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A Complex Interview with James Clake

ANTON ROVNER

British composer James Clarke is assciated with the New
Conplexity movement.

ROVNER: Professor Clarke, you ae a composr of great merit and
your works are frequently paformed in Europe Asis known, you ae
a member of the trend in contemporay British music known asthe
New Conplexity movement, which gained a reutation duing the
last few decales Among hes @mmposes, Brian Ferneyhough & the
most well-known. Coudd you €ll us what conditutes the New
Conplexity movement? | am referring © your lecture presented at
the EuropeAsia Fedival in Kazan in April 2000.How is this trend of
new music acepted in Britain and Euppe?

CLARKE: | mentioned that the nusic of the mejority of British
compoers is often peformed in Grea Britan and sédom in
mainland Euope. Among these composes, | could name Pegr
Maxwell Daviesand Janmes MacMil lan. However, there dso exists a
smaller group ofcomposes, whosemusic is pefformed more often in
Europeand sédomin Grea Britain. Theseare for the most part, the
compoers who meke up the trend known & New Conplexity. It
includes Brian Ferneyhough, as well as James Dillon, Richad
Barret, and nyself. Most of the compo<ers in this group hae an
internationd but not a local reputation; their works are frequently
performed in Europe and elsewhere in the mgjor festivals by the most
prominent contemporay music ensembles. However, it is vely rarely
that their music can be heard in Britain. Occasiondly, maybe once
evetry few years, the BBC Synphony Ochestra will program
something by Feneyhough orby Dillon, justto pretend that they are
notbiased, butthis music is mostly ignored in Gred Britain.

ROVNER: Do al of these composer live in Britain?

CLARKE: Most of them live in Britain, except for Femeyhough,who
has taught for many yearsin the USA, first at the University of San
Diego in Caifornia, and now a Stanford University, and Barrett,
who livesin Germany.

ROVNER: Could you decribe the stylistic features of the New
Complexity? What ae sane of the main principles of this style and
how does yourmusic fit into it?

CLARKE: The New Complexity style, as its rame implies, ams to
enrich the musicd language in a maximal or inclusve manne,
leading o a very complex type of music -- complex both in the
immense technicd requirements made of the paformers, and in the
extreordinarily large amount of musical material and information
presented. The New Conplexity style pays gred atention o deail
and pedsion; the peformers are required to peform extremely
intricate, refined instrumental materia individudly and producethe
most complex polyphonic combinatons bgeher, al of which adds
up b creae a whole mecrocosnos of sound. A large anount of
information is pregnted within each short period o time, which is
certainly not the case in more simple music. The music could
sometimes e likered to a bg city, where an emormous number of
everts take place simultarecusly. It is like the human brain, with a
complex combination of different thoughs and readions hgppening.
Generally speaking, | think that it is a mistake to try to over-simplify
things. There ae rdatively few certainties in life ard there ae fewin
this music; there ae alvays quesions béng asked, for which it is not
aways easy to giveimmediate answers.

An extreme opposte trend 1 this one would be the new rdigious
compoers like Arvo Pat and the British composerJohn Taener,
who write vely smple music, and who have pehaps onequeston, to
which they fed they know the answer.

ROVNER: One could presume that such a complex type of music as
that o the New Complexity trend must be enormoudy difficult for
the performer to learn, by him- or hesdf and in ensemble. How
would you dacribe te rdationdhip of this music to the peformer
and the approach that a peformer must take towards learning this
extremely complex music, both in their own individud paits and in
the overall ensenble?

CLARKE: In this type of music, the individual pats for the
peformers, aswell asthe problems of coordinaion for the oveal

ensamble, are of course frequently extrenmely difficult technicdly,

requiring ax immenseanount of effort and will-power on the pat of
the rrusicians. The assumption of the composers o this trend is that
the technique of ead of the musicd instruments is capable of béng
continualy expanded and refined to a higherleve of development

Preenting difficult music for the peformer to lean encourages him
or he to meet new musical challenges but equdly the expettise and
virtuosty of the performers and teir enthusiesm in creating new
possibilities are a hugenspiration © us composers  write stll more

difficult music! It gives listeners new chalengesto meet in order
further to develop axd expand their sense of aural perception, and to
appredate and enjoy the most complex types of musical thinking.

This type of music is rot meart to be listered to casually assome sort
of light music, it is not "entetainment’ (which literdly means
samething to fill in time between other more important activities), but
it requires the listener to apply his or herintelled and to expand his
or herlistening Kills in orderto leam to hea a multitude ofmusicd

materials travelling by and developing quickly, and in the end stll to
perceive this as part of a unfied, coherent musical compostion.

ROVNER: Does the music of the New Compkxity presuppo® any
sdid structural basis in the vein of serial music, with definite pre-set
structural parameters, or is the musical material used much more
freely and developed atwill in amore freely texturd manner?

CLARKE: The nusic labeled New Complexity includes a mixture of
the intuitive ard the dructural, though t nomaly never beomes
purely intuitive nor purely structurd. It would bea misundestanding
to imagine that the style ignores the emotiond and intuitive agpeds
of music, and much of this music has extremely srong epressive
qualities. At the same time, it also utilizes sdid structural means
fundamentally, sometimes approading a dgreeof rigor similar to,
or indeed sametimes far greaer than that of serial, twelve-tone
music. Unlike srial music where the parameters are pre-set from
beginning © end, in this type of music the palameters areuaudly not
so rigidly onedimensional -- they could be frmly edablished in the
first few bas of a compostion onl to be drasticdly dtered and
modified asthe compostion piocedls, or they could be changed to
produe@ completely newly composed paameters, which might be
applied to the next or another section of the compostion. The
"intuitive" dement is often vay strong n this music, since the
paameters can be changed entiredly duing te course of the
composition. However, the intuitive elemert is not given free rein to
wander where it will: it is harnessed by the stuctural logic of the
development of the compostion, as well as by degsions dout the
paameters taken at the beginning of work onthe compostion.



This interconnetion of opposte, conflicting, adjacent or divergent
elemerts within the nmusic can also lead to new ard interesting large-
scale formal structures. It is this curious mixture ard interaction
betweenstrict gructure ard free irtuition, which gives the nmusic sich
an enriched soundworld and a vbrant, subtfle, complex and
dialedicdly charged musicd languaye having meny more
dimensions than a tadtional serial composition with all of its
parameters presd, or a freely written sonoiistic compostion, which
merely usessound-color as the bass of its musicd languaye

ROVNER: When did you beome associated with the New
Conplexity movement? When did you neet Feneyhough ad the
other composes connested with the trend?

CLARKE: When | was studying @mpostion in Britain, thereexisted
a gg baween the greater pat of the composes, who hal a more
modeate, traditiond "new music® style and who were not so
interested in the latest European avant-garde trends, ard those few of
us who were interested in more radicd, expeimental musicd
directions who were keen to explore the musicd trends of mainland
Europe Thoseof us who were the most internationaly outwvard-
looking mmposers were interested in the music of Finnisyy and
Ferneyhough,who & that time were making teir first appearance on
the musicd sene and whomwe peceived asimportant figures Ther
musical outook waes internationd and different from that of the
mainstream of British music. | met Finnisyy when | was sixteen and
gill a stool student, thanks to a friendsip with a vey fine
compo<r, Nigel Osbome;| met Femneyhough vihen | wasin my early
20's and stidying in Finland. (Note tat | did not meet him in
England!) Femeyhough wes and is a quite remarkable man,
extremely intelligent ard perceptive. | have learnt much from
meetingswith him, and his musicd style was certainly an influence
on nme. He immediately taught me that everything, the brain, life
itself, is a complex mixture of simuli, impresionsand ideas. Later
on, | met Janes Dillon and Richard Barrett in the ealy 1980's They
are more or lessmy contemporaies (we were all bom in the 1950'$
and | grestly admire their work. | condud¢ed the pemiere of one of
Dillon's works at that time.

ROVNER: As in the case with each composr who béongsto a
paticular trend, your own music doesnot merely reflect the oveal
aesthetics of atrend mmmon o several different composers, butyour
music aso has distinct, individual feaures different from the music
of your colleagues How is your music similar to and dfferent from
the other composes of the New Conplexity movement?

CLARKE: Sometimes | think that my music is not as complex as that
of some of the other composes of this trend. It hasroofs in some
other musical trends aswell asin the New Complexity movement - as
does the other composes music, of course Ferneyhough'smusic is
the esence and te epitome of the New Conplexity movement.
Dillon's music is complex, but with some influence of the French
composers. Barrett's music is complex with improvisgiond aspects.
My music is sametimes complex ard sametimes very clear. It
particularly owes this quality to the influence d German composers
such as Hans-Joacim Hespos, Matthias Spalinge and Dieter
Sdcnebd, amongg otherinfluences.

ROVNER: As a frequent participant of the Darmstadt Ferierkurse,
you mnust have strong nusicd and allturd ties to Germany and to
German musicians. What is your relationship to the contemporay
German compose&s? Does your music show the influence of
contermporary German trends?

CLARKE: Though lhave never studied or lived in Germany, | have a
strong afinity with some contemporary German composers. | would
say that my music, aswell as having some of its roots in the New
Conplexity movement, is dso srongly connested with some of the
contemporay German musicd ideas. Sone of the composes whom|
admire most are the German composers just mentioned, as well as
Lachermann ard the Swviss composers Klaus Huber, Heinz Holliger,
and CGerhard Zinsgag. | gredly admire their work. Amongstthe most

important composes for me | would aso list Luigi Nono, Karlheinz
Stockhausen and lannis Xen&is, as well asWagner, Schoenbeg and
Brahms.

ROVNER: It would be interesting for our readers to find out how you
begen your musicd training. Where did you $udy @mpostion in
youryout?

CLARKE: | darted dudying cmpostion ettirely by myself with
nothing much more than delision from my school teachers, butthen |
was vely lucky to meet Nigel Osbome who was very hebful in
encourging me and vey informatve. | studied a universities in
Britain and then at the University of Tampere in Finland with the
compo®er Usko Merildinen. After that, | edablished contads with
European musicians and omposes, and atended festivals in
mainland Euppe.

ROVNER: Lately, | have met you & a numbe of festivals which we
have both attended, prior to this visit of yours to Moscow. Have you
attended many contemporay music fedivals and esents in Russa
and ome of the oherformer Soviet republics?

CLARKE: During the last few yeas | have bee invited to a number
of festivals in Russ$a, Ukraine, and Moldova. Among hese were the
Two Days and Two Nights Festival in Odessa, the EuropeAsia
Festival in Kazan, and wo festivals in Chisinau, Moldova One of
the festivals which | atended in Moldovawas the ISCM Wa'ld Music
Days Festival, when it was held in Romania and Moldovain 1999.1n
this festival my compostion Delirium for six instruments wes
peformed. Six monthslater, | was invited to the Days of New Music
Festival in Moldova in which an orchedral work, Pascal, pensée
206, and another enseamble work, Delmenhorst, were peformed. |
have aso been invited three times to Azerbaijan -- the first time in
November, 1999, to a festival of British Arts, Science and Culure,
and the second and third times this year, when | was appointed
Professor at the Baku Music Academy. | plan to travel two or three
times a yar to Baku for a nonth or so each time to teach there. |
have been to Mosmw once before (apat from a visit in 1974)-- in
April 2000,when | was en route © the Kazan fedival. | lectured at
the Theemin Centre and the Conpors Union. During my present
visit (in Novenber 2001) | have lecured at the Consevatory and te
Arditti Quartet, together with Catherine Milliken, have performed my
Oboe Quintet. They also performed the sane work in Ekaerinburg,
from where | have just returned, and where | lectured at the
Ekaerinburg Consevatory.

ROVNER: | attended the concert by the Arditti Quartet and
Cabherine Milliken on November 7, 2001, where there was the fine
peformance of your Oboe Quintet in the Small Hall of the
Congrvatory. During the same concert they also pefformed works by
Edison Denisov, Gyorgy Kurtég, Brian Ferneyhough, Janes Dillon
and lannis Xenakis. You hare worked with the Arditti Quartet before.

CLARKE: Yes, | have been acquainted with the Arditti Quartet for
many years. My Oboe Quintet was written for them in 1992,
commissionad by he Darmstadt Internatonale Feienkurse.



ROVNER: And in 1992 t won the Kranichgeiner Muskpreis
awarded by Darmstedt. You have many peformances of your music
in many counties in Europe. Could you sy something @out your
peformances and in what counties they take place?

CLARKE: My music has been peformed in many Euopen
counties and throughoutthe world -- probaly the most frequently in

Germany but adso in the Nordic counties France and the
Netherlands. Thee have been paformancesand bioadcags in Japan,
Korea, the United States and Argentina. | have often taken pat in the
Darmstadt Ferienkurse, as vwel as tte ISCM Wald Music Days
Festival, a which | have been lucky enough b have music peformed
many times in the various counties in which it takes place In the
past | frequently attended the Gaudeamus Festival in Amsterdam.



Concert Revews

Arch Mehitabd

DAVID CLEARY

New Englnd Congwaory Honors Orchedra in Sdcwartz's
Mehitabel's Sermade October 3, Jardan Hall, Boston, MA.

Elliott Schwartz's Mehitabel s Seenade(2000)is a welcome addition
to the modest-sized canon of concerti for alto saophone and
orchestra. The sdo part is a fine test  its dayers mettle: figures
that below, croon, and chatter nevously are found hee, and Pecid
effects sich aschanges in spetia orientation vis-a-vis the ersemble
and phbying into an open piano lid are required. Orchestration is
highly colorful and vared, containing a broad ganut of timbres tat
range from ealy 20th-century opulence to mid-century agringency;
surprisingly, it soundsall of one péce, not scattered. Though srid
techniques occur, the hamonic languaye condstently puts forth a
groundel <alar fee. And despite projeding an episodic sense of
self, the piece flows well. Kenneh Radnofky gave the solo pat
excdlently. Direded by Richard Hoenich, the New Enghand
Congrvatory HonorsOrchestra lent solid suppot.

Malcolm Peyton's Place

DAVID CLEARY

New Engbnd Conswvatry Wind Engmble. October 18, Jordan
Hall, Boston, MA.

The most recent concet by the New Englend Consgwvatory Wind
Ensenble primarily featured music that expressed itsdf in a highly
chamed, often pesonalway. While notall thesesdectionsultimately
proved successul, none féled for lack of reach or ambition

Two Fanases for Winds, Brass, and Pecussion by Malcolm Pe/ton
is perhaps this composrs most Expressionist utterance Its densely
active yet never turgid textures weighty yet never depressive moods
unonventiond yet clea formats, and dsnant yet sale-oriented
sound world & times suggest Alban Beg's Three Feces for
Orchedra Op. 6 and similar fare. This is no gyle study, however;
Peyton’s manner of gpeech compels without paroting aayone And
whetherthe fed is outgoing orinward, the music poseses an innate
rhythmic erergy that engages. The tripartite Symphony in B-flat
simultaneaudy illustrates the best and worst featues of Paul
Hindemith’s oeuvre. Here the smring berays both a Schumannegjue
dendty that grows wearisome ove time and a block-like mode of
expression tat cries out for a soupmn of suppleness. But no onecan
fault the piece's leamed craftines and sncerity of intention—and as
these works go, onecan certainly find fodgier. In bdance it's oneof
his better large-ersembl e li sters.

Peausing the four movement titles ("Annongation" and "Evangile”
for two) of Henri Tomasi's mid-century bras and percisson coir
entry Fanfares Liturgiques might lead the listener to expect a
cataclysmic opus that realls thoe of Mesdaen. But the facile
gestural universe employed, combined with a hamonic languaye
redolent of Dukas, Ravel, and Holst’s Planes, inadvetently conjures
up visions of Wookies and Ewoks instead of apocalyptic reigious
images when heard today. Sadly, the piece lacks weight and
sufficient pesondity to convey a compelling ®nse of séf. If one
truly wants the Armageddon Istening expetience look no firther
than the pacusson setet Persephassa by lannis Xenakis. This is
music to end the world by: fierce, loud, and exciting, as viseral asan
atomic explosion. It usesboth conventional and eotic percusson
tellingly, relying primarily on lonization-influenced drums but aso
finding oom for wood phbnks, prayer sones, small metal tubes, and
even vaudevillestyle siren whistles (hunmor has its place in
Armageddon,appaently). And the work’s gripping menne of speech
and unusid senseof structureplessegrealy. Wondeful stuff indeed.

Paformances were generally excdlent. Charles Petz's conduding
not only proved dean and heépful for ensemble coordinaion butdso
contained a sendtive ear for color and voicing aswell as careful
awareness of phrasng and large ardhitecture. Spe¢a kudosgo D
student percussionists William Klymus Jefrey Means, Eliseo Raé,
Timur Rubhnshteyn, David Victor, and Biian Vogd, whosestunning
rendition of Persephasa took noprisoness whatsoever. And tanks
are to be expressed for Petz's progranming, which demonstated
that camposer egtism can resut in distinctive, sonetimes
fascinating listening.

Conposels Place

DAVID CLEARY

The GComposer's Series  Octobe 23, Jordan Hall, New Enghlnd
Congrvatory, Bosbn, MA. October

This concet could have easily been subtitled “what the New England
Congrvatory compostion faculty’s been up © lately.” All but one
piece presented this evening was written during 2001,and dl save
one were producs of current or re@ntly retired tonemeisters from
this illustrious music college. The ewert proved a sdid showcase for
their efforts.



Extensons (2000) for solo piano is aguably Robet Cedy’s finest
single-instrument foray. This colorful bravura esa contains
felicitoudy idiomatic keyboad writing tat makes the instument
sound geat and outinesa babnced yet unmnventional format that
bristles with hunor and drana. And the hamonic world here, while
groundel in a rock-ribbed Ea$ Coas ethos, is softened sufficiently
from avatars o the genre to demonstrate a canfidert serse o self.
Appaitions for flute, piano, and tape night nothave worked had any
compo®er besdes John Heiss attempted it. Here, style shifts that
range fom quasi-tond ealy 20th-century leanings to spiky mid-
century idioms to jazzy uppertertian onoiities al rea their heads
But Heiss harnesses this seemingly incongmuous mix in suppot of
both athoughful (if much varied) overall mood and aflute line that
invariably proves felicitousand supple. And dructural thinking pa/s
off here as well: two of the ten interconnedted sedions of the work
are badked by evocive prerecorded materias (composel by bhn'’s
son Flnk Heiss) and tempordly placed in such a way that they
anchor the overdl architecture much like the upright suppots of a
suspension bridge Malcolm Peyton’s masterful Sting Quartet No. 2
excdlently combines gestures oozing with a strong €nse of profile
with a remarkably sophisticated multi-level feel for form. One cean
experience this work as a seies of sewen sibstantia character pieces
a sa of variatons (eahy movement contains audible seels of the
“Prelude”), or a rondo (certain selecions such as the “Intermezzo”
and “Soliloquies” show more obvious kinship to the opening
movement than their neighbos). Peton’s hamonic languae
expertly takes scalar material from the relatively dissaant to the
nealy triadic without sounding inconsstent—and owes little to
Bartok or anyone dse who hasever tried such a trick. Many
compo®ers hare dravn inspiration from Sh&espeare’s Midsummer
Night's Dream, and Michad Gandoffi is the most recent in this long
ling; his Themes from a Midsummer Night for thirteen players is a
friendly, charming incidental music s¢. Much of its frankly triadic
material is tune driven, though he melodies are frequently plucked
from the surrounding intricate, often pdtern-based, accompaniment
like verdart limes being harveded from amid greenleawes These
aaccompanmerts reachtheir apotheosis in the penultimate novement,
“Time Dream,” which fetchingly fragments and ovelays a large
clutch of proces-type sippes in countesspermutatons Mark Kuss,
the only nonConswatry composr head tonight contibuted a
heartfdt, atractively pennad Elegy for Sting Quartet and Reorded
Sound Frequent showcase gppeaances of what appears to be a
traditiond blad spiritual tune prove a bit of a doubk edged sword,
though; while lending a welcome rondo Ike undepinning © the
work’s otherwise loosly sonata deiived format, they bemme a bit
wearying after a while. But the piece’s sinceity is undeiable, and
Kuss's handling of its predomnately triadic sonics shows good
variety. And the aforementioned melody is surroundel by neterial
that seems a néural outgrowth of the tunés gesturd world.

Performances were excdlert. The Qompi Quartet gave the Kuss and
Peyton glendidly, sporting fine ensemble interplay and a bne quéty
that was all of one piece regardless of mood or manner of bowing.
Shen Wen exeauted Cedy’'s challenging ke/boad opus with
deceptive technicd ea® and a powerful yet sendtive sound.Badked
tastefully by Eieen Hutchins on peno, flautist Vanesa Mulvey
producd sinuousyet subgantial timbres and denmonstated atentive
melodic shaping in Appaitions. And Biian Vogd’s conduding ofthe
Gandoffi resulted in a produd that was sweetly saulpted.

Boston Moden

DAVID CLEARY.

Bogon Synphory Orchestrain Dutilleux's The Shadowf Time and
Takemitsu's Dreams/Window October 25, Symphony Hill, Bogon.
Through Getobe 27.

Toru Takemitsu's Dreams/Window (1985) is an amospheic,

colorful, gorgeous single-movement delght that suggests an updading

of Debusy’s oeuvre And it does o in many ways other than

indulging in sumptuous undestated orchedral textures. One aso

hears rhythmic gestures that are washy yet sinuous melodic ideas
that cham without beng dhletic, and a structure that is loose yet

nicely bdanced. The hamonic languaye while not triadic, has a
certain vaguetonal focus ale to deinede progressionsthat unfold in

the gentle manner of the grea French Impressionist master. Only the
unusud orchegra layout would gppear srikingly foreign o turn-of-

the-century Parisians. here, onefinds he strings searaed atially

into two equaly babnced top-to-bottom choirs that flank eah haf of
the stage, as well as a snall Baroquestyle concetino of flute,

clarinet, and sting quatet drawn from the orchegras main body.But
even here, restraint is the ader of the day; there ae ro drantic

string sereo effects or starkly drawn lo-ensenble gjuabbles The
contrasts ae invaiably subte. It's a fine peceto hea.

The Shadowsf Time (199597), by Henri Dutilleux, is a chalenging
listen in the good saseof the word. The ovaall mood ofthis five-
movement entry is uneasy and enigmatic, exploring an intriguing
middle gound béween the forced opimism of the finale to Mahler’s
Seventh Synphonyand the bleak pessmism of the last movenent to
Tchakovsky’'s “Path&iqueé’ Symphony For exanple, the sherzo-
like second movement "Ariel maléfique;’ while fastand full of notes,
is nervous aimost to the pont of beng eeie. And the interlude
following movenent three puts forth energetic forcefulness without
indulging in etther histrionics or hepism. Forms hee do notprojed
any sort of tidy darity -- a factthat somehow sevesto bolster the
piece’s anxiousess rather than provide a soure of listening
irritation. Disquieting it all is, and worth judging for onesdf.

The Bogon Synphory Orchestra, direded with intelligence and
sengtivity by Ozawa, gave both works excelently on Saturday.
Speeia notice should go outnot only to the Takemitsu lo sextet
(flutist Elizabeth Ostling, clarinetist Bill Hudgins, violinists Malcolm
Lowe ard Haldan Martinson, violist Steven Ansdl, cellist Martha
Baboodk) but dso to the contrabas section and impanist Eveaett
Firth for paticulaly notble playing in exposd pasages Theunison
solo singing in the Dutilleux by he young bursome of Max
Greenfield, Melina Harris;, Medody Martin, and Eza Polad
contained an able mix of innocerce and mwnaem.



New Galley Concet

DAVID CLEARY

New Galery. Octobe 25, Community Music Center, Boston, MA.

It can begreat fun © critiquethe younge, leser known peformers
and seies that presernt new music. The New Gall ery Concert Series is
one such venture, and their most recent event contained much worth
hearing.

Awidane® Tacics #1 (2001) by Cutis K. Hughes had been
encountered in its pianofpercusson duo vesion afew months prior.
Hearing it again, this time in a more pradical piano-and-tape
incarnaton, confirmed ealier impresions of it being a first-rate
sdection. The pgece's excellent ear for form (an imagnative take on
the ideaof small rondo) and risky yet succesSul notion of sectiona
bdance have bee noted previoudy, but an audible kinship beween
materials employed within the two primary contrasting ideas
imparted a second keve of listening pleasure. And no onecan miss
the exhilarating intensity of gesture or gripping ikiness of hamony
displayed. While preferring the live interaction inheent in the all-
acoustc soring, this listener has no qubbles with the vaiant
presented this evening. Pianist (and @ncet seies director) Sarah
Bob's top-light peformance was an ided combination of dl-stops-
out aéandon ad sure-footed technicd control, though he playbadk
assistant had the tape cranked upawfully loud, at timesto the point of
distortion. Violinist Biliana Voutchkovajoined Bob in giving an able
rendition of Arvo Péat's Fratres (1980) that contained wurprisingly
little d the resave one often assciates with this composer—and
resultantly made one heathis piece with fresh eas. Pat’s classcally
unadomed useof vaiation procedure demands music that is both
spotessand evocative, and it's a pleasure to report that he stffs this
structure with perfectly turned sonic jewels. Like all this composer's
best output, it'swondeful to experience.

The sglendid duo Qld Appdite (Ha-Yang Kim, cello ard Nathan
Davis, percusson) illustrates the axiom “good things are worth
waiting for.” And good hey were, displaying caeful chamber music
interaction, a well-tuned ea for ersemble balance, ard tecmical
dexterity to bum. The more successful of the two works they gave
was Ken Ueno’s Conternrplation on Little Big Muff (2000) agritty yet
stylish esay obsessel with a frozen mid-range &llo pitch and
embelishments thereof. It managesto offset its dightly looseoveal
architedura sensbility with an gppeaingly doggel sense of
determination ad laserbean vehemence of gesure that ultimately
wins the day. Fodder (2001) by Dennis DeSantis nicdy cobbles
togeher a clutch of itchy poplike fragments in repetitive if not
exadly processlike fashion, judiciously introducihng tese snippes
and then incorpording them into older material. Unfortunatly, the
piece smply sopsrather than reading a convincing conclusion.

What al the abovehad in common with Todd Amond’s five vocd-
piano slections unédased pop ®ngsin agyle that for the most pat
combines elements of Tin Pan Alley and folksy singersongwriter,
was anyones guess. While their melodic material provesserviceable
enough,it'sthe lyricsthat supply the lion’s share ofthe intereg, often
containing dever riffs and wists on expeded prosody and aChiistine
Lavin like saudness. The best was Why Don’t You Cone Over
(2001) aclever musical-in-miniature with pater-song voal delvery
and boogé-basel keyboad figuresthat presents an insecure woman’s
attempt to coax he objed of desre ove for a holiday tryst. Singer
Panela Bob @me forth with a pleasaat medium weight pop vote
and efective stage preence. Almond’s piano ba&ing was cgpable
and hi light pop enor vocas were okay. The aidience devoured it
all like hungy kittens at a bow of cream.

Jenufa ll

MICHAEL MCDONAGH

San Francisco Opera preserts JanaceKs Jenufa. November 19, War
Memorial Opera House, San Francism, CA. Through December 9.
Reviewed Decenmber 9.

Subject matter in music theaer doesnt have to be pretty. Leos
Janacek's third opea Jenufa (18944904) his first to enter the
repertory, has subjed matter which is gill prety outé. A young
woman fdlsin lovewith a man, gets pregnant by him, is abandoned,
and beas his child. Her stepmother, in her desre to protect her
daugher, and feaiing the life her daughers dild might have
commits a pecaved mercy killing b save both.

Jenufa is kitchen-ank melodrana, and anorthem veisnmo piecealla
Cawlleria Rugicana(1890) replete with the sane kindsof jeaous
and bbod fuds. Jandcek's music is entirely, uniqudy his, and
written on hs own terms. His score tekes and then transforms the
gypg/-inflected folk music of his naive Moravia (Falla was doing the
same thing with his Spanish and gypy zarzudas). And his non-
traditiond but pafectly appropriate orchegration, which is nowher
thick, succeeds. Though be writing for strings isn't lush, it's
completely expresive when neessary, and Janacek's percussve,
clear scoring works wondes. It was a py to have Czeb condudcor
Jiri Koutin the pt, who, though &ss famousthan Jandcek specidist-
edtor Chardes Mackeras, is a nore enotionaly predse and
instinctively-motivated condudor.

It certainly helped that the ertire cast seened inspired by Francesca
Zambello's intélligert, coherertly dramatic direction. No one made a
gesture that wasn't clearly motivated by txt and music, and 4l
actions ontributed to a solidly thoughtout whole. Thedramain Act
| was played on Allison Chity's amost periloudy raked stage, which
recaled the stylized yet naurdistic staging Njinka gave
Stravinky's Les Noces (191448). The subsequent two ads played
out in a bg room of Jenufds house which was lit by acedesgner
Jennifer Tipton in powerfully suggestive pgychological terms.

Soprano Peatricia Racette's heroine fit perfedly into this scheme, and
she was appropriately radiant, and tusing of the two men <he's
caught beween - the saluceand+un Seva (tenor Jay Hunter
Morris), and the devoted yet impulsive Laca (lyric-dramatic tenor
Richard Berkeley Steele, here in a pefectly convindng rug), while
legendary mezzo Helga Dernesh provided slid and lidly
sustained low tones in herrole asGrandnother Buryjovka. Eveayone
else wes perfedly cast, and each delivered far more than credble
realizations of their pats -- from the piece-of-work mayor's wife in a
gaish pumple dress and a bg hat(everyone else is defiantly matter-
of-fad, nea monodrome), sung by nezzo Victoria Livengood;to
the foreman atthe mill, played by 2001 Aller fellow baitone Phiip
Horst.

The dnging actress who mede the bigges impresion was British
soprano  Kathryn Harries, in he company deébut as Jeufds
stepmother, Kostelnicka Buryja, arole she's dayed many times. This
is a rutso character and Harries pgayed her to the hilt; she also
conveyed hea charader's vulneabilities -- the misplaced
faith/conviction. Hers, like Maria Cdlass or Lorrane Hunt
Lieberson's,is nota pretty voice, butlike them she invegds everything
she doeswith dramatic conviction, and, more importantly, honesty.
We go he opeafor thedrical revelation, and Harries provided that in
spades.



Kouts orchestra responda with pinpoint attacks and releases (the
stark and surprising mloristic effects were thrilling), and made much
of the sewra ostinati accderandi in the scae. This is direct,
excitable, and gontneoussoundng nusic, which paedoxically
enough s the fruit of Janécek's long and caeful study of his region's
folk soures. The music is convesatonal yet ritualistic, and
therefore tailor-made for the stage. Janacek is one d the greds.
"Each spoken word hasalife attached to it," hewrote. Thatcertainly
seemed true here.

Mavericks, Italian-Style

MARK AL BURGER

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Italian Mavericks. Berio's Epiphanes Sclsi's | presagi
(Premonitions) and Regighi's Roman Festivals. December 5 Davies
Symphory Hall, San Francism, CA. Through December 8.

Mavericks come in all shapes ard sizes, nationalities ard ages -- at
least Michael Tilson Thonasthinks so. And he made a pretty good
case for renegades across the waters ard across the agesin his Italian
Mavericks program with the Sa Francisco Synphony on cember
5 & DaviesHall.

The only paformance misfire was the opening "Sonaa on 'Sacta
Maria" from Vespers o the Bessed Virgin (1610) by Claudio
Monteverdi. Certainly this greatealy baogque compo®r's quixotic
work was appropriate for the progran -- it radically bresks up a
traditiond chant in drange, magical, and humorous ways, and
certainly the reading hal its joys -- the Sax Fraacisoo Girls Chows
voices were wondefully ethereal; but this piece needs more life,
accuracy, and ealy-music aaity than was heard here

The Luciano Berio Epiphanies (1993)lived up b its nane asa seies
of revelations large and small. Despite the recent compositional date,
many of the divine messageswere dakd, ba®d as they were on one
of the mmpose's earlier works daing from 195965. But Thomes
and oprano loist Lauren Flannigan kept thingsfresh in a seiesof
boffo readngs. The archedra cane into its own cinematically in the
raging fifth movement, while Flannigan kept expet pace in
moanings enotional oufpoutings soulful high noks, dramatic
recitations, and gylistic contrasts -- grippingly preented in no less
than five languayes. She vas utterly present and carried listeners to
the human and natiral worlds found n text-settingsof Marcel Proud,
Antonio Machado, Janes Joyce Eduado Sagineti, Claude Simon,
and Betolt Brecht.

As Berio's writers were concerned with the retural, the ayptic
Giadnto Scelsi seened caught up in the unnaura. In his
otherworldly | presagi (Premonitions 1958) he presents a group of
brass (couning a enor sax among 'em and peraisson gowling and
warbling through unertain landsgpes-- improvisaiond grand mins
of decaying musical consciousness It's al engaging in a tane-color
sat of way. While Selsi is, with Berio, a colorist, his palette is
daker and nore crabbed; and néther compose, of course, hasmuch
use for traditionalmelody.

Ottorino Respighi shares the bright hues of Berio, but is a melodist
pa excdlence (dmog to a fault in some modenists eas). Program
annottor Janes M. Keller makes a case for a maverick asan ove-
the-top essimilist of early moden trends and Thonas putthe case on
display convindngly. On this program it was easy to hearRonan
Festivals (1929)not as atimeworn war-hor, but as the vibrant work
itwasand is.



Recad Revews

Seeing Trough the Misic

MARK AL BURGER

Muhd Richard Abrams. The Vsbility of Thought [Duet for
Contabas and Pano. Duet for Violin and Pano. Baritone Voice
and Sting Quartet. Piano Duet No. 1. The Visibility of Thoudnt.
Piano Improvisation]. Muhd Richard Abrams, Thomas Budkner,
Philip Bush, Jon Deak, Ralph Farris, Mark Feldman, Joseph Kubera,
Dorothy Lawson, Todd Rgnolds Mary Rowell. Mutable.

Big Black. Ethnic Fusion [China Lale. Pawn. Jigs. Afro-Cuban
Lullaby. Trinidad. Big Black, tumbas and bongos Anthony
Weaton, guitar. Mutable.

Thomes Budkner and Tom Hamilton. Jump the Qrcle, Jump the
Line ThomasBudnerand TomHamilton. Mutable.

Rosoe Mtchdl and Thonmas Budkner. 8 OClock: Two
Improvisations Rosoe Mitchdl and ThomasBudkner. Mutable.

Muhd Richard Abrams is in good ®mpany on his Mutable rdea®
The Visibility of Thought For his compelling @mpostions he has
assembled a gerling cast of collaboraors including the rich-toned
Jon Deak and commanding bseph Kubea in Duet for Contabass
and Pano. Kubera joins the saulful Mark Feldman in Duet for
Violin and Pano, where blues bass lines bre&k in on mumbling
ruminaions

The beattiful voice of Thones Budkner is baked by ETHEL
(violinists Todd Regnoldsand Mary Rowell, violist Ralph Faris, and
celist Dorothy Lawson) in the more-colorfully -constructed-than-
named Baritone Vote and Sting Quartet. Buckner's vocdises are
set off by ®lo and ensemble string ranblings that emphasze the
individudity of lines, building into afever pitch finale.

An uncompromising Piano Duet No. 1 from Kubera and Philip Bush,
has at times a kind of severe rhythmic wackiness reminiscent of
Nancarow, but it ultimately evolves into a work of headstrong
virtuosc focus. Abrams saves his own impressve performance
contributionsfor last - first on computer, syntheszer, and squencer
in the reo-Varésian title work and then on a nore tradtiona console
for a meditative, hip, and transporting Piano Improvisation, that hes
elements of Cage and Cumb and Kagel and Sbckhausen and barel
hous piano, al of which wuggess it's very much itsdf -- and
wondeful! Whew! The pianist's voice may be heard hunming in
the mix. By far the longest work on he album, there's nowhere to go
but pound &ay to aresounding @nclusion.

Another revealing aldition to the Mutable Music catalogue is Big
Black's Ethnic Fusion, a re-release of Buckne's previous LP labd,
1750 Ach. Thefusion noton is got in dassicd guitarist Anthony
Weaton's tasteful and hip mllisions with the energetic peraissionist
Big Bladk. Much of the music conneets not only generly with the
classicd and African, but spedficadly with the Spaiish and
Caribean. Weaton offers a sedate Pavan, arswered agyressively and
lyrically by Afro-Cuban repongsin pecussve hands and voals.
The third-track Jigs pays honege to Joaquin Rodigo. Thehaunting
finalbooge, Trinidad, sals outin style.

Thomes Budkner and Tom Hamilton join improvisational forcesin a
third intriguing Mutable release Jump the Qrcle, Jump the Line.
Buckner notesthat

Thirty-five years ago when | began to explore solo and
group improvisation te ideawas to make improvisgions
that soundel like compostions. I've evolved avay from
this idea gradually to the point where | want my
improvisgions both wlo and gioup, to sound énd be)
unpredictable - to take me, my fellow improviseas and the
audience to placeswe haven't been before.

For this piece Tom Hamilton and | decided to carry
indgpendence as far aswe can. Ead pat is developal
indgpendently, and te god is not to modify our
indegpendent ideas in the ad of puting them togeter. The
"wild card" in this practice is that liv e dectronic processing
of the voice, for which Tom hasdeveloped a system that
guaantees unprealictability while integrating te voice into
the electronic soundsepe. The result is an organic whole
with independent butintegrdly connected parts.

Budkne's like an oper singe gonewild, lostin a maze of Hamilton's
bewitching and bewildering dedronics Budkner is the Mad King
searching for his eight songs the fearsome growler of the apoalypse,
the fearlessinnovdor, and @pable of lovey lyricism to boot Boing.
Grrr. Hmm. Eee. Ahh. Oh. Ooh. Drowning in a se of gentle
dissonance nea an echo-chamber eledrocution. YabbaDiabolical.
Firel Have anice cean! Noh!

Asvaried asit dl is, there's afeeling of sustain throughout no dount
much due to the bed of eledronics With the all-acudic sound
sources used by Budkner and wind plyer Rosoe Mitchell in yet a
fourth release 8 OClock: Two mprovisations the length of a breah
and an acoustic sustain come much to the fore, as well as a sense of
whimsy. There is more silence, but just as much excellence and
serse d a credive, improvisationad meeting of masters. Michell's
ever-surprising sax and flute, Budkner's multiphonics and multiethnic
alusions, and the diverting useof small percusson instruments are
al welcome undshere

Geman,War, AIDS, Yizkor

MARK AL BURGER

James Adler. Memento Mori: An ADS Reguiem [Requiem
adgernum, Now | Am Dead Requiem agernam, Dies irae, Mors
stupebit, Judex emgo, Yizkor, The Woundel, Lacrymosa Narrative,
Sadus, Pie Jes, Lamb of God, Lux aeema, The Pak Flickers,
Suwival]. AmorArtis Chorde and Orchestra, conduded by bhannes
Somary. Albany.

Thomes Beveridge. Yizlor Reguiem [Realers Kaddish, Requiem
Aeternam, Psém 23, Remember, Hogtias, Sactfication, EIl
Malei Rachamim, Lux Aeterna, Justorum Animae, Moumers
Kaddish and Lord's Prayer]. Choral Arts Society ard Orchedra of
Washington, conduded by Norman Scribner Naxos.



Thee's a growing tadition of heerogeneous liturgical music,
exemplified by such works as Britten'sWar Requiem and Bemstein's
Mass, where tradtions and tropes intermingle to intriguing effects.
James Adler's Memento Mori: An ADS Reuiem and Thomas
Beveridgés Yizkor Requiem may be nunberal anong hese. In the
Adler there are not only additions but subditutions or stand-ns,
from Hebrew and Engish texts, in the latter ca® of Quentin Ciisp,
Philip Justin Smith, Denise Stokes, ard Bill Weaver.

Memento is for soloists (two sopranos, mezzo-soprano, tenor, and
baitong, mae chows, and a full-soundng damber orchedra of
flute (piccolo / alto flute), oboe claiinet, bason, trumpet, horn,
trombone piano, organ, haip, peraission, four violins, viola, cdlo,
and bas Adler's handling of the opening "Requiem aeternam’
("Eternd Rest") is appropriately sdemn and beadiful, with a golid
basspedal and lamentoso flourishesfrom the winds Theinsetion of
Crigp's"Now | Am Dead" prety much works due b the mmposets
striking lyricism.

The "Dies irae" ("Day of Wrath') continues toinspire inspred music,
and Adler is no eception hee with his bounéng instruments and
menadng nmele vocds. Theg's a suggesion of the origina Latin
sequence ricocheting anong te sonomous organ chords and ragged
bursts of bras. The multi-stanzaled "Dies' has bean subdivided &
libitum over the certuries Here, Adler resists a dscreet sdting of
"Tubamirum" (so brilliantly se by, anong ohers Mozat, Berlioz,
Verdi, Britten, and Stravinky) and instead goes for the "Mors
stupebit" ("Death and Nature"), which many composes simply trea
as the seond danza of "Tuba" Adler's choices arte distinct enough
that they welcome comparison.

Mozart Berlioz Verdi Stav Lloyd-Webber Adler

Dies Dies Dies Dies Dies Dies
Tuba Tuba  Tuba
Mors
Liber
Jidex
Quid Quid
Rex Rex Rex Rex Rex Rex
Reca Reca Reca (Yizkor)
Quarers
Ingemis Ingemis (Wound)
Confu Confu
Lacry Lacry Lacry  Lacry Lacry
(Sanctus)
He Pie

Like the "Tubd' cdling forth peas of brass, the "Rex tremendaé
("Magjestic King") invites a certain thearical ponposty, which again
Adler avoids. Our compose replaces the Lain remembrance
("Recordare™) with the Hebrew ("Yizkor"), ard seems particularly
contented in his eastern chamber allusions for solo baitone, chorus
flute, piano, and doubé bas (the latter two sounding bgeher
produ@ a basy pseaido hap a timeg. A subsquent switch puts
Crigp's"The Wounde" in the slot for "Ingemism” ("l groan"), with a
mezzo middle-of-thetoad sentimentality.

If there's little edginess in the nrusic, there's derty in the added text
from Smith's unfinished play "Chosen Family" -- "condomcaheter,"
"filled with blood" As for the choice of narative recitation for this
narative text, and the narratve syle dose for this peformance
both sem problematic. The end of he atered plagal cadence
provides rdief.

The "Sanctus' combines Latin, Engish, and Hebrew. Sone may
enoy it. Lacking an "Offertorium," the gece continues with a "Pie
Jesu," misplaced for no gpaent readn (‘Sanctus’ is the next major
division of he Requiem Massafter the multi-patt "Dies"; "Pie" is the
final line of the '"Dies') and concludes with a randation o the
"Agnus Dei" ("Lamb of God"). Wow. "Lux eeternd' ("Eternd
Light') and interpolated texts (Stokes's AIDS-congiousnes-raising
"The Pak Flickers' and Weaver's "Survival') conclude; the seond
interpolation tacks on a Latin Lazaus text and the end of the
"Regon®ry," which recaitulates the opening linesin a moving
sdting.

Among ompogrs in the above comparison, Adler is closes to
Benjamin Britten and Andrev Lloyd Webber Like them, he
succeals n his Latin setings; his English at times is also quite
effective, but cantrespess into the campy, cornball, and maudlin (also
sometimes truein the Britten, so again he'sin good ompany!).

Beveridgés Yizlor shares with Adler's AIDS the wse o the same three
languages and two religious traditions. Yet there are numerous
dichotomies. Adler often writes gentle lyricism dedicated to the
multitudes who hare suffered with AIDS. Beveridge produces
demondratve neromanticism on he death of two people -- his
paents. Adler asks "Whats a nice Javish boy dohg by tting a
catholic and Catholic liturgy?' (certainly he's among fiends with
Bernstein and Golijov). Beveridgenotesthat his Yizkor isin part for
his father, "who stidied for the Episcopal priesthood ad pent 25
years as Profesar of Speech and Music at Virginia Seminary."
While Adler writes an dtered Requiem, but a Requiem noneheless,
the Beveridgeis more a melding than an alteration. The tea of the
Yizkor Service precedesthat of Requiem Massin the fitle.

Beveridge writes for soprano, mezzo-soprano, tenor, mixed chorus
and asmall full orchedra of two flutes oboe clarinet, basoon, two
trumpes, hom, pecussion, timpani, and grings A "Realefs
Kaddish" gets right down to busness with brass fanfares,
impasional tenor cantor outpouiings (n Hebrew), timpani strokes,
choral chants (in Englsh, providing on he spot trandationg, and a
3+3+2 lilt.

So nuch for the need of supaetitles here, and in the segueng dak and
impasionad "Requiem Aeternum” which mixes it up in al three
languages This "trope as you go" gpproad, which Bernstein
touched upon nore gridently in his Mass, evolves into a gentle-then-
enemgeic mixed meter music that refuses © stay putin a mere 3+3+2
or 3+3+2+2. Theevolution siggess a spin on a"Te Deum" chant,
complete with organumlike pamllel pefect-interval hamony.
Wondeful.

Beveridge abandonsthe "Dies iraé' entirely. Like Fauré he has no
ue for a "day of wrath" in his cosmology, cetainly not when
memorializing hs paents -- so he gopropriately turns his musicd
thearics elsewhere. He also turns, as Brahms did ertirely in A
German Requiem, to other comforting Biblica passaes here to
"Psdm 23," which he ses in English, with East/West dlusions (like a
Fiddler on te Roofwedding with a kbt of Holst's "Mars" "in the
valey of the shradow of death”).



"Remember" remembers something from Glass in its apeggios, but
more from other diredions After asubduel acapella "Hogias," the
cal-and-respong "Sanctification" booges adong nto a burly
"Sanctus' sed¢ion The fna "Hosaind pasage evolves from
unlikely solemnity into ecstag/, conduding with aHaydnesquegrand
paue ad final smack. "El Mde Radamim" ("Lord of
Conmpassion") includeschorale passges. "Lux Aerterna,’ "Jusbrum
Animaé' ("The Souk of the Righteous'), and "Moumers Kaddish
and Lord's Pragyer* build to a transfigured conclusion. No one bets
tenor Albeto Mizrahi in soulful outburds. Amen. Like Adler,
Beveridge cannot resist a little narative. Oh well. Like Bernstein
and ouniess others have sad, "The massis ended. Go in peace'
Fadeto flute.

Bottje Rights

MARK AL BURGER

Will Gay Bottje. Soundsfrom the West Shoe [Capriccio for Two
Trumpes, Stings and Pecussion. Soundsfrom the West Shoe.
Conerto for Two Futesand Srall Orchedra. Opener. Concerb
for Horn and Small Orchestra]l. New Synphony Qchedra,
conduded by Rassen Milanov. Capstone

William Gay Bottje has abit of Stravinsky and Shotskovich, a bit of
academia and sawcy jazz, ard a la of experience in swch works as
Capiiccio for Two Tunypes, Stings, and Rercusson. Thisand oher
music collected on Gapsbnés Soundsrom the West Shoreare from
the camposer's later years after an exenplary educational career
(graduat of duilliard and Eagman; studies with Gianini, Hanson, and
Boulange; profesorships a the Universities of Mississippi and
Southern lllinois).

The West Shoe in question is that of Lake Michigan, where the
compo<er resides on adune(oneassumes in a houg, and wondes of
the Biblical and séencefiction connestions) The title work is
atmospheic, geogrghic, and downright meteorologicd. The
weather shifts in all sorts of ways from distant breezes piovided by
the Bulgarian New Synphony Qchedra, conduded by Rosen
Milanov. Thesnow in the "Quiet Winter" second novement sounds
like Mahler's goats in the SynmphonyNo. 7 -- little randomjinglesthat
permeate the texture The oncluding "Ebullient Sping" is filled
with energetic shizosdcherzic grotesqueries.

Since boh the composerand his wife areflutists, it seems appropriate
that Bottje hasproducel a fine Concerto for Two Fltes and Srall
Orchedra, particularly in the second movement pasages with harp.
The condusion ha a nice bdance of the measured and jaunty,
including sustained chorde-like suggesions and Shoskovichian
doubk-eighth-quater rhythms. By rights he should be a homist as
well with the rdated command he bringsto Conceto for Horn and
Small Orchedra. Befitting its brasy soloist however, thiswork hasa
more demondrative qualty and burss forth with a bit of Strauss's Til
Eulengiegel nearits mnclusion. Haha

Operer is one of thoe short ovetures that tries its daneded to
impressby stting of dl the Bartdkian bdls and American whistles
of color and hythm. It almost closesthe abum. OK, fine. Why
not?
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Bringing Basics

MARK AL BURGER

Allen Brings. Music for Keyboard Instruments [Five Pieces Tre
esercizi. Sonaine. Sk Praeludia Conerto da Camera No. 4].
Genevieve Chinn, Bradley Brooksire, Allen Brings, Stephen Thap.
Capdone.

Despite the complexiti es often offered, there is samething in Western
music that suggests geting down to the basics when composng
keyboad music. Thee are no color supplements or distractions
(depending on he point of view). It'sdl aboutpitch and hythm, line
and hamony and form. So we're hgppy © report that Allen Brings
bringsthe right suff to the table when that table is full of keys -- be
they of the piano, hapsichord, or organ.

The composer charaderizes Five Piees (1980) as pianistically
"serious divertimenti," and hes gotthat paladox right In the rdated
piano Sonaine (1972) he worries that there "have been many
Kakbrennes for every Chopn," but hey! pehaps another paadox is
that the Kalkbrennaswrite pety wel, too...

Medium remains a powerful noton, however, beause the coloristic
tendencies of harpsichord and oigan bring uscompletely into other
worlds The environment is a skeletal onein the hapsichordic Tre
ewercizi (1986, the title is after D. Scalatti) -- with its second-
movement grim-reaper steady bas flanked by ative, truculent outer
exercises -- but warmed and punted up quite a bit by gring
ersemble in Conerto da Canera No. 4 with its baoqueand-Bartdék
ovetones The soundsepe turns another corner in the austere, grim,
flamboyant, and liturgical Six Praeludia for organ.

The peaformers -- pianists Genevieve Chinn ad Biings
hapsichodist Bradley Brookshire, organist Stephen Thap, and a
string ensemble underthe composels direction - cary off all with
apomb.

Brooklyn Sax Maniacs

MARK AL BURGER

The Brooklyn Sa Quartet. The Way of the Saxophone [David
Bindman. Climate Condtions Gado (based on Ewe music). Pier
Sketth. Fred Ho. Hipster Harvey. DukeEllington. In a Seatimental
Mood. Fats Waller. Jitterbug WAltz (the latter two sdedions in
arrangenents by Bindman)]. David Bindman, Fred Ho, Sam
Fumace, Chiis Jones. Innova

Cheap shot the title of this review, butit's true. You knowyou're in
for trouble when you se Fral Ho in the credits. And, true to form,
he and they ddiver. But this dbumis certainly much the produa of
Ho's co-founde of the Brooklyn Sa Quartet, David Bindman, who
gets cradit for many of the compostionsand arrangements herein.

Because of early familiarity with the sa« quatet music of Tery
Riley, this reviewer can't help but hear these works in that light. But
certainly a quatet of matching instruments suggess contemporaly
classicd chambe music & essily as progresive jazz and dl the
works on The Way of the Saxophone(Innovg can behead from a
variety of perpedives.



Bindman's geamy Climate Condtions (talk about neohot jazz!) and
Ho's hip Hipster Harvey both jive a line betveen the composed and
improvisaiond to exciting dfects -- the riffs are kicky and lid, the
solos frantic and thoughful, the ensemble energeic and tight And
even abit sertimental and silly...

Marvelousis Gadd music, credted to the Bwve people o Ghana and
Bindman. It shines in gloriousWest-African minimalist rhythms and
boogks like Brooklyn (das, | was endeaoring to write this entire
review free of any form of the word "booge," and hare nowfailed
twice-ove. Probably sane with minimaist...). Oh my, how it
shrieks -- hgopy, sad, mad. How 'bout a little Mexican hat dance
somewhere in the mddle to confuse things? Préty exhauding.

Electonic Alaskan Brtals

MARK AL BURGER

Matthew Burtner. Portals of Distortion: Music for Saxophons,
Conputers, and Sones [Portals o Distortion. Fern. Slit Voices
Mists. Incantation S4. GlassPhasé. Innova

Ah the wondes of eledronicd Alakan composr Matthew Burtner
can come in from the lonely cdd to the warmth of multiples in a
hightech studio. In Portals of Distortion: Music for Saxophons,
Conputers, and Sones(Innovg, Burtner bemmes nine saxophonsts
(the title pece), "stone trio" (Mists), and computer-electronics (Fem
and Glass Pha®). Split Voice and Incantation S4split the dfference
as music for solo sakophoneand mmputer-generated tape. He works
with sustains, ovetones difference tones resonances repetitive
structures, ard feecback The nusic is as monolithic as an icefield
and asrich asa complex urban environment.

When he sustains in the saxes he recdls La Monte Young,when he
trills he evokes Terry Riley's Poppy No Good and His Phanbm
Band butin avery large arena ovelain with dl mannerof unsttling
maerial. Fem is about as far avay from the gully as can be
imagined -- a powerful ambient work to keep onedert through he
night Thecaming ping pong bHs of the sonetrio in Mists save &
antidote. And depite the potential minimalist pun, Glass Fhase
takes its pans on the panes, not the compose, piping © an
atmospheic conclusion.

Cdlif ornia Pavilion & Dreaming

MARK AL BURGER

Michad Byron. Music of Nights Without Moon or Pearl [Music of
Nights Without Moon or Pearl. Invisible "Seels' for James Tenney.
Entranceg. Cd Arts New Century Players, David Rognboom
Cold Blue

There rally is a quintesentially Californian aeshetic. You can't
subditute any other gengraphic place nanes in America in the below
and ge the sane effect.
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Hearing tis piece tonight takes me badk to the orange
groves of Piru, when we were al young ad deamy. Or to
some beah near Oxnard, waves 'flopping"in.... And b
thoee soft, dow improvs we usel to do with Pder Garland
and otes in the big, enpty, unfinished concet hdl at
CdArts. Or diinking Mai Tais at Tip's with Harold Budd
and Jm Tenngy.

Thus spake Richard Tetelbaum, evidently about Michad Byron's
Music of Nights Without Moon or Pearl. Belying the recad labdl,
Cold Blue this is a warm sunny of grings and keyboads -- the
CdArts New Century Players (violinists Mark Menzies and Cindy
Moussas, violis Ray Tischer, cdlis Guenevere Measham
contrabasist Bary Newton, pianists Bryan Pezone ad Vicki Ray,
and g/ntheszerist Brent Crayon ['], conduded by David Roseboom

The title selection is all isolated antiphona quick piano grums,
pizzicato strings and g/nthesizer sustains. Pefed for orange groves
and canyonsand beahes and mai tais. Sound quidty is aslush asthe
late afternoon sin. Invisible "Seeds" for James Tenney turns to
sustained stingsand qukotic pund chords for the pianos. Seeds for
thought

Entrances is more like California Nightmarin'. David Ros@boom
crashes about diabolically in a realizaon on multiple pianos. Its
minimaism goneto madnes.



Master of the Stone Gld Soup

DAVID CLEARY

Evan Chambers. Cold Water Dry Sone: New Music with Traditional
Roost. Albany.

The vemaaular idioms of numerous counties intersect in the recent
oeuvre of Evan Chanbers: Albania in the title tradk (1998; sextet of
violin, clarinet, saxophone basoon, piano, percussion), Sotland in
Three Tannafll Songg1999;soprano axd piano), Irelandin TheFire
Hose Redl (1998;violin/piano duo) and ura Americain the first and
third movements of Come Down Heavy! (1994; threesome of
saxophone violin, and pi@ano). Unique h this regad is the
saxophonépianofpercusson trio Crossroads Songs(1999) which
blends influencesfrom all the above and nore, including hints of
early 20th-century neodassicism and Copand-gyle Americana

These are not mindless recyclings offolk song, however. Even Come
Down Heavy!, whosemovemnents spott titles of basis unessuch as
“Steel Drivin' Man” and “I Gave My Love a Chery,” can most
corredly be undestood as imaginatve deongructons of these
eldelly chestnuts. Throughout Chanbers pins out music of his own
that smoothly incorporates fragments o folk-like material as well as
other rustic touchessuch asglissandi and mcrotones. Modal-based
tondity is retained, butin an unusial way; raher than ddineding a
rock-solid senseof fundiond hamony, one hears dense oveiaps of
line and mmplex texturessuggestive of heterophony hat retain salar
roots and impat an anorphous hamonic feel. Sumprisingly, this
fuzzy sense of progression siggess vague paallels to the interna
workings of proces idioms while containing none of the sonic
fingeprints of that bare-bonel syle. Structure is loose yet somehow
satisfying, maintaining a good fel for balance both within and
between moveaments. Beg of al, this music sounds genuine and
deeply rooted, respedful of the pas yet forging a cogent persona
style; it never comes aaoss as phony or precious the way some
classicd composes reinterpretations of rock stylings do. Warm,
dreamlike moods are often evoked, but dways undepinned with a
certain perceivable energy. Other sdections,notbly Fire House Reel
and the finale of Come Down Hew!, display an irresistible slash-
and-bum rhythmic drive. In sum, this is gutsy, evocative suff that
spedks with a compellingly original voice-- a pkasire b expelience

Paformances by the sextet Quorum are excdlent throughout Singer
Jennifer Goltz is a bt less convincing, at times betaying arather
unentered sense of pitch particulady in fast figures and high
tessitura passayes Sound qulty is odd, though nomally of good
quality; Chambers writes in the CD booklet that the recording
attempts to “achieve a heightened presence for the instruments while
maintaining anaural soundng repreentation of the music’ rather
than capturing an auditorium-orierted aural experience. This is all
fine enough,thoughafew sdections notbly the first and tird of the
Tannalill Songs come aqoss a bit stuffy and dstant sonically
despite atempts a micro-management. Producton valies are
excdlent. Thisunusialrelea® is strongly recommended.
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Cogan and Ecot Gavotte

DAVID CLEARY

Robet Cogan and Pozz Esot. Polyutterances. Music ard Arts.

Robet Cogan and Pozi Escot, hudand and wife aswell as members
of the New England Consrvatory compostion faculty, preent music
on tis release that shows a far-reaching, aly-spoken take on the
expeimental ethos (both American and Euopean) of the 1950 and
‘60’s.

Escot’s works gpan an especidly broad range of chronology and
approad. The newest, Your Kindred Valors Bend (Trio No. 2 -
1989) is scored for the sane vocd-based three®me encountered in
Schubet’s Shepherd on he Rock. The ®und world, while disonant
and employing some ecia effects, is warm, contemplative, and
highly dluring without being devoid of energy and piofile; idess are
cleanly ddineated and mgently put forth. The chamber orchestra
piece Christos (No. 2 from Trilogy for the Six Million--1963) could
not provide more of a sonic contrast It manages to dismver an
unusud middle ground béween the music of Varése and Feédman,
placing the former's percusson-eavy smring and raw method of
speech into a block-like means of preseiting neteriad, libemlly
interlarded with silences in which the inattentive listerer may find
little serse of continuity. But this is a surprisingly compelling ertry,
chalenging its audience to go begond te work’s flinty, static
gestures to discover a larger means of organizing and paéng its
seemingly disparate everts. The leag attractive listen is the Concerb
for Piano and @chegra or Chanber Orchedra (1982) Esmt here
shows a good £l for expressng mntrasing moodswithin a sound
mass approach (notably in the catenplative certral movement) but
fills the companion movements with heavy, undifferentiated linea
material that ultimately sevesto submerge the gano sdoist.

As in much of Cogan’s oeuvre, oneencounters open-ended pieeson
this release -- pepetualy fluid entities conssting of events that can
be rearrangead in any ode or have material added/subtraced from
them asthe compose seesfit. While they negak the long-derished
concept of the musicd work as chiseled-in-marble masterpiece, this
is notto say that the two pieces head hee areineffective works of
art. Far from it, in fact. Both Polyutterances (1977) for two <lo
voices and the Sting Quartet “America IS’ (1992) are crammed to
the rafters with dramatic, well-crafted material that exibits a
convindng nic integrity despite utilizing astrongly varied ganut of
speda effects and gesturd figures The Quartet, for example,
manages to express the notion of pointillism in ways that recdl
Pendeecki and Cater without seeming inconguous And while
Polyutterances can trace lineage back to Luciano Berio’s voice
entries from the 1960’ (note the fradured text sdting and presence
of duttering extended techniqueg, the howling, swooping voca
writing tat predominates this version impaits a compelling and
unique sound b the procealings Pehaps becaise of its more
prescribed boundaies (both movenents beginnings middles, and
endings are fixed), the Quartet comes off asthe stronge of the two
works stucturally .



Paformances vary in qualty, butthe bes are gplendid. One can most
enthudasticaly cite sopranos Joan Heller and Patice Pasore and the
curiously named New Everts String Quartet as exenplars. Pianist
Randdl Hodgkinson vhen he is not covered up) and the New
England Consrvatory Chanbe Orchedra (Tamara Brooks
condudor) also supply notworthy presentations. Kindred Valors
sufers from weak clarinet playing that betrays insecuity with
tremolos and ©ft high noes. Sound qulity on he Cogan pieces b
excdlent, rather thin and diy on the Escot sdections Christos with
its wide extremes of loud and soft, suffers most here sonically, some
of the quietes events beng baely audible. All appear to be live
peformances (gpplause is head & the end of each sdection), though
your reviewer detects what might bea subtie splice or two in the first
movement of the Cogan Quartet. Despite its flaws, there's much
worthwhile listening  be found on hisrelea®.

Socatic Saxopone

DAVID CLEARY

Neil Leonard. Timaeus. Cedar Hill .

On Timaais (Cedar Hill), Berklee College facuty composer Neil
Leonad presents a sizeable sampling of his music for soloist (usually
a saophongt) and computer-generated eectronic playback (usually
of the interactive kind). The hamonic languaye and nelodic
figuraion enployed in the solo pats stongly beray Leonad's jazz
background: this is music modal in orientation and loaded with free
jazz style riffs. Often, the eledronic undecurrent sevesasa complex
rhythm section, & times highly suggesive of drum timbresor trap-se
gestures But like al genemlizations, one finds exceptions. For
exanmple, Saced Bat | (1993)shows its live paformer striking bels
and boting on & ocarina, unmlling the music from these instruments
onto ataped baking heay with soundsthat suggest running weter.
And Timaeis | (1999) liberlly festoons its Lydian Chromatic
Conapt saxophoneline with pitch bendsand microtones

Most d theee ®lections are lrief, in the threeto seven minute range,
which proves vely much to their advantage. Fomal consderations
are dten exremely loose, as ame might expect from music that
sounds (and pobaly is) improvised - and as any listener to
Schoenbeag's tiny Opus 19 peno pieces will tell you, structurd
considerations can be intuitive a lacking ard still not be especially
bothersomein shortduraion entries.
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The longerworks on this disc, such asLegag/: San Laaro (1989)
and M87 (1996) tend b sew togeher frozen planes of adivity
without imbuing them with a clea pitch undepinning, resultantly
making them seem a bit too szeale and wandeing. And meny of
these pieces smply sbop raher than end onvincingly. Best in this
regard is one ofthe disc’s two strongest sekctions Caxionics (1994)
which sets up its @nclusion well and neatly outines a narative arve
shape that expettly masks the boundaies of its tripartite form. The
other highlight, Inner Path (1993) is for soprano sxophoneaone,
spinning its fetchingly rhapsodic melody from a group of intervas
selected using Golden Mean opestions.

In genera, Leonad demondratesa well developel senseof character
contrast from piece to piece: newvous aggresion in Pasage (1996)
contemplaton with ovetones of the ominous in Saced Bat Il
(1993) a seeningly inconguousmix of the moumful and parkling
in Timaaus Il (1999) Latin detived cheeines in Saced Bah Il
(1993) Despite this, your reviewer fedls the release is a bit short on
variety, in pat because the pieces exhibit a sanenes of scoring,
similarity of hamonic languaye and generlly dow unfolding of
idea. Devoteesof the downtown New Y ork school of composing will
probably beepedaly sympatheic to this disc

Leonad performs dl instruments heard and does © excellently. His
saxophoneplaying shows a felicitous fesl for interadion with the
computer-generated material, projeds a solidly subdantia tone,and
demongrates able fingerwork. Sound quhlity in Caxionics is weak,
very stufy with a terdency to swellow up sdter electronic ewerts,
but fine elsewhere.

Song ofthe Bass Nightingale

DAVID CLEARY

Susn Nigro. TheBassNightingale. GM.

Being a vituo® contrabason dloist might seem a daft idea on the
orde of raising racing doths or operting a Centra Park pushcat
spedalizing in the sale of fried grasshoppes. But Susa Nigro is
turning dl the usual noions composes have of this behemoth
bason bpg/-turvy. For a nunber of years now, Nigro hasbee
commissioning and recording piecesfor her instrument of choice and
this recent CD is the latestin a @nvincing line of such releases



The big work featured heae is Gunthe Schuller's Concerto for
Contabasoon (1978) billed in the liner notesasbeng the first ever
written for this instrument. Assuming that to be the case it sets the
ba very high indeel for thosecomposers following in his footprints,
being amost effective showca® for its soloist. Long beahed lyric
lines intricak passaework, and gumbling, clownish gedures are
encounered in sbundace The CD bookkt dates that Schuller
worked had to ensure that the contrabasoon pat would be
prominent, not covered up or coming &ross as misplaced
accompanmert figures, ard in this he is eminertly successful. The
sound world hee, surprisingly more scdar than in much of his
conaurrent oeuvre, may have been deiberately cho®en in order to
facilitate soloist clarity -- thereby avoiding dense ovetone clangor
that can cloak this easily-covered instrument. Sructurally, the piece
is sturdy and well balanced; Schuller cleverly offsets the weighty and
outsized ternary opening novement by @mbining te third
movement and find e (interweaving teir material in the proces$ into
anertity that provides aneffective counerweight. It's afine piece.

The music of Ewin Schulhoff, one of a nunber of worthy talents
murdered in Hitler's concertration camps, has beenenjoying a well-
deseved renaissaice ove the pas couple of decades His solo
contrabasoon work Bass Nightingale (1922)is ddightful frothy fun,
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full of flippant cham. It'sin three tiny butnicely paced movements:
a curtain raser both yeaming and unduous a belowing and ebow
swinging enterpiece and ajovid, goofy fugd cose in which the
illusion of two separate voices is neatly conjured up. The name of
Burrill Phillips was unknown to your reviewer before heaing this
release. Judging from his Concet Piece (1940) originally for
basoon ad gringsand arranged herefor contrabasoon, he appeas
to have been a workaday, Hindemith-influenced compo<er analogous
to AlecWilder or Paul Credon. Theselection itself is sturdy and ely
puttogether, if alittle sqguae and short on ditinction.

Nigro's playing in these three works is simply supeb, posessng a
huge full tone (espedally lovey in expressive passges), startlingly
nimble fingertechnique and spot-on intonaion. Despite the fact that
the Fhillips and Schuller call for large ersenble backing, they are
presented hee with piano acompaniment; Randdl Hodgkinson
(incorrectly given the first name “Russdl” in the liner noteg and
Leslie Amper provide pianism both suppotive and nsitive. The
liner notes should dso credit thesepianists as appeaing on @rtain
pieces nottracks assame of the peces here are spead over multiple
tracks. Sound gality ard edting areexcellert. Assuming one doesnit
mind hering pieno redudionsinsteal of original orchestrations this
release is definitely recommended



Calendar

Februay 1

Merce Cunnnghan Dance Conpany. Zdlerbach Hall, University of
California, Berkeley, CA. AlsoFebruary 2.

Michael Tilson Thomas conduds the San Francisco Synphony ad
Chouws in Ivess Symphony No. 4. Davies Synphony Hil, San
Francism, CA. Through Féruary 3.

Composer Jazz Portraits: James Back, with Eric Reed. Miller
Theatre, Cdumbia University, New York, NY.

David Shimoni. Swarthmore College, PA.

February 2

Crumb's Anciert Voices of Children and Mahler's Das Lied von der
Erde (in the Schoenbeg arangement) peformed by Orchedra 200L.
Kimmel Center, Phiadelphia, PA. Repeded February 3, Lang
Concett Hall, Svarthmore College, Svarthmore.

February 3

John Caés James Joyce, Marcel Duchanp, Erik Sate: An Aphabe,
with Merce Cunnnghan and Mike Rou®. Zdletbadh Hall,
University of California, Berkeley, CA.

Februay 4

Guy Livingdon in 60 Seonds for Piano. Los Angdes Courty
Museum of Art, Los Angdes, CA.

February 6

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Schoenbeg's Five Piees for Orchedra and Mahler's Das Lied von
de Erde Davies Synphony Hal, San Fraxcism, CA. Through
February 9.

February 9

Chinese New Year Celebration, with members o the San Francisco
Symphory, in a program including nusic from Tan Dun'sCrouching

Tiger, Hidden Dragon DaviesSynphony Hill, San Fracisa, CA.

Bang on aCan All-Stars Alice Tully Hall, New York, NY .

February 12

Conposr Portraits: Sofa Gubaidulina, with Conthuum  Miller
Theatre, Cdumbia University, New York, NY.

Februay 15

John Adams's 55t birthday. Berkeley, CA.
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WDR SynphonyQrchestra Colognein Shosakovich's SymphonyNo.
11. DaviesSynphony Hill, San Fracism, CA.

New York Phihamonic in the premiere of Tan Dun'sTwelve Births
Avery Fisher Hall, New York, NY. Through Féruary 19.
Februay 16

Xenakis: Complete Works for Piano. Merkin Hall, New York, NY.

February 17

North/Souh Con®nance peseits Beesn's Practice in the At of
Elocution and Stavinky's SoHier's Tale. Chiist and St Stephen's
Church, New York, NY.

Februay 19

Piano on he Edge Miller Theatre, New York, NY.

Februay 21

Tary Riley and Bad, with the New Century Chamber Orchestra,
including Riey's Remember This O Mind. S. John's Predyterian
Church, Berkeley, CA. Through Féruay 24, Oshe Marin Javish
Community Center, San Rafael, CA.

Nevada Courny Conposrs Co-opeaative.
CA.

Winery, Nevada City,

February 22

Michael Tilson Thonasconduds the Sa Franciso Synphony n the
premiere d Mackeys Pedal Tones Davies Synphony Hil, San
Francism, CA. Through Férualy 24.

The Beata Moon Engemble. Miller Theatre, Columbia University,
New York, NY.

February 24

St Petersburg Phiharmonic in Prokofiev's Piano Conerto No. 2 and
Shosakovich's Symphony No. 5. Davies Synphony Hil, San
Francisco, CA.

February 27

Michael Tilson Thonas conduds the San Fracisaoo Synphony,with
Renée Fleming, in Strausss Four Last Songsand te mndudor's
Songson Tets of Emly Dickinson. Davies Synphony Hil, San
Francism, CA. Through Férualy 3.

February 28

Composer Portraits: Julia Wolfe, with Ensemble Sospeso. Miller
Thesatre, Cdumbia University, New York, NY.



Chronicle

December 1

Stanford Synphony h Chen Yi's Violin Conerto and Mahlers
SymphonyNo.5. Dinkelspiel Auditorium, Starford University, CA.

Wind Music of Elliott Sdwartz, in honorof the compose's 65t year,
presented by he Harvard University Wind Engmble. Chiaroscuro,
Zebra Vaiiations, Satter, Cekbration, and the premiere of Hall of
Mirrors. Lowell Hall, Harvard University, Cambridge, MA.

December 2

Chambe Music Sodety of Lincoln Center in Carter's Ranembering
Mr. lves and Figment, Kerniss Trio in Red, and Marsdliss
MEEELAAN Alice Tully Hall, New York, NY.

Kurt Erickson'sO MagnumMysterium performed by Sa Francism
Girls Chows. DaviesSynphony Hil, San Francism, CA.

Italian and ParAmerican Mavericks Synposum. Herbst Thedre,
San Francism, CA.

Aurdio dela Vega: Conplete Piano Music. Christ and St Stephen's
Church, New York, NY.

December 3

Juilliard Synphony h Barber's Piano Conceto. Avery Fisher Hall,
New York, NY.

San Francisc Conemporay Players in Lindroth's Light, Higdon's
rapid fire, Levings Glimpses, Campion's Domus Aurea, and
Dzuba/'s Dancesng in a Green Bay. Yerba Buena Gardens, San
Francism, CA. Repeated December 10, LA Couny Museum of Art,
Los Angdes.

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Prokofiev's Romeo and Jliliet. Davies Synphony Hil, San
Francisco, CA.

December 5

Friends and Enenies of Moden Music in music of Stephania de
Kenesey. Chiist and . Stephen's Churdh, New York, NY.

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
Italian Mavericks. Berio's Epiphanes Sclsi's | presagi
(Premonitions) and Regighi's Roman Festivals. Davies Synphay
Hall, San Francism, CA. Through Decamber 8.

December 6

Alex Hills. Campbell Recital Hall, Starford University, CA.

December 8

Derriere Guard Winter Sabn, with Michael Dellaira. Sudio 1/2/
FW, New York, NY.

Music of James Dillon. Miller Theatre, New York, NY.

December 9

Tenor Paul Groves sihgs Ivess "The Gregest Man." Alice Tully
Hall, New York, NY. "When Mr. Groves beyan 'The GeatestMan' .
.. it felt like an eledric shodk. The corset of seriousess suddanly
fell away, and the nger came alive" [Anne Midgette, The New York
Times, 1213/01].

Metropolitan Opera Orchestra Percussionists in Steve Reich's
Clapping Music and Drumming. LaGuardia High Stiool, New York,
NY.

December 10

Ultimate Romantics, including Webem's Six Bagatlles and Pieces
for Cdlo and Pano  Green Room Veterans Bulding, San
Francisco, CA.

December 11

Death of Copland's libretist for The Tader Land Erik Johns of
smoke inhdation in a fire a his hong, a 74. East Fishkill, NY.
"When he was 19 in 1946 hemet Coplbnd a a New Year's Eve pary
in New York, and the two began areationship. Mr. Johnsremained
in Los Angdes with Coplnd visiting him while working on flm
scaes until 1948, when Mr. Johns moved into Copknd's hou® in
Snealen's Landing, NY. For the next several years Mr. Johnswas
Copland'ssecetary. In 1952 Copdnd and Mr. Johnsbegan work on
an opga baed onLet Us Now Prise Famous Men, the Jmes Agee
and Waker Evans book of phobgraphs of Depresson-ea
shareaoppes. Mr. Johnsdevisel the sbry of a poorfarming family
in the Midweg changed by the arrival of two drifters, and hewrote
the libretto unde the pseidonym Horace Everet. The work was
commissional asatelevision opea by NBC butwas later rgected b
the network. The New York City Opera peformed it at its pemiere
at City Center on April 1, 1954,in ashort two-ad version. Over the
next yea Copland and Mr. Johnsexpanddl it into alonge, threead
version. . . . Copbnd and Mr. Johnspated in 1954 butremained
close and Mr. Johnsserved as an advise to the boad of Copland
House, a compose's retrea in Copland'sresidencein Pedskill, NY.
Copland died in 1990"[The New York Times, 12/18/01].

Peformance Ideas: Myth and he Conemporary, with Meredith
Monk and Mary Lucier. Locaion One, New York, NY.

Marimbist Mika Yoshda in music of Steve Reich. Weill Recita
Hall, New York, NY.

December 12

Michael Tilson Thonas conduds the Sa Fraacism Synphony n
PanAmerican Mavericks. Brant's Ice Held, Varéses Déserts,
Piazzdla's Tangap, ard Villa-Loboss Choros No. 10. Davies
Symphory Hall, Sax Fraxciso, CA. Through Decenber 15. "The
San Fracism Synphony's Mavericks seres could never be fully
certified without the gppeaance of Henry Brant, so he showed up in
Davies Hdl here on Satirday night ready to cause more trouble.
Eighty-eight years old, exceedingly small but very much on hs feet,



his white tie and tals accesorized by a poke dealers visor, Mr.
Brant banged away at the organ as Michael Tilson Thomas and the
orchegra broughtasunnel and hgpy aidiencelce Field, written for
San Francism and sored for just about everything you ould think
of. ... Aot of [his music] hasbeen meant for the outdoors, with
various war paities statonel at far-flung postions ad calling over
variousdistancesto oneanother. TheBrant aesthetic, when brought
unde a roof, shrinks to a form of encirclement. Here the audience,
Custa-lik e, receivesincoming fire from every direction. From one
bdcony bas drums jar the bones, from another a jazz drum sd
bristles with energy. Thedoubk reeds opeate from behind te sage
Brass players lay on heay fire from their postions Ice Feld lies
somewhere betveen precision plnning axd ontrolled chaos, a
mixture of smart bormbsand dunb ones. Thingshgpen regularly but
never in quite the same way at evety performance. Mr. Brant's organ
chords and manic passagework seem to cue eath newv onsbkught, and
an auience nore familiar with classica-music order ard civility
offered little resistance. . . . According to the dctionary, the first
maverick was the American pioneer who did not brand his cdves;
later mavericks were those who smply wandera avay from the
crowd. . . . Varésés Désats is an unompromising study of raw
nevesand dense conflict, elements not unknown to anyone . .. [I]f
its taped elements seem ob%lete next to preent-day weaponty, this
is sill a powerful piece: dear-eyed, clea-heackd, if lacking Mr.
Brart's cheefulness.. . [Elven handing the mrincipa solos to a sdo
hom [in Tangan] does not ob<ure the irresistible senauousessand
dende athleticism of the Piazzolla style. The VillaLobos Choros
No. 10is suppoted by a small core chorus danting vibraing, almost
violent rhythmic pattems A larger chorus softens the texturesas the
orchestra assembles dements of Brazilian ard loca Indian music.
The composeé embraes the sentimental tune and te streetmob
dandng without a hint of censorship” [Bemad Holland, The New
York Times, 12/18/01].

Old Testamert in the New World, including Davidovky's Biblical
Songsand Copénd'sVitebsk. Merkin Hall, New York, NY

All-Stravinky progran. Manhattan Sdool of Music, New York,
NY. "Stravinsky wrote ewrything: dirges and ditties, songs and
dances chomusesand fanfares, an arangement of The Star-Spangkd
Banne and several choice moments from his ballets.. .. More than
40 instrumentalists and sngers took pat in the succession of short
works and movements that made up the bulk of the program. . . .
Great music from the still remembered past was presented with
enjoyment, eagernessand ganeiosity [The New York Times).

December 14

NOW Music Festival. Mark Alburger's "The Fire" from The Bald
Sopano (with Tisha Page), Alexis Alrich's "Pine" from California
Trees, Anne Baldwin's 911 (with Patti Deuter), David Bamberger's
Talking Bird, Aaron Bennédt's C, the Bottomfeeders' Subway Beau
Casey's Azimuth, George Cremaschi's Omaggio a Lohnan, the
Decoursg/-Harkins-Sammon Trouble in Paradise, Rocco Di Pietro's
Tears of Eros, Mark Frarcis's Four Pieces, the Goodheat-Allen-
Powell Trio's Hand Countand Fragment, Thomes Gosss "Strange
Imagination" from The Other Angé, Robet Hal's "Lullaby" from
Saagenvea, John Hersch's "Unit 7, No. 6" from Proliferations, JJ
Hollingsworth's Penny Candy Brent Larner's Music for Gu Zheng,
James Livinggon'sBrief Notes on Borges Charles Nichols's Strata 2,
LisaSwla Prosek's Ballate Non Pagat (Dancesnot paid for), Ches
Smith's Working Clss Fashions (for the Unemployed), and Erling
Wold's Devdion and Truth. 400 Missouri Street, San Francisa, CA.
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Kimmel Center and Verizon Hall, the new home of the Phiadelphia
Orchestra, opens with no performances by the orchedra. The
program includes with Copbnd's Fanfare for the Common Man,
Andre Watts in his piano tansaiption of Bemstein's Candde
Ovwerture, plus Pail Anka Denyce Graves Frederica von Stede, and
Elton bhn (he latter being pad $2000000 for his participation).
Phiadebphia, PA. "When [Eugene] Ormandy was the music director
[of the Phiadelphia COrchedra], no one complained &bout the
acaustics . . . . [T]he [A]cadeny[ of Music]'s acoustics are fine"
[Walter Annenbeg, The New York Times, 12B/01]. "[T]he
orchestra is to retain ownership of the acadeny. . .. The achedra
plans to useit only for the annud bdl cdebraing te anniversay of
the huilding, a highlight of the Fhiladelphia sccial seaso" [JamesR.
Oestreich, TheNew York Times, 125/01]. "Rafael Vinoly's Kimmel
Center for the Performing Arts, the new home of the Phiadelphia
Orchestra, is precise, luminous architedure for lovers of rich,
cultivated sound.. . . Phiadelphia now bre&s ranks with citiesthat
have regessed toward infinite infantilism in the quest to revitalize
their downtowns  Mr. Vinoly's achitecture is not nogagic for ye
olde city life. It's not ironic aoutit, and it's not cute. Apart from
spatial amplitude, it makes few concessionsto luxury or glamour.
The exterior, particulady, may strike some concetgoas as harsh. It
is only insde the building tat the Kimmel Center reveds the
elegance of its concept. . . .The Kimmel's exterior is brown brick and
stucco, with a ceremonial extrance framed by walls o charcoal gray
granite and glas. These elevatons fiow integrity and intelligence.
They are dso dreal to look at This is not the first time Mr. Vinoly
has rubbel his integrity in the public's face. It is becoming a bore.
All kinds of reasonale excuses can be nede for it. | amtired of
making them . . . Yes, a good caecan be nmade that the contrast
between exterior rawness and interior refinement reiterates the
classicd precalent of rdating achitedure to landscpe In
Phiadelphia, moreover, there is the added preedent offered by te
Academy of Music: alushly gilded Italian opea housesd within an
old brown Ciil War ban. Echoes of another brown buiding, the
city's old Union League Club, an Addans Famly charmer a ht
fartherup Bioad Steet, might also benoted. One could even say that
the starkness is Quaker. | suspect that Mr. Vinoly's exterior will age
well. At night, with the interior lighted up, the place will look svell.
But | find its pasdve aggression had to take. . . . The Academy will
now bethe main venuefor the city's opea and dance companies. . . .
[Kimmel H]all's unusid shape, which has bee likened to that of a
cello, is designed asan instrument in its own right . . . Brown brick
and al, Phiadelphia hasachieved a nora as well as an aeshetic
feat" [Herbert Muschamp, TheNew York Times, 12/3/01]. "Vinoly
hes creged an aveme yet welcoming public space covered by a
huge vaulted glass roof that houses the 2500seat Verizon Hall. The
center includes the 650sed Peelman Theater (fill unfinished) . . . .
The uppe tiers [of Verizon Hdl] extend in back of the gage
surrounding the orchestra. . . . Watts's piano ©und was thin and
distart, and the wices d Ms. Graves ard Ms. Von Stace lacked
bloom and pesence | asumed and hope that the problem was the
huge riggings of lights suspended from the cdling that [John] had
brought adong" [Anthony Tonmasini, The New York Times,
1217/01].

December 15

San Frawciso Youth Orchedra in Prokofiev's Peer and he WbIf.
Davies Synphony Hil, Sax Francisco, CA. Repeded December 16.

Unsilent Night, a boonbox paade led by Phi Kline. Washington
Square Park, New York, NY.



Philadelphia Orchestra performs for the first time a Verizon Hall, in
a program including Aaron Jg Kernis's Color Wheel. Philadelphia,
PA. "[T]he sound pf the hdl duiing rehearsl] was, if anything,
ovely bright and reverberant. . . . [D]uring the concet with people
in all the seats the acaustics seemed much better. The local media
had aready reported that Wolfgang Savallisch . . . and many of the
players were thrilled with the rew home. Hnally, they said, they can
hear one another from the stage, which was a problem a the
Academy of Music. . . . [Kemis] desaibesColor Wheel as a 15-
minute @nceto for orchestra, and it's a whirlwind of spiraling riffs,
pulsating Rite of Sprihg poundngs and a moody Gershwinegjue
middle sedion with an ambling dectric bas$ [Anthony Tommasini,
TheNew York Times, 12/17/01].

December 16

Prokofiev Marathon, all nine of the piano ©néaas in a four-and-one-
hdf-hour presentation. Miller Theatre, New York, NY. "Prokofiev
appears to have bemme the poor relation anong te great 20th-
century Russian composrs Themusic world spendsplenty of time
examining aad agonizing ove the life and music of Shosakovich,
and Stavinky loons over the lot depite the rdatively small
percentage of his music -- virtualy all of it ealy -- that hasbecome
pat of the gandad repertory. . . . . Piokofiev seems to belingeing
at the corner of the table, present but not making afuss Itisn'tas f
his music hasfallen off the map. The favorites . . . turn up nost
seasons . . . No doubtcasual listeners can identify more works by
Prokofiev than by Stavinky and Shosskovich combined. Surey
Prokofiev de®rves a share of the analytica spotlight this year, the
110h anniversary of his birth. (He died in 1953)" [Allan Kozinn,
TheNew York Times, 12/18/01].

December 18

SEM. Ensmble in Chiistian Wolff's Ordinary Matter and Morton
Fddman's The Tufan Fragments. Paula Coope Galery, New York,
NY.

December 26

Peter Schickele/ P.D.Q. Bach. Carnege Hall, New York, NY. "The
music . . . is bad in a clever, funny way, which is to sa that on its
own terms, it'sgreat. . . . Sdickeleis unale to resistamusicd pun -
- for example, juxtaposing fanous melodies that hgppen to be based
on smilar hamonic progressions. . . . As dways, there were
groanes among te inspired moments. Thee were some of each . . .
in his discussion of plans for a seies of television $ows and films
meant to sneakily introdue the masses to classcal music, anong
them updaed adaptations of The Wizard of Oz (as La Clemanza di
Toto) and Das Rhenhgold (as Singing in the Rhine) aswell as severa
police and oganized crime srows (NYPDQ Beverly Slis Cop and
The Atos). . . . Shickele . . . payed the first prelude from Bach's
Well-Tempered Clavier at the pamo as members o the achedra
added melodies that hgppened to fit the work's ampeggiated chords
including temes from Beehoven's Nnth Synphony, Borodin's
Prince Igor, Strausss Also Splach Zarathudra and a dplin rag. A
similar trick propdled Swhg Swet, Low Charot, which combined
'Swing Low, Sweet Chaiot,' 'Danny Boy' aad 'TheBatle Hymn of
the Republic.'’ David Dusing, atenor, sang the work, with some hep
on afinal high not from Michele Eaton, assoprano. . . . His Songs
From Sh&kegeae s¢ some famous Sh&espearean speedesas blues
tunes and ounty songs.. .. OedipusTex. . . leaves more thana few
musical bodis in its wake. The chord prologue Tragedy, paodies
Philip Glass's qperatic style nicdy, ard J.S. Bach's Jesu, Joy of Man's
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Desiring is fitted with an overlay of 'l've Been Working on the
Ralroad™ [Allan Kozinn, The New York Times, 12/28/01].

Death of Edwerd [Olin Davenpot] Downes (b. 8/12/11, West
Roxbuy, MA), at 90. New York, NY. "[He was a musicologist,
lecturer, professor and critic, best known & the longime hog of the
Texaco Opera Quiz heard duiing te live Metropolitan Opera radio
broadcasts . . . . Theopeaaquiz . . . recently bggan its 612 seaon.
Mr. Downes was its quizmader from 1958 b 1996. His mellow
baritonespe&ing voice laconic mannerand asunailar wit made him
a bdoved radio pesondity The questions that tend b gea
sdected for presertation to the penel fall into two categories, Mr.
Downes explained in 1996 b a reporter for The New York Times.
'Thee are the 'Who stbbead who in the third ad? questions' hesaid.
'And there are the so-called disausson quetions where everyonecan
jump in, which make for better rado talk." The latter type sdicit
opinions and recollections, not facts, Mr. Downes sad, like: What
ending © an opera plot would you ike © rewrite? Or, What would
you give Wotan or Tosca for a Christmas present? . . . His father,
Olin Downes who later became the chief music critic of The New
York Times, was then a critic at The Boston Post. Mr. Downes
began dtending opeas with his father and by ge 9 was an ardent
Wagneite with apasgon for Segfried. Some might assume that this
daunting opea (a five-hour evening) would betoo much for a child;
young Edverd found t a gred adventure story. 'When you hink
aboutit -- amagicd sword, killing te dragon, throwing Poppaasde,
climbing fiery mountains and weking the girl with a kiss -- what
better stuff could there be? . . . Without having cmpleted high
school . . . [he] attended Columbia University and te Manhattan
Sdhool of Music. . . . and ok murses at universities in Pais and
Germany, but he never earned an undegraduat degree 'l couldn't
see why | needed ong' hesad. Eventually, in 1958, he receved a
PhD. in musicology from Harvard University. Hewas 47.... He
went on to a peripatetic career in academia, teaching at Wellesey
College, the Longy Stool of Music and te Universty of Minnesta
When his father died in 1955,Mr. Downes be@me a music critic at
The Times, staying for two yeas unil taking the opea quiz job,
which offered the sane pay for just 20 weeks of work. From 1966 b
1983 hetaught music history at Queens College. For 18 yars,
starting in 1960, he also wrote progran nots for the New York
Philharnonic. . .. An extensive tribute to Mr. Downes with excerpts
from his broadcags and anedotes from friends is being pepared for
a presertation on what is row called the ChewronTexaco Opera Quiz"
[Anthony Tommasini, TheNew York Times, 1228/01].

December 29
A brief tribute to Edward Downes is read duting a Metropoiitan

Opera broadcast of Humperdinck's Hansel und Getel. New York,
NY



Comment

By the Numbes

Number o articles o contenporary classicd music in The New
Y orker, JuneDecember 2001 @4 issueg

1

Number o articles ; contemporary classicd music in the Sn
Francism Chionicle's Sundg Datebook, November-December 2001
(9issey

3

Tota number of articles on contenporary classcal music in the Sa
Francism Chionicle's Sundg Datebook, April-Decenber 2001 @34
issues)

10

Communication

Dear Editor,

| was appdled by the ndvete of Terry Riley's open letter concening
the etack on the World Trade Center. Does fe think love would
have defated Hitler? Does he think the prisones in the Gulag
should have felt love for Lenin or Stalin? Does he not redize that
doing nohing would only hase encouraged more terrorism? Does he
not see nowthat rather than dedroying Afghanistan, we are resuing
it from the gip of the taalitarian Tdiban, and that the people there
are ttrilled to be free oice agin? As George Orwell said during
World War |1, referring o the claim that England was fasdst, so that
there was no difference between England and Germany, some ideas
are soabsurd that anly anintellectual would believe them. No doubt
there ae those who will see Rley's ideas & visionary; | see ttem as
just plain sily, when they arenotdangeous.

Yours snceely,

StevenR. Gerber
New York, NY
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Opportunities

Conmpostion

Ambherst College wishes tohire a canposer with expertise in electro-
acaustic music as well as in composition for tradtiona instruments
and vokes. The candidate must also have a srong nterest in tond
and pos-tonal music theory and in performance Duties will include
establishing nev courses entailing dedro-acoustc and mixed media
compostion, teading mmpostion aross a broad range and
teaching nusic theory. Fundswill be available for eledro-acousic
equipment for both regarch and tading. The Music Depatment
would dso find attractive an interest in nonWestern or popukbr
music. It is important that the candidae gopredate the teating of
music within a liberal arts context. This position is a tenure-track
professorship at the assistant profesor level. Teaching epelience
within the assstant professor rank is welcomed. The gopointment
will begin Juy 1, 2002; teaching will begin in September, 2002.
Applicaton deadine: Until filled Please send a cover letter,
curriculum vitae, remrdings, scores (where appropriate), and three
letters of recommendaion (gither togeher with other materias or
separately) to: Amherst College, Conposer Seach, Jenny Kadlick,
Char, Depatment of Music, Amherst, MA 01002.

Bowdoin Colege -- Conpo<er, Assistant Professor or Instructor,
tenuretrack postion. Teaching dutes include compostion in awide
variety of syles for undegraduae majors and nonmajors, music
theory (egpedally twentieth-century), and rrusic literature clas®s for
a genead liberd arts audience Teading load is two courses per
semester in atwo-semester year. Expetise in anonWestem tradition
or a folk tradition of North America or Europe highly desirable.
Conpleted PhD. or DM.A. prefered. Start Date Fal 2002.
Application dedline 12/10/2001 orurtil filled Materials, including
three letters o recommendation amd eviderce of teacling
effectiveness should be sent to: Bowdoin Colege, Mary K. Hunter,
Depatment of Music, 9200 College Sttion, Brunswick, ME 04011

Kansa State University -- Postion: Music Theory, Conpostion and
Electronic Music Sudio. Duties Teach courses in music theory,
compostion and dedronic music sudio techniques paticipate in
program development, remain active as a compose, advise and
recruit students. Additional duies may be assigned by the
Depatment Char. Tenuretradk postion. Qualificatons: Conpleted
dodorate required. Suces$ul stuudio and dasroom teahing and
evidence of significant pefformances of recent compostions rejuired.
Rank: Asst. Professor. Start Date: 6 Augug, 2002. Application
deadline 11/26/2001 orurtil filled Application Procedure: Send a
letter of interest, curriculum vitae, three letters of reeommendaton,
and acassédte tape or CD of a recent pefformance of a least one
significent, representative compostion ©: Kansa State University,
Tod Kerstetter, Chair, Theory/Compostion Search Conmittee,
Depatment of Music-109 McCain, Manhatan, KS 665064702.
Phone (785)5323831

Metropolitan State University -- Music Theory and Conpostion
Feculty, Ful-time TenureTradk Postion. Regponsbilities: Provide
creative leadership in developing astrong nusic theory program and
in integrating music technology into the airriculum. Qualificatons
Required: A dodorate in music theory/compostion or a masters in
theory/compostion with sgnificant recognition asa composer a the
local level or beyond. College teading expeiience in the aress of
music theory and mmpostion. Start Date: August2002.Application
deadline 10292001 or urtil filled Metropolitan State College,
Larry Worster, Chair, Depatment of Music, PO Box 1733@,
Denver, CO 802173362.



Western Illinois University - Tenuretrack Music
Theory/Compostion Postion; Full-time tenuretradk postion.
Primary responsbilities: Teahing lower-division mnusic theory
including arral <ills. Additiond asignments in uppe-divison
theory and compostion @murses. Doctorake required in compostion
or theay ard composition. Evidernce of experience in music theory
teaching aaxd commitment to teading nusic theory. Rank: Asst.
Profesor. Stat Date: Augug 19, 2002. Application dedline:
1/2/2002 or until fil led. Applicarts shoud submit letter of
application, resume, and three current letters of recommendation to:
Western lllinois University, Janes Caldwell, Chair, Music
Theory/Compostion Sarch Conmittee, Depatment of Music, 1
University Circle, Macomb, IL 614551390.

Musicology

Arizona State University -- Music History - Full-time, tenure-track
postions. Teath music hisory all levels, MA theds advisement.
Required: PhD. in musicology, demongrated teaching and sdolarly
excellence appropriate torank. Desired Preference gven to specialist
in Baoqueor Classical or 20th Century music. Rank: Assoc./Asg.
Profesor. Sdary: Conmenaurate with qudificationsand experience.
Start Date: Augug 16,2002.Application deadline: Until filled. Send
application letter, CV, three airrent letters of recommendaton,
scholarly work sample(s); evidence of successiul teahing by Nov. 1
and 15th of each month theredter wuntil filled to: Arizona State
University, Robet Oldani, Chair, Musicology Search, Scool of
Music, Box 870405 Tempe, AZ 852870405.

Radford University -- Postion: Music History and Literature; and
Music Theory. Tenuretrack postion. Description: Teac
undegraduat and greduae courses in music history and literature
and rmusic theory. Other duties may includeteaching of other courses
for which qualfied and/or responsbilitiesrelated to coordinaion of
graduge studies Qualifications Musicologist Doctorae rejuired.
Applicant must have college teaching experience in music history
and literature and music theary. A record of appropriate research and
profesiond adivities required. Rank: Asst. Professor. Sakbry:
Commensurae with qualifications and expeiience Start Date: Augug
2002. Application dedline: Until filled. Application: Undergraduate
and greduae transaipts, three recent remmmendatons will be
required of al findists. Send letter of applicaion and resume
immediately. Address applications b: Radford University, Eugene C.
Fdlin, Chairman, Depatment of Music, Box 6968, Ralford, VA
24142.

University of California, Davis-- Musicology postion, tenuretrac.
Research interests in American music and/or music of the twentieth
certury are particulady desired Candidates with the ahlity to
contribute to the newly egablished Media Arts/TechnoCutural
Studies Center would bedesirable. The gppointeewill be expected to
teach musicological courses atthe greduge and undegraduae levels
including genera eduation murss, to direct dissertations, and to
accept committee and alvising responsbilities Candidates should
have denongrated supeior intelledual attainment in their resarch
and posessa strong @mmitment to teadiing. Candidates must have
a PhD. or equivdent by luly 1, 2002. Rank: Asst. Profesor.
Application dedline: 12/10/2001 orurtil filled Applications should
condst of a letter of application, curriculum vitae with full
bibliographicd citations and the names, addresses, phonenumbers,
and e-meil addresses d at least three eferences. At this time, dease
do notsend letters of reference, programs, recordings, manusgipts,
or offprints. Applicationsshould beaddressel to: Univ of Cdifornia
Davis, ChiistopherReynolds, Char, Search Conmitteg Depatment
of Music, One Shields Avenue Davis, CA 95616.Phone (530) 752-
5537 Fa: (530) 7520983 Enail: spolley@ucdavis.edu
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University of Cdifornia, Los Angeks -- Tenuretradk or tenured
postion in Musicology, dl ranks consdered, Assistant Professor
prefered. Open to any spedalizaion tat will complement existing
faculty interests and enhance the depatment's distinctive strengths
Conpleted or nealy completed PhD. and evidence of success in
teaching and innovdive scholarship required. Review of goplications
will begin on 10/29/01; position begins 7/1/02, pending budgeary
approvd. Send letter of gpplicaion, curriculum vitae, and 3 ktters of
recommendation : Univ of Cdifornia-Los Angdes, Robet Walser,
Chdr, Musicology Depatment, 2445 Sboenbeg Hall, Los Angdes,
CA 900951623.

University of Cadlifornia, San Diego -- Music Sdolar -
Interdisciplinary Music Studies The Depatment of Music invites
applicatons for a tenuretradk postion in music
scholarship/musicology. The Depattment is open to manifold modes
of inquiry, including theoriesof globdization, postcolonialism, race,
gende, sudity, hybiidity, and transnational netvorks of musicd
pradice The successful candidae will be expeced to teach
undegraduak historical survey coursesplacing Western music in a
globd context, play an integral role in. the department's
interdisciplinary greduge program in Critical Studies and
Expaimentad Pradices in Music, and paticipate in university
service. A completed or nealy completed PhD. is required, as well
as proven poentia for distinguished scholarship and efedive
teaching & graduate and undegradude levels. Candidaies who
demondrate a significant commitment to interdisciplinary music
studies, and whos qudificaions complement and expand our
multidisciplinary approaches to music, will be given strongest
condderation. Rank: Asst Professor. Application deadline:
2/11/2002 orurtil fill ed To apply, serd a letter of application,
detailed resume, writing sanple(s), and at leag three letters of
references to: Univ of California-San Diego, Musicologist Search
Committeg Department of Music 0326,La Jolla, CA 920930326.

University of Montana -- Music History/World Music/Integraed
Arts, tenure track postion. Duties Teah seéected music history
courses from the curriculum of thos required for majors. Offer
courses in "Music of the World's Peoples' ead ssmester of regular
academic year. Work with faculty in visual art, drama, and dance in
designing airriculum and pooviding instruction in a team teaching
configuraion © undegraduat maors in the Scool of Fine Arts.
Teach lamge lecture chssof Music Appreciaton each semester of
reqular academic year. Possble sudio teaching. Additional
undegraduae andfor graduat teading responsbilities based upon
qudificaons of the candidae and neds of the department.
Qualifications: Doctorae or equivalent prefered. Masters degree
required. Evidence of a minimum of three yeas succesful teaching
at the collegefuniversity level. Proven success in effective teaching
techniques in areasof music history, world music, and integrated arts,
and with the ablity to teach music suvey sequence ard uppe
divisonfgraduae music history period ourss. Membership and
proof of adive participation in recognized, appropriate professiona
organizaions Outstanding oganizational and instructional delvery
skills appropriate for effective teaching in a large-ecture <tting.
Ability and desire to provide outreach to music educatars in the
elementary and seonday schools in areasrdated to music history
and world music. Expefence with nonwestem instuments (i.e,
gamelan, African drumming, ett,) desired. Rank: Asst. Professor.
Start Date: Augug 16, 2002.Application deadline: 2/1/2002 oruntil
filled. Send letter of gpplication; curriculum vitae, officia transcripts
from dl colleges/universities atended; and a leag three recent
(within last 3 yeas) letters of reference Direct applications and
inquiries to: Univ of Montana, Maxine Ramey, Char, Music
History/World Music/integrated Arts Postion Serch Conmittee,
Depatment of Music, Misoula, MT 59812.Phone (406) 2436830
Fax: (405) 2432441 URL: htp://www.umt.edu Saary: $30000-
$36000,depending upon qukfications



Recadings

Muhd Richard Abrams. The Vsbility of Thought [Duet for
Contabas and Pano. Duet for Violin and Pano. Baritone Voice
and Sting Quartet. Piano Duet No. 1. The Visibility of Thoudnt.
Piano Improvisation]. Muhd Richard Abrams, Thomas Budkner,
Philip Bush, Jon Deak, Ralph Farris, Mark Feldman, Joseph Kubera,
Dorothy Lawson, Todd Rgnolds Mary Rowell. Mutable Music.

James Adler. Memento Mori: An ADS Reguiem [Requiem
adgernum, Now | Am Dead, Requiem agernam, Dies irae, Mors
stupebit, Judex emgo, Yizkor, The Woundel, Lacrymosa Narrative,
Sactus, Pie Jes, Lamb of God, Lux aeema, The Pak Flickers,
Suwival]. AmorArtis Chorde and Orchestra, conduded by bhannes
Somary. Albany.

Art Music Ensenble. Look Both Ways [Luciano Beio. Sejuenz |,
VIl, and Xa. David Sher. Debussy Deb-YouDo Pt. 1 and Pt 2.
Sax Lines and Audd Tape Seuenza VI / Palimpsed. In The
Pocketa Pocketa]. Art Music Ensemble. Innova

Mark Applebaun. The Janus ReMixes: Exercises in Auto-

Plundeing. Innova

Bang on aCan. RenggadeHeaven [Julia Wolfe. Bdieving. Arnold
Dreyblatt. Escalator. Michael Gordon. | Buried Paul Glenn
Branca Movenent Within.  Phil Kline. Exquisite Corpses].
CantaloupeMusic.

Arthur Berger. StefanWolpe. Form. New World Records.
Jonahan Beser. Mr. Darwin's Dances Atoll.

Thomes Beveridge. Yizlor Reguiem [Realers Kaddish, Requiem
Aeternam, Psém 23, Remember, Hogtias, Sactification, EIl
Malei Rachamim, Lux Aeterna, Justorum Animae, Moumers
Kaddish and Lord's Prayer]. Choral Arts Society ard Orchedra of
Washington, conduded by Norman Scribner Naxos.

Daniel Biro. ElegantEnigmas. Sargasso.

Bitches Brew. GooeyDewey. Flated Lamborgini Reords.

Harold Boatrite. Sonaas and Sues. Capstone.

Bonk Music from the Festival. Bonk Fetival, University of Souh
Florida.

Bonk Thy Naghbor. Bonk Fegival of Nev Music. Bonk Fetival,
University of Souh Florida.

SusanBotti. Susn Boti. Susan Botti. CRI.

Will Gay Bottje. Soundsfrom the West Shoe [Capriccio for Two
Trumpes, Stings and Pecussion. Soundsfrom the West Shoe.
Conerto for Two Futesand Srall Orchedra. Opener. Concerb
for Horn and Small Orchestra]. New Synphony Qchedra,
conduded by Rassen Milanov. Capstone

Lili Boulanger. Clearingsin the Sky: Songsby Lili Boulange and
he Conpatriots. Cedille Records.

Martin Boykan. Echoes of Petrach. Piano Trio No.2. City of Gold.
Seond Sting Quartet. CRI.

Henry Brant. Orbits. Westem Spings. Hieroglyphics3. CRI.
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Anthony Biaxton. Sott Rosebeg. Conpostions Improvisations
2000 Barely Auditable Records.

Bride of the Wind (mudc by Gustav Mahler, Alma Mahler, and
Sephen Endeinan). Deutsche Gammophon.

The Bride Unfastens Her Braids The Groom Faints: Ladino Love
Songs New Albion.

Allen Brings. Music for Keyboard Instruments [Five Pieces Tre
esercizi. Sonaine. Sk Praeludia Conerto da Camera No. 4].
Genevieve Chinn, Bradley Brooksire, Allen Brings, Stephen Thap.
Capdone.

The Brooklyn Sa Quartet. The Way of the Saxophone [David
Bindman. Climate Condtions Gado (based on Ewe music). Pier
Sketth. Fred Ho. Hipster Harvey. DukeEllington. In a Seatimental
Mood. Fats Waller. Jitterbug WAltz (the latter two sdedions in
arrangenents by Bindman)]. David Bindman, Fred Ho, Sam
Fumace, Chiis Jones. Innova

Eale Brown. Times Five Octet I. December 1952. November
1952. Four Systems. Novara. Music for Violin, Celo, and Pano.
Music for Céllo and Pano. Nine RareBits. CRI.

Margaret Brouwer. Croswinds CRI.

Kyle Brudkmann. Entymology. Barely Auditable.

Thomes Budkner and Tom Hamilton. Jump the Qrcle, Jump the
Line ThomasBudnerand TomHamilton. Mutable.

Rosoe Mitchdl and Thonmas Budkner. 8 OClock: Two
Improvisations Rosoe Mitchdl and ThomasBudner. Mutable.

Matthew Burtner. Portals of Distortion: Music for Saxphons,
Conputers, and Sones [Portals d Distortion. Fern. Slit Voices
Mists. Incantation S4. GlassPhasé. Innova

Michad Byron. Music of Nights Without Moon or Pearl [Music of
Nights Without Moon or Pearl. Invisible "Seels' for James Tenney.
Entranceg. Cd Arts New Century Players, David Rognboom
Cold Blue

Susn Nigro. TheBassNightingale. GM Recordings.

Terry Riley. In C. Bang onaCan. 45'51" Cantaoupe 2001.



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 Graduge University (PhD.); and Tery Riley. An
ASCAP ompoer, Alburger writes for Commuter Times and is
pubished by New Music. He is Editor-Publisher of 21ST-
CENTURY MUSIC, and hes interviewed numerous composers,
including Chales Amirkhanian, Henry Brant, Earle Brown, Phiip
Glass, Lou Harrison, Alan Hovhaness Meredith Monk, Pauline
Oliveros Steve Rech, and Rederick Rzewski.

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 rmeny avards and giants, including the Harvey Gaul Conteg, an
Ella Lyman Cabot Trust Grant, and a MacDowell residence Heisa
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

PATTI DEUTER B Associate Edtor of 21ST-CENTURY MUSIC
and a By Area panist.

MICHAEL MCDONAGH is a San Francisco-based poet and writer
on the arts who hasdonetwo poen/picture bookswith artist Gary
Bukovnk, Before | Forget (1991)and Once (1997) the former bang
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
appeara in the San Francisco Chonicle, Sax Francisa 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 ard heads the Bay Areachapter of The Duke
Ellington Socety. He co-hosted nine ralio shows on KUSF with
Tony Qudtieri with whom he nowshares a classcal-music review
webdgte -- www.msu.edufuser/guatie3 -- which has also bea
trarslated into Russian ard appears in Intell edual Forum.

ANTON ROVNER wes bomn in Moscow, Russia, in 1970 ad hes
lived in the United States since 1974. He dudied piano & the
Manhatan Sdool of Music, Preparatory Division, then, compostion
at the ldiilliard Sdool, PreCollege Division, with Andrev Thomas
and the Juilliard School (undegraduae and graluae prograns) with
Milton Babbitt, graduatng in 1993 with an MM. In 1998he received
a PhD. degree from Rugers University, where he studied with
Chales Wuorlinen. Rovnerreeived a BMI Award in 1989 ad an
IREX Grant in 19891990. He atended the Esherwood Music
Festival studying mompostion with Eric Ewazen. He studied music
theay a Columbia University with Joseph Dubiel for two years.
Since 1992 heis the artigtic direcor of the Bridge Conemporay
Music Series. His music has beenperformed in New York, Moscow,
Pais, Kiev, Lvov, Kaza, Nizhni-Novgorwd, Chisnau, and
Bucharest. He has participated and his nusic has beenperformed in
such music concets and fegdivals as the Conposes Conmrdance
contemporay music segiesin New York, the Mosamow Autumn Music
Festival, the Alternativa festival in Moscav, ard the International
Forum for Young Conposrsin Kiev.
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NEW MUSIC
189 Rainier Circle
Vacaville, CA 95687

(707)451-0714
D.L.BARRY
7 HORT PRELUDES on (hants, Chorales and H/mn Tunes for Organ NM 6504 $14.00
HERBERT BIELAWA
CAROLS FOR STRINGS (String Orchedra) NM 6502 $20.00
CAROLS FOR STRINGS (Violin Duetand Fano) NM 6503 $16.00
CAROLSFOR VIOLIN DUETS NM 6501 $10.00
J. CURTIS BROWNING
THE COLD HEAVEN, Four Songson Texts of William Butler Yeas HM 1234 $15.00
ELEGY FOR FLUTE AND PIANO (In memoriam Francis Poulenc) HM 1050 $10.00
FESTIVA CARNIVAL (ENTRY OF THE CLOWNS) (Symphonic Wind Ensemble) HM 3030 $60.00
MISSA BREVIS (for ChorusandEnsemble) HV 1313 $40.00
THREE LITTLE YULETIDE CAROLS (SATB) HM 1213 $900
THREE LITTLE YULETIDE CAROLS (Soprano) HM 1214 $900
ALBERT HAY MALOTTE - THE LORD'S PRAYER (Arr.) (TTBB) HM 1010 $300
I'LANA COTTON
THEME IN HARMONIES for Piano NM 666 $400
MUSIC OF THE MOMENT (A Graded Approach b Keyboard Improvisation): Volume 1 NM 667 $10.00
MUSIC OF THE MOMENT (A Graded Approach b Keyboard Improvisation): Volume 2 NM 668 $10.00
NANCY BLOOMER DEUSSEN
IMPRESSIONS AROUND G, Suite for Soprano,Alto, Tenor, and Bass Recorders NM 1989 $12.00
TWO PIANO PIECES (PIANO PRELUDE andCA SCADES) HM 1988 $800
THOMAS GOSS
CIRCLESfor Piano Solo NM 9702 $900
PRELUDES for Viola and Pano Cassette Tape) TG 1001 $11.00
NIGHT FRAGMENTS for Violin, Viola,and Pano Cassette Tape) TG 1002 $11.00
JOHN KI EFER
FIVE ANIMATIONS for Guitar Solo NM 8801 $10.00
MEDITATION for Guitar Solo NM 6102 $400
PARTITA for Guitar Solo NM 6103 $500
SEVEN PRELUDES for Guitar NM 6101 $700
MIC HAEL A. KIMBELL
DIALOGUESfor Two Clarinets NM8001 $600
RIC L OUCHARD
GIVING WITH BOTH HANDS (Piano) (CD Recording) NM 8003 $15.00
ADAM OLENN
PROLOGUE for Brass Quintet 99031 $20.00
MARK PETERSEN
ARCHITEXTURE for Multiple Percussion (2 Players) NM 6006 $20.00
CONSTANTS for OboeandPiano NM 6005 $12.00
EXPLORASONORITIES I for Oboe and Piano NM 6003 $12.00
FIVE CONJECTURES for Brass Quintet NM 6001 $15.00
LE MATIN C'EST ARRIVE for Prepared Piano and Three Alarm Clocks NM 6007 $400
THREE MOV EMENTSfor Clarinet NM 6004 $900
VARIATIONSfor Piano NM 6002 $10.00
TERRY RILEY
CHORUS 193 fom MEXICO CITY BLUES @ack Kerouac)for Chorus SSATBB NM 1930 $1200
PAUL M. STOUFFER
BITTER-SWEET, for SopranoandPiano 980£3a $600
CATS AND MORE CATS, for Soprano and Piano 980423b $6.00
CYCLESfor Solo Flute,Oboe,or Saxophone 1112 $600
ELEGIE for Oboe and Piano 111201 $6.00
ETERNAL LOVE, for Soprano and Piano B0423c $6.00
THE FLY AND I, for Soprano and Rino 980423d $600
HALLOWEEN, for SopranoandPiano NM 5312 $600
I JUST WANT, for SopranoandPiano 980423e $600
MY LOVE WANTSTO PARK, for Soprano and Rino 111203 $600
SUMMERSAGO, for SopranoandPiano NM 5311 $600
____TOTAL
Name
Address
City Sate 4p Code
@eck or money orde enclosed Rease bill me
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GOAT HALL

400 Missouri Street
San Francisco, CA

Upcoming Performarces

Bernstein Banquet

An Evening ofSongsand Scenes
8pm -Friday, March 8, and Satuday, March 9

Goat Hall Poductionscompanymembes treatyou to an elegnt "suppershow” featuring oneof their favorite
musc theatercompaers. Leonad Bernstein. On the program will be Bernstein song cycles such & the
delicious"La Bonne Qiisine" (aka Recipe Songsaswell asexcepts from West Side Stoy, Trouble in Tahitj
and a ta®e of GHP'sfall production ofCandide Refreshments served!

San Francsco mposes Chamber Orclesta

Inaugual Concet
8pm, Friday, March 22

NEW MUSIC presents an evening ofnew works, with Mark Alburger, Alexis Alrich, John Beeman, Marcia
Burchad, Richad Burdick, Erica Challis, Michael Cooke, Danielle DeGuttala, Thomas Goss, Michaé
Kimbell, Jab, Lisa Prosek, D'Arcy Reynolds Bruce Salisberg, Maryliz Smith, Erling Wold, Thoma Yee, and
Laurel Zucker.

Arachre

Music and wods by Saah Michael
8pm -May 4-5,11-12,18-19

Michael'schamberopea retells the myth ofArachne,who challenged the goddesf weaving to a conté®f
skill. Provoked bythe nymphsMagenta,Cyan and Y#ow, and advied by the conesMartha and Mna,
Arachne and Athena move tlugh the wgesof drama with authoty and gace. Goat Hall Productions
preentsthe wok's first fully staged poduction,directed by Haiet March Page.
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