U.S.
by only a scant handful of her colleagues, Chates Ives most
prominently. Originaly premiered by tis ensemble a number of
years ago, Donall Harris For the Night to Wear (1978)for voice and
sepet remains a stidly effective auting. Cast in a damatic,
smoothly exeauted East Coast style of much peasondity, its bipatite
congrudion netly reflects that of Hortense Flexners verse. This
schizophrenic musicd formatis deineated in pat through he scoring
used; at the work' s structural divide, oneof the viola plyers as well
as the dto flutist and dto clarnetist take up their soprano
coungerparts, shifting the ensemble sound fom dusky to lucid.
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The Piemot-pluspercussion entry i (2001) by ShiHui Chen,
interlaces ocasional Oriental-sounding nd passa@es within its
genegally dissonant ethos and @ntains a good hiof exposd solo
writing. Its form is expresel cleverly, organizing its quasi-rondo
blueprint within a larger overdl expanding wedgelike shape. And
the piece's gedurescontain an gppealing level of aggresive energy.

Unlesstold otherwise, one might never guessthat Steven Mackey's
Indigenous Instruments (1989) is orchedrated for Pierot ensemble;
the composeé here atempts to evoke the scoring (@s well as the
melodic and hamonic idioms) of the venaalar music of an
imaginary people. This is accomplished in pat by useof string and
flute retunings as well as congicuous microtonal employment
Robus, raw, quirky, and vibrent, it often suggess a paralel universe
version of Barték's oeuvre It also proves a bt too long, shapeless,
and dow to unfold, a ciiticism that also gpplies to the otherwise
highly distinctive piece Invisible Riwers (1987) by Henry Brant. This
spatially arranged mixed ensemble sdection, one in which each
instrument plays independently after beéng given vatiouscoordinaed
starting and gopping ponts, provesto be a powerful protest againg
ecologicd ills. Sairic, brooding, angty, and intense it bites like a
ravenous shatkk. The ensanble, led by Rchard Pittman, soundel
splendid, as did mezzo-soprano Jaice Meyerson; the latter's voice
featured srong hgh nes, fully subsentia low- and mid-registers,
and good aundation.

Singing Alout The Tunnel OfLove

RYDER W. MILLER

Goat Hall Produdions pregnts Mark Alburge’'s Henry Miller in
BrooKyn (words by Mel Clay), directed by Harriet March Paye, with
Tisha C.Page, Rick Richetta, and Ekine Foky Romeneli. May 4,
Potrero Hill Neighbohood Hus Theter, San Fraacism, CA.
Through May 20.

Henry Miller in Brooklyn, Mark Alburger's goera to words o Méel
Clay, remuns an angstfilled chapter in Henry Miller’s life when he
was a sruggling unpubished author and his wife, his famous muse
Juneg, invited her female lover to live with them.

The opeafollows Miller (played by Rick Richetta) stuggling o find
himself as a writer and auffering from bous of depresion. At the
time, June Tisha C.Paye)waitressed and worked in Broadway dance
pdaces. But June becane enamored of Jeane (Elaine Foley
Romendli), a mysterious painter. Both Henry and Jeanne are
attracted to June

But things at the afartmert are rot always pleasart. Henry is jealous;
he drinks, he rages he atempts suicide. June anounes herrole as
Henry’s muse, complains about work, and opaly conduds an affair
with Jeanne Henry and Jeannefight, but they share an enthusasm
for Rimbaud. Themusic alows you b fed their angst joy, hopeand
rebellion. Juneand Jeannewill later flee to Peris.

This ealy peaiod was atunne that Miller would passthrough. Opera
rather than jazz, song with the emotion bénind the words, was a
successful way of expressing the trio’s interest in bre&ing free from
the conformity of marriage and Miller's problems with naratve.
The musicd choices dso remind one of the importance of music in
Henry’s life. Though hedoesn't dwell on he subjed, Miller
brill iantly assets the importance of music to him in Black Sping and
Tropic of Capricorn. In the later, Miller writes:



My whole aim in life is to get near to God, that is, to get
nearer to mysdf. Tha's why it doesn’t matter to me what
road | take. But music is very important. Music is a tonic
for the pineal gland. Music isn’t Bach or Beghoven; music
is the can opener of the soul. It makes you trribly quiet
inside, makesyou avare that there’s a roof to your beng
[305]

To beis music, which is a profanation of slence in the
interest of silence, and terefore beyond goodand evil.
Music is the manifestation of action without activity. It is
the pure act of cregion svimming on ts own bo®m.
Music nether goals nor defends neither se&s nor
explains Music is the nosdess sound nade by the
swimming in the ocen of conséousess It is a ravard
which can only begiven by onesdf. It is the gift of the god
which oneis be@use hehas ceasd thinking @outGod. It
is an auge of the god which every one will become in due
time, whenall thatis will bebeyond magination [332-3].

The music soundeal @ it dways soundel Hight, peppey,
enchanting. | was alone and there were millions of people
around ne. It came ove me, asl food here, that | wasn't
thinking of he anymore; | was thinking of this book which
| am writing, and the book ha become more important to
me than her, than all that had hgppened to us [333].

In Black Spring, Miller recounts an expelience a the opea:
In this house dreamed aboutbemming a musician.

Sitting bdore the house in which | was bom | feel
absolutely unique | bebng b an orchedra for which no
Pasifal symphonies have ever been written. Eveaything is
in the wrong ke, Parisfal included. About Parsifal, now
it'sjust aminorincident, butit hasthe rightring. It's gotto
do with America, my love of music, my grotegjue
loneliness. . . .

Was ganding onenight in the gdlery of the Metropolitan
Opera House The hous was sold out and | was sending
about three rows badk from the rail. Coul se only atiny
fragment of the stage ard even to do that had to strain my
neck. Butl could her the music, Wagne's Parsifal, with
which | was already dightly familiar through he
phonayraph records. Pats of the open are dull, duller than
anything ever written. But there are other parts which are
sublime and duing the sublime parts becausel was beng
squeezal like a sadine, an embarrassng thing hppened to
me| gotan eedion. Thewoman | was pressng ajainst
must also have been inspired by the sublime music of the
Holy Grail. We were in hed, the two of us and preseal
together like a couple of sadines. During te intermission
the woman left her place to pa® up and down the corridor.
| gayed where | was, wondeing if she would return to the
same place. When the rrusic started up again she returned
She returned to her spot with such exaditude that if we had
been married it could not have bea more perfect All
through he last ad we were joined in heavenly bliss. It
was beauiful and swblime, nearer to Boccaccio than to
Dante, but sublime and beautiful just the sane.

Sitting in the snow before the place of my birth | remember
this incident vividly. Why, | don't know, except that it
connets with the groteqjue and te void, with the
heartbreaking londines, the snow, the lack of color, the
absenceof music [224-225].
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On May 11, Goat Hall Produdions succeeded in its mission of
presenting fine musicd theaer in a less forma sdting tan the
concert hall, opern houg, or big Broadway-style venue Henry (Rick
Richeta) and dine (Tisha C. Page) were warm and flesy, while
Jeanne(Elaine Foley Romanélli) was mld and quee.

Richettas singing wes heartfelt, and his shceity rang through he
peformance.  When you lokel at and head Page (sing
voluptuoudy and @nfidently) it was eay to find the answer to the
question pogd in "Junés Song"("What do men see in me?").

Sone of the seéctionsinclude Henry’s "Suicide Song; Jeanés love
bdlad to "Arthur Rimbaud" (a tango) “At the Club” which desaibes
June's sleazy job at the dancehall, ard “Paris,” where the three
fantasze @outthe freedoms of Europe.

Henry Miller's subseuent succeses beyond Booklyn and the opeaa,
remind usthat thereis sometimes something worthwhile beyond te
tunné of love.

Dinosaur Pionees and Pemiers

DAVID CLEARY

Dinosur Annex Ensenble preents Pionees and Pemieres Ill.
May 6, First and Second Churb, Bosbn, MA.

The Dinosur Annex Ensmble concert, on May 6 & Bogon's First
and Seond Chuch, put the gpotlight on its resident pianist, Donald
Berman. His progran proved eclectic and for the most pat
enjoyable. Thetwo finest pieceshead hee, bot for solo piano, are
separated in dae of compostion by nore than half a century.
Usurpations: Five Bagaelles (1997) by Martin Boykan, is a set of
evocative, eloquent, nicdy crafted miniatures splendid to hea. The
set's emotiond sinceity shines brighty through ts pos-
Schoenbegian seial langugge. Hunter John®n's Piano Sonta
(1936)is a top-notch listen as well; in the sensethat Copland'sThird
Symphonycan be consiered the "Great American Synphony" of the
1930sand '40s this piece lays seriousdaim to the title of the "Grea
American Piano Sonata" from that same era. Dissmant, yet
thoroughly gtateside soundig (n part becaiseof faint bluestoucheg,
it obliquely invokes elements of Coplbnd'sdissonant oeuvre and Roy
Harris work while managing © sound lke no oneedse A
subdantia, vigorous well-congructed entry with afine ear for piano
sonoiity, it stongly merits aplace in any pianist's repertoire.



Bdl Birds (1998) by Dana Brayton, is a surprising work to come
from this composer, exhibiting a distinctly nonWestem fed
throughout despite a comparatively fully textured central secion.
While abit loose formally, it contains attractively multihued writi ng
for its célo/pianofpercusson threemme, basng its winsome gesures
on brdcdls.

Soored for piano and digitd delay, Mark Wingat's Sonbras (1995)
is fizzy, ddightful fun, a work that draws its material from bouncy,
clipped Latin American idioms. The camputer-based echo effects
here seve to subly enhaace not obfusate, what the piano phys
Judith Weir's Piano Tio (1998) a compostion whos tond sound
world owes something © Messiaen, Stravinsky, and the Americana
school, pleasdal lessthan the other sdections Sad to say, its squae,
singleminded thythms and seatimental ethos did not endea, its
structural simplicity and wan unflding dd not impress, and its
abrupt endings did notconvince Thered of the program condsted
of tiny, low-key solo piano bonbonsWalter Helfer's Gershwin-like
Nodurne (1927) two of George Rodbeag's RogerSessons
influenced Bagatlles (1952) Kamran Ince's surprisingly Ravel-
oriented My Friend Mozart (1987) and Sott Wheder's encore
"Epithalamium” from Artist Proofs. With this recital, Berman
solidified his claim as oneof Bosbn's pramier pianists, newmusic or
not, his plying featured saupuloudy clean finge work, excellent
ddineation of line, a tone qudity able to whispe or command
without conveying aa ounceof sonic paucity or ugliness and te
ability to interact sersitively in a chamber music drcumstance.
Violinist Cyrus Stevens, cellist Andrew Mark, and pecussionist
James Russd Snith provided solid suppot.

Da Capo
JOHN DE CLEF PINEIRO

Da Capo Chanber Players in Retospedives and Dsoveaed
Treasuwres: Gala 30th Anniversary Concert. Bruce Adolphe's
Machaut Is My Beginning (1989) Shubmit Ran's Mirage (1990)
Giya Kanchel's Night Praye's from Life Without Christmas (1992)
Alla Borzovds Mother Sad (1997) and Jban Tower's Big Sky
(2000) and Petroushskates (1980) with Joan Tower and Pail Spery.
Jwne 5, Merkin Concert Hall, New York, NY.

Peahaps in no ohe context would the adjective "happy" be more
appropriate for a 30t birthday than for the Da Capo Chanber
Players third decanial gda celebraion on dine 5. Indeel, the
longevity of small ensembles, paticularly those promoting new
music, is not often measured in decades So his was a very ecia
musical event, not only as a milestone but dso for the shee
excellence of the evening's program

First to be head was the giaciousand charming, short Machautls My
Beginning (1989) by Bruce Adolphe Thework ha its genessin a
suggestion from Da Capo "to take alook atMachaut's clever and
catchy little canon Ma fin est non commencenert with the idea of
somehow arranging it" for the ensamble. Given this, it is no wonder
that Adolphés exquisite elaboraion (which is catainly much more
than an arangement) is neomedieval in sound. This is a delcate,
lovdy-textured work that inhabits, for the most pat, terrain ove
middle C with a playfulness and vibrancy that quite naurally
exemplified the caebratory naure of the evening.
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In griking @ntag was Shubmit Ran's Mirage (1990) he fourth
work commissioned by Da Cgpo and mmposel in cdebraion of Da
Cag0's20th anniversaly. Ran noesthat she choseto includedl five
Da Capo phyers and b assign "the pincipal 'tuné this time to an
amplified ato flute. . . . Throughoutl aimed for a freeflowing, yet
intense, at times incartational style d delivery. . .. Harmonicdly and
melodically the work remindsone | think, of modesassociated with
Middle Eastem nusic." The symbolic suggetiveness of the
soundsape depicted in the music seemed more profound han this. If
mirages are phenomena o the desert, then the sutry linesof the ato
flute, cast againgt a relatively motionless accampanmert by the aher
instruments, se the stege in the eaty pat of this work to evoke a
mood of dementa life in the midst of desolation. The tension and
drama at the core of this work suggest an archetypd struggle, an
urgent gesture d resistarce, a fervent effort to suvive the very
passng of time and beah. There is a vital chronology depicted in
this work, capturing a Ife-anddeah or life-aganst-deah
progression. In esencewhatwe are heaing is anaration, the urgent
telling of an expeiiencethatdemands on& complete attention.

Whether intended or not, the contrasts betveen the first two works
found heir culmination in Giya Kancheli's Night Prayers, the fourth
pat of afourpart cycle of indgpendent chamber pieces entitled Life
Without Christmas (1992)that was composel for the KronosQuartet.
Before daying the pece, celist Emelianoff read from a translated
interview with Kancheli, in which the composer articulates a
stardard for composers ard listeners dik e that might seve & a rue
for engagement when an audience heas a new work: "For me, it
doesrit matter how my music will be received it matters how it will
be listered to, ard to what degree silence will be present in the hall.
Silence can be of many kinds. There's formal slence, there's
intellecual silence, and there's silence that's accompanied by same
kind of 'letting go, some kind of atention, expedation. | stive
toward this last kind ofdlence. And when a paformanceis over, the
rest does't matter — whether people like or don't like it, what the
critics write. What's most important is the atertion with which
people listen."

What was heard was a series of shamply contading episodes,
beginning with the energetic, yet flowing, progresson ofthick chords
that soon urned into cdm diaphanoustextures that again thickened,
then yielded ye again. From this ebb and flow of oppos$ng textures
emerge intermittert statemerts in the viola's lower register that are
soon ®ntrasted by hamonics in the second vblin. Through tis
dialogueof contrasts, onecan sensea spiritual disturbance or disquiet
with which the sersitive listerer can readly idertify. A shifting,
pulsating nysticd light gredudly gppeas that soothesasit bahes the
landscape with a cdm that is interrupted, yet again, with arother
contrasting intensity that returns to the energy with which the piece
begen, but only to conclude unexpededly with a recorded soprano
intoning sustained pitches of seeming lament asif the cyclic, and
perhaps futile, to and fro of contrads that have gonebéore were a
metaphor for the humen condition, and, therefore, were worthy of a
restrained lamentation.

The seemingly ubiquitousand polific Alla Borzovagave atriumphal
peformance, conduding her enthrallingly deightul Mother Said
(21997) which was commissioned and peformed by tenor Paul
Spery. The work matches a delicious acompaniment of musicd
irony o atext of wit and whimsy from a volume of Hal Sirowitz's
liked-named poery. Paul Sperry's pointed and comedic theatrics
madeit abundantly clea that thisis, unquestionably, oneof the most
successful marriages of music and text in this genre And for her
pat, Borzva denondratd a masterful use of illustrative
instrumental color and a deft edtoria ear for the apt musica
quottion. For this reviewer, this was first-rate paodistic pagiche
with class.



Again, in the sprit of contrasts that seemed to dominate the evening's
program, Jaan Tower's elegantly beauiful Big Sky(2000) with the
compo<r at the piano, presented amore contemplative offering. The
program notes siate that "the setting is a spadous mountin range
with lots of big panoramic skies &ove A wild hore is there
sometimes grazng, sometimes running free, and atother times hiding
from the big loud tundestorms that occasiondly interrupt his
peaceful surroundngs" But, while informed by progranmatic
imagery, this vely fine mastework of interadion and interconnedion
for violin, cdlo ad pano wes esatidly absolute and
nondecriptive in its sound,and yd captivating .. . asabig ky. Asa
contemporay pianotrio, it just doesnotget any beter than this.

Almost as if in the sprit of an encore and certainly as a rostalgic
remembrance of Joan Tower's 15 yers of performance asoneof Da
Cgo foundes, was Tower's popubr and, by now cdasstc
Peroushslates (1980) that, ealier this sean, was given a
outstanding peformance by the contemporay chamber ensemble,
Eighth Blackbird, atthe Miller Theder of Columbia University. The
peformance this evening by Da Cgpo was no bss exciting. Lisa
Moore's command and enthusasm for the work, whose piano pat is
a prominent and often motoric driving force, was most pabable. All
in dl, this evening of celebraion was a memorable and fitting tribute
to the atistry and staying power of oneof contemporay music's bes-
known champions Long Live Da Cgo!

SummeRContenpoRaRy PeRoRmance

DAVID CLEARY

Summer Institute for Contenporary Piano Peformance June 18,
Williams Recital Hall, New England Consrvatory, Boston, MA.
Through dine22, Brown Hall.

Uniquechallengesocasionaly crop up duing oncerts and fedivals
presented duing the months without "r's" This years Sunmmer
Ingtitute for Conemporary Piano Peformance seies bund tis
venuess warm and muggy becaise d a recent heat wave. But
fortunatly, the< five eveningsfeatured some redly hot and steany
pianism the weather could not begin to match, making tis an
enjoyable group of oncetsto attend.

June 18 wes given ove to the music of Gyodrgy Ligei. This
compo®ers sunningly virtuodc Etudespour piano may well be the
fineg colledion © bea this title since thoseof Debusy. All are
charader pieces, every one peoccupied with spinning outa single
idea to its fullest extent while boasting nay a shgle boring noment.
These focusdl, riveting entities eat ddineate a unique memorable
sound world. Peforming Book Qnhe from memory, Yukiko Tekagi
attacked the keyboad with earned intendty, eye-popping technique,
excdlent atention © voicing, and a steely tone. Stphen Drury’s
playing of Book Two, featiing gotless finger dexteiity, fluidly
unforced sound, and caeful atention © shape and pae, showed a
real sense o mature mastery.

The two performers closel the program in splendid fashion by dly
joining forces to give Ligdi's Three Pieces for Two Panos -- a
triumvirate that, if anything, proveseven more obseasive in natre,
suggesting kinship to American minimalism atvariouspoints.
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European 1950'sstyle pointillism dominated the next evening. In this
recital's kingdom the music of Karlheinz Stockhausen regned
supreme; his Piano Peaesl-V and VII display a senseof directiona
shape and truly musical feel despite their highly abstruse language
Of the athers, the best was Fiedrich Goldmann's Four Piano Pieces,
which uss this disjuna approach to constuct an atradive, nicely
focused se of charader movements. Tropismen, by Hans Cite, adds
myriad sympatheicdly ringing ptchesto the basic formula; the piece
sports much contrast but lacks a clea formal sense. Nicolaus Richter
de Vroe ha the right idea in condructing his piece Gabbro in a
podminimalist style ushg an obsssive, dipped two-note figure,
tossing this gedure among dfferent registers with numerous
reharmonizations and icing it with sngle-note punduations -- but
unfortunaely the result proved boh amorphousand o long ne ca
only guess how imaginatively Ligei might handle such a task).
Pianist Steffen Schleirmacher's playing ranged from an outsized,
thundeousroar to a hused whisper, damonstating grong echnique
and aglendid feel for phrasng tis highly disjointed music; alisten
with s@rein hand © Siockhausen's first four Klavier stuecke left this
reviewer wishing for alittle more fiddity to the printed paye of thee
admittedly ultra-fastidioudy saibed entities Sdleirmacea’s own
work piano&pianosis a minimalist-leaning toccaa badked by mostly
piano-ba®d preecorded soundsthat is dso noteworthy for aking the
performer to depart the stage “Far ewell” Symphonyfashion, leaving
the audio speakers tohavethe lsstword. It's anattradive listen

By contrast, Shaanon W&ttstein's choiceson line20 ontained works
of a pos-Impresionist bent. The most interesting of these, Chinary
Ung’s Seven Mirrors, contains lithe Debussylike cdorist passages
while not negleding nore forceful writing - very ea-caching to
experience. Quelquefois, al'ombre e la nuit...au lointain...by Brian
Cheney traffics in thicker, hazer sonoiities suggestive of Mesdaen.
Neither it nor Mark Applebaum's Disdpline 5: from Saurn to
Alabama: Trawels in Outer Spae, a pece loaded with mercurial
shifts of multihued music ranging from the amospheic to the jittery,
displayed a paticularly strong sase of long-range achitecture,
though. Thewinneg of "beg in show" for structure on tis concet
went to Avoidane Tadics #1 br Piano and Pecusson by Cutis K.
Hughes. Its seiseof form is cleaty delineated, highly unusial, and
extremely effective -- first contrastng biief sedions of dense and
sparse textures, then chooshg a less extreme example of each to
expand on h ddail. Thisisintense in-your-faee stuff that sezes the
lapels with glee. Pianist SaraBob and pecussonist Aaron Trant
gave it afire-breathing presentation. And Wettstein's pbying of the
rest was splendid, featuring a hearty, yet unforced tone, scrupulously
accurate finger work, ard an excellent serse of line and drama.

The festival's compose-in-residence this yea was Pail Elwood, and
the June21 concet feaured afew of his ©lo piano works. Vigilsis a
real find, a meditative, ethereal compostion tat makesthe most of
its somewhat limited pdette of chords. This lovely sounding piece,
containing ahamonic languaye that is tond though notfundionalin
naure, suggess an intriguing cioossbeween Debusy and Fédman.
It also unfolds cogently and @nvincingly. Drury's performance was
a mastempiece of tasteful undestatement. Four Etudes(No. 1, 3, 6,
and 9) from Shadow Re& with Suncontinued in a smilar vein, a
times containing nore forceful music that in plaes redlls
Stavinky's Le Sace. Ther lack of flashy writing -- surprising in
selectionsdesgnaed as"etudes -- stems from the intention that they
be usd by high-school level students. Regardless, thes pleasing
ertries caxed effectively restrained presertations from pianists
Takagi and Wettstein.

11 players joined forces a progran's end to realize the grgphicdly-
notated score to Cornelius Cardew's Treatise It proved good,clean
1960stype conceptua fun for a decet bit of its duation (ho one
played a sandad note when an extended techniquewould do) before
finaly succumbing to shapelessnessand excesive length.



Thefinal concert coninued une 19'sfascinaton with Stockhausen's
music. Beause of its uniqudy fradured gatial layout and akabric

exeaution piocedure, Klavierstuck Xl is perhaps ths composer's most
distinctive work in the series Pianist John Mark Harris gave it twice,

and in so doing showed how different this piece can sound fom one
peformance to the next -- his first version beng bah and axgular,

the second toughful and restrained. Both redizations were highly

convindng, allowing its performer to effedively showcase a wide
rangeof tonecolors and fiexibility of execution. Moving 1 a Roland

electronic keyboad, Harris presented Aldo Clementi's Sigla, which

proved to be naddening. The péece constucted entirely from an

incessantly repeated phrag (exuding a cloudy ®nse of tondity

unusud in music of this type) that dows by nealy imperceptible
increments, proves to be a crashing boe. Its only distinction is to

show just how special the accomplishments by the bed composes of

minimadist music, such as Reich, Glass, and Adams, redly are.

Harriss rendition was a model of controlled technique and touch.
Two gnal ensanble works by Sbckhausen saved as bookends for

these solo keyboad entries. The trio Refain proved the more

engaging of thew, an enjoyable assenblage of brief evens

surrounding the oacasiond larger flurry of activity, piced with vocd

effects such as tongueclicks and Sprechstimme. Nasenflugeltanz, for

synthesizer, drum kit, and smpled ounds came off as eccentric,

satiric, and abit scdtered, asking the percussionist to not only play,

but dso sing, shout and rdse hs ams up in thearical fashion;

samples hele drew from many ources including Jmi Hendrix, the

Beates, and Sbckhausen himself. Enemble Sirius (Michaéd Fowler,

piano axd Stat Gerber, pecusson, later joined by Caherine

Woodad on eleda) put the music acrossin fiery, well-controlled

fashion.

Runaway Sonos

CHERYL KELLER

Sonos Handbdl Ensmble.
Francisco, CA.

July 1, First Unitaian Chuch, San

SonosHandbél Ensenble reached new musicd and technical heghts
at their latest concert on July | at First Unitarian Church in San
Francism. Joined by noed mezzo-prano Fiederica von Sede,
oboist RogerWeismeyer, Peruvian flutist Nayo Ulloa -- the mncet
Runaway Child, based on he life and tavels of Isaac Albeniz,
featured works by Spanish ard Latin American composers, ard a rew
song g/cle written by Libby Larsen.

The Sonah No.84 in D by Sobr immediately egablished Soros
technicd skill, with crisply atticulated omanentation, and dynamic
nuances However, it was the treesong g/cles by Braun, Ginagera
and deFala, deftly arranged by mndudor Janes Meredith to include
oboeand flute, which were the high ponts of he mncet. Von Sade
who wemed paticulady at home with these songs sang with
emotiona conviction, using al the colors of he warm mezzo-
soprano o bring each piece into vivid rdief.
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The haunting nodal melodies of Braun'sFour Sephardic Ronances
were enhanced by Weismeyer and Ulods expresive playing,
especially the lullaby, "Nani, Nani", but Ginastera's Cinco Cangones
Popuhbres showed the canbined forces tobest adiantage. Based on
Argentinean folk music, each song ha its own charader, aptly
ddineated by von Sade, from the lovely vocalism of "Triste" and
"Arroro" to the raucous rhythmic explosion of "Gato." The flair and
predsion denanded by hes pieces was ably matched by the
handbél ensanble, whoserhythmic claiity was often awe-inspiring.

The handbdls abne played pieces by Leaiong Albeniz,
Moszkowski, and Turina. Of thew, Lecuonas Malaguea, with
exquisite ampeggios exeauted in a languid manner and fiery rapid
passagework, displayed the formidable ensemble at its bes. Albeniz
was repreented by hree Canbs de Epang the most beaitiful beng
"Preludio." "Cordoba; the famous Mooiish city known for its
blending of Moslem, Christan and Gypsy cultures, was depicted by
the gentler sonoiity of hand chimes The sd closal with "Seguidilla,"
a seenale udng every handbédl technique known to man, or at least
Sonosto marvelous efect.

Thefinale was anew song g/cle by Libby Lasen, Hell's Bdles. The
first movement, "There was alittle girl," a colledion of quogtionsby
American women interspersed with a familiar nursay rhyme,
broughtto mind hedstrong lttle girls growing into forceful women.
"Footlight Wisdom' warned young women of the pifals of
becaning an adress, while "When | am an old woman" is the
familiar poen aboutwearing puple and dong what you pkase. The
final song 'The Magic City Golden Transit" descibed the station
wagon ofan artist, de@rated with millions of Batie doll shoes and
twinkling Christmas lights. Von Stade tdd thes staies with her
uaud excdlent diction and voal colors to match eah of the different
charaders. Larsen's useof melodic motifs asa unifying device for
he songswas always gpparent throughoutthe cycle and $e made
best useof the handbel accompaniment in the final song, when we
could hea the rhythm of the car rolling dong, and the dighty wacky
charader of the artist he'sdf. However, compared to the wondeful
colors of Meredith's arangements, thesepieces, afthough @joyable,
were a somewhat thin showing for the handbels.

The cocert included an ercore of Falla's Ritual Fire Dance, once
again displaying Sonos marvelous dynanic control, findy honel
technique and flair for this repettoire. All aternoon the audience
was impressed with the technical predsion ard musicdity of the
ensamble, and excdlent arangements of the works by Meredith, who
exploited every possible mlor and pecussive sound fom the bels.

Gemrd Finzi Centennial

MARK PETERSEN

The Eoterics cdebrate the centennial of Gerald Finzi’s birth by
presenting the composels entire a cgpdla repertoire. Sobists from
the group dso paform Finzi's song g/cle Before and Afer Surmer,
accompanied by peniss Kevin bhnon.  duly 13, Pigrim
Congegationd Church, Sedtle, WA. Repeded July 14 and 15.

The Esoterics all themselves "a cappella adlicts." An addiction is
defined as "a compulsive physblogicd need for a habit-forming
subgance” With many aldictions, even a brief expoare to the
subdancecan result in altered gatesof body ad mind, as well as a
life-long d@endency. A brief Friday the 13th examination of the
group’s condition yielded strong evidence that the Esoterics’ self-
diagnossis corred.



| have aso come to the condusion that, underthe right condtions,
this "a cgppdla addiction” is highly contagious and could soonreach
epidemic propottions. Let's see how well the Esoterics dgpendency
fits the textbook definition...

Example 1. Conpulsive béhavior. Therecent examination reveded
very few symptoms that could be conddered compulsive. One
exception would be the compulsion © pregnt more prograns each
season than originally scheduled. Ead year the group pesets a
saies of concerts based on a conceptual idea or theme. Last year
they presernted The Benents. Their 2001 eries is entitled Codests;
with music which commemoraes the sun, moon, and gars. But each
calendar year also seens © yield a nunber of "compulsive"
performances sich as the Finzi centemial in Juy. Previous
centenatians have included Francis Poubnc, Randal Thonpson,
Calos Ch&ez, and Lagos Bardos in 1999, and Aaron Copbnd in
2000. Eah centennial celebraton preents not only the chord
repertoire of the mmpose; but also subte insights into the life,
thoughs and nmotivations of each artist.  The listener comes away
from the paformance as if she had just made a new aaquaitance,
rather than listered to a cancert. At the Fnzi cdebration, excerpts
from the mmpose's joumd and @rrespondence with his wife Joy
provided a introspedive glimpse into the phiosophical and
physologicd battles with which Finzi struggled during his shott life.

Example 2. Physological neal. Finzi composea feverishly in the
five years between his initial diagnoss of Hodgkin's disea® and hs
death In a dmilar vein, The Esoterics zdously delve into their
choral performances—it seens they have an intrinsic (or addictive)
physologicd neal to sing. Eah of the choral works: Three short
eleges (1926) Thou ddg ddight my eyes(1951) Seva pat-songs
(193137), Whitefloweling days(1953) and All this night (1951)
were preented with resolute intensity, stunning dynamic variaton,
and empathetic sentiencetoward text and music.

Example 3. Altered states of mind and body. It's difficult, if not
impossible, to come away from an Ewterics paformance "un-
atered” Even though Fnz's nusic is somewhat obsare, he
definitely hal that "Englishnes$ which pervades the music of many
compoers from the United Kingdom His settings of texts by
Thomes Hardy, William Drummond, Robet Bridges Ednund
Blunden, and William Austin ingtantly transport the listener to a
summer landscge, the soundsof war, the angg of one neadedh, the
songsof lovers (accepted and rgected), and the glories of the sunrise.
Egedaly notble in the "trangporter" caegory was the peformance
of Before and Afer Sunmer, a ten-movement song g/cle for voice
and piam. A different sdoist was sdected for each movement -- all
were magnificently accompanied by the picturesque, yet perspicuous
pianism of Jdf Johnon.

Example 4. Life-long d@endency to a habit-forming sibgance The
Esterics ae nowin their ninth sea®n - areanaly long ife for a
group hat speddizes in contemporay music. They continue to
collea acolades; including a2001 ASCAP Award for Adventurous
Programming. They contnue bt delight their audiences with
tressures from the literature --- the celebrated works, the wnexplored,
and epedadly the biand new. The group’s energy is infecious-- be
on guad -- the next peformance you dtend ould make you a “a
cappella adlict” aswell.
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Naive Music

MICHAEL MCDONAGH

Fredh Voices Festival II. Mark Alburmge's The Litle Prince, John
Partridge's The SoHiers Who Wanted To Kil Death, and Nancy
Bloomer Deussen's The World Is A Buterfly's Wing. Juy 20, Goat
Hall, San Francism, CA. Through dily 22.

Every encouner with music should be a discovery, and we exped
music festivals to provide them in spades. But that, I'm afraid, is in
the best of al posible worlds In the real world things are a bit
different, and finding oneor two grong works on aprogram of any
music festival usudly hes to suffice. Goat Hall Productons Fresh
Voices Fegival Il preented two shows this year of works by Bay
Areacomposes and librettists, and Pogram A, given July 2022, had
three works by three @mposes.

Mark Alburgers The Little Prince was an adaptation of the story of
the sane name by Antoine de Sant-Exupéy. This composer usually
takes a repertory piece asthe model for his opestic works, and the
principa one hee was Scoebeg's 1912 beakthrough Pierrot
Lunaire (op.21) aswdll as his Six Little Piano Peces, op. 19 (1911)
and the Five Pieces for Orchedra, op. 16 (1909) Alburger's open
has 28 ©ngsand an instrumental epilogue ructured aroundthe 21
items in the Viemese master's Pierrot. He "posmodenizes
Schoenbeag by removing the Expresionist's sharps and flats, so that
the resuting music seems & pure and "smple" as Mozart, ard this
was an ideal sound world for a fary tale for adults like The Little
Prince Alburgers piece usal a cast of eight who pbyed ove 15
principa roles as well as numerous subddiary ones -- Shales,
Echoes, Grown-Ups, Flowers Tenor David Ssslav peformed that of
the explorer-aviator Saint-Exupéy, and soprano Heather Lukens
Gavin that of the Little Prince Dres®d in an 18th-century soldier's
uniform, she sang wwedly and lookel innoent. Sasav
complemented her in tone and gesure in their five songstogeher.
The other gandoutin the cag was soprano Deirdre Lobo who gave
astute and funny impesonaions of hertwo pats -- the Flower and
the Serpent. Harriet March Paé€s direction was appropriately
straightforward, ard the three nusicians -- pianist Melissaa Smith,
flutist Bruce Savisberg, and violinist Joanna Pinckney -- underthe
spirited diredion of the composer -- projeded the work with
enthusasm, if not dways acaracy. Sill, The Little Prince is a
chaming and dfective piece which might benefit from the incluson
of very short interludes (or tastefully chosen repeats) within its
aready written nunbers to give it some more breating mom This is
obvioudy avery different kind of piece than Alburgers opera Henry
Miller in Brooklyn, but the latters aternation of at¢ion and repose
projeded its virtues with greater claiity and force than did ThelLittle
Prince

John Patridge's open The SoHiers Who Wanted To Kill Death had
nether clarity nor force asit stuggled manfully to make a universd
statemert on the human condition. But the composer, at lead in this
piece, seemed to lack a real gage instinct, ard hiring a witer might
have made his dramatic argument more vivid and cmpeling. As it
was, it started nowhere and went nowher. Tenor Aurelio Visarma
(Private Falon), baritone Douglas Manddl (Sgt. Thonpson), and
bass Beckett Swede (Pvt. Dritz) did as much as they could with what
they were given. The composer-led instrumental ensemble -- Smith
and Pnckney again, joined by cdlist Annie Yeh and pecussionist
Stuart Quan had far more interesting sounds



Nancy Bloomer Deussen's song g/cle The World Is A Buterfly's
Wing fared beter. Thecomposer's setting of 5 poens by Allen Coha
of San Francism Oracle fame was grecioudy written, with clea,
unobtusive piano linessuppoting the voice. And though nonef the
texts were epedaly profound, their politicadly correct sentiments,
which Deussen shares were projeced with sinceity and eae by
Saslav, who sng afectingly, and Snith, who plyed with he usia
discemment and grae. Violist Daria D'Andreds playing was poised
and degly expresive, too.

Whose Baby Is This?

MICHAEL MCDONAGH

Marin Alsop conduds The Cabrillo Festival Orchestra in Philip
Glasss The Phovgraphe. Augusg 5, Santa Cuz Civic Auditorium,
Santa Cruz, CA.

Marin Alsop ®nduds The Cérillo Fegival Orchegra in Rousés
Raptre; MacMillan's SymphonyNo. 2; and Raitavaaas Symphony
No. 7 ("Ange of Light'). Augug 12, Mission Sa Juan Bautista, San
Juan Bautista, CA.

Lou Harrison and severd of his friendsfoundel the Cabrillo Music
Festival in 1961 & a coffeehous in Aptos, on Cdifornids central
coad. But it redly became a going mnem two years later when
compo®er and nusic director Gerhard Sanuel, who ®rved in that
capacity from 196341968, conduded its first concert atits new home,
Cabrillo College. His work, and that of succeealing nusic diredors
CalosChavez (19671973) and Dennis Russll Davies(19741990)
put this new music festiva on he map: they presented compostions
of internationaly celebrated composers like Henze who beame a
compo®rinreddence for its two-week run, which is dways in
Augug. Carillo ganed pregige and its programming was always
intelligent ard varied That was certainly the case when | last visited
it in 1987 and herd orchedral works by Willi am Schuman, Henry
Brart, Chares Shere, Rhilip Glass, aml others, as well as a gano
recital by Ursula Oppens, of Brahms, Stavinsky and Nancarow
(older masters get in too).

Daviess focus was on boh chamber and ordedral pieaces but his
successor, Marin Alsop, who'sbeen music director since 1992 - John
Adams seved in 1991 --concentrates almost exclusvely on works
for orchestra It's a viable gpproad), though @& undoubeédly
expensive me, too.

That cetainly had to be the case with its first offering, a fuly staged
produdion of Glas's infrequently revived The Phobgraphe, which
got a full houe (Hamison's 1952 opa Rapunzkwas given Augug
4). Concéved by Dutch director/designe Rob Malasch, and written
in 1982,it was commissonel by the Holland Fesival and producd
that year at Amsterdam's Carre Theater. The U.S. premiere, directed
by DbAnne Akaattis, opened Brooklyn Academy of Music's 1983
Next Wave Festival, and bured severa American cities The
Phobgraphe is acurious work. It dates from a time when classic
minimaism was ove, but peformance at was stll a hgppening
thing. Glasss degription of it as " a music/theakr piee" is telling,
and "musgc slash theder," instead of "musc hyphen theaer" seemsto
indicae that its pats are intended notto be equal but opposd. Act |
isa day, Act Il aconcert, ard Act Ill a dance. This sdit construction
stretches the mnventions of theatrical form, and gives te work its
schizoid characer.
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Sur, things progress, and the pictures taken by its title charader,
Eadwead Muybridge(183041904)do indeed "develop" in Act 11, but
does the work cohee, and transcend its contradictory pats?Or was it
ever intended to? Far from beng a 20 yearold relic, The
Phobgraphe appears, upon réledion, to be about the split ad of
perception --how seéng and heaing are sgarte and opposd.

This is clear in Act | where a tam of stage actors re-enact everts in
Muybridgeés life -- his disovery of his wife Flords affair , his fatal
shooing of herlover, histrial and subsequent aqquittal -- but director
Michad Scarola places the viewer at a deliberate dstance from them.
We getajuicy Victorian melodrama with that juice removed, and it's
intentiondly fradured. Lines stuations and charaders are skewed.
And Ldand Senford (Fred Ochs), Jak Kellogg @roseating
attorney), Nathan Michad Place (Larkyns) Michad Needham
(Muybridge) and Saa Kraft (Flora), have obliquerdationsto each
other and  the wide and nonproscenium, stage space (they dl wore
head mikesto project abovethe orchestra, and fill the high-celinged
hou®). Bredt's intention was to dienate or distance the audience
from the play (Brecht was a seminal influenceon Glassand others of
his genemation) so that it could leam esential truths about the nature
of society. But the intention of this produdion seemed entirely
aesthetic - it wants to strike a pose, anl does. The shge fpictures
composed by scenic/lighting designe Matthew Antaky had a
beautiful, yet utterly detached look which mirrored Glasss delicae
scoring for chamber orchedra and vokces: here 40 plyers and nine
voices (seven female and wo male), asoppogd to the six voices, al
women, on the original recording. Glasss use of aternaing mgjor
and minor hamonies egedaly in the opeiing "A Gentleman's
Honor" (lyrics asenbled by David Byme), create ambivaence and
subte tension.

The original produdion hal three "incidental pieces’ in Act I, but
Scarola's version boasted an additiona 15 minutes of music which
the composer wrote for a reent produdion by dredor Birgitta
Trommler for a dance theaer produdion peformed at Darmstadt's
Stadstheaer. Glasslet Alsop and S@rola putthis additiond material
anywhere they wanted to, and onenewv nunber, which gpeaed after
the words " his (Muybridges) day had pased,” was enormously
affecting.

The Act Il concett, with its violin solo played by Alsop, may bethe
enotiond heart of The Phobgrapher And its repeding figuresfor
the dayer, with their increasingly chromatic downward turns, seem
to echo Muybridgés obgsson -- he shot over 20000 phoos of
animal and human locomotion - and maybe his anguish ove his
murder of Larkyns The stage action, a any rae, showed him
"shooing" 3 nealy nude modek, seily impersonaed by daces
Deanna RossJanes Brennaman 11l and Dbseph Pkaek, who aso
showed up in Act Ill, a 20 minute dance chorengrgphed by Maria
Basile in which al the charaders from Act | return. This wasnt a
genegal dance pea se, buta choreographed movement in which adors
and dancers interacted as Muybridgés images came and went on a
screen above the stage, and the music, serene poised, and full of
drive, grew in rhythmic, hamonic and textural complexity. A
paticulady sunning noment came a the vely end, when Muybridge
bomeon the shoulders of severd charaders, outstretched his amms, to
a phobgraph ofthe sun, as if in worship, and enbrace. This seemed
to echo te gpotheods of Apollo a the end of the
Stravinky/Balanchine ballet This resamblanceis even more striking
because Glasss smre though notthe white on white gringsonly of
Apollo, is similarly muted and represed.



Cabrillo's producton was a provocdive and engaging evening in the
theaer. The Phobgraphe is an elipticd and difficult piecewhich
seems to continue the aestheic, if not the look, of groupslike The
Living Theter. Alsop'sorchestra conveyed its magic with predsion,
and hea. And te chors in period mstumes and everyone else,
gave it their all.

The three composrson he Misson Sa Juan Bautista program on
Cabrillo's closng night -- it was aso donethere that afternoon --
didn'thave to contend with the quesionsraised by acollaboraive art
form like the theater. All they had to do wes show up, and wo of
them did -- the American Chrisophe Rouseand the St James
MacMillan (the no $ow was the Finn Enojuhani Rautavaaa), and
have their pieces played. Yet any musicd work, whether
programmatic or not, dmost dways hasextramusicd content which
the listener brings to it. And © "ablute music" is never really
absolute. Rouse whos Raptre (2000) received its West Coast
premiere, pokeamusingly and ©mewhat defensively (he, after dl, is
aserious nodenist guy) aboutits "upbet' tone

But what this listener adually heard was adlight, fairly accomplished
piece of aout 13 minutes duraton. The felicities here were an
arabesjuefor oboe beatifully played by piincipal Alexande Miller,
a fugato violin figure which contrasts with lyric writing in the mid-
lower grings, and a dam-bang blues-inflected end which oundel a
bit like Jamacé's Sinfonieta (including aashing impani), or John
Williams on a bd day (sometimesatriad isjustatriad).

James MacMillan, in the U.S. pramiere of his 23-minute Symphony
No. 2 (1999) proved why he has a following. The composer, in his
opening remarks, sad it was inspired by Sots pods and witerswho
usd the melancholy naure of winter as a metaphor for spiritual
desolation, and it's definitely an honest, sincere, and deply felt work.
The firss movement is transparertly scored admost bare, with an
intentiondly wandeing qudity, the second has chilling martia
fanfares in the bras evoking Sotland's troubled history -- think
Maria Stuart -- while the third, with its partiad quots of Tristan's
prelude-- the motif of course-- is astudy in wondefully varied, and
mostly quiet, textures. Rautavaaa, who's become a big name in
recent yeas, was represented by hs 34 minute Symphony No. 7
("Angé of Light') (1994) which ob®ves the 4-movement format
codified by the chssic masters, though he order of movements broke
with that tradtion. The impressive opening "Tranquillo" was
followed by avigorous "Molto allegro,” which segues without a
bre&k -- "attacd anyone?-- into a rapturous and meditative " Come
un Sog" - a slowly buiding, longdined violin solo, with modal
hymn-ike cadences played with acaracy and gea feeling by
conertmager Yumi Hwang-Williams. The conduding "Pesate -
cantabile" broughtthe piecefull circle. With everyone - from "the
Nazarene' P&t to Reich jumping on he New Age bandwagon, this
definitely felt like the real thing. The audience respondel asif they'd
receveda gft, and, | daresay, they had.

Alsop got superlative sound, and wondefully committed and
responsve playing from he band. She dso seened genuinely

modest and thankful, which is never a bad thing, epedaly with
condudors.

Correspondents

BROOKE AIRD isaSan Francisco violinist and writer.

MARK ALBURGER is Editor-Publisher of 21STCENTURY MUSI
and an ASCAP mmpose of four symphonesand nne opeas. His
opeaa The Wind God is scheduled for performancethis month in San
Francism.

DAVID CLEARY's mudc has been played throughoutthe U.S. and
abroad, including peformances at Tanglewood and by Alea Il and
Dinosur Annex. His music gppeas on the Centaur and Vienna
Modean Masters labels, and his bio may be found n many Who's
Who books

JOHN DE CLEF PNEIRO, a graduae of Yde Law Sdool is a
pubic sedor transadiond attorney by pofesion axd a orchedra
compoer by asocaion. He is an adive member of the New York
Chapter of the American Conpo%rs Foum, and is a frequent
editorial contributor to The New Music Connosseur, a quaterly
pubiicaton devoted to the @mntemporay music scene.

PATTI DEUTER & Associate Editor of 21STCENTURY MUSIC.

JEFF DUNN is a fredlance critic with aB.A. in music and aPhD. in
Eduation. He now saves on te board of diredors for New Music
Foum and is a Ba Area correpondet for 21STCENTURY
MUSIC.

CHERYL KELLER is a snge speddizing in contemporary musc
who livesin Berkeley and teachesat Holy Names Coll ege.

MICHAEL MCDONAGH is a San Francisco-based poet and writer
on the arts who hasdonetwo poen/picture bookswith artist Gary
Bukovnk, Before | Forget (1991)and Once (1997) the former beng
in the colledions of the Musaum of Moden Art, The Belkeley Art
Museum, and the New York Publc Library.

RYDER W. MILLER is a Bay Area writer onmusic andtheatre.

HARRIET MARCH PAGE is Artisic Director for Goat Hal
Productions Assistant Editor of 21ST-CENTURY MUSIC, and a
dramatic soprano.

MARK PETERSEN s a composr, pianist, singer, music director,
and Settle Corespondent for 21STCENTURY MUSIC. He has
degrees in music from Weber State College (B.A.) and North Texas
State University (M.M.).

Composr and wiiter ELLIOTT SCHWARTZ (b. January 19, 1936,
Brooklyn, NY) studied a Columbia University (A.B. 1957, M.A.
1958, EdD. 1962) unde Otto Luening and J&k Beeon, and dso
privately with Paul Creston. During the summers of 1961 b 1966 he
worked with Edga Varés, Henry Brant, Chou Wen-chung, and
Stefan Wolpe at the Bennington (VT) Composers Confererce. In
addition to produdng a large body of compostions he has aso
written a number of books including The Symphonis of Raph
Vaugha Wlliams, (Amherst, 1965) Electronic Music: A Listener's
Guide (New York, 1967) and Music: Ways of Listening (New York,
1982)

ANDREW SHAPIRO holds a degree in music composition from the
Oberlin Con®watory.  Shairo lives in New York where he
compoesfor avaiety of different areas including dance pieces, film
scores the concert hall, and dub bookngs with his group,
ShairoEnsenble.



Recad Revews

The Big Acture

MARK AL BURGER

John Luter Adams. The FarCounty [Dream in White on \hite.
Night Peace TheFar County of Skeep]. Apollo Quartet and the
Cabrillo Festval Orchedra, conduded by dbann Fdleta Atlanta
Singes, conduded by Kevin Culver. New Albion Reords. 1993.

John Luter Adams. Earth and he Great Weather. A Sonc
Geographyof the Ardic. New World Reords. 1994

John Luter Adams. Cloudsof Forgetting. Cloudsof Unknowing.
The Apollo Chanber Orchestra, conduded by bann Faletta. New
World Records. 1997.

Geography deaermines destiny. So t's no surprise that John Luther
Adams thinks big, asbig & his adopted honeland Alaka. In aseies
of three albums from New Albion and New World, we hear the
sweep of his musicd thought acoss a haf-decade and hundeds of
miles.

TheFar County (New Albion, 1993)shows the mellow West-Coast
side of the rorth, in a cdm Dream in White on White (1992) The
sustained grings could almost be some Pros&ed-out Ligeti, but the
hap contributionsand the general quiexent Pythagorean diatonicism
bespedk a pog-minimalism that -- true to Adams's big-picture
orientation -- hasbeen charaderized as maximalism or totalism. In
aninterior section, there's even a folkish string quality reminiscert of
early American hymnody and Ingram Marshal. Night Piece (1977)
is a times more ominous and ritudistic, featuring percasson and
voices, which the composer nots "is base entirely on a sngle
melodic line, which is heard only one, sung by he solo soprano at
the end of the piee" The bigge$ work, & one cdm and
threatering, is The Far County of See, for a full orchestra of
sustained stings and winds punctiated by dium pulses. A lonely
trumpet even cdls to mind es ad Mahler. Peformances
throughout-- by the Apollo Quartet, the Atlanta Singes, and the
Cabrillo Festival Orchestra -- are excellent.

Earth and he Great Weather is even more ambitious and boh less
and nore "of the peple" Some of the sensudity and dumming
sersbility of The Far County remain hee, but augmented by te
text-sound at of Inupiag and Gwich'in eakers. Additionaly the
percussion quatet writing is far more prominent, even regimentally
violent, than anything head ealier and is exceedingly evocdive -
thundeousand omithological .

Cloudsof Forgetting, Unknowing is the nost ard leag progranmatic.
In the minimalist tradition, it is about musical process, and neintains
Adams's characteristic big-picture swegp as a seies of imposng
environments. Charaderized as a ontemporay Well-Tenpered
Clavier for chamber orchedra (perhaps ewven better The Art of
Interval), Adams gradudly and methodicaly explores the
accumulation of an ascending chromatic sale over the carse of
more than an hour. A list of subsetionscatures the concept.

minor seconds rising
Cloudsof mixed Seconds
Major Seconds rising
Cloudsof Seconds ad thirds
diminished bels
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Cloudsof mixed Thirds
Forgoten Triads

Lost Chorales

Cloudsof Perfed Fouths
Turbulent Changes
Cloudsof Perfed Fifths
Choralesreturn

Triads, remembered
Cloudsof mixed Sixths
...and béls, again...
Cloudsof Sixthsand sevenths
minor sevenths rising
cloudsof mixed Sevenths
Major Sevenths,rising

Much of this is reverent, spiritual, sustained. But when it howls it
really does so in the monstrous mechanized rhythms of "Turbulent
Charges" But perhaps even in the fear there remains the reverent,
spiritual, and sustained.

When the nusic findly hits the octave at the very end, there's an
incredible sensation of reslution. Fev endings n any syle have
made such anextraordinary effect.

Not Quite Dead Yet

MARK AL BURGER

Amhest SaxophoneQuartet. Lament on the Death of Music [Leila
Lustig. Lament on the Death of Music. Chan Ka Nin. Saxophone
Quartet. Anita D. Perry. Quartet for Saxophona. Andrew Still er.
Chanmber Symphony for SaxophoneQuartet]. Amherg Saxophme
Quartet. Innova

Like Mark Twain, the news of music's deth has bea greatly
exaggemated. This deploraion, Lament on the Death of Music
(Innovg from the Amhest Saophone Quaret, is a winning
colledion of séectionsfrom the whimsical side ofseiousmusic.
Leila Lustig begins the festivities happily ard lustily with the title
composition, a clever pastiche featuring excerpts from such formerly
radicd "deah-of-music" pieces sich as Stravinsky's Rite of Sgring,
Debussys Prelude to the Aternoon ofa Faun Wagne's Prelude to
"Tristan und #$olde" Chopn's Prelude n E-Minor, Mozart's
SymphonyNo. 41 ("Jupiter"), and Beethoven's SymphonyNo. 5. Not
sure how it dl fits togeher, but it's anusng, and prano Christine
Shaleberg and the Quartet make a wnning combination.

The memorable tunes o the Lustig are nicely complemented by the
memorable modulations of Andrew Stiller's Chanbe Symphonyfor
SaxphoneQuartet. The nostradical device comesin the tradtional
first-movement sonat-allegro, where Stller hasthe seond heme
not modulate to the dominant, butinstead to atondity 1/4 toneabove
the tonic, and tkes tis step gradualy by having e@h of the four
instruments take the modulation seuentially rather than togeher,
resulting in grikingly hunorouscdashes. Themusic ends beyond he
pale, with the last words o anill-fated broadcager on Mt. &. Helens
on anill-fated day.



Good girits abound n the interior selections the SaxophoneQuartet
of Chax Ka Nim and equaly-colorfully named Quartet for
Saxophones by Anita D. Perry. The former finds a bouny easern
contenporareity and the latter charms in its high sprits and
excellence

Gold Dusg

MARK AL BURGER

Robet Ashley. YourMoney My Life Goodbye. Jacqueline Humbert,
Thomes Budner, San Ashley, Robet Ashley, Joan La Batara.
Lovely Music.

Robet Ashley. Dust. Sam Ashley, Thomas Budkner, Tom
Hamilton, Jagudine Humbert, Joan La Bamara, "Blue' Gene
Tyranny, and Robetr Ashley. Lovedy Music.

Like John Cae, Robet Ashley hasaways pused the envdope of
"Wha is music?’ Soundpod and mllaboraor pa excdlence,
Ashley's gesantkungwerk in two recent Lovely Music rdeases -
Your Mongy My Life Goodby and Dust -- involves his highly
imagnative texts and musica structures, allied with talented and
spirited voices (Sam Ashley, Thomas Budkner, Jacqueine Humbert,
Joan La Barbara, in addition © his own) and instrumentalists
(keyboadist "Blue" Gene Tyranny [in Dust only] and ound exginee
Tom Hamilton).

Ashley notesthat YourMoney

is one of forty-nine vocd-ensemble pieces of various
lengths (from 10 b 90 nminutesor more) that can beuseal in
many kindsof combinations to make an opes for stege, for
radio or for televison. Any of the combinationsgo unde
the ttle d the "ogpera," The Immortality Songs When ary
of the piees are peformed separately, as in Your Money
My Life Goodbyefor Bayerischer Rundfink, they take their
individud titles | have finished seven of the compostions.
It lookslike a lifetime ofwork. Hencethe ftle.

This story of a"renowned internationd swindler' is groundel in an
"electronic orchestra' developed by Ashley and Hamilton tat
featureswah-wah pukationson CEDb, a cadential Eb+b-Eb-Ab, and
returning sustained high C's This texture later modulates around b
such regions as G-Ab-G-C, D-Eb-D-G, and EF+-E-A (the high C
always present), and is augmented by adriving anthemic drum-kit.
Throughout the surred, tonally-inflected recitations of the voices
make teir telling efeds.

If Your Monegy has high-society connetions, Dust is An Urban
Downhone Steet Conpanion that detils the stories of five down-
and-outs, not leag of which, Ashley himself as a kind of sardonic
crosshetween W.C. Fieldsand Garrison Keillor. Jacqudine Humbert
and San Ashley beome some sort of agirituaist soul-speers,
backed by chorus. Joan La Barbara takes acomic x-rated turn as a
wide-eyed raconteuse, terribly politically incorrect, while Thomas
Budkner becomes a mellifluoushomeboy in pog-jive.
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For thoe who enjoy, as the dbumrock staionsmade into a diche,
"more mnusic less tak" -- the second of two discs features
paticulady... well, lovdy... singing from the assembled voca forces,
backed by a mysterious and hunorous neo-pop ekdronic orchestra
from Ashley, Hamilton, and Tyranny (induding thoseold standbys +
VI-IV-V and bM-bVII-1). It's a keeper, worthy of many repeded
listenings.

On Virtuosty

MARK AL BURGER

Robet Avalon. Piano Conceto. Flute and Harp Conceto.
Founddéon for Moden Music Orchedra, with Robet Avalon,
conduded by Larry Rechleff. Centaur Records.

There are virtuo® mposes and virtuoso peformers. Rolert
Avadon is both, in his recent releag on Centaur records where he
servesaspianist in his own Piano Conerto, with the Foundaon for
Modean Music Orchestra, conduded by Larry Redleff.

Like John Luter Adams, Avaon writes big geographicd music (in
this case Texasdtyle), in an opulent four-movenent piano mncerto
touched by vaious musics including, as the compose notes,
"baroque impressionist, twentieth-century Russan," with a far
dollop of Beethovian 19th-century romanticism and even hints of
20th-century New Viennese While the coneerto's second movement
is particulaly striking and mbust the entire work is filled with
nuance and varety.

The Flute and Harp Conerto is a smilarly ambitious affair, despite
its saoring for string ordegra and its single-movement structure with
a durdion (20:08) less than that of the Piano Conero's first
movement (20:26) Flutist Megan Meisenbad, hapist Mary Golden,
and The Foundéion for Moden Music Orchegdra (a colledion of
Hougon Synphony payers), sound errific and the recording quaity
is first-rate.

90% Pog ConaumerReview

DAVID CLEARY

Ellen Band. 90% PostConaimer Sound. XI Records. XI 124.

Chirping canalies Creaking leather jackets. Squaling playground
swings. Clanging railroad crossng gde signds. Boiling, hissng,
rattling geam radiators In the X1 CD 90% Pog Conaimer Sound
Bogon-basd sound atist Ellen Band condructs remarkable musicd
edificesfrom these seemingly mundaneitems (Swinging Shgs[1992]
is the anly item that utili zes tradtional musical instruments, ard even
here the violin and RAAD violin playing mimic and enhance the
basis sound of squesking kiddy savings) By rdying © heaily on
such building blocks, she accomplishes two faginating things. First,
she forces us to focus attention on he wmmonplace, to listen to
things we usudly take for granted; in that sense these works show
affinity to pieces like John Cae's 4'33”, which aks its audience to
contemplate the mncert hall soundswe ordinaiily tune out



But Band does not siop tere. In limiting he souree materials 0
severely, she convindngly demonstates that even the simplest
soundscontain a surprisingly large amount of complexity and range,
more tranwe normally give them credt for.

Rairoad Gamelan (1992) features the widest varety of onic
building blocks. Here, ralroad crossng gde darms of differing
pitches and speals ae ovetaid in phag manne a la Steve Reich.
Band then addsin other elements that define this basc idea further.
One also hears cas whizzing by, a sound which gradudly bemmes
more frequent and notcedle as the piece progreses thee
eventually give way to blaring rrain whistles (dso tunel to different
pitches), and findly the frenzied whoos of pasing trains—which
serve as a cgpdone intensfier of the eatier automobile sounds This
sweeping, Ravel’s-Bolero-type formal shape is encounered in most
of the other sdections on his rdease though n the two newest
works (Radatore [1998]and Minimally Tough[1997), Band rdines
this basc shape with numerous seconday dimax points and laid-
back plateats. The excerpt from Closet Bird (1976)is uniquein this
regard, suggesing arudimentary theme and vaiations congruct It’s
the presnce of such larger organizaiona ways of thinking which
transform these intriguing aural events into convindng works of att.
And while unfolding of material is generly slow, the effect proves
hypnotc, notseatsguirming.

Sound qulity on this CD is first-rate. Specia mention should be
made here of Minimally Tough a work meant to be head on
headphone only; Band's sonic spatia placement in relation b the
listener shows marvelous imagination. This reviewer was only left
wishing for a standad composer bio in the CD bookkt. In
summation, this wondeful releae is a definite must-hea.

Calendar

Octoberl

Left Coast En®emble in Imbrie's Piano Quartet, plus music of Carlos
Sanchez Gutierez, Pandla Z, and Bdh Cuser. Green Room
Veterans Bulding, San Francisco, CA.

October4

Pail Dresher Ensenble Eledro-Acoustc Band in A Desp Dark
Spoondil of Nev Music (And a \Wole Lotta Piano9. Premiere of
Martin Bresrick's Fantasa (On a Theme of Willie Dixon) with
pianist LisaMoore the world premiere of Lois V Vielk's Deepwater
Waves, the San Francism premiere of Terry Riley's four movement
piano onceto Banana Himberto 2000 with Riley as sdoist, and
Paul Dresher's Conceto for Violin & Electro-Acoustc Band with
violinist Tragy Silverman. ODC Theder, San Francisco, CA.
Through Gctobe 6.

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Knussers Choral. Davies Synphony Hil, San Fracism, CA.
Through Cctobe 6.

Ligdi's Poéme Symphongue Reich's Penduum Music, and
Nancarrow's Etudes for Player Piano. Knoll Ballroom, Starford
University, CA.
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October5

American Composers Forum presents New Music Works Ensemble.
Old First Church, Sax Francism, CA.

October6

Temple University Synphony n Sott Watson's Conceerto for
Trumpet and Qrchestra. Acadeny of Music, Fhiladelphia, PA.
October9

Conposs, Inc. presents music of Aquilanti, Greenbeig, Mobbetey,
Shenfdd, and McClwry. Green Room Veterans Building, San
Francisco, CA.

October10

Michael Tilson Thonas conduds the Sa Francism Synphony n
Schoenbeag's Thane and Varations and Krereks Die Nachtigall.
Davies Synphony Hil, Sax Francisco, CA. Through Gtobe 13.
October15

Bekeley New Music Projed. University of California, Berkeley,
CA.

October18

Stanidaw Skrowaczewski and the SF. Synphony h his Music in the
Night DaviesHall, San Fraxcisam, CA. Through Getober20.
October21

San Francism Synphonymusicians in Shosakovich's Sting Quartet
No.8. Davies Synphony Hil, San Fraacism, CA.

October22

Pauline Qliveros, Philip Gelb, ard Dana Reason. Sarford

University, CA.
October23

80th-birthday tribute o Karel Husa Merkin Hall, New York, NY.

October24

San Fraxciso Synphony n Bladchers Variations on a Theme of
Paganhi, Rechmaninoff's Rhapsdy on a Theme of Paganhi, and
Sibelius's SymphonyNo. 2. Davies Synphony Hil, San Francisco,
CA.

October26

New Music Enemble in music of Yarnell, Coplbnd (Music for the
Theater), and T&emtsu. Sar Francism Consevatry, San
Francisco, CA.



Chronicle

Augug 3

Death of JeanelLoriod (b. 7/13/28, Houilles, Frances), of a stroke, at

age 73. JuanlesPins, France. "[H]er attistry playing the andes
marterot . . . nmede her the instrument's most ceebrated performer. . .
. Theinstrument, also known a ondes musicales, French for musicd

waves was first demongrated in France on April 20, 1928, by its
inventor, Maurice Martenot . .. Shefollowed he sister Yvonneto
the piano class of Lazare Levy atthe Pais Consevatory, where she
soon kecane fasdnated by the rew instrument. . . . $e was in the
middle of a futuristic eectronic music movement that never went
remotely asfar asits pionees dreamed. Beginning with the 200ton
telharmonium, and on hrough & least a dozen instuments with

strangesounding names and even srange sounds proponets of the
new music defghted in making peviously unimaginable noises. For
exanmple, the theremin, an eectronic instrument conjured up by a
Russian sdentist, Leon Theemin, in 1920,can make a sound hat has
been likened to a violin being played while submerged in deep water.

Other electonic instruments include the trautonium, the sfarofon,

the gnone and te orgatron. Not surprisingly, the new instruments
found heir most welcome home in movie soundtacks, including
those for King Kong, The Log Weekend, and Spédlbound Rock

groupsdso liked the egie sounds TheBeach Boysusel a theremin

in Good Vbrations . . . The [ondes martenof is played with a
keyboad and by nanipulating aribbon with a ring for the players
right index finger But like the theremin, the ondes martenot
achieved its wideg expoaire not in avant-gaide music, but on the
saeen Maurice Jare, a friend of Miss Loriod, played the instrument

for Lawrence of Arabia and Mad Max. One ealy composer who

took a1 immediate liking © the onde martenot was Olivier

Messiaen, who married Jannés siser Yvonne she becane a
renowned pianist. Particularly in his 10movement symphony,
Turangdila, Messiaen usal the ondesmartinot to creae shimmering,

swooping nmusicd effeds. Virtudly everywhee Turangdila was
peformed, Jeanne Loriod wes to be bund, her sister often playing
the virtuo piano pat. Miss Loriod recorded hea part in the
symphony a least Sx times and peformed it live with condudors
like Perre Boukz Seiji Ozawa, André Prein, and Zubin Mehta. In

addition to Yvonne Miss Loriod is survived by another sister,

Jacqudine. Miss Loriod dso took ample advantage of two other

masterworks that Messiaen wrote for the instrument. Trois Petites
Liturgies de la Présence Divine (194344) mixes its qualties with

women's voices piano, stings and pecussion. Saint Francos
d'Asske (197583) featuresthe ondesin three of the eight tableaus in

awork lasting nealy four houss. Other composes who wrote for the
instrument included Arthur Honegger Darius Milhaud, Edgad

Varése, Chares Koechlin, Horert Schmitt, and Jacques Ibert. Jeame
Loriod peformed in more than 500 works, 14 of them concertos.

Sheaddd to the repertoire herself by creaing 85 works for a sextet

of ondes she formed in 1974, initialy to revive Messiaen's first ondes
piece, La Fete des Bdks Eauxof 1937. She .. . wrote a three

volume book tat becane the standad text for the instrument:

Technique de I'Onde Electronique Type Martenot' (Leduc 1987)

Hugh Davies, a paformer and rmusicologist specializing in eectronic

instruments, estimated that more than 1,000 works had ben

compoxd for the ondes. . . . [She sad] 'Since 1928 we have 15
concertos and ove 300 works of chamber music' . .. Shorty before
her death, she ha planned to peform with the British pop goup
Radioheal" [Douglas Martin, TheNew Y ork Times, 8/19/01].
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Fresdh Voices Fedival II. Mark Albumgers Antigone Lisa Scola
Prosk's Miniature Portraits (lyrics by Michad McDonah), D.C.
Meckler's '"Toccda di Luna" from Apollo 14: A SpaceOpera, and
Anne Dohety's Modulating Backto Toni, with Tisha C Page,
Harriet March Page, David Salav, Melisa Smith, Micah Epps
Shaon Walters, Robet Benda Miriam Lewis, Heathe Lukens
Gavin, Anne Dohaty, and John Thon. Goat Hal, San Francisco,
CA. Through Augud 5. "[Alburgel basdl . . . the score on avaiety
of influences, most obvioudy Minimalis master Phlip Glass. . .
[He] has a satisfying way of keeping the bal rolling, hee avoiding
the bumpinessendemic to the necessary brevity of the <enesin this.
..shott . .. piece ... [Hariet March] Paye proved oneof the beg of
the ewening's ators and voices . .. in the role of Ismene . . . .
Sopmno Tisha C. Page sang the title role and re@hed moments of
edifying cedibility . . .. Alburger provided many enviable settings
for his singes, using gaggerd rhythms and voa embellishments to
good dramatc effect, and hs instumenta chamber ensemble
supplied accurate and exciting suppot. With further shaping and
refinerment, this opea will gand hadomely in Alburgers
developing sowcese of talent. . . . Diana Landau's wispy,
luminegent soprano was well-paired with compose [Lisa Sola
Prosek]'s piano work in [Miniature Portraits], at times hauntingly
evocative of Maurice Ravel, and McDonah's ode b love were
affecting. . . . ["Tocata di Lund']'s repeition of tones is meant to
evoke the computer crisis encountered by apdr of astronauts. . . .
The best singe and cmic ador in [Modulating Bad to Tonk is)
Heather Lukens Gavin as the somewhat faded but gill cute and
redolent moll Violet Rose Gavin ako delivers the bed of severd
atonal nunmbers, contrasting nicdy with her previous showtune" [Jeff
Kaliss Commuter Times, 8/9/01].

West Coast premieref!] of Philip Glass's The Phobgraphe. Santa
Cruz Civic Auditorium, Santa Cruz, CA. Repeded Augug 5.

Augusg 4

Higdon'sFanfare Ritmico, Adams's Fearful Symmetries, and Rousks
Violin Concerto. Sata Cruz Civic Auditorium, Sata Cuz, CA.

Saji Ozawa conduds the Bogon Synphony Orchestra in Strausss
Sabne, in his final peformance at Tanglewood. Lenox, MA.

Augug 5

Saah Caill performs Kyle Gann'sTime Does Not Exist, Kui Dong's
Earth, Water, Wood, Metal, and Fre, Ursula Mamlok's 2000 Nogs,
Ingram Marshdl's Authertic Presence, and Evar Ziporyn's Pondok
Old First Church, Sax Francism, CA.

Augug 7

Death of hamonica player Larry Adler (b. 2/10/14, Batimore MD),
at age 87. LondonHospital, London,United Kingdom "He. .. hal
lived in Britain sincethe ealy 1950's when he was blacklisted for his
politi cal views and his career in America effectively ended. . . . He
notonly introducel the 'mouth omgan,' as hecdled it, into the mncat
hdl, but also persuaded important composes, among tiem Darius
Milhaud, Raph Vaughan Williams, William Walton, Malcolm
Arnold and Dbaguin Rodrigo, to creae works spedfically for him.
On three occasions he proved that the unalomed hamonica could
providean eloquent score for an entire motion picture



Mr. Adler and his performing patner, the tap dancer Paul Draper,

were denoune@d asConmunist sympathizers in 1948. They sued for
libel but were unale to win full vindicaion. Mr. Adler, a celebrated

star who hal been eaning up © $200,000 ayear, suddenly could not
find enployment. He depatted for Britain, wherehe renained a str

of the first rank. He eaned houghold-name status there asmuch for
his lively and hunorouspubic pewsonalty asfor his musicianship. . .

. 'l can't undestand Marx,' he said in 1971. 'Conmunist literature,
brochuresand stff didn't mean anything o me.' But hecontinued to
insist that imagined or even real Communists $1ould notbe derived

of their ahblity to earn a living, since being a Communist was not
againgt the law. . . . [Hs father was] Louis Adler, a peripatetic
plumbe (“Adler's Plumbing Shop onWheels') ... His parents were
both bon in Rusia and were broughtto the United States as infants.

He was fascinated by music from an early age, and sang in the
neighbohood ynagogue . . . He enrolled in the Peabody Stiool of
Music . . . for piano training, but stayed only a short time. Instead of
playing a Grieg waltz, as the school had expected, he made a fae and
pounde out 'Yes, We Have No Bananas' He was expelled from

Pesbody, he si&d, for beng 'incorrigible, untdlented and entirely

lacking in ear.' (In 1985 hereturned to Pedody and recéved an

honowery degree.) . . . The hamonica he said, 'was just a means of
getting the hell away from Baltimore! In 1928,a age 14,hesdd, he
left home with $7 in his podket and heaed for New York. . .. He
auditioned for Borrah Minevitch and His Harmonica Rascals, which

was the biggest hamonica ad in show busness, but was reected.
Minevitch listened carefully, looked & young Adler, and sid, 'Kid,

you gink.' ... For dl hisincreasing siccess Mr. Adler played by ear

and from memory after listening © phonogeaph records; he couldn't
even read music untl hewas in his late 20'sand well into his career.

He once sad that he agreed to leam only a the beneg of Milhaud,
who eplained that unles helearned to undestand what dl those
little mtes meart, he'd never be able to perform the nusic that was
being written for him, music that hed never be able to hear on a
phonayraph record or the radio. . . . During the war he . . .

entertained the troops with Jak Benny and with Ingrid Bergman,
with whom he hal an affair. . .. In the mid-1960's he wrote a book
cdled Jokes and How to Tell Than. Despite his efforts to bring the
hamonica to the concet stage, Mr. Adler sad he thought the
instrument would aways be grounde in cowboy ©ngsand bles. 'l

can play it for the next hunded years aad it won't change that,' he
said in 1984.. .. 'Resist the pressure to conform. . . . Beter be a
londy individualst than a contented conformist™ [Richad Severo,
The New York Times, 8/8/01]. "Adler played with . . . George
Gershwin, Paul Whiteman, Jak Benny, Django Rénhadt and, late
in life, with Sting.. . . Billie Holiday one told him, 'Man, you don't
play that thing - you sng it." At heat, Mr. Adler remained the biash

teenager who caused gags in Britain by striding up b King George
V to shake his hand, rather than bowing. When Mr. Adler played at
the White House, Preddent Harry Truman accompanied ‘The
Missouri Waltz."! When the nusic ended, Adler cracked 'You're a
hdl of a beter preddent than you ae a pianist.' . . . [Larry Adler] Fan

clubs sprouted dl over [Britain], and the composer William Walton
said; 'Theonly two young nusical geniusesin the world awe Y ehudi

Menuhin and Larry Adler.! In 1947 M. Adler's ealier adivity in

anti-fascist groupsled to a summons from the HouseCommittee on
Un-American Activities. 'My agent called me and sad, 'Unless
you're willing to come back to the States make a complete pubic,

nonommunist affidavit, and ten go bdore the Un-American

Activities Conmittee and name names, it's not worthwhile your
coming bag&,’ Mr. Adler sad in a 1995 nterview with National

Pubic Radio. So hegtayed in Britain. Mr. Adler's score for the 1953
film Genevieve was nomnated for an Oscar, though n someone
else's name. He was notacknowledged as the true compo<er untl 31
years |later" [Asdated Pres, 8/1101].

Peninaula Sute, by Nancy Bloomer Deussen, premiered by the
SinfoniaMusica, conduded by Pe¢r Willsher. Ottawa, Canada
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Death of Dondd Aird (b. 52424, Provo, UT), of a heart attack, at
age 77. Dulles Airportt, MD. "[He was] a dstinguished compose
and ondudor who played a major role in Sax Franciso Bay Area
music -- particulady in the new music" [BrookeAird].

Augug 10

Debusy and Hs World. Bard College, Annandake-on-Hudon, NY.
Through Augug 19.

Augug 11

Harrison's Rapungl and Thonson's The River. Sata Cruz Ciic
Auditorium, Santa Quz, CA. "Rapung . . . marked one of the
compo<rs rae (and fina) foraysinto seialism . ... He hal studied
compostion with Arnold Shoebeg a the University of Cdifornia
a Los Angdes in the 1940sbe&ore moving © New York . . .
Harrison wrote Rapunzl in 195253 .. . New York heard the
premiere of the complete work in 1959. TheCabrillo Music Fedival,
then housd down the coag at Cébrillo College, broughtthe operato
Northem Calfornia in 1966.. . . [It is] cag in six short acts and
[runs]55 minutes' [San Francisco Chronicle]

Tanglewood Fesiva presnts the Boston Synphony h Wuorinen's
Machaut Mon Chou Lenox, MA. "[The piece] credes a compad
yet grand nosdc out of sequencesfrom . . . Machaut's Mass, laging
just 11 minutes' [The New York Times].

Augug 12

Rous's Rapture, MacMillan's Symphony No. 2, and Raitavaaras
Angeé of Light Misdon, San Juan Bautista, CA.

Messiaen's Turangdila Symphony Aspen, CO.

Augusg 14

Oliver Knusen conduds Tanglewood nusicians in Wuorinen's The
Great Procession, Turnage's Sient Cities Thomass Orbital Beacons,
and Lindbeg's Gran Duo. Lenox, MA.

Augug 16

Mark O'Connor and Stve Mackey in A Tiibute to Sephane
Grappéli. LaJdla, CA.

Augug 17

Death of Henry Ondedonk, while badkpacking, at age 73. Sierra
Nevada, CA. "He graduaed from Princeon Universty and later
taught compostion and theory at the University of Michigan, where
he eaned a graduae degree He came to the Bay Areain 1960 b
begin what would beome a 34yea caeg as compose and
professa of music at San Frarcisco State University. .. . His works
include Sonat for Two Panos Music for Viola and Pano, A
Moment of Decision, and Two Songssettings of poams by Enily
Dickinson aad Edna St Vincent Millay" [Kely St John, San
Francism Chonicle, 8/3001].

Christophe Rouse's Conceto perCorde. Aspen, CO.



Augug 19

Death of Morris Gdde (4/4/20, New York, NY), a age 81. "[H€]
suppoted omanizations like the Erick Hawkins Dance Found#ion
and TheNew YorkFestival of Song. .. Among he cbsefriendsto
whom he gave suppot a various times were the compose Ned
Rorem (whose erly romantic relationship with Mr. Golde is
recounted in Mr. Roran's 1994 nemoir, Knowing When to Sop), the
poe John Ashber, the dancea Erick Hawkins, the compose Virgil
Thomson and the poé¢ Frank OHara. In 1966,0'Hara was staying at
Mr. Morriss summer hou® on Fre Island, along with Thonmson and
anothe friend, J.J. Mitchel, when hewas run ove by abeach bugy
and killed Perpetualy cheeful ard erergetic, Mr. Golde was a loyal
suppoter of atts schoolks, including diilliard, the Harlem School of
the Arts and te Greemwich House Music School . . . . Golde
(pronouned Goldie) studied clarinet as a child, was a &vampion at
music memory contegs in his public sdool and beame a self-
desaibed 'at song unkie" [Anthony Tonmasini, The New York
Times, 8/22/01].

Gorecki's Symphony No. 3 and Stavinky's The Rie of Spging.
Aspen, CO.

Augug 23

Locrian Chanber Players in Nead Kirkwood's Five Varations
Without a Thene (performed by the compor), Gybrgy Ligei's
Sonaa for Sob Viola, Jo Kondo'sThree Songsof the Elderberry
Tree and Shot Summer Dance, and David MacBridés Timing .
Riverside Church, New York, NY. "TheLocrian Chanber Players . .
. hasjust one operating pinciple: to perform music written only
within the last 10 years. . .. [The Variationsare] steeped in the 12-
toneidiom, though notin any drict way. . . By choice the ensemble
does not provide program notes. . . . The first movement [of the
Ligeti] starts with an eathy folkloric melody, rather like te tnes
Bartok dismvered . Thevivadous'Loop' novement should be
played 'with swing, in the compose's words. But swing hee means
something jerky and dangeous,notjazzy. Thee is a bruque lament
and aharmonically punget final '‘Chaonnechromatique: ... The
Tokyo-bom ... Jo Kondo was asociated with John Cae duing the
1970's and his Three Songof the Elderberry Treefor violin (Katie
Langdak) and pecusson (William Trigg) had a Cage-like qudity,
with its meandeing, microtonal melodies againg a ddicae backdrop
for bell sound ad tapped drums. . . . Shot Sunmer Dancefor piano
was far more inventive: restless astringently atonal yet wispy and
gentle music . . . . Timing, for two pecussonists, [was] introdued
by its soft-spoken compose . . . The work was inspired . . . by
listening © his baby's heatbea in utero (ébout 150 bess a minute)
alongsde his wife's (about haf thaf). . . . MacBride adds a kitchen
timer, ticking away . . . . The beguiling music alternates soft
rumblings on the drums, played with bae hands and finge's, with
punmeled oubursts producel by gicks, and awondioudy ddicae
myriad of soundsfrom tin plates, glass dishes and rdtles. After the
final flourish on te drums, the fine percussonists, Evan Hauseand
Mr. Trigg, held their ams frozen in place as everyonewaited for the
timer to run out 'Clink' went the bél and the piecewas ove. You
wanted to hear the work again. But don't count on the Locrian
Chamber Players to reprogramit. Timing was composel in 1991,
it just sneked in unde the ensemble's 10yea-cutoff policy”
[Anthony Tonmasini, TheNew York Times, 8/27/01].
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Augug 25

Death of sngerAdiyah [Haughon] (b. 1/16/79) New York, NY), in
a plane crash duiing takeoff, a age 22. Abaw Island, The Bahamas.
"Her mother, Diane, was a singer, and herunde, Barry Hankerson,
was a entertainment manager who was one married to Gladys
Knight' [Asodated Press, 8/2701]. "She began singing as a child
and peformed with Gladys Knight when she was 11... Adiyah
was 14 when she made herfirst dbum . . . It sold amillion copies . .

. Her third abum, Aaliyah, was releagd in July and reatied No. 2
on the Billboad 200 dbum chat" [Jon Paeles, The New York
Times, 8/27/01].

Augug 26

Doug Caroll and The Left Coas Improv Group. Musicians Union
Hall, San Frarcisco, CA.

Death of Alix Williamson (. 4/6/16, New York, NY), at age 85.
New York, NY. "[She was a] classicd music pubicist who heped
promote and sape the caeea of legenday musicians from Lotte
Lehmamn to the Trapp Family Singers. . .. Williamson built brand
names for many atists and oganizaions, from André Watts and
Frederica von Sede at the start of their caeeas to Richard Tuder at
the end of his. . . . It was she who suggested to the Barones Maria
von Trapp that she write a book douthe family's experiences. The
resulting book nspired the Rodges and Hammerstein musicd The
Soundof Music. Shedso acted asimpresiio for the Juilliard Sting
Quartet and the Waverly Conrt in their Alice Tuly Hall series'
[AnneMidgéte, The New York Times, 8/3101].

Augug 29

Mark Adamo's Little Women. PBS. "Adamo's music is
disappointing, lacking aclea senseof compostiond voice. Sored
for acast of 11, an orchedra of 18 and an off-stage dhomus, the music
seems dmost calculated not to rattle. . . . . [It's rare that] Adamo
allows his nusic to be strange. Over all, there is a forced quality to
the moden toudhes as if Mr. Adamo hal wanted to make sure his
opeaa would pas muster in contenporary music circles' [Anthony
Tommasini, The New York Times, 829/01]. "Adamo's harmonic
and melodic palettes are those o a tbzen American predecessas,
going bak to the ealier efforts of Carlise Floyd, Lee Hoiby and
others' [JoshuaKosman, San Francism Chmonicle, 8/29/01].

Emesto DiazInfante. Zeum, San Francisco, CA



NOW
MUSIC
FESTIVAL

Call for Performers andComposers
Goat Hall, 400 Missouri Street
San Francisco, CA

Decembe 14, 2001

Applicationsare being sught curently for peformers andcompogrs of new musc in all 2ylesto appeain the
2001 NOW MJSIC FESTIVAL, 7:30pm,Friday, Decemberl4.

Musicians repreenting a boad range of mugc traditions are being sought to llustrate the breadth of
contempoary musc-making in @lif ornia andbeyond. Peformers and compass preenting at musc,
traditionalandfolk musics jazz,and oher world musical stylesare encouaged b appl.

The Fesival will be pesnted at Goatall, 400 Mssouri Street,San Fanciso, CA.
The concetrwill be hetl in aninformal setting featuring cabagt seating), andfollowed bya recepion.

Propective paformeas and composrs are asked to submit ther requests for congderation no later than
Novemberl, 2001. Pleag include a tape and/store of your proposl to Mark Alburger, NEW MUSIC, 189
Rainier Circle, Vacaville, CA 95687.

Made possible by agrant from
NEW MUSIC
Publcations and Recordings
189 Rainer Circle,Vacavlle, CA 95687
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InnovaRecordings.com

Q. What'sin alabd?

A. Jon Deak
Stephen Paulus
Paul Schoemnéld
Newband
Flute Force
Amherst Saxophone Quat
Prian Quatet
Libby Larsen
20th Gentury Congort
Harry Patch
Fred Ho
Brooklyn Sax Qudet
Intergdactic Contanporay Ensemble
David Macbide
Teresa McCollough
Pastiche
Yehuda Yannay
and many ma

We Champion the unhedr

innova Recodings, the Cl label of
the American Conposes Forum,
welcomegproposls for adventuous
recodingsin seach of publicaton.
We have aaalog ofover70
titles (somewhere beween New
Classcal, Expelimental, Jazzand
World), and poduce 20 new ones
annually.

The Recoding Assstance Pogram
offers a nomoney-down way to
releae yourdisc on innova and digbute
intemationally. 100%of net pofit goesto the atists.

Check out <innovaRcodings.com> and call
Philip Blackburn & (651) 28-1407 x23
iInnova@ompo<ersforum.org.
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NACUSA

San Francisc@&ay Area Chager

2001-2002
CONCERT SEASON

Feauring new music by local composers

THE METAL CONCERT
8pm Satuday
October27,2001
at the Valley Redytetian Church
945 Potola Road, Pottola Valley
with The Menlo Brass Quintd

COMPOSERS CAN PLAY, TOO
8pm Satuday
March 2,2002
at thePdo Alto Art Center Auditorium
Embarcadero & Newell, Pdo Alto
with Chapter Composrs and Friends

SPRING RESONANCE
8pm Satuday
June 8,2002
at the Pdo Alto Art Center Auditorium
Embarcadero & Newell, Pdo Alto
with the Composers Paformance Ensemble
featuing a peformance ofthe winning
compogion from The NACUSAS
Young mposers Contes

Preented in coopetion with The City of PaloAlto Division of Arts and Qilture,
and the Valley Redyterian Church, Portola Valley.
Call (925) 288 1685for more information
Admission: $12 genet, $8 sudentsand gniors.
Tickets avalable atthe doa.
27



XI RECORDS

PO Box 1754, @al St. Station
New York, NY 10013, USA

845 469 369bh, 509357 4319%x
Xirecords@cuoipuserve.com
Www.Xirecords.org

ELLEN BAND

90% Pog ConaumerSound Xl 124

"...her'sound at' .. .is celesial in itsimplications
and down to edn in its reverence br eveyday
noises." - Kyle Gann, Village Voice

PHILIP CORNER
40 Yers and One Philip Corner Plays the
Piano X125

"The example ofhis musc embodiesa lifelong
commitment to an integrd radicalism...." - Pder
Garand

RICHARD LAINHART
Ten Thousand Shdesof Blue XI 115
2 cd =t for the pice of 1

"Lainhat's musc rings true to the <spirit of
possibility that one defined dectronic musc. |t
bringswith it a ®nse of past, present and diture that
trangends time, technology and cultar
asumptions” - Ron Goldbeg

OtherComposrs whos wok is available onXl

PHILL NIBLOCK LOISV VIERK

GUY KLUCEVSEK DAVID BEHRMAN

TOM JOHNSON MARY JANE LEACH

FAST FORWARD ELLEN FULLMAN

JACKSON MAC LOW ALLI SON CAMERON

DANIEL GOODE MARY ELLEN CHILDS

PETERZUMMO LOGOSDUO

ANNEA LOCKWOOD RUTH ANDERSON

ELIANE RADIGUE MALCOLM GOLDSTEIN

PAUL PANHUYSEN

Available though Foced Expoaure
www.forcedexposre.com
617629477 &ax

XI RECORDS

PO Box 1754,Canal St.Station
New York, NY 10013,USA

845 469 3691 pp09 357 4319x
Xirecods@compugrve.com
www.Xxirecous.org



new from Cdd Blue

Rick Cox
Maria Falling Away
CB0006

Compo=r/performer Cox (electric guita with John
Hassdll, ThomasNewman and other

"Rick is a hidden masr of the cepusularand
diaphanous$ - Ry Cooder

.. .. beautiil soundscome fom Rick Cox'selectic
guita." - .SA.M. Newsdletter

Recen releases

Michael &n Fink
| Hearlt in the Rain (CB0004)

". .. coaxing sbgance fom ssemingly vapaosus
materials." - Los Angdes Times

"Spare, refined whole®me,satisfying. . . .

If Erik Sdie had lived in theearly 214 century, he
might have witten inthis fashion . . . hamonically
beguiling' - Michael Barone,Minnesta Public
Radio

Jm Fox / Last Things

(CB0001)

" ... suffused with a beautifil ssdnes." - Fanfre
Michael B/ron / Music of Nights Without
Moon orPeal (CB0O002

". .. deepy engagng peces' - Intl Recod Review

29

Chas Smith
Aluminum Oveicast
CB0007

Music for composgr-desgned insruments

"Chas Smith, muscian, composr, enginesr, metal
craftsman and nvenobr, is a chsic American
origind." - New Times (Los Angdes)

"With Smith'smusic, the soundsare ascompellng
ashis conceptsand insruments

Marty Walker, clarinets
Dancing on Wate(CB00O05)

Music for clannet/bass clarnnet by Daniel Lentz,
Peter Garland, Jim Fox, Michael Jon Fnk, Rick
Cox, and Michael Byron. Feaures performers
William Winant, Wadada Leo Smith, Bryan
Pezzone Amy Knoles David bhnson, and Suan
Allen.

soul-filling collection of @ntemporay
'meditations . . . think Saie and Morton Fddman,
and you come cla@sto the ovall mood. Delicate
textures prevail . . . the thinking-listene's dow
lane’ - Michael Brone,Minne®sta Public Rdio

Chas Smith / Nikko Wblverine (CB0003)

. muscal experences uttely out of the
ordinaw." - Int'l Recod Review

Cadd Blue recadings are awilable & better recad stores and
intemet autlets or direcly from Cdd Blue Music
(www.coldbluemusic.com) or its North American distributor,
Allegro (www allegro-rmusic.com). Distributed in the U.K. by
Koch Internationd UK (ph: 0044 020 8832 1800).



