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An Interview with Alex Shapiro

TOM MOORE

Alex Shapiro is a Pacific Coast composer of acoustic and
electroacoustic chamber music whose works are performed and
broadcast daily across the U.S. and the world. Published by Activist
Music, her music can be found on more than 20 commercially
released CD's.

I spoke with Alex Shapiro via Skype on March 15, 2010.

MOORE: Please talk about the music in your family -- parents,
uncles, aunts...

SHAPIRO: I think it was an enormous stroke of luck to be born into a
family that adored the arts — not only music, but visual arts and ballet
and literature. Because I was an only child, born and raised in
Manhattan, one of the greatest places for the arts in the world, I was
able -- as though it was naturally part of everybody’s normal life,
which only much later did I realize was not the case -- to avail myself
of all possible forms of art, and often the most exquisite
representations of them. And theater as well, of course. There was
nothing I didn’t do, there was nothing my parents were not interested
in. Contemporary music was not a great love of theirs -- my father’s
interests pretty much stopped at Bartok. He was really into Mahler,
and that was life-changing for me -- to this day I am a huge Mahler
fan. He also liked Bruckner, who was the “lesser Mahler” in a lot of
people’s minds, but my father really liked Bruckner, so I heard a lot
of his music when I was growing up as well. My mother was an
amateur flutist who never performed, because unfortunately she
suffered from terrible stage fright. It was a passion that she pursued
for her own enjoyment, which is an interesting and positive role
model. Even though I am a working composer, the message that I try
to get out to everybody is that all of us are artists, and the art is viable
and important, whether you are making it public or not. It’s self-
expression. When I was growing up, it was wonderful to see my
mother ardently practicing for hours a day, as a student of John
Wummer. Her tone was really magnificent — she had a gift. The only
contemporary pieces she would play were Density 21.5 of Varese,
and there was a Persichetti piece too. She said that it was not so much
that she loved the music, but that it was fascinating and a great
challenge. Most of what she played was Baroque -- a lot of
Telemann, a lot of Mozart. Once I was about 11 or 12 I would save
my baby-sitting money (I would get a modest allowance from my
parents -- five dollars a week, or something), and I was able to buy
tickets to things. At the time, the Metropolitan and the New York
City Opera standing room tickets were about three dollars. I would
always dress really well -- let’s say I was fourteen by now -- and I
had become an opera freak. I'd get my three-dollar standing room
ticket, and inevitably (I was by myself, since no other eighth-grader
was geeky enough to want to go with me), there would be a single
vacant seat in the orchestra, which I would very calmly snag once I
had determined that it was going to remain empty. This worked
particularly well when I would go to see more modern operas like
Lulu, because invariably there would be a little old lady running out
of the theater after the first act. Very rarely would I have to stand
through an entire opera. I perfected this, and did it at all the theaters,
and so was able to enjoy New York as a teenager for very little
money. Later on, my first boyfriend -- we were the only two
composer-geeks in the whole high school -- also loved opera, and we
would go together. At the same time I was hanging out at the Blue
Note, the Vanguard, and other jazz clubs, many of which have closed
by now. And, the rock clubs like CBGB's and Studio 54. I had very
eclectic tastes and availed myself of everything. I think that my early
background is reflected really strongly in my music today.

MOORE: Was your family also from Manhattan, or had they come to
New York from somewhere else?

SHAPIRO: My father was an only child who grew up in Manhattan,
and his parents also were both born in Manhattan, but their parents
(my great-grandparents) were immigrants from Poland and Russia.
My mother, who’s an identical twin, grew up in Ridgewood, New
Jersey. Her mother was born in Florence, Italy and emigrated to the
United States when she was a small child (three or four years old).
Her father’s family was originally from Ohio, and fought for the
North in the Civil War. They were originally German.

MOORE: Were there musicians in earlier generations?

SHAPIRO: I think I am the first musician and first professional artist
of any kind in my family. However my grandparents, and especially
my father’s mother, adored music. During the Depression, she would
save her nickels and dimes in a jar, and buy orchestra seats, as front-
row as she could get, at Carnegie Hall. She did this on as regular a
basis as she could, to go see Heifetz and Rachmaninoff -- all the
greats of the time -- back in the thirties, forties, fifties and onward.
She was an enormous fan; she'd always go backstage to the green
room and get her program autographed; I now have many of them on
my wall. There’s definitely a lineage there, since her love of music
created one in my father, and was then passed on to me. This is why I
have such strong feelings about kids who are raised in environments
where so many of the schools are no longer offering music and art
classes. If children don’t grow up in families that love the arts and
play classical music and other genres on a regular basis, I worry
about how they will get their love and affinity for it.

MOORE: I have talked to a number of musicians, internationally-
known musicians, who got their start in the public schools and would
not have become musicians otherwise. They will tell you that those
programs don’t exist anymore. Please say a little more about your
passion for opera, since that is not something that you credited to
your parents.

SHAPIRO: Neither one was a big opera fan. Both of them simply
tolerated it. I don’t know where I got my passion for opera from,
other than the obvious reason for those of us who love it, which is
that the first time that I was exposed to it (and for me, it was La
Boheme -- what a great first opera -- to this day I still recommend it
to people as a first opera), I was so bowled over by the spectacle, the
drama, the costumes, the lighting, and the music that it made a really
big impression on me. That was something that was just mine -- I
don’t have memories of going to operas with my parents. I just
remember sitting there awestruck by myself. The funniest thing to me
is that my composing career has not gone in the direction of opera
and choral music. In many ways I would have been the most likely
suspect to immediately become an opera composer or a choral
composer, because I also did a lot of singing. I had a pretty strong
alto voice -- it wasn’t so beautiful, but at least the pitch was really
good -- and I was a great section leader. I had a lot of excellent
opportunities, singing with the Juilliard Choir and the Manhattan
School of Music Choir and the Aspen School of Music Choir... I had
a lot of opportunity to sing, in Alice Tully, at Carnegie Hall, at
Aspen. And yet I only have one choral piece in my catalog so far. I
think I have another choral commission coming up, but I find it ironic
that I didn’t go in this direction — I ended up doing so much chamber
music and electronic music.



MOORE: American music-making seems to be divided into various
niches, or tribes. If you write for a contemporary music ensemble,
they are not going to ask you for a choral piece, and vice versa. The
boundaries are rather rigid. Once you start down one track it may be
difficult to move to another one.

SHAPIRO: Those worlds -- choral and instrumental -- are very
different worlds. You may know a lot of people in the instrumental
world, and have no connections in choral music. Same thing with the
concert wind band world, which I am just starting to enter fairly
seriously. A couple of years ago, out of the blue, I got my first wind
band commission from the US Army, and now I have two more wind
band commissions that I am working on. It’s interesting how these
worlds are segregated -- different players, different conductors,
different everything.

MOORE: Scott Lindroth, here at Duke, has a very successful piece
for wind band, which has been recorded multiple times, but it’s the
only such piece in his catalog. And likewise, there are many wind
band composers who would never be performed by So Percussion or
the Cygnus Ensemble... Please say a little about how you got started
as a composer, rather than as an interpretive musician.

SHAPIRO: The first answer would be that I wasn’t talented enough
to be an interpretive musician. I was a very ardent pianist, and still
am, but knew pretty early on that I didn’t have what it took to be a
full-fledged concert performer. I did get up to playing concerti, but
because I enjoyed playing the music, not because I thought that I
would have a career doing it. I was lucky to come at things
backwards, because I didn’t start out as a young pianist, I started as a
composer. | began actively composing when I was nine. The full
story is that I had piano lessons for all of six months, when I was six.
I wasn’t practicing, I wasn’t terribly applied, and my mother was
wise enough to say “Alex, if you are not going to practice, I am not
going to force you to take lessons.” Most parents feel so strongly that
their children should have a musical education that they will make
sure that they are forced into it. But it turned out to be the right tack
to take with me. I was destined to become a musician, but had they
forced me to take lessons, it might have soured me. I stopped the
lessons, but I would still occasionally sit down at the piano in the
house, and having learned a little bit of how to read and write music,
I found myself starting to write down little ideas. I was taking
recorder class in fourth grade, and Masterpiece Theater was playing
on television at the time. We all know the theme by Mouret, and I
decided, on a whim, to make a four-part recorder arrangement for the
class to play. By this time I had enough chops to make something
legible. I brought my arrangement to my elementary-school recorder
teacher, proudly handed it to her, and said “Here! Maybe the class
could play this! What do you think?”” She took one look at the music,
and looked at me as if I had three heads, and she didn’t know what to
make of me. She said, “Alex, this looks wonderful, but there is no
way that the class can play this.” My first rejection! Thanks, but no
thanks. She was a very sweet lady, Sylvia Cooperstein, at the Ethical
Culture School. It was probably a halfway decent little arrangement,
but beyond the capabilities of my peers. I asked my parents later that
year if I could have piano lessons, and they said “Are you going to
practice?” “Yes, yes!” So when I was ten I started taking piano
lessons, first with the piano teacher who was associated with the
school, and then after a year or so I started with a professional
pianist, Marshall Kreisler, who is no longer with us. He was just
fabulous, and I studied with him until I was 18. A tremendous
teacher, and very encouraging. My composing career with him took
off in an odd way -- this is probably not an uncommon story. I would
be 12 or 13, would hit a clam in the Beethoven, and instead of fixing
it, would start improvising and rewriting the piece. Of course
Beethoven didn’t need any help. It would horrify Mr. Kreisler, but it
amused me endlessly, and I think that a sense of form and
development got imbued in me as a player.

Then I started taking my first composition lessons when I was 15, in
1977, with a wonderful man named Leo Edwards, who was at
Mannes. I think he is still there. He was extremely influential for me
with his support and his kindness.

MOORE: What approach did you take in terms of composition
lessons?

SHAPIRO: I remember that my first piece with Leo was a trio for
violin, viola and cello. I still have it to this day, and can still
remember it. The next year I was accepted to Aspen -- I was their
youngest composer, at 16 -- and went there for two summers in a row
as a student of Michael Czajkowski, who at the time was at Juilliard,
heading the electronic music department. That first summer I
brought the trio, and it got performed several times by a wonderful
trio including Paul Neubauer -- this was back when we were all kids.
It was a two or three movement thing -- it wasn’t very long.

MOORE: I ask because sometimes it seems arbitrary where we start
students on the historical spectrum -- why should we make them do
pseudo-Mozart or pseudo-Beethoven when they could do pseudo-
Hindemith, or pseudo-Xenakis?

SHAPIRO: I could argue either side of that. I think it’s extremely
useful to understand the baroque and classical periods, because theme
and development and counterpoint are important motivators of what
happens musically. The craft of how to put something together so it
hangs together and makes sense, and to understand it in a way that is
more obvious than studying some Xenakis pieces (not all) -- there’s a
lot of merit to that. I know that studying and playing Beethoven has
had an enormous impact on me and how I construct my pieces,
because I am so much about form and development and exposition.
Conversely, what if you had someone who had never heard any
Beethoven or Mozart, but only the music that has been written since
1950 -- that would be very interesting. If I am teaching composition,
or guiding students, I do emphasize form and development, and I
think that can be seen wonderfully in those who preceded us two or
three hundred years ago.

MOORE: Stephen Drury threatened many years ago that when he had
a child he would only let the child listen to atonal music, so he
wouldn’t be spoiled by the predigested tonal pap that everyone gets
fed at age one or two. I don’t know if he carried that out or not.

SHAPIRO: I would love to know, because I have a theory with
regard to microtonal music. If you think about kids who grow up in
countries where the music is based on microtonal scales, that’s how
they naturally hear -- there’s nothing odd about it, because they are
surrounded by that. They understand it -- whether it’s the complex
rhythms of India or the microtones of India and other countries -- it’s
their natural experience. For me growing up, my natural experience
was Beethoven and Mahler and the well-tempered scale -- all of this
European stuff was what I was drenched in. I have often thought that
what you are immersed in growing up might deeply affect how you
hear as an adult.

MOORE: I often have the impression that it is the music that people
hear as impressionable adolescents that seems to be forever new for
them, that shapes what is the norm for them regardless of how much
older they may get. What would say was the most influential among
the music that you were listening to as a teen in New York?

SHAPIRO: The answer would be “all of the above,” which is my
catalog is so eclectic to this day — I have so many different voices in
which I write. I think it is completely due to being interested and
immersing myself in the worlds of so many different kinds of music
at that age, not just jazz, but rock as well, and I loved going to dance
clubs -- to this day I love to dance.



Rock music, punk music, particularly jazz fusion -- Chick Corea,
Herbie Hancock, Jeff Lorber, Zawinul, Wayne Shorter. Interesting
crossover things -- I was just listening the other night to some of my
Oregon CD's, things that I played the grooves off of when they were
in LP form in the seventies. Not to mention Mahler’s Symphony No.
2, over and over again. These were all influencing me -- I see those
“isms” in my own work. I see where some of my stuff is coming
from, whether it is groove-based, or the intervals or rhythms that I
tend to gravitate toward. I still write jazz, and I write a lot of indie
pop tunes. I make my living doing concert music, but I still find time
to do all these other kinds of music. Maybe it’s easier to say “this one
piece did it to me,” but it wasn’t that way...

MOORE: It seems like there are musics from that period that had
sequelae, and musics which seem have to vanished from the
consciousness of listeners 30 or 40 years later. Is there really music
which follows from the Mahavishnu Orchestra or even Weather
Report from the 70's? That music seems to be completely unknown at
this point.

SHAPIRO: Or it’s revered but remains in its own niche because it
was in fact so original, and remains original. Think of progressive
rock from the late seventies -- Kansas, Boston, Genesis, Yes -- the
mixed meters and really cool things that they were doing. That’s the
stuff that I was listening a lot to, in my room. Now I am really
disappointed by rock, with the exception of Radiohead and U2, which
are two favorite bands of mine, and the Police in the early 80s... but
most of what we here in rock today is pretty straight ahead. I ask
myself “Why did we devolve?" There’s plenty of indie rock that is
interesting, but it’s not making it the top 40. That’s a very big
difference.

MOORE: Please talk about studying at Manhattan. You studied with
both Mamlok and Corigliano, who are figures that come from
different places in terms of style.

SHAPIRO: Yes. If anything continues to underscore the theme of my
eclectic background, this is doing it. Ursula was a fabulous influence
for me for her openness and kindness -- she certainly was not trying
to get me to be a clone of her -- and for her interest in teaching me so
well about craft and form. She had started out as a serialist, as a
student of Ralph Shapey, and later in life moved much further away
from that. When I was studying with her in the 80's she really wasn’t
doing that any more, although of course we did study it. My music
was never at the time as pan-tonal as hers. I don’t like the term atonal
so much. She was a great teacher in that whatever you were doing,
here was a great way for it to develop. Studying for a year with John,
he was extraordinarily influential on the broad picture of how we
create a piece of music and how it comes to life. To this day much of
what I learned with him is how I actually begin a piece.

MOORE: How do you begin a piece? Does your compositional
practice have to do with a narrative in which you conceive the
material, and it suggests how it should be developed? Or a more
structural approach in which you conceive an architecture and the
details are filled in from the top down?

SHAPIRO: The answer is yes, both. Probably more the latter. A
composer is always on commission for the next piece. There are
times when you sit down and write your own ditty because you want
to, but much of the time we are scribbling the notes that have come to
us with a given set of parameters, and those parameters are almost
always going to be the instrumentation and the duration of the piece.
Those are two very big form-creators. You know that they need a
piece that is between ten and twelve minutes, you know that it’s for
string quartet, or woodwind quintet, or whatever. There are different
journeys that you can take the audience on within that time period.

Then my process is sitting down and thinking, “What kind of journey
do I want to take them on? What do I want to communicate?”
Composing to me is all about emotional communicating. That is the
reason to compose, as far as I am concerned, to convey something
that means something to me and my heart to others, so that maybe I
will touch them and their hearts. If I know what the nature of the
audience will be, I try to take them into some consideration. That
doesn’t mean I will write at the lowest common denominator if I am
told that it is an audience that doesn’t hear a lot of new music. It
means | can adjust my thinking in terms of how can I tell a story to
them, how can I reach out to them emotionally, and also be true to
myself artistically. The same thing goes for the musicians. Nine out
of ten times I know who the musicians are for whom I am writing,
and can play to their strengths. I can see what kind of repertoire they
gravitate toward, what they like to do, what they do best, and can take
that into account. This strengthens the act of composing, because you
are taking a full picture of what a piece really is into account, when it
ends up in the hands of the musicians and in the ears of listeners. My
process is often what John Corigliano had taught me to do many,
many years ago, back in 1981. First, lie down. Try not to fall asleep,
close your eyes, let some ideas wash over you, imagine the piece. For
me, that means putting myself in the setting, if I know where it is
going to be done, if I have a sense of the players and the audience —
it’s a visualization process. Then it’s opening my heart to what the
message is that I want to say. What are the adjectives that would
describe what I am trying to create? One of John’s suggestions was to
take a blank sheet of paper, and write down the adjectives and
adverbs that describe emotionally what it is that you are feeling like
writing. Another technique that he suggests, and I have used it many
times, is to take a blank sheet, and colored pencils, and just start
drawing, even if you can’t draw at all, and draw what the impetus of
the music looks like, express it visually, don’t worry about barlines
and meters and notes and clefs -- the stuff that gets in the way of our
initial creative “blurt.” That is so freeing -- I recommend it to
everybody. As I see it, there is a constant battle between the right and
the left hemisphere of the brain. When you have this great musical
gesture in your head, that you just want to throw into the air -- that’s
your right brain. But when you need to translate it for musicians to
play, suddenly your left brain has to "kick in" in order to write down
what is ultimately a big math problem. We are constantly struggling
so that we don’t lose the gesture as you are trying to figure out seven
against four, and whatever else you are hearing, how to notate this
best, where the downbeat should be -- the logistics of how to get this
across. The longer you can stay in the right part of the brain, the
better, I think. I will take a picture, and then write rthythms, without
meters, write where the accents are, and then I will go back and
figure out where the natural downbeats are. It’s almost like paint-by-
numbers at that point, because I start to put in the notes and textures
and the orchestration. It’s a problem-solving process that keeps you
as in tune with the emotional side as you can possibly be.

MOORE: 1 think you are the first composer whom I have spoken
with who has spoken so explicitly about emotion and its role in
structuring the piece and producing the statement.

SHAPIRO: To me, without emotion, what the hell is the point? I get
angry when [ sit at concerts listening to contemporary pieces, or even
old ones, and I feel that my time is being wasted because someone is
just throwing notes at me, and they don’t have any connectivity to my
heart. It doesn’t have to be melodic or thematic, or any of these
traditional things -- it can be as atonal or pantonal as they want it to
be -- but it has to speak to me somehow. There is a lot of music out
there where the composer is not connected to it emotionally, and it is
just an exercise for them. I can’t relate to that at all. To me,
everything in life has to do with passion -- everything. If that’s not
being represented in my music, then I am in the wrong business.



MOORE: People who are professional musicians spend an immense
proportion of their time working on craft, on technique, and there is
the assumption that the emotion will come out on its own without you
having to focus on it. That means that often you have performances
which may be technically adept, but are musically vacant, in a certain
sense. Then there are artists like Miles Davis, for whom it is all about
the statement, and the craft is only about what the moment will say to
the heart. But when we think about the music business in general, we
are not at all explicit about wanting to tug on the heart-strings.

SHAPIRO: That is a true thing, and an unfortunate thing. I talk in
these direct, passionate terms, when I speak at universities, about
what students are there to do, and what, ideally, we all do as artists.

MOORE: And to connect up to the presence of film scores in your
bio - for better or worse, film music is there to make an emotional
statement. It’s part of the Gesamtkunstwerk that reaches out for the
heart in the viewer’s chest, and crushes it....

SHAPIRO: I like that.

MOORE: If you look at the first scene of the new Star Trek film, the
whole arc is calculated to take you to that moment where the
audience member is moved to tears -- you realize that you are being
manipulated...

SHAPIRO: ...but it feels so good!

MOORE: But it takes art to get to that point, a whole team and a
directing intelligence to plan out what it would take to get to that
moment. Perhaps you could say a little about your work in film
music.

SHAPIRO: It is exactly what you just described that attracted me to
working in that field, and again, it started with Corigliano. The year
that I was studying with him happened to be the year that he scored
Altered States, which is a seminal accomplishment -- an amazing
score, an amazing picture at the time. I remember quite vividly going
over that score with him, after he had come back from the scoring
session in Hollywood. He was like a deer in the headlights, saying
how amazed he was by the process, and how it was very different
from conducting an orchestra on the concert stage. The score didn’t
look very different from many of his concert scores. A light bulb
went on when I realized at that moment that film was the perfect way
to get audiences to hear sophisticated music that they might not be as
eager to hear in a concert hall. When you put music with pictures the
heart and brain perceive it differently. I notice this with Philip Glass’s
music. Personally I am less fond of it when I am simply there
listening to it, but just about every time I see it with pictures, it
transcends. When I saw what was possible, that opened up a big door
for me. I took the only class that was given at Manhattan School of
Music at the time, by a wonderful guy who is a friend of mine to this
day, Roy Eaton, who at the time was the head of music for the
Benton and Bowles advertising agency, a major agency in New York
City at the time. It was on commercial scoring. He was doing so
many jingles, and knew a great deal about working to click tracks and
producing, and I was really eager to learn it. That changed my life.
From then on, while I was still at Manhattan, I met some people who
were doing low-budget documentaries, and started scoring while I
was going to school. Then I had an opportunity, when I met a
producer from Hollywood, to score a direct-to-video low-budget film,
but nevertheless, it was an opportunity. I went for it, and am so glad
that I did, because at the time the kind of music that I was writing as
a concert composer didn’t really "fit in" in New York, which still had
the downtown/uptown divide. I was doing a little of everything, as [
do now, but at the time there wasn’t so much of a market for it.

I realized that film and TV work would be a great way to be working
as a composer who was able to write in all different styles. You have
to be a chameleon to be in that business. It was the right fit for me,
and I moved out to Los Angeles in 1983, and started working on a
good 15 years of TV and film projects and corporate videos and CD-
ROMs. Gradually I realized that it was not what I wanted to pursue
any longer. By that time, around 1996 or so, the concert music world
had changed a great deal, and there was much more interest by
ensembles and venues in the kind of music that I liked to write than
there would have been 15 years earlier. Writing film and TV music
ramped my chops up in a lot of ways, it was great in teaching me how
to work efficiently to a deadline, and giving me a sense of self with
that, because when you are in school, or at least when I was in
school, the student might have written 15 or 20 minutes of music in
an entire year. We were all coddled -- we could be working on a
piece forever, working out that little four-bar phrase for two weeks. It
was very indulgent. Then you get into the real world. For my first
Hollywood-level low-budget project, I had ten days to write and
produce 20 or 25 minutes of music -- not only compose it, but record
it. That was as much music as I had written in the entire previous
year. And I did it. You don’t just sit down and wait for the muses to
show up -- you invite them and make sure that they show up for work
when you do.

MOORE: That seems to be the major defect in the world of academic
music. Whether an academic composer can put food on the table
doesn’t depend on the number of measures of music he can produce
in a given month or a given year. That situation privileges a lack of
productivity. And the people studying in these institutions imbibe this
value-system, whereas, as you say, in a more commercial
environment you simply must produce.

SHAPIRO: And also in a working environment as an independent
concert-music composer, you must produce. Every independent
composer that I know, several of whom have won Pulitzers, is like
me -- they sit down and they write, and that’s how they are able to
make a living. We are making the bulk of our money from
commission fees, and so it is imperative that we have a number of
commissions lined up, and that we deliver them on time. You just
manage to always get it done. This has nothing to do with how good
your art is. In fact, I venture to say that by writing in a more
streamlined way, you are tuning in to your good instincts, whereas if
you tweak and tweak and tweak a piece you are not necessarily doing
it or yourself a favor. You could actually be “decomposing” the
work, so to speak... There is much to be said for the initial impetus of
our instincts, if we get to be reasonably facile at what we do. That’s
not to say that every first idea is a good one. Once you do get going
with something, the more you can allow yourself to flow, and be in
the moment with it, the better. Delivering something in two or three
months, instead of two years, seems healthier to me. And it keeps
bread on the table. You need to be able to produce music, like a chef
produces food. A great chef at a fine restaurant is going to have
oversee the making of a large number of meals, every night. And it’s
no different with art.

MOORE: You can’t obsess over one piece to the detriment of all the
other pieces you might produce.

SHAPIRO: You can’t let the perfect get in the way of the good. We
are trying to improve as artists. You do your art, send it into the
world, start on the next piece, and hopefully the next piece will be
even better.

MOORE: To compare it to the performing artist, the performing artist
who is successful is the one who can get out there and do a good
enough job, without being sick to their stomach with nerves in the
effort to produce perfection on a nightly basis.



SHAPIRO: That’s an area where I feel a lot of sympathy for
performers, because it is pretty cut-throat out there. Now that there
are no more mistakes on recordings, the stakes are so high. It’s
unfair, because what is most special, now more than ever, is that
performing is unique -- you will never see this performance again -- it
is this night only. People are under so much pressure to be perfect
that sometimes the art can get lost. It should be a passionately
enjoyable process, and that is what audiences connect to.

MOORE: Performers also many not understand that a technically
difficult piece, which cost so much work to prepare, may not be the
work that makes the biggest impression on the listener.

SHAPIRO: Composers need to realize that the only people hearing a
new work who actually know "what the notes are" are the performers,
and you the composer. The rest of the audience has never heard the
piece before, and may not hear it again. What the audience hears is
the arc, and mostly what they will hear is the emotion of the music as
conveyed in the performance of the musician. That is what will come
across. What they care about is the impression that it makes on their
heart.

MOORE: Tell me about your Opus 1.

SHAPIRO: It’s easy for me to remember Opus 1, because it came at a
very definitive point. I was thirty-seven, it was the mid-90's, and I
had just lost the third of three consecutive composing jobs for small
feature films that I had been hired to score, because each of them lost
funding just as we got into post-production. One rainy day, I found
myself with nothing to do, since I had cleared my calendar for these
projects. I began rifling through a folder that contained some concert
music pieces | had written when I was 19, at the Manhattan School of
Music. I propped some of them up on the piano desk, played through
them, and though they were far from brilliant, there were shards of
ideas within some of the pieces that were usable, and inspired me. It
was an emotional moment, because it reminded me why I had
become a composer to begin with. It reconnected me with my love of
chamber music, concert music, and music in general. Sometimes
when you are working in film and TV that can be more craft than art
-- it’s a different beast. It can disconnect you from that sense of being
an artist. Because I had nothing else to do with my time, I started to
rework one of the pieces. I took a piano suite of several short
movements, tightened it up, and the result was a 12-minute piece in
five movements, called Piano Suite No. 1 -- The Resonance of
Childhood Soon after, I joined a Los Angeles composers’ group: The
Pacific Composers’ Forum. This collective held new-music concerts
regularly with wonderful musicians, one of whom was Zita Carno,
the principal pianist for the Los Angeles Philharmonic, who ended up
performing this piece on the Forum’s next concert. It was remarkable
how quickly that experience encouraged me: I wrote the music, I
heard it performed live by a terrific performer with a live audience
that seemed to appreciate it, with some people that I really respected
in the audience... and boom. At first I continued by going back into
my older catalog, taking out my Sonata for Piano, which was a one-
movement piece I composed and performed while I was at Manhattan
School of Music. 1 greatly improved on that one movement,
developed the motives considerably, and then added two additional
movements. Soon after there was a call for scores by a pianist in the
Bay Area called Teresa McCollough. She was looking for new works
to record on a CD and to tour with, and I submitted the score. Out of
300 submissions, she chose seven works, including my sonata. She
toured with it, recorded it for her CD New American Piano Music, it
was released, and I benefited from the snowball effect of sitting down
to write a work and finding good opportunities to get it out and
recorded. It was my Opus 2, I guess. Then I was asked by my
talented and dear friend, clarinetist Bronwen Jones, if I wanted to
write a trio for clarinet, violin and piano for two of her upcoming
chamber music concerts.

There was no money, and it didn’t matter because I was still building
my catalog and seeking every opportunity possible. I wrote them a
three-movement trio that lasts about 11 or 12 minutes. That was
1998. Then another trio, headed by Deon Nielsen Price, a fabulous
pianist and composer, and her son Berkeley Price, and the violinist
Nancy Roth, recorded it for their album, Clariphonia: Music of the
20th Century on Clarinet. So suddenly I had two commercially
released recordings, and these three solid long-form pieces, in a fairly
short time, all thanks to being unemployed. I decided, “roll up your
sleeves, and write the music you want to write.” Being connected
with what I wanted to write was significant, and that connection and
reawakening actually had begun with the last feature film I scored,
Horses and Champions, for which I had a ten-piece live ensemble --
no synths at all. It was such a wonderful experience to do that score,
and to work only with live musicians, because in that lower-budget
world 95 percent of what I was doing was in the studio. Occasionally
I would bring in players to play over tracks, but most of the time I
was creating all those tracks. It all came together in the mid-to-late
90's, and by 1999 I had decided that concert chamber music was
absolutely what I wanted to do for a living. My friends were
encouraging, although they were skeptical whether I would actually
be able to make any money at it. I am one of these village idiots who
just blithely lets things roll off of me. I don’t worry about it. I figure
that if I do good work, and if I am loving, other things will follow,
and I have a very strong sense of positive vision and positive thinking
when it comes to creating my career. Now I tour around the country
doing lectures on this very subject to my peers to encourage them,
and I even give motivational talks to people who are not in the arts.
Ultimately the sense of self-worth and sense of abundance are the
same for all of us.

MOORE: Is that where the name of your publishing company comes
from?

SHAPIRO: Absolutely -- Activist Music.
MOORE: How far does your publishing company go back?

SHAPIRO: About 1999 or so. I started it immediately, because I
quickly had three published works. One good thing that I acquired by
doing 15 years of commercial work was a knowledge of copyright
and publishing, an area that many concert music composers don’t
always understand, because they haven’t been in a world where they
are actually making money directly from publishing, especially in the
older days, when composers had publishers and didn’t handle the
publishing themselves. We are now firmly in the days of independent
publishing. I credit my experience in commercial music with my
understanding of how to exploit my copyrights, how to do things like
sync licenses, how to own the masters of my recordings, how to own
my copyrights for my scores, so that I can use that material endlessly
in different ways, and control it. When I started my publishing
company, I knew that would be a key part to earning a living doing
this, making income not just from commissions, but from score sales
and track licenses. Now my publishing sales are significant -- that’s a
big part of my income.

MOORE: The reason I commissioned you was because I had seen a
piece of yours that had been acquired by a university music library,
and been selected either by the library or by a distributor as
representative of contemporary American music.

SHAPIRO: That’s the point that I make to my peers, is that what
composers need to understand is not publishing deals, but distribution
deals. What we need is distribution. You can publish the material
yourself, but you do need help getting it out there, unless you are not
going to do anything else, including sleep or eat.



My score probably ended up in your university library at Princeton
thanks to an early distributor of mine, most likely my wonderful
friend Christine Clark at Theodore Front Musical Literature, from
Van Nuys, California, who is very good at disseminating new music,
especially to universities. That’s key. I also do a lot of distribution
myself, in pdf and mp3 form.

MOORE: How did you make the transition from people asking you
for a piece, and you being happy to get it out there in front of the
public, to saying “yes, I’ll write you a piece, but the commission is x
number of dollars”?

SHAPIRO: That’s something that a lot of people need to learn to be
more comfortable with. It’s slippery, but everyone knows when they
have gone from being at one point in their career to being at another,
when you really have a professional offering. What I needed to do,
first and foremost, was to develop a catalog. I didn’t have any concert
music in my catalog -- I hadn’t written concert music for 15 years.
Before I could ask anyone to pay me for what I was doing in this
realm, I felt I had to have a catalog. It didn’t have to be huge, but I
needed five or six pieces in order to show people that I could actually
put two notes next to each other. It was after I had these pieces that I
began asking to be paid commission fees. You, Tom, were an early
commission, and although our transaction—which resulted in one of
my most performed duets, Re:pair -- wasn’t a wild amount of money,
it was important to my self-worth. The pieces I composed in 1999
and 2000 were ones that I started charging modest amounts for, in
order to make it an exchange of worth -- my way of saying that this
worth something, and the performers’ way of agreeing. From there it
ramps up. Now I am quite fortunate to be at a wonderful point in my
career, where I get a good amount of money for what I do. But it took
a while to get to there, and one of the things that I try to encourage
my peers about is to understand their worth in the market, and that
their music does have worth. The time that it takes to create those
pieces has worth. It costs you money to eat and have a roof over your
head while you are working on these pieces, and you have to figure
out what your time is worth, in addition to your effort. It’s a “what-
the-market-will-bear” world out there. I often point people to Meet
the Composer, a service organization that shows composers and their
patrons a good range of fees for a number of different kinds of
projects. It’s important for composers to understand what they are
worth in the real world, if their body of work and ability commands
that. There are many creative ways to work with people who have
smaller budgets, whether it’s consortium commissioning, where you
get a group of people together at much less money per, to receive a
piece that they share regional premieres of, or barter systems. I have
written pieces where the ensemble agreed to premiere the piece and
record it, and I would own the master of a very good studio recording
that I could later release on my own CD and license as needed. Most
of the time I recorded with a Musicians Union low-budget project
contract, and although the players would waive their hourly rate, I
would still choose to pay into their health and welfare, which is very
important to them. This kind of arrangement was great for the
musicians, who got a new piece in their repertoire and on their disc,
and was worth gold to me -- that is thousands of dollars right there.
It’s a matter of making sure that your time is worth something --
whatever that means to you.

MOORE: Perhaps you could talk about the genesis of a recent piece,
and your approach to the style of the pieces that you have been
writing?

SHAPIRO: I think the over-riding style is pan-genre, and one of
emotion, which gets back to something we talked about in our chat
last week, when you said that I was one of the few, or only
composers that you had interviewed who talked a great deal about
emotion. I am emotional. I am looking for beauty, and beauty can be
a range of things. I am looking for truth, and authenticity. I am not

trying to impress anybody, I am not trying to be part of the musical
literati, or part of the academic scene -- I am my own scene. We all
should be our own scenes. Don’t worry about fitting in, or being
approved of by anybody else. Be approved of by yourself, and your
heart, and then by the musicians who bring your notes into the air,
because if they like it you are on the right track. The final piece of the
puzzle is the audience, and if the audience likes it, and keeps coming
back for more, you are doing the right thing. I lecture to a lot of
university classes, and I can tell that they are amazed to hear me
talking in emotional terms about music that they are studying in an
intellectual way. Ultimately, when it comes to the listener, music is
not intellectual; it’s heart, and hopefully body -- the whole thing. My
music, stylistically, is whatever it takes to elicit emotion.

There are several pieces of mine that have been important to me.
Increasingly, I am doing electro-acoustic pieces, where I create an
electronic track in my studio, and then add one or more
instrumentalists on top of that. Two of these recent pieces have hit
the nail on the head for me in terms of musical honesty. One of these
is Deep, the last piece on the CD Notes from the Kelp, a collection of
my chamber music which came out a couple years ago. It was
originally composed for contrabassoon and electronics, and I since
I’ve done adaptations that pair the electronic track with contrabass
clarinet, violin, viola and most notably, symphonic wind band. It’s a
very emotional piece, and one of my most performed works, and I get
the most amazing letters and comments from people about it. Another
example is a more recent piece titled Below, that I created last year
for flutist Peter Sheridan, which came out a few months ago on his
Australian record called Below -- Music for Low Flutes, for
contrabass flute and electronics. It has a major role for a Pacific
humpback whale. It was hard to get the whale into the studio... Below
is not a New-Age piece, but I came across a heartbreakingly touching
whale song, and figured out a way to make it work in this piece. So
the animal is a very significant duet partner with the flute. That piece
is now getting out there on a number of different instruments.
Adaptations can work really well sometimes. These two pieces --
Deep and Below -- are really representative of what I am seeking,
which is heart, and communicating to my listeners, and making
people feel something. I recently finished a BandQuest commission,
which is a very special opportunity. The National Endowment for the
Arts funds the American Composers Forum for a grant to one concert
music composer a year, in order to create a concert band piece for
middle-schoolers. Concert composers tend not to understand the
educational market very well, and we learn as much as the kids do.
The idea is to improve the quality of the repertoire, and to give them
something special that is different from the usual fare they plow
through in their band classes. I worked with a wonderful band in
Friday Harbor, and a terrific band leader named Janet Olsen. The
piece, titled Paper Cut, premiered in May, and it’s pretty unusual: the
kids play along with a prerecorded electronic track, and in addition to
their instruments, they also play rhythms and timbres using printer
paper! They had never done anything like that -- in the band world,
there is not much along these lines, so it was great fun for me to
expand the concepts of what bands can do. On the heels of Paper Cut,
I'm now composing a large, professional-level electroacoustic
symphonic wind band piece in three movements which is a
consortium commission from Yale, the University of Minnesota,
Ohio State University, and several other schools and ensembles, and
I’'m having the best time of my life. This is my niche -- bringing in
the pre-recorded track to band music. My mantra is “make it matter
emotionally to others” -- that is what is guiding me as I write these
pieces. With the wall of sound from the track and the large number of
warm bodies on the stage playing along with it, reaching out
emotionally becomes even easier.

MOORE: Are there other upcoming projects that you would like to
talk about?



SHAPIRO: I have a piece that was just premiered in November 2009,
for ten players. It’s called Archipelago, and was commissioned by the
Norton Building Concert Series, and premiered by the Fifth House
Ensemble (fifth-house.com). It’s for string quartet, plus double bass,
plus woodwind quintet. I'm creating an adaptation of my quartet,
Unabashedly, for a wonderful ensemble in New York called Lunatics
at Large. It’s currently a flute-plus-piano-trio quartet, and I am
adding clarinet and viola to it. I have a solo piano piece due in a
couple of months, and I’m currently working on Brisa de Luvina, an
adaptation for Teresa McCollough of my solo piano work
commissioned and recorded by Mexican pianist Ana Cervantes
"Luvina,” that adds a digital audio track to it which includes, among
other things, the voice of Juan Rulfo, the late author of the short story
Luvina, reading from his own writing. There’s always something
different. I am getting asked a lot for electro-acoustic pieces, which
makes me particularly happy, and adaptations are very popular.
When we get down to budget, if people don’t have the budget for a
full piece, they may have a budget available for an adaptation of one
that I’ve already composed that we think would work well for the
new instruments. It takes less time, and it gets the piece out there in
so many more venues and to so many more people.

MOORE: Is there perhaps a genre of music that you would like to
enter that you haven’t explored so far?

SHAPIRO: I am trying to figure out how to meld more of my love of
jazz in what I do, but still have it stay in a concert music realm. I
have a dear friend and colleague who does this really beautifully,
Billy Childs, who has a jazz chamber ensemble. He’s just now
releasing his second album with that group. It’s gorgeous stuff -- his
first album won a Grammy. He and I are of very like minds and agree
that there’s no line between good music and good music.
Nevertheless, in audiences’ minds and venues’ minds and for
booking and ensembles, there is a delineation. I am figuring out how
to break that down, especially for jazz and electro-acoustic music. I
do write jazz tunes, and I really enjoy them; I just had seven of them
performed when I was in residency last month at Capital University
in Columbus, Ohio -- by the faculty jazz quartet, on the same concert
where they featured my chamber music and electro-acoustic music. It
was in the middle of the program -- concert music, then jazz, then
concert music -- and it really worked. Nobody hands us things on a
platter -- we have to create them. That’s how this electro-acoustic
band music has come along, because I took the initiative, and said,
when the University of Minnesota wanted to commission something
new, “how about an electro-acoustic piece?” Composers have to
define for themselves what they want to do and what they want to
sound like, and they create their own universe, especially now.
There’s no reason for there to be “no” -- everything can be “yes,”
because you will be able to find the people to do what you want to
do. Another aspect of my musical life that has nothing to do with
concert music is that last year I made a slew of indie pop music
demos, which I produced here in the studio, because I can sing, play
the guitar, and lay down the tracks for the bass, drums and keyboards.

Having a studio and knowing how to engineer and produce has been
another gift from my past life in commercial music! So I am starting
to get those out, to see if there are recording artists who might be
interested. It’s a very different market, and I am not interested in
being a recording artist, but I enjoy songwriting.

MOORE: You mentioned your seminars on thinking positively,
achieving results? How would you describe those?

SHAPIRO: Someone once called me the Anthony Robbins of new
music (he’s one of these well-known motivational speakers). You
create your own universe, you wake up everyday and decide what
you want your day to look like -- all of us have more power than we
realize.

It’s a matter of getting right with ourselves about what is our interest,
and our passion, because the more passionate you are about
something, the more motivated you will be to work really hard at it,
so that it won’t feel like work at all when you are doing it. It’s a
matter of defining that for yourself, realizing that you are not in
competition with anybody else, you are only in competition with
yourself, and I think that is a very different concept for a lot of our
peers to embrace. Especially, to go back to academia, a lot of the
message that people get is that “it’s competitive out there, there are
only so many opportunities, you have scratch and claw to get grants
and awards” and I say “just do your best work. Don’t worry about
anybody else -- let them do their best work.” The more of us who are
doing our best work, collectively, the better for the arts in general.
When a colleague of mine does well, I celebrate that. It’s a matter of
establishing your materials, making them presentable so that you are
really proud to put them out there. If you don’t have your act
together, if you don’t have that great score beautifully copied and
ready to hand somebody, with perfect page turns, if you don’t have
your website looking just right, with the audio clips sounding just
right, the tools aren’t there. As much as you might say, “I want to do
well,” you are also saying “I’m not ready yet.” That is something that
I have observed many, many times. Once you have your ducks in a
row, then the universe brings it on, because you are ready to accept
the opportunities without cringing from the sheer terror of “now
what??”’! 1 try to encourage people to get their ducks in a row, and I
do a lot of private, online teaching on this. I have 15 or 20 students
who I work with individually to help them understand and develop
what’s necessary for a happy career.

MOORE: This is not something that is part of the mindset of the
academic music scene.

SHAPIRO: It’s so mind-blowing to the graduate students when I am
invited to talk at schools, and we have these kinds of direct
conversations. I am on the Symphony and Concert Music Committee
for ASCAP, and ASCAP has started sending a handful of us out to do
a series that I co-founded last year with publisher/attorney Jim
Kendrick and composers Stephen Paulus and Jennifer Hidgon, called,
the ASCAP Composer Career Workshop. We tour around the
country, either in universities, or in general venues which attract a lot
of composers, and we teach the nuts and bolts of building a viable
career. It’s one thing to be a composer -- it’s a whole other thing to
have a career as a composer. Not everybody wants to have a career as
a composer. That’s fine -- not everyone has to earn money from
writing music. But if you do want to, there’s a lot of information that
you need to know, and a different attitude that will be helpful. We
talk about abundance, and basic philosophical issues, and then get
down to the nuts and bolts of publishing and copyright, about
production and how to compete with what is on everyone’s iPod.
Getting recordings of your work is about the single most important
thing that you can have as a composer, so that you can line up the
next commissions. And of course, web presence. My web presence is
giving me 90% of my best opportunities. I want to show people how
to do that in an elegant way. We spoke at University of Chicago in
November, and next month we do UC San Diego, and then in Los
Angeles the day before the ASCAP Expo, a terrific gathering
attended by about 2500 composers at all stages of their careers, who
work in all genres of music. It’s a beautiful thing.




JooWan Kim's Integration

MARK ALBURGER

JooWan Kim's myspace site bills his Ensemble Mik Nawooj (the
composer's name backwards) as "classical, hip-hop, jazz" and that is
just about right, with the stylistic traits in mere alphabetical order,
for, in truth, the blend of influences is so wonderfully integrated that
one would be hard pressed to say which dominates.

OK. I'll try. Upon entering Berkeley's Giorgi Gallery, the first
impression was indeed classical. The performance space, nestled
genteelly in the Claremont district, just downslope from the storied
hotel, is redolent of the refined and progressive. The brilliantly
conceived instrumental entourage consisted of a multicultural Pierrot
ensemble (flutist Tracy Goodwin, clarinetist Ricki Nelson, violinist
Liana Berube, and cellist Samsun van Loon) melded with a jazz trio
(Kim plus percussionist Valentino Pellizzer and bassist Rob
Woodcock) -- a unique "why-hasn't-anyone-thought-of-this-before"
group that, on the strength of instrumentation and performance
excellence alone, would be worthy of attention.

But that is just the beginning. With singer Christopher Nicholas and
rapper Kirby Dominant, Kim and company provided a dynamic
synthesis of the cultivated and vernacular that shook the walls, yet
had plenty of well-modulated nuances and structural surprises to keep
listeners at the edge.

Two Pieces for Voice and Piano found Nicholas and the composer in
an initially understated mood that built from an Arioso into an
impassioned Agitato.

Without Goodbyes added Pellizzer, Woodcock, and Dominant to the
mix in a stimulating tonic of activity, with rapper and voice in a
contrapuntal interplay that felt simultaneously authentic and
innovative.

The great work was Great Integration, billed as a chamber hip-hop
opera ("hiphopera?"), but, at least in this telling, more of a dramatic
song-cycle, staged in the imagination. And imaginative it was, in
descending pop loops (the bass lines "Do Te Le" -- think the last
minutes of Led Zeppelin's Stairway to Heaven -- and descending
chromatic "Do Ti Te La Le" got workouts, but always in changing
kaleidoscopic capacities), Latinate thythms (3+3+2 in eighth notes
and its exciting subdivision of 3+3+3+3+2+2 made for some funky
rhythmic chickens), fugato passages (a tip of the hat to the
composer's solid academic background), and animated interplay both
rapid-fire and sustained amongst the woodwinds and strings. Bass
served double-duty as pizzicatoist with the combo and arco trio
member. Dominant brought out the dominant themes with a
mesmerizing fluidity and rapidity both haunting and dangerous.

The group played with the freedom of fusion and the precision of
post-minimalism, bespeaking a rich ongoing association with one
another. In this conductorless environment, musicians played off of
each other, picking up cues and running with them. The balance of
amplified vocals and acoustic instrumental resources seemed right on
the mark, and this overall perception was one of a composer and
ensemble destined for greatness.

We look forward to continued musical magic from JooWan Kim and
Ensemble Mik Nawooj.
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Salzburg Festival presents Alban Berg's Lulu. Felsenreitschule, Salzburg,
Austria. "[IJt was clear that musical matters were in very capable hands. The
German conductor Marc Albrecht drew a consistently plush, urgent and taut
performance from the Vienna Philharmonic. In the prologue, as the baritone
Thomas Johannes Mayer snarled and bellowed the words of the Animal
Tamer, inviting the audience to witness a menagerie in which the principal
attraction was the snake representing 'woman’s original form and nature,' the
orchestra reveled in Berg’s insinuating music for the bleakly comic scene: all
abrupt phrases, jagged lines and bursts of astringent chords. But Berg’s 12-
tone score is also rich with wistful allusions to late-Romantic lyricism. Under
Mr. Albrecht, the chief conductor-designate of both the Netherlands Opera
and the Netherlands Philharmonic Orchestra, the Vienna musicians played
Berg’s score as if it were a natural extension of Wagner, late Brahms, and
early Strauss -- a completely valid approach. The warmth and body of the
Vienna Philharmonic’s strings proved ideal for Berg’s unfinished final work
(played here in the now standard three-act version, with the final act
orchestrated by the composer Friedrich Cerha). Still, the talk of any new
production at the Salzburg Festival inevitably focuses on the staging. Well
before opening night, predictions circulated in the opera world and on opera
chat lines that this Lulu, by the Bulgarian director Vera Nemirova, was going
to be another Eurotrash outrage. Yet Ms. Nemirova’s daring and engrossing
production earned her, and the production team, a sustained ovation. She has
clearly worked closely with the German artist Daniel Richter, who designed
the sets and painted some stunning flats. In Act I the backdrop is a huge
blowup of a surreal portrait of the voluptuous Lulu, dressed only in
underclothes and wearing incongruous angel wings, that the Painter is
working on as the lights go up. And in Act II, when a cholera epidemic has
broken out, the backdrop is a panorama of sickly, ghostly faces in garish reds
and yellows that change color with the stage lighting. That Ms. Nemirova is
more than a purveyor of directorial high concept comes through in the
minutely detailed characterizations she draws from her cast. The French
soprano Patricia Petibon is a blithely amoral Lulu. When we meet her, she is
married to Dr. Goll, a browbeaten professor of medicine. As Lulu, she
sometimes sang with a hard-edged sound and wavering high notes. Yet those
qualities fit the character of this cagey seductress, who gets ahead by using the
only power she has: her allure over men. Slender and sensual, she was riveting
in every scene. And she nailed the skittish passagework of this high-lying role
while summoning earthy rawness when Lulu was up against it and had to take
charge, however ruthlessly. The Painter was the tenor Pavol Breslik, and it
was fascinating to see this character, usually an oily opportunist, presented as
a handsome, cocky young artist. And as Dr. Schon, the editor of a newspaper,
a controlling man who has supported, groomed and demanded sexual favors
of Lulu for years, the baritone Michael Volle towered over Ms. Petibon and
sang the role with menacing power. All the characters were similarly fleshed
out. Though the tenor Thomas Piffka has a big, robust voice, he was movingly
befuddled as Alwa, Dr. Schon’s lost-soul son, hopelessly smitten with Lulu.
The mezzo-soprano Tanja Ariane Baumgartner as the lesbian Countess
Geschwitz, who adores Lulu, brought both pitiable longing and fragile dignity
to her portrayal. And the bass-baritone Franz Grundheber as the old, shriveled
Schigolch, who may be Lulu’s no-good father (or a former lover or an abusive
stepfather; it is not clear), found endless ways to convey the character’s
creepiness. Ms. Nemirova’s staging was sometimes heavy-handed in its
symbolism. Did we need to see seven agonized, blood-stained, shirtless men
of various ages and body shapes crawling on the floor and clinging to Lulu to
get that she is irresistibly sexual? On the other hand, the choreographed
writhing was quite a sight. For nearly the entire first scene of the final act,
which takes place at a Paris soiree, Ms. Nemirova had the cast sing out in the
auditorium, walking up and down the aisles with the house lights on. The
singers, in over-the-top evening wear (thanks to Klaus Noack’s inventive
costumes), passed out drinks and scattered gambling money (bills playfully
marked 500 eros) to delighted audience members. The wily Marquis (the tenor
Andreas Conrad) walked across the auditorium on a narrow wooden rail that
divided two sections of seats. This theatrical coup proved an effective setup
for the harrowing final scene, in which Lulu, reduced to prostitution in
London, is murdered by a pickup who turns out to be Jack the Ripper. I have
never seen the climax staged with such matter-of-fact degradation" [Anthony
Tommasini, The New York Times, 8/3/10].

August 2

Olivier Messiaen's Visions d I'Amen. Le Poisson Rouge, New York, NY.
"Visions de I’Amen (1943), Messiaen’s work for two pianos, is as prismatic
and astounding in its way as his Quartet for the End of Time (1941), a glimpse
of the apocalypse crystallized as a work for clarinet, violin, cello and piano.
That the scoring of Visions is more monochromatic scarcely matters:
Messiaen approached the piano not only with an organist’s sense of sonority
but also with an imagination that drew on birdcalls, Asian music (and tuning
systems) and recent innovations in Western harmony, as well as his own ideas
about Roman Catholic mysticism. Sarah Rothenberg, who studied Messiaen’s
piano music with his wife, Yvonne Loriod, and Marilyn Nonken, who
performs with several new-music groups hereabouts, have just released a
recording of Visions de I’Amen on the Bridge label, and to celebrate -- CD
release parties being all the rage in classical music circles -- they played the
seven-movement piece at Le Poisson Rouge . . . Messiaen’s kaleidoscopic
writing, with its exoticism and mystical underpinnings, wrested the attention
and commanded it fully" [Allan Kozinn, The New York Times, 8/3/10].

August 3

The Knights. Naumburg Bandshell, New York, NY. "[Conductor Eric]
Jacobsen invited the audience to dance along to two waltzes by [Dmitri]
Shostakovich: the first from his score for the 1948 Soviet film Michurin and
the second, used in the 1999 film “Eyes Wide Shut,” from his Suite for
Variety Orchestra. Both were performed in appealing arrangements by Lev
Zhurbin, known as Ljova. After intermission came Henri Mouton’s
arrangement of Debussy’s Children’s Corner suite, originally for piano.
Debussy dedicated it to his daughter, Claude-Emma, nicknamed Chou-Chou,
who was 3 when he composed the work in 1908. The Knights played three of
the six movements: Serenade of the Doll, The Little Shepherd, and
Golliwogg’s Cakewalk. Jim Roe was the excellent oboe soloist" [Vivien
Schweitzer, The New York Times, 8/4/10].

August 4

Asphalt Orchestra. Lincoln Center, New York, NY. "[One] might have
wondered what on earth was going on when a large, eclectic crowd made a
frenzied dash across 65th Street, following a ragtag band of musicians who
had careened across the road like deranged pied pipers. The moblike scene
occurred during a performance by the rambunctious Asphalt Orchestra, an
avant-garde 12-piece marching band presented here by Lincoln Center Out of
Doors. This quirky ensemble, the brainchild of Bang on a Can, marches to an
iconoclastic beat, eschewing typical brass-band fare for funky arrangements
and inventive new works. The event began in a comparatively sedate fashion,
with the audience seated on the steps in front of Alice Tully Hall, as the
ensemble entered from 65th Street and paraded up and down the triangular
staircase on the corner of the plaza. The musicians stopped in front of the hall
for their first work, Carlton, by Stew and Heidi Rodewald. Listeners stayed
seated despite the toe-tapping rhythms and ear-catching tunes. At a few points
the band shouted out the letters of the song title. There was an element of
performance art throughout the approximately 30-minute show. The
musicians played with virtuosic flair while twisting, turning and executing
moves choreographed by Susan Marshall and Mark DeChiazza, no easy feat
when dealing with complex metric shifts and carrying bulky percussion and
brass instruments as large as a sousaphone. The performance art aspect
seemed particularly vivid during the premiere of Yoko Ono’s Opus 81, when
the trumpeter Stephanie Richards, dressed in shorts and boots, stood alone in
Lincoln Center Plaza’s reflecting pool playing a mournful solo. Her
colleagues gathered at the edges of the pool, their insistent motifs
underpinning Ms. Richards’s elegiac solo. The action shifted to the grove of
trees nearby for the premiere of Two Ships, by David Byrne and Annie Clark
(who is known as St. Vincent), and Ms. Richards’s arrangement of the sultry
Wild About My Daddy, by the Laneville-Johnson Union Brass Band. Some
members of the large, appreciative crowd that followed the Asphalt players as
they moved through the plaza swayed to the irresistible beats in the lively
arrangement of Thomas Mapfumo’s Ngoma Yekwedu, by Alex Hamlin, the
band’s soprano saxophonist.



The musicians snaked over to the fountain for their final piece, an
arrangement by Peter Hess (the group’s tenor saxophonist) of Frank Zappa’s
Zomby Woof. Patrons waiting for a Mostly Mozart concert to begin at Avery
Fisher Hall leaned over the balcony to enjoy a vigorous rendition of the
arrangement, with slapstick musical touches, rapidly shifting time signatures
and wailing trumpet solos that echoed through the plaza" [Vivien Schweitzer,
The New York Times, 8/5/10].

August 6

A jury rejects the lawsuit brought by a classical music critic Donald
Rosenberg of The Plain Dealer in Cleveland who sued his newspaper and the
Cleveland Orchestra management after being reassigned following complaints
about negative reviews. Cuyahoga County Common Pleas Court, Cleveland,
OH. "The eight jurors . . . dismissed claims of age discrimination against The
Plain Dealer and its editor, Susan Goldberg, and of interference and
defamation against the orchestra’s governing body, the Musical Arts
Association; its executive director, Gary Hanson; its chairman, Richard J.
Bogomolny; and its former president, James D. Ireland III. The plaintiff, the
longtime critic Donald Rosenberg, 58, had written a number of negative
reviews, mainly aimed at Franz Welser-Mdst, the orchestra’s music director.
Orchestra officials complained several times to the newspaper’s editors. In
September 2008 Mr. Rosenberg was told not to review the orchestra anymore
but was kept on the staff as a music reporter and dance critic who writes some
music reviews but not of the Cleveland Orchestra. A younger writer was
assigned to review the orchestra. The affair became a cause célébre among
music critics, who charged that The Plain Dealer had caved in to complaints
from a subject of its reviews, touching a raw nerve among those who review
arts for a living. Ms. Goldberg testified that after 14 months as editor, she had
concluded that a ‘hefty chunk of the community was saying that Don
Rosenberg was biased and unfair and that he was compromising our integrity,'
according to an article in the newspaper. She said she had made her decision
because of 'growing concerns about Don’s fairness, The Plain Dealer
reported. Mr. Rosenberg had a closed mind about Mr. Welser-Most, she
testified. The orchestra argued that in complaining to the newspaper about Mr.
Rosenberg, it was merely making its opinion known. In a statement after the
verdict, the Musical Arts Association called the jury’s decision a recognition
of its members’ 'First Amendment rights to express their opinion in defending
their institution.'" The trial lasted four weeks and included video depositions
from Mr. Welser-Mdst and his predecessor as music director, Christoph von
Dohnanyi. Thomas Goldstein, the director of the mass communications
program of the University of California, Berkeley, testified for the orchestra’s
management. Tim Page, a Pulitzer Prize-winning classical music critic, took
the stand on Mr. Rosenberg’s behalf. In a brief telephone interview, Mr.
Rosenberg called his legal battle a fascinating, grueling process that was
worthwhile because it highlighted the issue of critical independence. 'We gave
it our best shot,' he said. 'I stood up for what I believed. I don’t regret a
moment of it Mr. Rosenberg said that his life at the paper had been
‘uncomfortable' since he was reassigned two years ago but that for the time
being, he had no plans to leave. 'l have a lot to think about,' he said. After
taking vacation and furlough time to attend the trial, he went back to work on
[August 5]. . .. [The next day] he and another reporter had a front-page story -
- about the city’s opera company" [Daniel J. Wakin, The New York Times,
8/7/2010].

August 7

Aaron Copland's The Tender Land. Glimmerglass Opera, Cooperstown, NY.
"Copland wrote The Tender Land for youthful singers in 1953; . . . it served as
an apt vehicle for the first production entirely turned over to members of the
Glimmerglass Young American Artists Program. Inspired by Walker Evans’s
Depression-era photographs in James Agee’s Let Us Now Praise Famous
Men, the opera contains some of Copland’s most luminous strains, along with
a libretto by Horace Everett (pen name of Erik Johns) that ranges from quiet
poetry to mawkish sentimentality. As Laurie, a teenager who yearns to
experience the wider world beyond her grandfather’s farm, Lindsay Russell
sang with gracious tone and ample volume, soaring over the rich strains of
Copland’s original full orchestration. Andrew Stenson was a thoughtful,
lyrical Martin, the drifter who briefly desires a settled life with Laurie; as Top,
his travel companion, Mark Diamond was boisterous and entertaining. Joseph
Barron was a gruff Grandpa Moss, Stephanie Foley Davis a poised, touching
Ma Moss. Apart from one stiff dance number, Tazewell Thompson’s direction
was unfailingly potent and insightful; Stewart Robertson, the conductor, drew
outstanding playing from the orchestra" [Steve Smith, The New York Times,
8/9/10].
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August 13

Bard Music Festival: Berg and Vienna. Sosnoff Theater, Fisher Center for the
Performing Arts, Bard College, Annandale-on-Hudson, NY. "[O]ne aspect of
Berg’s career continues to draw attention above others: He was a prominent
disciple of the composer Arnold Schoenberg, whose development and
promulgation of atonal and 12-tone composition decisively shaped the course
of modern music during the middle of the 20th century. For those who view
Schoenberg as the start of everything wrong in modern music, Berg is guilty
by association. In subscribing to Schoenberg’s methods, Berg extended a
putative lineage devoted to musical logic, from Beethoven and Brahms into
Schoenberg’s work. What made Berg’s music stand apart from that of
Schoenberg and most of his disciples was a reconciliation of modernist
techniques with emotional efficacy and unambiguous communicativeness:
qualities that made Berg as much an inheritor of a Romantic line running
through Schubert, Wagner and Mahler. Accordingly, and somewhat unusually
for a Bard presentation, you sensed an agenda at work during the first
weekend, titled Berg and Vienna. In six long concerts and related lectures,
weight was shifted from Berg’s debt to Schoenberg toward his strong
connections to other Viennese late Romantics, like Mahler, Zemlinsky and
Schreker (whose opera Der Ferne Klang was presented here in previous weeks
as a precursor to the Berg events). The initial concert . . . was a concise
overview of Berg’s career arc . . . . Jeremy Denk’s account of the Piano
Sonata, a wistful, elusive study in post-Wagnerian chromaticism, seemed
conjured on the spot. Wagner and Strauss resounded in the vocal lines of the
Seven Early Songs, mingled with Impressionist daubs in the piano writing; the
soprano Christine Goerke sang magnificently, with elegant accompaniment
from the pianist Pei-Yao Wang. Berg’s Four Pieces (Op. 5), for clarinet and
piano, had dramaturgical concision and a lapidary gleam in a riveting
performance by the clarinetist Alexander Fiterstein and the pianist Danny
Driver. And even if you didn’t know that Berg planted numerous references to
an extramarital affair in his Lyric Suite, a superb account by the Daedalus
Quartet made plain the urgent passions and melancholy regrets encoded into
the work" [Steve Smith, 8/16/10].

August 14

Bard Music Festival: The Vienna of Berg's Youth. Sosnoff Theater, Fisher
Center for the Performing Arts, Bard College, Annandale-on-Hudson, NY.
'The . . . afternoon program . . . included rudimentary piano works and
fledgling songs by Berg that pointed to the strong influence of Schubert and
Brahms. The . . . late-Romantic sound of a similarly youthful Piano Quintet by
Anton Webern, who along with Berg became a Schoenberg adherent, offered
no hint of the gemlike miniatures of Webern’s later years. More distinguished
were two works by Zemlinsky, based on poetry by Richard Dehmel. The
pianist Alessio Bax showed a dreamy ease in Fantasien iiber Gedichte von
Richard Dehmel (Fantasies on Poems by Richard Dehmel); the tenor Nicholas
Phan, with Ms. Wang, was poised and insightful in five elusive songs
Zemlinsky composed nearly a decade later. Agreeable works by Joseph Marx
and Karl Weigl indicated a more conservative agenda. [The] night’s concert
by the American Symphony Orchestra, meant to show the powerful influence
of Mahler, opened with a businesslike account of the Adagio from his
unfinished Symphony No. 10: music searing in its emotional impact and rich
with the promise of future developments Mahler would not live to realize.
Berg’s Three Pieces (Op. 6), despite a shaky performance, suggested how
Berg’s orchestral writing might have emerged from Mahler’s. Christiane
Libor, a soprano, sang majestically in Berg’s first orchestral composition,
Fiinf Orchesterlieder nach Ansichtkartentexten von Peter Altenberg (Five
Orchestral Songs on Postcard Texts by Peter Altenberg), and Akiko Suwanai,
a violinist, played with supple beauty and authority in Berg’s final completed
work, the Violin Concerto. . . . Korngold’s Prelude and Carnival Music from
“Violanta” and . . . two selections from Pfitzner’s Von deutscher Seele (Of the
German Soul) made Berg’s originality and brilliance more apparent" [Steve
Smith, 8/16/10].

August 15

Bard Music Festival: Teachers and Apostles. Sosnoff Theater, Fisher Center
for the Performing Arts, Bard College, Annandale-on-Hudson, NY. "Morning
brought a characteristically Viennese intermingling of love and death, sexual
frankness and psychotherapy, during a cheeky recital of songs by Berg,
Schoenberg, Strauss, Alma Mahler and others; it was narrated by Byron
Adams, a composer and musicologist.



Four excellent young singers -- Mr. Phan; Marnie Breckinridge, a soprano;
Fredrika Brillembourg, a mezzo-soprano; and Thomas Meglioranza, a
baritone -- sang with style and dramatic flair, elegantly accompanied by Ms.
Wang and Lucille Chung. The program ended with a speculative
reconstruction of the final movement from Berg’s Lyric Suite, arranged by the
composer and Berg scholar George Perle to make audible a Baudelaire poem
Berg wrote into a score presented as a gift to a mistress. With the Daedalus
Quartet, Ms. Breckinridge gave a luminous performance. Mr. Driver opened
[th] afternoon’s program . . . with a superb performance of Schoenberg’s Six
[Little] Piano Pieces (Op. 19), along with a bravura romp through Viktor
Ullmann’s Variations and Double Fugue on a Theme by A. Schoenberg. Egon
Wellesz and Theodor Adorno were revealed as lesser lights within the
Schoenberg constellation. But the program’s real meat came in confirmed
classics: Webern’s Four Pieces for Violin and Piano (Op. 7), brilliantly played
by the violinist Soovin Kim and Mr. Bax, and Berg’s String Quartet (Op. 3),
one more outstanding performance by Daedalus. . . . [At] night Mr. Kim
joined Mr. Denk and members of the American Symphony Orchestra in
Berg’s formidable, passionate Kammerkonzert (Chamber Concerto). Focusing
on lean works . . . -- Busoni’s limpid Berceuse Elégiaque; Schoenberg’s
gamboling Chamber Symphony No. 1; Hindemith’s brash Kammermusik --
the concert also showcased the orchestra’s excellent principal string and wind
players" [Steve Smith, 8/16/10].

August 16

International Contemporary Ensemble. Rose Theater, New York, NY. "Here .
.. was a top-notch contemporary-music ensemble, under the brilliant direction
of the fast-rising French conductor Ludovic Morlot, in a program featuring
three audaciously modern scores by three living composers. The hall was
packed; the audience gave cheering ovations to each work. . . . [T]he specific
credit for [this] program goes to the pianist Pierre-Laurent Aimard, the curator
for Bach and the Polyphonies, the adventurous six-part series that ended with
this thoughtful concert. Using works by Bach as a focus, Mr. Aimard’s
programs explored the technique of polyphonic writing by looking backward
to the sources of polyphony (or counterpoint) in medieval and Renaissance
music and to contemporary practitioners like the three formidable composers
presented here: George Benjamin, Harrison Birtwistle and Helmut
Lachenmann. . . . Mr. Aimard loves assembling programs that juxtapose new
and old music in ways that invite audiences to hear musical commonalities.
He began with the short, somber Fantasia VII by Purcell, performed here in an
ingenious arrangement by Mr. Benjamin for clarinet, violin, cello and celesta
(played by Mr. Aimard). Mr. Benjamin’s recasting of the music highlights the
mix of lacy counterpoint and haunting harmonies. The performance was an
ideal setup for the next work, Mr. Benjamin’s 20-minute Antara. He
composed it in the mid-1980s while working at Ircam, the electronic-music
center in Paris, where a band of Andean folk musicians often played in the
square outside. Mr. Benjamin was entranced by the sounds of the panpipes
(Antara is the Incan name for that folk instrument). He uses two digital
keyboards to evoke the panpipes, and the large chamber ensemble includes
other dueling pairs of instruments. In this context the work came across as
music driven by overlapping, interacting contrapuntal lines. The leap from
Purcell to Mr. Benjamin, and back, seemed not that far. Next came two short
pieces from Mr. Birtwistle’s Bach Measures, arrangements of eight chorale
preludes for organ by Bach, as a mood-setting prelude for Mr. Birtwistle’s
complex, arrestingly visceral Slow Frieze. In this 1996 work he tries to evoke
in music the effect of seeing a series of ancient friezes, bas-relief panels that
seem to convey movement as you walk by. Beginning with staggered bursts of
chords for a solo piano (played incisively by Jacob Greenberg), the music
evolves in chunks of sound that on the surface seem to be static blocks but
quiver with activity within. The third pairing began with Luciano Berio’s
arrangement of the final Countrapunctus from Bach’s Art of the Fugue. This
was Bach’s last work, left incomplete. Most performances just stop cold
where Bach’s score breaks off. Berio ends his wondrously colorful
arrangement by having the instruments trail off into some realm of the
beyond. This piece served as a prelude for Mr. Lachenmann’s stunning
Mouvement ( -- vor der Erstarrung). The parenthetical phrase translates as
'before paralysis' or 'before stillness." This tense, skittish and pointillist piece
from the early 1980s is like a series of dialogues in fits and starts for a large
ensemble of instruments, grouped by category and separated onstage. The
allure of the music comes from the strikingly inventive writing for the
instruments, using unconventional techniques like tapping on clarinets and
blowing into them without the mouthpieces, and all manner of string
glissandos and scratches" [Anthony Tommasini, The New York Times,
8/17/10].
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August 23

Taka Kigawa. Le Poisson Rouge, New York, NY. ["T]he sense of clarity and
apparent ease he brought to a parade of harmonically thorny and, in some
cases, texturally dense piano works. He gave himself no breaks in this short
but intense recital. You get an idea of how difficult the program was once you
realize that the least demanding score Mr. Kigawa played was the Webern
Variations (1936), a piece that taxes both the technique and imagination of a
pianist intent on winning an audience to its charms. Making listeners as
passionate about the Webern as he is -- Mr. Kigawa said, in comments from
the stage, that it was one of his favorite works -- was clearly among his goals.
Where many pianists use the score’s sparseness as the foundation of a
disembodied, abstract interpretation -- certainly a legitimate approach -- Mr.
Kigawa used it as the basis of a warm, shapely account that put its structural
logic and occasional playfulness in the spotlight. Every phrase was carefully
defined, and Webern’s silences were embraced as part of the music’s fabric.
Iannis Xenakis’s Evryali (1973) is everything the Webern is not. Though not
as opaque or harmonically complex as other Xenakis works, it made the
Webern seem light textured and breezy by comparison. That said, harmony
often takes a back seat to rthythm as the driving impulse of Evryali. Chords are
frequently repeated with an almost Minimalist insistence, but rhythmic
patterns evolve. At times the work takes on a mechanistic character, like an
engine gone mad, but even in these passages Mr. Kigawa was firmly in
control. And when Xenakis shifts suddenly from a heavy, repetitive whirlwind
passage to a moment of delicate tracery at the top of the keyboard, Mr.
Kigawa negotiated the change deftly. Like the Webern and Xenakis scores,
pieces by two young composers (both born in 1971) proved an appealingly
contrasting pair. On a Clear Day (2004) by Matthias Pintscher is a gentle,
atmospheric meditation that Mr. Kigawa played with graceful restraint. Jason
Eckardt’s Echoes’ White Veil (1996) is a more outgoing and eventful work,
with a fast, richly dissonant opening section that melts into a quieter, more
variegated finale, full of sparkling figuration and captivating pianissimo
writing. The Eckardt also has an improvisatory spirit at times, and Mr.
Kigawa played it with the fluidity that a jazz player brings to an extended
solo. More surprising, he brought that same sense of freedom to Pierre
Boulez’s First Sonata (1946). Mr. Boulez’s early serial works can sound
abstruse and severe, but there is more in them than that. Mr. Kigawa recast the
sonata as an essay in how to apply suppleness to virtuosity, and the result was
an energetic but also characterful account”" [Allan Kozinn, The New York
Times, 8/25/10].

August 24

Ted Hearne conducts his Katrina Ballads. Le Poisson Rouge, New York, NY.
"His ensemble [consisted] of 11 musicians and 5 singers. . . . The texts of the
10 Katrina Ballads are drawn entirely from news reports, mostly from the
week of the storm. It is in the selection of those texts, and in the way they are
set and accompanied, that Mr. Hearne’s sadness and anger come through.
What he was after was not a documentary about Katrina as the people of New
Orleans experienced it, but rather an inflected, interpreted record of how the
rest of the country watched it unfold -- that is, as the news media presented it,
complete with resoundingly famous sound bites. They include President
George W. Bush’s praise of Michael Brown, the director of the Federal
Emergency Management Agency -- “Brownie, you’re doing a heck of a job” -
- which Mr. Hearne made into the full text of an extended jazz aria, and
Kanye West’s declaration that 'George Bush doesn’t care about black people.'
To commemorate the fifth anniversary of Hurricane Katrina -- and to
celebrate the release of the Katrina Ballads on CD (New Amsterdam) -- Mr.
Hearne and nearly all the musicians on the recording performed the full cycle.
... The contrast between the disc and the live performance was extraordinary:
the fastidiously produced recording, though it delivered some of the work’s
punch, left me cold. But the concert reading had a tough edge and a wildness
of spirit that suited the music, and the subject. It had an important visual
element too. The four vocal soloists sat on high stools in front of a scrim, with
the instrumental ensemble, conducted by Mr. Hearne, behind it. A film by Bill
Morrison, using footage from New Orleans, as well as some of the television
interviews Mr. Hearne set to music, was projected onto the scrim and a wall to
the side of the stage. Mr. Hearne’s Prologue uses part of a report from The
Houston Chronicle about New Orleans’s vulnerability, originally published in
2001, and set as a slow blues number. René Marie sang it with a supple,
evocative lilt, with the rest of the singers joining in for a staid, polyphonic
rendering of the final line, 'to some extent, I think we’ve been lulled to sleep.'
The melding of popular and classical styles begins immediately. The bluesy
vocal line of the Prologue is underpinned by a score that seesaws between
chamber scoring and rock guitar.



The second ballad, When We Awoke, It Was to That Familiar Phrase: New
Orleans Dodged a Bullet, is mostly an essay for French horn and electronics,
and the two instrumental interludes take in some of the livelier elements of
New Orleans jazz. Dennis Hastert: 8.31.05, given a dark, jazz-tinged
rendering by the tenor Isaiah Robinson, is accompanied by a churning, almost
Minimalist piano figure. The work’s centerpiece is a setting of an interview
conducted by an angry Anderson Cooper, the CNN anchor, with the calmly,
almost robotically diplomatic Senator Mary Landrieu. It is presented first as a
duet between Anthony Turner and Abigail Fischer and as a quartet when Mr.
Cooper presses Ms. Landrieu to say she is angry, and at whom. But an
extended, jazzy riff built around President Bush’s 'heck of a job' statement,
sung with unbridled energy by Mr. Hearne, is also a clear highlight, as are Mr.
Robinson’s barnstorming performance of Mr. West’s speech and Ms. Marie’s
affectingly direct rendering of a long, reflective quotation from Ashley
Nelson, an 18-year old resident of New Orleans" [Allan Kozinn, The New
York Times, 8/25/10].

August 25

Dan Pritzker's Louis. Chicago, IL. "[Pritzker] believes he’s got a film that will
satisfy an audience unmoved by superhero sequels and 3-D extravaganzas: a
black-and-white silent movie (with hints of color) based loosely on the
childhood of Louis Armstrong. And for the price of your ticket, you also get
music composed and arranged by Wynton Marsalis, and performed live by
him and a group of 11 other musicians. . . . The moment of inspiration came
for Mr. Pritzker in the late 1990s, when a stage manager first told him about
Charles (Buddy) Bolden, the turn-of-the-20th-century cornet player credited
as a creator of jazz. . . . Mr. Pritzker spent several years consulting with
authors and musicologists on Bolden, a forerunner to Armstrong who died in
1931 and recorded little if any of his work. In writing what became the scripts
for Louis and a second feature, Bolden, Mr. Pritzker concluded that it was
easier to fabricate large swaths of his stories because Bolden’s history was
nebulous, and Armstrong’s adult life was documented to death. 'After he got
to Chicago, everybody knows every minute of that guy’s life,’ Mr. Pritzker
said with some exaggeration. . . . Instead, his Louis puts a Chaplinesque tilt on
Armstrong’s childhood in New Orleans, where a fictionalized version of the
future trumpeter (played by Anthony Coleman) in 1907 plays a crucial role in
a comically complicated affair involving a corrupt politician (Jackie Earl
Haley) and a prostitute (Shanti Lowry) who has given birth to his child. . . .
Mr. Marsalis, a New Orleans native who was approached a few years ago by
Mr. Pritzker to provide the music for his films, said the director’s fictionalized
presentation of his subjects’ lives was perfectly appropriate. . . . Besides his
own original compositions, Mr. Marsalis provided contemporary
arrangements of classic jazz tunes like Jelly Roll Morton’s Black Bottom
Stomp" [Dave Itzkoff, The New York Times, 8/27/10].

August 27

Pianist Steven Beck plays Stravinsky, Schoenberg and Debussy. Bargemusic,
New York, NY. "To perform Schoenberg’s 12-tone Suite for Piano (Op. 25)
as expressively as he did seemed a greater feat than offering a poetic rendition
of a Chopin nocturne, something within the grasp of most competent pianists.
Schoenberg’s five-movement atonal work, modeled on a Baroque suite,
represents an important step in his development as a serial composer. The
rhythmically lively Gavotte parodies Baroque music. Details abound in other
movements, like the ostinatos in the Intermezzo. Mr. Beck infused his
interpretation with myriad colors and textures, even occasionally rendering
Schoenberg’s logic poetic. Stravinsky, in his elegant Serenade in A, which
opened the program, also toyed with Baroque forms, reflecting the 18th
century through a 20th-century prism. Mr. Beck offered a thoughtful and
suitably unsentimental rendition, the moments of harmonic acidity emerging
with sharp edged clarity. Debussy’s Twelve Etudes, which reflect his less
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pictorial side, concluded the program. The French pianist Alfred Cortot
dismissed these pieces as pianistic exercises. Whether music sounds like an
exercise depends in large part, of course, on the interpreter. (Bach’s cello
suites, for example, were also considered mere finger workouts before Pablo
Casals redeemed them.) Messiaen conceded that Debussy’s Etudes lacked the
charm of Chopin’s effort in the genre but remarked on their complexity --
describing Debussy’s as 'exceptional above all as a result of the allusive
nature of their form,' adding, 'Things are unsaid, implied, elusive.' Mr. Beck
intelligently conveyed the elusive nature of these difficult and unconventional
études, which Debussy dedicated to Chopin. Each addresses a pianistic
challenge from a particular angle, using intervals of a third, fourth, sixth and
octave, for example. In the first etude Debussy parodies Czerny’s five-finger
exercises. Playing with an impressive technique and cleanly articulated touch
throughout, Mr. Beck illuminated the quirks of each étude, beginning with the
ironic glint of the first and the harmonic twists of the second (In Thirds) and
third (In Fourths). He explored the allusive structures and elusive ambiances
noted by Messiaen, with the technical intricacies of the multilayered For
Octaves and the cascading runs of For Eight Fingers revealed with crystalline
articulation" [Vivien Schweitzer, 8/29/10].

August 29

Michel Galante and his Argento Chamber Ensemble. Austrian Cultural
Forum, New York, NY. "Called Lunar Movements, the series includes five
programs (one per month, to be repeated every week, through December 19).
Most are built around movements from Schoenberg’s Pierrot Lunaire, and
works influenced by that seminal score. The first program . . . (it was also
performed on August 22, the opening of the series), may not have been the
best indication of what is to come. For one thing, it included nothing of Pierrot
itself, though one work -- an electronic piece by Eric Lyon -- included a
quotation from it. If the idea is to show the influence of Schoenberg’s 1912
work, what was a movement from the Ives String Quartet No. 1 -- composed
in 1900 -- doing here? And what is the influence of Pierrot on Strauss’s
mournful, smoothly flowing Metamorphosen? Perhaps everything will
become more apparent after all five programs are performed. Mr. Galante
described this one as 'a preview' and began with Heinz Holliger’s Eisblumen
(1985), in which a string ensemble, playing entirely in harmonics (the light,
whistling sound a player gets by not depressing the string fully), slowly
decorates the chord progression of a chorale from Bach’s Cantata No. 56,
played at one-sixth its normal tempo. This was not especially inviting, and the
performance was too uneven to make much of a case for it. Much the same
could be said of Philipp Blume’s S, M, L, XL (2010), an intensely dissonant
but texturally varied work meant to explore size and our perception of it. That
is a fairly concrete idea for such an abstract work, but the contrasts and
interplay among sustained tones, pizzicatos and trills, silences, pianissimos
and fortissimos (all musical depictions of size) made the work seem akin to
Cubism in the visual arts. An excerpt from a 1949 radio interview with
Schoenberg gave the musicians a brief break. They had another when Mr.
Lyon’s fascinatingly quirky Sacred Amnesia (2001) was played. Mr. Lyon
subjected fragments from Parsifal, a Sousa march, and Pierrot Lunaire,
(reharmonized to sound tonal), to electronic distortions that gradually
rendered the originals unrecognizable (and even inaudible) within the sonic
haze. The players were at their best in the program’s oldies. In the Ives they
moved easily among the many quotations and styles, folksy and formal, that
swirl around the opening movement of the quartet. And though the original
septet version of Metamorphosen lacks the power and heft of Strauss’s more
familiar revision, for 23 strings, the musicians gave it a sumptuous, deeply
expressive reading. They closed the concert with focused, rich-hued
performances of two Schoenberg fragments, a Septet (1918) and Toter Winkel
(1899)" [Allan Kozinn, The New York Times, 8/30/10].



