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Sitting with Kyle Gann

MARK AL BURGER

Texas-born @mposr Kyle Gann is aso a musicologist,
educator, ard the rrusic critic for the Village Voice. He has
written bookson Gnlon Nancarrow and American Music.
His own cmmpostionsreflect the disparate approahes to just
intonaion found n the musics of Harry Partch, Ben Johngon,
and La Monte Young; as wdl as the discursve qudities of
Robert Ashley's operas, the minimalist sensibilities of Steve
Reich and Philip Glass, the eathiness of Native American
musics, and te wild-eyed wonde of John Gge.

| lunched with Kyle Gann & a Tha restaurant in Berkeley,
CA, on April 14, the day after his solo composdtion recital at
the comfortable suburban concert space that is Center for New
Music and Aooudic Technolbgy (O(NMAT - 1750 Arth
Street), and directly following the composer's interview with
Sarah Cahill on KFFA.

ALBURGER: Do you lvein New York or do you ive up by
Bard College?

GANN: | havent lived in New York very much. Right now |
live on ampusat Bard.

ALBURGER: How far upstate is that from the city?
GANN: A hundrel miles nort.

ALBURGER: That's a giff commute to do your Vilage
Voice reviews.

GANN: Yeah...
ALBURGER: How long reve you keen doing that?

GANN: I've only been doing tat for three years. But for two
and a helf yeas | lived in Chicago ard flew to New York to
do ny job. And then we moved to Penngy/lvania.

ALBURGER: | think | knew that. Where?
GANN: Buckndl University.
ALBURGER: You were teaching there?

GANN: Yes. And ny wife was working tere. I've never
really lived in New York, except for oneeight-month peiod.
But | had an apartment there from about 1989 b 1997, and
livedin Queens most of the time. I've spent remarkably little
timein New York for somebody who otensibly worksthere.

ALBURGER: For aguy who,in asensg, is the musical voice
of the Village Voice. One would think, from the outsde, that
you ae a quintessentially Greenwich Village type Yet here
you ae in al these well-nigh smi-rurd areas. Does that
touch base with your Texas roofs?

GANN: Weéll, | grew up in Dallas.

ALBURGER: So the answer would be"no," there.
GANN: Yes..well... I'm nat a big city typeguy...
ALBURGER: | perhaps hear that in your nusic.
GANN: Yes.

ALBURGER: Youre adownbwncomposr.
GANN: Right Sortof.

ALBURGER: And the amount of Native American influence
in your rrusic, and the allusionsto nature...

GANN: Yes. I've dways felt like a Western composer, and |
alwaysfelt like I'd end upin California

ALBURGER: How dd aeyou?
GANN: 44.

ALBURGER: Weaell, it's not too late. | think | idertify with
you in a number of ways, and oneway is in that urban-rurd
dichotomy. The culture is urban, but here's something about
us that needs the rural side, perhaps for our credivity.

GANN: Yes. Wdl, Bill Dudkworth and Ben Jhndon and |
also see aurselves asthe Suthern composers. We all retain
that identification a little bit. But Ben's goneback. Ben lives
in Rocky Mount North Carolina now. All of us have used
Protestant hymnsin our nmusic and dways had this connection
to that church music tradition. It doesn't come up in my music
much anymore Some of my earlier works actualy quot
Protegant hymns asin Chares Ives. It's ill a little bit like
that with some of the American Indian music | stole, of trying
to bring in atradtiona elemert.

ALBURGER: And where dd that American Indian influence
begin with you?

GANN: That was real specific. | was trying 1o make music
with different temposgoing onat the same time the 1970s.

ALBURGER: A Nancarrow concept?
GANN: Actualy, | didn't g to know Nacarrow's music
until after that | just knew the rame. It wasn't until the 1750

Arch Recads came out that | actually heard him.

ALBURGER: So more due to Charles lves?



GANN: Yes. More Charles Ives. | was really into Ives and
Henry David Thoreau wheae he wrote about "Marching © a
different drunmer. | connected that Thoreau quot with Ives
and thought "That's my thing."

ALBURGER: You hal talked in your ralio interview today
about beng not much influenced by your pers. That was
another way that | identified with you & beng "peer pressure
resistant."

GANN: Yes. So, in 1977,1 got abook @lled SonicDesign
by Robet Cogan and Rozzi Escot, and it had an analysis of the
Zuni Buffalo Dance.

ALBURGER: Written out?

GANN: Yes, they had transcribed it, and Ive got the
recading. It was a canmon Evereg recording of American
music. That song gos back and forth among tree different
begts: a quater note, adotted quater note, and atriple quater
note. So the music is congantly shifting anong hese three
beats. | had been doing al these wild experiments that had
beena chadic mess. The piecesended up sort of aeatory. |
couldnt coordinate these tempos | had people watching
blinking metronomnes, and it was a terrible thing to make
musicians gt there and wach metronomes. It was terrible!
When | saw this Zuni Buffalo Dance, | thought "There's my
solution!" | could hare people switching bak and forth. It
was alo something that | could imagine teaching musiciars to
play, to go bak and forh bdween different tempos |
thought "If the Zuni can do it, then classically trained
musicians should be able to handleit too.

ALBURGER: Asin Carter?

GANN: Widl, yes, it would bebut.. Actually it's the opposte
of Carter. In Carter the notation will change but one
instrument will keep a peceived condant beat. | rarely
change tempo, in the coure of the compostion, but the
durdion of he beat keeps changing. | had dways loved the
Southweg, aryway. | had spert alot of time there when | was
a kd. So the fact that it was a Suthweg Indian style
appealedto mea lat.

ALBURGER: You went from a farly tradtional classica
upbringing o something qute other. Your mother was your
piano teacher. She recommendel that you listen to Lou
Harrison?

GANN: No, lves and Harris. Roy Harris was a real guilty
pleasure for me. | had all of hisrecordings

ALBURGER: S0 you ae someonewho is familiar with a lot
more than Harris's Third Symphony And by hgh shool you
were writing your own piees.

GANN: At 13.

ALBURGER: And by ollege you hal discovered the Indian
transcription.

GANN: In 1977 | hal just graduaed from coll ege.
ALBURGER: And you wee a Oberlin. That was your
breaking out of the south. Was there cultural shodk going
from Dall asto Oberlin?

GANN: It was traumatic. | mightas well have been going..
ALBURGER: ...to the Zuni reservation.

GANN: ... from Montanato Bangladesh. It was awful.
ALBURGER: Did they make fun of your $uthern accent?
GANN: Yes! | had been a very sheltered kid, pretty much.
Most of Oberin's gudents, a leas at that time, were from
Long Idand, or Manhatan.

ALBURGER: A taste of your futrelife.

GANN: Yes. | didn't know wha a bagd was. | hal never
heard the word. They thoughtthat was hilarious | didn't
know there were diff erent types of cheese.

ALBURGER: So there was a lot of general culturd catching
up. But musically, | would think that you ®uld have hdd

your own.

GANN: Musicdly | was way ahead, yes. | was into
Stockhausen by the time | got there.

ALBURGER: I'm guessing that at the ime Obedin's climate
would have been more performance than compostiondly
oriented?

GANN: No, it wasfairly compodtiondly oriented.
ALBURGER: Who was teaching then?

GANN: Randy (ohen was my teacher. He's ill there.
Obelin has never alowed vey famouscomposrsto stay.

ALBURGER: Interesting. Why woud that be?

GANN: Wadl... For example, John Luther Adams and
Pauline Oliverosboth just quit.

ALBURGER: Jhn st quit? That's ddinitely new
information as of the last couple of months.

GANN: Cohen ort of forced them into the postion that they
had to leave. You can quot me on that!

ALBURGER: And Pauline was there, too?

GANN: Shewas there every other semester.



ALBURGER: | sat down with John tis past November, and
we were reveling in the fact that we were acually outdoors
and not freezing © death, given his Obelin and Alaska
connetions  He, a the time, seemed to feel that Obelin
might be a continuing off-agan/on-again every-other-semester
situation.

GANN: Right
ALBURGER: But no go.

GANN: No. In fact, | was there for aresidency in November,
and it happeredto be the weekeverything fell apart. Students
rebelled. It was anamazng political situation.

ALBURGER: Students rebelled againg...

GANN: ... the compostion depatment, because they were
trying b make everything nore conservative again. Under
Johns and ohers' influence, things had opened up But they
closed it up again.

ALBURGER: Interesting.

GANN: Widl, that was how hings were when | was there,
too. Why Oberlin? It's such agoodmusic school -- a fantastic
music school But they never had any famous composers stay
there for very long.

ALBURGER: Somehow they make it hot for them. What
aboutNorthwestern?

GANN: | went to Northwestern for my dodorate. Compared
to Obelin, Northwestern was an extremely unsphisticated
place.

ALBURGER: Asconsrvative?

GANN: Yes. Hindamith was a big name. They hadnt quite
discovered Sockhausen yet or any of that. That was al alittle
weird. Heady guff! But Hindemith!

ALBURGER: Now we can talk! Well, how dd you ge the
way you ae, then, given this background? I'm guessing you
set yourslf onapah young,and you ket with it. Just as you
were not ovely influenced by your pers, you wee not so by
your g£hoolks either.

GANN: Wdl certainly there was noting nuch at
Northwestern to influence anybody. But | went there
expecting notto beinfluenced. Peter Diena, who is no longe
there (they denied him tenure talked to me aboutuptown and
downbwn nusic. He really knew the politics of that scene.
He introdued me to a lot. He took me to New Music
America, wheae oneof my roommates was Alvin Curran. It
was throughPeter that | met alot of people

ALBURGER: So he was a positive influence.

GANN: Oh,yes, Peter was very postive.

ALBURGER: Did that ultimately become pat of your
motivation to move in the New Y ork direction?

GANN: No, the only motivation | ever had for going © New
York was becawse the Village Voice @lled me up ard aked
me to gpply for ajob.

ALBURGER: How dd they ge& wind of you?

GANN: | was pretty good &out €nding press clips to record
companies. | sent them to adistribution srvice, and the editor
of the Village Voice sw my reviews. When Greg Sandow
left, and the next person didn't work out for veary long, the
Voice was looking for ®meone

ALBURGER: Was that right after Northwestern?

GANN: Serera years later. First, Pder Yates gave me ajob
working with New Music America.

ALBURGER: Which was based wheae?

GANN: In Chicago. And then there was a ggoing hok in my
life a that point, because after that job ended | had noidea. |
started writing music reviews for the Reader. | spert four
years as a free lance critic in which | probdly made about
$18000 ptal.

ALBURGER: That soundslike me now! So when the Village
Voice called, that was something © jump about

GANN: Yes, | had no nterest in going © New York, but |
didnt see what else | was going to do.

ALBURGER: You were writing music the whole time?
GANN: Yes.

ALBURGER: But, to this day, youVe said that compostion is
the most fun. You didn't set out b become a music critic.

GANN: Nope

ALBURGER: You st outto become a composr.

GANN: Yup.

ALBURGER: We have alot of correspondence! The oldest
piece of yourswith which I'm familiar is on aRelache album.
Is that a Zuni or Hopi influenced piece?

GANN: The rhythms of that piece are made up, but | later
discovered they had some correspondeance to San Juan Indian
pracices

ALBURGER: Perhaps that's like in Bartok, where he became
so familiar with various folk musics that compostions will

have that influence, even when they don't have any direct
connetions

GANN: Right



ALBURGER: Whd's the earliest compostion tat you woud
till look back on as your first respectable "Kyle Gann" piece?

GANN: The earliest would be a piece that was originally
untitled but was eventually named Satk, because it was based
on vaiouspoens by Stie. It was aminimalist piece that was
all on whte notes, for dnger, hap, and oher instruments
That was 1975. Then the next was around 1979 or 80--a
flute pece Deset Flowers that | like. In 1980-81l1 wrote a
piece for three paros cdled Long Night. Thats really the
earlieq seriouspiece that| ill like to have played.

ALBURGER: Youare akeyboad player by background..
GANN: Yes.

ALBURGER: Do you ay flute background? There are a lot
of flutesin your pieces.

GANN: | just like the flute.

ALBURGER: Partly the naive American background?
GANN: Yes. And | had aflutist girlfriend.
ALBURGER: Another correspondence.

GANN: There was atime in schoolwhen | even wrote a piece
for five flute players.

ALBURGER: The quickest way to meet five new friends...
Coincidentally, | have a piece called Flute Players | Have
Known... In dectronic media, the timbral sky can bethe limit,
of course. In your dectroacoudic workslast night, beyond the
microtond fascinations | heard a world of flutes, bdls, and
druns. | hear that also in your Relache and Essential Music
pieces, too. Would | find that in your oher worksas well?

GANN: Fluteis kind of adisease with me. | also have been
pushing myself toward the oboenow.

ALBURGER: I'm an obost!

GANN: The Proteus synthesizer I'm usng ha nice oboeand
English horn sunds | never thoughtl'd use as much English
horn ®undseas | have.

ALBURGER: When did you hae that revelation tat
downbwn ompors have to do itthemselves?

GANN: In 1986. | didnt write much music in the first three
years of my Village Voice work. | almost stopped, because |
was 0 involved in the job.

ALBURGER: That can hgpen.

GANN: | was writing dl this ensemble music, and there was
no way to get it played in the downbwn sene. No onehad
ensembles, or if they did, it was only a group péying their
own nusic. Living baween Chicago and New York, there
was no way | could start an ensemble. It took me until 1992 b
compose my first real electronic piece.

ALBURGER: Sudy No. 1.
GANN: Yes. Supeparticular Woman

ALBURGER: Was that anothe old girlfriend --
Supeparticular Womarf?

GANN: That was a piece that | thoughthad county-western
roots. | thoughtthat if | was going o make ac.w. alusion, the
title hed to be either Supeparticular Woman, Supepatrticular
Dog, or Supeparticular Pickup Truck. I've thoughtthat |
should have called it Supeparticular Dog, because my wife
has aways been convinced that Supeparticular Woman
adually refersto her.

ALBURGER: It could be a canpliment. She's
Supeparticular because she chos you.

GANN: Hmm. Very good.
ALBURGER: Wasthat your first county-western dlusion?

GANN: Yes. It was a little bit an expression of age,
becaise everything in downtown New York in the 80's was
abouthow rrusic had to be connected to the vernacular. | had
never really had avernacular music. It was dl about,"You've
gotto userock in your nusic," everything hal to refer to rock,
and | never felt that rodk was my music.

ALBURGER: Then that was a good choice for you to find
something dse. Paul Dresher, with his Electroacougic Band,
talks about how © many people approah writing for hes
ensemble with the notion, "Now | can write my rod piece,”
but, unless the composers have a rock background,the music
can sound farly insincere. So at least your doice of country
music was something that was a little more in your er from
growing up n Texas. And whee did that bass line come from
in----- ?

GANN: "Angedina' by Robet Earl King.

ALBURGER: Does Supeparticular Woman refer to a
paticular county-western piece?

GANN: No.
ALBURGER: Thats more just the atnosphere.

GANN: Supeparticular Woman uses a county-western
guitar sound.



ALBURGER: 0 this was aimost a defiant knudkling unar
to the attitudes of the time.

GANN: Yes.

ALBURGER: YouVve written a lot ébout downbwn tends
I'm not sure | would hare guessed some of your pesonal
attitudes from your wiiting. Your writing ha aways struck
me asvery well balanced

GANN: Well, I'm glad.

ALBURGER: Of oourse, youtre downbwn orented. In
American Music in the 20th Century, there ae cetainly more
downbwn tan uptown composrs.

GANN: Yes.

ALBURGER: Were there other trendsthat you favored less
than| might susped?

GANN: The historic event that really exited me was
minimalism, but by the time | got to New York, the free
improvisation nmovement was really picking up. It was
popubted mostly by people who ha -- na classical
backgrounds but -- jazz backgrounds | felt it came out of
another world. It wasn't the music | was interested in. | didn't
really have anything againg it, but| haed the notion that that
would bethe whole thing -- that that was wha new music
was going © be from now on. | really rebdled againg that
idea

ALBURGER: Is that less true now?

GANN: Yes. It changed alot in the early 90 with the Bang
on aCan group. They broughta lot of composers out of the
woodwork.

ALBURGER: Such as?

GANN: Michael Gordon,Evan Zipporyn,David Hrst -- wel,
hésin both worlds.

ALBURGER: A second-gaeration po$-minimalism. The
free mprov scere coming as much from jazz as classica is
gill a very strong omponent in the Bay Area new-music
world. In your nterview this morning with Sarah Cahill, you
talked @bout Terry Riley bang a influence on you h the late
60s.

GANN: Around 1970.

ALBURGER: And | suppo® you beame familiar with the
music of Steve Reich and Fhilip Glass around hen, too.

GANN: | didnt hear Steve's music unil his Deutsche
Gramophonerecording of Drummigin 1973 @ 1974, And |
also got my first Chatham Squae recording then of Philip
Glasss -- Music in Fifths.

ALBURGER: So when you arrived in New York, much of
classic minimalism was alread/ over.

GANN: | knew that before | cameout...

ALBURGER: How do you reonae with respect to the rest of
the Village Voice staff? Are you oflike minds?

GANN: Widl, were dl sort of naurotic lonas. | dont see
those people very much.

ALBURGER: So we make our @nnetions in the news
through nerotic longs. So these avatars of hipness are
lonas.

GANN: Yup. Wdl, they al have the sense that they're
swimming updream againg the culture

ALBURGER: First you @mmuted from Chicago.

GANN: Then my wife and | got the jobs a Buckndl
University.

ALBURGER: And that's ébout twvo hoursaway.
GANN: Three hours
ALBURGER: A lot of timeon 1-80.

GANN: Yes. | was adjund from 89 1 95, then | was visiting
professor from 95t0 97.

ALBURGER: And then Bard College, where you hae a
colege preddent, Leon Botstein, who is the edtor of the
Musical Quaterly and conduds the American Symphony
Orchedra.

GANN: He's larger than life.

ALBURGER: Aretherethree o him?

GANN: People think so.

ALBURGER: Does hefrequent the music department?
GANN: No. No, hedoen't. His philosophy & so antithetical
to the tradition of that music department, which was formed
by Ben Boretz, which is avery creative, wacky philosophy
ALBURGER: Ben's philosophy?

GANN: Yes.

ALBURGER: Ben was with Perspectives of New Music.
GANN: Yes, nowBen has anew journd called Open Spae.
ALBURGER: Wow. Three nusic journas associated with

Bard College. That's a lot of print coming outof a schod in
upgate New York. Do you hare much contact with Leon?



GANN: Wadl, I'm the progran annotaor for the American
Symphony Gambe Orchestra, and | do ®me of the progran
notes for the American Symphony. They hired me becatse |
was a good ompromise candidate, because philosophiclly |
agee wth the nusic department, but | have more of Leon's
style of scholarship.

ALBURGER: S0 you hae the head and te heart for the
postion. Speaking of Bens, how doa Ben Jbhngon figure
into your bakground?

GANN: | studied with Ben Johngon privately from about
1983 b '87, | think.

ALBURGER: In Chicago.

GANN: In Chicago and in Urbana | would meet him at the
Zen Temple in Chicago, and | garted going to the ceremonies
and just loved them. | had never studied with anyonefamous
and | mede the connection through Rter. | thought "l love
Ben's music, but I'm not gohg t get involved with
microtondity. Too rruch trouble for nothing!"

ALBURGER: But the influence proved more than a little.
Was there a convasion experience?

GANN: | wish | could remember exactly wha he said. Ben
never in his life tried to turn astudent on to microtondity. But
in my very first lesson, he made some comment about a
couple of chordsl had written. He just made a comment about
how nice they would ound f they were tuned in such and
such a way, and hereferred to the tuning in fractions (I had
been redlly, really good nh math in high <hool -- | was
preddert of the math class ard got first place in district dide
rule in Ddlas). Just from the way he said it, dl of a sudden
this realization came down b me, "Oh my, this is my destiny."
He wouldnt have even noficed anything; | was just stting
there and | realzed from that offhand commert: "This is my
whole life opening up béore me."

ALBURGER: Wow. You were probaly familiar with Harry
Patch's music before this.

GANN: Yes, but | hadnt undestood the tuning aspects of it.
ALBURGER: Did you like Partch's music?
GANN: Yes.

ALBURGER: But suddenly with Ben, this is when the door
opened.

GANN: Yes, | ha liked the soundsin Partch, but | didn't
undestand untl then that microtond music was a
mathematically gructured discipline.  And & soon & |
realized that, | knew that not only would there be interesting
possibilities for my music, but that it would be something in
which | could naurally excel. Working with fractions and
logaithms was a piece of cake for me.

ALBURGER: In your progran notes from last night, you
talked aboutpieces that are pefectly in tune

GANN: Yes.

ALBURGER: But, of cours, to some laypeople their
respon® can be along te lines of a pehaps apoayphal
comment by Philip Glass referring to some of the microtonal
output of La Monte Young ad Terry Riley: "Soundsout of
tune doesn't it?" Wha would be your respon® to such a
comment from a layperson onthe peafect tuning?

GANN: It's a question of engtivity, because we ae so
trained to filter out cettain things. | have sensitized myself to
the point whee now when | sit down d the piano, | hear the
beats between the frequencies.

ALBURGER: So there'sa problem.

GANN: Yes, sometimes | play achord and | just recoil from
it! The buzz divesme crazy! The ideathat | spert the first
30 years of my life filtering out a very obvious sonic
phenomenon st horrifies. The amount we go trough ar
lives intentiondly not noticing. That musicians, of dl people,
should notbe attuneto the actual soundsthat are aroundthem.

ALBURGER: So when you hear these pieces in your own
intonational systems that vary from piece to piece youtre
heaing a nusic that is perfectly in tune.

GANN: Yes.

ALBURGER: So the answer to "Soundsout of tune doesn't
it?" is "No."

GANN: Yes!

ALBURGER: Some people are © accustomed to equa
temperament that they react quite violertly to just intonation
and ohe pure intonaiond systems. It's amost a panful
experience for them.

GANN: Yes, | guess s0.

ALBURGER: But, by mntast, when you rdurn to this
imperfect equd temperament, you not faced with such a
physcal reaction most of thetime. You can gill live with that
system for ensemble pieces, and soforth.

GANN: Yes, most of the time. More than 99% of the music |
teachis in that system

ALBURGER: S0 you better get used to it, pal!

GANN: Right! But if | can go hrough apeiod whee I'm
heavily involved in just intondion, then going bak to equal
temperament feels like going from a colorful world of Og,
backto black ard white.



ALBURGER: Nice alusion. You del with wordsand you
deal with music, and you h&e some music in which you del
with words | heard vay wondeful settings of text in your
music last night

GANN: Well, thank you.
ALBURGER: Perhaps we composers who write prose deal
with text in an unusid way in our nusic. It soundslike you

try to honor n#ural rhythms of wordsin your music.

GANN: Well, | want to derive the music from the words
There may be a whole ather tradtion there. Rerhaps the best
American opeas ever written were by Virgil Thomson.

ALBURGER: Anothe music critic, too -- another wordsgnith
aswell asmusicamith.

GANN: Yes. The Mother of Us All is just fantastic.

ALBURGER: It'sa gea piece.

GANN: Ther€e's nothing wors, and there's no greter musical
travesty in dl of 20h-century music than the way in which
most composrs set words to music. The angular vocal
lines....

ALBURGER: [singing in a very angula fashion] | wont
argueabout hat.

GANN: Elliott Carter vocal pieces....

ALBURGER: Maybeit was a good hing that hewaited urtil
90 b write hisfirst opera.

GANN: He should have waited alittle longe.

ALBURGER: A Blessing to Us All?



Alexander Nemtin:

The Fulfiller of Saiabin's Musical and Philosophical Legacy

ANTON ROVNER

It is a rare occurrence whena canposer dedicates a kig part of
his life to the work of another, and it is even more unusia
when such a canposer remains an original ard talented figure
himself. A worthy exanple d such is Alexarder Nemtin
(1936-199), who in 1996 mmpleted the great project thought
of by his older compatriot Alexande Scriabin — The Prefatory
Action — starting © work on this project in 1970 ad
completing it after 26 years of work.

It is well known hat Alexande Scriabin towards the end of
his life planned a grandiose mystically inclined compostion --
The Mysterium — which was suppogd to be a gigantic,
thedogical refledion, the performance of which was to have
taken place in Indias Himalayan Mountans, intended to result
in a worldwide transformation of hunanity. Ove time,
Scriabin thought of preceding this grandiose cosmic event
with a gnaller thedogicd work, The Prefatory Action, which
was meart to prepare lumanity for The Mysterium, which was
to immediately follow. In the long run,Scriabin stuck to the
thought of The Prefatory Action, which he findly began
composng independently of The Mygerium. However, his
unexpected death in 1915 preented even his modified plan
from beng realized.

More than hdf a century laer, the idea came to a young
Alexarder Nemtin to complete Scriakin's gigantic plan. The
Prefatory Action remains a work as much of Nemtin as
Scriakin. The initia conception of the work, the literary text,
and the main themes and notives written down n digunct
sketches on 55 payes indeed bdong b Scriabin. Though
Nemtin followed to the umost degree Sriabin's initial
concgeption -- as well as Scriabin's musical style, manne, and
formal and hamonic languaye not © mention his
orchestration -- neverthdess he carried out the project quite
indegendently and in an origina manner, creating alarge-scale
dramatic work for ordiestra, piano, chorus and @lor organ in
three huge pats, which altogeher run nore than two and a
hdf hoursin time. When hearing this compostion, one can
immediately perceive that this quite Scriabinegjue work also
carries in itself original features of Nemtin's own pesond
mannea of musical expression. Thus by faithfully adheing to
Scriabin's musical and philosophical intentions Nemtin
simultaneoudy expressed his own nusical and philosophica
thoughs and feelingsin this grandiose composdtion.

Alexander Nemtin was born n the city of Perm in 1936.He
studied & Moscow Conservatory in the compostion dass of
Mikhail Chulgki. At the time of the beginning of his work on
The Prefatory Action, Nemtin was aready an edablished
composx of two piano sondas, two symphonies, numerous
songs(induding sveral song g/cles), and oher solo, chambe
ard orchedral music.

Piano Sona No. 1 immediately strikes the listerer with its
impetuous dramatic piano textures and nood, a complex
compound fornal scheme behind it as well as an interesting
tond plan -- the compostion nodulates simultaneoudy
throughoutthe entire cycle of fifths upwards and downvards,
resulting in some interesting poltonal hamonies, which
greaty erhance ard complement the essentially Romantic
trend of the pece. e @an aso trace in the heroic, impetuous
qudity of this first sonaa the strong, heroic will of its author,
a will that erabded him to complete The Prefatory Adion,
overcoming al the innumerousobgacles in the way.

Piano Sona No. 2 ("Irish") is a humorous stylization of a
late-classical, early-Beethoven piano gyle, presented

purpo®ly in avery low-key manne; it was written aound the
same time as Alfred Schnittke's Suit in Old Syle and in a
similar manne, bot pieces written during the revival of

interest for eaty authentic music "on original instruments” in

Russia in the 60's.

Also notewvorthy in the composer's output is the 40- minute
song g/cle for baitonevoice and piano, The Stars Are Falling
from the &Ky mto the Earth, written on te texts of 19th-
century Hungaian pod, Sandor Retefy (a friend of Liszt), in
Russian trandation. This work, traditiondly tond and
romantic in hamony axd gyle, has an extensve cyclic
development with several important regularly recurring
leitmotifs. These themes are developed in an extersive,
amost symphonic manne, extending te type of development
present in many 19t- century art songs the motives provide a
great sense of unity and cmpleteness to the 20 nunbers of the
song g/cle (14 ongsand 6 piano interludes). Another song
cycle - Japanee Songsfor tenor voice, oboe violin, hom,
hap and tiangle -- sets poams by medieval Japanese pods in
Russian translation. Written in 1964, this work possesses a
spedal textural ard exotic flavor aswell asanintricate lyrical
qudity, created by an imaginative combination of voice and
instruments.



Othe piano works of Nemtin include small sets of piano
pieces, usudly in two or three, the most prominent of the latter
being his Three P@ns for piano, written in 1987 ad
dedicated to the memory of Scriabin. Thes pieces pubished
in 1993 by Gunrar Publicationsin Massachutts with the aid
of Gunhe Schuller, were in a sense written as studies for the
work onThe Prefatory Action at the time when Nemtin was in
the midst of working onthe third and final part of the Scriabin
work; neverthdess the Three Poens transcerd this simple
function and manifest themselves as independent and oiigina
compostions providing a contrast of romantic emotional
moods brilliantly realized in avirtuodc piano gyle.

Nemtin's oufput also contans a nunbe of works for large
orchedra, including Symphonétta for Stings and two
symphonis, among which Symphony No. 2 ("War and
Peace") cleaty stands out in its musicad and literary-
progranmatic importance. Despite the subtitle, the second
symphony wa notinspired by Leo Tolstoy. It was composed
from 1963 util 1974 ad peformed by the Khakov
Symphony Oréestra unde the direction of Genady
Provaorov in Kharkov, Kirov, Perm, Chelyabingk, and
Moscow. It is alarge-scale dramatic work, in one movement,
written in a weighty romantic languaye, combining extended,
heavly chromatic tonaity with gparse elemerts of
dodecaphony.

An interesting phae of Nemtin's development was his active
paticipation in the Moscow Hectronic Music Studio, which
was opened up h the 60'sunde the auspices of the Scriabin
Museum in Moscow. The electronic sudio had onesingle
electronic instrument -- the only one available in the Soviet
Union at that time -- which was called the ANS. The ANS
synthesizer was invented by the famous scientist Yevgeny
Murzin in 1958 &ad was naned dter Alexandea Nikolayevich
Scriahin, a favorite composer of Murzin's whose nusical ideas
provided the necessary inspiration for Murzin to invent the
instrument. The Electronic Studio in Moscow was an exciting
meeting place, and many composers adively worked there and
composed some of the first eledronic piecesin the USSR,
before the Studio was forcefully closed by the Soviet
authoritiesin 1975.

Among toe who wrot pieces for the ANS synthesizer were
Alfred Schnittke, Edison Denisov, Sofia Gubadulina, Eduard
Artemiev, Andra Volkonky, and Sanislav Kreichi. Nemtin
was an active paticipant in the studio and wrate a number of
brilliant electronic compostions for the ANS synthesizer.
Tears was includal in the first of two records of ANS pieces
published by Melodiya.

The subsequent phase in Nemtin's life was for the most part
devoted to his work on rereating Scriabin's unfinished
Prefatory Action. Ultimately, this became Nemtin's gredest
achievement and took © much of his time, attention and
energy that he had to turn down ad pospone indeinitely
many other plans and propcts for his own nusical
compositions and his artistic career. Sensing the extremely
grandiose qudity of this project of Scriabin, Nemtin immersed
himself into the world of Sriabin's philosophical and nusical
ideas connected to the planned Mysterium, many of which
were present in Scriabin's literary text to The Prefatory Action.
Many yeas afterwards, when he was on the verge of
completing his project, Nemtin read the mystical writings of
Elena Blavatsky, a vaiety of Indian rdigious and
philosophical texts, and oher related texts which influenced
Scriabin's philosophical and nystical ideas. Upon reding,
Nemtin confirmed in his mind the immense connection which
existed between these texts and their realization in the form of
the finished score o The Prefatory Action.

Many of Sriabin's philosophical ideas were written down by
the composer in his notbooks then subsequently, after the
composr's degth, they were pubished by hi broter-in-law,
Boris Feodorovich Schloezer, who dso published several
books a@out Scriabin's philosophical ideas. The first time
Scriabin started to plan his Mysterium was sane time stortly
after completing his SynphonyNo. 3, and onecould say that
just about al of his subsquent compostions carried the
funcdion of a continuous preparation toward this project,
which he did not live to fulfill. Even his SymphonyNo. 1
already contaned some of the important ideas connected to
The Mysterium -- namely the idea of the g/nthesis of various
forms of at, in this case those d poetry and music, aswell as
merging together the symphonic and vo@ musica genres, as
in the symphonys find sixth movement includes solo
vocdists and chorus snging the Hymn to Art, a text by
Scriahin himself.



Nemtin carefully thoughtabout the deails of Scriabin's plans
for the creation of Mysgterium, the grandiose mystical action,
which was suppo®d to incorporae synthetically various
different forms of at, including @lor-mudc (which he had
already utilized in Prometheus), mime, dance, and theatrical
elemerts, aswell asnature itself. Mysterium was suppo®d to
be a religious and mystical action, meant to result in the
spiritud transformation and transfiguraion of hunanity into a
highe level of beéng. The concept of Prefatory Adion was in
many ways similar to that of Mysterium, sinceit also implied
the incorporaion of variousforms of art.

Nemtin aso carfully studied Scriabin's poem -- the literary,
poetic text for Prefatory Action. Scriabin wrote this text
during the cours of two years, afact which many admirers of
his talent lamented, since he could have spent this time writing
music, epecially the music for Prefatory Action. This text was
published &ter Scriabin's desth by hs broher-in-law Boris
Schloezer in 1919in the sixth volume of the journd Russkiye
Propilei (Russian Propylaeum), along with many philosophical
notes written by te composr in pesond diaries and
notebooks This pubication dso contained Scriabin's text for
The Pcem of Ecstasy, written egecially for the achegral
work. But unlike this latter text, which was written after its
compostiond namesake was completed, the text for Prefatory
Action was written bdore the work on the music to it was
begun. The Prefatory text helped Nemtin immensely in
completing the music, dnce he was able to follow the writing,
treaing it asa libretto to anopera.

As Scriabin proceeded to work on The Prefatory Action, he
applied dl of his philosophical and nusical ideas to it and,
after a while, the project entirely supeceded that of The
Mysgerium, which was virtually @andonal. The main
difference betweenthe two projects was that while Mysterium
was to have beenanact (performed only once for the spiritual
transformation of hunanity), The Prefatory Adion was
intended to be a compostion, which (notwithstanding dl of
its grandeur) oould be peaformed many times at will.
Scriabin's ideas and plns aroused a grest amount of response
and interest from his acquaintances and cntemporaies. In
addition t Scriabin's notes and hk two literary texts,
published by Shloezer, wha remained were booksand letters
of memoirs by his contemporaies. These include Schloezer
himself, as well as Scriabin's follower, Leonid Sabaneyev,
who pubished a well-known book,called Remembranaes of
Saiabin, in which the convesations and discourses of the
composer about his plans for Mysterium and Prefatory Adion
are written outin great deail. When Scriabin went on atour
to England in 1913,he made the acquaintance of some people
who becare interested in his plars, enough 6 express their
willingness to assist him by many posible means. Scriabin's
idea was to build a special hdl in India, resembling atemple,
where first The Prefatory Action and then The Mysterium
would be paformed. These plans al came to an unexpected
end with Scriabin's premature death at the age o 43 from a
sore on hislip as aresult of blood posoning.
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At his death, Scriabin left the text of Prefatory Action and 55
pages of loosly scattered sketches (strictly speaking, there
were 53 payes of music and two blank pages) and
reminiscences of his discourses and plans for the work &
noted in diaries and notéooksand in memoirs of his friends
primarily Schloezer and Sabaneyev.

Among he sketches for Prefatory Action, written down onthe
53 dheets of music paper, there were a certain numbe of
themes, recognizable as those which Scriabin later used in
quite a few of his piano mmpostions If one is to examine
these sketches, one would recogniz a nunbe of familiar
themes from such well-known geces as Piano Sonat No. 8;
four out of five Preludes, opus 74; Guirlandes and Flames
sambres, both listed as opus73; and Wwo Preludes opus67.
We owe the very existence d these canpositions to a catract
that the composr signed with Sergel Koussevitsky, which
required Scriabin to compose a set nunber of pieces in a set
amount of time. Scriabin was obliged to write these
compostions for Koussevitsky, but beéng © immersed, he
chos an easy pah and decided to use some of the themes
intendedfor The Prefatory Adion in the piano compostions

The themes differ from thee aiginal sketches since in the
latter they were meart for a lage orchestral camposition.
Consequently, the sketches possess a nore extersive form as
well as additiond developmenta features, which would have
enabled them to be extended and developal in a more
grandiose, symphonic manne. In the piano pieces, the same
basic themes lack these additiond developmental features.
Since virtudly after SymphonyNo. 3, Scriabin began devising
his plans for Mysterium and Prefatory Action, onecan obsrve
that just about al of his late piano cmmpostions especialy
those written &ter Promeheus are inspired by messianic
ideas and the spirit of the forthcoming Mysterium.

The idea of recongructing Prefatory Action first came to
Nemtin in 1970, on one of the occasions when he was
listening to a recading of Scriahin's Prometheus. During that
year Nemtin made the acquantance of an artist who was
planning to paticipate in a film about Scriabin, and was
searching for nevly composed music which woul incorporae
some of Scriabin's musical themes, as he did notwant to use
well-known works by Scriabin. It was this artist who first
suggested to Nemtin to look into the sketches and condder
usng them as a basis for a nev compostion. Though Nentin
chose ot to write the music for the film, thinking that the
amountof material involved was too lage and grandiose to be
used in amere film, neverthdess he hdd on b the idea for his
own independent work.



On Novenber 8, 1970, Nemtin proceded to work on
recondructing te sketches of The Prefaory Adion. He
started by analyzing <rupuloudy Scriabin's major piano and
orchedral compositions, as well asthe canposer's literary text
and nots, and the memoirs and reminiscences of his friends
most importantly thoe of Sabaneyev. Nemtin obtained
additiond insight and inspiration from the memoirs of his
contemporaries (at that time there were even some atticlesin
the Russian nevspgoe's which recounted Scriabin's plans to
crede The Mysterium) and the genera historical and aultural
background of hat time in Russia.

It is well known hat at the beginning of the 20t century in
Russia, the works of many pods, writers, artists, and
philosophes contained a fair share of messianic as well as
apoalyptic themes and forébodings Such ideas were present
in Alexande Blok's poans, the four literary Symphonis of
Andrd Bdy, poans by Vyacheslav Ivanov, poems and aticles
by Vladimir Solovyov, and Futurist writings by Vdemir
Khlebnikov and Alexei Kruchonykh. Boris Feodorovith
Schloezer -- the brother of his second wie, Tatiana
Feodorovna-- frequently paticipated in convesations with
Scriabin  aout Mysterium and was fascinated with the
compos's ideas. The Schloezer pubications of Scriabin's
texts include two vaiants of Prefatory Action, a preliminary
version and an incomplete find version, which bresks off at a
crudal point. Both versions demondrate different aspects of
the cosmological subjed matter, and complement each other
to agrea degree

Nemtin divided the plot of the text of The Prefatory Adion
and the nusic into three @rts. Each of the rusicd sections is
prececdd with a quotdion from the text. Unfortunaely
Saiabin frequently composed large fragments of music in his
head, while writing down &etches only those cases when he
conddered that a given musical fragment was not the most
successful and that it needed to bethoughtout and daboraed
a little further. This was noiced by contemporaies such as
Schloezer, who wrote that Scriabin played large musical
fragments from memory. Notwithstanding tis discouraging
fact Nemtin had to contert himself with those few sketches
that remained avail able.
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Among Nemtin's fortunae discoveries was the new hamonic
system of Scriahin, laid out in full in Scriakin's last completed
orchedral composition, Proméeheus -- The Poem of Fire,
especialy in its pat for color organ. By following Scriabin's
tona-color system, one can easily determine the literary
themes and moodswhich correspond b each tondity in the
work.  Thus in Scriabin's scheme, the tonality of C
correspondsto the color red and depicts the theme of the will,
the tonality of E correspondswith the color blue and mntains
the theme of dreams, while the tondity of F# correspondsto
violet and denotes the theme of creativity. This discovery
aided Nemtin in the deciphaing of te literary and
progranmatic content of the whole projected work. It was
possible to infer the mood, tempo, textures, and placement in
the oveal formal sructure by analyzing notives in the
harmonic scheme of Promeheus, in which &l of the tanalities
are placed in a certain coheent order of sequence.

Nemtin started his work by @pying ou al of the musical
sketches aranging them according to their respedive
tondities and literary progranmatic moods This enabled him
to determine the gdace d the respedive themes in the overal
structure of the work, as dagermined by their progranmatic
content. In orde to determine the connection between these
parameters, he wrote aut triangles for eachtonality, with its
associated tondity, color, and npod.

Page one of the sketches contained themes from his Prelude
No. 1 from opus74; pae four and sven contdned themes
from Prelude No. 4 from opus 74; page eight contained
Prelude No. 2 opus 74; pages 5, 15 and 20 ontained
fragments of Guirlandes; sketches on pages 4, 21, 26, and 31
carry a certain resemblance to the overall form of Sonaa No.
9; while on paye 6 Neamtin traced the hamonic chain which
liesat the basis of Sonaa No. 8. All of these fragments were
used in the completed vesion of Prefatory Action with spedal
attertion to their development, ascontained in the ketches.

Cettain listerers, not being familiar with the pecdiarities of
the history of these themes and their initial role accused
Nemtin of essentially creaing a cdlage aut of themes from
existing compostions by Scriabin.  Nevertheless, listeners
who were familiar with the initial source d these themes
perceived how hey were used in the completed veasion of The
Prefatory Action.



At first the plans for recongructing The Prefatory Action were
quite modest, since the sparse amount of sketches available
suggested a new compostion which would be 20 minutes in
length, smilar to The Poem of Ecstasy in its overall scope.
However, upon sudying Sriabin's literary text and garting ©
work on the nusic, Nemtin saw that the initial concepion
demanded a compostion of sgnificantly grester length. At
first the idea was to write a $ngle canposition, thenit evolved
into a two-part cycle, The Universe and Humanty. Fnally,
upon fnishing the cosmological first pat at the place where
humanity appears (the climax of the first part, where for the
first time, in a highly dramatic manne, the chorusenters), and
starting his work on he second pat, Nemtin realized that the
musical and literary events would notfit into two pats, so he
came up with the find conception of athree-part cycle, adding
to the dready planned two pats, the third pat entitled
Trandiguration.

Nemtin constientioudy followed the plot of Scriabin's literary
text for The Prefatory Action, treating it as a chief guiddine
for determining the large-scale form and oveadl congruction
of the emerging rusical compostion. In The Universe, the
world appears, a result of divine play and cosmic credive
impulse, together with all the living things, the plants and
anmals ard finally the humans. The music emphasizes the
initial creation with a dramatic entrance of a chord ®ntaining
all 12 notes of the chromatic scale. The chorus sings the
theme of death, foreboding tragic events in humen history to
come. The sore d the Hrst Part is prefaced by an epigraph
of four lines from the second vesion of he poetic text from
Prefatory Action, depicting te creation of the universe:

The heat of the moment Sires etemity,
And illuminates the depth of Pace;
Infinity breaheswith worlds,
Chimesembraced the slence.

The Second Rart, Humanty: Life Is an lllusion, depicts the
primary spiritual age d existence d humarity. The music
recount a spiritua history of humanity from an early, lofty
state down b the dark and tragic events of recent times.

Towards the end of he Second Rart, humanity's fal from
grace @curs, humans ergage in sin, wars, ard bloodsed. The
music loses its ethereal qudity and becomes heavy and
gloomy in mood, conduding in a grotesque morbid dance of
the fallen humanity. The epigraph is:

A new, unintdligible trembling
Embracesthe world

In the refl ections
Godsdisperse their dreams.
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The beginning aad the greater portion of he Third Part,
Trandiguration, continuethe da’k, gloonmy mood ofthe end of
the second pat, depicting the continudion of hunanity's
existence in sin and evil. It is here that a prophe is sent to
erring mankind. Staying aloof from society by hiding in a
desert, the exile hears mysterious divine voices -- preaching
truth and goodnes, and @mmmanding him to go D the erring
humans and teach them the path of suffering and repentance.
The music represents this brilliantly, presenting a"theme of
gusstioning” (the prophd's asking the Divinity for
instructiong and the voice of the feminine divinity, naned as
the White Sister (dso carrying the additiond role of Death) in
a celestial, mysterious solo soprano vorce, accompanied by a
lyrica orchedral accompanment. Reiving this revelation
from the Divinity, the prophé goes to the fallen humans and
tries to turn them away from their sinful life, through he pah
of suffering and repentance on bwards a life of truth and
virtue. The people do notwant to hear the prophé's sermon,
preferring o remain in their life of evil. They merely laugh d
the prophé. At the end, when the prophé persists in
reprimanding the people for their evil, they lose their patience
with the prophe and kill him. This place marks the turning
point in bot the text and the music. Following this episode,
humanity repents of its evil, gradudly starting o turn back to
its primary state of innoence and virtue. At the very end,
humanity is transformed into a highe state of existence.

Following Sriabin's own nusings as well as their souraes in
ancient Indian philosophy and rdigion, "trandigurdion” is
tied in with "evaporaion" and "extinction" and there is a direct
suggestion tat the fina transfiguraion of the world is a
passing bak into the nothingness from which it came, which,
accading to the camposer's philosophical cyclical scheme, is
the highest form of bliss. The fragment of the text sates:

We will be born in the whirlwind!
Wewill awakenin heaven

We merge emotionsin a united wave!
And in the lendid luster

Of the final flourish,

Appeaing to each other

In the exposed beauty

of sparkling ouls,

we will disappear...

Dissdve...

The music brilliartly describes these entimerts, after a fina
triumphantly transfigured coda, by dramatically dissipating,
and the entire musical material gradudly condenses into one
F# (Scriabin's favorite tonality, depicting aeativity and
spirituality).

Certain aspects of Nemtin's completed veasion of Prefatory
Action do not correspond diectly to Scriabin's initial
conceptions. First of all, Scriabin meart to set his poetic text
to music. Nemtin droppel the text from his version, leaving
the chorus and Dloists with wordless vocalizations though
following the content of the text in a faithful, scrupulousand
congientiousmanne.



Part of the reason wa to avoid oonflicts with Soviet
censorship, which woud not have pemitted a compostion
with such a text to be performed publicly, while another
reason was the absence of arepertoire of vocal music on the
pat of Scriabin (except for the finde of SymphonyNo. 1). In
addition, Scriabin initially thoughtof harving Mysterium (and,
later, Prefatory Action) last for sven dass, following the
Bible. The problem was that there would dearly not be
enough nusic for seven das, not to mention the near
impossibility of produdion csts. Nemtin gave his three-part
cycle the dramatic and fundiond qualities of an opea with
threeads ard two ertr'actes He did not incorporate to such a
great degree Scriabin's conception of "synthesis of the arts,”
and even the pat of the "light keyboad" was taken on by
Nemtin with some reluctarce, dnce te did not ertirely trust
such a literal following of Sriabin's connection of pbndity,
color, and mood.

Nemtin added a few of his own philosophical musingsto the
literary and nmusical plot of the work, bringing some additional
insight into Scriahin's text and interpreting his ideasin a rew
and originad manne. Nemtin's interpretation of he ending of
Scriabin's text is more &kin to concepts found in the Indian
Vedas -- while Scriabin's text erds with a passing into a rew,
ethereal form of existence, which would follow humenity's
"dissolving in the ait" (implied in the final words "We will
disappear, dissolve..."). Correspondigly, the music, after
reaching a triumphant, ecstatic climax, dramatically narrows
down nto onenote, with which the whole compostion ends
Following tis train of thought Nemtin conceived of the
possibility of a pepeud cyclical recurrence of such
"explosons' and "condensations' of the universe, which could
be described & "the pulsting uriverse.”

Nemtin was to a geder degree than Scriahin struck by the
phenomenon of he incarnated force of evil, which, as we
know, was manifested in many historical events of the 20t
certury. He elaborated to a geaer degree than Scriabin the
conaept of humanity's repentance of their sins on a global
scale, which, according to Nemtin, would bethe only way of
atonement and redemption for hunans, as well as the only
chance for humans to achieve any form of transfiguration.
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Though Sriabin had occasiondly dwdt on evil, satanic
forces, and described them in some of his compostions
(Poeme Sdanique Sonaa No. 9, and Flames saonbres), his
musings towards these forceswere of a rather abstract nature
and hefailed to give a definite answer as to how © ovecome
these evil forces. Nemtin, in addition, had astrong interest in
Scandinavian mythology & well as Icelandic sagas, and wa
greatly struck by how he Nors gods and heoes, though
fatalistically aware of their find doom heoically oppogd the
force d cosmic ewvil.

Nemtin asserts that most of Scriabin's "late period" was
merely an extenson of hs "middle peiod,” and that the
sketches show that his tue late period was just starting.
Scriabin died in the prime of his life, at 43, just when he had
started to pass into a totally new stage o his musica
development, contaning amuch more hamonically complex
languaye than that of his very last piano pieces. |If Scriabin
had hal achance to live a few years more, his hamonic style
would bejust as distant from that of his late piano piees as
the latter was from his early style. Nemtin's assertion was a
result of the immensely complicated hamonic condructions
ard elalorations present in the nusical sketches of Prefatory
Action, containing afair share of chordsconsdsting of dl 12
pitches of the chromatic scale.

As shown in the sketches, Scriabin literally tried out vitudly
al the posible combinations of dl 12 piches by means of
stacking dl the possible assortments of major and minor thirds
on bp of each other. This furthe development of Scriabin's
musical languaye, unknown © us urtil now, has finaly
recaved artistic manifestation in Nemtin's completed version
of Scriabin's Prefatory Action.



The initial chord of he First Part is a very dramatically stated
vertical condrudtion: the 12 bnes symbolizing the initial
"exploson" a the beginning of he Creation. Despite the great
amount of hamonic expanson present in the sketches, one
cannevertheless trace Scriabin's persistert maintenance of the
basic laws of his harmonic languaye. There is a "central
chord,’ on whith a entire compostion is buit, and
modulations to the most remote "tondities," which can
contain 10 or more pitches. The conoept of "tondity" in
Scriabin's mature style dffers from idertica concepts in
diatonic harmony. In the "tonality" of C, the "tonic" pitches
can be C, E, F# and A. In this collection of "tonic" pitches,
the interrelationship baween the two tritones (C-F# and BEb-A)
preertsitself asa crucial elemert.

This new harmonic system traced by Nemtin in the exsting
sketches to Prefatory Action is aso based on noduation
through he cycle of fifths butit contans a grester amount of
climaxes and dements of poltondity and aher more
complex harmonic extensions. It was in these ketches from
1915 hat Scriabin arranged dl the tondities in their final
sequence o order -- accading to the edra o tonaities
moving by means of peafect fifths -- and each tonality was
endowed with its own gymbolic meaning.

Nemtin frequently wrote down eercises in the hamonic
writing of Scriabin's last style, and some of these exercises
were later modified into original compodtions Among tem,
especialy noteworthy ae the Three Pcens for piano,
dedicated to the memory of Scriabin, written in 1987.Nemtin
planned, upon fhishing his work on he Prefatory Action, to
write a textbook, a guidebook b Scriabin's latest style, in
which heplannad to damondrate that in reality, Scriabin's real
"late style" remains al but unknown © us Unfortunaely,
these dans remained unfulfilled
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In Scriabin's music the development frequently occurs in
pattems resembling spirals; it is possible to determine the
beginning of oneloop of aspiral, followed by the end of the
first loop and the beginning of the second bop. In an analysis
of The Prefatory Action which Nemtin made for the sake of
performance, each of the nusica motives ard themes is
connected with a literary subject from the plot, in a way
resembling Wagners leitmotifs (e.g., the will, credivity,
humanity, matter, death). In this way one could analyze the
whole score of the work in terms of thematic development and
depiction of the literary subject matter. Similarly to the other
two later symphonic works of Scriabin (namely Poem of
Ecgasy and Prometheus), certain instruments stand out in
Prefatory Action and are uilizedto depict certain characters
or moods These instruments include the trumpets, the horns
and orgas In the first part the orchestra writing is
ddiberately thickened 10 give the effect of grandeur and
satiety of feelings In contrast, the second part is more
inclined towards pure achedral timbres. The overal form is
created by nmeans of a confinuoussuccession of gira loops
following each other throughoutthe work.

During te course of their succession, the spiral loopscreate
nev thematic and textura material, which are orgaiically
intermingled with a certain amount of repdtition of previous
musica episodes. This form determined itself in the process of
following the development of the literary text and dso as a
result of the wish to fulfill the idea d the siral form of
development.

A great amount of help in Nemtin's work was given by hs
first wife, musicologis Larisa Vladimirovha Nemtina
(Semyonovg, a Scriabin specialist, to whos memory he
dedicated his finished work, calling he his "source of
inspiration and @-author! His second wife, musicologist
Julia Kongantinovna Makarova, assisted him in the fina
stages of hiswork and greatly enhanced the completion of the
work. A certain amount of hdp was given by te director of
the Scriabin Museum in the 19705, Tatiana Grigorievna
Shaborkina who héped the composr in afinancialy diffic ult
period of hi life. Upon he completion of vaious sections of
the First Part, Nemtin frequently demondrated sectionson the
piano  Shaborkina, Irina lvanovnaSofronitskaya (the wife of
Scriabin's grandon), and Hena Alexandrovna Scriabina
(Scriabin's daughtr). Shaborkina hdped pronote the first
pat, by presenting arequest to an gpproprate committee for
peforming the work and by ntrodudng Nemtin to the
condudor Kirill Petrovich Kondrashin, who beame greetly
interested in the compostion, uponhis acquantance with the
score, and eerted a condderable amount of energy and
enthugasm for carrying outthe first peformance.



The First Part was completed on Od¢obe 12, 1971. The
Second Rart was begun n 1976and completed in 1980, while
the Third Part took the longest amountof time, butwas findly
finished in 1996.

The premiere of the First Part took place in Moscow in the
Large Hall of Moscow Conservatory on March 16, 1973,
peformed by the Moscow Sate Philhamonic Symphony
Orchestra, unde the direction of Kirill Kondrashin, joined by
pianist Alexei Lubimov, organist Irina Orlova and the State
Republican Academic Russian Choir Cgpdla named dter
Yurlov. The work wa immediately issued on arecord by
Melodiya and Angé. Following tis paformance it was not
possible to paform Prefatory Actionin Russia for along time,
dueto censorship on he pat of the Soviet authorities, though
it received a number of paformances in other counties, dueto
the efforts of composer and wndudor Gunhe Schuller. It
was peformed in Chicago in 1986, after which it received a
nunmber of paformances in West Berlin, Japan and Audtralia

During the late 70'sand 805 Nemtin was for the most pat a
persona non graa for the officia Soviet authorities. Only in
the 19905 was Prefatory Action head again in Russia. In
1995 t was paformed a the Large Hdl of Moscow
Congervatory, unde the direction of Igor Gobvchin, while on
March 18,1996,the First and Second Rarts were paformed in
St. Petersburg by he St. Petersburg Fhilharmonic Ordhestra
unde the direction of Alexande Dmitriev.

On Sptember 1, 1996,the long-desired complete event findly
took pbce. Alexande Nemtin finished the Third Part of
Prefatory Action, amost 26 years ater hehad begun his work.
Due to unusudly favorable circumstances, there already was
an orchedra waiting to perform the work ard, after anintense
three-week period of copying out pats, the Third Part
received its premiere in Berlin on Sunda/, September 21,
1996, when it was performed by the Deutsches Symphone-
Orchester Berlin, unde the direction of Vladimir Ashkenazy.
The same concett featwed a performance d Debussy's
Preludeto the Afternoonof a Faunand Ravel's Sheherazade.

After the completion of the erire work, Nemtin received
some duly deserved success for his completed version of the
Prefatory Action started to receive performances in many
counties. On Februay 7, 1997the premiere of the complete
Prefatory Action took place in Helsinki, whee it was
performed by the Helsinki Philharmonic Orchestra, unde the
direction of the enterprising Swedish cndudor Leif
Segestam, with pianist Alexei Lubimov, soprano Anna
Kristiina Kaappola, the Singers of the Radio Chambe Choir
unde the direction of Timo Nuorane and Kaisa Salmi
realizing the part of the light keyboad.
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The last performance of Prefatory Action during Nemtin's
lifetime took pkce in Amsterdam, Holland on Novenber 29,
1998 by he Amsterdam Radio Philharmonic Orchestra unde
the direction of Vdery Polyansky, joined by the Amsterdam
Artistic Choir Capdla, unde the direction of mndudor Rob
van de Poel, with pianist Alexel Lubimov, and Hakon Augbe
peforming on he light keyboad. After Nemtin's degth, the
Second Rart was peaformed in the United States and Poland.
The first of these paformances took plbce on Februay 18 and
19, 1999 h San Fancisco a the Davies Symphony Hal, by
the San Francisco Symphony Ordestra, unde the direction of
Vladimir Ashkenazy, joined by pianist Alexei Lubimov,
soprano Susan Naucki, and the San Fancisco Symphony
Chorus. The same concert featured a performarce of
Beethoven's Piano ncerto No. 3 with pianist Radu Lupu.
The second peformance took plce on April 16 and 17,1999
in Warsaw, Poland, where it was performed by the Warsaw
Symphony Orchestra and the Warsaw Symphony Chorus
unde the direction of Kazimierz Kord, joined by piaist
Alexei Lubimov, baitone Andrzej Hiloski, soprano Elzbieta
Towarnicka, and organist Jaraslaw Malanowicz.

In addition to completing Prefatory Action, Nemtin presnted
himself as a co-author with Scriabin in two oher
compostions By a commission from the USSR Radio in
1974, he recongructed from Scriabin's sketches a scene and
aria from the opea Keistut and Bruta, which Scriabin in his
youthful peiod bean, but never completed past a few
sketches. The text of the poan by M. Lipkin was inspired by
Lithuanian historical chronicles, intertwined with legends
(better known n Lithuanian as Kestutes ir Birute), in which
the Lithuanian prince Kestutes meets the westal virgin
priestess Birute in a forest ard falls in love with her. The
premiere of Keistut and Bruta took plce in 1976 n the
Columned Hall of the Unions in a paformance by the Bolshoi
Symphont Orchestra unde the direction of Genaly
Provaorov with soloists O. Klyonov and GKalinina.

Subsequently, Keistut and Bruta was paformed several times
in Russia and onetime in France by Moscow's Helicon Opeaa
with soloists Dmitri Kalin and Marina Karpechenko, and the
score of the compostion was published in asmall run in 1984
by the Myzyka Press in Moscow.



In 1975 on acommission by he American SCM company
(upon he recommendaion of Faubion Bowers), Nemtin
composed his ballet Nuances, a singula compostion, which
preerts a garsely ard intricately orchedrated sequence of
fourteen of Scriabin's piano pieces for small orchedra and
"light keyboad," and whid, surprisingly enough, does not
contain the compostion of the same name by Scriabin.
Nemtin was recommended to write the compostion by the
famous American musicologist-Scriabinist, Faubion Bowers,
to whomthe compostion is subsequently dedicated. The score
of Nuancees is expected to come out published by Edition
Peters in the nearfuture.

Alexarder Nemtin, who completed such a heroic task of
bringing Sriabin's great mystical project to life, himself lived
the solitary life of a prophe, hemit or philosophe, al of
which hewas in many senses. He had vey few dealingswith
the Composrs Union of the USSR (and, subsequently, of
Russia and Moscow) and dmost never promoted his own
music -- the latter was donechiefly by his wife and by hs few
faithful friends He spent most of his time leading a secluded
existence, gaying either in his apatment or in his friends
county houss during teir absence, and mncentrating on hg
great project of finishing Prefatory Action. He hal a very
limited nunber of paformances of his own ®lo, chamber and
orchestral compostions in Moscow and abroad. His
compostionswere performed a limited number of times in the
United States, including apeformance of his Sonaéa No. 1 by
pianist Stephen Goding on Otobe 29, 1993 & the Bruno
Walter Auditorium at Lincoln Center in New York as part of
the Bridge Contemporary Music Series, directed by the writer
of this article.

Starting in 1985, due to the efforts of his late wife, Larisa
Nemtin, hehas had a nunber of hiscompostionspublished by
the Sovetsky Kompozitor in Moscow, including his two piano
sonatas, his Synphonidta for strings the Symphony No. 2
("War and Reace"), and the song gcle for baitoneand piano
to the texts of Sandor Retefy. His Three Paens, written in
memory of Scriabin, were pubished by Magun Ress in
Massachusetts in 1993 wih the aid of Gunher Schuller. As
performances of Prefatory Action are increasing in various
counties and as mention of im becomes more frequent in the
press worldwide, Alexandea Nemtin is gradudly beginning to
recave the fame that he deserves for his grea musical
endeavor. In the fall of 1999, a series of concerts, dedicated
exclugvely to his own ®lo and thamber compostions took
place in several different concert venues in Moscow.

In November 1999 a compact disc of al three pats of The
Prefatory Action was released by DECCA records, carrying
the title Preparation for the Final Mystery, in a performance
by the Deutsches Symphone Orchester Berlin, unde the
direction of Vladmir Ashkenazy, with pianist Alexei
Lubimov, soprano AnnaKristiina Kaappola, organist Thomas
Trotter, the Erngt Senff Choir and the St. Petersburg Ghambe
Choir. The same CD contains a world premiere performance
and recording of Nemtin's bdlet Nuances, performed by the
same orchestra and the same condudor with Alexande
Ghindin a the piano.
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The Januay 2000 Millenium issue of the Journd of the
Scriabin Society of America (Vol. 4, No.1, 1999-2000) ws.
dedicated to the memory of musicologist Faubion Bowers and
Alexander Nemtin. It contained areprint of the progran notes
of the peformance of the Second Rart: Humaniy: from the
Acte Preamble to Mysterium from the peformance by the San
Francisco Symphony, as well as an interview by Alexei
Lubimov with Alexander Nemtin in Amsterdam. The full
score d all three parts of the Sriabin-Nentin Prefatory
Action is currently being prepared for publcation in Germany
by Edition Peters Edition. Due to all of these efforts in
pronoting his legacy, Nemtin is gradudly beginning to
receive a deserved though pothumous succes for his great
musica achievemert.



Concert Revews

Soundsof a New Wold

ELLIOTT KABACK

Handbédl Ensemble Sonoscelebrates its 10t anniversary with
agda concert. June3, Lafayette Orinda Presbyterian Church,
Lafayette, CA.

One d the first things that srikes the attentive listerer at a
Sonos conaert is the sheer intelligence of their presentation.
Recognizing that most audiences would instinctively expect a
group ofhandbédl-ringers to be no nore than a quant novelty,
they come right out and challenge pre-conceptions that their
expressive range must be limited by he nature of their
instruments, and tat there couldn't be much interesting
repertoire available. For this 10th-anniversary concert, Sonos
presented a progran composd entirely of original works
either written for, or delicated to them, and they broudt
along a chamber chorus a soprano loist, a gamelan
orchestra, a Japanese taiko drumensemble, and akitchen full
of assorted percussion © create a fascinating gectrum of
sonority. As a measure of the impact they are beginning ©
have on the cultural scere, the ertire concert was filmed by
PBS, as pat of a progran which will be aired in January on
pubiic television.

The main reason for media attention was the premiere of an
intriguing work, The Navigator Tree, by mpo%r and
computer genius Jaron Lanier. This work was the result of a
commission by he White House Millennium Project, for new
works by composers from dl 50 dates. The "tree" in question
was a giant redwood hat graced the crest of the Oaland hills
untl the mid-nineteenth century, serving & a guide to ship
captains, until it was unceremonioudy cut down. The
compostion loosly sketches the last day in the life of the tree,
ending with its destruction. The 15-minute work begins with
an improvisation on he Javanese suling flute and the Chinese
hap, dter which the exotic combination of handbédl
ensemble, ganelan ordhestra, and tako drurns takes over. The
piece unfolds inexorably in 6/4 meter, punduated by ominous
strokes of gong ad druns. Lanier often exploits the different
tuning g/stems of bdls and gamelan to create some exquisitely
ddicate dissonance, and vaies the dynamics (according o the
time of day portrayed) by contasting or ©mbining
instrumentd groups The nodurnd section, played by Sonos
on hand-chimes, was mesmeric in suggesting the mystical,
timeless preerce d the tree. | am not sure this piece would
make too nuch impression on ®meone listening © a
recading at tome, hut in the large awditorium, with all the
massed players griking their instruments in plain dght, the
effect was exhilarating. Participating groups in this
performance were Gamelan Pusaka Sunda(Burhan Sukarma,
director), and San Jose Taiko.

Similarly, William Ludtke's Y Despues, a1991commission of
Sonoss for Lprano lo, mixed chorus two pecussionids,
and handbdls to a text by Gacia Lorca, made a poweful
impression. Thiswork of only seven minutes feels larger than
its length, capuring the catrast between human trarsience
and ndure's implacable indifference with sunning eloquence.
Soprano Cheryl Keller, the San Fancisco Chord Artists,
percussionists Rick Hoffmeister and Robeat Hamaker
collaboraed with Sonosto send chills down his reviewer's
spne.

Elsewhere, Sonos displayed its amost casual virtuosty
effectively in a wistful Nocturne by Karen Lakey Buckwalter,
and Maestro James Meredith's own Kodo Tryptich, a brilliant
display piece with a middle movement that could gand
comparison with Bartok's "nightmusc" pieces.

Aided by Meredith's genial and informative remarks, together
with a fascinating introdudion to his own work by omposr
Lanier, the evening provided a full measure of aura
stimulation and purepleasure.

From Feldman to Felder...andBeyond

HANS-THEODOR WOHLFAHRT

June in Buffalo. June5, SUNY, Buffalo. Through dine15.

Junein Buffalo, the world-renowneal sminar and festival for

emerging composers at the Music Department of the State
University of New York at Buffalo cedebrated its 25th

anniversary in syle. The Festival was foundel by Morton
Feldman in 1975, to confront sudent composers with the
works of eminent colleagues, anong hem John Gxge, lannis
Xengkis, Milton Babbitt, Earle Brown, and Hliot Carter. Ever

since David Felder, the Birge-Cary Professor of Compostion

at UB, took ove the artistic direction in 1985,the Festival has
gonefrom strength to strength. His ambitiousgods succeeded:

to give the young ©mposrs not only an open-minded

ervironmenrt ard present them with the best instrumentalists
for contemporay music to guaantee an ultimate interpretation
of works by faculty members and gudents alike, but aso to

confront their quite often introvert campus mentdity with the
most diverse musical views. | vividly remember the years,

when Vinko Gbboka and Gehard Sébler, two of the most

avant-garde ard performance-orientated European composers,

roused the students and even divided the rest of the faculty.

For the amiversary David Felder invited an exterded facuty

of composers, who ove the years had Ieft their mark upon the
festival. Sadly, Babbitt, Carter, and Xenakis were for various
persond reasonsunale to come.



But with George Crumb, Dondd Erb, David Felder, Lukas
Foss, Philip Glass, Bernard Rands Auguga Read Thormes,
Steve Rdch, Roge Reynolds, Harvey Sollberger, Nils
Vigeand, Charles Wuorinen, and Jji Yuasa al in residence
for a least some days between dune 5 and dine 15, giving
lectures and mester classes as wdl as having works
peformed, the anniversary turned into an unique and
ovewhdming ntemporay music heaven. David Felder
commended: "The celebration of a 25th anniversary in a
millennium year gives a special opporunity for reflection. The
June in Buffalo Festival was formed in an environment of
artistic discovery wheein composrs and peformers
collaboraed in orde to find ways towards another expression,
and ha sustained an optimistic vision about the possibility of
new music for these 25 yers. Such longevity and mmmitment
is unique in American music and nmerits notice and
celebraion. We look bak to recognize many of the individual
composers who hae contributed o much to our prgram and
also to our collective heritage in contemporay musica
culture, while dmultaneausly preserting the best of their
current work and teir individud visions about possible
futures.”

This year, only 22 eanerging young omposers were invited to
present their work in master classes and hasze one solo piece
performed in concert, while 37 auditors had the chance to
participate in all everts. It marks a rew direction for the future
as David Felder explained: "We set new ground rugs. We will
concentrate more on readings of pieces and on pe&formances
of amall solo or duo ompostions by baween 15 ad 20
students In the past we have invested a lot of energy in
resources for works by emerging mmposrs on a very high
level. 1 came to the dage in my life where | realzed that
something else is needed, particulady in America. \We have a
lot of repertoire written by mesterful senior compors, people
who have been on he scene for along ime, which ha not
been played and not been heard. My responsbilities have
changeal. | feel more the respongbility to put this work aut
there and hdp the students in a variety of ways, and oneof
these ways is to expos them to a high level performance of
those works which they are not hearing. Other people, who
want to come ard observe, are nore than welcome. Maybe
there is even a certain comfort in not having a fece dayed as
onedoes not feel as exposed.”
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David Felder's newly found responshility was very much in
evidence during the anniversary. His emphasis was directed
towards the faculty and some late composers who hal played
an important pat in the history of June in Buffalo. Only three
concerts in the afternoon wee left to solo works by emerging
composrs and onehas to say that there was not much proofof
a lrilliant future. Merely, Inne Voices for Viola by Adrienne
Elisha, the bassoon pece Galapagos Lions by Jnahan
McNair, the third movement of Brook Jbyce's Piano Music,
(his composdtion La Quinta dd Somo for an ensemble of 14
players impressed during mester classes), Sequence for piano
by Moiya Callahan ard Three Pieces for Sob Cdlo by
Michel Kama Galante showed promise and adistinctive voice
of their own. Ten furthe concerts of al calibers from
orchestra to solo bass were devoted to great music of the past
and the present. It is impossible to mention all 33 worksin
deail -- their variety in style and @ntents was beyond dl
expectations The Festival opened with an unsurpassed bang:
the world praniere of the concerto for pecussion and
exterded chamber orchedra In Between by David Felder,
commissionad by June in Buffalo. Felder has proven himself
many times before as one of the very few composers who
knowsthe past, standswith both legsin the present and writes
unbdievably strong, complex, but captivating music for a new
certury. To a certain extert, Felder refleds in his technicaly
demanding bu breathtaking way, and with his very own
distinctive erergy, the same kind of musical fulfillment for
which Mahler and Ives were fighting a hundrel years ago.
This poweaful concerto is dedicated to the pecussionis
Daniel Drudkman, who gare the world premiere conduded by
Harvey Sollberger, and to the memory of Morton Feldman,
"my colleagueand friend." The evening mntained two further
highlights For Toru for flute and ordestra (1996) by lukas
Foss and Morton Feldman's The Viola in My Life IV (1971)
with Jesse Levine as soloist. The three novements of For
Toru, an homage "to a friend | admire and miss' are deepy
moving and honet, whereby Foss describes the middle section
as "a porrait of Takemitsu's ddightful, witty, exubeant
persondity." The Viola in My Life IV came as a canplete
surprise to me, having never heard this work before. What a
genius Feldman must have been to break completely with his
stagnant time sense and compo<e instead the most delicate and
sensitive love letter comparale only to Mahler's Adagidto.



Nils Vigeland, whom | only knew as a pianist and alvocate of
his teache Morton Feldman, turned out to be a composer
whos sense for bdance, colors, structure, and wit whetted my
appdite.  Journey (19912000, with the versatile and
harmonious piano duo of Héena Bugdlo and Amy Williams
and pecussionists Justin Foley and Christophe Swist) as well
as his gring quatet Aurochs and Agds (1994, with the
Cassatt String Quartet) left a lasting impression. The New
York New Music Ensemble and Friends gave a fascinating
contrast of various aspects of American music: Dondd Erb's
Sunlit Peaks and Dak Valleys (1995) ad George Crumb's
Makrokoamos 11l (1974) & well as the world pramiere of
Brass Quintet (1999) by @arles Wuorinen, Carter's
Enchantd Preludes (1989) ad Havey Sollberge’s colorful
and erergetic The Advandng Moment (1991-93). With
Wuorinen, | have certain problems, his music does not dtract
me; contrary to Erb or Crumb, who® sound worl is
expressive and very human, the heart is missing. His Brass
Quintet was well crafted, but dd na touch me at all.

One cacett was left ertirely to Philip Glass, arother to Steve
Reich, the two icons of minimal music; Reich together with
the pecussionist Craig Bitterman peformed his famous
Clapping Music (1972) ad Bradley Lubman conduded City
Lifewhile Rech controlled the sampler.

The See Snfonietta and Gued Soloists preserted three world
premieres, commissioned by June in Buffalo: Blizzad in
Paradise (2000), a short, but déicate movement for dring
quatet by Augusa Read Thomeas; Interlude (2000) for fute
viola and hap, pat of a series of future reflections and
interludes by Banad Rands and .brain ablaze.she howlal
aloud (2000),another work-in- progres, for two piccolos with
real-time computer spatialization and the occasiond insertion
of preproessed materials by Roge Reynolds. The
thearicality of this work was phenomenal dealing with the
extremity of Cassandrds ways. Reynolds wrote in his note
"Torn by he Dionydan posession, she dips back and forh
between prophéic ecstasy and a more lucid engagement with
her real-world circumstances.”
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The most important experience turned out to be a first
encounter with Joji Yuasa. His string quatet Projection Il
(1996),as wdl as Jo-Ha-Kyu (1994-96),0pened a completely
new, deeply moving and honetly searching sound wordl. In
the later, Yuasa attempted for the first time to adopt the
structure of wdl-known &panese aesthetics in his music.
"Yet, | interd neither to reflea the pecdiarty of Japanese
tradition onto the content of the piece nor let it supportthe
piee." For Yuasa, his music is a reflecion of his own
cosmology. "Every pason haborscosmological polarities. On
one dde is the universality of human mankind, the
commondties we al share; and the other side is our
individudity, rootad in linguistic and paticular cultural
differences, otherwise known @ tradition." Yuasa started his
master class by playing his conaerto for violin and ordestraln
Memay of Toru Takemitsu, the shortest 20 minutes ever
experienced It made one realize that even in contermporary
music there is notonly music reflecting the past, reflecting the
time of its credion, reflecting a gedfic techique o
reflecting the future, but there is also music of etemal depth
and quadity.

This Festival was worthwhile every second and | can only
wish for another 25 years of exciting encountes on sich a
high level. May Junein Buffalo beinstrumenta in giving birth
to the music of the 21st certury.

More Mavericks

THOMAS GOSS

American Mavericks. Salite to the Duke, with Jon Faddis and
the San Fancisco Symphony. June 10, Davies Symphony
Hall, San Francisco, CA.

American Mavericks. Salite to Lou Harison, with Michael
Tilson Thonmes, the 83-year-old Lou Harison, and te San
Francisco Symphony. Suite for Violin and American
Gameéan, Organ Concerto, and SynphonyNo. 3. June 15,
Davies Symphony Hal, San Francisco, CA.

American Mavericks. Seve Reich and Misicians West Coast
premiere of Hindenburg (Beryl Korot), and Music for
Eighteen Musicians June 17, Davies Symphony Hal, San
Francisco, CA. Repeated Junel8.

June 105 San Fancisco Symphony oncert at Davies Hall,
pat of its current American Mavericks series, was devoted to
the music of Duke Ellington. It had me asking just how fa
you @n gretch the meaning of he term "maverick." With this
series, rebds of every sripe and decade are getting teir share
of concertgoeas' ears, many deserved and long ovedue But to
define Ellington & a maverick brings a new level of
mearinglessness to the word.



A maverick, of course, is an unbranded piece of livestock. The
connottion hee is that a composr s0 designated is not a
member of the common hed, having rebelled and reused to
be labeled. Yet Ellington, in his sophigication and sense of
presence, seems to have been above even the need to rebel to
feel pecial. Quite the opposte, for he struggled like many
other greas, such as Thomas "Fats' Waller, for the dmple
recogntion of béng ax American Composer. The irony, of
course, is that rivers of ink ae now béng illed to provethat
he was the greatest onewe ever had. As this concert showed,
there is more thana scrap of truth to that assertion.

Ellington geas unde your kin in a dozen diff erent ways. Heis
like a pleasant itch, then a consuming fever. He knods you
cold, then massages your hert muscle to make sure youre
gill alive. He hits al the buttons even the ones you ddn't
know you hd. For the tuxedoed and gownel members of the
San Francisco Symphony, the effect was more transformative
than the efort of playing Varése's Amériques a few weeks
back. In orde to interpret the wide variety of Ellington's art,
the mechanics of the written score had to be transcended for
the sake of the jazz between the notes.

Condudor and trumpeter extraordinaire Jon Faddis hdped
bridge the ggp in disciplines and endbilities with ease and
distinction. From the first eay amble mstage to the predsely
controlled fireworks which his gestures broughtforth in the
tonepoen Harlem to the Icarian high noes of his impronptu
soloing, he broughta sure hand and an assured manne to the
tak of orchedrally realizing a fertile ard free nmusic. | came
away wondeing nore strongly than ever why mesterpieces
like The Black and Tan Fantasy are not peformed right
alongsde The Chairman Danees and Beethoven's Fifth

Symphony

Faddis was assisted immensly by Renee Rosnes, who
assumed dua duties at the piano throughout the concert.
Sometimes bandleacer, sometimes accamparist, she showed
outstanding mestery in the concert piece New Wald a-Comin',
Ellington's American arswer to Nights in the Gardens o
Span [Nights In The Gardens Of Harlem?]. She oot it just
right -- flashy ye not sef-congcious senstive but not
overindulgent. By using the jazz ensemble gpproach, the work
achieved nauraly the erasure of adversarial roles between
orchedra ard soloist that composers like de Falla and Ravel
strove so mightily to accomplish.

The symphony brokedown b a simple jazz combo for the
second %t to accompany the San Francisco Symphony Gorus
in a peformance of <Hections from Ellington's Saced
Concerts. Though he choruspeformed beautifully, their role
was marginalized somewhat by the ovely smplistic writing
of their parts and the dominance of the vocal soloists. Perhaps
this work of al those performed that night was the nost
deserving of the dubiousmoniker "maverick," for its effortless
contradictionsif nothing dse.
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Absolutely reverent and spiritual it was, yet gospel music it
was not. Though budes of gopd informed the character of
the work, the oveall style was an unforeed spectrum of
Ellington's natural style, bringing the music of the nightdub
into the chapel. The most emotive song, "Heaven," to which
soprano Riscilla Baskerville broughta sultry dazzle, was a
sophisticated, slow torch song hat opened outeventually into
a mambo. "In the Beginning God" was music for boh the
intellect and the soul, instrumentally intricate, thentouching as
Milt Grayson geppad up b the mike with his huge warm
bassa

The concert came to a close with the hotstep, fervent-shout
"Praise God and Dance." Damn! The first time | ever really
felt like rolling in the aisles, and | was up in the second fer,
whee such behavior is patentially lethal. | stood up ad
clapped instead

For a maverick, Lou Harison ha a hamless, hunble face.
The joy of dharing his inspiration animates it, makes his aged,
approxhable features glow with boyish exubeance. A
lifeime d credivity informs it, an intuition ard craft of
timing, wit, and intellect that carry forward his convictions
and obsrvationswhile he speaks.

Blow his face up to huge proportons and hang it aove a
world-dass symphony ortestra on a giant screen, and it
resembles that of a creator of worlds presiding ove a chorus
of angds, explaining in offhand and dcarming bnes the
cosmogenic task he is about to set them. Uncommon for a
composer, he wasted no words in setting up eachwork, asde
from a few comicdly conspiratorial asdes amd some
intriguing hstory on he creation of ©me new pecussion
instruments. Archangel Michael (Tilson Thomag seemed to
be at times talking directly to the <reen as they exchanged
encouragement and wry banter, old chums sharing a moment
of fun & Harrison's American Maverickstributeon ine15.

But when Thomas raised his arms, worlds did come into being
for our ers. Harison ha certainly lived long ewough to
discover wha is inaterably interesting and cptivating o the
ear, and hs highly modd approah to hamony when
combined with a penchant for uneasing melodic flow weaved
visual and snsud tapestries of sound.Narrative withoutbeing
progranmatic, descriptive without beng dnematic, his music
is a sharp lesson for hose convinced that tond music has run
its course. After listening to his music, it seemed the aurface
had baely been scratched.

Yet Harrison's muse burnal brightest not in the long, lyric
Third Synphonyor in the flashy Organ Gncerto. It was unde
the fingers of Chee-Yun, gppearing in he pink gown béore
the canvas blacks of the percussionigs like a little rose tossed
amongg coalsacks in arendeaing of he Suite for Violin with
American Gaméan. Co-composed with Richard Dee, the
violin writing was on the level of intersity normally associated
with concerto repertoire, with the dstinction that there were
few if ary breaks for the loist. Chee-Yun shared the gage
with sx pecussionids, Thomes, and no ortestra, and
together they filled the hall .



Chee-yuns playing in the opening 'Threnody" was rich,
plaintive and ©norousin interpreting tis impassioned elegy,
the gamelan ensemble making gmall but carefully poised
comments. The effect was both moving aad ungttling. The
following "Estampi€" showed another side of her virtuosty:
brilliant, inventive and convincing & the notes literally
stampeded along. The "Air" combined the best of boh
Western and Eastern nmusics as the violin serenaded the
audience, first as gypy fiddle and then as erhu. Even the
perfectly balanced parallel doublestopsskated this line.

The accompanying pecussion for he most pat served to
interconnet passages of melodic dazzle, occasiondly
thurmping dong te sde of the ganelan frames in a most
unflattering whack It wasn't until the thrd "Jahla" that the
ensemble played aone a soft dreamy melody like a little
wind-up by unde deep water.

The conduding "Chaconné maintained the course of blending
musicd origins, recdling languid impressionism in places
against a darker pentatonic motorism. The dower pace ralted
nonenor lacked any of the excitement which hal preceded it.
The dx-man gamelan filled the ®onic landscape with the
preernce of a full orchedra, if not its timbre, as the violin
soaredto an arthematic conclusion.

The rest of the concert was an equal, if less climactic delight.
The Third Synphony whos compostion pannel aperiod of
45 yeas, seemedto ercompass the wide and wild territory of
Harrison's aesthetic. Long, lush melodies evolved and spun
out ove a slow-grooveoginato. A scherzo divided itself up
into three ovewhemingly offbeat dance movements -- a
waltz, a reel, and a1 estampie. Solos and doruses of
instruments engaged in wondeing, innoent discourse
between powefully stated declamations A finde cruised with
ceaseless flurry of motion aad emotion, shamelessly modd,
beautifully ordchestrated with glockensiels and vibrgphones
and te kitchen dnk in the back row emerging from the
sweeping bestringed texture.

The Organ neerto opened and dosed like the door b a
funhous; outrageous funny, bewildering, with bent and wavy
mirrors. The full array of Harrison's homemade pecussion
decked the stage, with oxygen tanks, square plywood boxs,
do-it-yourself gongs and te like. Organist John Waker
shuttled back ard forth from white-key to black-key tone
clugters with a block of wood n his right hand. The resulting
tond masses trumpeted in oppodtion, then in cohesion with
the bash and aash of the eight assembled pecussionists. This
piece, paticularly in its dower middle movements, broke
ranks with the modalities of the rest of the progran in a
cherubic disregard for tondity. Harrison in the universe of his
own aeation isnotunlike the creator of the universe in which
heresides -- full of energetic surprises!
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Minimalist composition at its best is a caft more akin to
panting than writing. Organization of cumulative dedails
involves obsession with color. Devising demental patterns of
rhythm demands an elevated undestanding of line which
courts the fractal or puntile. This agpproah was much in
evidence in June 17's performance of Steve Reich's Music for
18 Musicians Briskly reflected paints of plink and clunk laid
down abright wash from a double quatet of pianists and
mallet pecussionists. Broad sweeps of pulsng texture
cascaded through te catchy, slowly evolving aoss rhythms.
Rotoring g/nth chords cast sharp shadows across glowing
melodic rainfall.

The nusicians were as tight as a welded bolt in this full
peformance of the 50-minute work, executing with non-
robofc, fluid accuracy the unrdenting groove and riffs. An
element of suspense hung ove the supehuman task of
indulging © hypnotc and lengthy an exercise and not
dropphg asingle cue. The warm center of violin, cello and
two dnglereeds (doubing on ®prano, dto and bas clarinets)
blended wdl with the naura, open prano quatet, whos
vocaizations drifted dreamily ove the chatter of malets and
felts.

The audience synced right up © the music, too gellbound b
twitch, whisper or cough. By the end of he quickly fleeting
hour, a mild virus of head bobbng had infected hdf the
audience. Even a dray progran which dippad from the
nerveless fingas of the concertgoer on ny right hit the
paque floor of Davies Hall squae on the downbet. The
triple curtain cdl to standing applause which followed the
gradud, subtle cutoff was more than a gesture of agppreciation
of mastery and orcery; it was an acknowledgement of the
suspension of moment in which we al had paticipated.

Reich's collaboraion with videogrgpha Beryl Korot,
Hindenburg, received the dubibus honor of folowing tis
tough a&t. Which it did with distinction, this so-subftled
Documentary Video Opea. Korot weawd a fapestry of
images on a screen divided into multiple panels to the
energetic and g/nergetic score. Flaming hedlines and
hydrogen marched across the screen to martial snare tattoosas
tenors repeated in triple canon te assertion of he Gaman
ambassador "It could not have been a technical matter," the
very title of the first scene. Theill-fated zeppdin crashed ove
and ove, dowing in agony b the frantic, yet equdly retarding
voice of the famous radio broalcaster who brokethe news
live. "Mythic Stature” undelined the mechanistic naure of
30's Gaman militarism, with flowing $ots of marching
soldiers interspersed with soup kitthen depression horror.The
gleaming, full-color image of President Hindenburg jeked
across the screen dartling the color sense d an audience
settled to the black-and-white footage.



"Nibelung Zeppdin" borrowel a leitmotif from Wagner, in

ironic homage to the gstem of ideds with which Nazi

Gemany dtempted to imbue every aspect of ther

technologica  achievements. The music engendered

mechanism of the congrudive kind as silhoudtes of workmen

loopal to the task of buiding te airship to chittering dack

which darted on hgh pecussion and pookd out through the
rest of the ersemble. The drone of the craft's engines served as
pedd point to the eerie sung dords and dowly shifting
hamony which accompanied "A very impressive thing ©

see," a short xene dalicated to images of the launching and
sailing of the dirigible. Finally, the words to the title "I

couldnt undestand it' became the mantra which dosed the
piece, set to an insistently hdting rhyhm which called to mind
the stagge of the captan who goke those words as he
crawled from the weckage. Aerial shots lovingly panned
through he charred blot of jetsam as the device of triple canon
returned ove a sretched announer's voice. As doamentary,

it relied on aubtext and inference to make its points, requiring

an auience dready aware d all the facts of the dtuation to

truly appredate it. As opera, the literal definition of the word

asworks was necessary to justify its use. No onegotthe girl or
was cast into the pit a the end, but the smaller story of a
clumsy disaster sufficed as story line to supportthe setting of

words into form as music. But asvideo it was a remarkable

achievement, ard well justified the intertions of its creaor to

incorporae new freedoms into the medium of screen arts.

At the post-concert tak, the co-creators revedled to the
modeating Michael Tilson Thomas and asembled audience
that their method of deeoping te work involved stting a
time-coded framework for each scere, and then working
separately on the idess, later meshing them together. They
denied setting music to images or vice wersa. To a sea®ned
film and dance composer, this manne of collaboraion sems
unnecesarily insular, aswell asclumsy beyond béief. On the
other hand, with results like these, maybe it's worth a shot.
Maybe

Theatical Music

MICHAEL MCDONAGH

Fresh Voices AnneDohety's Dan (Destiny), John Rartridge's
The Sobiers Who Tried to Kill Death, Mark Alburge's
Sidewalks of New York: Henry Miller in Brooklyn (libretto by
Mel Clay), Valarie Morriss Amsterdam and Rris with a Side
of Eggs ard Mary Watkin's Queen Clara: Fields of Glory,
Rivers of Blood (libretto by Lawrence Belville). Junel7,Goa
Hall, San Francisco, CA. Repeated June18.

This summer was a bug/ one opeawise in San Fancisco --
with three full-scale produdions at the Wa Memorial, a
Hartmann rarity at City College, ard five music thedre pieces,
given in whole or in pat, by five local composers, by Goa
Hall Produdionsat Goa Hall on Sin Francisco's Portrero Hill.
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"Charming" isn't a word onewould normelly use to describe
either contemporary life a music, but all of the works here
had charm on heir side. Anne Dohety's Dan (Destiny), with
wordsby the compoger, for nine singe's, was in the American
popuist style of Virgil Thomson's political fantasy The
Mother of Us All (1947),with especially srong @ntributions
from Douglbs Manddl, Diana Landau, and John Adans.

John PRartridgés The Sodiers Who Wanted to Kill Death
(wordsby the composer), for three singing ators, billed as "a
World War Il fable of fatal proportons" got grong
performances from Aurelio Viscara, Adams, and Mandell.
Valarie Morriss Amsterdam and Rris with a Ste of Eggs
(wordsby the composer) was much lighter in tone It was also
enchanting and funny,and ha three expert singes (Miriam
Lewis, Tisha C. Page, and Hariet March Page) as well as a
string bas (Manddl) and an accordion (Shaon Wdters) --
Parisisn't Paris withoutone

Mary Watkins's Queen Clara: Fields of Glory, Rivers of Blood
(words by Lance Belville) emerged asarather stertorian effort
for four principas including Ruthann Lovetang in a blinding
white Avil War nurse's outfit as the ttle character Clara
Barton. This ambitious piece adso had a chorus of seven
conduded by bhn Rrtridge with Stephen Cosgrove on
eledric piamo.

FreshVoicesdso included 11 nunbers from Mark Alburge's
two-act opea The Sdewalks of New York: Henry Miller in
Brookyn (words by Me Clay). And though he wryly
describes himself as "an eclectic American composer of
podminimal, pogpopula, and poscomedic sengbilities," his
borrowings or deals were never obvious but integrated into
something truly fresh. Alburge's piece was aso a lot more
entertaining and budhing tan Philip Kaufman's 1990 fim
Henry and ling whos only real virtues were Fred Ward and
Uma Thurman as the title characters. Those mles were
enacted hae by the composer -- manic and witty -- and
Jennifer Ashworth -- complete with marcelled har, and with a
stunning, well-controlled voice. She had stage presence to
burn aad was completely bdievable as the writer's troubled
and ambitiouswife. Landau dso gave a vivid impersonaion
of Jeame. The aibtle ard accurate pianist was Keisuke
Nakogosi. A good eeningall around.

San Fanciso Swoo$

MARK AL BURGER

San Frarcisco Tape Music Certer presernts microFedival
(musque Acousnaique [Rendered on Tapd). July 29, 557
Howard Street, San Francisco, CA.

In the spirit of Nike (the Greek goddes of victory, as well as
the shoe company), the swoodh is still an opeating principle
in the world of dectro-acougic music, at least as presented by
the reincarnation of the San Frarcisco Tape Music Certer in a
three-hour marathon oncert on lly 29 & 557 Howard Sreet.



The microFestival (musque Acougnatique [Rendeed on
Tap€d) offered arcs and svooshes of natural-and-dtered found
(musque conaéte) and pureelectronic sounds that ranged
from ddicate trickles to ear-desfening eplosions The
intimacy of the venue (contoversially dubbe& "The Clit
Stop") offered adak, surround-sund wonb of qualrgphonic
spealers to a packed ard erthusiastic crowd.

Scotland's Robet Dow e/oked a Season of Mist in rainy
waves and coastal drones of Bachish cello, indudrial loco-
motives, and ple drivers -- dl adding up to a surprisingly
lovely and vaied world. Jean-Claude Risset's Invisible Irene
broughthaunting Vaésian French voices to life in gorgeus
reverberative, dmost minimalist counterpoint.

Four English composers -- Matthew Adkins, Adrian Moore,
Jonty Harrison, and Jo Thomas -- were represented in works
rhythmically surreal (Melt), microtondly/medievally pianistic
(SupeStringg, childishly playful (Unsound Obgcts), and
uncannily beautiful (Dark Noise).

Two othe Bay-Area auslanders, from Texas (Elainie Lillios)
and Bpan (Hideko Kawamoto) respectively, conjured up
ominousmysticism in Arturo and ornthological missives and
misdles in Night Ascendsfromthe Ear like a Butterfly.

The Bay Area was represented by Magie Paynes windy-
spadal Ligetian Apparent Horizon, David Susser's quick-and-
poweful Kubrick, and the sonorousbowls and bounes of
Joseph Andeson's Kyai Pranaja. It was an evening of
challenging and engaging listening.

OedipusTex in Wild Weg Marin
MARK AL BURGER
PD.Q. Bach'sOedipus Tex DancePabce Point ReyesStation, CA.

Sometimes a name says it all. When P.D.Q. Bach (ak.a Peter
Schickele) decided to write anopera/oratorio cadled Oedipus
Tex, much followed quie naurally from the naming. West
Marin Music Festiva's peformance of this great paody ok
up every comic turn with great aplomb on Augus 18 & the
Point Reyes Station Dance Palace.
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Odlipus Tex. So of course everyone was wearing togas and
cowboy has. So of course there was county-western snging
and fractured classicd cadences. But this zary and excellent
work, published by TheodorePresser in 1989, aso includes a
faux minimalist overture, askew syncopdions a cheerleading
squad holding up pécards of T-R-A-G-E-D-Y (even director
David Ogwald gotinto the act, rushing ongage to correct the
initial spelling of Y-D-EG-A-R-T), ridiculous recitatives
deivered a a podum (nicely done by Andew Morgan,
although &cording to the score these selectionsshould only be
sung h the oraorio, rather than opea, version), and
intimations of 50's rok (in the aria "Howdy There... my
friends just call me Ed [Oed?]"). A cock-eyed mustachioed
Raymond Martinez was dynanite in the title role, bdting out
his loungelizard-meets-be-canto refrains with a Texas-style
gudo. His hilarioushorse was a centaur-like combo of euine
shanks and bupesd humen head (das the actor was not
credited in the program). Even the props were bang-on,
including campfire and mkestands al condructed in Greek
columns.

Laura Sarfield Prichard was incandescert as Billie Jo Cada,
in a stunning departure from he traditiond concert pasona
She seductively took the stage and torched out "My Heart"
along wih he sonhusand ("l couldnt blame you if you sid
you haed me, Billie Joe, seeing & how | dot your huband
and dl..." "[T]heway | figureit, if you halnta killed him, he
probably wouldve died of something dse eventualy

arnyway....").

Elizabeth Amisano turned in a wondefully thick-accented
portrayal of Madame Bo Peep ("youre my kind of guy’)
replete with gyps/ and mariachi overtones. The find Chorde
combines a stuttering vesion of JS. Bach's "Jesu Joy of Man's
Desiring" with the tune of "I've Been Working on the
Railroad."

And the moral of the story? "Don'tlove your nother, pardne,
save it for your horg." What an impolitic romp! About the
only thing Shickele fails to lampoon & one titular setting:
Stravinsky's Oedipus Rex. Perhaps just as well. Maybe next
time. The achedra, complete with an obbligato horn part that
growsfrom virtudly solo mouthpiece to complete instrument,
was conduded grandly throughoutby Carol Negro.



Recad Revews

Abstract Expressons

MICHAEL MCDONAGH

Earle Brown. Times 5 Octet 1, for 8 Loudpeakers. Music
for Violin, Cdlo, andPiano. Novara. From Folio: Novenber
1952. December 1952. 4 Sywtems. Music for Cdlo and
Piano. 9 Rarebits for 1 or 2 Hamsichords Govet Juriaanse,
flute; Harry Sparnaay, bass clarinet; John Hoore trumpet;
Arthur Moore trombone Teresia Tieu, hap; Janino Walta,
violin; Gerit Olderman, viola; Dorothea von Albrecht, Harro
Ruijensaars and David Soyer, cellos David Tudor, Christine
Olbrich, Michael Daughety, and Ton Hatsuiker, pianos;
Antoinette Vischer and George Gruntz, hapschords Earle
Brown, condudor. CRI American Masters CD 851(65:17).

Music calmed down abit when neoclassicism took the stage --
that is, until Boulez ard a few radicd Americars started
questioning baic musical assumptions form, for one and
content, for another. Influenced by Sein, Proud, Joyce,
Mallamé, ard the Surrealists in literature ard by Abstract
Expressionism and the mobiles of Cdder in the visua arts,
John CGxge (1912-1992),Christian Wolff (b. 1934), Morton
Feldman (1926-1987)and Earle Brown (b.1926) forned The
New York School, in music. Their work evoked the
porousiess and randommess of moden experience, and each
concentrated on ime. Cage brokeit up, Wolff miniaturized it,
Feldman expandd it and Brown treated it as something boh
static and dynanic. A nev CRI CD collects some of Brown's
early discoveries. Brown, after al, invented "open form" and
"graphic notation," and dl the pieces hae have the character
and ense of freedom that these terms imply.

Odet 1, for 8 Loudgeakers (1953) & supaficially form-less
and time-less. Produed by Brown at the Project for Music
and Manédic Tape where he worked from 1952-55.it's made
of leftover tape fragments. It's aso one of the liveliest works
of its kind -- gjuesks, bleeps birds, buzers, bdls and voices
compete in a benign 2rt of channd surfing. Brown's famous
grgphic score Decembe 1952 -- often compared to Mondrian
-- couldnt be more different, and pinist-composers David
Tudor (19261996)and Michael Daughety (thelatter aformer
student of Brown's) give widdy varying redlizations Tudors
has a Zen-like urgency, each sound béng acomplete world in
itself -- ddicate, gtark, primitive -- while Daughety's feels
"fuller" and in away more linear. Daughety dso plays two
other pieces from Folio -- Novembe 1952 who% score
condsts of noks floaing on bared grgph paer, and 4 Sytems
(Januay 1954), another grgphic score written for David
Tudor.

Two chamber ersemble piecesare als included here -- Times
5 (1963),for 4 peformers and 4 tannds of tape sound, and
Novara (1962).The first is the more obvioudy dramatic of the
two and <illfully integrates and opposs live sounds with
taped ones, in a kind of (nmogly) dow accelerando ad
decelerando. Novara is subtler, but even wilder, with sudden,
surprising and vey beautiful unisons-- a Brown trademark --
and noments where a sort of clockwork dicking oaurs, along
with "uncongious' quots from Stravinsky.

The remaining pieces on the CD are for smaller forces --
Music for Violin, Cello and Rano (1952),Music for Cdlo and
Piano (1954-55) ad 9 Rarebits for 1 or 2 Harpsichords
(1965), and dl have varied shapes and densgties, the first
ddicate yet mercurial, the second more aggressively enacted.
Brown's harpschord pice soundslike not onebuttwo kittens
on te keys having agreat time creating arudkus, or like two
Scarlattis droppe into the 20th century. This is a spectacular
realization of Brown's dream of making the time of composng
and the time of performing one with no lag beween. The
other performarces are just asalert and imagnative.



Book Review

British American Symphay

SABINE FEISST

Neil Butterworth. The American Synphony Aldershot,
United Kingdom and Brookfield, Vermont: Ashgae, 1998
[xii, 338 pp.ISBN 1 85928 459 0$5995].

Neil Butterworth, a prolific British author, composr and
broadcaster, has applied himself to a hitherto neglected, yet
promising and challenging progct focusing onthe wealth of
symphonis written by American composers since the late
18th century. To some extent pronpted by the founddion of
numerous American symphony ortestras at the turn of the
century, most American symphonies were written in the 20th
certury at a ime when most Europeancomposers after Mahler
(with the exception of Sandinavia, Great Britain and East
Europe had turned away from this genre Since many
historiogrgphic treatments of Western 20h-century music
ignore this seemingly consrvative phenomenon of the
American Symphony, Butterworth helps to correct a distorted
view and fill an important ggp. His text is organized in 20
chapters, occasiondly illustrated with musical examples and
embelished with fifteen glossy phob portaits. The bodk,
however, is basicaly alistener's guide. After providing abrief
oveview of America’'s musical beginnings from the Pilgrim
Fathers through he 19t century, Butterworth draws attention
to dgnificant symphonies such as Walter Piston's Fourth and
Sixth, Howad Hanson's Seond, Roy Haris's Third, Samuel
Barber’'s First, William Schuman's Third, and Leonad
Bemstein's First ("Jeremiah”). Aiming at a conprehensive
reference book a the same time, he incorporaes into his text
as many composrs and works as posible, from John
Christophe Moller (1755-1803),whose Sinfonia (1793) vas
probaly the first symphony @mposed in America, through
Daniel Asia (b. 1953) who ompleted his Fourth Symphonyin
1994.He has zealoudy compiled a 100-pae catalogueof ove
1000 omposrs enunerating ech of their symphonks,
including Hary Hewitt's 36 axd Alan Hovhaess's 67
confributionsto this genre He aso includes a comprehensive
discogrephy.

Butterworth’s agpproah, however, is probematical. Avoiding
a ddinition of the ambiguousterm "symphony; he bases his
book onworks that though ttled "symphonks," often dray
away from the symphony’s traditiond features. Gloria
Coatess Music for Open Srings, for instance, is included,
since she later conddered the piece her first symphony. Since
Hovhaness entitled amost any of his large-scae works
"symphony; he gpears as Americas most prolific
symphongt. On he other hand, many extended works for
orchestra, symphonic poems and gymphonic jazz have been
omitted, because they lack symphont nunmbering and dd not
fit the conventiond three- or four-movement concept.
Furthermore Butterworth's interpretation of "American" seems
incondstent, for he includes symphonies by Americans born
outside the United States such as Erich |. Kahn, Erngt Krenek,
and Bng Toch, but completely omits symphonies composed
in the United States by adoptel Americans such as Arnold
Schoenbeg, Igor Sravinsky, and Paul Hindemith.

Butterworth's treament of this topic is in some respeds also
gusstionable. Covering such a vast field and daiming o be
"objective and proporionate to the artistic achievements' of
the composrs in question, Butterworth has made quite
subjective choices as to which composr and work deerve
close examination, brief mention or onission. Paine, Ives,
Copland, Piston, Hanson, Harris, Barbe, Schuman and
Bemstein each receive chapters of their own. All other
composgrs are packed into group dapters such as "Elder
Statesmen” (Virgil Thomson, Randdl Thompson, Henry
Cowell), "Serialism and Beyond" (Walingford Regger,
Roge Sessions John Becker, Ben Weber, Elliott Carter), "The
American Spirit" (Gearge Antheil, Paul Cregon, Irving Fine,
David Diamond, Lukas Foss) or "Eastern Influences"
(Hovhaness, Lou Harison, Richard Yardumian, Vazgen
Muradian). Within these group dapters, for instance, seven of
Cowell's 21 yymphonies are given onepage, similarly Carter's
symphonic ceuvrereceives not more than a page, Weber's only
a paagraph. Important pieces like Sessionss First Synphay
are allotted two paagraphs Harold Shapero's highly prased
Symphony for Classical Orchestra is not buced upam.
Interesting major figures like Henry Brart, George Perle,
Roge Reynolds, Leo Sowerby, Alan Stout, Charles Wuorinen,
Glenn Branca, or Aaron Kernis were not conddered.



Doubtess Butterworth sems to favor oonsrvative and
acesible works to the disadvantage of experimental, serial,
and recert innovaive compostions However, his deailed
treatment of aout 20 individual pieces provides analytica
descriptions plentiful quogtions from record liner notes
(often by the compo<rs), and reviews, whos precise source
unfortunaely is often omitted. Sometimes Butterworth draws
strange or vague condusions such as the following: "[Anton
Philipp] Heinrich had choen American subjects for his
grandiose orchestral works but they remained stubborny
European in musica idiom" (p. 21). He characterizes other
pieces as “less Gamanic” (p. 26), “devoid of any Teutonic
gloont (p. 27), “pure Americana’ (p. 64), or “the essence of
America’ (p.132) wihout explaining why tese subjective
descriptions apply. One easily disagrees with such blanket
assertionsas “Anti-German feeling aroused by the First World
War diminished the dominance of European music throughaut
America.” (p. 26). Or “the pog-Second Worll War revival of
interest in the 12-not system which swept Europe again had
only amarginal effect in the United States.” (p. 93). However,
most symphonies are presented without any commentaries or
are only touched upon.Butterworth merely gives their dae of
compostion, premiere dde, instrumentation and nunber of
movements. When such information is mecharically strung
together, one wishes for more reflection, a more precisely
defined context, and hépful references and foonotes. The
bibliogrgphy for sich a vast topic condsts of less than four
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With The American Synphony Butterworth attempts to fill a
long-fdt need. But his book leaves both listeners and scholars
not quite satisfied. Listeners focus on a limited nunbe of
detailed descriptions and turn away from the ercyclopedically
assembled daa. Scholas miss precision, references,
thoughful analysis and find fault with a nunber of
misspellings and factual mistakes (for instance, p. 6: Iveslost
his father at age 20 nd 10; p.99-100:Becker's Synphona
brevis was premiered na in 1958, but in 1937, by the
Minnesota Symphony Orfestra unde the composer) and
indeed was pubished in 1971. Neverthdess The Anerican
Symphonyis based on agreat deal of research, most obvious
in the gigantic works catalogue that takes up athird of the
whole publication. It provides information that is as
heterogaeneous as the sources it dravs upon, yet information
that for the most pat is not to be found n Baker's
Biographical Dictionary of Musicians or The Nev Grove
Dictionary of American Music. Despite its shortcomings The
American S/mphonywill be a useful referencetool.



Calendar

Octoberl

Thomes Schultz performs Schoenbeg's Six Little Piano Peces,
Galina Ustvolskaya's Sonaa No. 6, and "Etude VIII" and "XXIII"
from John Cages EtudesAudrales (1970) Dinkdspiel Auditorium,
Starford University, CA.

Chen Yi'sDuo Ye Weill Recita Hall, New York, NY.

October2

San Francisco Conemporaty Music Players in Caters Tempo e
Tempi, San Martin's Rhondabouyt Martino's Serenata Concetante,
and Kim'sNow and The. Yerba Buena Center, San Francisca CA.

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

October3

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

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

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

October4

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Mahler's SymphonyNo. 7. Davies Hall, San Francisca CA.

Premiere of Glass's SymphonyNo.5. BAM, New York, NY.

October5

Z Program 8 (Infinity), with Panela Z, Miya Masaoka, and TheQube
Chix. Z'sEndless Loop and Gaijin, The Qube Chix's Bald Boyfriend
and Information. Theater Artaud, San Francisco, CA.

Lynn Torgoveand Kayo lwama in Prokofiev's Five Songson Poers
by Anna Akmatova and Hindemith's Nine Engish Songs Jrdan
Hall, New England Consevatory, Bogon, MA.

Tcherepnin's Partita for Accordion, Bernstein's Sonaa for Clarinet
and Pano, Hindemith's Sonaa for Flute and Pano, Stavinky's
Three Pie@sfor Clarinet Sob, and Pouknc's Sonaé for Clarinet and
Piano. Keller Room New England Congwvatory, Boston, MA.

Battey's Uroborous --Lightand Sound Jack Straw, Seattle, WA.

October6

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

October7

Premiere of J&ke Heggie's Dead Man Walking. War Memorial Opera
House, San Francisco, CA. Through Gtobe 28.

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

October8

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

October10

La Rocca's Credo, Moe's O Vos Omres, Winges's WishesNight, and
exceapts from Randss Cant d'amor and Thonson's Four Sants in
Three Acs. Green Room Veterans Bulding, San Fracisco, CA.
October11

2021 Club: Renée Fening. Columbia University, New York, NY.

SaraLamon ard Frederic Rzewski. Jazz Gallery, New York, NY .

October12

SF Synphony n Koddy's Hary Janos Sute ard Lutoslawski's
Concerto for Orchedra. DaviesHall, San Francisco, CA.

Chen Yi'sEleanors Gift. Roosevelt University, Chicago, IL.

Ensmble 21 presents pianist Marilyn Nonken in lvess Sonaa No.2
("Conmrd, Mass 18404860") and Finissy's North American
Sprituals and Kemp's Morris. Columbia University, New York, NY.

Anthony deMare and Frederick Rzewski. Jaz Gallery, NY, NY.

October13

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

Welill at Heart, directed by Harriet March Page, with Mark Alburger,
Diana Landau, Douglas Mandel, Miriam Lewis, and Shaon Walters.
Goat Hall, San Francisco, CA. Through Qetobe 23.

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

Katherine Supovéand Anthony deMare. JazzGadllery, NY, NY.

October14

C'ed Poulerc!, with Pati Deuter, MelissaSmith, David Sasav, Anne
Oliver, Elizabeth Lee, Michael Kimbell, Ednund Kimbell, and
Kathleen Johannessen. Sanchez Conert Hall, Padfica CA.



Kathleen Supovéand Jed Distler. Jazz Gallery, New York, NY.

October15

Works of JJHollingsvorth, Max Simondc, ThomasGoss, and Alexis
Alrich, paformed by Bay Brass. Old First, San Francism, CA.
October16

Left Coast Enemble in Zhou Lorg's Spirit of the Chimes and Che
Yi'sSound othe Five VeteransBuilding, San Francism, CA.

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

October17

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

October18

Aleall presents chanpd, action. Starford University, CA.

Cogan's Aflame in Flight and Eight Poens of William Bronco:
"Beyond" Vesion, Crawford's Diaphont Sutes No. 2 and No. 4, and
Escot's Visone87. New England Congivatory, Boston, MA.
October19

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

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

October20

Throatsinging Conpetition Fesival.
Berkeley, CA. Through Qctober21.

First Congegationd Church,
Musicians and Poitics: Cultural Rewlutions of the 20th Century.
Williams Hall, New England Congwatory, Boston, MA.

Kurt Welll' sLady in the Dark. BAM, New York, NY.

October21

Hamza El Din, W.A. Mathieu, Joan Jeanrenaud, Tery Riley, and
Devi Mathieu. Zellerbach Hdll, Berkeley, CA.

Ursula Oppens and Aki Takahashi in Richard Teitelbaum's ...dal
Nierte..., Ligeti's Three Heces ard Lutoslawski's Variations on a
Thame by Paganhi. Mills College, Oakland, CA.

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

28

October22

José Maceda. Mills College, Oakland, CA.

October23

77t birthday of Ned Roren.

Eaplay peforms Torakai's Fuse VII, Blumbeg's Daedalus and
Icarus, Mamlok's Polarities, Berger's in this month are simples
gathered, Dugge's On Spring's Eve and Eckardt's Echoes White
Vdl. Yerba Buerma Center for the Arts, San Franciscq CA.
October24

Pati Monsn in Bresnick's Congiracies, Dick's Afterlight, Higdon's
Rapd Fire, Mdtzers Rumos, and Reich's Vermont Coungrpoint.
Merkin Concert Hall, New York, NY.

October25

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

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

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

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

New Englnd

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

October27
73 birthday of Dominick Argento.

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

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

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

October28

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

Recita Hall, New York, NY.



Chronicle

Augug 3

Michad Nyman's Facing Goya. Santiago de Corpogela, Spain.

Augud 4

90th anniversay of the birth of William Schuman.

Aaron Copbnd'sThe Tender Land Civic Auditorium, Santa Cruz
CA. Repeded Augug 5.

Augug 6

Cdifornia premiere of Christophe Rousés Der gerdtete Alberich.
Civic Auditorium, Santa Cruz, CA.

Augug 9

25th anniversay of the deah of Dmitri Shosakovich.

66t birthday of Petr Maxwell Davies.

Augug 11

Chiistophe Rouse's Concet de Gaudi. Aspen, CO.

Augug 12

Kurt Welll's Marie Galante and Lost in the Sars, and Chiistopher
Roug's SymphonyNo. 1. Civic Auditorium, Santa Cruz, CA.
Augug 13

North American premiere of Janes MacMillan's Triduum Mission,
San Juan Bautista, CA.

Augug 15

78th birthday of LukasFoss

Steve Mackey's Micro-conceto. Harris Conert Hall, Aspen, CO.

Augug 16

BéaBartdk'sConcerto for Orchegra. Aspen, CO.

Augug 17

DeepListening Day. Lincoln Center, New York, NY.

Augug 18
PD.Q. Bach's Oedipus Tex DancePabce Point ReyesStation, CA.

Frarcis Poulenc's Double Piano Conceto. Aspen, CO.

Augug 19

Mary Lou Newmark's Seva Saced Sbnes. KAJX, Aspen, CO.

Augug 24

Non Sequitur Festival, with music of Thome, Digtler, and Davidson.
HERE,New York, NY.

Augus 25

Michael Tilson Thonas conduds the Sa Francism Synphony n
Copland's Symphonic Ode and Stavinsky's The Rite of Spiing. San
Frarcisco, CA.

Augug 26

Two Fih Out of Water. Dave Hurlbett, scales and Harriet March
Paye gills, peform Albumge's Arthur Rimbaud. Goat Hdl, San
Francism, CA. Repeated Augug 27.

Michael Daughety's LoungeLizards for Two Panosand Pecusson.
DancePaace Pont ReyesStaton, CA.

Augug 27

Premiere of David Garner's Cinco poeanas de &ime Manriqgue Old
First Predyterian Churd, San Francism, CA.

A Concert for Jeff, with Caolyn Hawley. Mendodno Colege
Ukiah, CA.
Augug 28
Premiere d Philip Glasss ThePenal Colony. Seatfie, WA. Repeated
Augug 31.
Augug 30

AcmeObservatory, with John Bischoff. Tuva Spae, Berkeley, CA.



Writers

MARK ALBURGER began playing the oboeand composng
in association with Doroty and Jmes Freeman, George
Crumb, and Richard Wernick. He sudied with Karl Kohn &
Pomona College; Joan Panetti and Geald Levinson at
Swarthmore Cdlege (B.A.); Jules Langert at Dominican
College (M.A)); Roland Jckson & Claremont Graduae
University (PhD.); and Terry Riley. Alburge writes for
Commuter Times and is pubished by Nev Music. He is
Editor-Publisher of 21ST-CENTURY MUSIC, and hes
interviewed nunmerous compogrs, including Charles
Amirkhanian, Henry Brant, Earle Brown, Philip Glass, Lou
Harrison, Alan Hovhaness, Meredith Monk, Pauline Oliveros
Steve Reich, and Frederick Rzewski. An ASCAP composer,
he recently completed three opeas. Antigone Diodletian, and
Le Petit Prince.

SABINE M. FEISST receved her Ph.D. a the Fee
University, Berlin in musicology and is currently writing a
book a1 Sthoenbeag in America. Her publications have
appered in 20TH- and 219 -CENTURY MUSIC, Archiv fur
Musikwissenschaft, The Musical Quarterly, and Sthoenbeg
and Hs World (ed. Walter Frisch, University of Princeton
Press, 1999) ad e is the author of Der Begriff
“Improvisation” in  da neuen Musik/Concepts  of
Improvisation in New Music (Sinzig: Studio Verlag, 1997).

ELLIOTT KABACK recertly retired as Head of Collection
Development and Music Bibliogrgphe of Huner College
Library, City University of New York. He was for 13 yers a
critic for Fanfare magazine, and ha contibuted articles to
Classica Magazine of Lafayette, Louidana.

THOMAS GOSS -- San Fancisco composer, writer, and
pianist -- serves on the advisory boad of the American
Composers Faum (Bay Area Chapter). His cassete tapes,
Preludes and Night Fragmaents, are distributed by New Music.

MICHAEL MCDONAGH is a San Francisco-based poé and
writer on the arts who ha donetwo poen/picture bookswith
artist Gay Bukovnik, Before | Forget (1991) ad Once
(1997),the former being in the collections of the Museum of
Moden Art, The Berkeley Art Museum, and the New York
Public Libray. He has aso published poens in journds
including Mirage, and written two theatre pieces -- Touch and
Go, for three mrformers, which was staged at Venue 9 in
1998; and Sight Unseen, for lo peformer. His critical
pieces have gppeared in the San Francisco Chronicle, San
Francisco Review of Books 3 Penny Review, California
Printmaker, Antigues and Hne Art, The Advocate, High
Peaformance, and In Tune He writes for The Bay Area
Reporte and heads the Bay Area chapter of The Duke
Ellington Society. He co-hoged nine radio shows on KUSF
with Tony Gudtieri with whom he now dares a classical-
music review website -- www.msu.edufuser/gudtie3.

ANTON ROVNER was born n Moscow, Russia, in 1970 ad
has lived in the United States since 1974.He studied piano at
the Manhatan School of Music, Preparatory Division, then,
compostion & the Juilliard School, Pre-College Division, with
Andrew Thomas and the Juilliard School (undegraduate and
graduae programs) with Milton Babbitt, graduaing in 1993
with an MM. In 1998 he received a Fh.D. degree fom
Rutgers University, where he studied with Chares Wuorinen.
Rovne received a BMI Award in 1989 ad an IREX Grant in
1989-1990. He attended the Estherwood Music Festival
studying cmpostion with Eric Ewazen. He studied music
theay at Columbia University with Joseph Dubiel for two
years. Snce 1992 heis the artistic director of the Bridge
Contamporay Music Series. His music has been peformed in
New York, Moscow, Paris, Kiev, Lvov, Kazan, Nizhni-
Novgorod, Chisinau, and Bucharest. He has paticipated and
his music has been performed in such music conceits and
festivals as the Composers Concordance contemporay music
seriesin New York, the Moscow Autumn Music Festival, the
Alternativa festival in Moscow, the Intemational Forum for
Young Composs in Kiev, the Nicolai Roslavetz Music
Festival in  Bryansk, Russia, the 3rd International
Contamporay Music Festival EuropeAsia in Kazan, Russia,
the Contrasts festival in Lvov, and the Moscow Forum\Dutch-
Russian Music Festival in Moscow. His thearetical atticles,
interviews with various composers and reviews of
contemporay music concerts and festivals have been
published in such music journds as Myzykal’ naya Akademiya
and 219-CENTURY MUSIC. He is a member of the
American Music Certer ard the Composers' Guild of New

Jasey.

HANS-THEODOR WOHLFAHRT worked with Geman
ope&a companies as dramaturg and gaff producer. For the last
20 yers, he has been a freelance correspondent covering
music, dance, arts, and atistic policies in the United Kingdom
for Geman, Ausrian, and Swss newspgoers, music
magazines, and broalcasting stations



Ensemble 21

Jason Eckardt and &flyn Nonken, directors

Jean Barrague

Sonate pour piano (1952)
Etude (1952-53)
Séquence (19585)

Marilyn Nonken, piano
Mary Nessnger, mezzo ®prano
Jeffrey Milarsky, condutor

www.ensemibe21.com

WednesdayNovember b at 8pm

Kathryn Bache Miller Theater

Broadway & 116th Stréeat Columbia University
Tickets $17 / 212-854-BB



4 Tay
INC.

ELODIE LAUTEN

Deus Ex Machina Cycle
CD4013

Haunting, evo@tive newmusic for voices
and Baroque enemble from Elodie
Lauten. Two CD set featuring many of
New York's fineg snges and sloists.

CESAR VUKSIC

TangosPreludes Etudes

CD4017

Argentnean panist Cesar Vuksic preents
afascinating and beautifully performed
program of Argentnean Tangos Debussy
Preludesand Gopin Eudesin wonderfully
compeling peformances

Critically Acclamed

Recordings
For the Millennium

JUDITH LANG ZAIMONT

Radiance
CD4015

Exquisitely crafted, dynamic, choal music
from one ofour greatconemporary
compoers. Feauring the Choral Music
Society of Southem Califomnia

Legacy ofthe American

Woman Composer
CD4018

Flutist Laurel Ann Maurer's fabuloussurvey of

flute music by American women, including
Jennifer Higdons Legecy and Marie Barker

Nelson's Songsof the Moon, both written for
Ms. Maurer. With pianist Joanne Rarce Martin.

New Rekass From Our Associated Labels

JUDITH SAINTE CROIX

Sonic Muse

CDA30008

Judith Sante Croix - Visions of Light
and Mystery - New music with Native
American hfluences "Gorgeousy
original textures. . ." The Village \bice.
"amystical and compelling sound

world" - New Music Connoisseur

Availlable a Tower and othe finerecord sores, Amazon.am, or from:

4Tay, Inc. * 316 Rucific Street, Massapequa Park NY 11762* phonéfax 516-797-9166 * mail: jamesarts@worldnd.att.net

MARK CARLSON

Pacific Serenades
CD PS01

The Hall of Mirrors - Four chamber
worksby L.A. composer Mark
Carlson, written for Pacific Serenades,
"performed with exqusite tone and
finesse . .. bordering on the celestial.” -
Los Angeles Downtown News

KLEIN & ROBBINS

Reunion in Moscow

CcD4017

Conducbr Kenneth Klein and panist
Gerald Robbinsreunite with the Moscow
Philhamonic in timeless interpretations
of Dvorak's Symphony No. 8 and
$humann's Piano Concerto in A minor

LAUREL ANN MAUER

Sonatas
CD4019

Flutist Laurel Ann Maurer returns with
spectacular new interpretations of great
sonats by Rokofiev, Poulenc ad Franck
that show herremarkable range asa per
former.

ALFRED GALLODORO

Golden Rooder

GROO1

The Many Sides of Alfred Gallodoro
Vol. 1 - From the archives of this leg-
endary woodwind virtuoso, featuring
digitally re-magered jazz and dssical
recordings from across his illustrious
70-plusyearcaeer.

webste: www.jamesarts.com/4Tay.htm * Distributed through &m Music Corporaion - 212-684-6768

32



BRIDGE

RECENT
RELEASES

MELINDA WAGNER
CONCERTO FOR FLUTE, PERCUSSION & STRING S
POUL RUDERS
CONCERTO IN PIECES
BRIDGE 9098

MARI O DAVI DOVSKY
FLASHBACK S, FESTINO, ROMANCERO
STRING TRIO, QUARTETTO NO. 2
SYNCHRONISMS NO. 10
BRIDGE 9097

THE BUDDY COLLET TE

BIG BAND IN CONCERT
BRIDGE 9096

GEORGE CRUMB
70TH BIRTHDAY AL BUM
STAR-CHIL D, MUNDUS CANIS, THREE EARLY SONGS
Warsaw Philharmonic, Susan Narucki, Thomas Conlin
George Gumb, Ann Crumb, David Sarobin
BRIDGE 9095

GUNTHER SCHULLER
SEXTET FOR BASSOON, PIANO & STRING QUARTET
FANTASY-SUIT E FOR GUITAR
DUOLOGUE FOR VIOL IN & PIANO
BRIDGE 9093

MORTON FELDMAN
CRIPPLED SYMME TRY
The California Ear Unit
BRIDGE 9092AB

ANDREW IMBRIE
REQUIEM
PIANO CONCERTO NO. 3
Riverside Ymphony, Alan Feinberg, piano
George Rothman, conductor
BRIDGE 9091

ELLIOTT CARTER
COMPLETE WORKSFOR PIANO
Charles Rasen, piano
BRIDGE 9090

NEWDANCE
18 NEW DANCESFOR GUITAR
David Starobin, guitar
BRIDG E 9084

PAUL LANSKY
RIDE
BRIDGE 9103

Available at www.BridgeRecor ds.com

Online ordering, free MP3 samples
BRIDGE RECORDS, INC.
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THE COLLEGEMUSIC SOCIHY
Pacfic Central Chapter Annual Meeting
March 9, 2001
San Fandsom Casewatory of Musc
San Fandsa, CA

CALL FOR PROGRAM PARTICIPATION

CMS membes wishing to pesnt papes, peformancescompogions, panel
preentationslecture/recitalsandtechnologyrelated demonsationsare
invited to sibmit proposalsfor consderation bythe Paciic Central
ChapterProgram Committee. Proposls submittedby sudentsare al® welcome.

The Naiond CMS ispaticularly interested in oursoliciting paticipants
for apanel/opendrum onthe topic The Role of the Community Qllegein
Higher Education”

Submisionsby graduate and undgraduatesudentsare grongly
encouaged. Two travelawads of $250each willbe given to the
outdanding pae and compostion submitted by certified gsudents at
ingtitutions of thePaific Centrad Chapter.

GUIDELINES
All proposls must include

A cover letter with the name, address, school &ffil iation, telephone
nunmber(s), and email address of the author or organizer.

Three typed copies of aone-page 250-word éstract stating gods, methods
and condusions Equipment needs should aso beclearly listed.

Performers should submit a cassette recording of he propo®d lecture-recital.
If this is not available, plea® submit a recert represertative CD or
casette recording.

Papers, lecturerecitals and presentationswill be limited to 25 minutes.
Compogers may submit worksfor solo instruments, voices, or chamber
ensanbles.

Composrs are responsble for providing peformers.

Please send dl submissionsand communicationsto:
Dr. Faun Tiedge
CMS Stie Chair
San Francisco Congervatory of Music
1201 Orega Street
San Francisco, CA 94122-4498
(415) 759-340 / faun@tiedgecom

Proposals and sibmissionsmust bereceived no laer than December 14,2000.

Materials will not bereturned unless accompanied by a self-addressed,
stamped envdope.
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21ST
CENTURY
MUSIC

Spedal thanks to ou advertisers,
benefactors, donors, friends, patrons, and sponsos
from 21ST-CENTURY MUSIC

George and Hizabeth Agnew

Alexis Alrich

Chales Amirkhanian / OTHER MINDS

Robert Ashley ard Mimi Johnsa / LOVELY MUSIC, LTD.
Burton Beerman / BOWLING GREEN STATE UNIVERSITY
Philip Blackburn / AMERICAN COMPOSERS FORJM / INNOVA
Gavin Borchert

Barry Cohen/ THE NEW MUSIC CONNOISFEUR

THE COLLEGE MUSIC SOCIETY

Joseph Blton / CRIRECORDINGS

Patti Deuter

DOMINICAN UNIVERSITY OF CALIFORNIA

Margaret Dorfman

Jeff and Susa Dunn

Jason Ecardt / ENSEMBLE 21

THE INTERNATIONAL FESTIVAL-INSTITUTE

THE INTERNATIONAL TROMBONE WORKSHOPS
Jdfrey James / JHFFREY JAMES ASSOCIATES /4 TAY
Max Lifchitz/ NORTH SOUTH CONSONANCE

Frederick Moyer / JRI RECORDINGS

NATIONAL ASSCCIATION OF COMPOSERS

NEW MUSIC PUBLICATIONS AND RECORDINGS
Harriet March Page / GOAT HALL PRODUCTIONS

Darcy Reynolds

Robert Slberman / EARWEAR

David ard Becky Starolin / BRIDGE RECORDS

S. Tanaka/ JAPAN INTERNATIONAL LEAGUE OF ARTISTS
Diarma Tucker

Tom Welsh / NEW ALBION RECORDS

Richad Wilson
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Be aSupporter of 21ST-CENTURY MUSI

[YOUR NAME HERE]

21ST
CENTURY
MUSIC

C

Join usin continuing o produe the only naiond monthly joumd of recent conaert music.

YOUWILL RECEIVE

_ Patron All Benefactor benefits plus
($50004) Exclusive bendfits to suit your needs
- Benefactor All Spon®r benefits plus
($10004 A membership on ourBoard of Directors
- Sponsr All Donor benefits plus
($500+ A full-pagead in the Journd
_ Donor All Friend benefits plus
(%1004 A print subscription o the Journd
_ Friend An e-mail subsription to the Journd
($504 Recognition in the Journd

YOURGIFT WILL SUPPORT

Development and long-rangegods

The cost of onemonth'sprinting

Editorial costs ove two weeks

The purdase of office equipment

Administrative costs for oneday

Yes, I'd like to sponor 21S-CENTURY MUSIC! Please enroll me at the following level:

_ Patron _ Benefactor _ Sponsr _ Donor _ Friend
($5000+4 ($1000+ ($5004) ($100+4 ($504

Name Fhone Email

Mailing address dty $ate 4p code

____BEndosed is my check for $

___l'wouH like my (our) nane(s) printed exactly as follows

payableto 21ST-CENTURY MUSIC.

___l'wouH like my gift to beanonynous

__lwishto makemy gift ___in honor of GQR___in memory of

21ST-CENTURY MUSIC
PO. Box 2842
Sn Anselmo, CA 94960

Please complete this form ard mail to:

For further information, please call or email usat: (415) 457-374

nmus21stc@aol.com

Thank you for your geeroussupportof 21ST-CENTURY MUSIC Monthly Jou
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NACUSA CONCERT
SingaN ew Song!

Saturday, November 1200Q 8pm
Palo Alto Art Centeremarcadro ard Newel)
Palo Altg CA

featuring

The SanJose Chral Project

Daniel HughesDirector

peforming new mugt for solo and choal voices

Mark Alburger AERIAL REQUIEM

Rosemary Byers SHE WALKS INBEAUTY / TO A CAT

Nancy BloomemDeusen FLOWERS BY THE SEA / TWO SONGS/ HOSANNA

Brian Holmes SIX LULLABIES/ JOLLY JANKIN / LET EVENING COME
Lorie Giiswold NOEL (Gabiiela Mistral)

Owen JLee SANCTUS from MISSA ACADEMICA

Daniel Leo Simp®n BERCEUSE (after musc for violin and piano)

Presented by the National Association of Compogers, USA, San Francisco Bay Area Chapter
in coopeation with The City of Palo Alto, Division of Arts and Qulture,

Admission: $12 geeral, $8 dudents and seniors

For more information, call 408730BACH.

Future

NACUSA CONCERTS

At the Ralo Alto Art Center

Composers Can Play Too.. Operasand Interludes
8pm Saturday 8pm Saturday

Mar ch 10,2001 June 2,2001

Chapter Compo<ers & Friends Composers' Performance Ensemble
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