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Micromanagement with Dean Drummond

MARK AL BURGER

Dean Drummond & a compose, condudor, multi-instrumentalist,
music instrument inventor, co-diredor of Newband and Director of
the Harry Patch Instument Colledion. Bom in 1949 n Los
Angdes, Drummond eceved degrees in music compostion from the
University of Souhen Cdifornia (Bachelor of Music, 1971) and
Cdifornia Institute of the Arts (Mader of Fine Arts, 1973) While a
student, he sudied trumpet with Don Elis and bhn Cyman,
compostion with Leonad Stein, and worked as musician for and
assistart to Harry Partch, performing in the premieres o Partch’s
Daphne of the Dunes, And on he Seventh Day Petals Fell in
Petaluma, and Delusion of the Fury, as well as on boh Columbia
Masterworks recordings made duiing te late 60's. In 1976,
Drummond noved to New York, where he co-foundel Newband the
following yea with flutist Stefani Starin.  Since 1977, Drummond
has been engaged in a multi-faceted caeer including mmpostion,
hundeds of paformances, recordings, produdion of Harry Patch’s
music theatre works, ercouragement ard education of composers
interested in new microtonal resources, and many eduatona
adivities for children.

| met Dean Drummond 4d his guet accommodatons n a dectdedly
downscale San Francism hoel on Saurday, September 25,1999 -
two days after his amazang mncert of Harry Partch's and his own
music at Yerba Buena Center.

ALBURGER: Niceto seethey're puting you upm such style.
DRUMMOND: Yes!
ALBURGER: At lead the cancert certainly had style.

DRUMMOND: Now of course it's a bit of a blur. We have
peformed some of those pieas so many times that | can't remember
spedfic peformances so well. | did think the peformance of my
Congrssional Record was one of ourbed.

ALBURGER: How does yourpesonalrecord begin?

DRUMMOND: | got garted by sgning up for trumpet when band
was offered in 4th grade (Los Angeles City School Digtrict) and by
listening o my parent's mllection of 78'sand LP's.

ALBURGER: What music was important to you hen?

DRUMMOND: When | "discovered" Louis Armstrong'sHot Five, |
was about ten and knev that music was extremely important. |
quickly became interested in bebop and the innovaive jazzof the late
50'sand ealy 60's also in Stravinky, Bartdk, and ohers.

ALBURGER: How did you bgin composng?

DRUMMOND: 1 can't remember exactly how | began to compose.
My earliest memory is improvising, pretty crudely, at the piano, and
then trying b write down the beg part of the improvisaion. | gues
| have always been an organizer and asealy as middle scool, |
spent my allowance on jazz band arangements by Dizzy Gillegie
and ohers and atempted to orgenize readings. Sice | could never
assemble exactly the right musicians, | would have to arrange and
transposethe pats for the instuments we had. Tha's another way
that | got started composng.

ALBURGER: How did you hook up wh Don Elis?

DRUMMOND: While in high school, | chanced to see an ad placed
by Don Elis offering trumpet and jazz lesons | remember | was
aboutto turn 16 beausel was just learning to drive and it was big
ded to drive one hour each way aaoss Los Angdes -- from San
Palro to the Sa Fernando Valley -- for atrumpetlesson.

ALBURGER: What wasit like to study with him?

DRUMMOND: It was great. | give Don aedit for introdudng meto
alot, from Luciano Beio to Indian music, from Leonad Stein with
whom | studied spedes muntrpoint to Harry Partch, who beame
my main mentor and a grea inspration.

ALBURGER: Soit wasthrough Elisthat you met Harry Patch?

DRUMMOND: Yes. | was gill 16 (n the fall 1965) when Don
loaned me the Gate 5 recading of Reelation in the CoutthousePark
and gae me a nunber to call to atend one of Harry Patch's
rehearsds. | called and ended up attending a denonstation of the
instruments, mostly by Emil Richards, atempting © enlist some
young s$udio pecussionists to play Harry's music. | was asolutely
blown avay by the instruments, by the demonstation and by Harry
himself, who wouldn't answer any of my many questonsand tld me
to read his book. It was easy to seethat musicians were needed. |,
probably naively, expresel interest in playing and left my nunber.
A couple months later, Harry called and aked me to play in what
turned out to be the premiere of And on he Seventh Day Petls Fdll
in Petaluma, which hgppened duing May 1966. During the summer
after Pdals, | tried to hdp Harry organize some rehearsds of
Delusion ofthe Fury butit proved to be a premature atempt. | dso
helped Harry a little, driving him on erramds. By this time, | hed
read his book - some of it twice -- and dso we got into huge
discussions in which | would bascally pick his bran or we would
discuss the meaning of corporedity: what was corporeal and what
wasn't. In the fall of 1966,1 began studies at University of Souhern
California and didn't see much of Harry until he cdled me and
invited me to serve as his assistart the following year & University of
Cdifornia at San Diego. Thenext year was oneof the most anmazng
of my life. Along with Jonaban Glaser, | asisted Harry throughout
the yea with tuning, minor instument repars, reheasd
organizaion, and played in the peformances that were done that
year, including te first peformance of Daphneof the Dunes. | had a
pretty light schedule of clas®s at UCSD which made me willing and
even eager to hang out with Harry as much as possible, which
sometimes meant driving al ove for a particular hadware supply
and ometimes to ched out reed organs. Thefollowing yea Harry's
postion & UCSD evaporaed and there was no rea®n for me to be
there. | moved back to L.A. and resumed sudies a USC. For
continuel paticipation with Harry, it ended up béng the right move
though. Harry aso moved to L.A. to organize an ensemble to
peform at the Whitney Museum in New York duiing the fdl (1968)
and then to peform the first performances of Delusion of the Fury
(possibly his grestest work) & UCLA the following Sping. What
can | say? It doesn't ge& much better than geting o go © New York
with Harry Patch when you're 19 yers old and then play in Delusion
of the Furyand make two recards for Columbia Masterworks to boot!

ALBURGER: Soundsaboutright So what did your music sound
like duing these years?



DRUMMOND: My musc soundea like what you mght expect:
edectic ard immature, not very original. The reasons were pretty
smple: | was young ad | had spent a yea devoted to Harry while
till precticing tumpetfor houss pe day, and wasn't doing much with
composng or ny otherstudies at USC.

ALBURGER: Butafter that, yourliveswent different diredions?

DRUMMOND: Yes. | stayed in Los Angeles and at USC, never
worked with Harry again, but drove down to visit him peiodicdly,
probably five or six timesperyear until around 1973. | didn't see
him much duiing te last yearof his life becaisel was having my
own difficulties: a too ealy marriage bre&ing up,first yea out of
college and facing the fects of life about how much time it takesto
earn money, ett. | was just getting setled in a cottage in Hollywood
after moving out of the aartmert | had shared with my exwife when
my father cdled to tell me that he real about Harry's death in the
pape. Butthat's getting alittle ahead; back in 1969 | decided that
with no peformances on he hoiizon, | was beter off in LA. Also |
really wanted to composeagain and was beginning to increasingly
feel that Harry was too big an influence in my life, that | had to lean
aboutalot of music and mme to more of my own ideas of what was
important to me.  As | started to do this, | dso came to a ngjor
realization, which was | couldn't devote nysdf to compostion and
trumpet and do ether as well as wanted. This was a vely sudden
decision, but one that | have never regretted. | sill remember
clearly. Forthefirst timein my life, | considered quitting trumpet on
Januay 2, 1970,thoughtaboutit for about 48 hous and then did it.
When | was sure, Harry was the first peson | cdled to discuss my
decison. He thoughtit was gred. Suke enough,it pad off for me.
With more focus, deermination and ime, | began to write pieces
amost immediately that still sound a@ceptable.  Sill edectic, stll
not redly original, but at leag growing in a diredion. | ill like
some of the pieces| composeal between 1970 ad 1973,but | think
my first original sounding piece was in 1974:Cloud Garden |, which
| completed just after graduatng from Cal Arts. Any time | got a
tape, | would play it for Harry on ny next visit. He was always
encouraing, butaways frank. Theewas onepiece herealy liked a
lot (Dedication) and onehe openly criticized or atleag sdd it made
no enseto him (Ghog Tangets). It's always amazed me on a
persona level that not only did | compo< the first music | thought
was original in 1974, but that Harry knewv my first wife prety well,
but didn't know we had sparaed, and certainly didn't know that |
would meet Stefani Starin, my second and airrent wife a month ater
he died... and | aso didn't getto play him Cloud Garden |. To the
best of my knowledge my relationship with Harry was pretty unique
through &l of these yeas, 1966 b about1972. I'm pretty sure | was
the only member of his ensembles that had read Geness of a Music
cove to cove severa times, frequently discussed and even amgued
(friendly) over some of the conaepts -- dso I'm prety sure | was the
only young ompo%r who was showing Harry higher work duting
thoe yeas. One nore thing omes up beausel recently reread Bob
Gilmorées account of the oneclas that Harry taughtat UCSD.  Of
courseeveryonewill have their own peception of what went on, but
my memory differs a Ittle bit with Harry's and ©ome of the sudents.
Harry blamed the gudents a bt for disintereq, etc., but | believe that
Harry, despite having the ability to explain himself brilliantly in
Geness of a Music, just didn't have the experience to teach
effectively in the classroom. While it's frue that the nusic faculty
and ome gudents didn't give Harry the reged that | bdieve he
desaved, creating ©me bittemessaongtheway, | think the sudens
who sgned up Pr his class did so out of interest mixed with an
undestandable level of misundestanding and innocece

They were all graduae students and good nasicians, but there was a
definite communication gg mostly causeal, | beleve, by the fact that
Harry didn't really ge into the role of educdor, undestanding what
his students knev and didn'tknow, and then building cohesvely from
there. This actually worked out very much to my advantage snce |
was aked to set up aseries of sessonsin which | tried to explain to
these students what Harry was trying © explain, a task that very
much challenged me to clarify my own undestanding atthe time.
What else can | sy about Harry that hasn't been said? He was a
grea friend despite the age difference He could be difficult,
cantankeous sometimes impossble, but he was dmost always
brilliant, interesting, inspring, evenincredble. | loved him dearly.

ALBURGER: He is dealy missed. After his death, you eventually
wound p daying in New York for much more than a recording
sesdon.

DRUMMON: Ever since | was 12, | dreamt of coming to New York,
mostly becawse it was the certer for jazz. The tip with Harry in
1969 whet my gppdite further. | had vey little professiond reaon
to bein L.A. | was earning ny living asa bookkesper, which | could
do aywhere. Teadhers a Cal Arts, like John Begamo, had come
from New York and ha made it sound gea. Findly, | had a
girlfriend, Stefani, who had grown up ouside of New York, haed
L.A., and wanted to leave assoon asshe completed herdegreeat Cal
Arts. The clincher was that | got a Fellowship in Composition to
Tanglewood. They were going b send me a roundirip plane ticket,
but | asked for the cash equivalent and pad for Stefani and nyself to
ship haf of our belongingsby Greyhound ad then we drove across
the county with the other half on bp of our little Datsun. After
Tanglewood, Stefani and | were alowed to stay on biefly in the
composers cottage. After a brief peiiod in which we consdered
moving © Bogon, we started looking for jobsand an apatment in
New York and noved to the city in December, 1976.

ALBURGER: Andeventualy in New York, you foundel Newband.

DRUMMOND: Yes. It didn't take long b undestand that New
York didn't have a suppot system for immigrant artists.  If Stefani
wanted to paform and | wanted to have my piecesplayed, we neeled
to hudle our own gigs instead of hopng te phonewould ring.
During the spring of 1976, sent out a bundh of letters proposhg a
concert of music composel by nysef and afew friends It was
quite a surprise when someone from the programming office & New
York University cdled up © hire the band, assuming we were cheap,
which we were. Sheasked me what the band would be called for
pubicity pumpossand | thoughtfor a seond axd sid "Newband"
We were very fortunae to have encounered some great young
percussionists, James Puglese Rick Saks, and Seve Pysen -- dl

students o Ray des Roches & the Sate University of New York at
Stony Brook. Louis Goldstein, a great pianist from Cal Arts, was at
Eastman, and cane down to rehearse  We were joined by Allen
Bluging ak.a. Devendra, then and stll oneof the beg clarinetists in
New York, and tat was the beginning of Newband. Even though |
was gill heavily into Harry's music, | was just beginning © congruct
the first prototype for the zoomoozphone Newband'sfirst concerts
weren't microtonal at dl. By 198, | had completed the first
zoompozphone and that changel everything. With a new
instrument we had to create a nav repetoire which took seerd
years. By 1982,Newband nosty presnted a microtonalrepertoire.

ALBURGER: And eventually you and Newband became the
caretaker to the Partch instruments.



DRUMMOND: Becoming caretaker of the instruments was a matter
of great coincidence. By amund 1988 0r1989, Newband was
beginning © come into its own. We hal paformed in some pretty
prestigious venues, bea to Europeand hal released ourfirst CD. In
1989, we were contacded by the Andrew Mellon Founddon and
invited to apply for a large grart that would allow the ersemble to
grow. We were encouraged to think of a large projed that would
hdp develop those apeds of our ensemble that made usunique.
One night| had the wild ideathat we should gpply for a grant to build
the seven Harry Patch instruments ne@ssary for a performance of
U.S.Highbal. With DanleeMitchdl's gproval, | applied, and much
to our amazement, we gotthe grant. Less than a yea later, we were
well on ourway towards the completion of two instruments when
Danlee aranged to come to New York with the instruments for a
peformance at Juilliard. | wasn't connected to this pefformance at
all, and first heard eoutit when David Lang of the Bang an a Can
Festival called me to sgy that he had asked Danleeif the instruments
could gay in New York for a paformanceat Bang on a Ca. Danlee
was unaailable and mede sich a peformance contingent on my
paticipaton; David was caling © see if | wanted to. Thatled to
three performances atBang on a Carfollowed by apeiod in which |
kept cheding with Danlee to seeif the instruments could gay for one
more performance.  All this time the instruments accupied a loft on
West 31st Street, right undeneah a gigantic laundly that was
clearing all of the linens for seweral hotels. The spn cycles were
amazing; the whole bulding $ook. The bllowing yea (1991)
Newband staged The Wayward for eight nights a Circle in the
Squae, onceagain onred by Bangona Can. It was ashoedring
produdion, but very exciting nont¢heless, directed by Tom
O'Horgan.  Danlee came out from San Diego and aged me if |
would want to take the instruments on "permanent loan." He was
getting ready to retire and didn't want the pressure of caring for the
instruments. | was happy ©. As a lot of the instruments neealed
renovdion, | requested that the Mellon Foundtion dlow Newband ©
spend much of the fundsdoing tat.

ALBURGER: In your own works, you now utilize Partch's
instruments, plus a fev of yourown.

DRUMMOND: | have invented two instruments, the
zoomoozphoneand the juststrokerods. Both were built puposefully
to bein tune with Harry's instruments. | have dways liked metdlic
ringing pecusson ounds Forme the zoonoozmphoneespedally is
a great complement to Harry's percusson instruments and goes
especially well with diamond marimba, boo, and dso hamonic
canons

ALBURGER: It's so true. Your workshop te oterday very well
demongrated that So what are the pieces that you have written that
are most important to you?

DRUMMOND: Well, that's a difficult question and the answer might
have been different several yeas ago asit will probably be different
sometime in the future. Rightnow | would sy that The Day the Sun
Sbood Sill is my favorite instrumental piece; TheLastLaugh(alive
film score for the slent film of the same name by F.W. Murnau) is
my biggest piece definitely; and Congressional Record is probably
the most fun. Other favorites are a couple smdl recent pieces,
especially Mars Face. My favorite "older" pieces are Then or Never,
RubyHalf Moonand, redly old, Zurrjir (1976)

ALBURGER: Speé&ing of Congressional Reord, your style seens
denser and nore contrapunial than Patch's. Do you dare this
perception?

DRUMMOND: Sue. It seemsobvious Harry was more interested
in line and less interested in vertical constructions.

ALBURGER: | undestand there was a bit of a scee that the Partch
instruments would nothave aproperhonme?

DRUMMOND: Fartunately that's over. Housing the instruments has
aways been a problem. It's a biggerproblem now, becausewe cat
around ny instruments, several replications, plus all of the
instruments Harry built a the end of his life which weren't pat of
most of the moveshe had to make. Bascdly, there are only two
ways that onecan provide for the instruments: pay commercia rent
or find a suppotive institution. The second wey is in most
circumstances much prefered. During Harry's lifetime, irstitutional
suppot (i.e. atuniversities), went hotand cold. After he died, Danlee
kept the instruments at Cdifornia State University (San Diego),
where Danlee was already a Professor of Music. When | first took
chame | wasn't conneted with any ingtitution, and Newband
struggled to raise the money for the loft rent every month. After 15
years in Manhatan, Stefani and | and our wo children nealed much
more space than our apartmert, ard larger apartmerts were very
expensive.  We moved to Nyack, a gret little village about30 niles
north of Manhatan, and | looked for commercia space there.
Amazngly, the local high shool band drector, Bert Hughes, knew
al about Harry and | was quickly offered temporay space in an
unugd roomin the high shool. That lasted two years and then we
were invited to be Artist Ensemble in Residence at Purchase Coll ege,
State University of New York, by Donadd Steven, Dean of Music.
Five years later, Dondd left and wes replaced by anewv dean who
immediately asked usto move out It wasn't much notice, cetainly
not enough o line up aothe institution, dthough ve tried. We
spent a yea rehearsing in a fadory warehou® prety far out of the
way in Sloatshurg, New York. That tales us up to a little more than
amonth ago when we were invited by Ruh Rendleman, Char of the
Music Department at Montclair State University in New Jasey, to
move the instruments there. Things seem much better at Montclair
than a& Purchase The faculty and aministration, including Susn
Cole, President, has been most suppotive. The bittemes about
Purcha® seens pat of a dstant pas now, fortunaely. Montclair is
smply a beter place to be a beter university in general, and much
more conveanient to Manhatan for musicians and mmposes traveling
to pradice and rehearse

[Dean Drummond h& been hired & Assistant Professor of Music at
Montclair State University ard authorized to build a Harry Partch
Ingtitute at Montclair -- a place finaly, where the Patch instruments
will live, and where irterested students can receive a degree studying
the late composer's music]



Concert Revews

Simply Gifted

LAURIE HUDICEK

Smpe Gifts. Jbhn Adams's Shake Loops Paul Scoenfield's Four
Souenirs, Aaron Copbnd's Appakchian Sping peformed by he
20th Century Conrt, conduded by Chrstophe Kendal. April 15,
Ring Auditorium, Hirshhom Museum, Washington D.C.

One may find it odd fr a concert to be focused on lves of the
Sh&ers, members of a millenarian sect that pradiced celbagy and
commund life, since thes ideas are far from beng 20h century in
the minds of moden audiences and nusicians, but this is exactly
what the 20t Century Con®rt did.

Shaler Loops(1978)is a challengefor the audience aswell as for the
peformers. John Adamss spiritua piecefor seven lo strings or
seven-pat orchestra is a concentration exercise in four continuous
movements: "Shaking aad Trembling," "Hymning Skws," "Loops
and Versus" and "A Final Sheking!" Although onedoesnot hear
obvious Sh&er melodies the ideaof "shakes' is portrayed through
endless tremoli, seamlesdy entering and &iting without noice. The
20th Century Conrt is truly a well-oiled machine when it comes to
peforming this music Among tie mumblingsof the stingsand the
Sh&kers are bits of light, hinting atthe birth of Spiing, for this piece
seems to represent the hamony of naure, the tremolos mimicking
insects, rather than the historic dances and ©ngs of the Shers.
Peahaps the most extraordinary sounds emerge in the second pat,
"Hymning Skws," with a dew of faint nonvibrao glissandi bringing
to mind George Cumb’s Vox Balaenae.

Pail Scoefield's Four Souenirs for violin and pino, with
reminiscences of Barber, are "Samba,' "Tango,' "Tin Pan Alley," and
"Square Dance." One hears ragtime in the sanba, sprituals in the
tango,and isremindel of aloungeact on Tin Pan Alley. These light-
hearted displays are chaming and enjoyable. It was obviousthat the
violinist, Elisabeth Adkins, and her orchedra, Lisa Emenhdser
Logan, had fun sharing thes pieces.

Promsof Promise

JOHN RODNEY LISTER

BBC Poms August8, London,Engbend. Through Setember 1.

The BBC Poms concerts is a festival lasting te entire summer,
which offers a wealth of different kinds of music peformed by nost
of the major performers of Britain with disnguished guests from
other counties A numberof the most intereging nev works offered
during the se@®n, including the UK. premiere of Judith Weir's
setting of texts by women writers and the first London peformance
of Sir Peer Maxwell Daviess Seventh Symphony had already
occured.

A nunmbe of peformances in connetion with Aaron Copénd's
certennial afforded a glimpse at some sart of official British view of
American music. From the oher side of the Atlantic, American
music congsts primaiily of Coplnd, Gershwin, Cater, and Benstein
along with a little lves and Cage,and justaboutnothing eke At least
the Coplnd that was presented was not only the narrow sdection
which nowedays is complacently considered his "true" and beswork,
the populst works of the late 30'sand 40's A concet by Qiver
Knusen and te London Sifonietta offered Shot Symphony
Clarinet Conerto, and Music far the Theare. The performance of
Music for the Theare, one of Copland's jazz works, was splendid,
demongrating @mplete undestanding of the idiom of the piece
along with total technicd mastery. Although he mastery remained in
evidence in the performance o the Shot Symphony (hardly an
insubgantial matter), its languaye and logic were less convindngly
realized The pece itself is samewhat problematic. It's chamber
music incarnation, the Sextet, is arguably Copland's finest work. In
the orchedral version, I've never head a performance which is as
spare, brecing, or exhilarating—or convindng. It always seems too
plush, too ove-stuffed, too tick. This performance was no
exception. To tat failing was added a tendency, especially in the
sow movement, to make the phrasing o @ntnuousy unaticulated,
and the doted thythms too staightforwardly exad. The peformance
of the Clarinet Conceto, which is a less compelling piece by
comparison © the other Copland works on he concett, received a
polished, sympatheic, and user-friendly performance

Lucas Fosss Time Cycle, which completed the concet, is a produd
of this composer's early fascination with 60's nusical radicalism It
remains a genuine, brilliartly exciting piece, full of the thrill
geneated for its composer by his newdiscoveliesconeming "atonal
and 12tonedevises' Theperformancewas dashing and lovdy. The
condderable pleasure to be had from Raosemary Hardy's otherwise
wondeful singing was somewhat alloyed by atoo pummy, ovely
British accent.

Copland's less often head and vey beaitiful chord work, In the
Beginning was one ofthe major works on alate night concet by the
BBC Shges, conduded by Sephen Cleobuly. Although he singing
of the chorusand of soloist Sarah Connoly was exemplary, the gagp
of the trgjedory of the piece, its rhythmic charader, and its
connetion with the words (and teir pronundation) was less
satisfying. Mr. Cleobuly seemed intent on tying o make In the
Beginning, as vell as tte Ives Psalms and Stuman Carols of Death,
sound & much like C.V. Stanford asposible. Although epectations
were high for the paformance of Bernstein's Chicheger Psalms, it
also lacked the kind of sharp ard lithe rhythmic quality necessary.
Perhaps ths was the resut of the Albert Hall Organ (the
accompanmert was Bernstein's reduced orchestration for organ,
hap, and pecusson). Thesinging of couner-tenor Robn Tyon in
the second Psalm was noneheles highly satisfying.

Michael Tilson Thomas and the Sa Fracism Orchestra did their
pat in the Coplbnd birthday paty by playing the Symphonic Ode. A
produd of Copland's abstract modenist style of the 20's this work
has many of the sane daunting hythmic difficulties of the Shot
Symphony which followed it three yeas later. These offered no
problems to the peformers, who delvered them with panade and
realized the imposng gan of the work's structure with eloquenceand
passon.



Joining the Copland on his concert was the Shosakovich Symphony
No. 11 ('The Year 1905") Although he piogran notes made an
interesting cae for Shosakovich's intentions and posible political
commentary in his writing a work aboutthe butal suppression of a
popubr demongration by Carist forcesin the wake of the Hungaian
revolution of 1956, the music seemed to me to be in line with the
good obl-fashionad view of Shosakovich as ayesman. Even though
full of illful and pesuasve ideas, it seemed a long, torpid dos of
propaganda degpite the very fine peformance

By contrast, Shosékovich's Symphony No. 8, which was brilliantly
peformed by David Atherton and The BBC Nationd Orchestra of
Wales on a concet commemorating the 25t anniversary of the
compo<ers death, is an agounding work, bountfully inventive and
clearly, caefully, and fully argued overan enomous span of time
and enotions. There was a ime when, at least in academic circles,
Shogakovich could smply not be taken seriously, yet there is
undeniable evidence that the compose was an amazngly masterly
artist and atruly brilliant orchestrator.  The other work on the
concert was the Sute of Verses of Michelangeb Buonaroti from
1974. Unfortunaely, much of the subtety and expressive power of
the vocd works of Shostkovich are lost to people who don't
undestand Rusian. This seened to bethe ca® hele, anyway, except
for the brilliant beginning of the last song, despite what seemed to be
a very good peformance by the aforementioned peformers and
baitoneSifar Leiferkus.

More recent Eumopean music was represented in several concets.
These included BoukZs Ritud and Berio's SALO, the former
peformed by The London Phhamonic and Mark Wigglesvorth.
The Boulez, a pece cedicaed to the memory of the Italian composer
Bruno Madena, is solemn and cdculatedly repetitive, building its
ritualistic character deliberately ard with orchedral sueness. The
Berio, a work for solo trombone and orchestra, is orchedrally
inventive, somewhat madcap, and vay enjoyable, aswas the bravura
peformance, by Christian Lindbeg and the BBC Synphony
Orchestra, conduded by likkaPekka Saaste.

On Setember 1, The BBC Synphony, joined by The Berlin Radio
Choir, and conduded by Ingo Matzmacher, preented the UK
premiere o Hans Werner Henze's Symphony No 9  Henze's
relationship with his naive Germany ha not been simple or
straightforward, ard has been mingled with a changing politi cal
congiouses over most of his lifetime. The work is a produd of
that rdationsip and is dominated by Henzés experience with the
German Faherland duing and béore the Seond World War and
with his meditation cncening the Holocaust It is anh enomous span
of ssven movements, lasting aound & haur. Its text -- by Hans
Ulrich Treichel, bagd on AnnaSeaghets novd Das selte Krewz -- is
set entirely for a large doubk chomus, much divided. The lack of
soloists is suppo®d to give the work a universality, athough t is
debaable whetherit is that or a cettain nonspecific lack of dramatic
power that is the result of this decision, sincethe text is often in first
person and refers to highly pesona interaction with the events of a
highly dramatic and pesonal story. For this listener, despite the fad
that Henze is a compose of greda power and acomplishment, his
ninth symphony B something of a soft egg, athough t is cetainly
possible that, much aswith the Shostkovich songsmentioned above
a naive gpeker might have found his paticular combination of
words and music to be more saisfying.

Gyodrgy Kurtag is a mmposerwith a highly powerful voice bagd on
intense compression of material ard time scale. Hs dature as a
composer is considerable and seens to becane more evident with
increassing aquantance with his music. A concert by the Keller
Quartet, on Augus 14, presented sk works of Kurtag's -- al of them
very short, very intimate, and vay concentrated, interspersed through
a performance d Bach's The Art of Fugue One o these works, the
Twelve Mcroludes is a sat of homage to J.S Bach, aswas another,
ertitled, in fact, Homageto J. S.Badh. Another, Officium breve, op.
28, is a tribute to Webern, the last movement of whos Seond
Cantata provides the basic material for the work. Although me
might question the implied placement of Kurtag into certain company
and dso daive some irritation from the extreme and a@gressive
solemnity of the event, there was no quetioning te seriousmusicd
intent and @ntent of his nusic, and no &oiding te great satisfadion
of the encounter with the music or the peformances, which were
splendid.

Like Kurtag, Pecy Grainge is a mmpose of gred individudity
whos music soundslike no onedse's. Also like Kurtag, Grainger
works on avery smal scale. Grainge hashad amgjor influenceon a
number of British composes, ranging from the more consevative
Benjamin Britten to the very unmnsevative Michael Finnisy and
the British avart garde represerted by such composers as Dave Smith
and Gavin Bryars, so he is not merely a composr of novely
numbes. Another late-night concet by The Joyful Conpany of
Singes and The City of London Sifonia, conduded by Rchard
Hickox, preented fifteen of Grainge's works. Theserepresented
several of the musical preoccupatons which lasted throughout
Grainger's caeer: British folk music, Scandinavian folk music, the
works of Kipling, and "free music." Perhaps the most striking
performances were thos of DannyDeaver, A Dollar and Half a Day,
and The Widow's Party by the men of Dbyful Conpany of Singes,
butdl of them had verve, svedness fredness and greabeauty.

ClassyGlass

MICHAEL MCDONAGH

World premiere of Philip Glas's In the Penal Colony (2000)
September 17, A Conemporay Theatre, Fdls Thedre, Seatle, WA.

Director JoAnne Akalaitis and cmmpose Phiip Glass have worked
together frequently, some of their most famousefforts being tagings
of theare piecesby nodenist masters like Genet and Bedket, and
Glass tas written that "what has dways stirred me is theater which
challenges onés ideas of society, onés notonsof order” Genet and
Beckett certainly did that ard so did Brecht, and Frare Kafka.
Glass's new "opera theatre work" In the Penal Colony is a pretty
faithful adaptation of Kafkas long $ort sbry of the sane nane
which was written in 1914 ad pubished five yeas later. And
Kafkas thoroughgong u® of allegory makes it susceptible © a
variety of interpretations.It hgppens on a isand butwe're never told
where or when, and tough bot didog and adion ae minutely
desaibed it's abo mysteriousand intangible as a drem, which suits
Glass to atee, beause his work ocaurs in an expanded sort of dream
time. We're rot always sure where we are, ard yet the sensations the
music evokes are papable, and defnitely red.



In the Penal Colonyis atrue chamberopeafor 2 sngers -- tenor and
baitong 1 ge&ing ator and 2 nonspeaking ones, and a
unanplified sting quntet, which lasts 80 minutes and alding
anything ebe would have lesened its impad. Though he subjed
meatter is severe -- a ondanned man will be eecuted in a 12 hair
span by the Harrow which insaibeshis offense on hs body with tiny
needles -- Glas's musical setting never falls prey to overheaed
expressionist cliche, no sidden sforzandosor ousize climaxesget in
the way. And the singers never shout or bak their lines Thisis a
play, yes, but one with the added dimension of music, and writing a
series of arias for tenor John Duykers, who phys the visitor, and
baritone Herbert Parry, who plays the officer (his brother Eugene is
doubing the pat), would impede its progress.

Glass's smre aso combines drama and neditation in equd measire.
The piecebagins innoceitly enough with doubk bas, cdlo and viola
playing asimple, moumful phrese, after which the first and seond
violins join in. And asin any open since Wagnerthe orchedra has
the hdt of the drama, and the quintet's starkly beautiful music
participates, comes forward, recedes, canmerts ard remembers (the
opening ges a patial --and transfigured -- recg atthe end). Colony
isdl of a pecewith Glasss string quatet writing, epedally that of
No. 3 (‘BuczaK’) and No. 6 (‘Dracula"), with sanetimes sartling but
entirely gpposte hamonies, and nmoments where hamonics unison
scalesand @mntrary motion efectively convey tenderness terror, fear
and anbivalence The quintet accompanies and/or contrads with the
vocal writing which hasthe charader of a heghtened though §ll
convasational recitative, the only pat gpproaching a flat-out aria
being the visitor's final speech where herepotts the officer's deah by
the mechine.

Akadaitis addsto the surreal toneof the sory by including ator Jose

Gonzlez as Kafka, who'sdresel like a youngversion of the author

in a severe auit, white round<ollared shirt and tie, and who geaks

lines from his daries in a cutured Mittel Europa accert. Far from

being a mere literary conceét, he also sometimes takes pat in the

action, egpedaly in one paticulady stunning moment where he
assists the officer as he undiesses himsdf for his death, long ssh

unfurling. Akalaitis hasalso devised odd buteffective movements for

the cest and he blocking aedes vivid dage pictures. Shes
immensely aided by Rudy Wirlitzer's expert script which hasthe

fluidity of one for a film, and canily compresses and diamatizes

Kafkas original text, strengthening the visitor's role so that hedoesn't
seem so weak. Set desgner John Conkin's torture machine is

forebodingly veiled and luridly revealed by Ennifer Tipton'slighting,

and Susn Hilferty's peiod mstumesare handome and evocatve -

even the Metropolitan String Ensenble of Sedtle -- Tom Dziekonski
(violin 1), Carlos Flores (violin 2), Michael Lieberman (viola),

Virginia Dziekonki (cello) and Todd Gwers (bass) are degantly

dresseal, which may be a reference © the musicians who played for

offi cers in the death camps. Seven M. Levine and Matt Seidman

make strong mpressions as the soldier and te condemned man. In

the Penal Colony hasbee variously interpreted asan indictment of

capita punishment, a parable of scial responsbility and a study in

obsssion. Glass and his collaboraors wisely leave these quesions
open. Theater, after al, should challenge onés idess of society and
order. This produdion noves on © Chicago'sCout Thedre where it

will play from November 11 to Decenber 10.But | doubtthat seeing

it there will be hdf so involving & seeing it a ACT's non-

procenium Falls Thedre where everything can beseen a oncefrom

all argles.

Tricky Thomasat SF Synphony Opene

MARK AL BURGER

San Fandsco Symphony Gala. September 20, Davies Synphony
Hall, San Frarcisco, CA.

"Tricky devil!" she doued gledully betveen war whoops My
companion was applauding Michad Tilson Thonass group shg-
along of "The Star-Spangled Banneg" that opened the San Francism
Symphory's 20002001 sason & Davies Synphony Hil on
September 20. And ticky he was -- aking for a pianissimo in the
high md-section that many snges like to bek, and hoting the last
note for an inordinate and triumphant length of time.

Typical tricky Thomes: aways surprising, always entertaining.
Starting the program with Aaron Copbénd'sDanzn Cubanowas a bit
on the adventurousside, too, as it isnotexactly a banbumer. But the
work ceatainly is colorful and appeding enough,and was very well
received (although Istill missthe premiere of a newy-commissioned
work for the artain-raiser -- a tradition Thonas established duiing
his first three yeas of tenure here, which ha bee left to lapsein the
past two).

Also on the mildly adventurous sile was Mozat's Notturno in D
Major for Four Orchedras where Thomassent groupsof stingsand
homs to the four corners of the concet hal (well, not realy -- one
group wes on gage and the rest were appaently hidden in lobbies.
To paaphrase Harry Partch, this music did onething, butit did that
one thing vey well -- which was to provide various spatial echoic
effects of smilar music phdanging aboutthe mom There was little
(in this paformance at lead) interest in counterpoint among te
small orchegdras ard, after three fairly stadard-isste Mozart
movements, the point was made in pades Thank goodnes Chales
Ives, John Cae, Henry Brant, Edga Varés, and even Pink Floyd
have made beter casesfor spatial music.

The program conduded with a thoroughly engaging, visceral, even
blistering reading of Ravel's famousBdlero. Never have | head the
melodic outinesand the orchedrational brilliance with such clarity.
Michael Tilson Thomasand the Sax Francisco Synphony nade this
music soundas fresh and festive asthe evening derved.

Tricky devils.

No Sant to Remembea

MICHAEL MCDONAGH

Virgil Thomson's Four Sants in Three Acts performed by the
Mark Morris Dance Group. September 24, Zelerbad Hall,
University of California, Berkeley, CA.



Any well-composel piece -- even an operdic one -- should be
complete in and of itself. And dnce all forms, including camber
music, are in some sensethearical, you shouldn'thave © do nmuch to
make a piece come alive on he sage. Though nitially conceived as a
two-way collaboraion beween poa Gertrude Stein(187441947) and
compo<er Virgil Thomson(189641989) Four Saits in Three Acts
(192728) works fine when head asmusic and text. Costimes decor
and movement can of course make it seem an entirely different piece.
Thomson'sopea, which is oneof the most original ever written, has
aways had to live down its sensational 1934 pemiere which hal an
all-black cast and fanciful ses and mstumes by the reclusive New
York panter Florine Stettheimer. Other produdions have been
staged, including oneby the Opera Ensenble of New York, and
Robet Wilson's which was seen a Hougon grand Opera and at
Lincoln Center. Now we have Mark Morriss take on this elusve
masterpiece - in the compoer's cut version -- 50 minutesout of 90
minutes -- and I'm afraid take is the right word becaisehés re-cast
the opea in his own notvery interesting image. Like a bad movie
compo<er, Morris smply reproduces what's hgppening on he saeen,
or in this case, the ore. This approach worked in his TheHard Nut,
with its quik cuts and dissolves, butit doesn't work hee.

Sur, the pieces continuity soundsfracured and arupt, but Morris
hasn't the faintest ideaof how to glue it together so that it projeds as
a saiesof related events. Jumps, nevouswigglings, endless twirling
paterns (which look like John Adamss The Death of Klinghofer
left-over staging9 and pefundory pasdedeux by Michelle Yard (St
Teresg and bhn Heginbotham (St. Ignatius) failed to fit or add to the
musico-theatricd experience, and they cetainly didn't reved the
work a& hand. Relentlesdy busy, campy, and nonritudistic --
Morris staging ha no daraders, no enes and no ses of
inevitable forward motion. ThoughFour Sants is both nonilinea
and nonnarative, it does hang bgeher on its own unique terms.
Stein and Thonson were ndther jokes nor fraudsbut Morris seems to
think they're "just fun" and his bulesque of their intentionsis a gave
disserviceto both.

His piodudion team didn't heb either. Maira Kaman's pimary color

dropswere faux Matise, and it didn't make much senseto only use a
few -- thosesitting front center couldn'thave sea them, as they were

ranked behind te pros@nium. Elizabeth Kurtzman's Spanish peasant
costume designs looked like the badly daed onesyou se in

produdions of a war-hore. Still all the singers projeded joy and
expresivity, epedally soprano Jgne West as St Teresa |, alto

Jennifer Lane asSt Teresall, baritone William Shap & St Ignatus

and nmezzo Elspeth Franks and baitoneDavid Newman asCommere

and Conpere. Morris, however, had the unfortunae idea of pladng

them aovethe pit stage right, and in the pit. It was after dl his, and
despite all his acdaimed "musicality” he was obvioudy unwilling to

let his dances and shges share the sane stage. Glass and Susn

Marshall sdved this challenge in their Cocteau opera Les Enfants

Teribles by letting teir singes and dances interad which added

mearing as well asvisual beauty to the mix.

In an age where people crave dstraction as a netter of course
Morris's Four Sants might just bewhat the docor ordered. "Modem
dance" is sill pretty much an ailing patent and this produdion won't
resuscitate it. Four Sants looked like Oklahoma! but without Agnes
De Mille's bals. The Berkeley Synphony ad the American Bach
Sobists unde condudor Craig Snith, however, played and sng
supebly.

Same Old @me New

MARK AL BURGER

San Francism Synphony, conduded by Michael Tilson Thonas in
BadhianasBradleiras No. 4 by Heitor VillaLobos Maurice Ravel's
TZgane and Aaron Copbénd's Third Synphony  September 27,
Davies Synphony Hil, Sax Francisco, CA.

It was like the Synphony opee, only the audience was worse
dressal and better behaved. Here again was nrusic by Aaron Copand
and a ompose working in France evoking Hispanic traditions.

Once again Michad Tilson Thonas and te San Francis® Synphay
began with the unexpected in BachianasBrasieiras No. 4, by Heitor
VillaLobos. Butthis Brazlian expatiate has not only a French but
a German acent herein oneof his wondeful series of works which
combine the gpark and energy of his naive land with the refinement
and aaft of Igor Stravinky and bhan Sévadian Bad. After a
"Preludio” of glowing strings, Villa-Lobosratches up the color in a
"Coral" of sparkling wind and pecussion instruments. The beaity
and vibrancy of the "Aria" and "Danzd' |€ft listeners breahless and
appredative ofthis first San Francisoo Synphony peformance, long
overdue

19-year-old Saah Chag wes the feaured violinist Maurice Ravel's
sensuous and fiery TZagane This was an impressive realization,
where Chaxg mede up in rhythmic drive and @mmitted
interpretation for any initial intongiond questions. She stmped her
foot and caried on ke the wild gypy virtuoo Jely d'Arény, for
whomthis music was originally written in 1922.

Aaron Copbnd's massive, almost bloaed Third Synphonyfilled the
second hdf of the progran. The drean of the Great American
Symphory is very preent in this powerful work, from the expandve
"Molto modeat" into the gigantic "Allegro molto" scherzo seond
movement. But sometimes as another gred American would have
said (in the peasona of his picaresque helo Huck Finn), "Over-
reaching don'tpay." We hear the great prairielcowboy mmpose
from Brooklyn se up sveeping, noblke melodies; we are bowled ove
by amber waves of brass Is this sometimes amost too nmuch of a
good hing? Do not a few of the composels more sucdnct bdlet
scorescall up such pictures in amore peafect manna?

Copland's Third is a worthy symphony, with an intricate dow third
movement and agirring finde. But sometimes lessis more. The
condusion incorporaes one of Coplnd's most girring and smple
scaes, Fanfare for the Conmon Man, as a pont of departture. While
the reallt is exciting, exading, and full of craft (both in the senseof
brimming with technicd <ill and occaiondly dighly menadng),
one hasthe sense of a TV show beng bbwn up b moviesize
propottions Foreverything that is gained something is lost.

But there was noting lost in this commanding peformance which
rounde outanothervery sdisfying evening atthe symphony.



Recad Revews

Diaz-Enfante Double

DAVID CLEARY

Emesto DiazInfante. Solus. Pax.

Jeff Kaiser and Enedo DiazInfante. Pith Balls and hclined Planes.
Pfmentum.

Cursory listening © Solis a 45minute solo piano pece by Enesb
DiazInfante, could theoreticdly prove maddening. The work's 13
movements all concen themselves with amilarly textured materid:
pointill istic, frantic, atonal, nervous improvised-sounding filigree out
of which much lengthier pitches predpitate like sdt crystals from a
settling olution. In some ways, the piece suggess the notion of
Milton Babbitt reincanated as a jazz pianist. An ung/mpathetic
hearer might sa, “It all soundsthe sane.” But like Babbitt, there’s a
larger picturelurking bénind the thicket of buy passge-work—or, to
put it another way, oneneeds to listen hee with long+ange eas just
as oneneals to step badk when viewing aSeurat panting. When one
does, interesting ptch undepinningscan behead steeing each short
movement from start to finish. And the few movements that more
dsgnificantly vary the apprad (number VIII, for exanple,
interpolates lots of silences, while the eleverth piece in the set
weaves dower, more regular rhythmic figures into its musicd fabric)
really stand out in the colledion. Surprisingly, it all works rather
well, betterthan onemight anticipae.

Jdf Kaiser joins Diaz-Infarte for the CD Pith Balls and hclined
Planes, arelea® amply demongrating tat thes two musicians share
a mutual fascination with jittery, jazz-derived improvisaional
figures. The more varied scoring usd (trumpet, flugdhom, acousic
guitar, voices, and dectronics) makes this a preferable introdudion
for the casud listener. And hee, one encouners very colorful,
inventive writing for the instruments; DiazInfante in fact rarely plays
the guitar in traditiond fashion, rdying amost exclusively on
scraping and <rubbing the stings (obtaining few recognizable
pitches in the proces) as well aswiping and stiking the body ofthe
instrument. Kaiser's trumpet playing is equaly extended-techniques
friendly, as his solo selection Fearful of Contgion clearly confirms
via varied mute usaye and simultaneous sing-and-play effeds. Diaz
Infante’s SheSurmeptitioudy Introdued Colored Shits is especially
evocative. Here, the scrambling, nonpitched gutar materid,
scuttling in front of a porentoudy droning electronic baddrop,
suggests field mice agitatedly trying to take cover to avoid being
swallowed up by aornado looming in the distance.

Sound quity ard produdion values on thee to platers are
genegaly good. Pogram notes on he pieces and mmposer bios
would hase been nice to see, however; unfortunatly nether CD

contains them. The® are unusial, often intriguing listens -- recived
with tharks.

One fom OpusOne

DAVID CLEARY

OpusOne. Opus Qne.

The term "split decision" best characterizes ths CD. Of the four
compoers ontained heein, two produe works memorable enough
to merit arevisit while the remaining par regrettably do not

The best sdection on his relea® is Mary Jen Van Appledom’s
Rhapedy for Sob Violin and Qrchestra. Good features such as a
strong saseof drama, clea atticulation of form, and dfective fiddle
writing ae exhibited hee. Thisis also the most dissonant sdection of
the bund, containing ona undepinningsbutlargely concemed with
octatonic pitch colledionsand polytond congructs. It's aworthwhile
listen. Smrpius Rising by Hayg Boyaljian contains variousatributes
as well. While more triadic, demonstating hints of Sibelius
Shogakovich, Holst, and Mussrgsky, the vetrticals and progresions
employed ae not the usual funcional hamony fare. Like Sibelius
this is craggy, gritty suff, full of shard-like melodic figuresand raw
scoring dfects. This listener found he work had to sort outin terms
of longrange form, but appredated its unpedictable mannea of
speech—this orchestra composdtion never sdtles for the eay way
out

Other sdections pleasel less Michad Mauldin’s Desat Light for
chamber orchedra shows an obvious fascination with Stavinky’s
oeuvre; odinaf, bitonal idioms, and block-like, jogging figures are
found n aundance, but unfortunaely the rhythms in general tend to
be squae and rather predictable. And the work's smooth sheen,
reminiscent at times of soundtack fare such as Victory a Sea,
somehow leavesthis reviewer cold. John Dondd Robb & repreented
by two items, Scenes from a New Mexico Mountin Vilage (a suite
for chambe orchedra) and Elegy for Our War Dead (for string
orchegra, the seond novement of his SymphonyNo. 1). Both were
written during the 19405 and ae cast in the U.S. neoclassc idiom
then very much in vogue The ktter shows clea aaquantance with
Barber's Adagib for Srings while the former is atraveloguetype se
of charader pieces suggestive at times of Grofe, Coplnd, and film
music. Both are heartfelt, sincere, ably written works that somehow
lack that speda spark found h the finest examples of Amelicana
style.

Paformances, featuring te Polish Ralio National Synphmy
Orchestra led by David Oberg and Jbel Eric Sube, are olidly
capable. Violinist Chates Rex doesa handsome job with the solo
pat in the van Appledom. Sound quiity is good hee and piodudion
valuesare not bad.

Many Hued Hyla

DAVID CLEARY

Lee Hyla. Riff and Tansfguration. Tzadk.

Lee Hyla is a mmpose currently teating at the New England
Conrvatory of Music. This rdease primaiily showcases his recent
offerings br solo piano.



As in his other works, the compostionson this CD stike a peffed
bdance baween stucture and surface, intelled and gus, desgn and
drive. Mild echoes of music as vaied as Eric Dolphy’s jazz
improvisgions Aaron Copbnd's Piano Varations and Jery Lee
Lewis's "Whole Lotta Shakin' Goin' On" can be heard here, but
Hyla's pieces skil lfully transcend such influences toforge a facefully
compelling peronal syle. These compostions are astonishingly
primal in feel, sporting ome of the fiercest, most commanding music
this sde of Batdk's middlepeliod quatets, Varese's mature
enseamble pieces, and Stavinky's Rite of Sping. And like those
repertoire chegnuts, Hyla's works are gesturdly emnonic and
formally inventive. The brief album opener Third Party, for example,
utili zes two concise idess: a jagged snippet consisting of two major
thirds ad a running figure, and an atmospheic, oginab-laced
fragment basel on minor thirds and replete with stoppel noes. From
these, Hyla canstructs a tidt, terse ertity that unfolds in surprising,
yet logicd ways. Thework’s gparklingly lucid gructure feds organic,
appeating b evolve sponneoudy through anaura interplay of
materials, rather than being imposel from without

The individud movements of the title work peafecty combine fera
enemy, tight condruction, and a innae sense of line And the
pesistent use of'riffs' (defined by the mmpose asbeing memorable
recurring gesureg in each movement bemmes a unifying device,
giving the piece a grongly satisfying seseof oveall integrity. Basc
Training and Ammesia Variance demonstate that this compose is
equdly at home in lengthier formats. Hyla's sgnatre economnry of
means provesto be no imitation in these larger works, however.
Here, he coaxes a dazZing anount of variety from a few pithy besis
phases.

Soundqudity on this releas is excellert and produdion vdues are
fine. Performances, by the Calithumpian Ensemble and pianists Mia
Chung,Stephen Drury, and dudith Gordon, are extraordinary.

When pladng tis utterly terrific CD next to his sellar earlier
releases swch as We Spak Etruscan (New World 804912) and In
Double Light (Avant 015) can oneconsder Hyla to be he finest
concert-music compo®r bom dnce 1950? This reviewer
emphaicdly thinks so. If you ony buy ame newv-music CD this yea,
make it thisone.

Hypetblue

DAVID CLEARY

David Rakowski. Hyperblue. CRI.

David Rakowski is one of Ameilica’s finestt most acomplished
young compo®rs. In the bookkt notes for this CD, he mentions
having “spent and msspent a good potion of his youth playing
keyboads in a ock band axd rombonein community bands” This
listener beli eves Rakowski’ s time was excellertly enployed thisway;
while his nmusic exhibits same affinity with the Columbia/Princeton
ethos, it also poseses a clarity, directness sparkle, and vigor very
much its own. It is tempting © think that years of playing Soua
marches and Roling Stnes tnes helped leaven this compo®r's
rigorous training, ultimately putting Rakowski onto the peth that
resulted in the ungudy persond style exhibited hee.

East Coag influences ae nost dearly seen in his Three Songson
Poans of Louise Bogan The pamo accompanment here is
expressionistcally moody though nore textural than linea in
approad), suppoting a atonal yet atmospheic vocd line. The
effect of the first two songsis mysterioudy undestated, of the last,
plushly warm.

The three lage ersenble pieces o this release share certain
charaderistics. All employ unson opaings (either melodic or
rhythmic), scherzo-oriented material, and three-movement fag-slow-
fast layouts played withoutintervening paises Asis true of the best
compoeers, though, Ra&kowski inventively fleshes out his bast
blueprints with widdy vaied and engaying meterial of significant
originality . The title pece’'s outer movements are restless, intense,
and damatc, surroundng a degantly eanest contapuntl
midsection. The whole exhibits an almost Beethovenian sense of
demongrative energy. Attitude Problem while equally substartive, is
somewhat lighterin fed. Thework’s last moverrent tangibly takesits
scherzo label to heart; while still kinetically intense, it utilizes
silencesand sudden paameter shifts to ddightfully droll effec. And
the sow movement hee is expressive in a till and crystalline, not
resdute, way. Ses® e Vblenza employs its flute, strings, piano, and
percussion oring b sunning dfect. This is a colorful feas for the
eas, willowy and gorgeous. One canrevel in this piece sdely on a
sensudly sonic level--but to stop there would bea mistake, asthere is
much melodic and structurd beauty to enjoy hee aswell.

Scattered in betweenthese larger pieces, like lustrous wildflowers in
averdant field, are found nunerouspiano dudes. Most of these, such
as Martler, Corrente, and BAM!, are vibrant, goodnaured toccatas
of different kinds the mgjor exception is Les Arbres Enbues, a
warmly atmospheic work which suggests an updaing of Messiaen’s
dow piano compostions

Performances (feauring Ensemble 21, the pano trio Triple Helix,
soprano ludith Betting, and pinists Marilyn Nonken and Jmes
Goldsworthy) are uniformly excdlent. Sound qulity ard produdion
values are fine.

Simply put, this is a significart release by a mgjor composer,
thoroughly enjoyed and highly recommended. One’s money will not
bemispentin picking up a opy.

Newmark of the Green Angel

DAVID CLEARY

Mary Lou Newmark.. Green Angé. GreenAngel.

In some ways, one can charaderize Mary Lou Newmark & a
quintessential West-Coas composer Her music is clearly sound-
oriented, demonstates a liking for pop aad nonWestem idioms, and
exhibits a fasdnation with philosophicd concens, often refgiousor
otherwise metaphydcal But this is not mindles pabulum for the
Windhan Hill se -- theseworks iow an awareness of structure and
appaling level of enemgy and dive not often encounered in such
styles



Newmark's instument is the electric violin, and many of the
sdections on this release feature the anplified fiddle in a sdo
capadty. Prayer and Meditation is a soulful and hghly charged
diptych, combining clssic folk-inspired playing with internalized
reinterpretationsof religiousmusic ranging from Hebrew cantillation
to Medieva organum in an earthy, unique way. Thesepiecesunfold
in a freely rhapsodic, yet gppeding menne. Seven Saced Sbnes
shows that Newmark can handle miniatures equdly well; thes are
colorful, nicely wrought gams that are also grouped to deineate a
larger senseof ovadl bdance.And ale use of form surfacesin On
the Green, its three main parts respectively showing atradive takes
on fernary, vaiation, and rondo ©ngructs. The last movement
featuresa gutsy, raw sound &in to that of Imi Hendiix-style eledric
guitar, only one of the many dgriking timbres encounered heee.
Utilization of such effects astape delay, ring-modulated sonoiities,
and tick reverb provide furthervariety.

The othe pieces on this release combine either eledric violin or
speking voce with wha the program notes cdl "eectronic
soundgapes.” The latter combine samples or concreée soundswith
occasiond syntheszer-oriented nics Voices of Faith stitches
together an enjoyable crazy-quilt of religious ®ng sippets from
around he globe while Pek is a joyous bubbing, Souh Ses
inspred fantasa. And Comments from the Cosmos combines p,
jazz, African, and Caribbean influences usng voice interjections to
ground he mix in rondodike fashion.

Newmark performs well here, able to traverse delicate pessages
outgoing howy figuration, and everything in beween with aplomb.
Editing is fine and sound quéity is very good.Highly recommended.

PaulusFantayg

DAVID CLEARY

Stephen Paulus. A Chanber Fantasy. Innova

Your intrepd critic always listens toevery CD he receives for review
from start to finish. And in the case of the present release, he can say
he's particularly glad he did so. Sory to say, the first three of
Stephen Paulus compostions contained heein, Dramatic Sute
(1997) Courship Songs(1981) and Air on Serat (1992) did not
please All areintdligently puttogeher, aticulate formal concens
clearly, have their energeic moments, and show adroit handling of a
cononant hamonic languaye redolent of Debusy, Copknd, and
Stravinky. But other traits of this music prove nore problematic,
including dow unfolding, extremely heary reliance on osinao, a
strong endency towards sugay sentimentality, and sjuaeness of
phrase, rhythm, and melody.

Fortunately, the final selection, Partita Appasiona@ (1996) is
another skillet of stek altogeter. Pailus hee consitently infuses
the music with a level of intendty and dive heetofore only
encountered sporalicaly on this disc The dissonant hamonies usel
are suggesive of Bartok and nmenage to undecut any tendencies
toward mawkishness in the dow movements -- in fad, the fourth
movement, entitled "Tendely," effectively conjures up he ecstatic
feel of the finale from Mesdaen's Quartet for the End of Time
without soundig like a style clone. And the osinato pasages and
melodic figuresused exhibit sufficient quirks and wrinkles that the
listener is kept enjoyably off babnce. It's a piece eminently worthy
of this compo<er's surdy reputaton.
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Paformances valy a bit on his CD, with the strongest playing
coming from pianist Jill Dawe and celist MinaFisher. Violinist Troy
Gardner regretably struggles at times in the fast pasages of the
Partita. Producton valiesare fine.Sound quhty is okay, if a bit dry
in places. Unfortunatly, the track labding is wrong n the latter pat
of this rdease, which will likely cause confusion for listeners and
classicd radio hogs. The tradk timings are correct and arangel in
prope order, but the single-movement Air on Serat is track 11, not
16 -- thusthe Partita thus bgins one tad later than indicated.

Tapesty of the Americas

DAVID CLEARY

Tapestry: New Music fromthe Anericas Innova

As onemight expectfrom a disc beaing tis title, onefindsa broad
spedrum of works here, including nusic by compo<ers locaed
throughoutvarious counties of the Western Hemisphee. Quality-
wise it's a mixed rdease feauring afew clea standous.

Two entries, both by Latin American composes and representing te
extremes of connance and dissonanceon this CD, impressed most.
Preludio y Dana, a solo violin work by Mexico's Leonado
Velazquez, is unabashedly triadic and neclasdc (though nay a whiff
of Stavinkian influence is head heg). Its manner of speech is
forthright and gpeding, featuring ©me splendidly idiomatic violin
writing. And the pieceis brief yet subgantial, notatall afraid to leave
the listener hungy for more. Vida Futtiva, by Argentinean Pablo
Ortiz, dso bills itself in the progran notes as being “vagudy tonal”
though ay tondity present is heavily submerged in a dssonant
American Eag Coast ethos But this is good nusic to hear. dramatic,
vigorous and written in a showy and gylish manner for its trio of
violin, clarinet, and piano. And while its idea changein quicksilver
manne, the moodsexpres®d are nicdy pacel in genera and ae cat
in a largeroveral stucture

Sdections by omposes basel north of the boder fare somewhat
less well. The best is Five Pieces far Three Payers by America’s
YehudaYannay. This is an edectic, energeic entity, often but not
always built from ostinato patterns ard generaly exploring a
digtinctive middle ground béween tonal and nontonal idioms.
Movement four, featuring jagged unson tythms and an initia
reliance on octves suggests kinship to Mesgaen's Quartet for the
End of Time. The pieceis imaginative and often enjoyable, though &
times diffuse and resolutely odd n its gedures and unblding.
Yannay's other offering, LooseConnetions for violin, clarinet, and
contrabas, regrettably comes across as beng a bit too <atered,
lacking the largesscde organizaion of Ortiz’s work—though its
bodaious risk-taking merits favorable mention. The other piece
scaed for this particular trio, Diagporan Dancesby Matthew Nicholl
of the United States, tries to ovaride its commerciad music sound
world by utilizing unpredictable phrae lengths and jumpy daice
rhythms. Sadly, it never escgpes a cetain fed of commodity.
Canalian Patricia Repar's voice/clarinet/piano entry Color Prayer
regrettably did not plea®. It contains al the earmarks of pedestrian
1960's expetimental special effects works, including a preentious
polyglot text, inconsstent hamonic languaye, non<directiona
unfolding, and prescriptive employment of extended techniques.
Paformances are very good hee, with claiinetist Frankie J. Kelly
and violinist Adrian Justus deseving $edal mention from a worthy
clutch of players. Produdion is fine. Sound qulity varies noticeably;
stuffy, veiled sonics pavade the Ortiz and Repar, often rendeing te
soft pasagesin the latter sdection wan and indistinct.



Book Review

Sound Visons

MICHAEL MCDONAGH

Jon Butingame. Sound and \fion: 60 Years of Motion Piture
Soundtacks. Billb oard Books NY:2000;244pgs

One of the bigge$ problems clasicd composes face is geting
repeat peformances. Sue, you @n ge a commission, but once your
piece is premiered it often drops from sght, and even musicians as
celebrated as Pierre Boulez hae tis problem, which is why they
condud their own work.

Film composes don't have to worry about live performances. They
do, however, have to ded with phenomendly tight deallines,
unnmudgca directors and moneymen, and the fact that concert hdl
compoers don't take them sefoudy. How could anything as
fundiona assound narried to image begood?Well some of the best
and crtainly most accessble music in the last century has been
written spedficaly for film, and bn Butingame's new book b a
knowedgale and dfectionat guide to a sizable porton of that
repertory, which began aimost with the inception of sound when Bell
Laboratories poodued the 33 18 mpm discs for William Axt's music
to John Barymore's Don Juanin 1926.Pianists or thedre orchegras
had sometimes acompanied dlents but a synchronized score to a
talkie was a hugetechnological and poentially lucrative step. And
produers and record executivesboth then and nowwere never loath
to make money on teir produd.

Burlingame charts the ups and downs of the indudry --he focusses
amost entirely on he American one --and howthat hasaffecied the
art. One o the bggest threats tofilm composers was the rock and roll

invasion, and pop nusic, which now includes such genres and
subgerres as hip hop, indudrial, techno, and adéd jazz, hasn't
diminished that threat And it's a sad fact that composes today are in

a far worse position than ever -- even more impossible deadinesfor
pictureswith agronomical budgés -- so why would anyonewant to
be original? As the reveral film composer Alex North one sad -- "If

you're not daing in your att, then you're bankrupt" It's tempting to
think that rusicians o his ga --the Slver Age o film music -- did

more innovdive work and | think that's generlly true Art today is
pretty bland, and lots of it, including a good da of music, is pretty

geneic too.
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Stll there are fine younge composes working now and the author
discusses a lot of them, like Christophe Young p. 1957) whose
subte bluesinfleded sore to last years The Hurricaneis the only
reason O see this studio produd. Howard Shoe (b. 1947)and David
Shire (b. 1937) are dso doing interesting work -- the former's stark
scae to SEVEN(1995) increasda its atmosphere while the latter's
condse nusic to All the Presdent's Men (1976) was more like a
theatre smre -- parse, subtle, never intrusve. And arely oneof the
most gifted dramatic voices in the biz today is that of Eliot
Goldenthal whos knodout scores to Interview with the Vampire
(1994) and Michael Mann's masterpiece Heat (1995) added even
more amosphee and tendon. Buringame also includes the work of
French composer Philippe Sarde (1945) whose music is always
sophisticated and evocative. A seiousomission is any mention, let
alone dsausson, of Richard Robbins,whoseusudly dreamlike music
for director Janes Ivory makes his often daustrophobt dramas fed
lesssa

The author givesthe lion'sshare of his space, and rightly so, to the
inventors of the Hollywood gyle, like Alfred Newman (190041970 -
- who'soften underated; Max Steiner (188841971)-- who'soften the
reverse (Bette Davis sad "Max knew more about drama than any of
us'); Erich Wolfgang Korngold (189741957) -- a marvelous
craftsman; Miklos Rozsa (190741995) and te always dstinctive
Bernard Herrmann (191141975) More subfe though eudly
versatile figures like Hugo Fiedhofer (19021981)-- his de®rt batle
sequence in The Young Lons (1958) is quiely phenomena, and
Franz Waxman (190641967) and worlds to themselves like Dimitri
Tiomkin (18941979)dso gettheir due.

Burlingame also singlesoutthe eforts of film composes like ElImer
Bernstein (1922) and David Ra%in (19123, who'vegoneoutof their
way to see that film music is taken seioudy, taught and recorded.
Also mentionad are the eforts of snall labds like Varee Saebande
who hare recorded late and recent dassics epedally masterpieces
like North's 1968 2001, and bhn WIliamss complete Supeman
(1978) and Ciadel which relea®s old ones. Budingane dso
contributes a quite extensive bbliogrgphy of seaious bookson the
subject of film music. With works like this the art, if not the business,
can be seen in the full light of day as one worthy of reped, and an
honouible way to make aliving in a marketdriven world.



Calendar

November 1

College Music Socety AnnualMeeting. Toront, Canada. Through
November 5.

Chen Yi's Fiddle Sute. Lucerne, Switzerland. Repeated November
24, Japan.

Les Perussions de Strasboury in Xenkiss Persephass. Yerba
Buera Center for the Arts, San Frarcisco, CA.

NEC Synphmy Orchestra. Jordan Hall, New Engbnd Congvatory,
Bogon, MA.

November 2

The Nationd Synphony Qchestra presents the Washington D.C.
premiere performances o Benjamin Leess Congellations for
Orchegdra, conduted by T&ao Kanayama. Kennealy Center for the
Paforming Arts, Washington, DC. Through November 4.

The Arman Trio preserts Benjamin Leess Piano Tio No2 ("Sient
Voices'). St Michad's Episcopal Churd), Orlando, FL. Through
November 8, Weill Recital Hall, New York (NY). "Sient Voices. . .
was premiered at the United States Holocaust Memorial Museum in
Washington, DC on May 311998.. .. Leesother major Holocaus
work, SymphonyNo.4 (‘Memorial Candks') was commissioned and
premiered by the Dallas Symphony h 1985"[Internet release].

November 3

North American premiere of John Tarener's The Bridegroom, plus
P&t's Fratres, Britter's MissaBrevis, and Stravinky's Three Pieces
for Sting Quartet and Concetino for String Quartet. St Pail's
Greek Orthodox Chuch, Irvine, CA.

San Francism Synphonyin the music of Henze Davies Hall, San
Francisco, CA.

Accentus in Poubnc's Motets Sur Un Temps De Penitence and
Figure Humaine, and Dusgin'sGranumShapi. St Ignaius Church,
San Francism, CA.

November 4

CMS Conert, including Sag/ Garrop's Trio and Gorecki's Piano
Trio. Toronto, CA.

Jennifer Ashworth paforms Bartbers Nuvoletta.
College, 3500 Mountain Blvd, Oakland, CA.

Holy Names

Ellen Tadfe Zwilich's Millennium Fantasy for Piano and @chegra
peformed by the Battle Cresk Synphony Qchedra. Batle Creek,
MI.

The Conemporary Chanber Conposes and Phyers with condudor
Roupen Sh&arian preent threeworld pramieres: Synergies by Brad
Sheman, From Mixdown by Ben McAllister, and Namage by Saah
Bassngthwaighte. TheMoore The#re, Seattle, WA.
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November 6

Steve Reth, with Sarah Cahill, disaus®s his Wkitings on Music
1965200. David Tenenbaum and Gyan Riley perform Nagoy
Guitars. Hertz Hall, University of California, Berkeley, CA.

November 8

Berkeley Contermporary Chamber Players in Steve Reich's Nagoy
Guitars, Piano Phase Music for Pieces of Wood, Eledric
Coungrpoint, and Four Organs  Hertz Hall, University of
California, Berkeley, CA.

Pianist Jon S&kata. Williams Hall, New Engbnd Conswatory,
Bogon, MA.
November 9

San Fraxcism Synphony n Daviess CrossLane Fai. Davies Hall,
San Francism, CA.

Amanda Moody n he Seial Murderess, with music by Chrk
Supinowitz, and obos&t Mark Alburmger. Venue 9, San Francisco,
CA. Through Decenber4.

Cdlithunpian Con®rt. Williams Hall, New Englnd Congivatory,
Bogon, MA.

November 10

Hewlett-Packard Synphony h Andeson's Minnesta Swae,
Kimmd's Denali Seasons and Gellis's Duplex Oak Room Hewlitt-
Pakard, Cupetino, CA.

Lore of Moments, with Pauline Qiveros. Mills College, Oakland,
CA.

West Coas pramiere of Mike Rousé Failing Kanss Orange
Count Peforming Arts Center, CA.

Roundable Discussion: The Music of Gunther Sculler.  Williams
Hall, New England Consevatory, Bogon, MA.

Swarthmore College Wind Ensenble.
Swarthmore Coll ege, Swarthmore, PA.

Lang Concet Hall,

Seattle Chamber Players ard Frederic Rzewski in his Andane con
Moto, North Anerican Balads and Spos. Benaroya Hall, Seattle,
WA. "Since 1977 Rzerski hasbeen Professor of Conpostion atthe
Congrvatoire Royd de Musique in Liege, Belgium. He has dso
taughta the Yale School of Music, the University of Cindnnat, the
State University of New York a Buffdo, the California Institute of
the Arts, the University of California at San Diego, Mills Coll ege,
the Royd Con®vatory of the Hague the Hochschule der Kuenste in
Berlin, and the Hochschule fur Musk in Karlsruhe" [Internet
release].



November 11

Steve Reich amd Musiciars in Clapping Music, Eledric
Coungerpoint, Drunming (Part 1), Nagoy Marimbas and Sextet
Hertz Hall, University of California, Berkeley, CA.

Empyrean Ensenble. Jdia Morgan Theaer, Berkeley, CA.
Repeaed November 12, Wyat Pavilion, University of California,
Davis.

NACUSA Camcert, with the San Jose Choral Project. Daniel Leo
Simpson's Berceuse, Nancy Bloomer Deus®n's Two Songs
Hosanna and Flowe's by the Sea; Rosmary Byerss To a Catand
SheWalks in Beauty; Brian Holmess S Lullabies Jolly Jankin, and
Let Evering Come; Lori Griswold's Nod, Mark Alburgers Aeial
Requiem; and Owen Lee's Sancus. Art Center, Pao Alto, CA.

Microthon 2000 including Kyle Gann'sDo You Know o | An?,
Anton Rovneé's Jonny Spielt Auf Lou Harrison's Simfony in Free
Syle, Johnny Renhad's Urartu and Ultra, Philip Corner's Two
Timeless Tone-Sceres the pemieres o Harry Partch's Mendata
Night and The hcident at Drakés Bay (1953) and Ivan
Wyschnegradsky's Procession dela Via and Meditation. Quaker
Meeting House, New York, NY.

Orchestra 20001 h Gerad Levinson'sFor the Morning ofthe World,
Maurice Delages Four Hindu Poens, Lou Harrison's Concerto in
Skendro, and Biight Sheng's Two Poens from the Sung Onagdy.
Phiadelphia, PA. Repeded November 12, Swarthmore.

The Eoterics cdebrae the 100t birthday of Aaron Copénd. Queen
AnneChiigtian Churdt, Sedtle, WA. Repeaed November 12.

Sbckholm to Seattle: A Concet of New Electroacoudic Music.
Bredchemin Auditorium, Sedtle, WA.

November 12

Ellington Socety preseits a birthday tribute to Billy Stayhorn.
Building C355,Ft. Mason Center, San Francism, CA.

November 13

NEC Chanber Orchedra. Jordan Hall, New Englend Consgvatory,
Bogon, MA.

November 14

NEC Conemporaty Ensenble.
Congrvatory, Bosbn, MA.

Jordan Hall, New Enghlnd

ChenYi. Miam University, OH.

November 15

Rebeca Bogat in Griffess TheFountin ofthe Aqua Poah, Manna-

Zucca's Valse Brillante, Jlin's Sobkce, Coplbnd's Rod®, and
Gould'sBoogie-Woogie Etude Patti Deuter in Debussys La Plus que
Lente; and Molly Axtmann in herPreludes Sx-Three, and Six-Five.

Strings,Emeryville, CA.
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Ensemble 21 with pianist Marilyn Nonken and mezzo soprano Mary
Nessnger perform works of Jean Barragué Sonaé pour piano
(1952) Etude (1953) and Sé&uence (1955) Miller Thedre,
Columbia University, New York, NY. "The music of Jean Barraqué
(19281973) is voluptuous imposng, and beutiful. Ensenble 21
pianist and Artistic Director Marilyn Nonken begins the program
with the daunting Sonaé pour piano, a relentlesdy virtuosc work
lasting over40 minutes. . . . The seond haf of the mncet begins
with Etude Barragué's only work for eledronic tape While it is
condderably shorter than the compo<r's other pieces it reveak his
keen ear for timbral color and acute serse of formal balance.
Condudor Jeffrey Milarsky will | eadthe Ensemble 21 players in a
peformance of the sensual and daing Séquence with the ramarkable
young nezzosgorano Mary Nessnger. A setting of texts by
Nietzsche, Séquence is brilliartly scored for a masdve bettery of
percussion, piano, harp, celeste, and grings. Enemble 21 déivers a
rare evening of extraordinary works. JeanBarraqué sarg in the choir
at Notre Dame and stdied music theory with Jean Langlais. In 1948
he atended Olivier Messaen's classes at the Pars Consevatoire and
became deely influenced by the inteledual atmosphee and the
musicd inventivenes that Messiaen encouraged Perhaps nost
important, however, was Baragueés contad with seria techniques
that hewould utilizein the Sonah and refine and rénvent throughout
his career. After completing the Sonaé, he became involved with
Pierre Schadfer's eectronic sudio at Radio Fraace . . Barraqué's
output dowed considerably &fter his next two pieces, le temps
restitute (1957, reorchegrated in 1968) and ...au déa du hasrd
(1959) both be@use of pasonal problems and ceatve uncetainty.
"Art must evolve toward death, must be acieved through 'edles
unahievement” sad Baragué, acknowledging the difficulty of
continuing his work. Thetwo piecesthat were to follow, Chantapres
chant(1966)and a concerto for clarinet (1968) were Barragués last"
[Internet rel ease].

American Accent in John Harbison’s Fantasy Duo for violin and
piano, George Pete’s Monody No. 1 for solo flute, Judith Lang
Zaimont's Zones- Piano Tiio No. 2, Sofia Gubadulind s Klangedes
Waddes and Allegro Rustico, both for flute and pano and Ned
Rorem's Bright Music for flute, 2 violins, cdlo and piano. Merkin
Hall, New York, NY.

November 16

NEC Wind Ensenble. New England Congvatory, Boston, MA.

November 17

Rodng Lister's Mama Samberg's Cranbery Relish. Morning
Edition, NPR.

Choreographer Lily Cai's String Calligraphy;, with music by Gang
Situ peformed by the New Century Chanber Orchedra, the
Alexande String Quartet, and ehu plyer JieBing Che. Yerba
Buera Center for the Arts, San Frarcisco, CA.

Nothing, with Stephen Drury.
Congrvatory, Bosbn, MA.

Williams Hall, New England

Ellen Tadfe Zwilich's Millennium Fantasy for Piano and @chegra
peformed by the El Pao Synphony Qchestra. El Pao, TX.
Repeded November 18.



November 18

Bay Area Conposr's Symposum, featuring rmmusic of Nancy Bloomer
Deus®n. San Rafal, CA.

The Northweg Synphony Qchestra presents Northwest Conposers
Concert One. Luther Memorial Lutheran Church.
Novemnber 19

Marin Synphony in an dl Copbnd pogram. Sa Rdae, CA.
Repeaed November 21.

Night of 100 Quitars. Brart's Roswood and Crossng the Bridge --
Before You Come to It, Reich's Eledric Counerpoint and Nago/a
Guitars, JA. Lennon's Suite for Guitar, and Riey's Pie Dad.
Veteran'sMemoria Auditorium, Santa Cruz, CA.

Pianist Gabriel Chodos Jordan Hall, New England Congwatory,
Bogon, MA.

Glasss Double Conerto for Timpani and Qchestra paformed by
the American Synphony Qchestra. New York, NY.
November 20

Massachusetts Wind Ensenble.
Congrvatory, Bosbn, MA.

Jrdan Hall, New England
November 22

Gunther Schuller's 75t birthday.

San Francism Synphony n the music of Rautavaara. Davies Hall,
San Francism, CA.

November 24

Robert Weiss's Natalia: The Proposl, with Tisha Page, direded by
Harriet March Page. Dominican Colege, San Rdael, CA. Through
December 10.

November 26

Chen Yi's Momentum performed by the Hong Kong Shfonietta
Hong Kong.

SonosHandbdl Ensemble. First Congegationd Churd, Berkeley,
CA.
November 28

Composers, Irc in McLoskey's Wild Bells and Incés Like, Like Not
Green Room Veterans Building, Sax Francisa, CA.

Veronica Jochum paforms Schuller's Sonaa Fantda. Jadan Hall,
New England Congwatory, Boston, MA.

Fred Ho's Warrior Sisters. The Kitchen, New York, NY. Through
December 2.
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Novemnber 29

Michael Tilson Thonas conduds the Sa Francism Synphony n
Takemitsu's Ceemonial and Beg's Violin Concerto.  Davies
Symphory Hall, San Francism, CA. Through December 2.

Guitarist David Leisner. Jordan Hall, New Englnd Consgwatory,
Bogon, MA.

November 30

Nancy Karp + Dances in the premiere of KALASAM with music by
Paul Dresher. Cowell Theare, San Franciscg CA.

John Coigliano's Symphony No. 2 peaformed by the Bogon
Symphory. Bogon, MA.

NEC Honors Orchestra in Schulllers Seen Sudies on Thenes of
PaulKlee Jordan Hall, New Engbnd Consevatory, Bosbn, MA.



Chronicle

September 1

Laura Carmichael, in a progran including Cha Yi's Monologue
Hillsde Conerts, Bekeley, CA. Repeated September 8, Meridian
Galery. San Francisco, CA.

September 5

Equatons and Confgurations with Matt Ingals. 2L Grand,
Oakland, CA.

John CageTribute. Parish Hal, St. Mark's In-the-Bouwerie, New
York, NY.

September 7

Acaugica Internatonal SF 2000 Bill Fontana. Rdusalon, San
Francism, CA. Fediva through Setember 30.

September 9

Tan Dun'sWater Passon ater St Matthew. Stuttgart, Germary.

September 10

Ellington Sogety presnts a progran on Duke Ellington'sThe River.
Ft. Mason Center, San Francism, CA.

Caolyn Hawley performs Villaloboss Rudgoena. Saturday
Afternoon Club, Ukiah, CA.

Flutist Fenwick Smith. Jordan Hall, New England Consgwatory,
Bogon, MA.
September 11

Performance ard discussion with Philip Glass, including excerpts
from his SymphonyNo.5. Guggenheim Museum, New Y ork, NY'.

Friends and Enenies of Mode'n Music. Rorents End of Sunmer.
CAMI Hadll, New York, NY.

September 12

Conposr Spolight Lynete Westendoif. Ja& Staw Produdions
Sesttle, WA.

September 15

Diswveing the Future by Viewing the Pag: Remembering Se&fan
Wolpe and Eduad Seuermann. Williams Hall, New England

Congrvatory, Bosbn, MA.

Bargemusc presents Stavinky's Histoire du @ldat Fukon Fery
Landing, New York, NY. Repeaed September 16.

Kurt Weill Tribute, I: American W&ill. First Unitarian Churd, New
York, NY.

September 16

The Esoterics premieres Water's Sufer-creded Codatoos Giteck’s
Magic Words to Feel Better (Darius Milhaud in memoriam), and
Skirvin's Ddight Song and abko performs Termiss Autumn
Landsapes and Chobajan's Auumn. Chiist Episcopd Church,
Tacoma, WA. Through Setember 23, Pilgrim Congegatona
Church, Seattle.

September 17

Lou Harrison'sMassto St Anthony. St Bartholomew's Churd, New
York, NY.

September 18

Michael Carenbauefs Conceto for Zheng, Guitar, and Sting
Quartet. Artspree, Little Rock, AR.

New Music Connossur Awards honoing Cheyl Setzer, Jod
Sahs, Leighton Kerner, Otto Luening, and Laurie Hudicek, with
Jack Beeon and Sephen Peillo. Frederick Loewe Theger, New
York University, New York, NY.

September 20

San Fandsco Symphony Gala. Davies Synphony Hil, San
Francisco, CA. "[The] galawas more festive tranmost. . .. Thomas

.. was feeling hk oats to the point where not even the naional
anthem was sfe. Mouthing the instruction 'Watch me' to the
audience, Thomes proceeled to condud the bejesus out of this
inoffendve old tune spuring the snging paronsto extremesof loud
and oft and indulging in a bt of craggy-old-maestro shtick to raise a
laugh. . . . Coplbnd's jazzy Dandn Cubao led off . . . in a
peformance that made up in funky, looedimbed hedonism what it
lacked in rhythmic predsion. A more outandish conaction, albat
from a familiar source, was Mozat's Notturno in D for Four
Orchedras, K. 286 @69a) This featured one small ensemble on
stage underThomass babn, with three other groupsled by Aladar
Neale, Apo Hsu and Michad Morgan arrayed ouside open doos in
the lobby and in the upper bakony. The sdup was piacically
identicd to that of John Cae's Dance/4 Orchedras . .. . Ravel's
Boléro [was head] in a big, sreamlined and irresitible rendition"
[Joshua Kosmen, San Francisco Chronicle, 9/22/00].

September 21

Thomson'sFour Sants in Three Ads. Zellerbach Hall, University of
Cdifornia, Berkeley, CA. Through Setember 24. "[Jloy is the key
to this profoundl religious work" [Octavio Ro@, Sax Francism
Chronicle, 9/23/00].



Steve Reich and Musicians in Drumming (Part 1), Sexet, and Music
for 18 Musicians. Reich is presented with the William Schuman
Award. Miller Theare, Golumbia University, New York, NY.
"Thingsboth changeand do notchange. Tha is perhaps the central
lesson of Seve Rech's nmusic ... . [T]he music they were making [in
Drumming] was asyoung & ever. ... Two concets [were] given to
a paked and enthusastic audience for the nmost part younge than
Drumming. . .. [T]he joyful . . .Music for 18 Musicians [wasjoyfully
peformed]. . . . One can se and her how the vibraphoneplayer
chimes signak, like coursesof bdls from atower, to which the others
respond wth geaing up or dowm of harmony, or how musicians
move from oneinstrument to another to bring &out changesin the
texture Watched as well ashead, Music for 18 Musicians is a kind
of caemony, voiced in repeatng bits of tune, in harmonic
progressions, in sumptuoussonoiities, in time. A ceemony ejoins
submission © order, and Music for 18 Musicians looks and unds
like human clockwork. Butthisis notfrightening. When engaged in
with full heat, vigor and dertness by everyone, as here, the detailed
plan is nota @nfinement but a recipe for exubemnce. The wheels of
the clock go apund snoothly at their different rates: a few seconds
for ameasire an hourfor the giant cycle that is the entire work. And
the passage of time is not baneful but exhilarating” [Paul Griffiths,
TheNew York Times, 9/26/00].

September 22

Music of Milhaud, Debusy, Ravel, and diveros. Mills College
Oakland, CA.

San Francism Synphony, conduded by Michael Tilson Thonas in
Waxman's Carmen Fanfasy and Rarel's Bolero. Davies Synphay
Hall, San Francism, CA. Repeated September?23.

Pianist Jeffrey Biegel and the Cincinnat Symphony Qchegra under
the Music Diredion of Jesus Lope Cobospresent the world premiere
peformances of Ellen Taafe Zwilich's Millennium Fantasy for
Piano and Orchedra. Music Hall, Cincinnati, OH. Repeated
September 23. "The Millennium Fantasy for Piano and @chestra
grew out of discussionsin 1998 béween pianist Jefrey Biegel and
arts conaltant Jdfrey James regarding Mr. Biegel's intereg in
commissioning nev music. Then, in Januay 1999, Mr. Biegd,
having known and amired the music of Ellen Taafe Zwilich,
decided to contad the wmpose. . . . [The project team has. . .
bookel 27 orhestras acoss the US. -- from Maine's Bangor
Symphory to Cdifornids San Luis Obispo Synphony" [Internet
release].

September 23

Acudica Internatonal SF 2000 Intermedia Program  Sani's Water
Memaries, Riessler's Fever, Curran's Erat VerbumJohn (ded cated to
John Ca@e), and Caeés Roaratorio: An Irish Circus on Finnggans
Weake. Yerba Buena Center, San Francisco, CA

Acudica International SF 2000 TomMarioni and bhn Cayje Bee
Drinking Sonaa (with perussion) for 13 phbyers, and 4'33".
Hawthome Lane Bar, San Francisam, CA

Moore's The Ballad of BabyDoe. War Memorial Opera House, Sin
Francisco, CA.

Zoom Conpogrs Close Up. David Lang's Memory Pieces and
Psalms WithoutWords. Merkin Concert Hall, New York, NY.

New Juilliard Ensemble. Juilliard Theater, New York, NY.
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Steve Reich ard Musicians in Music for Pieces of Wood, Different
Trains and Music for 18 Musicians. Miller Theare, Golumbia
University, New York, NY.

September 24

Acaudica International SF 2000 Audio-Vision Program, including
Thomis Ear Circus Number One and the Henry/Ruttmann La Ville /
Die Sadt Metropolis Paris - Beldin Dolby Laboratories, San
Francisco, CA

Acudica International SF 2000 Saindsof All Kindsfrom DADA to
NOW, including the Tzara / Huelsenbed / Janko L'amiral cherche
unemaison a bue, Kandisky's Klange/ Soundsand Amirkhanian's
Son ofMetropolis San Fancisco. San Francism Art Ingtitute, San
Francism, CA

Cdlist Alexei Romanenko. Jordan Hall, New England Congvatory,
Bogon, MA.

September 25
104t anniversary of the birth of Robeto Gerhard.
94th anniversay of the birth of Dmitri Shosékovich. Russia.

Two Geneationsof the AvantGarde Wolff's Trio for Violin, Piano,
and Pecussion and Zomn's Music for Children and Le Momo. Jrdan
Hall, New England Consevatory, Bogon, MA.

Nashville Synphonyin Ives's SynmphonyNo. 2 and Mark O'Comer's
Doublke Violin Conerto, with the @mpose and Nadia Sakrno-
Sonnabeg. Canegie Hall, New York, NY. "Nadville has barely
registered on te radar of classicd music listeners. But since 1983
Kenneh Schemethom hasbeen buiding the Nashville Synphony
into a sdid, disdplined ensenble, ard when the archedra mede its
Canegie Hall debut [with this concert] it gave a paformance that
was nmostly a kno&out . . It played the lves. . . like the grand
Romentic symphony t actualy is, Ivess image as a revolutionary
notwithstanding. In the first movement, paticulady, there were
stretches that could aimost have bean Vaughan Williams. Tha said,
when lvesian papndy dd emerge, in the finade, Mr. Schemerhom and
his players ran with it, but without ovestating it. . . [In the
O'Conne] it was awhile before folk fiddling gare way to anything
even glancingly jazzy. A 30-minute work in three movements, it was
pleasant enough,and a crowd-pleaser It touched on blues figures in
its middle novement and big band jazz in its finale. The lrass
excdled hee . ... Mostly, though,the focus was on he extended
cadenzas, in which Mr. O'Connor and Ms. Sakrno-Sonnabeg
gamely traded virtuodc lines. Theformat was that of a jam sesson
in which sdoists seekto outdo each other. Exadly what that means
when both sdoists' lines ae tightly saipted is dfficult to say: this
was more of a staged fistfight than a true barroom brawl" [Allan
Kozinn, The New York Times, 9/28/00].

September 26

Flutist Paula Robison.
Bogon, MA.

Jordan Hall, New England Conswatory,



September 27

San Francism Synphony, conduded by Michael Tilson Thonas in
VillaLoboss Bachianas Basieras No.4 and Copland's Symphony

No. 3. Davies Synphony Hill, San Francisco, CA. Through
September 30.  "The four movement VillaLobos . . . [wag
magnificent . . . . Thestingsbroughtan unneving lushnessto the

opening novement, and Thonas conduded with plenty of rhythmic
flar throughout [Joshua Kosman, San Fraacism Chonicle,
9/29/00].

Anmerican Conposers Forum: Collaborations with Lisa Bielawa.
TheKitchen, New York, NY. Repeded September28.

Corigliano'sEtude Fantasy. Paul Hall, New York, NY.
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September 28
NewEar in George Crumb's Voice of the Whale. Kansas City, MO.

Conposr Portrait: Louis Andiiessen. Ensemble Sospeso in New
Math(s), Hout, and Le Voledu Bonhear. New York, NY.

Milton Babbitt's All Set Lincoln Center, New York, NY.

Julliard Orchedra. Julliard Theaer, New York, NY.

September 30

Rodkford Synphony Qchestra peforms Ellen Taaffe Zwilich's
Millennium Fantasyfor Piano and @chestra. Rockford, IL.



Writers

MARK ALBURGER be@an playing the oboe and mmposng in
association with Dorothy and Jmes Freeman, George Crumb, and
Richard Wernick. He studied with Karl Kohn @ Ponona College;
Joan Panetti and Gerald Levinson at Swarthmore College (BA.);
Jules Langet a Dominican Colege (M.A.); Roland Ja&son at
Claremont Graduate University (Ph.D.); and Tery Riley. Alburger
writesfor Commuter Times and is pubished by New Music. Heis
Editor-Publisher of 21STCENTURY MUSIC, and hasinterviewed
numerous composes, including Chales Amirkhanian, Henry Brant,
Earle Brown, Philip Glass, Lou Harrison, Alan Hovhaness Meredith
Monk, Pauline Oliveros, Steve Reich, and Fralerick Rzewski. An
ASCAP ompor, he recently completed an opea (Uncle Vanya)
and a oratorio (The Oredion).

DAVID CLEARY's musc has been played throughoutthe U.S. and
abroad, including peformances at Tanglewood and by Alea Il and
Dinosaur Annex. A member of Conpo<ers in Red Sreaker, he tes
won meny avards and giants, including the Harvey Gaul Conteg, an
Ella Lyman Cabot Trust Grant, and a MacDowell residence Heis a
staff critic for The New Music Connosseur and 21STCENTURY
MUSIC. His aticle on mmposihng areers is pubished by Gae
Research and he has contributed CD reviews to the latest All Music
Guide to Rock. His music appears on he Centaur and Vienna
Modan Masters labels, and his bio may be found n many Who's
Who books

LAURIE HUDICEK began her musica education at the age of five.
In 1988 $ie began sudying & the Peabody Peparatory School where
she was a student of Frances ChengKoors She completed the
schools certificate program in 1991. In 19%, Hudicek graduaed
with a Bachelor of Arts degree in music from St. Mary's College of
Maryland where e studied with Brian Ganz and focused on
twentieth-century repetoire with Eliza Garth. In 1998, she recived
he Master's of Music degree in Piano PRerformance from the
University of Maryland while studying with Bradford Gowen.
Hudicek has won avards from severa institutions including the
Maryland Stte Music Teacher's Association (1989, 1990) and the
Arts Alliance of St Mary's Colege (1994) She was aprize winner
in the Crare Festival of New Music National Solo Performers
Conpetition in April 1995, and participated in the first Annud
Ingtitute for Conemporay Music Performance Sunmmer Master
Sesdon in Buffalo, NY in the same year. Hudicek continues to study
with Gowen while in the Doctoral program at the University of
Maryland, where she has a teaching asistantship. Shefocuses on he
performance of contemporal piano nmusic and hes performed severd
masterpieces of this century including voumes | and Il of George
Crumb's Makrokosmos for solo piano and volume IV for piano four
hands Hudicek had been on he piano faculty of St Mary's College
of Maryland (199596) and is currently on the piano faculty of the
Levine School of Music in Washington, D. C.

JOHN RODNEY LSTER b a Boston-based music critic associated
with Harvard Univ ersity.
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MICHAEL MCDONAGH is a San Francisco-based poet and writer
on te arts who hasdonetwo poean/picture bookswith artist Gary
Bukovnk, Before | Forget (1991)and Once (1997) the former beng
in the colledions of the Musaum of Moden Art, The Belkeley Art
Museum, and the New York Publc Libray. He has ako pubished
poams in joumds including Mirage, and written two thedre pieces -
Toud and @, for three peformers, which was staged at Venue9 in
1998;and Sight Unseen, for sdo performer. His critical pieces have
appard in the San Francisco Chonicle, San Francism Review of
Books 3 Peny Review, Calfornia Piintmaker, Antiquesand Fine
Art, The Advocde, High Peformance and In Tune He writes for
The Bay Area Reporter and heads the Bay Areachapter of The Duke
Ellington Socety. He co-hosted nine ralio shows on KUSF with
Tony Cudtieri with whom he nowshares a classcal-music review
webdgte -- www.msu.edufuser/guatie3 -- which has adso bee
trarslated into Russian and appears in Intell ecual Forum.



