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An Interview with Michael Riesman

ANDREW SHAPIRO

| first met Michael Riesman in Januay 1998when | worked at
Philip Glass@ Looking Glass Studio in downtown Manhatan.
| spent hours pouiing over scores (many of which remain
unavailable at any library), listening to dozens of recordingsin
the Qape clost,0 watching videos and of course, simply
spending time around the studios whee | was able
(appropriately enough)to minimally assist Riesman as he was
engaged in developing wha was to eventudly become Glass's
video opaa, Monders of Grace, in collaboration with Robert
Wilson.

Michael Riesman serves Glass®@ music in many capacities.
Heislongtime muscal director of the Philip Glass Ensemble

(as well as a keyboard player therein), synthesizer technician,
produer, and drchestratorO of Philip Glass® ensemble
musc.

| spokewith Michael Riesman in New York City on Januay 5
at Looking Glass Studio. He generoudy shared his lunch hour
and his thoughts with me while he was in the mids of
preparing the Ensemble® peformance of Glass® musc for
the film Draaula, jus a few days before the group was
heading off ontourto Audralia

SHAPIRO: The experience that Qe had working at Looking
Glass was, for the mog pat, watching you and Kurt
[Munkasci, the produer and president of Euphobia
Produdions a wing of Philip Glass@ produdion enterprise].
It wasn't until a few months afterwardsthat | met Philip at the
rehearsals for Monders of Grace. I'm wondeing, at what
point did you get involved in working on a piece? Isit while
Philip writes the mudc or does he finish the score and hand it
to you and then ask you to develop it and/or orchestrate it for
synthesizers, or do you sit down in meetings before he even
writes onenote?

RIESMAN: No, actudly he usualy jug goes ahead and
writes the musgc. | ge broughtinto it after he@® got stuff
down. Occasiondly, hedl have a question for me like when
he was writing the score for Kundun he wanted to integrate
the Tibetan Monkssinging low tones. And he called me up to
ask me what pitches they would be [singing] if we did that.
And then when he found out tha they sang on B to B-flat, |
said, "Well we could get them in tuneso it could be a specific
pitch. Then he asked me if it would be OK if hewrote céllo
and bass parts [tuned down] to low B, if we could manageto
deal with that in the studio, | said "Yes" So, | get involved
sometimes in an advisory capecity for certain musical ddails
abouthowthingsmightget done

SHAPIRO: So it would be sort of like a compostion major in
musc school asking a flute player, Os it possible to do such
and such?0 1t@ tha sort of orchestrationd courcil from time
to time?

RIESMAN: Right And then also for film scores a lot,
sometimes there have to be decisons made fairly early onin
terms of budge.

SHAPIRO: Recording budge?

RIESMAN: Yes. We have a lump sum to do a film score
where we have to deliver the score for a certain amount of
money and then it becomes an issue compaositiondly for Philip
to know how many ingruments hed be able to write for and
how many wedl be able to synthesize to make it soundlike X
numbe of ingruments and so hedl ask me questions about
tha. Hedl ask questionsabouthow many players| think wed
need. Also, wedl discuss possible ingrumentation before he
even writes the mudc so tha hes aware of wha his
limitationsare and wha kind of a band he can write for.

SHAPIRO: Do you think that Hans Zimmer, or another rea
Hollywood guy who is concerned only about ddivering film
scores, asks his orchestrators or arrange's or assistants smilar
questions or isit tha Philip is dipping into that genre as well
as also bangin other places?

RIESMAN: Waéll, if you®e Hans Zimmer, you have al the
money you need to produce the soundtack. 1t@ really notan
issue  Wha happens with Philip is tha he does some
Hollywood movies. With Kundun there was no question
about how big an orchestra we could use. We could do
whaever we wanted. We used a full orchestra and chorus
We had 80 players by thetime we got done Same thing with
the musc for The Truman Show We had as many players as
we wanted, there was noissue because it wasn't our budge; it
was ther budge that pad for the orchestra and they had their
produdion people come and they made out the checks and we
didn®even think aboutit. But, many of the projects that we
do are indgpendent films, low-budge projects like Errol
Morris@ Thin Blue Line and Brief History of Time. Those
were both projects where there was limited budget and it was
a flat fee for the entire composng and produwction of the
soundtack. And those were both projects in which Philip
came to me and asked wha | thoughtwe can get away with in
terms of how many mudcianswe have to hire and so on.

SHAPIRO: Istha why the Thin Blue Line soundtack is jus
for string quartet?

RIESMAN: Well it@ more then that, there@ trumpet. 1t was
string quartet with occasiond added brass and strings very
little woodwindsand alittle percussion. But, thefocuswas on
the string quatet so it® a natura kind of impression tha
you@ walk away with because there'sjust a solo trumpet here
andthere.

SHAPIRO: Is there a certain film score of Philip@ tha you
worked on tha you like more than others or is there even a
favorite one?



Or even in general, wha are certain [recording] projects that
you hold in high regard? For indance, | think tha the best
thingsthat |@e heard on the newer re-releases aretheMusc in
Twelve Parts and Eingein on the Beach in the Nonesuch
versions | think they®e beautiful records

RIESMAN: | have a very specia feeling about the Eingein
re-recording.

SHAPIRO: Then how do you fedl about the following: 1Qre
spoken with people older than me and so when they were first
hearing Eingein, it was on the old Tomato Records version
and, of course, when | first listened to it, | heard the new
Nonesuch recording. And so, I®n hearing the new version as
being the piece. And some would say tha the older version
has more soul and more character. Is this jug a question of
people becoming familiar with [the first version] and so tha's
what they think the piece "is?" How do you deal with change
in the new version?

RIESMAN: For my taste, | much prefer the new version. |
should say with one exception: | think tha the origind
reading of the speech at the end in the old version is far
supeior but the guy who did tha in the origind version
passed away so it was just something that we couldn®
duplicate. But, | don'tknow if it's jus tha people heard that
first version and are attached to it as you say or if it@ jus a
qudity that doesn't paticularly appedl to me tha® in tha
version. | mean, it@ definitely sort of rawer sourding and so
from tha point of view | can undestand tha maybe some
people would prefer the earlier take. | know aso that the
same thing is true of the new Koyaanisgatsi release, which for
me jus completely destroystheold onein every respect. But,
there are people who think the old one sounds much better.
And again, it@ more of a nastier sound and the voices are a
lot more aggressive sounding and the new oneis mellower
and so it a question of taste. People like that old soundon
theold records

SHAPIRO: Asyou know, |&e become familiar with the score
for Monders of Grace in which Philip does write specifically
for thevoices, flutes, and saxophone. But alot of times hedl
jug say "synth bass' or "woodwinds' or "brass' or "pitched
percussion” for the synthesizer parts. Do you take tha and
jug do your own thing with it? Do you say something like
"Oh, | think amarimba[patch] would soundgoodhere and yet
he didn®specifically say 'marimba” or "I like this bass sourd
over tha bass sound? Do you find a creative outlet or any
respongbility there to make tha piece hgppen in a sense,
because this lack of orchestral intention clearly has so much to
do with wha the musc actudly turns out to be -- and it3
something tha he doesn® indicate, so you®e really making
such a hugecontribution to the piece. By theway, tha bass
soundtha you made with the souped up 10th partial aboveit
is gorgeous I'm referring to the sound used to create the
promotiond demo.

RIESMAN: Thank you. It dependson the project. A lot of
thethingsPhilip writes are for electronic keyboads.

Mongers of Grace is a case in point, where he wrote a score
with three keyboad parts and then pendlled in variousthings
about the kind of soundstha he imagined the keyboads
would be making at any given moment. However, when it
came time to actudly realize Mongers we basically threw out
all of tha information after discussing it with Philip because,
it was actudly Kurt Munkacsi's idea, we wanted to turn the
whole keyboad world into Persan samples and
Mediterranean sounds And so, we decided tha, yes, thisisa
good idea, yes we will do it and then basically | went on a
sample search where we boughta lot of [sample] CD& and we
actudly couldn't find anything tha we wanted. | wanted very
much to find a Persian santur, which is a Middle-Eastern
hammered dulcimer, and we couldn® find a commercialy
available sample so | hired a Persian santur player and he
came in and we sampled it. He had some other ingruments
tha we needed; thee were some commercially available
samples available but they weren't very good. So | sampled
him doing an oud and something called a saz, which isalso a
plucked ingrument. And then, after we had collected all of
these samples then | jugd tried stuff out | said, well, this kind
of works for this and this kind of works for tha. And with
Kurt'sinput into the conaept of wha we were going to do, we
gottheideatha we were going to juxtapose these soundswith
western sounds So there would be the samples with let® say
the synth bass sound tha you talked about which was a
western synth bass sound.

SHAPIRO: So, the piece is very much about appropriating
and fusng these two stylestogether. Certainly the thing to do
in this pod-modean artistic climate.

RIESMAN: Yes.

SHAPIRO: Somethingtha I'm wondeing about-- and | think
tha this is especially important to the people who would be
reading this in conservatories, and | know tha we've both
come out of tha world of had-edged academia -- Wha
would you say to someone if they said, "From my point of
view this is kind of ridiculous Who is this person (Philip)
who claims to be in the classical tradition and yet, hés not
doing thework himself" or "He@® just writing 'woodwinds but
hes not scoring these things very specifically, which is so
important to the composr's mindst and produdion [of the
score] intha academic world." The prevailing thoughtis tha
Philip resembles a pop composer who hires people to do his
work for him.

RIESMAN: Wadl, first of al, Philip does write every note.
So, it'snotthat I'm taking his song and arranging it or taking
the melody and arranging it. He writes his own harmonies,
bass lines, and inng voices -- everything. But it's more of a
guestion tha wha he's doing is in a tradition harking back to
the baroque when Bach wrote The Art of the Fugue Bach
didn't say who was suppo®d to play wha. In the body of
Philip's earlier work, induding Mudc with Changing Parts,
Musc in Fifths Mudc in Similar Motion, Musc in Twelve
Parts, Two Pages, and so on, there is no ingrumentation
specified at al. He jug wrote pure musc -- jug notes --
which could then be realized in any nunmbe of different
scenaios



And | think the same thing is truein something like Mongers
of Grace where he writes a keyboard part, which he doesn®
intend to be played on a piano or an organ -- it@ going to be
played on something else. But, hewritesit with theintention
that there is some freedom  When he writes "brass sound;
it's only a suggestion. He's never been dognetic and said,
"Oh, that doesn't sound like brass’ when | come up with a
soundto redlize something that hes doing. So, there's a sound
design element that's involved, which is realy separate from
thecompostion. Part of sounddesignis apractical issue We
have a certain amount of synthesizers and a certain amount of
channds in themixing conle, and so on, to deal with, and |
have to bewithin theboundsof the gear that we have.

SHAPIRO: What do you fed about the academic attitude
towards this? |@ even ge alittle deeper by saying that the
prevailing attitude which | know of is tha Philip started out
with these tremendousy gorgeous pieces tha seemed to
satisfy a certain pop appea and also contained a certain, shdl
| say, legitimate artistic subdance, paticularly in the musc
udng additive procedures in pieces like Twelve Parts or
Eingein. Andyet later on, let@ say with pieces like Monders
of Grace or The Truman Show the musdc is for the mog part
written in a regular metric flow like 4/4 or 3/4 -- a thoughtis
that the newer work has redly abandonel a lot of the earlier
artistic aggressiveness and exploration, and tha Philip has jus
smoothed outinto being more of a popcomposer. 1@n curious
to know your thoughs abouttha and how you may rebuff the
sentiment that hes beneath the academic tradition.

RIESMAN: Well, | don® think tha Philip has ever been
paticularly popukr in theacademic world. No matter wha he
was doing, | don'tthink people would like it jus because heis,
in fact, a popukbr success.

SHAPIRO: Soit'salot of jealous/?

RIESMAN: Well | wouldn®say it's only jealousy. There are
people who just don® get it. Interms of his earlier musc they
jugt think it@ repditive, period. And thos same people
probably feel tha hisnew mudcisnotas repetitive butthat it
isas equdly inaneas it had been repsdtitive earlier. So, again,
they just don®get it. They don®see tha hes not trying to do
the same kinds of things tha they might be trying to do in
terms of "art on a pedestal" or something like that. | mean,
he's making musc, and much of it is beautiful musc. Some of
it might not be as successful as other things however.

SHAPIRO: Tha reminds me, couldn® the term
"Gebrauchanusik" tha Paul Hindemith used meaning "musc
for everyday use" very nicely serve to define Philip's
catalogue? So you could say tha Philip has written a lot of
Gebrauchamusk?

RIESMAN: He's written a lot of Gebrauchanusk. He®
written music... A lot of it has been collaboration with
filmmakers and dencers. A lot of it is a sort of musc on
demand for a paticular project. Not everything he writes is
great and certainly not everything he writes is revolutionay.
But heschanged. He's grown.

He's changdal his, shdl we say, his pumpos in that early on he
was sort of al aone struggling with even getting recognized
and getting heard and getting accepted at al. Origind
minimalist compostionswere so severe and so pure in ther
content. They were stripped down to the barest essentials of
what was themost econonica way to present this new kind of
mudgc. And then, over the years, the whole rigor of the
minimalist conoept relaxed and metamorphosd into
something different, readly sarting with Einstein where
suddaenly there were melodies on top of something else. There
wasa"tune" Andtha was sort of the beginning of the end of
what you mightcall theminimalist phase of his career.

SHAPIRO: Tha@ interesting. So Eingein is the bridge
between those two worlds | Qre spoken with other people who
feel thesame way.

RIESMAN: Eingein definitely added a new element.

SHAPIRO: And so you could say maybe that this new
element created a new musc which became more maingream,
because, at the same time that minimalist musc was evolving
out of its character of the "bare essentidls' and towards
containing a tung minimalism's new-found melodicism
coincided with pop mudc accepting the minimalist art as part
of its own character.

RIESMAN: Andalso, | think tha Eingein was till repdtitive,
of course, but because it actudly had more things tha you
could hear as a melody, the music was not as severe as the
earlier pieces, so thee was more of an easier listening
experience. And certainly, following Eingein with
Glassworks and Koyaanisgatsi and pieces like tha, there was
this whole othe more populr and accessible aspect to the
musc.

SHAPIRO: Spegking of Glassworks, | need to say tha your
[solo piano] performance of Openingisjug great.

RIESMAN: Thank you.

SHAPIRO: Back to some of the conduding stuff, whether it®
your conduding of the Philip Glass Ensemble or whether itG
your conduding of some other ensemble that is contracted out
to do a film score or something like that. 1G&ve recently heard
[mugc from] The Secret Agent, which was played by the
English Chamber Orchestra--

RIESMAN: --Well there@ a kind of curiousstory behind that.

SHAPIRO: Well, good.1@n glad tha | bring that up. Now,
there are certain parts tha contain the solo English hom over
really smooth string passages that are jug so tende and really
nice. | think tha someonelike Simon Rattle or James Levine
or Kurt Masur, someonelike that or for that matter any "real”
classical condudor -- people who by the way have conduded
Philip Glass scores -- would affect the musc too much and
screw it up.



How do you fed tha you're qudified to work with a
"traditiond" orchestraand how do you feel tha you@e better
for the task, and how do you approach working with an
acoudic chamber ensmble differently than you would
approach conduding and working with the Philip Glass
Ensemble?

RIESMAN: Wéll, that's a bunch of different questions First
of al 1® answer wha | think my particular qudificationsare.
| think tha | really "get" Philip Glasss musc and what needs
to bedoneto it to make it soundgood. And| say tha because
I've heard some bad performances doneby other people who
have attempted to do it, but they don'treally understand, first
of all, the importance of the abslutely, shall we say,
devilishly severe rhythmic requirements; tha you absolutely
have to be exactly on the beat. | mean, you talk about people
that are very, very sendtive to rhythm, like rap musc or
something like tha, tha if it's a millisecond off, it@ wrong.
WEell, the same thing is true of the undepinning of Philip
Glass@ music. It realy hasto beabsolutely right

SHAPIRO: Can tha be defined as a certain pop-oriented
groove tha traditiond ensembles jus don®understand how
to execute?

RIESMAN Yes. A subfe misundestanding of that, where it's
a little wishy-washy -- it jug doesn't work. You mentioned
my peformance of Opening. I've heard someoneelse, whose
name | won'tmention, play that piece andit jus grated on me;
it was just impossible. | jug couldn®stand it. Andyet, tha
person thoughtthey were giving a good performance. And
then at the same time you till have to let the lyrical element
be there and not kill it. So it@ a combinaion of "there@ a
feeling there" and "there is an emotion there," and it has to
come out, butit needs to come out within the confines of the
rhythmic precision, so you need both of those thingsto work
togeher, the rhythmic precision with thefedling still there -- a
phydcal sense tha the performance notjug by amachine So,
it's something tha | undestand. | get it, and | do it naturally
and |@e been doing it for a long time now, and it® not
something tha's so easy for someone else jug to jump into.
I've worked with sort of "regular" muscians shdl | say, who
haven®tried to play this music before and they walk into the
first rehearsal and they think, oh, there® nothing difficult
aboutthis. Then, after they've played it for awhile, they begin
to realize tha the chdlenges are there; tha it@ notas easy asit
islooks If youredly try to doit rightand doit well and make
it come off, there are alot of chdlengesin it. As far as other
condudors well, I've never heard Kurt Masur try to do Philip
Glass. Pierre Boulez would never toudch Philip Glass, because
he absolutely despises Philip Glass.

SHAPIRO: Tha® notapersond thingisit?
RIESMAN: No, it'san artistic thing. He jud doesn't gdt it.

SHAPIRO: It's interesting tha this comes up because it
reminds me of an interview tha | read with Billy Jod. And
he@® wha | now bdieve to be a different Billy Jod, onetha
has withdrawn from the spotlight a bit and is now approaching
amore "classical" compostiond style.

He said something about how, "I was reading the Sundgy
[New York] Times and | read an article tha contained Pierre
Boulez saying tha 'unless you undestand the need for
serialism, you®e usdless! Well, fuck you man, wha aboutthe
rest of us?'  So, | guess hes not alone with his sentiments,
huh?

RIESMAN: Well, the whole movement tha Philip Glass was
pat of, thewhole minimalist concept hasto dowith areaction
to that whole European tradition that went, as far as 1@n
conceernad, down a dead-end blind aley and never came out
They went into the serial thing, Schoenbeg and everyonetha
went down that road and, it® a dead end. 1t& been played out
and there@ nothing there, in my opinion. So, Boulez is out
there fighting the fight but meanwhile, the world is passing
right by him in my opinion. 1t@& a dead end and nobodyreally
cares aboutserialism.

SHAPIRO: Briefly, jug to gea back to [the music for] The
Seret Agent and your "curiousstory"--

RIESMAN: Weéll, the credits on the abumread that we have
soloists from New York and the English Chamber Orchestra.
Actudly wha we did was, because it was a British film and it
had British film financing or something of tha sort, they had a
requirement that the mudc track had to be played by British
muscians Therefore, we got the English Chamber Orchestra.
But Philip said tha hedidn®want to just mail off the score; he
didn®trus someoneelseto doit. He wanted meto doit, but|
never went to England because we had a conflict about tour
schedules. | think we were in themiddle of atour. | couldn®
get out of thetour and go for two daysto England. There was
jug notime. So wha we did then was we actudly recorded
the entire soundtack in New York with not jug the soloists
but aso with an orchestra of New Y ork muscians

SHAPIRO: And so you pad The English Chamber Orchestra
andthey didn'teven doiit?

RIESMAN: No, they did do it. They overdubbal it. It's
actudly a recording of two orchestras playing, the English
Chamber Orchestra playing over our New York mudcians
peformance. It actudly made it sound great. They had a
click track to work with. Harry Rabinowitz, who has
conduded lots of film scores, conduded tha ensemble. We
share the credit as condudors. Basically, we did the entire
recording in New York and then shippel it to England and
they overdubbel.

SHAPIRO: Wha a pop method! Wha would be your guess
asto tha orchestra'sfeeling aboutther role in theproject?

RIESMAN: | think tha they were a little miffed, frankly.
They fet that they were jug coming in as sweetene's -- there
was no real creative avenuethere. They jud had to match our
peformance and tha was that. But tha's wha Philip wanted.
Not necessarily would they have donea bad job but he wasn't
sure if they would do a goodjob. He wanted someonefrom
his camp there. | would have been perfectly hgopy to use just
the English Chamber Orchestra.



SHAPIRO: Takingalargejump away from serialism, do you
listen to current pop records like Brittany Spearss record or
other pop records like New Kids on the Block to hear ther
produdion techniques?

RIESMAN: Yes. | check outtheradio. | liketo listen to the
radio. | like to see what's on. Unfortunaely, there'svery little
good radio in New York City. | just boughta new FM
antennaso | can pull in WFUV, which is a great station for
checking out new stuff. They're broadcasting from New
Jersey. They don't come in well in Manhatan. WKCR
(Columbia) is perhgps the best station in the city in terms of
getting avariety of differentthings All genres.

SHAPIRO: 1@ like to ask you about Uakti [the Brazilian
group tha has recently released a recording through Point
Musc, of dance mudc written by Philip Glass]. Certain parts
of tha record are so beautiful. Wha exactly is a glass
marimba?  This combinaion sounds like the sexiest
percussion ingrument.

RIESMAN. 1t® a marimbatha® made out of dabs of glass
[laughg.

SHAPIRO. Wéll, tha® a very minima respon to the
guestion [laughg.

RIESMAN: The Uakti group designsthdr own ingruments.
They play some traditiond percussion instruments like tablas
and various other drums, but they make a lot of ther own
ingruments induding the glass marimba The wood marimba
that they use is aso a homemade ingrument made from some
special wood from the Amazon, so tha® not a traditiond
ingrument either.

SHAPIRO: How was it working with them? Your credit is
Gxdditiond keyboadsand producd by...O

RIESMAN: Yes, | played a dight amount of keyboad.
There@ hadly any keyboad.

SHAPIRO: Isthealbumyour orchestration?

RIESMAN: Actudly, they did &l the orchestration and
arranging. The pat tha | played is the keyboad in the
introdudion and then there® another plucked ingrument that
you hear coming in, the triplet tha goes agang the organ.
You can't quite tell what it is. 1t@ actudly a combination of
plucked sounds So, to finish the story about Uakti. We got
theideato do this abum since wha would turn out to be the
first pat of the album was a commission from a Brazilian
dance company. They commissioned Philip to write some
piano mudc tha would then be orchestrated and arranged by
Uakti. They did their own orchestration of the musc. This
was mostly doneby Marco Antonio Guimaraes. He@ sort of
thecomposer for thegroup

SHAPIRO: He was the one tha made the arrangament of
Metamorphoss | from Philip's Sob Pianorecord?

RIESMAN: Right They had aready basically worked up and
rehearsed all of the pieces before | even got [to Brazil]. |
made some contributionsas producr in terms of suggestions
about the way to do things but they pretty much producd
themselves. | was thee deciding whehe a paticular
performances was a good take not but, in terms of the
arrangaments, they really pretty much did tha by themselves.

SHAPIRO: Istha piecetouringat all? It soundslike the sort
of commercial enterprise tha would do quite well.

RIESMAN: Weéll, they do some touring. But they don®do
enough. There was some discussion at thelabd (Point Music)
whether they could get these guysto tour more.

SHAPIRO: In theUnited States?
RIESMAN: Anywhere.

SHAPIRO: Would you create new arrangements for Philip to
play with them thereby hd ping the promotion [of thetour]?

RIESMAN: There'snoway either Philip or | could go ontour
with them because we're jug too busy with our own work.

SHAPIRO: You say tha you@e booked up. | know tha at
BAM [TheBrooklyn Academy of Music] you have the GPhilip
on FilmOprodudion this spring as well as the Australian tour
beginning this weekend. Wha else is going on? | had read
somewhere tha there is a CD-ROM version of Monders of
Grace to bereleased at some point. Isthat the case?

RIESMAN: Well tha@® only in discussion, there@® nothing
imminent. Mongersiskind of in abeyance right now because
welre got other albums that are aboutto come out. There®
another orchestral album tha® already mixed and ready to go
that indudes The Light, which is an orchestral tone poan.
There® SymphonyNo. 3 which isfor stringstha was recorded
in Stuttgart with the Stuttgart Chamber Orchestra and The
Light, which was recorded in Viennawith the Vienna Radio
Orchestra.

SHAPIRO: Were you conduding those groups

RIESMAN: No. Dennis Russell Davies was and | was the
producer. He's been instrumental in promoting Philip because
he was the guy who was respongble for the creation of
Akhnaen. When Dennis was the mudc director at the
Stuttgart State Opera he was able to get them to commission
Philip to write it. This was a very important commission
because Philip had done Sayagraha in Stuttgart and Philip
really needed to have another commission to really establish
his credibility as an opaacomposer.

SHAPIRO: A "real" opaacomposer?

RIESMAN: As oppogd to a oneshot Satagraha
phenomenon. Satagraha was the firgt thing tha he had
written for a traditiond opea company. So Akhnaen was
very important in that sense.



| think tha it really hdped Philip a lot because he redlly
started to think more serioudy about writing for voice and
writing for orchestra. A lot of the thingstha he had donein
Satiagraha were very difficult; amog unplayable orchestra
pats. By the time he got aroundto Akhnaten, the orchestra
parts were not so impossible anymore.

SHAPIRO: Not impossible because he had learned what not
to write from his first experience or because the orchestra
knew wha it was doing in terms of its approach to Philip's
musc?

RIESMAN:  Philip had learned from the mistakes in
Satagraha He had written pats tha were really keyboad
arpeggios and had given them to woodwinds and stringsand
they were very difficult and the players haed doing it
because, you know, thdr hands would cramp up and there
were no rests and there were no places to breathe and so on.
So then, after then he begun thinking about the requirements
of the orchestra. Wind players need to have rests and string
players nead to have thingsthat fit the hand.

SHAPIRO: Do you think of your conduding as more like
coaching than conduding?

RIESMAN: Wéll, it's not conduding if you're using a click
track tha everyoneislisteningto. Butthemog important part
of conduding is the coaching. 1t telling players how do
something. It's telling people wha kind of a sound to make
and it's coaching them as to the mistakes that they're making
whether they®e rhythmic mistakes or intonaion mistakes.
When I'm working as a conduwctor in the recording studio,
waving my arms is the least pat of it. The most important
pat of it is tha 1@n listening to rhythm, intonaion and
expression and deciding whether thisis a goodperformance or
it's not a good peformance and why, and then taking to the
musgcians aboutit. So, to me, this is wha | think of as the
meat of the conduding. It's not the showmanship standing up
thee and making lovdy gestures and beautiful facia
expressionsand so on --

SHAPIRO -- to satisfy theLincoln Center crowd?

RIESMAN: Yes. Redly, it'sin the preparation. Mog of the
work tha I'm doing is working with our own ensemble where
I'm aso a member of the group when we're doing
performances and so usudly I'm actudly playing.

SHAPIRO: I've wanted to ask you abouttha. With al of the
people that | know of in New York, you would be the best
friend to have. You play, you condud, you record, you
produce, you orchestrate, you're a synth programmer -- you do
everything. How did tha hgppen? Some people choo® one
thing -- they're a peformer or a producr or an engineer. And
yet, you seem to be doing al of those things How do feel
you're able to do tha and does all this make your work more
thrilling in tha, after you're done conduding and playing,
you're running over to another synthesizer to reprogram it and
edit asplit key changeor something like that?

RIESMAN: Waell, it keepsit interesting for me. 1@n aways
doing something different. Andtha | realy enjoy.

SHAPIRO: |Qereally admired tha for quite some time.

RIESMAN: But it goes back to when | darted in the
congervatory. | went to Mannes School of Mudc, by the way,
and had a double mgjor as both condudor and composer. So,
| was interested in tape machines and thingslike tha as well.
When | got to Harvard, | did graduae work and got my
dodorate. | was majoring as a composer, but| took coursesin
the computer science department. | studied computer
languayes, because | was interested in tha kind of stuff. |
think, if | hadn'tbeen amuscian, | would®e probably been in
physcs or mathematics or something like that, because that
has redly fascinged me. Eventudly, | decided to stop
teaching (I was teaching at the State University of New Y ork
at Purchase in the academic world). | decided that | had had
enoughof the academic world; | jus wanted to ge& out So,
the first thing tha | did after | Ieft teaching was (as a bread-
and-butter job) to get into engineering. | was editing tape
while | was playing on the side | was puting togeher
classical albums for CBS records and other companies --
ditting there with a razor blade and splicing tape, which is an
activity tha obvioudy requires both mudca and technical
skill and knowledge

SHAPIRO: And as far as your peforming, you grew up as a
pianist?

RIESMAN: Yes. | started very early at piano and | played
right through high school and conservatory. | never majored
as a pianist or keyboad player. | never redly thought of
myself as primarily a keyboad player. As it turns out, one
could say tha it® oneof thethingsthat | primarily do. But,
at thetime tha | was in musc school | thought "Well, yes, |
can play, but I never be Peter Serkin or someone like that!"
| wasn't interested in a career playing the same old musc. |
wanted to do something else, whether it was my own musc or
something else. | wanted to be involved in new musc and
actudly, when | stoppel teaching, the playing that | was doing
was in clubs playing in soft rock groupsand stuff like tha --
jug because that's wha | thought was exciting. It was
something totaly different, something removed from the
academic world.

SHAPIRO:  Someone once told me, Q think tha Michael
Riesman isageniusO Wha doyou think aboutthat?

RIESMAN: [laughg Aw, gee... When Philip got the Golden
Globe Award for The Truman Show he did say in his
acceptance speech tha he thoughtl was a genius -- so0 if he
said tha, | won®argue



Pierre Boulez: RecentWorks with Computers

ROCCODI PIETRO

DI PIETRO: The new recordingsof Reponsand Explosante-
Fixe are findly out | note tha these pieces have changed
many times since the 70's and early 80's Could you speak
aboutthdr evolution and your involvement in el ectronics?

BOULEZ: Wéll, of course in the beginning my experiences
with electronic musc were fraught with difficulties. | had
rather bad experiences with the medium of tape mudc and
listening to loudgeskers in general was not at all satisfactory.
But wha was redlly restrictive from my point of view was the
idea of the peformer following the tape in a kind of
dtraitjacket, tha | found to be very ddrimental to the
peformance in general. It was because of this tha | pushed
research at Ircam towards live eectronics, live computer
systems, and real-time situaions In this way, | wanted the
"electronic element” (which over the years had evolved to the
use of computers) to be geared towardsthe concert situaion. |
also wanted to make the language of computer programming
much more intuitive for the composr. Before it was very
cumbersome, with many figures and decibds and so on, and
then there was the long wait before the computations were
finished -- as much as a hdf-hour or more. This was
completely discouraging, because the muscian does not think
as the engineer does. So | wanted to find a way to have a
languaye which spesks clearly to the intuition of a composr,
where you could make sketches rapidly, onthe spot even.

DI PIETRO: | remember once tha you spoke of these same
problems, but how did this affect Repons and Explosante-
Fixe?

BOULEZ: Well, | sarted and stoppeal both Repors and
Explosante-Fixe many times, depending on the technology
tha was available. Gradudly | moved to the midi-piano and
midi-flute, and later ill to the score follower, where the
computer follows the score which you then can have act as a
triggaing mechanism within the peformance. Later still |
linked theingrumentalist and the score to athird aspect, called
an artificial score. Here the computer reads the daa of the
peformer's paformance to modify the artificia score and
have an interaction between the player and the machine asin
theviolin part interacting with the computer in Anthemes. All
of that would take a very longtime to explain in any detail.

DI PIETRO: | am wondeing if the further projected
expansons of these works will be coming any time soon?
Sometimes | feel there is an aspect to Boulez like Schoenbeg
-- whee it might not be necessary to carry out al the
permutationsof acycle.

BOULEZ: Weéll, for example, with Explosante-Fixe, | am not
in a hurry to complete the other projected parts. Asit is, the
three parts are very well linked to each other, and, if there are
more of them, they will be added to an even bigger form. As
for Repons where | progressively added elements, you are in

the midg of a spiral form. Even if you add new sectionsiit
does not change the fact tha it is still a spiral, you only have
to mark the beginning and end of this process, so, in asensg, it
does not matter where you stop. | am very fond of this type of
form tha is infinite, with its double meaning, tha can be
extended inddinitely.

DI PIETRO: So, in a sense, once a certain amount of the
material has been completed (committed to pgpe and
performed), you are in a trgjectory of the long duration. At
some point alongthisinfinite spiral, perhgpsit may not matter
if the work materializes, like Schoenbeg? For, in these
works, one gets the impression of a seamless landscape, of
Brauddian panoramas and vistas.

BOULEZ: Yes.

DI PIETRO: Jug when you think Boulez is about to reveal
himself, the entire perspective shifts right out from unde you,
in a seamless way. It's accessible / it's not accessible; it's
revealing / it's not revealing. And then there are echoes or
reminiscences -- very briefly, from any nunber of composers
of the past and present, but very subtle, fully absorbed. Am |
rightaboutthis absorption for example?

BOULEZ: Yes, for me, you can have influences, and actudly
you cannot live without influences, but they have to be
absorbed in prindple. You have to go to the core of what
pushed the composer to write in thefirst place. Then you can
use wha you have discovered, but not stylistically. My last
piece -- Sur Incdise for three pianos three harps, and three
percussion -- is a continuouswork, because | want to have
more and more of these vistas, or panoramas, as you call them.
The piece is actudly a long trgectory, like Repons (which is
also about 45 minutes). | want to ge rid of the idea of
compartmentsin awork. Once again thisis similar to Proug,
where you find that the narration is continuous Y ou have, of
course, chgpters in Proud, but the work has to be read in one
go. Tha is one of my main gods in musc for large-scale
works. | don't want any breaks in the musc, but you can
introduce new ideas and abandon some other ideas, like the
chaactersin anovd.

DI PIETRO: Isthishappeningaso in Anthemes| and11?

BOULEZ: Yes, in Anthemes there are strophes, but the ideas
are dways coming back in adifferent order. That'swhat | call
a mosaic-type form, which happens also in Explosante-Fixe.
Ideas come back, but you never can foresee when they come
back. Tha's a didectic beween recognition and the
impossibility of foreseeing the recognition, as hgopens in
Reponswith the spiral form | mentioned before. Here, the
musical idess are enriched by what they have encountered. It's
always the same form or arch, with changing combinaionsor
mosaics.



DI PIETRO: Could you tell me how tha hgppens with the
violin of Anthemes and the electronics?

BOULEZ: Waéll, the dectronics have nothing to do with the
form. The form has to do with the motives played by the
violin. It would take too long to explain this in its entirety,
how the form is coneived. | have the same type of
development of idess, but sometimes with the violin, and
sometimes with the electronics. For indance, when there is
some action on theviolin, when thetoneis prolonged by some
electronic device (let's say sampling and so on), you can have
pizzicatti which are very irregular in the violin and which are
accompanied by samplings of pizzicatti in the computer, but
completely aleatoric. Then you have a mixture of the aleatoric
and written-down values, which is very interesting, because
this mixture is completely unforeseeable.

DI PIETRO: Themachinefollowstheviolin?

BOULEZ: Yes, the machineis programmed to play a certain
nunmber of pitches, which are the same pitches that the violin
plays, yet those pitches are totally adeatoric as they appear.
But tha does not mean tha you cannot choo® a field. You
can make some pitches appear more frequently than other
ones. Youcan orient thealeatoric process.

DI PIETRO: Have you expeaimented with the machine
actudly interpreting the sound®

BOULEZ: No, tha is precisely the difference between the
machine and the human beng. Because the peformer has a
gesture which is impossible to quantify. The quantities are
each different. So, even if you have musca values -- for
example, the fact tha you have an accent, or a crescendo, or a
gesture tha you want to present -- these values are condantly
augmented or shortened in a very tiny way. This kind of
changeof quantities is wha makes the performance. With the
machine, you cannot do tha. Although you might do an
approximation of the peformer's spontanety via computer,
the result will soundartificial. If you ask, for ingance, for a
kind of aleatoric process on the accentuation, you can have it,
but tha's not afull real gesture; it's akind of aeatoric gesture
only. The gesture of the peformer is directed towards
something, and the machine on the contrary, is not. With the
maching you can quantify very precisely, but tha
guantification is not a gesture in itself. You can make, from
the quantity point of view, things which are much more
complicated than a live performer would ever be able to do.
Further, | notice in usng machines tha there are some things
tha are impossible for live players -- not only in terms of
values butin terms of intervals. For example, with theviolin
you cannotreally do very small intervals (because the finga's
are too thick, smply tha). When you do smal intervals
electronically you hear that difference between performer and
machine possibilities very quickly. If you are organizing the
pitch in such a microtond way with a computer via the
assistance of a conventiond e ectronic keyboad, then you can
play whaever you want, and you will have the pitch: very
defined and impossible to play on our traditiond hdf-tone
acoudic ingruments. So thd is interesting. What | call the
electronicsis "tranggression.” Y ou can trangyress thelimits of

wha we can do with our traditiond ingruments now, and we
aso are finding new possbilities of performance. In a
paticular case, you can transgress boundaies with this new
piece of mine for violin. | have some segments, which are
artificial sequences tha are triggeed by theviolin itself. And
the pizzicatti are at such speeds tha you could not play them
with the finges, yet you can very well hear it, because the
computer is doing the pizzicatti. Tha's interesting: to
tranggress thelimits of ingruments, with thetechnology tha is
at our disposal today. The same with theideas of space. With
the violin, when you play, it projects because you are realy
there. But, if you add what | call a virtud score (a score
which is electronic), then you can have the division -- sound
projection -- in space very easily, and ingantly you hear a
sound here / you hear a sound there.  This would be
completely impossible unde ordinary circumstances. Even if
you actudly set up multiple live violins separated in space
with music stands the reaction time will never be as quick as
with avirtud score. Thereaction time of alive peformer is
limited.

DI PIETRO: Thecomputer has triggeaing mechanisms?

BOULEZ: Yes, we have wha we call now the score follower.
You ingribe the score in the computer and then each time the
live performance is followed mogly by the electronics. Then
at some point the live peformance trigges the electronic
music. Sometimes the score follower does not rely only on
the pitch. It relies sometimes on the duration or on the attack
-- because, in the case of the piece unde discussion, the violin
(unlike the keyboad) has a sound definition tha is very
precise. The peaformer mug find the pitch, whereas on a
electronic keyboad the sound definition is merely direct and
goes draight into the machine  On the violin you have
different fingeings andit is much less easy sometimesto pick
up thepitch of theviolin with the score follower. So you have
to rely on the other dimensons of the sound, which are not
only the pitch, but the dynamic profile and/or the duration.
You can decide, for example, that a sound duration of more
then four secondsof a segment will trigge something, buttha
shorter than fourwill nottrigge. You can decide according to
various parameters. The whole triggering process does not at
all have to be centered on thepitch itself. So you have various
methodsof approach andthe characteristics are very fast..

DI PIETRO: IstheDX7 used with the score follower?
BOULEZ: No, thescoreisinscribed with a Midi-convention.

DI PIETRO: You have said tha inditutes like Ircam are
plagued by people who think they are doing something
marvelous jug by playing around with the technology. But
that it is much more difficult to invent a dialectical exchange

BOULEZ: Yes, tha is exactly wha we have been talking
about because it is s0 easy to play with machines and have a
kind of result which is not a al conceived propealy. A
composr may not have looked at thereal relationship onecan
have between theinvention of musc and thetool oneis usng.
The creative relationship is much more important than jug
playing with all the equipment asif it were toys



Barney Childs in Memoriam

JM FOX

Barney Childs composr and educator, died at his home in
Redlands CA, onJanuay 11. Hewas 73.

Childs was bom in Spokane WA, Februay 12, 1926, and
moved with hisfamily to Palo Alto, CA, in 1939. Heearned a
B.A. from the University of Nevada a B.A. and M.A. in
English Language and Literature as a Rhodes Scholar at
Oxford University, and a Ph.D. in English and Musc from
Stanford University, where he was a Fellow in Poery and
Creative Writing. As a composer, Childs was largdy sdlf-
taught until the early 1950's when he studied at Tanglewood
with Carlos Chaves and Aaron Copland, and in New York
with Elliott Carter. By thelate 50's his works were performed
regularly in New York (induding peformances at Max
Pollikoff's Music in Our Time series and the Musc in the
Making series) and elsawhere throughoutthe U.S.

In 1956, he accepted a job as Indructor of English (later
Assistant Professor of English) at the University of Arizong
where heremained until 1965,when he became Dean of Deep
Springs College, CA. From 196771, he was Composr in
Residence (Acting Dean, 1971) at the Wisconsin College
Consrvatory, Milwaukee. In 1971, he began teaching
Literature and Musc at the University of Redlands CA,
becoming a Professor in 1973and a Faculty Research Lecturer
in 1979. He was a Visting Lecturer a the University of
London,Goldsmith College, in 1989.

Childs was Poetry Editor of the joumd Genesis West (1962
65) and an Editor of Perspectives of New Mudc. He was the
author of numerous scholarly articles affirming his musca
and aesthetic views, and, with the composer Elliott Schwartz,
edited the book Contemporary Composers on Contemporary
Mudc (1967, 1998) From 1964 through 1982, he ran
Advance Recordings a record company tha championed the
music of such contemporary composers as Richard Maxfield,
Harold Budd, and Robeat Ashley.

Childss compostions fredy explored diverse avenues of
muscal thought and drew ingiration from many sources,
induding traditiond concert music (especiadly tha of such
composrs as Hindamith, Ives, Ruggls, and Copland), the
open-form works of John Cage, and jazz of all styles. Heiis
particularly noted for hisinnovdive and influential scores tha
invite their performers’ collaboration in the very condruction
of theworks and in which indeerminacy and improvisation sit
side by side with traditiond forms of structure and notation.
His compostions indude two symphonks, concertos for
clarinet and timpani, five wind quintets, five brass quintets,
eight string quatets, many chamber pieces for unusud
groupingsof ingruments, and many solo works (often written
specifically for such new-musc virtuos as bassist Bertram
Turetzky). Among his mog noted pieces are Jack's New Bag,
Any Five, Interbalances I-VI, Welcome to Wipperginny, 37
SongsSonaa for Trombone and A Box of Views.

RembemberingBarney Childs

AREL LUCAS

| met Barney at the University of Arizona when | was
searching eagerly for my name on the list of those who had
passed the placement test for freshman Endlish. Barney poked
his head out of the office door nearest the bulletin board and
asked me if he could be of hdp. | have no idea wha made
him spesk to me, but | think he had helped proctor the exam
and knew who | was. | was spared "dummy English," and,
after that, signed up for Barney's second-semester class.

He didn't dways teach music. For many years at different
colleges he aternaed music teaching with English, depending
on the jobsavailable, and these years at Arizonawere English
years. He wrote poetry, some later set to music, and his
poans were my first introdudion to his mind. Barney was
paient with me. Although| sometimes saw him frudrated
with students in class, he never focused on me the beam of
sarcasm tha he carried in those days (age 32). When -- |
shudde to think now -- | asked him wha his favorite song
was, heclarified with me that | was indeed speaking of current
popubr songs and then, after some thoughtand puffing, said
Kurt Weill's " September Song”

Until | met Barney, | only knew 18th and 19th-century
classical and 20th-century populr mudc. | had ransacked
both my mother's and the public library's extendve musc
collectionsuntl | knew the 3 B's and ther progeny by heart,
and | was bored with them all. | hed had alittle musc training
on the piano, spending very little time at it as a college
student.  But | wanted to like and be a pat of everything
Barney was, so | began to go to concerts where his musc was
played. At first the dissonance of the musc hewrote in those
days (195819603 put me off. But it was his and | was
determined to likeit, so | stuck it out Soonl found it exciting
ingead of annoying. And | began to like the other musc |
heard at these contemporary concerts as well.

Although| can't find his phobgraph tha for years sat in a
silver frame wherever | was, |'ve unearthed the Christmas card
he hand-crafted and had copied oneyear, of an arrangament he
made of Chales lvess A Christmas Carol. This is my
reminde tha Barney introdued me to themusc of this quant
and unacceptably moden composer who led a double life as
an insurance agent in New England, much as Barney was
buried teaching freshman English in Arizona Possibly
Barney's work from this peiod has been forgoten. My
favorite is Welcome to Whippeginny, but | see in my
collection a copy of a playbill autographed by the playwright
and director of Soltaire, aplay for which Barney wrote music
in 1960. | thoughtthen and till do tha Soltaire deserved
better than to be forgotten after a little-theater produdion in
Tucson. Written by another buried gem, Robat Hammond,
in French and English while he taught French at Arizong
Soitaire is a Six Charadtersin Serch of an Author tale. The
musc was recorded for local use by the Faculty Woodwind
Quintet, directed by Samud Fain of the Mudc Department.



When | acquired ataperecorder (a25-1b. "student” "portable"
Sony, reel to red, tha till works) to "do" sound for loca
theatrical produdions | recorded Barney's music, paticularly
his theater musc. When we were togeher, his pipe smoke
filled theroom and | learned nat to taunt him about "smoking
more matches than pipes,” because it irritated him.

| aso recollect in some deail the mudc for The Cretan
Woman (Robinson Jeffers), directed by Pat Ryan (then of the
Drama Department) at the Jewish Community Center at the
end of 1960. Barney wrote inddental musc for harp, and |
recorded it. He had a great deal of difficulty working with the
student peformer to get the piece right. After he thoughthe
had the recording as good as it was going to get, suddenly
exclaimed to me that at last he knew wha had been wrong
with the performance from the beginning of rehearsals -- it
had been played at exactly hdf time! My offer to start al over
agan went unheeded; it had been too much trouble to record
as it was, and it was played this way throughout the
performance, since my recording appaatus would only have
distorted the pitch had we speeded it up (We tried it!). Barney
also wrote the musgc for Hammond's Bon Voyage, which |
assistant-directed, and this may have been our last
collaborationin theater musc.

Barney, a student of Elliott Carter's, had interviewed him for a
musc mageazine, and | offered to transcribetheinterview. (By
then | think he had left the University, and | was back in
Tucson working in the Drama Depatment.) If | had heard
John Cagés name before | don't remembe it.  But this
mention got my attention: Carter called Cagés musc
"obxene" Wha on earth, | wondeed, could it be about one
composr's music tha could cause another composer to use
such a word? It wasn't content he was talking about My
curiodty piqued, | rode a hunded miles on icy highways to
experience my first Cage/Cunninghan performance, and tha
changed my life aswell.

Electronic musc was another area to which Barney indirectly
introdueed me, since became familiar with Stuat Dempder,
due to his commissioning works from Barney. And after |
moved to San Frandsco | went to see Dempger play at 321
Divisadero -- the address of the Tape Musc Center, an early
San Frandsco venue for Subomnick, Buchla, Sende, Riley,
Oliveros and othersin the early tapeelectronic crowd.

When Barney introduced me to Aaron Copland it was almosgt
phydcal --we were a few feet away from Copland at an
Arizona conart when Barney elbowed his way into his
teacher'sdressing room

When | succeeded in gaining admission as atrander studentin
my junior year to Stanford, | was surprised, but Barney wasn't.
How did | miss tha he was only four years away from
Stanford himself when | first met him? So | wondeed at the
hint of bitterness in his last letter to me when he answered a
qguettion. | had donaed a tape or two of his to the musc
archives at Stanford and asked him about some of the musc
onthem. Hereplied with as much as he could remember, but
also tha he hadn't heard tha they were playing his mudc
there.
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He also wrote that he had seemed to have composed himself
out of idess, and | was very sorry to read tha. | had tracked
him to the University of Redlands, not having correspondel
with him since the '70s | see now from Web sources tha
those were very produdive yearsfor him. | met Barney in the
May of his life, when mine was just beginning, and we kept
track of each othe for a few years, perhgps the summer of
Weill's song. Then suddenly it was December. It was as
thougha few letters extended our acquantance into the '70s
then onelast |etter afew years ago, then theend.

The University of Akron's Sylvia Smith Archives of Smith
Publicationsand Sonic Arts Editionsholdssix of his published
scores (19651987) and a short biography of him may be
found at www.uakron.edu/ssma/composers/Childsshtml The
scanned phobgraph of him tha accompanies the bio only
contains a few remindes of the Barney | knew. Certain
planes of his face look familiar, but the pho is in black and
white, and so does not show har color, and Barney did not
sport a mustache in the Arizonadays. This was a Barney |
didn't know, the Barney Childs who took up residence at the
University of Redlandsand taughtthere until heretired.

Barney began tha life about where our contact left off, in
1974. Assistant professor of English at Arizonawhen | knew
him (the least they could do after his undegraduae degree at
Oxford and his Stanford Ph.D.), he was a full professor at
Redlandswhen he died as an emeritus While at Redlandshe
was director of their New Musc Ensemble and member of the
American Compogrs Alliance. His mudc was peformed --
among other places -- at the University of California at San
Diego by Bertram Turetzky, who | remembe from the
Arizona days. With Turetzky, Barney edited a series of
textbookspublished by the University of California, The New
Ingrumentation, from 19741985

Rastascan Records (www. rastascan.com/other.html) has two
of his pieces, The Edge of the World (with Marty Walker on
clarinet, Barney on piano and celesta) and 37 Songs(with
Dave Hatt on piano). There should be some of Barney's musc
a Mills, the inheitor of the Tape Mudc Center. Although
Tape Musc Center concerts aired often on KPFA-KPFB, the
Pacifica Founddion archives in Southern California have been
unable to find those programs thus far. Some of Barney's
scores are in the Stanford School of Musc Library, as well as
a couple of tapes in the department's Archives of Mudc. A
recording and some scores may aso be foundat the San Jose
State University Library. Thelast | heard Barney's mudc, it
was on thevinyl at San Jose State. Thelagt, that is, exceptin
my head on Februay 14, Vaentinés Day, Barney's voice
singing "papa. . ." and hisarm keeping time as heused to do.

A Vaentine to Barney, long overdue The University of
Redlandspaid tribute to him with atwo-day festival at the end
of Januay, unde the direction of Philip Rehfeldt. His music
deserves wider dissemingion. If any ensemble or symphony
isinterested, the resources mentioned aboveare available, and
| would behgppyto assist if | can (arel @pachdl.net).

With love and respect to Barney Childs 19262000, teacher
and composr.
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Concert Reviews

Frances-Marie Uitti:
Cdllist of Champions

ANTON ROVNER

Frances-Marie Uitti.  Septembe 13, Composrs Union
Building, Moscow, Russia.

A notable event at the very beginning of the concert season in
Moscow was a recital played at the Large Hal of the
Composers Union Building in Moscow by the famous
American cdligt, living in the Netherlands for many years,
Frances-Marie Uitti. Born in Chicago of Finnish ZmigrZs,
Uitti studied cello with George Neikrug and Ledie Parnas,
then went to Italy to study with Andre Navarra Playing
regularly all throughout Europe in numerous concerts and
contemporary musc festivals, Uitti had aready made her
debut in Moscow in May 1998, during the Moscow Forum
Avant-Garde Plus Festival, which took place a8 Moscow
Consrvatory. This visit, her second to Moscow, was
organized by the presently indgpendent artistic manager
Vaeria Gorokhovkaya, with the aid of the Russian
Composrs Union, the Gaudeamus Foundition (The
Netherlandg and the Embassy of the Kingdom of the
Netherlandsin Moscow.

On September 13, Uitti gave a master-class at Moscow
Consrvatory's Rachmaninoff Hall, ddighting the audience
with her many novd tricks and extended techniques for the
cello, the mog striking of which was playing the cello with
two bows simultaneoudy, an effect which allowed her to play
on three or four strings at one. Other effects induded all
sorts of col legno, sul ponicello, and sul tasto; and playing on
the other side of the bridge As examples of her technical
effects sheplayed short fragments of the compostionsthat she
had prepared for therecita in the evening.

In the evening on the same day, Uitti gave her recital at the
Compogrs Union Building. She started her program with

Gysrgy Ligei's Sonaa for Sob Cello, an early piece from
1952which for the mog part follows the traditions of Bart—Kk,
and the mog "classical" piece on the program. She continued

with lannis Xend&kiss Kottos (1979) a more radicaly

extravagant piece, very technical and virtuosc, utilizing afair

share of glissandi that fit the dramatic, formal, and muscal

needsof thework.
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Gysrgy Kurtag's short, lyrical, and enigmatic Message to
Frances-Marie was expressive and innovdive in utilizing
regular and simple means the whole piece was essentially a
four-part chorale. Here Uitti was able to ddight the audience
with her two-bow technique playing the four-note harmonies
on all the strings during the entire piece. This piece was
written by the composer after hearing Uitti peform a Luigi
Nonocompostion.

Elliott Carter's Figment (1995) was more dramatic and
expressive, utilizing a dynamic, technica texture with
rhythmically elaborate linear passages, doubk stops and new,
innovdive sounds A Monment of Repos (1997) by Mikhal
Liebman, was long, extremely quiet, and static in a dramatic
way, compensating for the lack of extroversive dramatic
action by meansof the many ddicate gradationsof texture and
subtie sound effects, some of which were produed by

utilizing intricately used extendead techniques, induding
harmonics, glissandi, and sul porticello.
Etudes (1998) by Alexandra Filonenko, combined

emotiondly lyrical and technically experimental features,
consgting of a wide assortment of harmonics and glissandi in
the uppe register of the cello, as well as other suave, fleeting
and wavering effects, produced by both standad playing and
extendal techniques. A totally different type of piece was
Give me one more night (1998) by Dutch composer Martijn
Padding, which was more down-to-earth and dramatically
eclectic, very much in the vein of contemporary Dutch musc,
combining elements of diatonic and chromatic harmonic
languayes, as well as elements of Neo-Classicism with more
novd, outandish techniques. In contrast to the previouspiece
the composr padded out more robug and fully sonomus
textures, sometimes bordering on the grotesque utilizing,
among othe extended techniques, the two-bow conceit for
sonomus chords. The work was evidently written on a strict
commission deadline and the compo<er, who ended up writing
a compostion longe than expected was begging his sponrs
for onemore nightto finish it, hence thetitle.

Stijklicht, by Dutch Guus Janssen (b.1951) was another
opulently eclectic piece, agan following the Dutch vein, in
combining tond with atond harmonies and Neo-Classicd
textures with experimental ones. The piece gradually adopied
an amog minimalist type of sound, since the development
gradudly became more and more atic, the lush textural
sonoiities taking up the place of the hamonic and melodic
workingsout Thetitle, "LightPlaying" involves apunonthe
word "light" which, as in English, means both natural light
and lightweight

A new compostion by Uitti herself was a short and lyrically
dramatic, amog melodic (in the more extended sense) piece,
demongrating her excellent command of many
aforementioned extended techniques, with innae emotiond
and lyrical qudities.



Carbon Copy Opera

JAMES L. PAULK

Michael Gordon, David Lang, and Julia Wolfe's The Carbon
Copy Building (Text and drawings by Ben Katchor), directed
by Bob McGrath, conduded by Martin Goldray, with Tony
Buette, Theo Bleckman, Katie Geissinge, Toby Twining, and
Bang on a Can Live (David Cossin, Bohdan Hilash, John
Benthd, and Goldray). September 29, The Kitchen, New
York, NY.

The Carbon Copy Building -- an expeaimental opea by
Michael Gordon, David Lang, and Julia Wolf -- puts a comic-
book drama by cult cartoonist Ben Katchor on the stage
Katchor's work, especialy the series Julius Knipl, Real Estate
Photographe, which has been running in alternative weekly
newspgpes for over 10 years, features dark humor built
arounda complex, surreal urban world of off-kilter characters
with quirky occupdions and a brooding sense of depression
and londiness. | have been afan and follower of Katchor for
years, but | never imagined his work as an opera. | was
wrong. The team which put togeghe The Carbon Copy
Building has managed to create a work which is amazingly
true to the world of Katchors cartoons Usudly, when
something like a cartoonis expanded into thetheater, let done
into opea, the hard-core fans are disappointed. With the
cartoon, the soundis missing, and in Katchor's work, the color
is gone as well, so the imagination fills in these elements.
Because the music, the voices, and the stage are boundto be
different from whatever someone had imagined, there is a
huge potential for let-down (the same problem occurs with
books for example, The Great Gatsby). Wha this
collaboration has accomplished is to create something tha has
so much well-conaeived Katchoresque character tha it wins
theaudience over.

The story is about two buildings identical but located in
different parts of the city. Over time, the neéghbahoodshave
had different fortunes. Oneis now quite upscale, home to a
blue-blood founddion tha funds utterly useless nonense.
The othe has gone down, and is choppel into cubicles
housng bizarre enterprises, one of which embadms leftover
desserts from restaurants, so tha the dineas can have a
souvenir of important meals. In the opea, a couple who work
at the founddion have a near romantic evening (sort of, in the
Katchor way) at a restaurant, and their dessert travels to the
embaming busness and back to the founddion office. A
bicycle messenger carries the dessert and is the othe
princpd. This deceptively simple action takes place agang a
backdrop of Katchor's drawings projected onto scrims in such
a way tha the characters and props are integrated into them.
The opea is divided into a series of episodes, and projected
titles replace much of the spoken dialogue or recitative,
fundioning rather like the bdloonsin cartoons
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The mudc is a pastiche of late-60's or early-70's rock, and
minimalist sections tha echo Steve Reich and Philip Glass.
There isn't alot of new muscal groundhere, butit is artfully
assembled and accomplishes the objective of undelining the
action. There are occasiond arias, sung recitatives, ensembles,
and a lot of instrumental musc. A more complicated or
ambitiousscore, in this case, would have gotten in the way of
Katchor's materia, and Katchor is definitely the star of this
show. This was truly a compostiondly collaborative effort,
andit isimpossible to knowwhich composer did exactly whét,
although one can sometimes make a pretty good guess if
familiar with the creators individud work (an added bonusfor
theinvestigatively indined).

The four singas were ablutely excellent and the
ingrumentalists were outstanding. Director Bob McGrath and
the produdion team did a supeb job of re-creating a 3-D
verson of Katchor® world.  Three composers, three
dimensons and a threeeway produdion effort by The
Kitchen, the Ridge Theater, and Bang on a Can, made thisin
nine ways one of the most successful new works I1&e seen in
quite awhile.

On Waves of Sound

ANDREW SHAPIRO

Laurie Andeson's Songs and Sbries from Moby Dick.
Octobea 27, Zelerbach Hall, University of California,
Berkeley, CA.

Laurie Andeson began Songsand Siories from Moby Dick
strongly -- playing a ddayed and intensely amplified violin
while being accompanied by a rising curtain revealing waves
on avideo screen.  An extremely gorgeous stage design and
imaginative mudcal soundsapes, coupled with witty and
provoking monologues, were bound togegha by Ms.
Andeson@tende and soothing voice.

AsAndeson sat in a huge(l emphasize hugg char ddivering
her stories, the audience was drawn into her world, aworld of
touching contemporary musc and performance allied with her
eye for obgerving the less-examined aspects of hearts, bodies,
and lives. We laughal when she asked rhetoricaly and
Senfeldianly: QWha(@ the name for tha trench between our
nose and mouth? For such an important feature, shouldn®it
have aname?"



After about20 minutes, the show took aturn into materia that
is best described as a set of songstha seem to take a sincere
and degp condderation of certain portions of the 1980'sand
90's pop catalogue For the mog part, every song (whether
sung by Andeson or he suppoting cast of male
singas/dancers) was reminiscent of familiar populr muscs.
"Green Sea,O a sort of Irish-sounding pop tune sung and
danced to by the accompanying cast, contained elements of
New Kids on the Block and The Backstreet Boys Other
names such as Celine Deon, Tears for Fears, and Cindy
Laupg came to mind.  Visudly, "Green Sea" "Boy
Overboad," and "Last Man" brought recollections of Les
Miserables, Rent, and Strlight Express as the stage was
intermittently infused with smoke while "new Broadway"
choreography and lighting was clearly at hand.

Between songs, Andeason offered additiond violin playing or

monologue These were welcome attemptsto hark back to the
opening mood of the show. However, the almos magical

psychological congructions tha Andeson initialy achieved

were never thereafter long present, as another BB0®@ songO
would kick in.

Theae was a tremendousy warm reception for this
performance. |f Andeson was attempting to give the crowd a
show about pop music@ influence on the experimental music
tha grew out of the 60@ and 708 downtown New Y ork scene
(early Kitchen, etc.) then shedid agoodjob. More interesting
was the video screen, which contained some great images tha
would make stunning album covers for neo-80'smusic.

World Choral Organization

MARK PETERSEN

The Esoterics present Beata, 24 works ingired by the Blessed
Virgin Mary. December 16, Chapd of St. Ignaius Seattle
University, Seattle, WA. Through December 19, Tacoma,
WA.

The city of Seattle played hog to two remarkable globd
events in Decembea 1999. The first -- the meeting of the
World Trade Organization (WTO) -- is now referred to as
(rheBattle of SeattleOby themedia. The second, which wedl
cal the QWNorld Choral Organization (WCO0),0 had a
significantly differentimpact ontheloca environs

The meetings of the WTO attracted ddegates from dozens of
counties, representing six continents. The WCO had no
ddegaes; however, the composdtionson the program did hall
from the GomersOof the globe Europe was represented by
Pierre Villette, Petr Eben, Ant—nGarcia-Abril, Pablo Casals,
JosZ Firmino, Jnos Vada Trond Kverno, Einojuhani
Rautavaara, Jan Sandgrsm, Berg, Distler, Javier Busto, P3t,
Stravinky, Andrzej Koszewski, Goffredo Petrass, HjSmar
Ragnasson, and Bax. Africahad two representatives -- Giles
Swayne and John Joubet -- as did North America: Healey
Willan and JohnHarbison.
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Heitor Villa-Lobosand Peter Sculthompe contributed on behalf
of South America and Audraliarespectively.

The WTO met at the Washington State Convention Center, on
the west side of Seattle@® Capitol Hill. A major focus of the
convoation was to establish the group® agenda for future
gaherings -- essentially a Gneeting to plan more meetingsO
According to news reports, they were unable to complete the
task. The WCO peaformed jug a few blocks away at the
recently dedicated Chgpd of St. Ignaius on the Sesttle
University campus on the east side of Capitol Hill. The
latter's agenda was clear: to present contemporary a cappdla
repertoire from aroundthe world which celebrates the Blessed
Virgin Mary. Themusdca and programmatic objectives were
dispached with aplomb. An unmitigated success.

In addition to its ddegaes, the WTO attracted tens of
thousnds of protesters roaming the streets of downtown
Seattle. A few hunded, calling themselves Ginarchists O
bedecked the city with spray pant, broken glass, overturned
newspgpe stands, and dumpger fires; prompting law-
enforcement to add peppe spray and tear gas to the ambiance.
In contrast, the WCO enticed a few hundied visitors to spend
120 captivating minutes in a significantly more meditative
environment. The Chgpd of St. Ignaius, designed by New
York architect Steven Holl, was selected by the American
Ingitute of Architects as a 1998 Honor Award winng. The
flowing lines and lights of the worship space profoundly
complemented the muscal offerings No dunpster fires were
obsrved... only candles on thedtar and Advent wreath.

In ther seven-year history, The Esoterics have consstently
sought to perform chdlenging, virtuosc choral repertoire
which is unlikely to be heard anywhere else: Qo boldly go
where no chorus has gonebefore.O The Beata peformance
was no exception. Chronologically, the compostionsspannel
the 20th-century; from Bax's epic Mater ora filium (1921)to
Javier Budo's bipatite setting of O magnum mysterium
(1998) The peaformance also traversed much of the musca
spectrum -- early works of Berg and Stravinsky, the quesi-
liturgicall moddities of HjSmar Ragnasson's Ave Maria,
gratia plena (1985) and Trond Kverno's Ave maris stella
(1976) the amospheaic clugers of Rautavaara® Canticum
Mari% virginis (1978) and Sanddrdm's Es ist ein RoO
entsprungan (1995) Petrassi's serialism and much, much
more. The group (or in several cases, sub-group came
eminently prepaed for a peformance which could be
conddered the "Choral Olympics.” Give them near pefect
marks and a sweep of thegold medds.

There is one find compaison between the WTO meetings
and The Esoterics WCO peformance. Many of those
involved in the WTO proceedingsreceived free trangoortation
(in school buses) to local jails or temporary incarceration
facilities at the former Sandpont Naval Air Station --
contemplating bail arrangements, deeping accommodaions
and future protests. WCO attendees had to provide ther own
trangortation after the event; reflecting on the ambrodal aural
assemblage they had just experienced, and anxiously awaiting
attendance at a future Esoterics performance.



Ban the Ninth!

JANOS GEREBEN

Michael Tilson Thomes conduds the San Frandsco
Symphonyin Gugav Mahler's SymphonyNo. 9. Januay 13,
Davies SymphonyHall, San Frandsco, CA.

Mahler's Ninth Symphonyshould notbe peformed in pubilic.

You may have better luck; | never heard alive peformance of
the Ninth withoutaudience noise ruining thefinde. It's ssimply
impossible to filter out the coughs and the multiplicity of
sound around you as the Adagio (after 90 minutes of
preparation for this moment) dissolvesinto silence.

More than just irritation, the loss has never been more
intensely felt as on Januay 13, a a very special concert in
Davies Hal. Michael Tilson Thomes conduded a matinee
performance of the Ninth, thefirst in a series of four conaerts
on the 26th anniversary of his first appearance with the San
Francisco Symphony. To make the occasion even more
poignant, thedebutin Januay, 1974,for thethen 29-year-old
was also with the Mahler Ninth.

Andyet, noneof that mattersin compaison with the here-and-
now of insired, in large pat magnificent work today by
Thomes and a fired-up orchestra taking infinite care with the
conduding pianissmo of the Adagio to coughs fidgeing, and
one enomous sneeze about 10 bas from the end. Wha may
work for Kodily's Hary Janosdoesn't for Mahler's pppp.

Onetries to get over unfortunae happenings like this, but it's
very had today when everything was moving in the right
direction. "Audience participdion” was worse than an
anticlimax; it was throwing away an enommous, towering
buildup.

Although not quite on pa with Thomass "perfect” Mahler
Fifth a couple of years ago, this was a remarkable
performance. From the opening bars -- hesitating, heavy, but
clearly articulated, "speaking" from the heart -- the Andante
was al of one piece. The tempo was exactly right, nether
pondeousnor insecurely rushing, and the music quickly built
to a violent climax, then caming in volume but not in
intengty.

First violing woodwinds the brass, concertmaster Mark
Volkert, prindpd violist Geraldine Walther especially, cellists
Michael Grebanier and Peter Wyrick, timpanist David Herbert
have al donesome of ther best work in memory.

The rakish, roguish qudity of the Laendler, the roughvitality
of the Rondocame throughclearly and well, with only adight
(perhaps inevitable) dackening of intendty, but the Adagio
built a bridgeback to the beginning.
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Thomes shaped the mudc throughout with an appeding
combingion of control and encouragement for individud
"breathing" by the ingruments. He also succeeds where the
othewise supeb Helmuth Rilling fails in playing Mahler:
Thomes alows free expression of the fear and rage in the
ugly, spastic, "out-of-control" portionsof themusc.

The work was moving to its inevitable, magnificent
condusonwhen...

Earth, Wind, and Fire

MARK ALBURGER

Marin Symphony peforms Gugav Holst's The Plands, Alan
Hovhanesss Symphony No. 2 ("Mysterious Mountain™), and
Auguda Read Thomess Ceremonial. Marin Veterans
Auditorium, San Rafael, CA.

It was a Dickensan Tale of Two Conposers -- the best and
worst of times -- at the Marin Symphony'sopening conaert of
themillennium on Januay 23 at Marin Veterans Auditorium.

The best was some of the finest playing | have ever heard
from this ensemble in often committed, sendtive, and
powerful renditions of two great early/mid 20th-century
works: Gudav Holst's The Plands and Alan Hovhaness's
SymphonyNo. 2 ("MysteriousMountain™). Theworst was OH
the choice MIGHTY to introdue a TAMALPAIS spoken
naration MOUNTAIN over some of OF the mog glorious
MY STERY musdc in thelatter.

Wha'stha I'm saying? Kind of hard to focus on two discrete
lines of thoughtat once, isn't it? Wdl, admittedly, much
musc does require such attention. The first fuguein the
second movement of the Hovhaness is well heard in close
listening by following the sinuous reverent, calmly unfolding
lines as they merge into a sumptuoustapestry. Interpolating a
spoken narrative over these lines, onethat was purely of local
import (a paean to Mount Tamalpas, a mountin loved by
many of us but certainly only tangentially related to themusc
a hand), was an absolute travesty. To my knowledge this
was and is not wha the composr -- who, in his 80's
continues to reside in the Seattle area with a view of his
bdoved Mt. Rainier -- intended. The musdc is not about
Tamalpas (it is not even aboutRainier) and if Hovhaness had
wanted a spoken narration to cloud his musc, he would have
written onein the score (which hedid nat). Butin these days
of Disney Fantada 200Gs and light shows, perhaps we think
we can do anything with the musc tha we please. Well, yes
we can. But we need to acknowledge such. Thee was no
written note in the program to explain the rationde behind
these aberant peaformance decisons.. and no advance
publicity warning of which | was aware to prepare oneself for
thefact that this was not going to be an authentic rendition of
the Hovhaness wherein onecould hear every note.



Ironically, the performance, when it was possible to hear it,
was quite good. After a rather muted beginning (the score is
marked piano, yet the divis string playing mug be full and
rich), the first movement built into lush splendor. The second
fugue -- an energetic and frenetic romp -- was rhythmically
exact and quite exciting. Unfortunaely naration intruded
one agan where the composer cannily combines both fugd
subjects into a masterful doubke fugue By the third
movement, | could barely concentrate for fear of further vocal
intrusons Condudor Gary Shddon took an Arthur Fiedler
style undestated approach; a little more rubao and passion
would have been welcomed

Shddon was definitely not guilty of undestatement in the
Hols. He gave a big, rambundious reading of the
proceedings-- bordering on camp, overstatement, and lack of
polish at times -- but vastly entertaining. This is wondefully
underated (and overated by some) mudc, tha was
progressive to an extent in its day and impressive in its
seemingly inexhaugible melodic invention even to this day.
Holst really wrote nothing else quite like it, and, while his
colleague Ralph Vaughan Williams achieved related heghts,
this work redly shines out in the firmament yet. The
rollicking 5/4 "Mars' martialled forth (even Metalica has
been ingired by this mudc) and the interior melody of
"Jupiter" remains one of the great sappy English-earnest
emotive hymnic potboilers of al time. Simply mahvdous
dahling, and «till abit of atearjerker.

The program began with the West Coast premiere of Auguda
Read Thomess Ceremonial, two brief movements ("Oh
brightness, bringing light from light' and "Let the trumpet of
salvation sound') emphasizing color and the composer's
typical updaed spin on New Viennese chromaticism.

Three Strikes and Foland is IN;
Hampson Glows in the Dark

JANOS GEREBEN

Nicolle Foland. Januay 24, Hertz Hall, Berkeley, CA.

Thomas Hampsonin an al-Mahler recital. January 24, Herbg
Theatre, San Frandsco, CA.

Nicolle Foland is a striking young woman, with a Musetta-
pefect bright, striking soprano. On Januay 24, for her recital
in Berkeley's Hertz Hall, she wore one of the mog striking
ouffits I've ever seen in a concert hdl (other than the Kronos
Quartet, of course).

For the first hdf of the concert, she had a cardind's floor-
length ensemble, with only he face and hands showing; after
intermission, the jacket came off, leaving what no longe had
an ecclesiastic resonance.
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Composr Jake Heggie provided the suppotive
accompaniment; his songsformed one of the varied concert's
sets.

Foland ddivered accurate singing, fine diction in six
languayes, and bright, focussed top notes. However, she sang
without too much shading, emotion, or color. Two sets of
Debussy songs were downright bland.

Foland's Russian diction and "Russan sound" were
noteworthy in five Rachmaninoff songs Heggie playing
spectacularly, Foland ending each songbeautifully.

Two of the Heggie songs-- Ample Make This Bed and The
SunKept Sdting -- of the al-Dickinson set were performed
for thefirst time, both impressive in ther simplicity and quiet
power. Foland, who sang in a more relaxed and lyrical
manne here, caughtthe quiet, sincere toneof the older Heggie
works to Dickinson texts -- She Sweeps with ManyColored
Broons, AsWell As Jesus?, and At Lag, to beldentified!

Now tha some brief excerpts from Heggie's upamming opea,
Dead Man Walking, are beginning to leak out, it's amazing to
hear the difference between his very large twisting, late-
Strauss orchestral musc and the unique"Heggie sound"in the
songs (utterly simple, accessible) -- the "two Heggies' seem
two different composers.

In Herbg Theater tha same evening, Thomes Hampson
offered the second al-Mahler recital in three days, once agan
accompanied to pefection by Craig Rutenbeg.

But Hampson entered the stage alone at the beginning of the
concert, and presented a fascinding, if somewhat rambling,
10-minute speech about wha he called "the naure of song
recitals," leading up to a suggestion tha if the audience
follows the text, it may be detrimental to full appreciation of
thework.

Rather then leaving matters on the level of a hint, Hampson
said lights will be dimmed during thefirst set ("to wean you")
and then completely turned off. (At the end of the concert, he
asked wha the audience thought of the idea, and he got a
mixed respong.)

Hampson said the text and program notes ("you have good
ones tonight, | know because | wrote them") should be read
before and after therecital, not during. He urged the audience
to focusbeyondthe text, "beyond me and Craig, perhapseven
beyondMahler."

All this, coming from a lesser artist would have been irritating
a best, a tunoff at worst, but Hampson made his case so
convinangly, and he ddivered such a powerful peformance
that the matter became jus a dightinconvenience.

Don'tmiss Hampson, but take aflashlight



Record Reviews

Behind Thelron Wall

MARK FRANCIS

Denndte Derby McDermott. Sob Czech Flute. Denndte
Derby McDermott, flute. Vestige GR9906-1, 1999.
mcdermottd @alphansula.edu.

Denndte Derby McDermott's Vestige release, Sob Czech
Flute, contains the musc of three composrs relatively
unfamiliar in the West. All are nendassical works tha range
from themid-50'sto early 90's

Jindrich Feld'sFour Pieces (1954)beginswith "Meditation," a
gentle, flowing alegretto tha dives and soars. The enauing
"Caprice," a mixture of quick passages and trills, is followed
by "Intermezzo," a folk-dance homege to Bart—k. The last,
"Burlesque" flies along with its dandng A section and its
more relaxed B.

The Four Partitas (1954) of Jan Rychlik are six minutes long
and aternae tempo in the manne of a Baroque patita. Of
note is the second partita with its lovdy prologue its curious
fugue its charming bdlade and mercuria finde. Also
remarkable is the hunorouschaconneof thefourth partita

Jan Nov&'s Preludeand Fuguein C (1979)with its habanera
like fugue and Preludeand Fuguein A (1979)with its Bach-
like rhythms are showpieces for the peformer. Though
centered on tonics, both shift tondities rapidly and
unexpectedly.

The CD closes with Feld's Introdudion, Toccata, and Fugue
(1991) This remarkable seria work makes colorful use of
extended techniques (jet whistle, key taps etc.) and the low
and high registers of the flute. Theintrodudion is tense and
mysterious as it flies from pitch to pitch. The toccata aso
makes use of these extremes while returned to a pedd point.
The highlow aternaion continues in the fugueas the notes
come faster and faster.

These are difficult works handled deftly and musically by
McDermott. Flutists looking for solo works in the five- to
seven-minute rangewould dowell to look here.
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Begin theMcGinn

ELLIOTT SCHWARTZ

John McGinn. The 20th-Century Piano [Henry Brant. Two
Condusons(1930) Musc for a Five & Dime (1932) John
McGinn. Dream Prologue (1985) Three Improvisations
(1998) Lawrence Moss. Racconto (1996) Russell Woollen.
Four Pieces for Sob Piano (1972) John Stephens. Preludio
& Sdezando (1996) Susan Forrest Harding. Bojador
(1989)]. John McGinn, Henry Brant, and Susan Forrest
Harding. AmCam RecordingsACR-10312.

In contrast to many recently issued recordings with a single-
minded esthetic direction, this CD offers the format of an old-
fashioned pianorecital: abroad rangeof styles, techniques and
historical periods filtered through the sengbility of a single
performing artist. In this case, however, dl the styles and
"periods’ come from the 20th century -- presenting, in fact, a
rather wondeful panorama, thanksto the eclectic taste of John
McGinn. My own favorites are the densely dissonant (yet
lyrica) Racconto by Lawrence Moss, and a taut, dighty
acerbic suite of four piecesin aneo-classic/neo-tond vein by
Russell Woollen (the third, based on a Galliard by John Bull,
isredly elegant).

What a specia treat it was, in addition, to hear Henry Brant's
Musdc For A Five & Dime (peformed by the composr -- a
guest artist on this digital "recital!"); this is one work tha --
possibly because of its novd title? -- onealwaysfindslisted in
textbook surveys of 20th-century musc, butrarely hears. It's
wondeful, then, to report tha the quirky, inventive, Satie-
meets-Tin-Pan-Alley mudc lives up to itstitle, and then some.
| was aso impressed by the McGinn improvisations which
bring the recording to a close. The last of these, with Susan
Forrest Harding playing on the piano strings while McGinn
performs at the keyboard, produces a striking array of timbres,
many of them highly evocative.

McGinn is an excellent new-musc pianist, and a fine
composer/improviser as well. | wish his biographical sketch
had been more detailed, however. It notes a doctorate from
Stanford, followed by a highly active career in the Bay Area.
But his list of compostion teache's also suggests a bit of
Harvard in his background(or is it Tanglewood?. Moreover,
McGinn seems well-versed in the Baltimore-Washington new-
music scene since a nunber of the composers on this disk --as
well as AmCam Recordings -- are based there. His liner
notes asde, wha's mog important is McGinn's talent as
composx and performer. Hes adso a very suppotive
colleague it was refreshingly generousto cede some of his
disk-recording time to Henry Brant. For al these reasons,
plusthegreat cover art (!) this CD is definitely recommended.



Pianistson Overdrive

MARK ALBURGER

David Rakowski. Hype Blue [Martler (Etude No. 14,
ingired by Martin Butler's Jazz Machine - 1997) Hyperblue
for piano trio (991-92). Les Arbres Embuz (Etude No. 7 -
1995) Sesso e Violenza (199596). Corrente (EtudeNo 10 -
1996) Three Songson Poems of Louise Bogan (1989) E-
Machines (EtudeNo. 1 - 1988) BAM! (EtudeNo. 2 - 1991)
Attitude Problem (199697)]. Marilyn Nonken, The Triple
Helix, Ensemble 21, Judith Betting James Goldsworthy.
CRI.

Karl Aage Rasmussen. Mudc for Piana [Etudes and
Podludes. Barcarole. Contrary Dances]. Rolf Hind. Bridge

Vicki Ray. from the left edge [Stephen Hartke. Sonaa
(1998) Amy Knoles. Belgo (1997) Paul Dreshe. Blue
Diamonds(1995) Arthur Jarvinen. The Meaning of the Treat
(1995) Dondd Crockett. Pilgrimage(1988) Shaun Naidoo.
Bad Times Coming (1996]. Vicki Ray, Piano. CRI.

Marga Richter. SnowMounfin: A Spritual Trilogy [Qhanti
(Snow Mountin): Tibean Variations for Cello and Piano
(1988) Requiem (1978) Landscapes of the Mind Il (1977)].
Marga Richter, David Wells, Daniel Heifetz, and Michad
Skelly. Leonada

Ordering vanilla ice cream or a bean burito may be a bit on
the boring side, but it's a goodtest of a purveyor's wares in
these days of myriad culinary choices. Similarly, composers
can often be judged by ther piano musc -- if they can get the
basics right, the addition of riche sonic flavors should
naurally follow. Four recent albums from composers and
pianists show just how well the basics can be dore these days.
All share a sengbility with respect to past, and an energy tha
looksto thefuture.

David Rakowski's musc on the CRI release Hyperblue brims
with spirit and humor. He is an American in-your-face
Messiaen fond of doubings bdls, and sonorouschords His
piano etudes -- temptingly only patially revealed on this CD
(numbers 1, 2, 7, 10, and 14) -- are scattered about like
bookends amongg the longe chambe works. While the
album does not indude his notable Pollici e Mignoli, Touch
Typing, and Plucking A (respectively for thumbs & pinkies,
index finges, and inddethepiano peformance), we are
treated to essays on melody with thick chords (7), left-hand
running notes (10), repested notes (1), and swirls of notes (2).

The titular Hyperblue explores the headlong darker side of
jazz, characterized by the composer as a "scherzo sandwich”
of fast-dow-fast, although where | come from, sandwiches
are described by ther innads not the bread... The Triple
Heix's tasty peformance here and in Attitude Problem
capture Rakowski's Carteresque sense of the dramatic, further
demongrated by Sesso e Violenza in Ensemble 21's animated
reading where
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eventudly the flutes are sucked back into the unison
at theend, kicking and screaming.

If Rakowski can do this much with nonrverbd musc, imagine
his take on the podry of Louis Bogan in Three Songs
Following suit, Ross Baue provides high-qudity program
notesto thisfinerelease.

Karl Aage Rasmussen is another perpetud motion king, taking
cues notonly from Messiaen, but Chopin, Stravinky, and Ives
in Mudc for Piano (Bridgg. Like Rakowski, his Etudes are
imaginative.  The intriguing Podludes, Barcarole, and
Contrary dances are all pesuasively and committedly argued
by pianist Rolf Hind, with welcome annottions by Don
Gillespie.

Pianist Vicki Ray (a denizen of L.A. Couny Museum's
Monda/ Evening Concerts, the EAR Unit, and Xtet) lookslike
some pop angd on the cover of her CRI album, but she plays
like the devil in a very convindng set of compostions by
Californians appropriately titled from the left edge  Stephen
Hartke's Sonaé (1998) begins heroicaly, dissonantly
Chopinesgue and then jazzes and rocks around spasmodically,
hiply, taking on al comers in the second movement
"Epicycles, Tap-Dandng and Soft Sho€' in a very knowing
fashion. Thisis crossover as it should be no pandeing, jus
power and pleasure.

Much the same can be said for Amy Knoless Belgo (1997)
althoughthisis a decidedly different piece, less pure in timbre
-- oveaflowing in bdls, bird calls, sasmpled text, and cranky-
chic electronics -- but perhaps purer in form in its stripped
down pog-minimalism. Paul Dresher's minimalist sensbility
in Blue Dianonds(1995) ontheother hand, is a mellower but
gill animated version from the East, aptly befitting this
compos's long-ago migration to Northern California from
the dizzier South. There are moments that conrect with the
exotica of some of John Cagés early piano work.

The mellowness continues in much of Arthur Jarvinen's The
Meaning of the Treat -- indeed a treat for this listener, who
had been only treated to the thrashier side of this composer's
work previoudy.  Prominent whole-tone and chromatic
fragments bring Crumb to a table replete with bluesy motives
and steady-state rumblings

Ounce for ounce, though,there are more poundsfrom Dondd
Crockett in Pilgrimage a crustier, academic-leaning work not
without its popmudc overtones. And quite vernacular
(comical and menacing) is Bad Times Coming, who talented
composer Shaun Naidoo unleashes in atape component

B-grade movie scores, cabaret, and rock music.
These sounds in combinaion with a frequently
adversarial piano pat, explore in the first two
sections the juxtapostion of violence and ironic
hunor. This humor disappears in the find section,
and although the piano seems to win the game the
victory is quiet, dark and enigmatic.



Watch out for this dude He mixes his mudcal spirits in a
Glassian vessel of much potency. And he is well served,
along with the other composers, by Ray's expert playing and
Alan Rich'ssympahetic CD notes.

There seems to be no end to the pianistic excellence. Or the
composxly. Marga Richter continues both in her Leonada
album, SnowMountin: A Spritual Trilogy. Taking off from
Crockett, this is a true pilgrimage. Agan and agan one has
theimpression of ascending highe and highe artistic pesks, a
musi ¢ which reaches up and up, quite appropriate in this high-
flungtrio of Quanr (SnowMountin): Tibetan Variationsfor
Cedlo and Piano, Requiem, and Landsapes of the Mind 1.
Composr-pianist Richter is joined by the talents of cellist
David Wells in the former, and the find work is carried out
nicely by violinist Daniel Heifetz and pianist Michael Skelly.
The pieces are relentless, inevitable, and gorgeous --
sometimes becoming a chromatic, stern, and striving
minimalism tha pulls at the emotions

ThePopular Toudh

MARK ALBURGER

Terry Riley. The Book of Abbeyozzud. David Tanenbaum,
Tracy Silverman, Gyan Riley, William Winant. New Albion.

Jerry Rizzi. Turn of theCentury. Jerry Rizzi. 4 Tay.

Robat Xavier Rodrgas. Musdcal Theater Works [Frida.
Tangd. Voices of Change CRI.

Themelodyis generaly wha the piece is about

Aaron Copland'swords seem jug about as true today as ever,
and there seems to be no lack of lyricism of late,
demongrating tha the tungul and the accessible never really
go out of style. Three recent CD's highlight the continudion
of themelodic spirit in contemporary mudcal thowght

The cover of Terry Riley's The Book of Abbeyozzud(New
Albion) is scary (a skeleta figure playing the guitar) but only
the sheer crestivity is re the contents. Riley certainly is no
hdfway composr. When he writes tape loops for live
ensembles, the result can last hours (In C); when hewrites for
electronics, the end produds can be of record'slength or even
extending from sunset to sunrise (A Rainbow in Curved Air /
PoppyNogood; when heimprovises on piano, he can produe
an entire concert (The Book of New Albion/ No Man's Land);
when he composes for saxophoneor string quatet, he thinks
nothing of creating enoughmusic to fill up arecord (Chanting
the Light of Foresight), doubke abum (Cadenzas on the Night
Plain) or duoCD (Sabme Dances for Peace).

Now he is writing guitar musc, insired by his son Gyan's
ingrument of choice. One can only gues where this
ingiration will ultimately lead the composer. The first fruits,
however, may befoundonthisrecording, 10 pieces from
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a plannead series of twenty-eight pieces comprised of
works for the guitar, either solo or in combindions
with other ingruments or othe guitars. All the
pieces have Spanish titles and take a different letter
of the aphae to begin thar names. They are
indebted to the great Spanish music traditionsand to
those traditions upon which Spanish musc owes its
heritage

How this spdlsoutso far (at least onthisabum) is asfollows

Ascend—r{solo guitar)
Barabas(solo guitar)
Cantos Desiertos (guitar and violin)
"Francesco en Paraiso"
"Candon Deserto"
"Quijote"
"Llanto"
"TangoLadeado"
DiasdelosMuertos(guitar and percussion)
"Inno@nda- Se Aparace laMuerte
Inocentmente porlatarde
"LaMuerto en Medias Caladas Negras'
Zamorra (two guitars)

The origind mudca source was an abandonel piece called
Ascend—rand Zanorra. AsRiley explaing

It was for solo guitar but | was trying to write in too
complicated a way for oneingrument and it was not
working, so | abandoneal the project. Then | started
over agan usng themes and patternsform my earlier
string quatet, Mythic Birds Waltz, and this then
became Ascend—n In the meantime, redlizing tha
Ascend—nand Zamorra start with the first and last
letters of the Spanish aphabet | decided to write a
separate piece for each letter. | went back and looked
a the material | had begun with for Ascend—nand
Zarmorra and decided to make it into a two-guitar
work and call it Zanmorra.

So one thing led to another. The hispanically tinged jazzy
licks of Ascend—nare well in hand with guitarist David
Tanenbaum, the featured soloist throughoutthe album  This
first recording of Barabaswas previoudy released on another
New Albion disc (David Tanenbaum Hovharess, Kernis,
Reich, Richmond, Riley, Zappd. It remains a searching,
craggy, bluesy work -- like Ascend—n ascending to new
heghts. TheBiblica title also punson the featured mode the
ragaBharav.

Cantos Desiertos, sensitively peformed by Tanenbaum and
violinist Tracy Silverman, is tundul throughout replete with
surprising turns of phrases and comfortable sequences. There
is often no more repdition than one would expect in the
context, but perhgps at times less than onewould expect from
this composr. The soulful "Francesco en Paraiso" and
leaping, imitative, synoopaic "Candon Deserto" are of
paticular note.



And lest one forget that this minimalist pionesr can write
musc for thehead as well as the heart

The relentless accompanying figure in the guitar part
of "Quijote" ("Dreamer") was culled from "Cancion
Desierto™stheme. It istheretrograde of "Candon's
melody, appearing in measures 10, 11, and 12. An
improvisatory counter melody was then composed on
this oginao to be played in theviolin part.

After the violin's gyps/-like contributions the sternness of
"Llanto" ("Lament') serves as sedaive. The guitar's
measured, climbing lines relate to Stravinsky's similar serenity
in the opening and clodng of Orphais and a climactic
ocillation of a minor seventh has tha composer'siciness.

Asfor thewinning "TangoL adeado," Riley relates,

[E]verybody's writing tangos these days and | was
writing these pieces in Mexico, which is north of
Tangoland, but, hey... it's a passonae, sexy and
romantic amosphee and Latin feelings bubbke up.
Besides, I'm 1/2 Itdlian. | lovetangosas well as mogt
of thein infectiousmusic tha resides south of Texas
and it was time to give my paticular take on this
form.

The guitar and percussion works in Dias de los Muertos
(199798) bare a passing echo of Riley's Intuitive Leaps (the
Zeitgest enseemble's 1994 Work Music Londonrelease) and
Ritmos and Melos written in 1993 for the Abd-Steinbeg-
Winant Trio. This is primarily because these three works
share a sSmilar sensbility with regard to percussion, and
indeed this recording features the Ritmos percussionist -- the
able William Winant, a wily madman of controlled rhythmic
mayhem, who premiered the work with Tanenbaum at a San
Francisco Contemporary Players concert on April 13, a Yerba
BuenaGardensin San Frandsco.

Themoodand amosphere of the DiasdelosMuertos
(written at the end of 1997 are reflections on how
Death approaches his subject. There was a phrase
from one of Carlos Castenadas books tha has stuck
with me where Don Juan informs Carlos tha he
should be aert because Death is aways waiting,
peched on his shoulde. In the first piece
"Innoenda- Se Aparace la Muerte Inogentmente por
la Tarde' ("Death Appears Innoently in the
Afternoon”), presumably on a day whose course had
started in a more optimistic direction. In the case of
the second piece, "La Muete en Medias Calades
Negras' ("Death Appears in Black Fishng
Stockings'), whos music is one of my persond
favorites, our subject experiences a shoding surprise
ending ingead of the promised sedudion. Theidea
was ingired by a private concert | gave for a certain
American Holyman whos femae devotees were
exposng lots of bae bdly and navel and whose
lovey legswere encased in the aforementioned attire.
For me at tha moment a rainbow link occurred
between "death" and "seduction.”

20

The musc doesn't have much to do with the only other
"Spanish Death in the Afternoon” musc with which I'm
familiar -- George Crumb's "Todas las tardes en Granada,
todes las tardes se muere un ni—o" ("Each afternoon in
Granada, a child dies each afternoon”) from Andent Voices of
Children -- perhaps a certain Spanish sultriness.  But Riley,
while at times stern, is consderably more animated, and so are
Tanenbaum and Winant. "Death Appears in Black Fishné
Stockings' isnotonly sultry, butsilly... well, at least certainly
playful. Winant comes across as having a jolly good time
simply fooling around with whoosy Chinese cymbds --
much in the same spirit of play as can be heard from Riley
himself on preset-percussion synthesizer in "Sri moonshine
Trancontinental Blues' from the album No man's land /
Convwersation with the Sirocco (Plainis Phare).

Zamorra finishes up this resounding set (althoughnot literally,
as the tracks are not organized in aphaetica order) with
Tanenbaum joined by Gyan Riley. It is wondeful to hear
these two guitarists blended as one and to hear Terry Riley's

continuing legacy.

Composer-guitarist Jerry Rizzi, like Riley, finds his own
bdance beween cultivated and vernacular traditions His
Turn of the Century (4 Tay) pays homege to The Century
Assodation, a group of prominent artists and writers who in
1847founde aclubin order to promote literature and thefine
arts in New York City. In this spirit, Rizzi has gathered a
group of friendsto highlight his output in classica and jazz
contexts.

He beginswith a nenodassic piano preludein D minor, Turn of
the Century, in a precise reading from Kieran Shannon.
Whehe Rizzi tumsto woodwind quintet (Turn of the Century
and A Sunmer's Lament) or jazz-rock combo, he is emotive
and tunéful -- downright catchy. Catch him and his expressive
roger of peformers. saxophonéts Sly Scott and Lee Schloss;
guitarists Tom Cavanagh, Dave Doig, and Joe Carbone
drummers George Diefenbach and Mike Greenfield; flutist
Marie Schwartz, oboist Susanne Stein, claringist Nancy
Daniels, bassoonist Florence Stanlande, and French homist
Michael Herzlin. Mayatah Dreamwalker provides poery and
voiceoves.

As Rizzi relates to Riley on the jazz side, so Robat Xavier
Rodrgas gengdly on the Hispanic and paticularly on the
tangoic. His Musical Theater Works from CRI are the red
item: mudc from two opeaas -- an earthy suite from Frida:
The Sory of Frida Kahlo (Diego Riveras wife) and the one
act chamber drama Tanga In the latter the composer shares
with Piazzolla not only an interest in Argentinean dance, but
aso with the squeszebox (an accordion, rathe than the
Argentine bandon®n). The musc is lyrical, edgy, sardonic,
witty (induding the knowing use of quottions, rhythmic, and
beautifully realized by the Chicago-based ensemble Voices of
Change



Calendar

March1

Sdoists of I'Ensemie Intercontemporain in Webem's Sx Bagatelles
and Five Movenens, Berjamin's Viola, Viola, and Huber's Ecce
homines Goethe-Institut, Pars, Frarce.

Erling Wold's A Little Girl Dreams of Taking the Veil. ODC Theatr,
SanFrartisco, CA. Through March5.

Violinist Chales Libove and pianist Nina Lugovoy in Bacewcz's
Sonata No. 4. Merkin ConcertHall, New York, NY.

Boston Symphony Orchestra in Brittens War Requiem. Carrege
Hall, New York, NY.

Emersn String Quartet performs Shostakovich's String Quartet No.
15. John Jay Cdlege,New York, NY.

March?2

New Music for a New Century, conducted by John Harhison.
Premere of Halle’s Operation Chaos, New York premiere of Su's
The Unicorn and the Lady, Curriers Vocalissimus, and Birtwistle's
Ritual Fragmert. Merkin ConcertHall, New York, NY.

March3
Andrew Shapiro. BUILD, SanFrarcisco, CA. Through March5.

Danish Nationa Symphony in Ruderss Conceto in Pieces
Carregehall, NewYork, NY.

March4

ACF Sabn. llyas lliya's Ven, Creaor Spiritus, Gilda Taffets
Downtown Diary, Brenda Schuman-Paost's Cranes, Whailes, Golly Be
Flat!, On the Spot, ard Keerl Makans 2. Berkdey Art Center,
Berkeley, CA.

NACUSA Concert Composers Can Play, Too. Jo Anne Careys La
Solechd, Cardyn Hawleys The Chase, John Beemars Dea
Composer, I'lana Catton's Improvisation, Sandra Clark's More Odd
Meters, Mark Alburger's Quadruple Concerto ("Metal"), and Nancy
Bloomer Deussen's The World Is a Butterfly'sWing. Art Certer, Pdo
Alto, CA.

Dariel Barerboim conducts the Chicago Symphony in Boulezs
Notations I-IV and the New York premiere of his Notations VII.
New York, NY. Through March®.

Violinist Kyung Sun Leein Hindenith's Sonata for Solo Violin ard
Prokofiev's Sonata No. 1. Merkin Concett Hall, New Y ork, NY.

Orchedra 2001 in Schnittke's Piano Concerto, plus a viewing of the
film Orchestra 2001 in Russiaz A Passion for New Music.
Swarthmore Cdlege, Swarthmore, PA.
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March5

U.C. Alumni Chorus in Orff's Carmina Burana and Argerto's Odi et
Amo. Hertz Hall, Universty of California, Berkeley, CA.

Napa Valley Symphony in Korngold's Therme and Variations,
Vaughan Williamss English Folk Song Suite, Frarraix's Clarinet
Conceto, ard PSt's Cantus in Menory of Berjamin Britten. Napa,
CA.

Pianst Stephen Prusmen in a programincluding his arangement of
Rawel'sBolero. Mills College,Oakland, CA.

2000 Bonk Fegival of NewMusic. Tampa,FL. Through March11.

Nancy Bloomer Deuwssen's Refledions on the Hudson performed by
the Sautheas Kansas Symphony. Pittsburg, KS.

Chicago Symphony in the New York premere of Elliott Carters
What Nex?, and Fdlas The ThreeCornered Hat Carrege Hall,
New York, NY.

The Chamter Playersof The LeagieASCM. An Evering with Mario
Davidovsky. Sring Quartet No. 4, String Quartet No. 5, Chacona,
Biblica Songs, Synchronisms No. 3, and Junctures. Merkin Concert
Hall, New York, NY.

March6

Cygnus Ensembe.
Angeles, CA.

Los Angeles County Museum of Art, Los

Earpay presrts Martino's Notturno, the Weg Coag premiere of
Lauie SanMartin's Threshold, Ives's Largo, Crumb's Procesional,
ard Imbrie's Impromptu for Violin and Piano. Yerba Buena Center
for the Arts, SanFrarcisco, CA.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Harbison. String
Quartet No. 3, Four Songs of Solitude, and Quintet for Winds.
Williams Hall, New England Conservatory, Boston, MA. Fedgiva
through March9.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Unusual Forms.
Harhison's Viola Concerto and Russell's Vertical Form VI. Jordan
Hall, New Englard Conservatory, Boston, MA.

March7

Profiles: Harbison, Kirchner, Pinkham, Schuller. Pinkham. Up at
Dawn, Nocturnesfor Flute and Guitar, Quarries ard String Quartet.
Songs. Williarms Hall, New England Conservatory, Boston, MA.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Inspired by Soloists
and Singing. Premereof Liang's Exterd, Kim's Caprices Pinkham$
Music for an Indian Summer, Fletcher's An American Song, ard
excerfgs from Harkison's Full Moon in March and Weders
Denocracy. Jordan Hall, New England Conservatory, Boston, MA.

Pittsburgh Symphony in Stravinsky's Petrushka (1947 verdon).
CarregeHall, NewYork, NY.



Weill and Lenya: A Certennial Celetration. Merkin Concett Hall,
New York, NY.

Israel Philharmonic in Shostakovich's Synphony No. 5. Avery Fisher
Hall, New York, NY.

March 8

Profiles: Harbison, Kirchner, Pinkham, Schuller. Choirs. Premeres
of Gawlick's Snfonietta ard Nawvok's Nocturne, plus Kim's Where
Grief Sumbers ard Peyton's From "Apostroph.” Jordan Hall, New
England Consevatory, Boston, MA.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Heaing Beyad.
Brown Hall, New England Consevatory, Boston, MA.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Kirchner.
Fanfare, Illuminations, Five Pieces Trio Il, and The Twilight Sood.
WilliamsHall, New Englard Conservatory, Boston, MA.

Houston ComposersO Alliance presents When Night Came..
(1994) for clarinet and piano, by Karen Thomas Credey Songs
(1999) for soprano and piano, by Anthony Brandt; And What
Rough Beast...? (1995) by Marc Saterwhite; and Settings from
Pierrot Lunaire by William Kraft. Houston, TX.

Chitose Okashirain Messaien's PrZudes and Vingt Regards sur
I'Enfant-JZsus; Takemitsu's Rain Tree Sketch, Rain TreeSketch I,
and Les yeux clos; and Okashiro's Moon and the U.S. premiere of
his Toward the Stars. Miller Theare, Columbia University, New
York, NY.

Ilana CohencaLevy in Pehrson's Three Piano Pieces. Merkin
Concert Hall, New York, NY.

March9

Ensembe Interoontemporain in Nancarow's PieceNo. 2 ard Grisey's
Letenpsetl'Zcune. Certre Gearges-Pampidou, Pars, Frarce.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Saxophones.
Harhison's Saxophone Sonata, Schuller's Saxophone Sonata,
McDonald's Big Crunch, amd PRinkhams Up and Down.
Conversation with the four feaured composers Williams Hall, New
England Consevatory, Boston, MA.

Profiles: Harbison, Kirchner, Pinkham, Schuller. Schuller. Sonata-
Fantasia, String Quartet No. 3, Sx Early Songs, and Concerto for
Viola. New Englard Conservatory, Boston, MA.

New York Philharnonic in Bemstein's Suite from " A Quiet Place, the
New York premiere of Pugh's Trombone Concerto, and the world
premiere[!] of Weill's SreetSceres Avely Fisher Hall, New York,
NY. Through March 11.

Kevin James Portraits. The Kitchen, New York, NY. Through
March11.

Interpretations. Premere of W. Parler's Songs for Mary Lou,
Thomas, and Bessie and the New York premieres of SS. Smith's
Blue, Sngs, and Family Portraits, plus Smih's Links No. 6, When
Music is Missing, ard Music. Merkin ConcertHall, New York, NY.
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John Zorn and Paul Schoerfidd. Sdoenfield's Piano Trio, Three
Country Fiddle Tunes and Three British Folksongs, and Zorn's
Amour Fou, Le Momo, and Untitled. Miller Theate, Columbhia
University, NewYork, NY. Through March14.

Shostakovich's Lady McBeth of Mtsersk. Metropolitan Opera, New
York, NY.

Philadelphia Orchestra in Shostakovich’'s Fegive Overture,
Prakofiev's Piano Conceto No. 3, and Copland's Synphony No. 3.
Acacemyof Music, Philadelphia, PA.

March 10

EnsemHbe Court-Circuit [!'] in Sardreds Amanzule Voices Dalbavie's
In advance of the broken time, Spehlinger's Gegen unerdlich, and
Grisey's Vortex Tenporum. Certre Gearge-Pampidou, Park, Frarce.

Douglas Ewarts 3 on 3 Music is the Game: A Ritual Game Piece
with Leo Wadada Smith ard the Mills College Basketball Team.
HaasPanilion Gymnasium, Mills Cdlege, Oakiard, CA.

The Shuffle Show, with Sarah Caltill, Miya Masaoka, Amy X
Neuberg, Donald Swearihgen, and Paméa Z. Theatr Artaud, San
Frarcisco, CA.

Pierre Boulez conducts the London Symphony Orchestra in Bart-k's
The Wooden Prince,and G. Ligeti's Violin Conceto, with Christian
Tetzlaff. Carrege Hall, New York, NY. Through March 13.

March11

Steven Schick performs JamesDillon's La coupure, for peraussion
and eledronics. Ircam,Pars, Frarce.

Ensembe ItinZrate in Murail's MZnoire / Erosion ard Grisey's jour,
contrejour. Certre GeargesPompidou, Pars, Frarce.

Voicesof the Century. New York Virtuoso Singers in 20th Century
Choral Masterpieces -- A Retrospedive: Germany / Austria /
Switzerland. Scloerbergs De Profundis, Webem's Entflieht auf
Leichten KShnen, Hindemith's Five Songs on Ancient Texts, Martin's
Songs of Ariel, Herzes Orpheus Behind the Wire, and Krenek's
Lamentations of Jeremiah. Merkin ConcertHall, New York, NY.
Phladelphia Orchestra in Rodrigo's Concierto de Aranjuez
Davidson's The Selkie Boy, and Dehussy's La Mer. Academy of
Music, Philadelphia, PA.

March12

Sdoigts of I'Ensenble Intercontemporain in Birtwistles Harrison's
Clocks, Reich's New Yak Counterpoint, ard Feldmars Why
Patterns. Certre Gearges-Pampidou, New York, NY.

London Symphony Orchedra, conducted by PierreBoulez,in Berds
ThreePieces for Orchestra and Mahler's Synphony No. 6. Camege
Hall, New York, NY.

North/Sauth Consonarnce presents Chadabe's Extensible Expressions,
Tam's Nathing Forgotten, Schwartz's Viema Dreams, R. Wilson's
Character Sudies Vigeland's Mirela Variations, Shohl's The Distant
Bell, and Copland's Songs of Emily Dickinson. Christ and S
Stepheris Church, New York, NY.



Cygnus Ensemble in Saaraho's NoaNoa, Scés's Rucke di guck,
Crumb's Canis Mundis, Marc Mellitss Etudes for Two Guitars,
Chien-Yin Chen's Wogen -- Brandung -- Wonne, W. Anderson's
Glance to the Sde, and Wuorinen's Epithalamium. Merkin Concett
Hall, New York, NY.

March13

Pianst Jemifer Hymer in a program of new works for piamo ard
electronics including Schnebd's Zwd Sudien, Harvey's Le Tombeau
de Messiaen, C. Brown's Sparks, S. Clark's A Song and Prayer, and
Lockwood's Ear-Walking Women Ensenble Room, Mills College,
Oakland, CA.

Daniel Barenboim performs Scloerberg's Piano Concerto, with
Pierre Boulez conducting the London Symphony Orchedra, plus
Boulezs Origind from ..exdosante-fixe.., armd Stravinsky's
Petrushka. CarregeHall, New York, NY.

March14

Mir—Quartet in Ginageras String Quartet No. 2. Merkin Concert
Hall, New York, NY.

Waghington Composers Forum and Jadk Straw Praductions presert
Michad Shamon. 4261 Roosevelt Way, Seatle, WA.

March 16

Different Trains and Ensembe Greenin premeresof Breman's Blue-
Gray and Mosko's Darling, plus Hiel's The Affirmation, Hoey's
Spedralines and Cooratura, Weimdr's Circular Garden, ard de
Silva's Para Clarinete. Zipper ConcertHall, Cdburn Sctool for the
Perfaming Arts, Los Angeles, CA.

Other Minds Fediva. Garland's Three Srange Angds, Lang's
Menory Pieces L. Jerkins's Solo Improvisation for Violin and Viola,
ard the premiere of Annie Gosfield's Flying Sparks and Heavy
Machinery, with the Onyx Quartet Theakr Artaud, San Frarcisco,
CA. Fedival through March18.

New Sounds Live: New Yak Guitar Fedival. After Herdrix: The
21g-Century Guitar. Merkin Concett Hall, New York, NY.

New York Philharnmonic in Prokofiev's Piano Concerto No. 3. Avery
FisherHall, NewYork, NY. RepatdMarch17.

Philadelphia Orchedra in Dutillew's Timbres espace mouvenert,
ou La Nuit ZoilZe Rawel's Piano Concerto for the Left Hand, Ibert's
Escales, and Dehlussy's La Mer. Acadcemy of Music, Phlade phia,
PA. Through March21.

Seatle Symphony in Gerdwin's Piano Concerto (1925). Benaroya
Hall, Seatle, WA.

March17

Other Minds Fegival. The preniere of Jacd ter Veldhuiss String
Quartet No. 3 ("There Must be Somewtlere Out of Here") (with the
Onyx Quaret, Hyo-shin Na's Rain Sudy (with pianist Thomas
Schultz) ard the premiere of Blue Yeélow Rive (with cdlist Joan
Jearrenaud), Peer Garland's Bright Angel - Hermetic Bird (with
pianist Aki Takahashi), and Christian Wolff's Burdocks (with the
Wolff Bard). Theaer Artaud, SanFrarcisco, CA.
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San Francisco Symphony in Takemitsu's Tree Line. Davies

Symphony Hall, SanFrancisco, CA. RepeatdMarch18.

Nancy Bloomer Deusserls The Pegasus Suite performed by flutist
Lissadell Greere. Universty of Sauthwesern Louisiana, Lafayette,
LA.

March18

Other Minds Fedival. Parel discussions: The 21st-Century Sring,
with Hamzael Din, Joan Jearrenaud, Miya Masaoka, Ji Young Yi,
and Sarah Caill; and Cultural Idertity and Music in the Post-
Modem World, with Annie Gosfield, Pau D. Miller, Robin Rimbaud,
Eddie Def, ard HermanGray. Justice Leagie, 628 Divisacer Stred,
SanFrarcisco, CA.

Other Minds Fegival. scamer's Eledro Pollution, D.J. Spooky's
Synchronia, and music of Hamza el Din. Justice Leagle, 628
Divisacero Street SanFrancisco, CA.

Pacific Mozatt Ensenrble in Paulenc's Figure Humaine and Martin's
Messe. Trinity Episcopa Church, San Francisco, CA. Repeatd
March 19, St Mark's Episcopa Church, Berkeley, CA.

Steve Lacy / Roswell Rudd Quartet. Noe Valley Ministry, San
Frarcisco, CA.

March19

Other Minds preserts the Comman Sense Composers Cdlledive's
Opus415 No. 5. David Del Tredci performs his 3 Songs for Baritone
and Piano (Quietness, A Saver, and Matthew Shepard); Jay Cloidt's
Life Is Good and Peqgple Are Basically Decen, Pau Dresher's Din of
Iniquity, Cindy Cox's Into the Wild, David Lang's Follow, Pau
Harson's Pull of the Gold Rope, and Randal Woolf's Angel Dust,
performed by the Pau Dresher Ensemie; Joan Jearenaud ard Mark
Grey in the latters Blood Red, Gamehn Sekar Jaya performing |
Dewa Puu Berata's Sekar Gadung; John Bischoff's Quarter Turn; the
Ashley Adams & Dandle DeGuttola Duo's Song of the
Bottomfeedkrs; Dan Plonsy's Sunburst (scenes 1-7); Elinor Armers
Shivaree; Katherine Sheo's Judgment Day; Mat Ingallss Crust; Dan
Becker's Tamper Redstant; Melissa Hui's Lacrynosa; the Flandreau-
GoodheartPowell Trio in No Melody for Wadada; Brian Reinbolt's
Regirateur; Michael Fiday's Sap Back Mathew Burtner's Portals of
Distortion; and Bedinda Reynoldss YAWP. Theate Artaud, San
Frarcisco, CA.

Czech Philharmanic in Jantceks Suite from "The Cunning Little
Vixen" DaviesSymphony Hall, SanFrarcisco, CA.

Marin Symphony in Mechems "Blow Ye the Trumpet" from Songs
of the Save Veterars Auditorium, SanRafael CA. Repeaed March
21.

March 20
The Chamter Players of the Leagie ISCM in Demkski's Out of My

Sysem Rindflesch's Three Songs, S. Jones's Time Shifts, and Lewy's
Weg of Nepal. Merkin Concett Hall, New York, NY.



March22

Shockwaves and Freewas California EAR Unit in a program
including Ernego Diaz-Infante’s Separare, and music of Malcdm
Goldstein, Steve Mackey, Lawrence Ball, and Josep Frarssers. Los
Angeles County Art Museum, Los Angeles CA.

NEC Honors Brass Quintet in seledions form Bemstein's Wed Side
Sory, and Barbers Adagio [no longer for strings...]. Jordan Hall,
New Englarnd Consevatory, Boston, MA.

The Fegival Chamker Music Saciety in Prokofiev's Violin Sonata in
D Major ard R. Clarkes Piano Trio (1921). Merkin Concett Hall,
New York, NY.

Guy Klucewsek preents Squeezplay. The Kitchen, New York, NY.

The Culit of the Ecdatic. Pianst Steven Mayer performs Stravinsky's
Firehird, Szymanowkski's L'ile desSrrers from Metope, and the New
York premiere of Sorafji's Le Jardin ParfumZ. Miller Theate,
Columbia University, New York, NY.

March23

Berkeley Symphony in Berjamin's Antara, Harvweys Scera, and
Shogtakovich's Synmphony No. 8. Zellehadch Hall, University of
California, Berkeley, CA.

AmericanBrass Quintet in Druckmaris Other Voices, the premiereof
Femély's Velvet and Spice Sanderss Quintet in B-Flat, and
Samyson's Quintet'99. Merkin ConcertHall, New York, NY.

Lloyd Wehber's Jesus Christ Superstar (lyrics by Tim Rice). Ford
Certer for the Perfaming Arts, New York, NY.

Composer Portrait: Bemard Rands. Canti Lunatici, Canti
dell'Eclissi, and Canti del Sole. Miller Theate, Columbia University,
New York, NY.

Moscow Sdoists in Shostekovich's Snfonia for Viola and Strings.
CarregeHall, NewYork, NY.

March?24
Ensembe Intercontemporain in Boulezs Pli sdon pli. CitZ de la
Musique, Pais, Frarce.

Oakard Eag Bay Symphony in Kelleys The Breaks, the Weg Coast
premiere of M. Wagners Concerto for Flute, Strings, and
Percussion, and Milhaud's Concerto de Printenps for Violin and
Orchedra. Paramaint Theate, Oakland, CA.

Philadelphia Orchedra in Weill's Suite from "The Threepnny
Opera,” Gruber's Frankenstein, and Shostakovich's Symphony No. 6.
Acadcemy of Music, Philadelphia, PA. Through March 28, Carrege
Hall, New York (NY).

March25

Nancy Bloomer Deuwssen's Woodwind Quintet performed by the
Starford Woodwind Quintet. SprecHes Auditorium, Rohnert Pak,
CA.

Womeris Philharmanic in the premiere of Higdon's Fanfare 2000.
Y erbaBuera Certer for the Arts, SanFrartisco, CA.
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SanFrarcisco Symphony in Martinu's Rhapsody Concerto for Viola
and Orchedra. DaviesSymphony Hall, SanFrarcisco, CA.

Ensembe Sospeso performs Gysrgy Ligeti's Fragmerte, Horn Trio,
ard Celo Conceto. Miller Thedre, Coumbia Universty, New
York, NY.
March26

Narcy Bloomer Deuwssen's Parisian Caper.
University, Statesooro, GA.

Geagia Southem

New York Phlharmonic Ensenblesin a concett including Copland's
Piano Quartet Merkin ConcertHall, New York, NY.

March27

James Buswell ard friends in Martinu's Sring Quartet No. 6.
WilliamsHall, New Englard Conservatory, Boston, MA.

March28

Composers Inc. preents Martin Rockead's Can't Wait, Allen
Shearers Srokesfor Violin, Robert Greerberds Rarified Air, plus
music of Elinor Armer, Deniz Ince, and Frank La Rocca. Green
Room, Veterars Building, SanFrarcisco, CA.

Prameheuws Chamber Orchestra in Berg's Chamber Conceto for
Piano, Violin, and 13 Winds. Merkin ConcertHall, New York, NY.

Composer Portrait: GySrgy Liget. Fragmerte,Horn Trio, and Cdlo
Concerto. Miller Thedre, Columbia University, New Y ork, NY.

Arnold Schoerberg Choir in their namesakes De profundis and
Friede auf Erden CarregeHall, NewYork, NY.

March29

Orchedra of St. Luke's in Hindemith's Mathis der Maler Synphony.
CarregeHall, NewYork, NY.

March 30

Philadelphia Orchestra in FaurZs Masques et bergamasgues,
Paulenc's Concerto for Two Pianos, and Prdkofievs Symphony No. 5.
Acacemyof Music, Philadelphia, PA. Through April 4.

Celluloid Copland. Eos Orchestra in the world premieresof suites
from The Cummington Story and The North Star, plus a suite from
The City, and Appalachian Spring. New York, NY.

Schoenberg Choir, piarist Maurizio Pdlini, and the Juilliard String
Quartet in a programincluding Schoenberds Quartet No. 2 and Five
Piecesfor Piano, and Nono's Ha Venido, Canciones para Slvia and
Corodi Didone. Carregie Hall, New York, NY.



Chronicle

Jaruary 2

Deah of cornetist and composer Nat Adderley, of complicaions
from diabetes, at age 68. Lakeland, FL. "[He] was a frequent
collaborator with his brother, the saxophonist Camonball Adderey . .
.. In 1954 hejoinedLionel Hampon's group, and in 1956 he becane
part of the Addedey Brothers quintet statted by his brother. That
group disbardedin 1957 and the brothers reunited in the Camonbadl
Adderley Quintet before the end of the decale . . . . [which] became
one of the longeg-running groups in postwar jazz,remaining acive
until Cannonball Adderdey diedin 1975 ard making a seriesof hard-
hitting records. . . . Adderley, who had aso gppearel asa sdeman
on other records by musiciars including Kemy Clark . . . started his
own band shortly after his brother's deah, modeled on the music they
playedtogether. . . The group recaded . . and performed widely for
about 20 years until Mr. Adderey lost a leg because of diabetesin
1997. Nat Adderley's band wasone of the more stable groupsin jazz

Outside his group, Mr. Adderley also cdlaborated with his
brother on a musical about the folk hero John Herry. It wasreleased
as an album, performed as a concert a& Carregie Hall in 1976, ard
then asa full theatical production cdled Shout Up a Morning at the
Kemedy Certer for the Perbrming Arts in Washington ard the La
Jolla Playhouse in Cdifornia in 1986" [Ben Ratiff, The New York
Times 1/4/00].

Andrea Clearfidld's Fanfare for the Millennium premiered by the
Concetto Sdoists of Philadelphia. Trinity Church, Philadelphia, PA.

Jaruary 3

The Mingus Orchestra. City Hall, New York, NY. "The most
comma ideaof ChalesMingus's music is of its terrific weight and
force, ard that's what the Mingus Big Bamd, in its long-running
weely residency at Fez,continuesto reaffirm. But a new Mingus
repertory band with a dightly different sound [hag cropped up . . . .
The Mingus Orchedra . . . is a bit bigger than the Big Band, and it
includes French horn and bassoon. Organized by Sue Mingus, the
composer's widow (asis the Big Bard), it will play differert tunesin
new arrargemers and is designed for a more intricate, through-
composed ard someimes quieter music" [Ben Raliff, The New York
Times 2/2/00].
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Jaruary 4

Death of Herry Pleasarts (b. 1910, Wayne, PA), at age 89. London,
UK. "[He] wasa music critic, author ard trarslator . . . best known
for his books about the voice, which he loved and contemporary
music, about which he had becane disillusioned in the early 1950's.
His first book, The Agony of Modem Music (1955) was a polemicd
study that becamethe subject of heatd debate in the new music
world. . .. 'Serous music is a dea art’ he began by writing. 'The
vein which for 300 yearsoffered a seemingly inexhaustible yield of
beadiful music has run out. What we know asmodem music is the
noise made by deluded specuators picking through the slag pile. Mr.
Pleasnts closed the book with the contention that the only red
modem music wasjazz,a themehe developed furtherin Deah of a
Music? and Serious Music and All That Jazz. Among his books abut
vocd music were The Great Singers: From the Dawn of Opera to
Our Own Time, a 1966 survey that hasbewmme a stardard refererce
work; The Grea American Popular Sngers; and Opera in Crisis.
His lag book was The Grea Tenor Tragedy: The Last Days of
Adophe Nourit, a 19th-century tenor for whom Rassini wrote severd
roles. Mr. Pleasnts studied at the Phladelphia Musicd
Acacemy ard the Curtis Institute of Music. He began his writing
careerasacritic for The Philadel phia Evering Bulletin in 1930, when
he was 19. He was the music edtor from 1935 to 1942, when he
joined the Army. After World War Il he was involved in the de-
Nazificaion proceedngs against several musicians who were
prominently involved with the Third Reich, including the conductor
Wilhem FurtwSrgler ard Walter Giesking.  Mr. Pleasrts joined
the United States Foreign Sewice in 1950 ard held positions in
Munich, Bernand Bonn until his retiremert in 1954. From 1945 to
1955, he contributed articles about Europeanmusic to The New Y ork
Times Afterhisretremen from the Foreign Sewice,he becamehe
London editor of Stereo Review, ard from 1967 to 1998 he was a
music critic for The Interretional Herad Tribune" [Allan Kozinn,
The New York Times 1/12/00]. "[He] wasa music critic and author
who doubled as a top American spy in postwar Germaty. . . .
Pleasnts had sewved as the intelligence agency's station chief in
Bonn in the 1950. The Invisible Govemment, a book by David Wise
ard Thomas B. Ross publishedin 1964, said he had held the post ‘for
mary years . .. William Harlow, a C..A. spokesman sad the
agercy did not confirm whether individuas had served as station
chiefs. . . . An earier verdon of his obituary . . . focused on his
careeras a music writer and briefly mertioned his sperding four
yearsin the United States Foreign Sewice. . .. ; it did not take
accaint of his C.I.A. acivities. . . . The auhors of The Invisible
Govemmert point out . . . [that] Pleasarts 'probably had the
digtinction of being the only top U.S. spy to beame the certer of a
literary storm.' . . . Pleasnts did his intelligence work during the
cold war, when egionage ard intrigue abounded in Germary"
[Douglas Martin, The New York Times 1/14/00].

Wild Ginger Philharrmonic [!] in Shostakovich's Chamber Synphony.
St Peer's Church, New York, NY.

Jaruary 5

The Creatve Arts Cdledive presnts Crepuscle (Miya Masadka,
koto & eledronics; Tom Nunn, origina instrumerts [electroaustic
percwssion boards & space plateq; and Gino Robair, percission),
Clobber (John Shirba, guitar; Morgan Guberman, bass; Thomas
Scardura, distortokit), ard Off Ranp ( Doug Caroll, electic cdlo;
Jm Hearm, dectric violin, and Tom Nunn, electroamustic
percission & spaceplates). The Starry Plough, Berkdey, CA.



Jaruary 6

Terry Riley and the All Stars (Gyan Riley, guitar; Gearge Brooks,
saxophone; Tracy Silverman violin; and Stefaro Scadanibbio, bas).
Union High Schoal, Nevada City, CA. Through Jaruary 13, Merkin
Hall, New York (NY).

Abbie Conant / Philip Gelb Duo and Dama Smith / Calin Stetson
Active Line Duo #1. The Luggage Store Gallety, SanFrarcisco, CA.

SanFrartisco Symphony in Kernis's Musica cdedis and Vaughan
Williamss A London Synphony. Davies Symphony Hall, San
Frarcisco, CA. Through Jaruary 8.

New York Phlharmonic, conducted by Kurt Masur, with Anne-
Saophie Mutter, in Lutosawski's Partita for Violin and Orchedra,
Interlude, and Chain 2, Dialogue for Violin and Orchestra, and
Berrstein's Sererade, the Gershwin/Bemet Porgy and Bes: A
Synphonic Picture. Avery Fisher hdl, New York, NY. Repeatd
Jaruary 8. "Tondlity is often abandoned [in the Lutoslawski works],
though not rigoroudly in the mamer of Schoenberg. The composer
does not rejed the Romartic vocabulary as so mary did; he smply
addsto it. . . . Thereisin Bemstein Lutoslawski's fascination with
the violin's gifts of song, herewith a scrubbed-clean quality, but aso
awillingness to subjed anold instrumert to the violencesof modern
Americanexuberarce.. .. A very centra European conductor wisely
conducted aslittle as possible [in the Gerhwin/Bemet] turning the
music over to playerswho have its qualitiesin their genes' [Bernard
Holland, The New Y ork Times 1/8/00].

Puccini's Madama Butterfly. Metropolitan Opera,New York, NY.

Philadelphia Orchedra in Sibeliuss The Swan of Tuonda,
Sterhammars Piano Concerto No. 2, ard Nidsen's Symphony No. 4
("The Inexinguishable”). Academy of Music, Phladelphia, PA.
Through Janualy 8.

Seatle Symphony in J. Fischer's Synphony for Eight Timpani and
Orchedra. BemaroyaHall, Seatle, WA.

Jaruary 7

American Barague performs Rardall Woolf's Artificial Light (1996)
and the premiereof Jonathan Berger's Of Hammered Gold. Stanford
University, CA. "[The Berger] revolves around the interadivity
between the performers and a 'digita bird organ’, a computerized
signal procesing unit inspired by the 18th-century auomat that
tawght birds to sing" [interret relea®]. Through Jaruary 25,
Berkeley City Club, Berkeley, CA.

Kitty Brazelton ard her rockestra DADADAH in her Love, Lugt, and
Beyand. HERE, New York, NY.

Margaret Leng Tan offers toy-piano interpretaions of piees by
Cage, Glass, and Beehoven James Cohan Gallery, New York, NY.
"This Singapore-born, Juilliardtrained keyboard player is currertly
fascinated with the sonic possibilitiesof toy piarps, of which she has
thirteen in her Brooklyn home"[The New Y orker, 1/10/00].
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Jaruary 8

Voices of the Certury. Thompson's Alleluia, Ivess Psalm 67,
Barber's The Twefth Night, Coplard's In the Begnning, Wuorinen's
A Solis Ortu, Harbison's Concerning ThemWhich Are See, Perk's
The Chorus of Marvels, Babhitt's Three Cultivated Choruses Larg's
By Fire, Sctumars Carols of Deah, ard Dawson's Ezekial Saw de
Wheel Merkin Concett Hall, NewYork, NY.

Remening of Sewrarce Hall, with the Clevdard Orchedra,
conducted by Christophe von Dohnaryi, in the premiere of Harrison
Birtwistle's Sonance Seveance 2000, Ralph Vaughan Williamss
Lark Ascerding, Segei Prokofiev's Synphony No. 1 ("Classica"),
Gysrgy Ligeti's Atmospheres(1961), and Rawe's Daphnis and Chloe.
Sewrarte Hall, Clevdard, OH. "Sonance Seveance 2000 [is] a
threeminute showpiecethat offered rumbling basses, bright bras,
high-pitched string writing arnd varied percwsson. . . . The eefe
string clusters and strarge percussion of . . . Atmospheres let Mr.
Dohnanyi demastrate the hall's comfort with both delicacy and heft"
[AllanKozinn, The New Y ork Times 1/10/00].

Jaruary 9

World premiere of Jo‘l Lindheimers Conceto for Celo and
Orchedra with Jean-Michel Fonteneau and the UCD Symphony
Orchedra. Freelorn Hall, Universty of Calfornia, Davis, CA.

SanFrartisco Symphony, conducted by Michael Tilson Thomas, in
Mahler's Synphony No. 9. Davies Symphony Hall, San Frarcisco,
CA. Through January 16.

Bronx OperaCompary presents Marc Blitzgein's Regna. Lovinger
Theaer, Lehman College, New York, NY. Through Jaruary 15,
John Jay College Theder. "Two factions of the American musicd
theaer have long had an appointmert to meetbut sometow keep
missing ead other. . .. Broadway haswhat Ameiicanoperaneeds,
ard the other way araund. . . . Gershwin's Porgy and Bes ard
Leonard Bemstein's Trouble in Tahiti prove that ‘hybrid' is not adirty
word. The American Kurt Weill showed us that a European
sophisticate's captulaton to popular style can have a pecdiar
integity all itsown . . .. Blitzgein wasborn in 1905 in Philadelphia
ard died violertly in a Carbbean bar a 59 . . .. Blitzgein's parents
were Jews from Russia, his music teatiers Nada Boularger and
Arnold Scloenberg . . .. Regna, which opened on Broadway in
1949, turns Lillian Hellman's play The Little Foxes into Blitzstein's
ideaof opera"[The New York Timeg.

Roots. American Composers Orchestra in John Cage's Quartets,
Amy Beacls Synphony No. 2 ("Gaelic"), ard the premieres of
Muha Richard Abrans's Tomorrow's Song ard Dand Berrad
Rouman's HarlemEssay. Camege Hall, New York, NY. "Thefive
iters from John Cage's Quartets I-VIII found this rgecter of tradtion
flirting with the enemy. Here music by the 18th-century American
William Billings has been picked at, dedeted ard eviscerded, the
idea being evidently to undermine the old harmay and put in its
place Cages ordedy disorder. This is one skirmish the present
composer seemsto lose. Reafirmed in this gentle music is how
deepy rooted in our minds the old ways reman degite the brave
new world amund us. The ear kept taking up Billings's tonal
fragmerts and recanstructing in the imagnation what Cage hadtaken
away. This was uncharaderistic ordediness. | wonder if this was
what he had in mind. Amy Beaclts E minor Symphony desives
more spacein the repertory, if only for the two outer movemants. If
we listenas historians do, it is clearthat this turn-of-the certury piece
says symphonicaly what had alrealy been said by Mendelssohn,
Wagner, Dvorak ard Brahms.



Yetif we forget about history and ideas of 'progress,' it is possible to
enjoy Beacts opening Allego not just for its strong feelings but for
the dired and concise way with which they areorgarized . .. Both
[the Abranms and Roumain] mix orchedra with eledricd sounds. Mr.
Rouman is more the storyteller. Snippets of recorded narratve waft
out over the instrumerts. The orchedra itself bubbleswith enemy.
The loudness and bright colors get our attention, but there is a
sophistication, invertion and wry wit that keep it from warndering. . . .
The mood [of the Abramg is tortured and dire" [Bernard Hollard,
The New York Times 1/11/00].

Joshua Bell and Frederic Chiu in Copland's Violin Sonata (1943),
Prakofiev's Violin Sonata No. 1, Bartk's First Rhapsody, Gershwin's
Three Preludes (trars. Heifetz), and Rawd's Violin Sonata. Alice
Tully Hall, New York, NY. "[The Coplard] is from the middle of the
composer's ‘Americana’ phase. Cettain qualitiesof modal folk music
ard sturdy Praedart hymns are evoked in this wistful, subdued
work. Even the lag movement, with its snapoy dance rhythms, has a
redrained, melancholic qudity. . .. Prokofiev . . . workedon [Violin
Sonata No. 1] from 1938 to 1946, brutal yearsin Russian history.
This dark work, by turns biting ard ethered, evokes itstime. .. Yet
Prokofiev wrote few things more beadiful . . . . Fracured
harmanicdly punch evocaions of jazzpervade the Ravel" [Anthony
Tommasni, The New York Times 1/14/00].

Cellist Evargeline Benecktti in Hindemith's Variations on "A Frog
He Wert A-Courting." Weg End Collegiate Church, New York, NY.

Jaruary 10

California EAA.R. Unit in Century's End / It's a Wrap. Los Angeles
County Museum of Art, Los Angdles CA.

Unmeasurable Distance, with PHlip Gelb, Carla Kihlstedt, and Hugh
Livingston. Noh Space/ Theaer Yugen, SanFrancisco, CA.

Anne-Sphie Mutter ard Lambert Orkis in Anton Weberns Four
Pieces for Violin and Piano, Respighi's Violin Sonata, Gearge
Crumb's Four Nocturnes(Nightrmusic 1), BAa Bart—k's Violin Sonata
No. 2, and Maurice Ravel's Tzigane. Carrege Hall, New York, NY.
“In . .. Four Nocturnes . . . the performers made much of eventhe
quietest sounds. . . . The performarceswere wonderful throughout,
with Mr. Orkis proving a full and eloquent partner, giving no quarter
even in the fortissmos of the Repighi” [JamesR. Oedreich, The
New York Times 1/13/00].

New Music Petting Zoo: American Composers Summit, with Derek
Bermel John Zorn, Gearge Crumb, Selagian Currier, John Musto,
and Kenji Bunch. Miller Theate, Columbia Universty, New York,
NY.

Berradette Hoke and Eric Birk perform piaro four-hard music,
including Corigliarn’'s Gazebo Dances . Pad's Chapel, New Y ork,
NY.

Juilliad Wind Ensembe in Wynton Marsdiss Suite from "A
Fiddler's Tae," Eric Ewazers Shadow Catcher, Steven Bryant's
Cheger Legps In, ard William Schuman's New England Triptych.
Juilliad Theaer,New York, NY.

Jaruary 11

Deah of Barrey Childs. Redlands, CA. "Barrey was a great
supporter of new music in America, a prolific composer, musicd
explorer, fascinating ledurer ard essayist, a great mind, and just a
wonderful person” [Matt J. Ingalls].
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New York Philharnonic in Prdkofievs Romeo and Juliet ard Berg's
Violin Concerto, with Anne-Sophie Mutter. Avery Fisher Hall, New
York, NY. "Mutter lavished luxurious tone on the Berg, imparting
the note of Romantic yeaning that only the best performersfind in
thiswork" [James R. Oegreich, The New York Times 1/13/00].

I Am Sitting in a Room: Sound Works by American Artists 1950-
2000. Whitney Museum, New York, NY. Through Jaruary 16.
"One could . . . dismiss the term 'sound art' asjust a vaguely gloried
name for weird music. And yet 'sound art has served as a useful
historicd euwhemsm, a safe harbor for works too outrZ for the ever-
conservative classical music world. . .. [T]heshow is... namedin
part for one of the most accessible electronic music works ever made.
The work in quegion is a 1971 auwlio tape pieceby Alvin Lucier
consisting of the composer realing a text that begns: 'l amsitting in
a room differert from the one you arein now. . . ." Popular even
amag pegle who have no other interes in experimerta music
(Mimi Johnson, who produced the recrding, cdlsit 'Alvin's Bolero')
I Am Sitting in a Room is a classic of sound att if anything is. . . .
[O]ne cakegory of sound art is auwdio works mack by pegple with no
training in music, such asvisua artists; the exhibition includes sound
works by the sculptor Bruce Nauman ard the conceptual attist Vito
Accaonci, whose cregily sexual text recrdings deserve more notice
from musiciars aryway. There are also works by superdy skilled
musicians but made outside tradtional musicd proceses. Steve
Reich's pioneering phase-shifting piece Come Out will be familiar to
mary listeners but fewer will have heard Terry Rileys hypnotic
Mescalin Mix, dating from 1961, which is the very first tape-loop
pieceard arguably the first minimdist pieceas well. . . . [In the]
vocd- or text-orierted. . . caegory fall most of the works by Fluxus,
the loose-knit group of concepud artists and composers gathered
under that surred umbrella in the 1960's by Gearge Maciunas . . .
Since 1991, Mr. Vitiello has worked as an assistart to Nam June
Pak, a former Fluxus composer who evolved into video work, ard
his familiarity with the crazy Fluxus repettory is formidabe.. .. [A]
series of field recording by Bob Bieleki and Connie Kidtykya,
feawr[e] . . . amhbent aud phenomera like rados ard dogs head
over waves a a lake. Honoring Mr. Bieledi is a real coup for the
exhibition, for as one of New York's most creatve recading
erginees, he wasinvolved in about athird of the works in the show.
‘When | me La Monte young,' Mr. Vitiello explains, ‘I mertioned
that he and | sharedthe same sound person, Bob Bielecki. Young
gralbed me ard said, '"You realze Bob is a gerius." What one will
not hearat the Whitney areintricaely-determned works considered
classics of that forbiddingly intellecual gerre ‘electronic music,' like
Milton Babbitt's Philomel, Morton Subotnick's Slver Apples of the
Moon or even the ealy pioneering tape works of Otto Luering.
Instead we have a rare, 86-minute spoken text recording of John
Cage; Lauie Anderon's eaty works from the 1970's; a 1975 guitar-
feedbad piececdled Metal Machine Music by Lou Ree, impressive
in its rich texures, and a new work by the quintesertidly
postmodem vinyl collagst DJ Spooky. The show will also include
recadings of a few pecuiar anomdies of relatively conventional
performed music, lie a movement from Glemn Brancds Symphony
No. 1 for electic guitars an excempt from Meredth Monk's solo-
voice performarce piece Our Lady of Late and even Philip Glas's
ertire, 206-minute Music in 12 Parts, played by his ensenmble . . . .
Like mast of the lay public, praditioners of the visual arts don't care
much about the tecmicd analysis of music, but they are more
receftive than most musiciars to imagnation and unconventionality.
Mr. Vitiello himself is a guitaist and samger composer who has
performed with Padine Olivercs and the cdlist Marie FrarcesUitti,
but until recent yearsmost of his work consisted of sound scores for
film and video. . . . Mr. Vitidlo adnmits a paucity of works form the
1950's, a patticulay barrendecale for music . . . .



Younger composers are gererusly mixed in anong the classics,
including the San Francisco performance artist Pamehd Z, the
electronic performer Laeftia Sonam and Nic Cadllins, a Lucier
protZdZ now working in Chicagp but formetly adive in New York's
downtown scere. New Yorkers may wart to note the natural-sound
callage by Jim O'Rourke, who is getting credt lately for rejuvenating
Chicago's improvisation and eedronic sceres. The program offers
almost 100 reardings -- some rare, some commercely available,
some not heardpublicly for decaas -- of works mack between1952
and 1999. The recrdings will run in the Kauman Astoria Studio
Film ard Video Gallety, on the Whitneys secand floor, every day
from noon to 5:30pm, and to 7:30pm on [January 13]. For those who
might balk at sperding five hours a day listering to recordings, the
gallery is being rearranged to make it eay for listenersto come ard
go during the five-and-a-haf-hour programs with out disturbing other
awliencemenbers Lights will be kept low, chairs will be fewer ard
less densely spacedthan for video screenings. . . . Still, therewill be
a couple of performarce components, one during Annea Lockwood's
Sound Map of the Hudson River, a two-hour recrding of rushing
water collaged from severd points dong the Hudson . . . . Bypassing
the moribund high-modemist tradtion, the Whitney is offering a
view of music not only likely to be ergagngly controversia, but also
full of possihilitiesfor 21st-certury regponse” [Kyle Gam, The New
York Times 1/9/00].

Jaruary 13

Ensembe Intercaterrporain in Monnets Bosse, cr¥%ae rasZ, nez
crochu and Durand's La terre et le feu Centre GeargesPampidou,
Parg, Frarce.

Women's Work Jubilee. Amarda Moody's Serial Murderess,
including music by Clark Suprynowicz, performed by oboist Mark
Alburger. Verue 9, SanFrarcisco, CA. RepeaedJaruary 15.

Michad Tilson Thomas conducts the San Francisco Symphony in
Mahler's Synphony No. 9. Davies Symphony Hall, New York, NY.
Through Jaruary 16. "After five years the partnership between
Michad Tilson Thomasand the SanFrancisco Symphony just kees
on getting richer and more productive" [Joshua Kosman San
Frarcisco Chronicle, 1/14/00].

Joan Tower's Tambor and Danepour's Voices of Rerrenbrance:
Conceto for Sring Quartet and Orchestra, performed by the
National Symphony Orchedra, conducted by Leaard Slatkin.
Through Jaruary 25, Carrege Hall, New York (NY). "This
emharrasingly lofty [Darielpour] work is a memaial for threedain
leackrs: Presidert John F. Kemedy, the Rev. Dr. Martin Luther King
Jr. and Serator Robert F. Kemedy. In his ostentatious program note
Mr. Danielpour writesthat the five-year petiod during which these
assassinations took placewas"atime of hope shattered' . . .. Thatis
a lot of baggage for one orchedral work to carly, ard few pieces
would be up to the task. . . . The orchestration hereis effecive; in
gertle pasages of lameration the music has a richly chromatic,
though backwardlooking harmaic language amd a cetain
ruminative beauty. But what can you say about awork that expresses
arger and outrage through a percussive, clangorous vaiart of 'Hail to
the Chief' that kees interrypting the mourning like a battering ram?
And did no one.. . . try to warn him off the ideaof having anoffstage
string quartet play the hymnlike civil rights anthem, 'We Shall
Overcame, asa consolation from afa? . .. The program began with
Tamlor, a 15-minute exploration of driving rhythms and percissive
timbrescomposedin 1998 by Joan Tower. Though not a grea work,
it is skillfully execued and effecive, and refredingly honest in
comparison with the Dandpour" [Anthony Tommasini, The New
York Times 1/27/00].

29

Philadelphia Orchegra in Lutoslawski's Cello Concerto, with Lynn
Harrel. Acacemy of Music, Phladelphia, PA. "The cellist returns
with the sameidea-- a single note, first played 17 times then 13,
then nine ard so on. After eachseries of repeated notes (which made
the audience lawgh) comes a dose of more complex magrial. By the
time the orchedra gets around to belting out its very loud repeated
notes they sound like old frierds" [Peter Dobrin, The Philaddphia
Inquirer, 1/15/00].

Jaruary 14

Sdoists of L'Ensembe Interontemporain in Jarrdl's ...some leaves
Il..., Huber's Sabeth, Zerder's Tre Pezi, Sclhsllhorn's Under one's
breath, G. Steinke's ...kaum einen Hauch..., and Holliger's Trio.
Goethe-Institut, Pars, Frarce.

Sarah Michad's Some Are (choreagraphy by Dana Lawton),
performed by Cdlist Leighton Fong. ODC Theatr, SanFrarcisco,
CA. RepeaedJaruary 15.

Chamter Music Society of Lincoln Center preserts Jantceks Violin
Sonata, Bartk's Sonata for Two Pianos and Percussion, Stravinsky's
Duo Concertante, ard a two-piaro verson of Gerswin's An
American in Paris. AliceTully Hall, NewYork, NY.

New York Phlharmanic, conducted by Kurt Masur and Krzysztof
Perderedi, in Rihm's Time Chant, Bergs Violin Concerto, Rawel's
La valse, and Perderedi's Violin Concerto No. 2 ("Metamor phosen”,
with Anne-Sophie Mutter, plus music of Strawss. Avery Fisher Hall,
New York, NY. RepeatdJanuaty 15. "Same pemle,in areversal
of the norm, even left after the Pexderecki in order to avoid hearing
the secand of the evering's two sweeerers, Strausss Till
Eulerspiegd. . . . Mutter was the big draw, well known for her
powerfu musical ahlities which have nothing to do with the
vampsh persona of her publicity photographs. There are violinists
around who do, indeed play the instrument as an eraic
accattermert, but Ms. Mutter is not one of them. She stards and she
sings, frankly and diredly. . . . Sung Time might be a better
trarslation of the title than [the composer's] preferrel Time Chant. . .
[Therewaq one short outburst of freakishness from the orchedra [in
the Perdereck]" [Pau Griffiths, The New York Times 1/17/00].

Stefaro Scadaribbio performs his 46-minute Voyage That Neve
Ends and Cage's Ryaanji. JamesCohan Gallery, New Y ork, NY.

Orchedra of . Luke’s in Zemiinsky's Psalm 23 ard the New Y ork
premiereof his Psaim 13. Carrege Hall, New York, NY.

Jaruary 15

Deah of Betty Macdnad Batcheller, the lag surviving memtler of
Martha Grahams first dance compary, at age 92. Greerwich
Laurelton Nursing Home, Greerwich, CT.

Ernedo DiazEnfante's Oikos performed at The Tampa Bay
Composers Form New Direcions 1999-2000 concett. St
Peerdurg, FL.

LukasFoss, EzralLaderman Gearge Perk, David Diarmond, the Muir
String Quartet, and the Chicag String Quartet New York premeres
of Fosss Quartet No. 4, Ladermars Quartet No. 9, and Pete's
Quartet No. 9 ("Brief Encounters'), plus Diamond's Quartet No. 8.
92nd Stred Y, New York, NY.

Music Under Construction. Cardyn Lord ard Andrew Guriars
operain-progress Oedpusin Cdonus. Construction Company, New
York, NY. RepeatdJanuary 16.



Rubio String Quartet in Shostakovich's Sring Quartet No. 2. Merkin
Concett Hall, New York, NY.

Glem Watkins lecures on The Grea War and the Persistence of
Menory: Ravel, Hindenith and Gershwin, 1917-1934. Alice Tully
Hall, New York, NY.

Seatle Credive Orchestra in Hfba's Nonet, Scloerbergs Three
Piano Pieces ard Suite, and Zeminsky's Trio.  Brechernin
Auditorium, Universty of Washington, Seatle, WA.

Jaruary 16

Breaking Sound Barriers. Ford's If ard Don't Lose Your Faith in Me,
Cadltrare’s Equinox, Cdlinss Through, McDand's Who Do Yau
Love?, Weill's My Ship, One Life to Live and Lost in the Sars,
Strarge's Elenertal Vamp, Avilas What, Me Worry?, Cages
Variations 1, and Soville's Ice 5. Redta Hall, Univerity of
California, Sarta Cruz, CA.

Takfs Sting Quartet in Bart—k: Complete String Quartets. Alice
Tully Hall, New York, NY. "Plea® note that this concert will last
approximatly 3 1/4 hours' [advertisemant].

Harrid String Quartet in Bartk's Quartet No. 4. Mannes Callege of
Music, New York, NY.

I Am Sitting in a Room: Sound Works by American Artists 1950-
2000, including works of Alison Knowles, Philip Corner, and Gearge
Brech, and Dick Higgins's Danger Music No. 17. Whitney Museum,
New York, NY. "Danger Music No. 17 consists of [Higgins]
screamig as loud ard long as possible” [Kyle Gam, The New Y ork
Times 1/9/00].

North/Sauth Consonance presents Roque Corderds Petite Mobiles,
Allan Crossmaris Millennium Overture Dance, Wayne Peerson's
Janus, Eduard Sao Millan's Three Trees in Two Toons, ard Max
Lifchitz's Yelow Ribbons No. 21. Christ and St. Stephenls Church,
New York, NY.

Ballet de I'OpZraBordeaw performs Prdkofievs Romeo and Juliet
Brooklyn Certer for the Perfaming Arts, Brooklyn College, New
York, NY.

American Symphony Orchedra in Richard Strauss's Die Liebe der
Danae, op. 83 (1940). Avery FisherHall, New York, NY. "Strauss's
score churns, swirls and hurtles along breatlesdy” [Anthony
Tommasni, The New York Times 1/18/00].

Pianist Susan Star performs Ginasteras Sonata. The Curtis Ingtitute
of Music, Philadd phia, PA.

Baritone Robert Holl in Hars Pfitzner's Welcome and Departure.
Convertion Certer, Philadd phia, PA.
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Jaruary 17

Death of Doris [June Sydnor] Paker (b. 8/16/22, Rock Island, IL),
widow of Chaillie Parler, of respiratory failure, a age 77. "They
were married in 1948 and separded in 1950. (Paker considered
ChanParler,who died last year,his fourth wife, but a spokesnan for
his estate said they werenot legaly married.) . .. At six feettdl, she
becamea striking figure as a hat-ched girl at Three Deuwces a Weg
52nd Stred nightclub, where she met Challie Paker in 1945. They
began living togetherin 1946. When Parler,aheran addict sincehis
teerege yeas, spert six months in a Cdifornia mertal hospital in
1947, she movedto Los Angeesto visit and carefor him. Theywere
married in 1948 in Tijuana, Mexico, while Paker was on a Weg
Coag tour with the Jazz at the Philharnmonic concett series ... In
1989, she organizedthe first Evering with Friends of Charlie Parler.
These benefits, at which associates of her husbard like Max Roach
and Dizzy Gillegie performed without pay, becameamual events to
raise money for Veritas, a drug rehabilitaton program on the Upper
Weg Side" [The New York Times 1/19/00].

Anne Sophie Mutter, Lamtert Orkis, and Daniel Muller-Schott in
PSrs Fratres Shostakovich's Piano Trio No. 2, Stravinsky's Suite
Italienne, and Prdkofievs Sonata for Violin and Piano. Camege
Hall, New York, NY.

Jaruary 18

L'ltiana’re in Zinsstag's Artifices I, Leroux's d'Aller, and Grisey's
PZrodes Ircam,Pars, Frarce.

Deat of Jeder Hairston (b. 1901, Belews Creek NC), at age 98. Los
Angeles, CA. "Hairston cameto Hollywood in 1935 as the assistant

conductor for the Hall Johnson choir, which hadbeenhiredto sing in

the black-cast film The Green Pastures His musicd break came
when he met the composer Dimitri Tiomkin while conducting the
Johnson choir asit recaded the badkground score for the movie Lost

Horizon (1937). When a producer quedioned the ability of bladk

singers to perform in Russian, Mr. Tiomkin reportedly said, 'l don't

seecodor. | hearmusic,’ ard assured Mr. Hairston, 'If | come badk to
Hollywood, you aremy choral conductor and arranger. Mr. Tiomkin

did return, and during the next 20 years Mr. Hairston worked with

him on filmsincluding Red River, She Wore a Ydlow Ribbon, Duel

in the Sun and Land of the Pharaohs. He egalished himsdf asone
of Hollywood's most repecied chord arrargers and direcors. . . .

He wasbed known for his work in Lilliesof the Field, for which he
composed ard arranged the song '"Ameri and dubbed the singing for

Sidney Pdtier. He composed or arrarged more than 300 chora

spirituals. Mr. Hairston supplemened his income asa conductor by

acceping bit pars in Hollywood films and appeaing in several
Tarzan movies as an African. 'They always pickedmefor the Tarzan

filmsbecaise my skin wasso blad, hetold aninteniewer. He was
hardly criticized for acceping steredtypicalroles. ... And athough

he played the part of Herry Van Porter, a well-dressed, self-styled

socialite who ridiculed the other charaters on the Amos 'n' Andy
television show, he and other memkersof the cast wereexcoriated for

demeaing depctions of blaks. . . . "We had a hard time then
fighting for dignity,’ he said later. 'We had no power. We hadto take
it, and becawse we took it, the young peqle today have greaer
opportunities.' . . . 'l dedded that | wanted to make my markin folk

songs becaise my grandpareris were slaves,’ he said. 'l warted to
keepthat music alive! Mr. Hairston received an honorary doctorate
in music from Tuftsin 1977. . . . Harston's ading caeer exerded
into his 90's. He gained the atention of a new generation of fans
with his role as Rdly, the wily, wise-craking deacan on the
television situation comed/ Amenfrom 1986 to 1991" [Mel Watkins,

The New Y ork Times 1/30/00].



SanFrarcisco Contemprary Playersin Coplard's Piano Quartet, M.
Wagner's Sexet, Cafltabamo's Quilt Paneds, and Davidovsky's
Quartetto. YerbaBuena Certerfor the Arts, SanFrartisco, CA.

Enchanted Circle Series Narcarow's Tango, Russell's Concerto for
Two Guitars, Cogan's Eight Poers of William Bronk, Latartaras
Ripe,and Liang's Dialecica Percussions, March Cathedral, Garden
Eight for Any Solo Instrumert, and Lake Brown Hall, New Englard
Conservatory, Boston, MA.

Juilliard String Quartet in Bartk's Sring Quartet No. 2. 92nd Street
Y, New York, NY.

Britteris A Midsummer Night's Dream (1960). Juilliard Theate, New
York, NY. RepeatdJanuary 20.

New England Symphonic Ensenble in Converys | Have a Dream
and Copland's Old American Songs, and the Fourth National Fegival
Orchedra, conducted by Lucas Foss. Carrege Hall, New York, NY.

Chamler Music Society of Lincan Center presents Hars Eislers The
Roman Cantata and Prison House Cantata, Kurt Weill's Cdlo
Sonata, Richard Strauss's Sextet for Strings from Capricdo, ard
Erwin Schulhoff's Sring Sextet AliceTully Hall, NewYork, NY. ™.

. Eidler's highly obscure RomanCartata. Everything to be known
of this piece-- that it waswritten in 1937 ard set denunciatory prose
by an Italian anti-Fasist -- suggested it would be some kind of
abragve exhortation, its force now spert. But not a al. Theadora
Harslowe, singing gorgeously and with supetb control, reveakd a
rapturoudly lyricd piecelying somewherebetweenRichard Strauss . .
.ard J.S.Bach Disgust, the principa mative of the text, becanes an
occason for beauty, ard the entire four-moment pieceis song, with
mellow support from clarinets, viola and celo. . . . Like Eidler,
Schulhoff had to work out what it meart to be a Communist
composer, and his fate washarder: he diedin aconcertration canpin
Bavariain 1942. His Sextet is a magificert piece. In the intensity,
exertion and acid tarng of its fagx movements, it sounds a hit like
Bartk or Shostakovich, but it dates from the early 1920's, when
Shostakovich wasstill aboy. . .. A kind of frank, urgert statement is
bedeviled by a sudden weird solo, or an effect remeniberedfrom a
quartet by Scloerberg or Webern Most hair-raising of all arethe
endings of the low movements and of the finde, the former with a
soft, strarge penultimate chord, the later ebbing away in the depths
of the lowed instruments' [Pau Griffiths, The New York Times
[1/20/00].

New Yak Fedivad of Elecronic Composers and Improvisers,
including music of Pauline Oliveros, Tony Conrad, and Morton
Subotnick The Knitting Facory, New York, NY. Through Jaruary
23. "Mr. Subotnick used alapop on which, he said, the speed of the
mouse movemernt goverred the texture; Mr. Conrad played a violin
amid eectonic sounds, and Ms. Oliveros wielded an accardion in a
duet with Stephen Vitiello on guitar. Mr. Subotnick's piecefeaured
Joan LaBartara reciting phrases like ‘the persistence of the wind,
amid flurries and plunks and chips ard whooshes There were
passages like horror-movie soundtrads, with phantom choirs ard
amaphous whispers; there were also sharp-focus knocks ard thuds
and a recuring elegiac threenote matif. ... [T]he sounds harked
back to the 1960's eectonic music, and so did the digointed
structure . . . . Conrad, who worked with Minimalist pionees
including La Monte Young in the 1960's, opered his set with a
microphone in his mouth, amgdifying the buzz of an electic shaver.
It was a prelude to a long piececombining three sounds: a staticky,
flapping sputter somewhere betweena tracor idling and a helicopter
larding); a sequerce of blotchy, distorted tones separated by loud
buzzes; and aviolin part that moved from a sustained note to a short
phrase in double stops. . . .

M

[T]here was repetition but no promise of medtation. Noisy,
relertless and relatively low-tech the music claimed paternity for
industrial rock. Ms. Olivercs piecewas a cooperaive rambe: from
floating, edgeless notes and chords to scampering, mercuria sounds
and, evertualy, badk to serere stillness. . . . Instead of placing
acaustic and eectonic worlds at odds, the piecemerged them, asif
to ponder not technology but sound itself* [Jon Pardes The New
York Times 1/20/00].

Parrassus in Carters Trilogy, the U.S. premiere of Constart's Trois
Portraits, the New York premere of Korf's Presences from
Aforetime, and R. Martin's Charred Beloved Merkin Concett Hall,
New York, NY.

Piano Certury. Shostakovich's Prelude and Fugue No. 24, Yun's
Five Pieces Schumars Voyage, Stockhawseris KlavierstYcke X,
Scebi's Action Music, Feldmaris Last Pieces, ard Perschetti's Piano
Sonata No. 10. Pau Hall, NewYork, NY.

Jaruary 19

Cellist Anssi Kartunen in Saaraho's PrZs for celo and eledronics.
ThZ%ek du Ch%e et, Park, Frarce.

Coloradb String Quartet in Shostakovich's Quartet No. 5. Los
Angeles County Museum of Art, Los Angeles CA.

John Adams conducts the San Frarcisco Symphony in Glas's
Faeades, Piazollas La Mufa, and Adamss Violin Concerto, with
Vadm Repn. Davies Symphony Hall, San Francisco, CA. Through
Jaruary 22. "The density of Adams orchestral writing, egedally in
the firss movement, and the pitilesness with which he kegs the
soloist going neaty nonstop for 30 minutes aredaunting attributes. .
.. Adams conducting, at once propulsive ard stead/, helped clarify
the rhythmic contrasts in the first movemern betweenthe violinist's
freefantasy and the underlying orchedral accanpanment. . . . Repn
was the soloist for Adams brief ard arreding orchestral verson of
Piazzdla’s hittersveettargo 'La Mufa.' . . . [T]he string sedions ard
saxophonists.. . . kept trying to find a vein of romartic expressivity in
the [Glas], while missing its chilly and, well, glaslike surface
beauy" [Joshua Kosman, SanFrarcisco Chronicle, 1/21/00].

Deat of actess Hedy Lamarr(b. Hedwig Eva Marie Kieder, 1931,
Viema, Austria), at age 86. Orlando, FL. "After her divorce from
[Hollywood writer and producer Gere] Markey, Miss Lamarrwert to
a Hollywood dinner party a the home of Janet Gaynor and theremet
Geage Antheil, the composer. Miss Lamarr ard Antheil got to
talking about the war ard how tough it was going to be to stop the
Nazis. As the story goes Miss Lamarr recdled hearng some
conversations that had ocaurred betweenher first husband, [Viemese
munitions maker Fritz] Mandl, ard the Nazis, who seemedto place
great value on creaing some sort of device that would permit the
rado control of airborne torpedbes and reduce the darger of
jamming. She and Antheil got to discussing all this. The idea,they
decided was to defeatjamming efforts by sending synchronized
rado signals on various wavelengths to missiles, which could then be
dirededto hit their mak. Antheil suppliedthe techicd expertise for
the concept and on Aug. 11, 1942, the two received a United States
patent for the use of radio-controlled missiles that cOuld be used
against the Germars. Therewere some doubts that Miss Lamarrhad
the techicd badkground to give much to the projed, but Antheil
always credited her. The govemmert wasnot initidly interesedin
their device, but a refined version of it was used by the American
militaty in the 1960's -- after the patert had expired They never
mack a dime. IN 1996 they were honored for their work by a
professional ergineering society. 'It's about time; wasMiss Lamarrs
only comment" [Richard Severo, The New York Times 1/20/00].



Violinist Chares Libove ard pianist Nina Lugovoy in Bacewcz's
Violin Sonata No. 4. Merkin ConcertHall, New York, NY.

Juilliad String Quartet in Bartk's Quartet No. 2. 92nd Stred Y,
New York, NY.

Boston Phlharmaiic Orchedra in Mahlers Synphony No. 8.
CarregeHall, NewYork, NY.

Jaruary 20

Sdoists of L'Ensembe Intercontemporain ivn EStvSs's Kosmos, Psy,
Two poens to Polly, and IntervallegintZiiers, and Schoenberg's
Suite. MusZed'Orsay, Park, Frarce.

ACF Sabn. Harry Bermstein's Settings of Poens by Children, Sarah
Michad's Three Consort Songs, and Darcy Reynolds's The Past
Keeps Changing. Yerba Buena Center for the Arts, San Frarcisco,
CA.

New Certury Chamber Orchedra in Kokkonen's Music for String
Orchedra and Sibelius's Raka Sava. First Congregationa Church,
Berkeley, CA. Through Januaty 23, Hoytt Theaer, Osher Marin
Jewish Community Certer, SanRafae| CA.

The Philaddphia Orchegra, conducted by Simon Ratle, in
Schoenberg's Gurrelieder. Acacemy of Music, Philacelphia, PA.
Through January 24, Carrege Hall, New York (NY). "Tristan on
steroids' -- that's what Ratle cals Gurrelieder, referring to its last-
gagp-Romantic chromaticism expressed through the sounds of more
than 360 instrumertalists and vocdists. The mammah work
receved its U.S. premiere in 1932 by Stokowski and the
Phladelphians . . . . 'If evertherewasan end-of-an-era piece,thats
the one. A staggeringly brilliant 25-, 26-yearold simply basicdly
ending Wagnelianmusic. What's so outrageous? How about . . . four
Wagner tubas. A battery of peraussion requiring eight players Four
choirs. . . . Schoenberg had to order specidly tall paper, with 48
staves to fit all of the instrumerts on the page.. .. 'What he warted
to do wasto out-Mahler Mahler and out-Wagner Wagner™ . .. Ratle
earred himsdf a placein The Guinness Book of World Recads for
conducing the world's lamges orchedra -- a mix of nearly 4,000
youngsters and professionals playing in Birmingham. 'That wasthe
only timein my life | should think | will conduct 400 cdlos,' he says.
"You camot imagine the sound of an orchestra that loud -- 70 tubas
upinonecorner! ... Occasonaly [in the Scloerberd), you have to
trim the orchestra down to letthe singers through. Otherwise, it's like
aslugfes” [Peter Dobrin, The Philadelphia Inquirer, 1/13/00]. "[T]he
bloated score cdls for eight flutes, four picoolos, five oboes, seven
clarinets of vaiious kinds, 10 horns, four hamps, 210 singers five
vocd soloists, a spealer. No kitchen sink, but the work does use
‘'some big iron chains' that are banged against gartbage cars or brake
drums ... Viema's music loverswerereads to hate Gurreliecer. . .
. They showed up for its premierein 1913 set to denonstrate their
displeasire by whistling through their house keys, aswasthe custom
of the day. It turns out that Viema's audiences didn't whistle down
the piece,but cheerel Schoenberg for 15 minutes. No wonder. . . .
Momerts are sweetr than the score of a Hollywood teargrker. . . .
Gurrelieder is 'architecure in tone on a vast scale, in the words of
Leopold Stokowski, who gawve the amaost two-hour work its U.S.
premiere with the Philadelphia Orchestra on April 8, 1932. The
music . . . ends in the big, bright key of C major. . . . In termsof
orchestra exces, Gurrelieder is unmached -- except, perhgps, for
Havergal Briaris Synphony No. 1 ("The Gothic") from 1927, which
calls for vocal soloists, chorus, four mixed choirs, children's choair,
four brass bards and a grealy augmertedorchestra.. .. Scloerberg
composed Gurrelieder in 1900-01, took a bre&, and finished the
orchestrationin 1911.

Ry

In the intervening years Schoenberg had largely abandoned tondlity,
and when he returned to Gurrdieder he tried to change some of the
passages to reflect his new thinking. 'Thes corredions alone, he
confessed, gave him more trouble than the composition of the whole
work," writes Charles Rosen in his Rook Arnold Schoenberg" [Peer
Dobrin, The Philadelphia Inquirer, 1/16/00]. "Spendidly done by the
Philadelphia Orchestra, the Philaddphia Singers Chorale, six solo
voices al under Sir Simon Ratle, Schoerbergs 23-patt, 2 1/2 - hour
piecereveled in sheersize ard seahed with the sameraw elemerts
that the composer's here [Wagner] had turned loose on the world a
gererdion before.. .. It is easy and pleasurale to be swept into the
riotous world of Gurrelieder, although in saner moments one serses
the gluttony at work. Where Wagner's orchestration is rich,
Schoenbery's is of near blackhole dersity, thick with musical sub-
topics ard detail, none of which the composer could evidertly bearto
part with. The Philaddphia Orchestra seemed not to wade a
musician in its emgoy. Men choristers numbering well into three
figures stood behind it. Women sang (briefly) from the first-tier
boxes Bigness, of course, mears severd things. Thereis no derying
the underlying power of this piece, which is shameles in its
exploitation of sheer size for dramaic effect ard yet is filled with
mary beaduies. . .. Therewasalso bignessasin just plain big. . .. It
was possible to come away from this performance with deep
suspicions of Gurrelieder ard everything it stards for, and yet with
the impression of an evering memaahy spent" [Bemard Holland,
The New York Times 1/26/00]. "Ratle had saved his most over-the-
top performance for last. . . . [A] rare'Sdd Out' banner was slapped
acrass the Philadd phia Orchedra’s postersat Camege Hall. Outside,
twenty-someting's werecaling out: 'Starving for art, starving for art'
asthey waved $20 billsin the air and hoped for aspareticket. Inside,
discreet scalpers worked the line" [Peter Dobrin, The Philade phia
Inquirer, 1/26/00].

Pianist Yung Wook Yoo in Currier's Piano Sonata. 92nd Street,
New York, NY.

Jarine Jansen performs Schittke's Violin Sonata No. 1 (1963). Weill
Rectal Hall, New York, NY. This [is a] moody, someimes
disturbing sonata, which boldly mixes styles ranging from almost-
strict 12-tone writing to unabashedy consonart diatonicism”
[Anthony Tommasni, The New York Times 1/24/00].

Artie Shaw and Woody Herman: A NewLook, with the Carrege Hall
JazzBand, Carregie Hall, New York, NY.

Jaruary 21

Ictus performs Steve Rech's Music for 18 Musicians ard Sx
Marimbas. Maison de la Cuture d'Amiers, Amiers, Frarce.

NewEar presrts David Copes Mozart (1992), Nick Didkovsky's
Schubertiade, Alonzo Conways Shattered: Word: Resererade,
Jonathan Dove's Figures in the Garden, and Johames Sctsllhorn's
Madria. St Mary's Episcopal Church, KansasCity, MO.

Guy Livingston in 60 Secands for Piano. Minute-long works by T.J.
Anderson, Andriessen, Aviram, Baas, Bailie, Beaudoin, Bermel
Betz, Bolcom, Boulez, Bourddion, BVitrich, Carawaggio, Carrick,
Cody, Ketzel the Cat & Morris Cotel, Culpo, Eggert, Eidschun,
Ekimozsky, Engel, Fox, Fratm, Goldschneider, Gosfield, Newton
"Newt" Hinton, Pad von Hippel, Jdlen, J. Katz, Kleier, Landau,
Lam, Leach Mancuso, Maral, Martinez, McGinn, McLosky, Nez,
Norton, Palante, Pritsker, Rovan, Shade, Sharp, Schockley, D.E.
Stewart, Togawa, Vees Warbkurton, Yoshinaka, and Zebrowski.
Miller Theate, Columbia University, New York, NY. "In 1995 he
set out to commission 60 composers to write him works lasting a
minuteorless. ...



He ended up with about 150 newy composed miniatures written for
him by composersin Europe, Asia and North and South Americaand
he terds to reshuffle them -- retaining a core of about 20 works --
wherever he plays one of his 60 Semnds concetts. So far, Mr.
Livingston has played the programin Sauth Africa, the Netherlands,
Italy, Frarceard Germary. The pianist arguesthat anong its virtues
is variety: a range of styles from the crasingly dissonart to the
gertly Minimalst are included, ard a listener who doesn't like a
particuar work will not have to erdure it for long" [Allan Kozinn,
The New York Times 1/21/00],

16th-Annual Focus! Fedival. Thommesen's Through Reflecion --
Thought Through, Yanov-Yarovsky's Hommage a Gustav Mahler,
Bibik's Echoes, Reich's Triple Quartet (all-live verdon), Hosokawa's
Seascapes - Daybreak, ard Goehr's Homage to Messiaen  Juilliard
Theater,New York, NY.

Jaruary 22
85th birthday of Herri Duitilleux.

Regna Symphony Orchedra in Adaskin's Fanfare, Liebermam's
Piano Concerto No. 2, ard Holst's The Planets. Regna, Camada.

Bakerdield Symphony in the premere of Bedford's The Sultan's
Turret and Debussy's Nocturnes. Bakerdied, CA.

Sarta Barbara Symphony in Villa-Lobos's Synphony No. 10. Sata
Barbara,CA. Through January 24.

Focus! Festival. Jod Sads conducts Steve Rech's Triple Quartetin
its first totally live performance (previoudy the work hasonly been
heard by a string quartet in consort with two taped quartets), plus
Alexarder Goehr's ...No Thought, Only Calm See (a quotaton from
Kafka, Toshio Hosokawa's Seascapes -- Daybreak, arnd Dmitri
Yarov-Tarovsky's resetings of the poens of Mahers
Kindertoterlieder. Juilliard Theaer, New York, NY. "[Triple
Quartef] was. . . by along way, the stardout piece. In it Mr. Reich
revisits the world of derse string chords, dark but stirring, that he
found in Differert Trains more thana decale ag. . . . Reich proves
if proof were nealed, that he can steerhis musical object araund a
complex ralroad system of interlocking harmaies, meters and
tempos without outside [text] support. Inherently robust, the work is
also strongly scaffolded. ... Thesound . .. isentirely Mr. Reich's:
the chugging rhythmic erergy, the erlivering harmaiic dips and
turns, the prevailing minor-key atmosphere with chromatic touches
that indicéae the continuing importance to the composer of his Jewish
heritage" [Pau Griffiths, The New Y ork Times 1/25/00].

Pianst Hai-Kyung Suh in Scloerberg's Five Piano Pieces and
Stravinsky's Petrushka. Merkin ConcertHall, New York, NY.

Orchedra 2001 in PSrs Cdlage on B-A-C-H, Finko's Violin
Conceto, and Shostakovich's Synphony No. 14.  Swarthmore
Cdlege, Swarthmore, PA. Repeaed Jaruary 23, Trinity Certer for
UrbanLife, Philadelphia.

Jaruary 22

Women's Work Jubilee. Weg Coag premiere of Unearthed, with
composition and sound Desgn by Kristi Martel. Verue 9, San
Frarcisco, CA. RepeatdJanuary 30.

Gregg Smith Singers in Coplard's In the Begnning, Fasss Adon
Olom ard Behold! | Build an House, Zuckerman's Proverbs, ard
Schober's TeDeun. St Peer's Church, New York, NY.

RV

Elmar Oliveira and Robert Koenig in Copland's Violin Sonata ard
seledions from Gershwin's Porgy and Bess (arr. Heifitz). 92nd
StreetY, New York, NY.

Jaruary 23

SFS Chamlker Music presnts Prdkofievs Quintet in G Minor,
Martinu's Duo for Violin and Cdlo, ard Schulhoff's Concertino.
DaviesSymphony Hall, SanFrarcisco, CA.

Marin Symphony in Hovhanesss Synphony No. 2 ("Myserious
Mountain") and Holst's The Planets. Veterars Auditorium, San
Rafae| CA.

Met Chanber Ensemble presents Varese's Dersity 21.5 and
Octandre, Stravinsky's Three Pieces for Clarinet Solo, Milhaud's
Sonatina for Viola and Cdlo ard La CrZation du Monde, Boulezs
Improvisation sur MallarmZ, Stravinsky's Octet for Wind
Instruments, Debussy's Danse SacrZ et Danse Profane, Rawels
Chansons MadZa@sses ard Three Poens of StZphane MallarmZ
Weill Rectal Hall, New York, NY.

Kaija Saaraho ard Michael Daugherty receve The Elise L. Stoeger
Prize. Chamber Music Scciety atLincoln Certer, New York, NY.

Chamber Music Society of Lincan Certer in Varese's Dersity 21.5,
Tamsmaris Septet for Winds and Strings, Shostakovich's Piano
Quintet, Paulenc's Celo Sonata, and Martinu's La Rewe de Cuisine
Suite. AliceTully Hall, NewYork, NY.

Russian National Orchedra in Prokofiev's Violin Concerto No. 2.
Avery FisherHall, NewYork, NY.

Cosmopolitan Symphony Orchestra, conducted by Gerhard Samud,
in the premereof his Where To? Town Hall, New York, NY.

Relache performs Evan Sdot's Sip Knot (1998), John Greerland's
Piecesof Eight (1995), David Anderson's Quintet (1994), and Robert
Eidschun's Bantam Masai ard Air de Cour. Highwire Gallety,
Phladephia, PA. "Relacrelives. ... Yes the group is still finding
and playing music written five minutesago and slightly before, and
has barely veera from a cettain repertoire aeshetic that is as far
from acaama as one can get and still be classical. In the 1980s and
eary '90s, Relache ard founder Joseph Franklin would atract
hundreds to concetts atthe Annenberg Certer. . . . Sdot's Sip Knot
... [is] a hybrid of clasicd and something bordering on Duke
Ellington -- easy to listen to, but hardy eay listening. The soft,
luminous sted drum partat theend . . . wasamagergroke of scoring.
... [A]lthough Anderson mertioned in program notes the influence
of Mahler ard Strawss, [his work] sounded mostly like updated
Shostakovich. Two 1994 works by Robett Eidschun, Bantam Masai
and Air de Cour, wereso chadtic they someimesapproached parody”
[Peter Dobrin, The Philade phia Inquirer, 1/25/00].

Jaruary 24

82nd amiversly of the birth of Gottfried von Einem.

Time Warrer amounces that it plars to acquire control of the music
business of the EMI Group ard merge it with Wamer Music, creatng

what could become the world's largest recad company. London,
UK.



Left Coag Chanber Orchedra in the Weg Coast premiere of
Davidovsky's Fedino for Guitar, Viola, Cello, and Double Bass, the
premieres of Merritt's The Day Floregan Murdered Magister Raro,
Lauie SanMatrtin's Trio for Viola, Celo, and Piano, and Rileys El
Hombre. GreenRoom, War Memaria Perfaming Arts Certer, San
Frarcisco, CA.

Earpayin Chuacui's De Metal y Madera, J. Berger's The Lead Plates
of the ROM Press, Furmaris MaticesCoincidertes and Davidovsky's
Synchronisms No. 10. Campbell Recta Hall, Braun Music Center,
Starford Universty, CA.

Deah of Amyas Ames(b. 6/15/06, Sharan, MA), at 92. Lexington,
MA. "[H]e speartealed the rerovation of the Philharmonic's concett
hall at Lincoln Certer, which had opened as Philhamonic Hall in
1962. To corred the hall's notorioudy poor awmustics, some
expensive adustments weretried during the 1960's. But it was not
until Mr. Amessolicited the support of Avery Fisher and the hall was
totally rerovated ard reopened in 1976 as Avery Fisher Hall that
critics pronounced themslves satisfied with the reailts. . . . Mr.
Amess unusud first name,Amyas, wasan old English spelling of the
family name. He atended Harvard playing baseball and aso
performing on clarinet in the Harvard Bard" [Anthony Tommasni,
The New York Times 1/26/00].

Jupiter Symphony in Chardes Wakefidd Cadmaris To a Vanishing
Race (1925). Good Shepherd Predbyterian Church, New York, NY.

16th-Annual Focus! Fedival. Wallin's Sream, Sciarrino's Two
Nocturnes Prin's De Amor Desegerado, Tiersuu's Drang,
Woolrich's The Iron Cocke el Sings, and Deaks Lad a Dog: the Trio.
Juilliad Theater,NewYork, NY.

Silert Films / Live Music. Herri de la Falaise’s Legong: Dance of
the Virgin (1935); score performed by Gamebn Selar Jaya ard the
Club Foot Orchedra. Winter Garden, World Finarcia Certer, New
York, NY.

Jaruary 25

Clarinetist Armard Angsterin Aperchis's Smulacre V. Ircam,Pars,
Frarce.

Leonard Sakin conducts the Nationa Symphony in the New York
premiere of Darelpour's Voices of Rememipance, a conceto for
string quartetand orchegra

16th-Annual Focus! Fediva. Ore's Non nunquam, Felel's Music for
Piano IlI, Karcheli's Piano Quartet, Knusseris Eccertric Melody,
Rasnusseris Trauergondol, ard Scuthorpe’s String Quartet No. 14.
Juilliard Theaer, NewYork, NY.

Jaruary 26

Dawn Upshaw ard Gilbert Kalish in Messiaen's Harawi, Saargho's
Lonh, and Harkison's Mirabai Songs. ThZ%e du Ch¥%det, Pars,
Frarce.

Nancy Bloomer Deussen's The World is a Butterfly's Wing. The
Paradse Lounge, SanFrarcisco, CA.

Prametheus Chamber Orchestra in Lutoslawski's Funeral Music ard
Sibelius's Synphony No. 3. Merkin ConcertHall, New York, NY.

R

16th-Annual Focus! Fediva. Kurttgs Wind Duos, Remqvist's
Wings, Zuidams Bowery, Saoh's Shunju, Platz's strange, ard
Norgards Unendlicher Empfang. Juilliard Theger,New York, NY.

Deah of Mark Schubart, atage 81. New York, NY. "[He wag the
founder and former chairmanof the Lincan Center Ingtitute.. . . He
was formerly a direcor of public adivities, dean and vice presdent
of the Juilliard Sctool of Music, [and] music editor of The New Y ork
Timesfrom 1944 to 1946" [The New Y ork Times 2/1/00].

20/21 Club Recad Party, with the Emeron String Quartet
performing Shostakovich string quartets. Miller Thedre, Columbia
University, New York, NY.

National Symphony Orchedra in Shostakovich's Synphony No. 15.
CarregeHall, NewYork, NY.

Jaruary 27

Deah of pianist Friedrich Gulda (b. 5/16/30, Viema, Austria) of
heart failure, at age 69. Weisserbach Austria. "Gulda rebelled
against the formadlities of the classical music world in grand and often
comicd ways. In the 1950's, he began ditting in with jazz bards --
sometimes celetrated ones like Dizzy Gillespie's -- while he was
touring asarecitalist and concer soloist. By the mid-1950's he was
including jazz improvisations on his recital programs, and by the
early 1970's he was refusing to announce his recital programsin
advance. He reportedy once performed a concertin the nude, and
lag March he faxed news agercies a false report of his own deah,
apparently to promate a concett at which he wasto be resurrected.
His ecc3ntricities had a marked effect on the classicd side of Mr.
Gulda's career he wert form being a pianist once described by
Hardd C. Schonberg in The New York Timesas 'a continuation of
the grea Germantradtions of piaro playing exenplified by Schabel
and Backhals' to one with a smal but devoted following. . .. [H]is
appearances in the United States were rare after the early 1960's.
Although it often seemedthat he had torpedoed the classical side of
his career with misguided antics Mr. Gulda usudly gave the
impression that his rebellion was rooted in deepy held principles.
Having acceped the Beghoven Bicertemia Ring from the Vienna
Acacemy of Music in 1970, he quickly recmsiderad and returnedit,
citing his objedions to the consevatism of clasicd music educaion.

. He neverabandoned classicd music, but he insisted that his jazz
and classical performing be regarded as equal aecs of his musical
perondity, with composition often bridging the two. His
discography frequently drove homethat point. In the early 1980's he
recaded two vely differert abumsin close proximity: one was The
Meeing, a set of improvisatory duets with the jazz pianist Chick
Corea;the other wasMozait's Concero No. 23, with the early-music
spedalist Nikolaus Harnoncourt. Around the same time, he also
releagd a recading that brought together a probing, propulsive
readng of Bedhoven's Saata in C minor (Op. 111) with his own
ble&k Winter Meditation. As a composer, Mr. Gulda wasan eclecic
who drew on his jazzinterests for orchedral works like The Veiled
Old Land, The Excursion, the Symphony in F and afreeadaptation of
Shakespeares Measure for Measure cdled Drop-Out Oder Gustave
der Letzte" [Allan Kozinn, The New York Times 1/29/00].

Ensemibe Intercantenporain in Lachenmann’s ...Zwei Gefhle... and
EStvSs's As | crossed a bridge of dreams. CitZde la Musique, Pars,
Frarce.



Trombonist Abbie Conart in The Wired Goddess and Her Trombone:
Works for Wired Trombone. Premeres of Padine Olivercs's The
Heart of Tones' for trombone ard two oscillators (performed by
Matthew Wright ard William Osborne); Maggi Payne's Hum 2:
Tatsuta-Hime for 8 trombones, live trombone, and 7-track tape; Chris
Brown's Time Bomb: Four Poens by Mina Loy for trombone and
interactve eledronics; Matt Wright ard Abbie Conart's Garden of
Earthly Delights, for trombone ard interadive eledronics, and Jorge
Boehringer's The Sinking Ship for trombone, video and delay line;
and The Mutant Cylorgian Gizmo Big Band, with synthesists Chris
Brown, Tim Perks, ard John Bischoff (of The Hub), David Wessel
and Matt Wright (of CNMAT), Maggi Payne (flute), and Abbie
Conant; plus William Osborne's As it were of a trumpet talking, from
Music for the End of Time for trombone and quadraphonic tape; and
Alex Pats's The Secret Waits for Eyes Unclouded by Longing for
trombone ard interadive elecronics. CNMAT, 1750 Arch Stred,
Berkeley, CA. "Conart is an intematonally acdaimed trombonist
who was soloist of the Munich Philharnonic from 1980 to 1993. In
recern yearsshe has performed asa soloist in over 60 citiesin Europe
and America.. .. The four poemsarefrom Mina Loys late work, a
collecion ertitted Compersations of Poverty. . . . The trombone
"speals’ the poens. . .. Olivercs continues her study of the smdlest
elemerts ("the quantums') of musicd charge. . . . Each auumn,
[the] Japanese goddess [T atsuta-Hime] wove a beauiful multicdored
tapestry. She thenincamated herself as wind ard blew her own work
to shreds. The seventracktape is a prere@rded overdub of seven
additional trombone patts . . . . [Boehringer alludes to] the Sirers of
Greek mythology ard the fog horns of the SanFrartisco Bay. . . .
[Osborne’s] allusion [is] to Revelation 4:1. 'After this | looked, ard,
behold, a door was opered in heaven and the first voice which |
heardwasas it wereof a trumpet taking with me; which said, Come
up hither, and | will shew thee things which must be hereafer”
[interret releas].

Judith Weir Fegival 2000. King Harald's Saga and Heaven Ablaze
in His Breast. College of Marin, Kertfield, CA. Through Jaruary
30.

NEC Opera Theaer in Britterls The Rape of Lucretia. Emeron
Majedic Theater, Boston, MA. Through Jaruary 30.

Shostakovich's Celo Sonata ard Feldmaris Enigma No. 1. Jordan
Hall, New Englard Conservatory, Boston, MA.

16th-Annual Focus! Fedival. Saaraho's Cendres Ali-Zadeh's Ask
Havas, Jethss Onde, Veli Matti Pwmaloa’s Caprifoglio, Zorn's
Amour fou, Lam's Recdling Chimes and Lavistas Sring Quartet
No. 6. Juilliard Theaer,New York, NY.

Philadelphia Orchedra in Bernstein's Overture to Candide and
Serenade, Liebermam's Concerto for Flute and Orchedra, ard
Coplard's Appalachian Spring Suite. Acacemy of Music,
Philade phia, PA. Through February 1.

Seatle Symphony in Copland's Billy the Kid Suite. Benaroya Hall,
Seatle, WA.
Jaruary 28

Judith Weir Fegiva 2000. The Black Spider ard Scipio's Dream.
Cadllege of Marin, Kertfield, CA. Through January 30.

Oakard Ead Bay Symphony in Barber's Knoxville: Summer of 1915.
Paramaint Theate, Oakiand, CA.

Violinist Jaret Pacler and pianist Orin Grossman in Haversl's
Legend. Old First Church, SanFrarcisco, CA.

Shelley Hirsch's For My Father Piece The Kitchen, New York, NY.
Through Felruary 5.

Cincinnat Symphony in Coplard's Fanfare for the Common Man,
Barber's Adagio for Srings, Copland's Clarinet Conceato, Berrstein's
Prelude, Fugue and Riffs (arr. by Lukas Foss), Strausss Der
Roserkavalier Suite, and Ravel's Daphnis et ChloZ Suites No. 1 and
2. CarregeHall, New York, NY.

Salat'Clake Duo in Fddman's 85-minute For John Cage. Gred
hall, Cooper Union, New York, NY.

Juilliad Orchedra, conducted by Donald Paima, in Hermrik
Strindbergs Menorial, John Pashass Seikilos, Petr Maxwell
Daviess Spinning Jenny, and Betty Oliverds Merkavot. New York,
NY. "Seikilos . . . started out a bit like lamis Xenakiss music and
then got the ideafrom a syncopating triargle to turn into Berrstein . .
.. Spinning Jenny gave the hal a terific thrasing, after which a
solo strumpet cameout with a line of lvesian elegiac poignancy”
[Pau Griffiths, The New York Times 2/1/00].

Jaruary 29

Narcy Bloomer Deuwsseris Concerto for Clarinet and Small
Orchedra performed by The Mission Chamber Orchestra conducted
by Emily Raywith clarnetist Mark Brandenburg. Le Petite Trianon-
SanJose, CA.

Riverside Symphony in Bart—k's Romanian Fdk Darces and the
premiere of John Peels Vialin Concetto. Alice Tully Hall, New
York, NY.

Orphews Chanber Orchedra in Michael Tippett's Divertimerto on
Sellinger's Round and the world preniere of Susan Botti's Within
Darkness. Carregie Hall, New York, NY. Not only is [Tippet's]
unfamiliar ditty hard for the performerto coordinate in its calculated
disunities ard rhythmic displacemets, but it adso sounds cockeyed
even in a fine performance.. . . [l]n a piecegrounded in drones,
pedd points ard ostinatos, [Botti] conjured a smdl riot of cdor from
matrids of little initid promise” [James R. Oedreich, The New
York Times 2/2/00].

Percissionist Stephen Schick and celist Maya Beiser in Didkovsky's
Caught by the Sky with Wire, Bresnick's Song of the Mouse Peqple,
the world premiereof Julia Wolf's Close Together, Michael Gordon's
XY, Ziporyn's Kebyar Maya, and Ung's Grand Alap. Miller Theate,
Columbia University, New York, NY.

Yaaquina Orchegrain Adamss Shaker Loops. Newport, OR.

Network for New Music, with Mario Davidovsky, in the premere of
his Smple DanceslI, plus music from Simple Dancesl, and David
Froom's Chamber Concerto (1991), William Kraft's Encounters 1X
(1982), and David Osborn's Dual (1993). "The [65-yearald]
composer['s] . . . [four short] Smple Dances Il (which is neither
simple nor straightforwardy dancerly) is scored for five players. . .
It is the closed thing to film music I've written -- with no film,
Davidovsky says. . . . The titles refer to traditiond danceswith
various cultura sources -- atango, waltz, march. .. "[R]ecagnizable
trait[s] surface. . . in the 'Sardande' ard 'Tango' movemerts. . . . .
Musical everts unfold almost too quickly to digest [in Chamber
Concetto].. But atradtional emdiona narratve emegesclearly in
the 16-minute, one-movemen work. . . . Liuzzi and Darcey
Timmerman stated David Osborn's Dual (1993) even before
intermission ended, calling peple bad to their seat with a beatng
of drums that wassomeimesfrighteringly loud.



Standing on opposite sides of one music stand, they kept up flirty eye

contact as they stole different riffs from eachother and gradualy

rotated 180 degreesaraund the same set of four drums. Timmerman
took arosein her mouth, thenLiuzzi put onein his. Evertually, they

dropped the flowersand seemedo consummae their relationship by

clicking their drumsticks against one arotherin the air. But the stare

down continued until Liuzz literdly threw up his drumsticks. 'She

wins,' he said, and the piecewasover. Mysterious, this thing caled

love" [Peter Dobrin, The Philade phia Inquirer, 1/31/00].

Jaruary 30

Abbie Conart and William Osborne perform two major works for
performer ard quadraphonic surround sound: Street Scere for the
Last Mad Soprano and Music for the End of Time. Julia Morgan
Certer for the Arts, 2640 Cdlege Ave, Berkeley, CA. "A world
class trombone player and a world class pieceof music. Lag night
wasa magcal momert in musicd life - a greatperformer and great
music carefdly preparedard lovingly composed and played It is a
rare occason when so mary factors coalese to create a spedal
momert in musicd life. The music was beaduiful, expresive,
moving and grand. It was symphonic in its breadth and depth -
wonderful uses of electonic sound and sanpling the trombone
brought breah, presence and scope. If you arearnywhere nearone of
their concers it is a must attend! ... it was a remakable highlight"
[Padine Olivercs].

Contemporary Festival, with Gunther Schuller. Schuller's
Conversations for Jazz Quartet and String Quartet, Fantasy for
Cello, and Homages for Eight Cellos. Brown Hall, New Englard
Conservatory, Boston, MA.

Premere of Frark Siekmam's Mass in Mariachi Syle. St John's
United Church of Christ, Kutztown, PA.

Jaruary 31

Sauth African Orchestra runs out of funding. Johannesburg, Sauth
Africa.

Vinny Golia Ensemte. Los Angdes County Museum of Art, Los
Angeles, CA.

Columbia Sinfonietta in Ronald Bruce Smith's Renenbrances of a
Garden, Hurel's Poul I'image, and Grisey's LesEspacesAcoustiques:
Prologue, PZriodes and Partiels. Merkin Concett Hall, New York,
NY. "[Aln opportunity to hearthe first three parts of Les Espaces
Acoustiques, a seriesof six piecesfor successively larger ensembes
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(solo viola to symphony orchestra) written from 1974 to 1985. The
secand and third pieces are generaly considered the eatfiest
exampesof 'spectra music.' . .. It is hardto encgpsulate in words
what makes the piece so radicdly different from most of what had
appearel before or has appearedsince.. . . Alongside the power
emarating from the sheer unconvertionality of the concept come
persstert sensuality, rawness, mestely padng and someimes
breahtaking orchedration (with moments that would make Ravel
proud). In fiercereacton to seridism, with its postulates derived in
no smdl meaure from modes of thinking and organizaion that
trarscerd music itsef, spectra music was conceved in accadarnce
with the behavior of pure sound, reveakd generaly by principles of
acaustics and specificaly by the characeristics of instruments
throughout their rarges of regster and timbre. In . . . Les Espaces
Acoustiques . . . instruments reficae eectonic effects. This
procedure seemscounterintuitive, yet it is remakally effectve . . .
.[O]ne begns to hearstraight through the texture and the momert-to-
momert progress of the music. It is this primd state of music that
givesthe work its consistent sersudlity, yet the intellectua ream is
not at all diminished . .. Grisey was strongly influenced by his
studies with Olivier Messiaen and Karlheinz Stockhausen, both of
whom, in highly perona ways, sought to link the logic of musicd
composition to pheromera of nature and acaigtics. The work of
Americas early Minimdists also informed his thinking, epedally
insofar as proces -- moment-to-momert musicd ewolution -- might
take precedlence over subject (Grisey, in fact, taught at the
University of California, Berkeley, from 1982 to 1986.) Much of Les
Espaces Acoustiques delives from an orchestration of the overtones
inherert in a trombone's fundamentd E. Of CF course, assigning
ingrumerts to reproduce these harnonics credes mary more
overtones Precgely the point: while the formal logic of the harmay
is preseived, the depth and dersity of the sound," in the composer’s
words, areexterded This timbral ‘themeand variations' embraces
harmaly and timbre into a single ertity. The concert . . . also
includes recant works by Phlippe Hurel and Ronald Bruce Smith,
memters of the 'secand wawve' of spectrd composers. . . . Tristan
Murail [is] the co-founder of the spectra approach and an artistic
diredor of this venture" [Matthias Kriederg, The New York Times,
1/30/00]. "Grisey heardwhat was going on around him -- repetitive
music, the rediscovery of bodily rhythms, egecidly the rhythm of
breahing, the fascination with harmaiic spedra, the idea that
performing musiciars areacors in anabstrad drama-- and he mace
it al work. . .. The concert. . . dso included excelent, lively
performances of to piecesrather in the Grisey tradtion: Phlippe
Hurel's Pour I'lmage, music of random mumblings and sudden
attadks, arnd Ronad Bruce Smith's Renenbrances of a Garden,
which macke the commanplacesextet of Schoerbergs Pierrot Lunaire
players plus peraussionist sound fresh and lustrous, tharks partly to
extrem@y high writing for the celo" [Pad Griffiths, The New Y ork
Times 2/2/00].



Comment

Politically Correct Music Theater

Recently Rode O'Donrell suggested tha they change the
lyric, "I can shoot a patridge with a single cartridgée' in the
revival of Annie Get Your Gun, to make it less violent. This
ingired writer Susan Brady Konig to suggest even more
politically correct changes in A Rose View Of Broadway
Classics.

West Side Sory: The Shaks and the Jets rumble. They're
subsequently arrested by Officer Krupke and sentenced to a
low-security juvenile rehabilitation facility, where they are all
diagnosd with attention-deficit disorder and put on Ritalin
and Prozac.

My Fair Lady. Professor Higgins attempts to tranform street
urchin Eliza Doolittle into a sodety maiden. With the hdp of
an ACLU lawyer, Doolittle sues Higgins for violating her
conditutiond right to live on the street. Perplexed, Higgins
singsthe gende-neutral "Why Can't A Person Be More Like
A Person?

The King and I:  The King of Siam is unhgpy with the
plummeting reading scores of his many children since the
arrival of Anna teacher from the West. He tries to fire her.
Unfortunaely, sheis protected by a strong union and ther€e's
nothing he can do aboutit. Shewhistlesahgppytune

Peter Pan: Never-never land is forced to admit Log Girls as
well asLog Boys Tiger Lily sues the govenment to recover
tribd lands and opens a casino. Mr. and Mrs. Darling are
visited by Family Services after leaving ther children in the
care of adog

Oliver! The conniving butlovable Fagin is arrested on severd
counts of contributing to the ddinquency of a minor. He
agrees to a plea bagan and, with the hdp of a court-
appointed therapist, is diagno®ed with attention-deficit
disorder and puton Ritalin and Prozac.

Annie Get Your Gun: Annie gets her gun propely registered,
after submitting to the required background checks and
mandaory five-day waiting period.

R

By the Numbers

Percentage of works daing from the 20th and/or 214-century
conduded by Kurt Masur with the New Y ork Philha'monic in
March 2000.

0%
Percentage of works dding from the 20th and/or 214-century
conduded by Kent Nagano with the Berkeley Symphony in
March 2000

100%
Approximate cos for a program run by the Philaddphia
Orchestra

$75000
Approximate cog for a program run of Beethoven's Symphony
No. 9 by the Philadd phia Orchestra

$230000
Approximate cog for a program run of Schoenbeg's
Gurrelieder by the Philaddphia Orchestra

$425000
Approximate nunmber of listeners to Internet, or Web, radio

(Edison Media Research)

4,000000

Number of new musdcals on Broadway in 1979/ and 1999

12/20



Iltems

[The tempora form of mudc is] wha saves me and other
composers from mental breakdown. [Thebesat is] an abgsract
grid withoutwhich you would be diding aroundin nothing.

Steve Reich
TheNew York Times, 1/26/99

We are specifically suppoting American art songs for
American composrs and singes. . . . There aren't enough
chances for Americanshere in our own county.

Marilyn Horne
TheNew York Times, 1/9/00

There is not one singe in the world today who can earn a
living primarily as a songrecitaist. That is, unless they have
a reputation in opga. But in tha case thar recitals usudly
contain lots of arias, which is nat the same thing.

Ned Rorem
TheNew Y ork Times, 1/9/00

The 20th century was, in mudcal terms, a noisy one | don't
mean loud or even discordant, the cusomary complaints of
audiences encountring new musc, whether Igor Stravingky's
Rite of Spting, John Coltranes Ascension or Jimi Hendrix's
Woodgodk rendition of the naiond anthem. [I'm referring,
rather, to theway that 20th-century composers have embraced
sounds -- environmental, indudria, often random -- and
thereby laid siege too inheited notions of muscal order. |If
last century's avant-garde taught us anything, it is tha such
disturbances can bethe stuff of art.

The first person to make this point was not a musician but a
panter, Luigi Russolo. . . . Russolo's project was extendel
and enriched by Edgad Varese, lannis Xen&kis, Karlheinz
Stockhausen and John Cage, who from the 1940's until his
death in 1992did more than anyoneto make raw soundsa part
of ourmuscal vocabulary . . .

Cages ideas began to spread from the classica scene to a
more vernacular milieu in thelate 1960's Although he had an
ardent following among avant-gade composers (Morton
Feldman, Chrigtian Wolff and Earle Brown, choreographes
(Merce Cunningham) and artists (Robet Rauschenbeg and
Jasper Johns), thedoois to theclassical concert hdl had all but
closd, and many of his onetime classical admirers, notably
Pierre Boulez, were abandoning Cagean indgerminacy as a
dead end.
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Meanwhile, Cage's celebration . . . began to enchant rock
musgcians who were jug discovering the creative possibilities
inheentin studio produdion. AstheBrazilian singer Cagtano
Veos recently pointed out in an interview with The Wire,
you can hear Cagean echoes in the Beatless Revolution No. 9
[comes the dawn..]. You can aso detect them in the
Condrudivist jazz of Anthony Braxton and Roscoe Mitchdl,
in Tom ZZs 'aesthetics of plagiarism,' in the 'pog-rock’ of
Tortoise and Stereolab and in the game pieces of JohnZorn as
well asin musc by D.J.'swho'venever heard Cagés name.

Adam Shaz
TheNew York Times, 1/9/00

[R]ecently, with little fanfare, [Michael Jackson'§ Thriller
was surpassed by the Eagles Greatest Hits, 19711975 which
has now sold 20 million copies. . . .

It doesn't even indudetwo of the group'sbiggest hits, "Hotel
Cdlifornia' and "Life in the Fast Lan€"; they were recorded
later. TheBeatles had better songs Pink Floyd had more teen
appeal. And Fleetwood Mac was better looking. So why has
thisalbumoutsold al others?

Althoughnew artists dominae television exposure and press
coverage old-timers keep the musc busness profitable.
Almog 29 percent of the 639 million albunms sold in 1998
were "degp catalog’ (more than three years old), and each
week collectionsby Bob Seger and Steve Miller far out-sell all
but afew new bands Americansrevere ther brief history, so
each anniversary of significant events like Woodgodk is
celebrated in the news media, turning nodalgia into fresh
sales.

"Black people are aboutthe future; white people are al about
the past," the comedian Chris Rock has observe, and this
propendty pesks in the shared narcisssm of baby boomers,
for whom"the past" is an identity to be cherished as dearly as
any Daughter of the American Revolution.

Rob Tannenbaum
TheNew York Times, 1/9/00
Critics should look at art butalso at themselves.
Margo Jefferson
TheNew York Times, 1/1000

The nunber of stationstha broadcast over the Web grows by
more than 100 every month. Will the Interng swallow radio
whole?

TheNew York Times, 1/16/00



Communication

Hey Editor,

Received the Joumd today -- like very much the way you
trandtional into thenew century.

Dan Becker
COMMON SENSE COMPOSERS COLLECTIVE
San Franasco, CA

Dear Editor,

21ST-CENTURY MUSIC... Does this mean you'll only be
taking articles now on musc written in thelast ten days?

Happy new millennium (or last year of the old millennium, if
you're astickler for details)

Kevin Holm-Hudsn
NORTHWESTERN UNIVERSITY
Evangon, IL

[Yes.. andweare... - ed]

Hi Editor!

Terrific cover ideal! [Re] Zaimont Error there, however: her
musc wasn't played in Winnipeg.

All thebest in 2000,
Jeff Dunn
Foger City, CA
Dear Editor,

Congratulations on the reincarnaion of your Joumd into the
new dimenson of the 21st century. Thetrick with the cover
was very effective and my colleagues, to whom | showed the

copy of theJoumd today, greatly admired it.
Bedt,

Anton Rovne
Moscow, Russia

R

Hello there, Editor,

It's after 3 am. here, so you may till be up and about -- the
214 century isthree hours younge where you are, and yet you
have dready made some marvelous moves into the
millennium. Congrats onthenew name.

Did you have to reregister it? Let me wish you a very happy,
hedlthy and produdive new year / century / millennium.

| am udng Laurie Hudicek'sMLT review asisin ourfirst year
2000 issue -- thanks for the edits (jus one or two actudly).
Will mention tha it appeared in 21ST-CENTURY MUSIC.
Hopeno problem for you.

Best,

Barry Cohen
NEW MUSIC CONNISEUR [SP!]
New York, NY

[WeTre all registered, and happy that Laurie's writing will
appear in yourupomingissue We can thank Patti Deuter for
her editorial hand aswell. -ed.]

Dear Editor,

| jud received a very nice comment about our interview from
Fran Richard at ASCAP. Thanksagan for running it. Really
was a pleasure to visit with you.

All best,

JohnLuthe Adams
Fairbanks AK

Dear Editor,

| am pleased to see you're starting to take display ads | am
interested in CRI placing occasiond advertisements -- oh, jus
noticed the new title! -- both for expoaure and also to suppot
your goodwork.

Thanks
Joseph RidingsDalton, Executive Director

COMPOSERS RECORDINGS, INC.
New York, NY



Dear Editor,

I'm ddighted that 21ST-CENTURY MUSIC is reviewing the
Extended Flute CD. | redlly do very much appreciateit.

| jug finished a HUM 2 for 8 trombones for the incredible
trombonist Abbie Conant, who'll be playing it and works by
Chris Brown and Alex Potts.

Best wishes,

Maggi Payne
MILLS COLLEGE
Osakland, CA

Hi Editor,

Thanks for running tha fantastic review by Marilyn Hudson
of Paul Panhuysn's Long StringsCD. We really appreciate
your suppot.

All best,

Hillary Jackson
X1 RECORDS
New York, NY

Cheers Editor and Laurie Hudicek,

Thanks for thereview of Ucross Joumd in 21ST-CENTURY
MUSIC. | really appreciateiit.

| dso redly enjoyed the John Luther Adams interview; the
baista and homeless man interjections were very
Cage(ian)..cool.. | wouldn't have sugected that JLA was a
CalArts alum. At Ucross [Wyoming], | met an Alaskan
writer/novdist who had many goodthingsto say aboutJohn.

Thanksagain, and best wishes..

Ernesto Diaz-Infante

PAX RECORDINGS

P.O. Box 697

Pacific Grove, CA 93950

8316419814

itzat@earthlink.net

http://www.propdlerheads convfrienddernesto/index.html

Dear Editor,
Keep up thegoodwork!
Thanksand best wishes,
Micheel Dellaira
New York, NY

0

Hi fineJoumd,

| have a set of new-mudc CD reviews on my web ste.
Earwaves, a soonto-be weekly new-musc column will be
available from iSyndicate.com soon.

Thank you,

DwightLoop
www.hologrmophoneconvearwaves

Dear Editor,

Daniel Goode who is back from Audria, wrote tha he
received the issue with his interview, and thanks you for it.
He noticed, though, tha there was one unfortunate mistake.
Here is an extract from his message

The percussionist who died was Michagl Pugliese.
He did not play with the DownTown Ensemble. The
percussionist we have used, James Pugliese, is very

much alive,
Best,
Anton Rovne,
Moscow, Russia
[Thefault wasours- ed ]
Dear Editor,

The Joumd contnues to be a terrific source of urgent
information.

Best,
Earle Brown
Rye, NY
Dear Editor,

Many thanks for the Judith Zaimont interview. It is greatly
appreciated.

All the best for agreat new century.
Sincerely,

Jeffrey James
MassapequaPark, NY 11762



Opportunities

Administration

Eastman School of Musc -- Director, Campagns and Magjor
Gifts. The Director of Campagnsand Major Giftsis a newly
indituted postion tha has responsibility for the finandal
success of the Eastman School of Mudc's capital and
endowment campagns Specific responsbilities indude
preparation of campagn plans and budgés,; coordinaion of
progect research and screening activities, development of
campagn materias; tracking, reporting and assessment of
campagn progress, development of donor recognition
policies, suppot fundraising efforts of volunteers and senior
development officers. This postion is also responsble for the
management and cultivation of a significant portion of the
School's mgjor gift progects. Bachdor's degree required;
advanced degree preferred. Five to seven years of
progressively responsble fundmising/campagn experience.
Demongrated success in & campagn design and
management, b) cultivating, soliciting and clogng mgjor gifts,
¢) the management of a significant caseload of major gift
progpects and d) volunteer management. Resourcefulness and
creativity in developing cultivation strategies; strong human
relationsand motivationd skills; excellent oral and written can
communication skills. Frequent local, regiond and naiond
travel. Professiond training and/or experience in musc highly
preferred. Please, submit letter, resume and sample campagn
materials to: Eastman School of Mudc, Director of
Development, 26 GibbsStreet, Rochester NY 14604.

Choral Music

Foothill - De Anza Community College District -- Chora
Activities and Musc Performance Ingructor, Foothill College
This faculty postion will condud/teach chora musc, applied
music, and other music classes (such as jazz and show choirs,
commercial mudc, mudc history, world musc), depending on
interest and expertise. To receive a detailed job
announement and application packet, contact: Employment
Services, Foothill - De Anza Community College District,
12345E1 Monte Road, Los Altos Hills, CA 94022. Phone
6509496217 Email: employment@fhdaedu

Compostion

Shy Anne Sound and Video Fegtival 2000 is a three-day
festival of expeimenta works for video with sound, and
electronic mugc alone This year's festival, sponsred and
funded by the American Composers Forum, will take place
April 21-23. New entries will supplement pieces already
choen by the American Composers Forum for its Sonic
Circuits VII Festival. Pogmark deadline March 1. Send
recent videos and/or stereo electronic pieces (DAT, CD) with
SASE and e-mail address to: Shy Anne Sound and Video
Festival, Newsense Intermedium, Dan Senn, Curator, 4218N.
Cheyenne Tacoma, WA 98407,e-mail newsense@nensense-
intermedium.com
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Big Ten Band Commission. Theconcert bands of theBig Ten
Universities will award a $5000commissionfor anew 7 to 15
minute work for standad concert band. Deadline:  April 1.
Submit: scores of two sample pieces, cassette or CD
recordings (MIDI accepted but live performances preferred);
resume; list of recent paformances. Sample scores need not
be band or wind ensemble compostions but large ensemble
compostions are encouraged. Send all materias to: Craig
Kirchhoff, Director of Bands School of Musc, University of
Minnesota, 21064th Street South, Minnegpolis, MN 55455.

Wayne Peterson Prize. San Frandsco State University and the
San Frandsco Contemporary Music Players announe the
third Wayne Peterson Prize in Musc Compostion. Composers
who are unde the age of 35 on Jan. 1, 2000, and are citizens
or lega resdents of the U.S. may submt unpeaformed,
unavarded works tha are 12-15 minutes long and were
written after Jan. 1, 1998. Works mug be scored for 3-6 of
the following: fl/picc/dto fl; ob; cl/bs cl; ba; hn; tpt; trb;
pec; pf; hap; 2 vn; va vc, cb. Prizez $4000 and
peformance. Entry fee: $20 Posmark deadline April 2.
Anonynoussubmission. Submit two scores, two recordingsif
available, entry fee, and SASE to: Wayne Peterson
Compostion Prize, Musc Depatment, San Frandsco State
University, 1600 Holloway Avenue San Frandsco, CA
94132 tel. (415 3381431,fax (415)3383294.

The Gdliard Ensmble Wind Quintet Compstition.
Composrs of any naiondity and age may submit
compostionsin any style for wind quintet (fl, ob, cl, hn, ban,
with standad doubingg. Recommendead length is unde 15
minutes. Entries will be judgel in 2 categories. Professiond
and School Age The winning pieces will be performed at
least onae during the Galliard Ensemble's 2000/ recital series,
and the composrs will receive a commemordative trophy.
Some othe entries may be performed. Deadline Marchab.
Submit score and pats, tapeor CD if available, and entry form
(available at web site). Send entries to: Galliard Ensemble
Compostion Compstition, c¢/o Dr. Malcolm Galloway, 39
Bushwood, Leytondone London,E11 3BW, Engand, e-mail
mal colmjg@aol.com.

The ASCAP FoundaionMorton Gould Young Composer
Awardswill grant $20000to youngAmerican composers who
are citizens or pemanent residents of the U.S. and have not
reached thar 30th birthday by Mar. 15. Each composr may
submit one work. Deadline Mar. 15. For guddines and
forms, please contact: Frances Richard, Vice-President &
Director of Concert Mudc, The ASCAP FounddionMorton
Gould YoungComposer Awards ASCAP Building, 1 Lincoln
Plaza, New York NY 10023.

Regigtration for the second Masterprize Internaiond
Composng Competition is now open. Composers of any age
and nationdity are invited to submit works for symphony
orchestra between 6 and 15 minuteslong.



Works may have been previoudly recorded, broadcast, and
performed, but may not have won another compdition at the
time of entering Masterprize. Prize: US$50000, paformance,
and recording. 12 semi-findists will be selected and recorded
and receive multiple internationd broadcasts. Five findists
will have their works distributed in BBC Mudc Magazine
Entrants mug register by Mar. 31 and scores should be
submitted by Jul. 31 To receive an entry form contact: Louise
Burton/ Masterprize, PO Box 248, Barnet EN4 92U, UK, tel.
+44 181 449 8252, fax +44 181 447 1677, e-mail
entries@masterprize.com, web

http://www.masterprize.com.

The Internationd Claringt Association announes its eighth
Annud Compostion Competition. Composers of al ages may
submit newly composd duds for claring (any size) and
piano, clarinet and harp, clarinet and guitar, claring and mallet
percussion, clarinet and voice, or claring and any acoudic
wind or stringingrument. Entries should be unpulished, not

commercialy recorded, and at least 7 minutes long. Prize:
$2,000and performance at the 2000ClarFest at the University
of Oklahoma in Norman, OK. Pogmark deadline: Apr. 10.
Send score (parts optiond) and cassette (no MIDI) to the
address listed bdow. Scores must be labeled with typed
composr's name, address, e-mail, telephonenunber, and dae
of compostion (biography optiond). All copies of scores and
tapes will be deposted at the ICA Research Center, a
repostory of claring research items housd at the University
of Maryland Performing Arts Library. For furthe information
contact: Prof. Michde Gingras, Char, ICA Compostion
Compdition, Depatment of Mudc, Miami Universty,
Oxford, OH, 45065,tel. (513) 5293071, fax (513 529-3027,
e-mail gingram@muohio.edu.

The Brass Quintet of San Frandsco isinterested in performing
works by contemporary composers. Submissionsmug be for
a standad brass quintet (2 b-flat tpt, hn, tbn, tuba). Submit
score, pats, program notes, bio, and SASE for return of
materials. If SASE is not endosed, submissions will be
retained for the SFBQ's permanent library. Send materials to:
SFBQ, c/o Eric Black, 847 South Mayfair Ave., Daly City,
CA 940153414,e-mail ecblack@earthling.net.

A group based in Portland, Oregon seeks works for any
combinaion of soprano, flute, cello, and piano. Contact:
Nancy lves, 312 West 33rd Street, Vancouve, WA 98660,e-
mail comicello@aol.com.

Oberlin College -- Tenure-track, full-time faculty postion in
Compostion beginning fall 2001. Teach compostion and
related courses: paticipate in faculty meetings auditions
advising, examinaions and committees. Mug be active,
recognized composer teaching experience in compostion and
related subjects, induding technology-based subjects;
committed to private and class indruction in compostion.
Advanced degree in compostion desired (not necessary if
applicant has outstanding professiond recognition as
composr). Send letter of interest, c.v., three letters of
recommendaion by 3/15/00, to: Oberlin College, Dean Robat
K. Dodon, Congrvatory of Mudc, Oberlin OH 44074.
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The University of Akron School of Musdc seeks applications
for a tenure-track Assistant/Assodate Professor postion in
theory and compostion. Postion begins Augud 2000to teach
graduae and undegraduae courses. Required: earned
dodorate (compostion preferred, theory conddeed if
accompanied by extendve experience as CcoOmMpoOEr);
experience teaching undegraduae and graduae courses in
theory and compostion; professond accomplishment as
composx or theorist a regiond andfor naiond level.
Familiarity/experience in a related area (such as musdc
technology, jazz, or conduding) may enhance application.
Preference given to applicationsreceived by March 24, 2000;
applications accepted until postion is filled. Contact for
complete postion description: Univ of Akron, Ralph Turek,
Search Char, School of Mudc, Akron OH 443251002.
Phone 3309726639 Email: turek@uakron.edu.

Muscology

College of William and Mary -- Jazz and 20th-Century Musc.
One year sabbaical replacement (20002001) at the rank of
Ingructor or Assistant Professor. Teach courses in jazz
history, American populr mudc, and twentieth-century
musc, plus one additiond course. Doctorate or ABD.
Application deadline 3/15/000 or untl filled. Please send a
letter of application, a current curriculum vitae and three
letters of reference to: College of William and Mary,
Depatment of Mudc, Williamsburg, VA 23187. The College
isan EEO/AA employer.

Peabody Conservatory of Musc of The Johns Hopkins
University is accepting applicationsfor a full-time postionin
musc history. Duties indude teaching music history courses
to undegraduae performance magjors, teaching masters-level
seminas in the candidae's field of expertise, and advising
students in the D.M.A. and Masters in Music History
programs. The candidate mus have a Ph.D. in musicology and
experience teaching at the college level. Start Date: Fall 2000.
Application deadline 2/28000 or untl filled. Letters of
application, accompanied by a curriculum vitae and three
letters of reference, should be submitted to: Peabody
Consrvatory of Mudc, Steven Baxter, Dean, 1 E Mount
VernonPlace, Baltimore, MD 21202

University of Michigan - Ann Arbor -- Mudc
History/Musdcology; 1-Year Replacement The School of
Mudc announ@s a oneyear postion for a scholar of
Renaissance music in the Department of Musicology, to begin
Fall 2000.We seek applicationsfrom scholars of exceptiond
ability and promise, who will both expand the areas of interest
represented in our department and have the potential to work
well with the variety of students in our diverse undegraduae
and graduae programs. The successful candidate will have a
broad knowledge of European art mudc and be prepared to
teach a variety of undegraduae and graduae courses. We
expect applicants to have the Ph.D. in hand by Augug 2000.
Application deadline 3/15/00. Applicants should send a letter
of application, a curriculum vitae, and a dossier with
confidentia letters of reference.



Other materials may be solicited from indviduds, once the
search process is under way. Send applications and direct
inquiries to: Univ of Michigan-Ann Arbor, Josph S. C. Lam,
Chair, Muscology Search Committee, School of Musc, 1100
Baits Drive, Ann Arbor MI 481092085

Truman State University -- Muscology, Assistant Professor.
Tenure track postion in Muscology. Teach perspectives in
music induding classica repertoire, jazz history, world musc
within liberal studies program; academic advising; committee
service.  Ph.D. in musicology preferred, ABD consdered.
Strong commitment to development and welfare of students
essential. Academic excellence required in undergraduae and
graduae study. Salary: Commensurate with qudificationsand
expeience. Start Date: Augug 2000. Application deadline
3/15/00 or until filled. Indudeletter of application, vita, three
current letters of recommendaion (written in the past year),
complete undegraduae and graduae transcripts. Send to:
Truman State University, Char, Muscology Search, Fine Arts
Division, Kirksville, MO 63501.

University of Southern Mississippi -- Assistant Professor,
Musc History, tenuretrack. Teach undegraduge and
graduae courses in mudc history. Serve on gradude thesis
and dissertation committees. Teach other courses, depending
on interest and qualifications Qudifications Dodorate
required. Evidence of success or potential for success in
research and scholarly activity. Ability to recruit students at
both the undegraduae and graduae levels. Preference given
to applicants qudified to teach American populr and/or world
musc. Excellence in teaching, creative or research activity,
and service to the University are essentia in gaining eligibility
for tenure and promotion at The University of Southern
Mississippi. Salary: Commensaurate with experience and rank.
Preference will be given to applicationsreceived by Tuesday,
February 15, 2000. Start Date: Augug 2000. Indude letter of
application, resume, and at least three confidentia letters of
recommendaion sent directly from thdr sources or from an
agency. Application materiads must indude (1) a list of
courses (subjects) applicant has taught or could teach, (2)
evidence of successful teaching experience, (3) evidence of
service on gradude thesis and dissertation committees or
potential for such service, and (4) evidence of research or
creative activity. Send to: Univ of Southern Mississippi,
Charles Elliott, Director,, School of Musc, PO Box 5081,
Hattiesburg MS 394065081.Phone 601-266-5543

Musc Theory

University of California - Riverside -- Assistant Professor of
Theory, effective 7/1/00. Teach courses in musdc theory,
mosly uppe-division and graduae level, induding traditiond
20th-century andytical techniques and newer theories of
musc andysis. Possible development of nonrmajor courses. A
well-established secondary area is essential, such as popubr
musc, interdisciplinay arts, cultura studies, multimedia and
digital arts, 19th- or 20th-century Western music history, or
nontraditiond topics in musc theory. Mug demondrate
scholarly accomplishments and promise, a strong commitment
to teaching excellence, and interest in expanding musc study
beyond conventiond limits.

Vi

Qudifications Ph.D. a time of appointment. Teaching
experience a the collegduniversity level. Salary:
Commenaurate  with  qudifications and expeience.
Application deadline 4/1/00. Letter of application, induding
vita and three or more letters of reference, should be sent to:
Univ of CdiforniaRiverside, Frederick K. Gable, Chair,
Search Committee, Department of Musc, Riversde CA
92521.

University of North Caroling Greensdboro -- Assistant
Professor, tenure-track. Teach coursesin theory, muscianship,
and related areas; Participae actively in core curriculum
development, especialy at the undergraduae level; Advise in
the ongong acquisition of technological hardware and
software; Teach graduae courses and serve on masters and
dodora committees; Pursue an active research agenda
Doctoral degree in theory; Broad knowledgédexperiencein the
application of technology to the teaching of theory and
mudcianship;  Collegeuniversity  teaching  experience
preferred. Saary: Commensurate with qudifications and
experience. Start Date: Augug 2000. Application deadline
3/8/00. Send nominationsor aletter of application, curriculum
vitag, placement file (if available), transcripts of academic
record, and list of references to: Univ of North Carolina
Greenshoro, Eleanor McCrickard, Theory Search Leader, c/o
Dean Arthur R. Tollefson,, School of Musdc, PO Box 26167,
Greensboro, NC 274026167 Phone 336334573 .

Orchestra

Cdifornia State  University - Chico -- Musc
Director/Condudor, Chico Symphony Orchestra - pat time
faculty postion. Plan season, condud rehearsals and conaerts.
Masters degree in Music required. Experience with orchestras,
fundraising and recruiting required. Send resume/vita and
three letters of recommenddion to: Calif. State University-
Chico, CSO Search Committee, Department of Musc, 400
West First Street, Chico, CA 959290805 Phore: 530-898
5152 Email: jbankhead @csuchico.edu

Eastern New Mexico University -- Orchestra Director/applied
Strings Assistant Professor tenure track (or term appointment
with possible convesion to tenure track depending on
gudifications postion available pending funding; Eastern
New Mexico University seeks outstanding individud to
condud and oversee the university orchestra, teach applied
strings peaform in recital, recruit and develop string area.
Other possible secondary areas. Suzuki strings musc theory,
musc history, musc busness, or mudc in general education.
Doctorate required for tenure track. Start Date: Augug 17,
2000.Application deadline 3/27/00 or until filled. Send letter
of application, resume, names and telephonenumbers of fire
references, and transcripts (copies acceptable at this time).
Findists will be asked to send tapes and official transcripts.
Send materiadls to: Eastern New Mexico University,
Orchestra/Applied Strings Search, Personné Office, Station
21, PortalesNM 88130.



Recordings

Leonad Berngein. Wondeful Town. Birminghan
Contemporary Musc Group, conduded by Simon Rattle, with
Audra McDondd and Thomas Hampson. EMI. "Berngein's
ohrgosh-gee-whiz score . . . . Comy? Yes. Obvious? Of
course. Berngein had four weeks to come up with the musc,
and didn't exactly produe some of his most inventive
material. But tunes fall . . . skillfully" [Peter Dobiin, The
Philaddphia Inquirer, 10/17/09].

Comndius Cardew. Treatise. Hat Art 2-122. "[A] recording
of Cardew's 1967 composdtion by an ad hoc group of Chicago
free-jazz mudcians. ... Thel93pagescore. . . indudes not
a single note among its black-ink drawings of squaes,
triangles and circles. . . . Aningructor at the Royd Academy
of Musdc and a member of AMM, a semind electro-acougic
improvising enseemble, Cardew was the British avant-gardées
chaiismatic leader in the 19605 After studying with Mr.
Stockhausen in thelate 1950's he rgjected traditiond notation
and became a champion of Cagés methods . . . . [I]n 1969
Cardew established the Scratch Orchestra. . . . Some of
England's mog important muscians of 19705 and 80,
induding Brian Eno, Michagl Nyman and John Tilbury, were
graduaes of the orchestra. . . . After converting to Maoism in
theearly 1970's Cardew assailed his mentor in a screed called
Stockhausen Serves Imperialism and turned violently agang
Cages methods The very prindples he had upheld, graphic
notation and chance, he now disdaned as couner-
revolutionay deceptions Condstent if nothing else, he
repudiated his earlier work, sguandeing his consderable
artistry on simple agit-prop pieces for 'the workers," notably
with A Thousnd Nails in the Coffin of Imperiaism. The
workersfailed to notice, and he grew increasingly despondent.
After trying his hand a Marxist popsongs hewaskilled by a
hit-and-run driver in 1981 at the age of 45. Although
Cardew's Maoist phase proved ruinousto his art, the Cagean
works from the 1960's are long overdue for revival. . . .
Cardew was hardly alone in suggesting affinities between
musc and visud art; Morton Feldman used to hang his scores
onthewall asif they were paintings Yet Cardew broke new
ground in writing a piece entirely in nomrmusca symbols.
Treatise engages peformers in an interpretaive game,
chdlenging them to trandate its images into mudca sounds .
.. [The peformers] are some of Chicago's mog exploratory
improvisers . . . . Out of nearly 200 pages of drawings they
have fashioned two and a hdf hours of creepy, amog
unremittingly somber musc. Asconduded by Art Lange the
work is quiet, severe and nearly stationay in the manne of
Feldman'smusic. Andthoughit's oddto spesk of fiddity to a
noteless score, the recording certainly honor the spirit in
which thework was composd. We are dedling, after al, with
atreatise, and who ever heard of atreatise being fun?. .. But
| think [Cardew] would be more excited by the fact that
'mudca inno@ents around the world, in clubs and behind
turntables and in the streets, are composng treatises of thar
own" [Adam Shatz, TheNew Y ork Times, 1/9/0Q].

A3

The Computer Mudc Sudio--XIV. Mudc from VCCM:
Virginia Center for Conputer Musc, University of Virginia.
[Judith Shain. Se of Reeds (1997 for claring with
extendons(peformed by F. Gerard Errante). Three Summers
Heat (1989) for soprano and computer musc in seven
movements (peformed by Susan Narucki). John Gibson.
Thrum(1998) Michael B. Long thereisagraything (1996)
Neal Troum OrganNose (1997) Brad Derrick. Odd Waves
(1995) Alicyn Warren. Sonething Else Again (1996) for
piano and computer musc in six movements (Martin
Goldray)]. Centaur Records

Ernesto Diaz-Infante, Chris Forsyth. Left and Right Pax
Records

Sonic Youth. Goodbye 20th Century [Yoko Ono. Piece for
Sopano. John Cage Four to the Sixth. Christian Wolff.
Burdodcs. Steve Reich. Pendulum Musc], with Wharton
Tiers, Jm O'Rourke, William Winant, Christian Marclay,
Christian Wolff, and Takehisa Kosugi. SYR 4. "[A] set of
works by Cage and hérs like Christian Wolff and Corndius
Cardew. . . . Several of the composrs are, like [futurist
pioneer Luigi] Russolo, artistss Yoko Ono and George
Maciunas . . . [had an] assodation with the Fluxus school of
conaeptud art. . . . Ono's 1961 Piece for Sopgano asks a
singe to 'Scream. 1. Againg thewind. 2. Agang thewall.
3. Agang the sky." . . . [Cages] ghost hoves kindly over
Goodbye 20th Century . . . Sonic Youth'shomageto 10 of its
favorite poswar avant gadists. With roots in the guitar
minimalism of Glenn Branca as well as punk, the band has
always foundin noise an admog religioussense of exaltation. .

. The 13 tracks rangein length from Ms. Ono's 12-second
scream to Cage's 30-minute Four to the Sixth, in which an
excerpt from a Black Sabbah guitar solo, prepared piano,
drums, marimbas and tape loops of humming by Sonic
Y outh'sbass guitarist, Kim Gordon, intersect, overlap and part
ways agan and agan, as if they were serendy oblivious of
one another. Though the band's signaure guitar sound
conjures up a familiar aura of indugrial ruin, no attempt has
been made to rendea the mudc any less unruly than it is. We
are presented here not with seamless works, but with what the
film critic Manny Farbe called ‘termite art,.' Such art, Mr.
Farber wrote, 'goes always forward eating its own boundaies,
and, likely as not, leaves nothing in its path other than signsof
eager, indugrious unkempt activity. Tha's a shrewd
chaacterization of wha goes on in Mr. Wolff's weirdly
hypnotic Burdodks. This 13-minute meditation on a melodic
fragment has no beginning, middle or end, and yet it moves.
Othe works are less successful, in pat because such musc
often depends on live peformance to be undestood.
Although[such works] might be provocative in concert, [they
are] merely irritating on record" [Adam Shatz, The New Y ork
Times, 1/9/0Q].



Upcoming Events

Musdcal Traditions and ODC Theater present A Little Girl
Dreans of Taking the Veil, a chamber operafor singe's, actors
and chamber orchestra by Erling Wold, conduded by Deirdre
McClure, directed by Jm Cave, visud design by Amy
Trachtenbeg, assodate set design Oliver DiCicco,
dramaturgy by Carla Harryman, lighng design by Jack
Carpenter, featuring Laurie Amat, Ken Berry, Jm Cave,
Deborah Gwinn and Rachael Wylie. Performances 8:00 p.m.,
March 1-5 and 9-12, 20000DC Thester, 315317th Street at
Shotwell, San Frandsco. Tickets $18, Reservations 415863
9834.

NEW MUSIC

9 Crestwood Drive
San Rafad, CA 94901
(415)457-3714

MOLLY AXTMANN
BLUES FOR MY FATHER, for Clarinet and Rano
CRIES, for Violaand Rano (3 Movements)
THE CRUCIFIXION, for Chorus a cappdla (SATB)
FALLING, for Hute and Rano
FLOWER PIECES, 8 Reces for Fiano Slo with Crigind Poetry
THE GOSPEL ACCORDING TO ST. JOHN, for, Chorus (SATB) and Organ
ILLUSION for String Quartet

PASSING FROM ONE WORLD TO ANOTHER, Full Orchestra (1 Movement)

PSALM 23, Responsria for Singes, Clarinet, and Organ
PSALM 126, Advent Responrial for Soprano, Alto, and Organ

SONGS OF THE ANCIENT DESERT, 8 Budes for Single Manud Harpsichord
TAYDIE DANCESWITH EVE-LYN UNDER THE WIDE WYOMING SKY for Oboeand Hano

TEN PAIRS OF TORTOISES CANNOT OPPOSE IT: 3 Noctumes for Piano

WHEN WE WERE VERY SIX for Soprano (or Tenor), Flute, and Keyboad (Wordsby A.A. Milne)

D. L. BARRY

7 SHORT PRELUDES on Chants, Chorales, and Hymn Tunes, for Organ
NOEL BENKMAN

YOSEMITE SUITE (Piano Music of Sigfried Benkman) (CD Recording)
HERBERT BIELAWA

Premiere of Nordic Realms (Chanber Symphony No. 1) by
Garrett Byrnes. Contra Coda Chambe Orchestra; Harvey
Bengein, Musc Director. Nordic Realms (Chanber
Symphony No. 1) by Garrett Byrnes, also featuring Sibdius
Finlandia Op. 26; Barber, Adagio for Strings and Koddy,
Dances from Galanta.  Saturday, April 15 2000, Los
Medanos College, Pittsburg, CA - 8PM. Sunda, April 16,
2000, Regiond Center for the Arts, Walnut Creek, CA -

7:30P\M. For ticket information visit
www.cccorch.org/iveeco.htm. Garrett Byrnes:
www.unde.org/cpcc/gbymes.htm.

HM 5019 $8.00

HM 5018 $4.00

HM 5006 $3.00

HM 5017 $4.00

HM 5016 $19.00

HM 5010 $.00

HM 5024 $10.00

HM 5015 $50.00

HM 5007 $3.00

HM 5012 $3.00

HM 5002 $10.00

NM 5022 $10.00

NM 5023 $15.00

HM 5021 $40.00

NM 6504 $14.00

NM 4001 $17.00

CAROLS FOR STRINGS (String Orchestra) NM 6502 $20.00
CAROLS FOR STRINGS (Violin Duet and Hano) NM 6503 $16.00
CAROLS FOR VIOLIN DUETS NM 6501 $10.00
MICHAEL BOOS
SAM-SUITE, for Soli, Mixed Choir, and Chamber Orchestra HM 1600 $16.00
STRING QUARTET HM 1640 $10.00
J. CURTIS BROWNING
THE COLD HEAVEN, Four Songson Texts of William Butler Yeats HM 1234 $15.00
ELEGY FOR FLUTE AND PIANO (In memoriam Frands Poulenc) HM 1050 $10.00
FESTIVA CARNIVAL (ENTRY OF THE CLOWNS) (Symphonic Wind Ensemble) HM 3030 $60.00
MISSA BREVIS (for Chorus and Ensemble) HM 1313 $40.00
THREE LITTLE YULETIDE CAROLS (SATB) HM 1213 $9.00
THREE LITTLE YULETIDE CAROLS (Soprano) HM 1214 $9.00
I'LANA COTTON
THEME IN HARMONIES for Piano NM 666 $4.00
MUSIC OF THE MOMENT (A Graded Approach to Keyboad Improvisation): Volume 1 NM 667 $10.00
MUSIC OF THE MOMENT (A Graded Approach to Keyboad Improvisation): Volume 2 NM 668 $10.00
TOTAL
Name
Address
City tate S ipZode
@eck or money orde endosed FPease bill me
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Writers

MARK ALBURGER began playing the oboe ard composing in
association with Dorothy and James Freeman Geage Crumb, ard
Richard Wernick. He studied with Karl Kohn at Pamona College;
Joan Paretti and Gerad Levinson at Swarthmore Cdlege (B.A.);
Jules Largert & Dominican College (M.A.); Rodand Jadkson at
Claremat Graduate Universty (PhD.); and Terry Riley. Alburger
writesfor Commuer Times and is published by New Music. Heis
Editor-Publisher of 21ST-CENTURY MUSIC, and has internviewed
numerous composers, including Charles Amirkhanian, Herry Brant,
Earle Brown, PHlip Glass, Lou Harrison, Alan Hovhaness, Meredith
Monk, Pauine Olivercs, Steve Reich, and Frecerick Rzewski. An
ASCAP composer, heis currertly atwork on his Symphony No. 5.

PATTI DEUTER is Associate Editor of 21ST-CENTURY MUSIC
ard aBay Areapianist.

ROCCODI PIETRO is a composer-pianist who haswritten works in
mary different meda. He studied in Buffalo during the heyday of
the New Music scere with Lukas Foss, performing with the
Philharmonic in one of those now legendary marahon "Battle of the
Bands' with The Gratefu Dead He also studied at Targlewood with
Bruno Maderna who commissioned him for the B.B.C. In the eaty
70's Di Pietro caried on a corregpondence with Harry Parth ard
wrote a work for Parth's instrumerts which later became Four
Anciert American Songs. He was a regular visitor to Fddman's
studio ard organized the first recordings of Feldmaris piano music
with Julius Eagmen. FrarcesMarie Uitti played his cello music in
Rome,Napes ard Amgerdam. For yearsnow Di Pietro hasworked
in prisons asa hahlitationist-educabr and is a regular guest attist at
SanQuertin Prison for California’s Artsin Corredions Program. He
is currently inteviewing Pierre Boulez in Chicago in an on-going
series of converstions that will reault in a book of inteviews,
Dialogs with Boulez Conversations with Rocco Di Pietro, to be
publishedin the summerof 2000 by FdlenLed Press, Berkeley, CA.
His new works include a large cycle ertitled Prison Dirges, which
includes The Normal Excepion, a quartet with inmae life stories
written for the Kronos Quartet. He is now at work on Chorale
Injured Bird, for FrarcesMarie Uitti's two-bowed cello, for her
upcoming CD compilation.

MARK FRANCIS is Instructor of Music at the Louisiana Schoal for
Math, Sderce,and the Arts. He holdsaD.M.A. in composition from
the University of Kertucky. He hasrecéved four ASCAP Standard
Awards and his compositions and arrargements are published by
Conners Publicaions, Flute Club America, Mysterium Publicaions,
ard Little Piper Publicaions. He performsin flute and guitar duo
with Demette McDermdt and with the chamber ersenble, Pipesand
Strums. HeisVice-Presden of the Sautheastem Composers Leagie
ard a frequert contributor to the New Journa of Music ard 21ST-
CENTURY MUSIC.

JANOS GEREBEN is the Arts Editor of the Post Newspaper Group.

AREL LUCAS was introduced to mid-20th-certury music for the
first time as a teerager by composer Barney Childs, having gotten
bored with classical music. Childs aso waspartally regonsible for
her interest in John Cage, sinceit waswhile trarscribing aninteniew
Childs did of Elliott Carter that she head Carter cal Cage's music
"obscene." Consequertly, when Cage and Cunninghambrought their
performance within driving distance, Lucasfelt compelledto find out
what kind of music could possibly occason that feding from another

AR

composer. The arswer to that quedion changed her life, and when
she told Cage that the year before he died, he said "Thark you."
Lucascurrertly works asa videoindexer ard medcal transcriptionist
in betweenperformarces.

JAMES L. PAULK isaNew York corregpondert for The New Music
Connoisseur and 21ST-CENTURY MUSIC.

MARK PETERSEN is a composer, pianist, singer, music diredor,
ard Seatle Correspondert for 21ST-CENTURY MUSIC. He has
degees in music from Weber State College (B.A.) and North Texas
State University (M.M.). Five of his works are published by New
Music Publicaions (SanRafae| CA).

ANTON ROVNER was born in Moscow, Russia, in 1970 ard has
lived in the United States since 1974. He studied piano at the
Manhattan School of Music, Premraory Division, then, composition
at the Juilliard Sclool, PreCdlege Division, with Andrew Thomas
and the Juilliard School (undergraduate and graduate prograns) with
Milton Balbitt, graduating in 1993 with an MM. In 1998 hereceved
a PhD. degee from Rutgers University, where he studied with
Charles Wuorinen. Rovner receéved a BMI Award in 1989 and an
IREX Grart in 1989-1990. He aterded the Esthewood Music
Fegiva studying composition with Eric Ewazen He studied music
theory at Columbia University with Joseph Dubid for two yeas.
Since 1992 he is the artistic direcor of the Bridge Contemprary
Music Sefes His music hasbeenperformed in New Y ork, Moscow,
Pars, Kiev, Lvov, Kazan Nizhni-Novgorod, Chisinau, ard
Bucharest. He has patticipated and his music has been performed in
such music concers and fedivals as the Composers Concordance
contemporary music seriesin New Y ork, the Moscow Autumn Music
Fegiva, the Altemativa fedival in Moscow, the Intermationa Forum
for Young Composers in Kiev, the Nicdai Rosavetz Music Festiva
in Bryarsk, Russia, the 3rd Interrgtiona Contempmrary Music
Fegiva Europe-Asia in Kazan Russia, the Contrasts festivd in
Lvov, ard the Moscow Forum Dutch-Russian Music Fegival in
Moscow.

ANDREW SHAPIRO (b. 1975, New York City) holds a degeein
music composition from the Oberlin Consewvatory. At the present,
Shapro livesin San Francisco where he composes for a variety of
different area including dance pieces, film scores, the concet hall
and club bookings with his group, ShaproEnsemie.

Composer ard writer ELLIOTT SCHWARTZ (b. January 19, 1936,
Brooklyn, NY) studied a& Cdumbia Universty (A.B. 1957, M.A.
1958, Ed.D. 1962) under Otto Luening and Jack Beeson, and aso
privately with Pad Cregon. During the summersof 1961 to 1966 he
worked with Edgar Varese, Herry Brart, Chou Wenchung, ard
Stefan Wolpe at the Bemington (VT) Composers Confererce. He
taught atthe Universty of Massachusetts, (Amherg, MA) from 1960
to 1964 ard then at Bowdoin Cdlege (Brunswick, ME) until the
present. In addition to producing a lamge body of compositions, he
has aso written a number of books, including The Synphonies of
Ralph Vaughan Williams, (Amherst, 1965), Elecronic Music: A
Listener's Guide (New York, 1967), anrd Music: Ways of Listering
(New York, 1982). He co-authored Music Snce 1945: Issues
Materials, and Literature with Danel Godfrey (New York, 1993)
and co-edited Contenporary Composers on Contenrporary Music
(1967) with Barney Childs.



NACUSA
CONCERT

NationalAssociaton of ComposerslUSA, SanFranciso Bay Chapter
in cooperatiorwith the City of PaloAlto Division of Arts andCulture
Presents:

Composers Can Play, Too

Mark Alburger QuadrupleConcerto
JohnBeeman DearComposer
JoanneCarey Le Soledad
SondraClark More OddMeters
I'lanaCotton Improvisation

(with dancer ElenaGrindley)
NancyBloomerDeussen TheWorld Is a Butterfly's Wing
CarolynHawley TheChase

works performedoy the composers

Saturday, March 4, 2000, 8 PM
Palo Alto Arts Center

(EmbarcaderandNewell)

Admission: $12 gaeral, $8 sudents and sniors
For more information, please call (650) &8-0631

AR



NEW MUSIC

9 Crestwood Drive
San Rafad, CA 94901

(415)457-3714
THOMAS GOSS

CIRCLES for Fano Slo NM 9702 $9.00

PRELUDES for Violaand Rano (Cassette Tape) TG 1001 $11.00

NIGHT FRAGMENTS for Violin, Viola, and Hano (Cassette Tape) TG 1002 $11.00
ROBERT HALL

SPACE ON FIGURE for Flute, Fiano, Violin, Cello, and Double Bass 980922 _ $3.00
CAROLYN HAWLEY

BERCEUSE for Piano Slo NM 9717 $3.00

CAPRICE for Plano Slo NM 9716 $3.00

FANTASY ("WIND CHIME") for Piano Slo NM 9703 $5.00

JAZZ SONATINA for Piano NM 9715 $12.00

NOCTURNE for Piano Slo NM 9713 $4.00

SPANISH VARIATIONS for Piano Slo NM 9718 $20.00

TWO PIECES FOR PIANO (SCHERZO and IMPROMPTU) NM 9714 $7.00
HIP BONES

NOT FOR SALE (Jazz Quartet -- Tpt, Kybrd, Rerc, Bss) (CD Recording) OuU CDO07 $16.0
BYRON JONES

INTROITS AND PRAY ER RESPONSES (SATB) HM 1933 $10.00

JESUS, for Mezzo-Soprano (or Alto, Baritone Bass) and Rano HM 1935 $3.00
JOHN KIEFER

FIVE ANIMATIONS for Guitar Solo NM 8801 $10.00
MICHAEL A. KIMBELL

DIALOGUES for Two Qarinets NM 8001 $6.00
ANDREA LEPAY

LITTLE TUNDRA-DOG RAG for Rano, 3 Hands NM 1517 $3.00

WINDOW from WINDOW FOR JIM, Rano Slo with Text NM 1516 $3.00
JOeL LINDHEIMER

CAPRICCIO for Solo Cello NM 9721 $5.00

FUGUE IN G MINOR for Keyboad NM 9722 $3.00
RIC LOUCHARD

GIVING WITH BOTH HANDS (Piano) (CD Recording) NM 8003 $15.00
MIYA MASAOKA

COMPOSITIONS AND IMPROVISATIONS (Koto) (CD Recording) Al 1234 $16.00
JEROME P. MISKELL

ODE TO A PAINTER'S FRIEND for String Quartet and Three Offstage Screaming Spranos NM 8002 $15.00
ADAM OLENN

PROLOGUE for Brass Quintet 990331 $20.00
DON PARK

PAVANNE SANS PAIR, Benediction for Choir (SATB) after Frands Cutting HM 7001 $1.00
MARK PETERSEN

ARCHITEXTURE for Multiple Percussion (2 Hayers) NM 6006 $20.00

CONSTANTS for Oboeand Rano NM 6005 $12.00

EXPLORASONORITIES Il for Oboeand Rano NM 6003 $12.00

FIVE CONJECTURES for Brass Quintet NM 6001 $15.00

LE MATIN CEST ARRIVf for Prepared Fano and Three Alarm Clocks NM 6007 $4.00

THREE MOVEMENTS for Clarinet NM 6004 $9.00

VARIATIONS for Piano NM 6002 $10.00
MATTHEW DAVISPUZAN

NORMANDI'S RAINBOW, Rondo br Hute and Rano NM 6105 $6.00
DANA REASON

BORDER CROSSINGS (with Peter Valsamis, Percussion and Sampler) (CD Recording) 990322 $16.00

PRIMAL IDENTITY (with Philip Geld, Shakuhachi) (CD Recording) 990323 $16.00
DARCY REYNOLDS

BEYOND DREAMING for Soprano, Bb aring, Cello, and Rano 990123 $20.00

FIVE PRELUDES FOR VIOLA AND PIANO 990124 $10.00

THEME AND VARIATIONS FOR CLARINET (IN A) AND PIANO 990125 $10.00
TERRY RILEY

CHORUS 193 fom MEXICO CITY BLUES (Jack Kerouec) for Chorus SSATBB NM 1930 $12.00
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