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FROM THE EDITOR
This issue of Living Music presents a diversity of
articles, interviews, and reviews – focusing as much as
possible on the actual spoken or written words of living
composers.
Thus, this issue contains personal interviews with
composers Sydney Hodkinson, Michael Gandolfi, and
Peter Lieberson.
Live concert reviews and CD reviews are covered both
in extended articles and also our new “briefly noted”
reviews section.
An ongoing series focusing on composers who have also
been active in non-musical fields begins with two
interviews of medical doctors who are also composers –
Albert Hurwit and Franklin Ashdown.
Our feature scholarly article, by author Gordon
Rumson, creatively considers the work of one of
Canada’s most significant composers, R. Murray
Schafer.
The Spring 2005 issue, in addition to our regular
features, will begin an ongoing series of profiles and
reviews of new music record labels and their releases –
beginning with the British NMC label.
Also to be announced in the Spring issue will the
unveiling of our new Living Music Journal website –
with additional features and a back issue archive.
– Carson Cooman

from top: R. Murray Schafer, Sydney
Hodkinson, Franklin D. Ashdown

An Interview with Sydney Hodkinson
by J. Anthony Allen

are you doing?!?” I was very young. The drummer
said “That’s what you wrote.” I told him “No,
man, what I wrote is [sings swing jazz rhythm].”
So, that was the first and most memorable bit of
small notational smarts one gets just by dealing
with musical friends. I was very young. Very
ignorant [pause]. I have been writing a long, long
time.

Retired in 1999 from the Eastman School of
Music, Sydney Hodkinson maintains an active
career as a composer, conductor and educator. He
teaches in the Aspen Music Festival and School’s
Composition program, conducts the Aspen
Contemporary Ensemble (ACE), and currently
holds the Almand Chair of Composition at
Stetson University in DeLand, Florida. In 2004,
Dr. Hodkinson celebrated his 70th birthday – an
event honored by the Aspen Festival with many
performances. Somewhere up in the mountains,
composer J. Anthony Allen got a chance to sit
down with Syd and talk about his experiences in
life, music, and career, as well as offer up some
warnings for the next generation.

JA: Was your “12 year old symphony” ever
performed?
SH: No, thank the gods. My mother still probably
had it in a trunk buried somewhere, but it has
passed into Trunk Heaven. It is gone. I have a
couple of pieces from the ‘50s that I wrote when I
was a college sophomore, that I still think are OK,
but they are the earliest “classical” music of mine
I heard played.

JA: You were a jazz player until you were 45
(clarinet and saxophone). When did you
begin writing chamber music?

JA: Do you ever still write jazz? Perhaps a
better question is, did you ever consider
yourself a jazz composer?

SH: I had been writing music since I was about 7.
I started to write a symphony when I was 12; it
sounded like bad Grieg because I had been
playing the Watchman’s Song, and Ase’s Death,
etc. on the piano...fumbling through it. Plus, I had
my first experiences then with LARGE
manuscript paper and I wanted to fill up all the
staves. I had spent a nickel a sheet – big bucks at
that time – and I apparently did not want to waste
any paper by not filling in all the staves. It was
only when I was about 14 that my clarinet teacher
pointed out to me that my magnum opus had
some incredibly lousy scoring and that I might be
well-advised to go and get an orchestra score and
see how some other folks do it. I had arpeggios in
the bassoons, celli, violas, low clarinets, etc.
because I did not want to waste all that paper.

SH: Not really. Well, I considered myself a jazz
arranger for many years and did a lot of it. Is that
calling myself a jazz writer when I wrote original
tunes? I was accepted into the Eastman School of
Music based on dance-band charts, - honest! I
guess I was a jazz writer. I admired the work of
Manny Albam, Gil Evans, Jerry Mulligan, and
Charlie Mingus greatly. I listened to their music
and tried to emulate that. But I don’t know...then
I just went and wrote my own music. [laughs].
JA: We have heard a very eclectic array of
your music, stylistically, here at Aspen. Do
you think your jazz background helped shape
this?
SH: That is for others who look at the music to
say, not for me as a composer; that is for an
historian or a theorist. I guess the “jazz
ambience” is there, it is certainly a part of me. I
have fond memories of it still, and still know all
those old tunes. So it is baggage that one carries
through one’s life. As I said, I admired greatly the
performers that played it. They had incredible
technique, and the competence and the beauty
that these fantastic jazz players exhibited

But I have been actually writing a long while, and
when jazz started to entice me (when I was fairly
young: 14 or 15), I then wrote things for my jazz
friends and got the beginnings of an education.
One example I can give you is writing a quarternote and two eighths – for a hi-hat - and thinking
that was what I wanted (at a fast tempo). And so
the drummer put up his set and he goes [sings
literal quarter eighth-eighth rhythm], I said “what
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mesmerized me. I memorized some Stan Getz
licks when I was a boy, Lee Konitz, names you
probably don’t know - they were magnificent
players. How much of that is a conscious thing? It
is sort of in one’s blood stream. Are you
conscious of the blood flowing in your veins?

instruction: I thought God had given me X
amount of “juice” for that 24 hours to do
something creative, and I didn’t want to share it
with people like yourself. I wanted that time
inviolate for me... removed... separate from the
rest of the job. It’s the only way I found time to
compose. I didn’t want to be confronted with
good young composers asking questions like
“why . . . do that, Dr.H?” I was too selfish. I felt
that my own creative hours could somehow be
stolen from me and I didn’t have a lot of time – I
had these other duties.

JA: Fair enough. Do you still play, or
improvise in general?
SH: I think it is beneficial for young composers to
get into improvisation. No, I do not play anymore.
I just do not have the chops, and I gave my
instruments to my youngest son. I think it is very
valuable for anyone, someone like yourself, to
learn how to play one instrument extremely well. I
think that is necessary. It teaches you so much
when you learn how to play an instrument well.
Not just OK. I studied a lot of instruments OK,
but I studied one very seriously for a long period
of time; the effort that goes into that, the
realization of that study, helps you to be a better
composer.

That changed only when I was in my 60’s, and so
I have been teaching composition here [Aspen]
now for 7 years, and at Eastman since about 1994.
My composition teacher-hat is a relatively new
one; but it is not all that old, worn, and full of
holes either, and it is continuing now at Stetson.
JA: I found some things from your former
students who seem to speak very highly of
you. I want to read you this one quote that I
found:

JA: That was clarinet?

Syd Hodkinson tells fantastic stories, seems to have
completely missed the politically correct revolution.
[He is] blunt, unconcerned with hurting anybody’s
feelings, ultimately concerned most of all with our
lives, our spirits; his voice in the lowest octave of the
piano, he cautions us on avoiding depression in the
hard years we have ahead of us, resonating
magnificently on the word “alone.”

SH: Yes, clarinet, - and the saxophones (soprano,
alto, and primarily baritone...).
JA: I want to talk about teaching, because you
have taught at a lot of different places...
SH: But not for composition as long as many
people. Because my college jobs primarily were
not connected with composition teaching, except
peripherally. I had a student, for example, in the
late 50’s at the University of Virginia who wanted
to study composition. But my jobs at these
schools have either been in the theory
departments
or
conducting
departments
throughout the majority of my life, with only
minor exceptions. I spent 2 years in Dallas
teaching composition at Southern Methodist
University, and the University of Western Ontario,
where I taught in the early 90’s. There were other
various times, but that was always either a one-totwo year, one-shot thing; then I would go back to
conducting or teaching orchestration or
counterpoint, etc. I felt a rapport with Bartok’s
reasoning, a kinship with the master’s piano

SH: Yeah, I think that is true. [laughs]. But that
line about “I don’t care if I hurt your feelings?” I
think I do care if I hurt your feelings, but, perhaps
a situation warranted that your feelings should
have been hurt. I’ll tell ya, I can be very simple
about this: I think this is serious business. And I
do not play around with any ineptitude of
students. My friend George Tsontakis says that
sometimes I scare the shit out of some students. I
do not intend to do that, but it is serious business
and I am serious about it. And I want them to try
and get their work as right as they are able,
depending on their own plans, and I think I can
help them do that, wherever they come from, or
where their heads are at. Taking a lesson in
“creative writing” is not an easy thing to do. I am
3

trying to help a youngster grope his way through
very serious air. It is a voyage that is incredibly
lonely. Yes. And my students better find this out
pretty soon. It is easier when you are in school:
you have all your friends and colleagues around
you - your peers – to bounce off and go have
beers with; to talk the daily musical talk. Your
friends, I presume, are no different than mine
were at an early age. They like the same kind of
things – i.e., classical music. You can go argue
about the performance of a Tchaikovsky 4, for
god’s sake, in a neighborhood bar. I did. And
learned from it. But that “something,” when you
are in the mix, the mélange, of all the excitement
of being turned on by each other’s work, can be
of inestimable help when you are a youngster in
finding your own way through the creative fog.
But then you often find yourself upon graduation
– as I did – with a family to support and the
university was the best way I found to accomplish
that. Many young composers today are finding
other avenues besides college teaching to explore
for “the outside job;” I support that wholeheartedly. But I went into an academic situation
and then . . . there is no one other creative
musicians around on my shoulder anymore! Nor a
good teacher - of which I had a couple – telling
you where to go, “go listen to this”, and the
things that effective teachers do. You no longer
have the luxury of living amidst the commotion
and ruckus of getting into arguments with your
good friends. So you are by yourself; and you
better learn how to handle it. I do bring that up,
as your quote stated. Yes... the solitude of being a
decent composer is something that must be
addressed. Many music students do not possess
the nature to do it, and a lot of them quit by the
time they are 40.

is very hard to do. Why? Because you have not yet
lived long enough. I do not mean to be offensive,
but you have not suffered enough. I am sure you
have perhaps a decent inkling of some share of
pain and joy, but you have to just come to grips
with who you are, what makes you you. It is a
very courageous act. Be yourself; whoever that is.
Because you will garner guffaws on one side,
laughter on the other, disdain on a third. The
worst thing, of course, is total indifference by a
bulk of folks. And yet you still keep plodding
away on this music-writing-trade. And you try to
do it as well as you can. In the end, after all is said
and done, the only thing that matters is the work
of art itself. No matter how tiny, how immense,
just how well it was made, and how effectively it
speaks to another soul.
JA: Do you see younger composers heading
towards any particular trends? For example –
we talked the other day about how many
younger composers have this fear of
repetition.
SH: You mean stylistic trends or mind-sets?
JA: More mind-sets.
SH: Well, let us take the first one first. Stylistic
trends: no. I think it is a salad bowl today. The
things you are interested in, you are going to
pursue, and the things your friend is interested in,
she is going to pursue. The types of music – all
the “...isms”- will persevere depending on your
own likes or dislikes. As far as the other part of
the question goes – the mind-sets - I have small
bêtes noirs, yeah... You can’t convince me that
some instructor at an august or non-august
university told you this – but it is as if there are
still these things that one does or does not do as a
classical composer. As if it depends on what box
you are in, what hole, what dugout... whether or
not you are going to write tonal music, or serial
music, allow yourself to be infected by
minimalism. But these non-ideas – like “I can’t
repeat”. Can’t repeat an idea? If it was good
enough once, might it not be worth saying again?
Also, might it not be worth saying again in the
same register, even with the same dynamics? In
the same instrument? I do believe - and the older

JA: What do you think is the best way to cope
with that?
SH: WRITE. Write the best music you possibly
can every day, and try to forget the debris: the
media-circus, the critics, who is famous this week,
who was famous last year and why, or how you
want to be like him or her, the old Success
Syndrome: how you are going to “make it” in this
world. Forget it all and try to write well – to find
out who YOU are – which for someone your age
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I get the more I believe it, the firmer I am and the
more I try to insist on it in my students (often to
no avail): simplicity counts. And I write some
complex music, but I still think that less is more.
And we should all strive to make music of the
utmost lucid quality as we possibly can, to try to
get our message across to the folks. And so all
these things you are talking about – “baggage” that young composers come in with - are born out
of academic concerns that have very little to do
with the actual creating and writing of music.
Whether or not to repeat is just one small thumbtack in that, but it is one. Or, whether or not they
can possibly use a C-minor chord in their master
plan of this work, whether that is ‘O.K.’ or not.
See, those are the wrong thoughts for a composer,
because perhaps you are concerned about what
someone else is going to think about your works.
Not good. To consider an audience – who are you
writing this piece for? – is a natural and necessary
factor; to be concerned about the reactions of
your peers to your work is not. Be who YOU are.

roll by, I find myself easily recalling the major
works I was avidly inhaling at that time, their
power, their craftsmanship, their pure sound. The
music that I heard was always more important, I
think, than what someone said to me. There are
exceptions to that [laughs].
JA: Was this possibly the germ for how you
got into conducting? This kind of study?
SH: That is another story. I started conducting
when I was an undergrad; I studied with Paul
White and Frederick Fennell and worked
arduously on the stock stuff. My first job (in
1958) was as the band director at the University
of Virginia. So that was stepping right into the fire.
And I “learned” how to conduct quickly. Ever
since then, I guess I am still learning. That kind of
led to the next job; I did a lot of orchestral
conducting at Ohio University, and conducted the
new music ensemble when I went back for my
doctorate. The Rockefeller Foundation was
supporting a new music group at the University of
Michigan; so I conducted that. Just sort of one
thing after the other. Then 25 years later, I was
back at Eastman in Rochester, doing the same
thing there. So I guess I am babbling over your
question here because I don’t think there was ever
a real decision saying, “I am going to be a
conductor”. If I had decided that, I probably
would not be a composer. I would have followed
the conductor route, like the kids here at Aspen,
some of which are very gifted, and go do what
conductors do and get an orchestra somewhere
and do that. I could never spend the time to
follow that course (and I had a few good
opportunities), because I always wanted to spend
some time writing. At the same time, the
conducting provided me with an income. It
helped me as a composer: to learn how to get
down on paper even very complex ideas as simply
as I could. And certainly just the wealth of scores
I had gone through, that has helped my general
education. But I cannot say there was a time I felt
[with Russian accent] “I am a conductor”. It just
sort of ensued; and I’ve gotten a little better at it,
which helps.

JA: How do you feel about the “academic
path” then, that the majority of us go through
now? Does this attitude generate there?
SH: An academic path is good, if you maintain
your curiosity. If a teacher told me, when I was a
youngster, when I am writing a set of variations,
for example, that I should go and listen to the
‘Enigma’ or the Bach C-minor, and these are 2
pieces I did not know, I made damn sure I knew
them almost the minute I left that classroom.
When I complain to my wife that I felt a lot of
composition students do not have that kind of
curiosity anymore, she said no, I was wrong. The
number of those that do and those that do not are
the same; it is just that I was one of the ones that
did. The guys and girls that I socialized with –
they were curious too. And yet somehow I just
lost sight of the fact that there was this other area
of people that did not have that curiosity to go in
and learn. The schools I went to had good
libraries and I took strong advantage of that; but
that is probably the single greatest advantage of a
fine academic institution. I might go a little
further: Only on rare occasions might I remember
something an important professor said to me in
words, a discussion in class; rather, as the years
5

JA: I wanted to ask you - I found this piece,
unfortunately I wasn’t able to locate a score,
but you have a piece titled One Man’s Meat.

Concert Review
Honolulu Symphony, October 2005
by Jerré Tanner

SH: [laughs]: The title intrigued you? I have two
pieces from that time – one is called One Man’s
Meat, and a brass quintet called Another Man’s
Poison. One Man’s Meat is a piece for double
bass and electronics, and was written [along with a
“famous” piece – that Chris Rouse calls “The
utext of the 60s”: The Dissolution of the Serial]
around the time of my doctoral dissertation in the
60s, at Michigan. They are personal ‘relief’ theatre
pieces occasioned by dealing with the stress of
doctoral studies and dissertations. One Man’s
Meat is a piece for double bass and 2 large
speakers. The speakers take over the double bass
player. These are “jazz” pieces, by the way. The
work starts out – uptown, Darmstadt kind of stuff,
and ends up in B-flat blues. And Another Man’s
Poison for brass quintet does the same thing. My
first string quartet, which is for five players, is
another piece of this time (in the 60s); it is written
for guitar, harp, electric guitar, electric bass, and a
percussion player playing on the strings of the
piano. That is “String Quartet #1”. It has never
seen light of day, alas, alas; but it was also one of
those “post-dissertation” pieces. It starts out as a
serious avant-garde new music thing, and ends up
with the drummer stepping back from the piano,
moving over to the drum set, and the electric
guitar and bass player take over, gently cooking
away.

The Honolulu Symphony on its October 14 and
16, 2005 concert series “East Meets West” gave
the premiere of the revised version of the
Hardware Concerto by Kenji Bunch (photo below)
with the Ahn Trio to the great delight of the
audiences.

(Kenji Bunch)
Four years ago Music Director Samuel Wong and
general manager Stephen Bloom inaugurated the
“East Meets West” concept to reflect the unique
ethnic blend of people in the State of Hawaii. Not
only has the Symphony hosted composers,
performers and conductors from Asia but has
also featured Asian Americans as well. Now, as
both Wong and Bloom have moved on to other
venues and the Symphony Board is on a year-long
search for their replacements, commitment to the
series thankfully continues.
Kenji Bunch, born in Portland Oregon and
educated at Julliard, is the very embodiment of
the “East Meets West” spirit (Japanese-American
mother, Euro-American father). Bunch is an
outstanding violist, he is the recipient of the
Lillian Fuchs Prize for Viola, and at only 32 a
young composer worth watching. In a pre-concert
interview, as a composer, he stated he is what he
hears. His musical tastes are eclectic, he plays
fiddle in the bluegrass band Citigrass NYC.
Attendees at the Honolulu Symphony concerts
certainly heard something of the range of his aural
experiences.

JA: That’s great! I brought up One Man’s
Meat wondering how you feel about a place
for humor in our music.
SH: Amen! Yes, yes – a thousand times yes. I
think we often are all too serious about this art we
love. One of my favorite “desert-islandcomposers” is still Haydn. He could really stick
his old tongue out at you. I have many pieces–
some of which you heard a couple of weeks ago –
that are of that ilk. Yes, a smile while we listen is a
fine thing; and I think there is much room for it.

The Hardware Concerto was written for the
Ahn Trio, three charming sisters and classmates
of Bunch at Juilliard, and given its premiere with
the Louisville (Kentucky) Symphony. After this
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first round of performances Bunch made a
number of adjustments and revisions to the score.
On Sunday he emphasized, “I like what I hear,”
and declared “the score needed no further
revision.” Thus these Honolulu performances, the
work’s second, were a kind of premiere of the
definitive version.

to be plugged.” Unfortunately, Maria’s cello did
not fare so well since her instrument’s darker tone
and lack to percussive attack did not cut through
the rich mix of orchestral overtones. The fault is
perhaps purely electronic and might be easily
corrected.
Samuel Wong, appearing as guest conductor with
the orchestra he led for nine years, directed the
Ahn Trio and the Honolulu Symphony through a
smooth-as-silk performance. It was as though
they had played this music for decades rather than
mere days. It would be hard to imagine a more
sympathetic performance, and the audience
rewarded the performers with a standing ovation
and repeated curtain calls.

The Hardware Concerto is in three movements,
the outer movements being highly rhythmical and
the central movement a quietly lyrical meditation.
As Bunch categorized them, the first movement is
Hip-Hop with a patina of Bollywood, the second
nocturne-like, and the third Funk. Taken as a
whole, the piece seemed imagistic of the mating
rituals of our urban young. The strikingly
rhythmic outer movements presented a sound at
once familiar yet parlayed into a unique orchestral
sonority, accomplished with superb musical wit.
Punctuated with brass and percussion, the first
movement conjured up the brightly colored
costumes and swirling motion characteristic of
Indian film musicals, the last movement the dark
dance clubs that attract youth in droves.

Three Questions Before the First Night
Michael Gandolfi speaks to Carson Cooman
about his work Plain Song, Fantastic Dances

But it is the central, lyrical movement that really
gives the whole work its real dimension. Quietly
meditative, moon-drenched groves of muted
strings set off the quiet solo and ensemble
reflections of the Ahn trio. Violinist Angella Ahn
and her twin sisters Lucia (electronic
keyboard/piano) and Maria (cello) wove spiderweb tapestries of utter enchantment that rose to a
slow, inexorable climax and fell back again into
quite. It was an effect of utter enchantment. One
was not so much reminded of Central Park as the
broad, star-filled skies and moonlight-on-loftysnows of Bunch’s northwestern birth city. Here,
too, Maria Ahn came into her own, matching
sister Angella’s high-flying lines with her own
deeper, darker flights. Supporting and uniting the
two were the undulating murmurs of Lucia’s
piano, the perfect sonic companion.

Composer Michael Gandolfi (b. 1956) has been
an active presence in the Boston Massachusetts,
USA area for a number of years and has been
recently gaining increasing national attention for
his works. He is a faculty member at the New
England Conservatory and has been awarded
many grants and commissions. Other recent
projects include a saxophone concerto for
Kenneth Radnovsky and the Boston Modern

In contrast, Lucia played an electronic keyboard
in the two outer movements, giving just the right
punch and grunge to the symphonic sound. Both
Angella’s violin and Maria’s cello were amplified
to carry above the general heavy orchestration.
Angella so aptly put it, “Every violinist’s dream:
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Orchestra Project, a piano concerto for the
London Sinfonietta, and a recently premiered
orchestral work for the Tanglewood Music Center,
where he also teaches.

Regarding using external source materials in
general, however, I recently was commissioned to
write a tango for wind ensemble. I did much
research ahead of that composition because I
knew very little about tango. The ensuing
composition Vientos y Tangos, has been quite
successful and I am pleased with having been
given that “assignment.”

Gandolfi’s latest work, Plain Song, Fantastic
Dances, was commissioned by the St. Botolph
Club of Boston and will be premiered on October
23, 2005 by the Boston Symphony Chamber
Players at Jordan Hall, Boston, Massachusetts,
USA. The work is scored for clarinet, horn,
bassoon, violin, viola, cello, and contrabass -- in
three movements, provisionally titled: 1) St.
Botolph’s Fantasia, 2) Tango Blue, and 3) Quick
Step.

In 1996 I received a commission from the Boston
Musica Viva to compose a chamber piece,
Grooved Surfaces, in which I had been
specifically asked to involve world music
influences. I initially refused the commission,
stating that other composers were far more
qualified to write such a piece. But Richard
Pittman, the director of Boston Musica Viva,
insisted that I compose the piece and so
eventually I acquiesced to his wishes. I’m pleased
that Mr. Pittman was persistent.

CC: The notes for your new work say that, because of the
commission from the St. Botolph Club of Boston (and
because St. Botolph himself lived during the reign of Pope
Gregory), you used a Gregorian chant and a derived 13th
century organum as source material for the piece. Do you
often use source material of this sort for your work, and
how do you find it structures your creative process?

For this piece I thought it would be appropriate
to investigate West African music; I have an
extensive background as a jazz guitarist and the
link between West African music and American
jazz is obviously strong.

MG: This is the first time that I’ve used
Gregorian chant as source material for a piece.
I’ve occasionally used other types of source
material when I’ve felt that it was warranted by
the commission or the circumstances relating to
the conception of a given piece, but it is not a
common practice of mine. In this case, the
source material was chosen specifically to connect
the piece to St. Botolph, via the music collected
by Pope Gregory the Great, which I felt was an
appropriate way to celebrate the St. Botolph
Club’s 125th anniversary, since they had
commissioned the work. To be honest, I really
didn’t know much about the history of St.
Botolph or the club before the project. During
this research process, I learned that the followers
of St. Botolph had named an English city in his
honor, “Botolphston” which over the centuries
linguistically morphed into “Boston.” So, when
the English settlers came to America and named
this city ‘Boston,’ they were actually honoring St.
Botolph by giving his metamorphosed name a
prominent place in the New World. Thus, the
connections all seemed very appropriate and
compelling.

I gathered recordings of Ghanaian music, and
transcribed several drum ensemble pieces from
them.
In the process of doing those
transcriptions, I found several rhythms and
rhythmical techniques that I knew would serve
well as the basis of a piece. The pitch material
was my own, and unrelated to Ghanaian music,
but the rhythms and rhythmical structures came
from these transcriptions.
Thus, sometimes in these rare circumstances,
where the commission specifically warrants it, I
will go ahead and try to find external source
material to generate a piece. In the case of Plain
Song, Fantastic Dances, I hadn’t been
specifically asked to connect to St. Botolph. But I
thought it might be interesting to do so -- and I
found a way that was satisfying and fruitful.
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CC: You’re known for blending influences from popular
and jazz music (and your own background in that area)
with classical elements in your compositions. Does that
figure at all into this new piece?

Chamber music exists in a conversational and
intimate world. It’s more personal and the
instruments have more individual roles than they
otherwise do in an orchestral piece. They
typically don’t combine into larger forces with the
colorful and weighty sonorities that are typical in
an orchestral piece.

MG: Yes, it does. It’s become such a part of my
writing that I don’t consciously make such
choices anymore.
In this case, the second movement, (Tango Blue)
has a groove quality that relates to my pop music
roots. I wasn’t thinking about writing a “tango”
specifically, but I was preoccupied with writing a
generally “bluesy” movement. The melodic lines
unfold in this bluesy atmosphere. There is an
underlying rhythm which has a tangential
connection to a tango.
This is not the
Argentinean “nuevo tango” exemplified in Astor
Piazzolla’s music, but a more “filtered” tango,
such as that found in Stravinsky’s tangos, among
others. Most importantly, the movement has a
dance quality that I connect in an abstract way to
the tango.

But in this piece, there are instances, particularly
in the first movement (and the very ending, where
the first movement’s material returns) which do
feel orchestral in conception. I could easily
imagine writing that “same” music for orchestra,
in fact.

The last movement is fast and is scherzo-like at
the outset, but soon breaks away from the
lightness that one associates with a scherzo. The
melodic profile in the expository section has folklike elements that one might hear as having traces
of traditional Irish folk music.

But having said all of this, after finishing the
entire work, I found myself wondering about how
much the piece had been influenced by my recent
orchestral works.

By contrast, the second movement is certainly
more chamber-like than the first. The winds have
those interlocking bluesy lines that I alluded to
earlier and they coexist with the strings in an
intimate chamber texture. The last movement as
well is a pure piece of chamber music perhaps
owing to its overall contrapuntal design.

While I do think the piece succeeds as a true
chamber piece, I must add that in writing a piece
in the 7-14 instrument range, one begins to cross
into a gray area that straddles the worlds of
orchestral music and chamber music. This is
never the case when writing a trio, a quartet, a
quintet or even a sextet.

I didn’t set out to do that initially, but as I was
writing, I felt the influence of these folk elements
emerging and I simply welcomed the serendipity
and spontaneity of the moment.
CC: Many of your recent compositional commissions have
been orchestral pieces. Coming out of a period of so much
orchestral work, do you find that your approach to chamber
music is influenced by that?

With seven or more instruments however, it’s
easy to find oneself, from time to time, thinking at
some level in orchestral terms.

MG: Interesting that you should ask that, as one
little fear I perhaps have about this new piece is
that it might be rather “orchestral” in its overall
conception. Overall, it is definitely a piece of
chamber music, and I don’t worry that it won’t
succeed in performance as such. But once I
finished the score, I found myself going back over
it and thinking “Was I hearing an orchestral piece
here and there?”
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creating a world in each piece that is appropriate
and completely sensitive to its context. Ranging
from the Winnie-the-Pooh-inspired Sure of You
to the Milton Babbitt and Peter Maxwell Daviesinspired Somewhere To Get To, Lister is
capable of evoking a huge variety of emotional
states and moods.

“Briefly Noted”
Brief Reviews of New CD Releases
David Liptak: Broken Cries (cello octet), Ancient
Songs (baritone and ensemble), Forlane (guitar),
Serenade (alto saxophone and strings); Bridge
Records 9167; Tarab Cello Ensemble; William
Sharp, baritone, Dinosaur Annex New Music
Ensemble, Scott Wheeler, conductor; David
Starobin, guitar; Chien-Kwan Lin, alto saxophone,
Eastman Philharmonia, Bradley Lubman,
conductor

A special treat is the extended work Blue Wine
for narrator and piano in which noted poet John
Hollander reads his own extended poem while
Lister plays his creative “accompaniment” to it.
– T. Abbott.
***

This superb release is the first CD release devoted
to the music of composer David Liptak (b. 1949).
A professor at the Eastman School of Music,
Liptak has been an active composer of
instrumental music, focusing particularly on
chamber music. All of these works display a
superb sense of timbre and development –
growing out of small musical ideas to build
convincing larger structures. Of particular note is
Ancient Songs, a work blending traditional and
new musical material with a tremendous coloristic
sense. Strongly recommended. – J. Thurman

Stephen Paulus: The Five Senses: The Five
Senses (narrator and orchestra), The Age of American
Passions (orchestra); Arsis Audio 153; Janet
Bookspan, narrator, Boston Modern Orchestra
Project, Gil Rose, conductor
Mass for a Sacred Place: American Choral
Works: Mass for a Sacred Place (Stephen Paulus),
Pater noster (Dan Locklair), Serenity (Charles Ives),
O magnum mysterium (Morten Lauridsen), O magnum
mysterium (Gerald Near), hope, faith, life, love (Eric
Whitacre), Lux aeterna (Edwin Fissinger), A New
Song (James MacMillan); Washington National
Cathedral Choral Society and Orchestra, J. Reiller
Lewis, music director, Eric Plutz, organ, Kendra
Colton, soprano

***
Somewhere To Get To: Music of Rodney
Lister: The Bear’s Lullaby (viola and piano), Of
Mere Being (mezzo-soprano and piano), A Little
Cowboy Music (clarinet, violin, contrabass, and
piano), Mama Stamberg’s Cranberry Relish (soprano
and piano), Everness (soprano and piano), The Birds
(soprano, mezzo-soprano, and piano), The
Repetitive Heart (violin), Sure of You (piano), Blue
Wine (narrator and piano), Somewhere To Get To
(mezzo-soprano, flute, clarinet, violin, cello, and
piano); Arsis Audio 144; Collage New Music,
David Hoose, director; D’Anna Fortunato,
Pascale Delache-Feldman, Ian Greitzer, John
Hollander, Denise Konicek, Rodney Lister, Mary
Westbrook-Geha, Joel Smirnoff, John Ziarko.

These two discs feature primarily the work of
composer Stephen Paulus (b. 1949). The first
disc contains an attractive piece, The Five
Senses, for narrator and orchestra based on an
original text by Joan Vail Thorne, with whom
Paulus had previously collaborated on the similar
and very popular Voices from the Gallery. The
Age of American Passions is a three movement
symphonic work inspired by America’s past and
present. The Five Senses joins the small ranks
of successful and appealing works for narrator
and orchestra –along with works such as Joseph
Schwantner’s New Morning for the World:
Daybreak of Freedom,

This disc contains a large sampling of music by
Boston-based composer Rodney Lister (b. 1951),
with a focus on works involving voices and/or
texts. Lister shows himself to be a deft craftsman,
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His first large-scale work, Symphony No. 1,
“Remembrance”, has been recorded by the
Bulgarian National Radio Orchestra under the
direction of Michael Lankester and released on
the MSR Classics label.

The second release focuses primarily on the halfhour Mass for a Sacred Place by Paulus, his
second full length mass setting.
This
tremendously exciting work is a major addition to
the American choral repertory and utilizes and
open and reverberant space of Washington
National Cathedral with extreme skill.

Hurwit’s symphony is an extended, neo-romantic
composition that traces, across its four
movements (Origins, Separation, Remembrance,
and Arrival) the journey of his ancestors across
Europe & Russia, their separation, and eventual
arrival in the United States.

The rest of the disc contains various shorter
motets by American composer (with the one
exception of Scottish composer James MacMillan).
Although all beautiful and well-performed, these
motets nearly all explore a similar slow and lush
sound world.
Some greater variety in
programming choice would have been
appreciated. However, J. Reilly Lewis and the
Cathedral Choral Society deserve high praise and
commendation for their commission and
performance of the Paulus work. – C. Cooman

For more information about Hurwit, or to find
out more about the recording, visit his website at:
http://www.alberthurwit.com

CC: Why did you decide to start pursuing composition?

An Interview with Dr.
Composer & Radiologist
by Carson Cooman

Albert

AH: Music just started to bubble out of my soul.
At night it would keep me up, and I’d have all
these musical feelings going through me. It was a
pragmatic decision. I was a physician at that time
and had my own practice. When the last of my
three children became self-sufficient, I realized
that if I were going to “make a break”, this was
the time to do it. I was 55 years old and knew
that there was a lot of learning ahead of me. If I
put if off for too long, I was concerned that either
intellectual status or time itself would preclude me
going into composing seriously.

Hurwit:

American composer Albert Hurwit (b. 1931)
graduated from Harvard University and Tufts
Medical School. He trained and practiced as a
radiologist for thirty years. He retired from his
medical practice in 1986 in order to devote all of
his energies to music composition.

I started to compose part time while still working
as a radiologist, but I was too compulsive. I felt I
wasn’t doing justice either to my medical practice
or composition. So at that point, I thought I’d
give a six month trial to being a composer
exclusively. After six months, it became clear that,
as much as I missed medicine (and I still do –
every day), composition was what was really more
fulfilling for me.
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CC: Were you doing any writing during the years that you
were practicing radiology?

executive director and asked if she might want to
see it. She told me to come by, and I played it for
her. She thought it was terrific and wanted to
immediately submit it to Shirley Cook.

AH: Yes, in a way I’ve been composing since I
was about 13 or 14. It was, however, in a very
crude and Neanderthal manner. I took piano
lessons for three years as a child but was a poor
student. I had a pretty good ear and bluffed my
way through as best I could. But to the present
time, I really only read music probably as well as a
second year piano student. I would often use a
number or graphic system to reproduce what I
had created musically. Then, I started to use
stenographic tape recorders and other media to
record the music.

While I was there, I said that I had also composed
this five minute “Adagio” for orchestra. She said
that the conductor, Michael Lankester, received
hundreds of scores a year, and since I had no
training or experience, it was unlikely that
anything would come of that piece.
What happened was that Wally Harper, Cook’s
arranger, got the cabaret piece and thought it was
too unconventional for her. But, a few weeks
later, Michael Lankester called me and said he had
the heard the synthesized version of my Adagio
and wanted to perform it with the orchestra!

CC: Your first symphony is a very autobiographical work,
tracing your own family’s ethnic and life history. Did you
feel it was particularly important to be able to document
these things musically in this way?

On the basis of that short piece, Lankester and
other professionals thought I should compose a
longer work.
I had some beginnings of
symphonies and things I was working on. So I
prolonged one of those into a first movement of a
potential new piece. In 2000, Lankester was
leaving the Hartford Symphony, and I asked him
to come over to my house and review what I had
done. I asked him to listen and be totally and
completely honest with me.

AH: Like with many things in my life, this came
about by serendipity. I started to compose
seriously in 1986 and at that point I really didn’t
know how to go about doing it. So I had no real
thoughts then of a “symphony” or family history
or such. I went to the head of composition at the
Hartt School, Robert Carl, and he said that he
thought I had some talent and should pursue
studies – but that it would take years of
undergraduate and graduate training to learn the
various musical skills. I felt I had been through
that already as a physician, and that once was
enough for one lifetime!

After hearing it, he told me that I had this massive
symphony in me that needed to come out. He
offered to help me in realizing the piece.
The first movement had been originally written
without any historical or programmatic context.
However, in our work together, Michael explained
to me that I needed a structure (like any
symphony) to organize a large-scale work like this.

In those years, however, synthesizers and
computer software programs started to become
more common. So I bought the equipment,
hooked it all up, and taught myself how to use it.
Thus, I was able to record and print out my
compositions and ideas in that form.

I had begun doing some family history research,
and I suddenly realized that there as the structure
upon which to frame my symphony – this
historical journey of my family.

In 1997, I was driving in the car and the executive
director of the Hartt Symphony Orchestra was on
the radio saying that she wanted to get Hartford
people more involved in the orchestra’s activities.
I saw that in their upcoming season they had
cabaret singer Shirley Cook performing. I had
written a cabaret piece, and so I called up the

It’s interesting that while the symphony has to do
with my family, this history is generic too. Most
ethnic groups in one way or another have gone
through the same story – so there is something
universal in its message as well.
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CC: Now that your symphony is completed and recorded,
do you have plans or projects for other compositions?

Perhaps the only specific connection is that at
times a physician has to put on the blinders and
focus all energies on the critical task at hand.
When I compose I also do that but also allow my
subjective feelings become the primary part of the
inspirational process.

AH: There are several and that’s probably the
problem. If I had only one, I’d be going full force
on that, but I keep fiddling around with different
things. I keep thinking about everything from
another symphony to setting the poem “Annabel
Lee” by Edgar Allen Poe. That is probably what
I’ll do next since I’ve done most of it already for
piano and tenor.

CD Review: Arthur Berger: Complete Works for Solo
Piano, Centaur CRC 2593, Time: 66:37
by David Cleary

I do have more symphonic music, but I don’t
plan try another symphony of quite that length
(59 minutes), because it’s such an impractical
thing to write such a huge piece and then get it
performed or recorded.

The death of Arthur Berger in 2003 at age 91
brought the multifaceted and fruitful career of
this accomplished Boston-based composer,
teacher, and writer to a close. This CD collects
up his rarely-encountered oeuvre for piano solo.
In many ways, it’s a microcosm of the intriguing
twists and turns in Berger’s stylistic evolution.

CC: Do you have other compositions from before the
symphony?
AH: Yes, I have hours and hours of music on my
computer. Some are completed pieces and some
are possibilities or ideas for things – ranging from
a few seconds to 10 or 15 minutes.
A lot of this spun out from the symphony. I
probably have about 3 hours of music that was
rejected from the symphony in one way or
another and may still have merit in other contexts.

The earliest of these works, Episodes (1933), is
an utterance from his student days. It contains
the polytonality and atonality then preferred by
ultra-progressives as diverse as Aaron Copland,
Ruth Crawford Seeger, and Arnold Schoenberg -though it’s likely Berger only knew the output of
the first of these composers at that point. It
would be his last piece in some time, too, as
Neoclassicism was becoming a dominant force
and Berger understandably wished to find a way
to come to terms with this more accessible
aesthetic.

I also have plenty of junk, and probably 80% or
more of that will just be thrown away –
experiments and ideas that didn’t really work out.

CC: Have there been any influences in your musical work
from your work in medicine?
AH: I’d say it’s emotional. There is nothing really
of a technical nature that inspired me.

Berger’s acceptance of that style was grudging at
first, as the Fantasy (1942) demonstrates. It’s his
largest single movement written for keyboard -though still lasting less than five minutes -- and
employs widely spaced intervals and fractured
unfolding while still sporting a pandiatonic pitch
focus. The Rondo (1945), Partita (1947), and

But certainly, as with any physician, I have many
“inspirational” stories of all kinds: of faith and
trust and angst and horror. These stores are a
part of me and, at some level, are also a part of
the music.
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Four Two-Part Inventions (1948-49) show his
most thoroughgoing embrace of Neoclassic
conventions. Despite this, Berger’s structural
borrowings never go so far as to include dance
related formats; less prescribed genres such as the
aria, capriccio, intermezzo, and serenade
predominate here, allowing for a more absolutemusic oriented interpretation of this mid-century
approach.

Leo Kraft’s pair of works furnishes by far the
better listening experience. His violin/cello duo
Cinque Fantasie (1990, revised 2000) and String
Quartet No. 4 (1998) are well-etched and
evocative.
Despite occasional nods to jazz
walking basses and Elliott Carter’s independentminded counterpoint, these compositions spring
from a neo-Bartok frame of reference, both in
terms of harmonic language and rhythmic
declamation. The string quartet boasts the same
sort of rugged speech and economic confines of
Beethoven’s “Serioso” Quartet, while the
Fantasie consist of character pieces ranging from
the gutsy to the delightful.

Three One-Part Inventions (1954) overlays
Webern’s fingerprints onto Berger’s earlier writing
style, pushing the music toward an Atlantic
Seaboard avant-garde ethos. Here, he began to
dabble in the twelve-tone vein. This would
ultimately come to keyboard fruition in the Five
Pieces for Piano (1969) and the Birthday Cards
(1980-94), the latter a compilation of individual
pieces d’occasion assembled by this recording’s
pianist, Geoffrey Burleson.
Five Pieces
epitomizes pointillist East Coast serialism, though
its clean vocal delineation and scattered use of
inside-the-piano techniques steer the collection
well short of dullness. The Birthday Cards are
slightly less spiky and possess a genial warmth not
always encountered in such music.

Sadly, neither composition by Allen Brings proves
enjoyable. Scored for cello and piano, Sonata
after Vivaldi (1981) co-opts the rhythms and
phrasing of the older composer’s F major sonata
for the same forces, stuffing this casing with dry,
dissonant verticals. It regrettably comes off as a
weak Hindemith clone. And despite its clearly
stated arch form, the Quintet (1979) -- which
adds a second cello to the standard string quartet
figuration -- lacks harmonic direction and
distinctive ideas.

There are a few common threads running through
all this work, though, including careful
craftsmanship, motivic economy, and concise
speech.

Performances vary considerably. Both alone and
with guest cellist Ariane Lallemand, the Meridian
String Quartet (Sebu Sirinian and Lisa Tipton on
violins, Jessica Troy on viola, and Wolfram
Koessel on cello) plays with a lean, athletic style
and strong technical prowess.
Tipton and
Lallemand give an attractive, if not always crisp
rendition of Cinque Fantasie. Unfortunately,
pianist Brings and cellist Alexander Kouguell do
not do well by the former’s Sonata after Vivaldi;
ensemble playing is ragged and not well balanced,
and Kouguell’s intonation and technique are of
substandard quality. Sound and production are
generally okay if not perfection. Worth getting
for the Kraft pieces.

Pianist Burleson presents this music with lovingly
discerning perception.
His playing is
unimpeachably accurate, loaded with exquisitely
sculpted linear sensitivity, judicious pedaling,
sparkling technique, and a clean, bracing tone that
never becomes dry or ugly. Editing is excellent
and sonics are fine. Highly recommended.
CD Review: String Music of Allen Brings and Leo
Kraft, Arizona University Recordings, AUR CD
3112, Time: 54:52
by David Cleary
This release brings together string selections by
two elder statesman New York tonemeisters, and
it’s a noticeably uneven affair.
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CD Review: American Harpsichord Music of the 20th
Century, Albany Records, TROY 457, Time: 73:12
by David Cleary

upward, then downward sweep of narrative curve
processes. Despite its lucid formats and clear-cut
ideas, Reed’s opus tends to wander and its
material lacks distinction.

Unlike some harpsichordists, Boston University’s
Mark Kroll does not restrict himself to literature
dating from Bach and before. This ambitious disc
is devoted entirely to 20th century solo and
ensemble music featuring this aristocratic
instrument.

There’s much to like in the execution as well.
Kroll’s playing, loaded with sensitive phrasing,
pinpoint finger work, and turn-on-a-dime control,
is absolutely marvelous.
Soprano Nancy
Armstrong’s delightfully understated singing
perfectly suits the low-key elegance of Trimble’s
music, while her diction copes well with that
composer’s sometimes inelegant word setting.
Secure left hand technique and carefully
channeled energy lend distinction to Carol
Lieberman’s violin performing, while flutist Alan
Weiss can be positively cited for his sparkling
sound and polished melodic shaping. Clarinetist
Bruce Creditor assists well in Trimble’s backing
trio. Sound and production are fine.

Nearly all the works included here have a strong
Neoclassical feel, though only Walter Piston’s
Sonatina for Violin and Harpsichord (1945)
and Lester Trimble’s Four Fragments from the
Canterbury Tales (1967) are pure exemplars of
the style. The former is brief but compelling,
consisting of a surprisingly warm and evocative
centerpiece surrounded by bubbly, athletic
movements that betray jazz-tinged touches in
harmony and gesture. Trimble’s piece, scored for
soprano and three players, pairs verse from
Chaucer’s Medieval classic with music of much
warmth, charm, and agility. Passages of awkward
text setting are its only flaw. Robert Starer’s
Yizkor and Anima Aeterna (1992) strays
furthest from Neoclassic approaches.
This
flute/harpsichord
duo
revels
in
more
improvisatory, though still solid, formats and a
more chromatically dissonant sound world.
Fetching and felicitous, it expresses itself well.

A most enjoyable release, featuring several hardto-find gems.

Lou Harrison’s terrific Six Sonatas for Cembalo
(1934-1943) amply demonstrates this composer’s
gift for melodic invention without ever seeming
long-winded. But there’s much variety in texture
and approach here, including several passages of
accomplished contrapuntal writing. Inspired by
the binary edifices of Domenico Scarlatti, there’s
plenty of effective juggling of eclectic influences,
ranging from French Baroque keyboard
ornamentation to hints of flamenco, Far Eastern,
and Amerind idioms.
The remaining
compositions, Fantasy for Harpsichord (1983)
by Ellen Taaffe Zwilich and Fantasy-Toccata
for Solo Harpsichord (1992) by Gardner Read,
are odd listens. The former opus proves more
satisfying, starting off scattered in its ideas and
unfolding but gradually seeing its disparate
material coalesce into focused music caught in the

(Mark Kroll)

15

R. Murray Schafer
by Gordon Rumson
Towards a vast series of operas, to use the term very loosely, R. Murray Schafer has directed his artistic
energies for over thirty years. Patria, the Latin word for ‘Homeland,’ is a mythological tale of the travails of a
man and a woman crossing time and space in the created world of the human. Patria is a focus for Schafer’s
creativity and perhaps might be considered a template for his life, imagination and beliefs.

The Prologue: The Princess of the Stars
Setting: The work takes place at a wilderness lake (North American Wilderness) at dawn. The audience arrives
earlier and the entire landscape is used as setting
Synopsis: The Princess falls to earth at dawn. The Wolf accidentally wounds her and she is dragged beneath the
lake by the Three-Horned Enemy. So begins Wolf’s search for the Princess (Ariadne) and enlightenment

.
If a child awakes in the night and the darkness prevents him from seeing, he will listen. He will take in
information from the sonic environment and will either be comforted or frightened. If the latter, he might
call for his parents. Wagner thought the call from the dream state was the source of music.
But if the child awakes in the bright light of day he will look around and take in what he needs with his eyes.
Different circumstances and the attention is directed to different senses. People have their own preferences
for senses, the eye over the ear. Cultures may be so inclined as well. Our culture is very visual in its sensory
preference, how else could we imagine and produce music videos? Other cultures reveal a distinct auditory
bias
A whole vast world of sound surrounds us, enfolds us and shapes us. The composer R. Murray Schafer,
who fell to earth in 1933 to the prosaic town of Sarnia, Ontario, Canada, has spent a lifetime listening to the
world around him.

Patria 1: Wolfman (originally The Characteristics Man)
Setting: Performed in a traditional theatre environment this stage work is set in a modern, unnamed country. The
audience are seated observers.
Synopsis: Wolf appears in his first incarnation as a refugee in a foreign land, understanding neither the language,
nor the customs. He is an outsider and his spirit is crushed, ending in a disastrous hostage taking.
Canada has always been a fringe country, an outpost of the British Empire deep into the twentieth century.
It is also a land of immigrants -- even now foreigners in their own land. Its cultural achievements have been
mostly secondary to its economic activities as a resource rich nation. When Schafer told a guidance
counselor in school that he wanted to be a painter, the teacher agreed that house-painting was a worthy
profession.
An injury to one eye curtailed his visual creativity, so Schafer turned more towards music and took himself
to the ‘big city’ of Toronto in the early 1950s to obtain an education. In an action of unsurpassed
shortsightedness, the music department threw Schafer out for insubordination. Cast upon his own resources
he went to the Motherland (England) and interviewed British composers, then traveled through Europe and
developed as a musician free of the confines of academic rigidity. But without his papers he remained an
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outsider, in both academia and the cultural environments of Canada. Since then he has received numerous
doctorates from universities in several other countries.

Patria 2: Requiems for the Party Girl
Setting: Performed in a traditional theatre environment this stage work is set in a lunatic asylum. The audience are
seated observers.
Synopsis: Ariadne is locked in the asylum with doctors and nurses intent on helping her, but unable to comprehend
her mind. Wolf appears in fantasy sequences until the uncertain ending.
The European avant-garde rose out of the ashes of the Second World War and combined the feverish
energy of youth and the rejection of the old. Images of the conductor Sergei Celibedache conducting the
Berlin Philharmonic remind one of much later pop boy-band hairstyle-induced posturing. The Darmstadt
school took up a kind of scientific mysticism of
serialism and mathematics. In this mayhem one needed a keen ear, sure feet and a penchant for being in the
right place. Academic credentials and training were not always effective, and indeed those who did have the
training often threw it off. But in so many ways the phantasmagoria was superficial. It was but a brief step to
the Pepsi Generation.
Since he was not granted an education Schafer obtained one himself, mastering numerous languages
(including Arabic), studying philosophy, and a dozen other subjects with a relentlessness of effort that is
proof of the strongest character. He was especially careful to avoid the weakness of mind characteristic of
many autodidacts by very serious efforts of true scholarship. His research on Ezra Pound’s music writings
and his book on E.T.A. Hofmann are both exemplary achievements.
In time, most of the avant garde of the 1950s and 60s became bastions of the establishment (Boulez and
Stockhausen) and drew upon the largess of government for the realization of their sounding dreams. Schafer
hoped for this in Canada, but was stymied.

Patria 3: The Greatest Show
Setting: A Carnival, this work is staged as a fair, outdoors and at night, with various ongoing attractions. The
audience attends mingling and experiencing the events of the play enacted around them.
Synopsis: A Magician compels Wolf and Ariadne to participate in a magic act. Ariadne is cut into pieces. In an
attempt to recreate her the magicians accidentally produce the Three-Horned Beast who destroys the fair grounds.
One could paraphrase Oscar Wilde and say that Canada, a vast underpopulated country, went from
primitivism to ennui without developing its own personality. Too close to the United States and too tied to
the Mother land, Canada has shunned its own artists. Faced with this neglectfulness, Schafer chose the only
path available to a man of integrity: honest, self-imposed isolation. Rather than sell out, in a market where
there were no buyers anyway, Schafer decided to follow his own path. Rather than attempt to manipulate
the system through hokum, salesman’s puffing and catering to the lowest common denominator, Schafer
seems to have ‘aimed’ to fail in the music business by really trying. For this reason he is an astute critic of
the cultural scene and has written numerous articles detailing its failings and suggesting improvements.
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Patria 4: The Black Theatre of Hermes Trismegistos
Setting: An underground chamber (preferably a mine).
Synopsis: The magical and mystical process of the Alchemical Great Work is enacted with Wolf and Ariadne
present as participants, subjects and symbols of the process.
Murray Schafer is a teacher of genius. He has written numerous books and invented many listening exercises
that tune the ear and increase its perceptive acuity. He is rightly compared with Zoltan Kodály and Carl Orff
as one of the most important music educators in the 20th century. Once he asked a class of students what
music was. Answers flowed, but after writing down ‘notes,’ ‘staff,’ ‘instruments,’ Schafer could restrain
himself no longer and asked “Why has nobody said ‘Sound?’”
Sound is music’s Prime Matter and perhaps as mysterious as the alchemical version (never clearly specified
in the alchemical texts). It is from sound and all of its possibilities that we can bring forth music. Thus, we
should listen to the sounds around us, to become more aware and better listeners. This will make us better
musicians and creators (and perhaps better human beings).
Schafer’s educational techniques (unlike Orff’s) apply both to young and old, remaining effective no matter
what the intellectual level. Further, they cross cultural worlds (unlike Kodaly’s which are Western based in
their sense of equal temperament) and can be used equally well in Japan, Iran, Australia or Brazil.
Interestingly, for some more sonic cultures, Schafer’s exercises are but focused familiarity.

Patria 5: The Crown of Ariadne
Setting: By an ocean beach.
Synopsis: A retelling of the Labyrinth legend rich in symbolic intent.
The golden thread which led Theseus from the Labyrinth in Schafer’s world is sound. It is the tie that binds.
Even more, sound is at the root of our understanding and existence. What happens then when a mind that
is sonic in preference takes on the techniques of a visual culture? It is even more than thinking outside the
box, for the box (a series of dots on a page) doesn’t stop sounds at all. What happens when a musician
writes a novel?
With the novel Wolftracks, which can be found -- only found -- in used bookstores (as Schafer has arranged
for them to be placed there), the book reads on one page through to the end and then cycles back to the
beginning, reading the facing page -- back to the ‘beginning’ -- where the process repeats endlessly.
A masterpiece of literature is the ‘graphic’ novel Dicamus and Labyrinthos. Based on the Labyrinth legend it
tells of a modern scholar’s attempt to decode an ancient inscription. The novel is a series of drawings,
letters, images and cryptograms which lead to a catastrophic, but unknown, conclusion.
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EXAMPLE 1: Plan of Labyrinth at Ely Cathedral and Facing Page.

And what happens when a visual artist creates music? Schafer’s musical scores are often stunningly beautiful
and have been exhibited in museums. The use of images is both decorative (like in RA), interpretive and
notational. The notational images attempt to capture music that simply can’t be notated in the traditional
format.
EXAMPLE: 2: In Search Of Zoroaster
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Patria 6: RA
Setting: Multiple settings for audience-participants through a twelve hour event.
Synopsis: The journey of the Sun God from night to morn, death to rebirth is enacted. Each member of the audience
experiences the stages on this journey in sound, scent and time.
In an ‘anti-prophetic’ article in the 1950s, Schafer advised composers from taking up operas with their large
resource demands and fitful success in the face of the established repertoire. Rather, he suggested minicompanies traveling the countryside with a few singers, a few musicians and simple sets, to set up and
perform in small towns. Surprisingly, his own subsequent works in the genre are enormous, requiring vast
performing resources. RA requires an almost one to one correspondence of performers to participant
audience members.
All elements are called upon: sets, sounds, poetry, lighting, mythology, research, and all are designed to
come together in a form of drama Schafer calls the Theatre of Confluence. The egomaniacal Richard Wagner is
far outstripped in Schafer’s visions, though this does not make Schafer trans egomaniacal. Rather, his works
are the firm fruit of his view of the sacred. Humans are degraded in a social system that stunts their
personalities, disrupts their emotional lives and tears apart their souls (remember Schafer grew up in the
existentialist age) and Schafer’s music aims to reintegrate humans into a sounding world. To do this every
element of the human experience must be marshaled and brought together -- confluence.

Patria 7: Asterion
Setting: A Labyrinth built on a vast scale.
Synopsis: The audience become initiates as pass alone through a series of experiences in the Labyrinth.
The essence of this as yet unrealized ‘composition’ is the extraordinary use of the Labyrinth mythology to
deep psychological ends. The Artist (the composer) is no mere entertainer, but a priest in a transreligious
practice intent on bringing hope to humans and giving them strength to live. It is, to the postmodern mind,
absurd. When a famous pianist visited a distant land he was asked the purpose of his visit: ‘Business or
pleasure?’ ‘Neither, I am here to perform music.’ ‘Then you are an entertainer.’ ‘No!’ said the pianist who
returned home immediately. This story could be told of Schafer.
There are compositions by Schafer in every guise and virtually every medium. The piano is represented by
two works (1953 and 1995) though Schafer views the piano as a finished instrument. Another medium that
he early viewed as finished has become his most extensive instrumental legacy: the string quartet. So far
eight works have been created.
Vocal composition has resulted in many works for soloists and choirs. At one time Schafer dismissed the
concerto format for its ego-induced struggle, yet he has written concertos for guitar, harp, viola, violin and
flute. It is strange and perhaps of deep psychological significance that Schafer’s works have been in forms
that he once rejected: concerto, opera, string quartet. But like the passage through the labyrinth of self
knowledge, the meaning must be reserved for Schafer himself.
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Patria 8: The Palace of the Cinnabar Phoenix
Setting: T’ang dynasty of China (A.D. 618--907). Performed as a puppet play around a pond.
Synopsis: A mythical tale of magic: When the peacegiving Phoenix vanishes the emperor mourns its loss.
Alchemical experiments attempt to recover what is lost but only when a stranger arrives from a distant land is success
achieved.
If Schafer was an outsider it was not without effort. He applied for and has received many grants. He taught
at a ranking Canadian university, his works have been performed by most of the major Canadian orchestras
and he has been commissioned numerous times. His achievements have been recognized by prizes like the
“Glenn Gould Prize for Music and Its Communication (1987).” There are extensive recordings of his
compositions and his music is regularly presented on the Canadian national radio station. Works from the
vast Patria cycle, which make enormous logistical demands, have been performed -- even in Canada!
Yet, his efforts seemed always in the face of hostility and disregard. The string section of one orchestra
hissed at him for music he had composed. Works were commissioned and then not performed. Plans were
made for performances and then dropped for little apparent reason. Conductors treated him with sovereign
disdain. Perhaps suspicious by nature, Schafer may have wondered about some conspiracy.
And like the Palace of the Cinnabar Phoenix, Schafer has found his compositions, educational ideas and
philosophic notions accepted more widely outside of Canada. The ongoing series of conferences, all infused
with Schafer’s Acoustic Ecology notions, beginning with The Tuning of the World in 1993, prove the
widespread diffusion. He frequently lectures outside of
Canada. It will be a strange metaphor if a non-Canadian brings back to Canada the fruit of Schafer’s work.

Patria 9: The Enchanted Forest
Setting: Sunset at the edge of a forest.
Synopsis: The audience is led into a forest by children lamenting the loss of Ariane (sic). They become involved in a
plan to lure Fenris (Wolf) into a trap in order to cut down the forest.
Noise pollution brings out the scientist and scholar in Schafer, causing him to investigate the history of
noise bylaws and to consider the effects of noise on people’s behavior and health. But the misuse of sound
is another matter entirely. The willful and foolish abuse of the soundscape by needless noisemakers (such as
leaf blowers) cause his intellectual blood pressure to rise. In a remarkable work entitled North/White, where
the Arctic landscape is sonically represented by music of crystalline beauty, a snow mobile is added to the
orchestra to obliterate the sounding silence with is jarring howling.
Schafer has now spent most of his life enwrapped by the forest sound world of Northern Ontario.
Interestingly, if one examines his scores there seem to be two primary characters. One is free, with many
instances of drone, repeated phrases that are barely audible, musical ideas that are not coordinated with each
other, sliding notes, and soaring lines that fly beyond a background that is gently stable. On the other hand,
there are sections of music that are rhythmically sharply defined and motoric, highly accented and often
using very dissonant harmonies. It doesn’t take much to catch the difference between forest and urban
soundscapes.
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String Quartet No. 8
EXAMPLE 3: Page 8: Nature Sounds

EXAMPLE: 4: Page 6: Urban Sounds
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Patria 10 : The Spirit Garden
Setting: A Garden; in two parts: one Spring, the second part in Fall.
Synopsis: A ritual enactment of planting and harvest.
The global village that Marshall McLuhan trumpeted and brought closer to fruition by the Web was
presaged by numerous creators. When Gauguin went savage, he was taking part in a movement away from
the West’s insular sense of self-importance by reaching out to other cultures. R. Murray Schafer early on
sought inspiration from the vast storehouse of world cultural traditions. He has always done it with
reverence and seriousness. His giant ceremony entitled The Search for Zoroaster is remarkably respectful
towards this ancient religion. During the 1970s Schafer traveled through Iran and observed first hand its
musical and acoustic culture. That he traveled in the Islamic world at all is striking for one from North
America.

Patria Epilogue: And Wolf Shall Inherit the Moon
Setting: North American Wilderness
Synopsis: An eight day ‘pilgrimage and ritual celebration’ for 64 people. Wolf and Ariadne are restored to their
rightful places.
An acoustic exercise that Schafer uses is called the ‘Sound Walk.’ By requiring that walkers be just out of
earshot of the next person ahead of them, the ears are tuned to a greatly increased receptivity. Thus, other
sounds are finally noticed. In such a walk one discovers the soundmarks that define the soundscape and the
listener comes to understand his place in that world quite differently. It is also a different way of walking.
Perhaps if one had to ask the nature of the path Murray Schafer has trod, one would have to suggest this
analogy. In a way it is a failure because receptivity is contrary to the media induced and seduced culture that
enforces ideas upon its citizens/consumer. These people prefer the passivity of say, the utterly falsely named
‘reality TV.’ Schafer has had the audacity to ask people to draw the music from within themselves rather
than impose it upon them. It is no surprise that many have so far refused to listen. But the title of the
Epilogue to Patria is prophetic.
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Patria l: Wolfman, 1974; soprano, choir SATB, actors, chamber
orchestra, electronic and prerecorded sounds.
String Quartet No. 2 (Waves), 1976.
Train, 1976; youth orchestra.
Adieu Robert Schumann, 1976; 20 min; contralto, full orchestra,
piano, pre-recorded piano.
Hymn to Night, 1976; soprano and chamber orchestra (or full
orchestra), tape delay and recorded sound.
Cortège, 1977; orchestra.
La Testa d’Adriane, 1977; soprano, free-bass accordion.
Apocalypsis: Part 1: John’s Vision, 1977; 65 min; solo actors, singers
and dancers, choirs
(SA, TB, 2 SATB, boys, speech), winds, brass.
Apocalypsis: Part 2: Credo, 1976; 48 min; 12 SATB choirs, double
basses, filtered bells prerecorded.
The Crown of Ariadne, 1978; harp, percussion.
Jonah, 1979; choir SATB, actors, children, flute, clarinet, organ,
percussion.
Gamelan, 1979; choir SATB or SASA or TBTB.
Hear Me Out, 1979; 4 voices.
Felix’s Girls, 1979; 9 songs for vocal quartet and/or choir SATB.
Music for Wilderness Lake, 1979; 12 trombones around a lake.
Beauty and the Beast, 1979; contralto, string quartet.
Wizard Oil and Indian Sagwa, 1980; speaker, clarinet.
The Garden of the Heart, 1980; mezzo-soprano, full orchestra.
Patria Prologue: The Princess of the Stars, 1981; soprano, 3 actors,
6 dancers, 2 choirs SATB, 12 instrumentalists, canoeists.
String Quartet No. 3, 1981.
Sun, 1982; choir SATB.
Patria 6: RA, 1983; 10 hrs; 25 solo singers, actors and dancers, male
chorus, chamber orchestra including Middle Eastern instruments.
Theseus, 1983; harp, string quartet.
Snowforms, 1983; choir SSAA.
A Garden of Bells, 1983; choir SATB.
Concerto for Flute and Orchestra, 1984; flute, full orchestra.
Sun Father, Earth Mother, 1984; solo voice.
Letters from Mignon, 1984; mezzo-soprano, full orchestra.
The Star Princess and the Waterlilies, 1984; narrator, contralto,
children’s choir SA, percussion.
Ko wo kiku (Listen to the Incense), 1985; full orchestra.
Buskers, 1985; flute, violin, viola.
Fire, 1986; choir SATB.
Tantrika, 1986; mezzo-soprano, percussion.
Minnelieder, 1986; mezzo-soprano, full orchestra.
Dream Rainbow Dream Thunder, 1986; full orchestra.
Patria 3: The Greatest Show, 1987; about 150 actors, singers,
dancers, musicians and carnival people.
Le Cri de Merlin, 1987; solo guitar.
Concerto for Harp and Orchestra, 1987; harp, full orchestra.
Patria 4: The Black Theatre of Hermes Trismegistos, 1988; 7 solo
singers, mixed chorus, 11 actors, chamber orchestra.
The Death of the Buddha, 1988; choir SATB.
Magic Songs, 1988; choir SATB or TTBB.
String Quartet No. 4, 1989.
String Quartet No. 5 (Rosalind), 1989.
Concerto for Guitar and Orchestra, 1989; solo guitar, chamber
orchestra

R. Murray Schafer: Chronological Works List
Compiled from Program Notes by R. Murray Schafer at:
http://www.patria.org/arcana/Programnotes.pdf
Polytonality, 1952; piano.
A Music Lesson, 1953; voice, piano.
Concerto for Harpsichord and Eight Wind Instruments; 1954.
Three Contemporaries, 1956; medium voice, piano.
Minnelieder, 1956; mezzo-soprano, wind quintet.
Kinderlieder, 1958; soprano, piano.
Sonatina for Flute and Harpsichord (or Piano), 1958.
In Memoriam Alberto Guerrero, 1959; string orchestra.
Protest and Incarceration, 1960; 2 songs, mezzo-soprano and
orchestra.
Brébeuf, 1961; cantata for baritone and orchestra.
Partita for String Orchestra, 1961.
Canzoni for Prisoners, 1962; full orchestra.
Five Studies on Texts by Prudentius, 1962; soprano, 4 flutes.
Untitled Composition for Orchestra No.1, 1963; chamber orchesta.
The Geography of Eros, 1963; soprano, chamber orchestra.
Statement in Blue, 1964; youth orchestra.
Loving, 1965, 75 min; 4 voices, 2 actors, dancers, chamber
orchestra, tape of electronic and pre-recorded sounds.
Requiems for the Party Girl, 1966; mezzo-soprano, chamber
orchestra.
Threnody, 1967; youth orchestra, choir, narrators, tape.
Gita, 1967; choir SATB, 3 trumpets, 3 horn, 3 trombones, tuba,
tape.
Epitaph for Moonlight, 1968; choir SATB.
Son of Heldenleben, 1968; full orchestra, tape.
From the Tibetan Book of the Dead, 1968; soprano, choir SATB,
flute, clarinet, tape.
Dream Passage, 1969; mezzo-soprano, choir, actors, chamber
orchestra, tape (CBC radio program).
Minimusic, 1969; duration variable; any small combination of
singers or instrumentalists.
String Quartet No.1, 1970.
No Longer than Ten (10) Minutes, 1970; full orchestra.
Divan i Shams i Tabriz, 1970; full orchestra, 7 voices, electronic
sounds.
Music for the Morning of the World, 1970; soprano, electronic
sounds.
Zoroaster, 1971; 150-voice choir (divided).
Okeanos, 1971; quadraphonic tape.
Miniwanka, or The Moments of Water, 1971; choir SA or SATB.
Lustro, 1972; full orchestra; 8 voices, electronic sounds.
Psalm, 1972; for large choir SATB, also playing percussion
instruments.
Arcana, 1972; 14 songs for middle voice and chamber orchestra (or
full orchestra).
Patria 2: Requiems for the Party Girl, 1972; mezzo-soprano, choir
SATB, actors, dancers,
chamber orchestra, electronic and pre-recorded sounds.
East, 1973; orchestra.
North/White, 1973; full orchestra, snowmobile.

24

R. Murray Schafer: CD List (selected)
compiled from information from the Canadian Music Center

Scorpius, 1990; orchestra.
The Darkly Splendid Earth: The Lonely Traveller, 1990; solo violin,
full orchestra.
Gitanjali, 1991; solo soprano and orchestra.
Patria 5: The Crown of Ariadne, 1991; 2 1/2 hrs; 8 solo actors and
dancers, extras, chorus SATB, full orchestra.
Musique pour le parc Lafontaine, 1992; 4 concert bands.
Concerto for Accordion and Orchestra, 1992; solo accordion, full
orchestra.
Tristan and Iseult, 1992; 6 voices (AATTBB).
String Quartet No. 6 (Parting Wild Horse’s Mane), 1993.
Patria 9: The Enchanted Forest, 1993; 15 solo actors and singers,
children’s choir SA, girl’s choir SA, chamber orchestra.
Three Songs from The Enchanted Forest, 1996; treble voices SA.
Beautiful Spanish Song, 1994; choir SA.
Manitou, 1994; full orchestra.
The Falcon’s Trumpet, 1995; solo trumpet, solo soprano (optional),
full orchestra.
Once on a Windy Night, 1995; choir SATB.
Deluxe Suite for Piano, 1995.
A Medieval Bestiary, 1996; choir SATB.
Patria 10: The Spirit Garden Part 1: Spring, 1996; 2 hrs; 11 solo
actors and singers, extras, adult choir SATB, children’s choir SA,
gardeners, orch. Part 2: Harvest, 1996; 45 min
plus banquet; 8 solo actors and singers, extras, adult choir SATB,
orchestra.
Two Songs from the Spirit Garden, 1996; children’s choir SA.
Vox Naturae, 1996; choir SATB.
Concerto for Viola and Orchestra, 1997; solo viola, full orchestra.
Wild Bird, 1997; violin and harp.
Seventeen Haiku, 1997; choir SATB.
String Quartet No. 7, 1998.
You Are Illuminated, 1999; children’s choir SA
Alleluia, 1999; choir SATB.
Four-Forty, 1999; string quartet, chamber orchestra.
Patria 8: The Palace of the Cinnabar Phoenix, 2000; 2 hrs; 5 solo
singers, actor, puppets, choir
SA, chamber orchestra, including Chinese instruments.
Shadowman, 2000; 5 solo percussion, full orchestra.
String Quartet No. 8, 2001.
Imagining Incense, 2001; choir SATB.
Rain Chant, 2001; 8 choir SATB.
The Fall into Light, 2002-3; 6 choirs SATB, children’s choir SA, 6
percussion.
Thunder: Perfect Mind, 2003; mezzo-soprano, orchestra.
Wolf Music, 1991–; variable instruments and durations.
Patria: The Epilogue: And Wolf Shall Inherit the Moon, 1988–; 8
days; 64 adult members.
Tanzlied, 2003; mezzo-soprano and harp.

(Titles in parenthesis are works by Schafer on the CD).
20TH CENTURY GUITAR MUSIC
Norbert Kraft, guitar
1989 Chandos
CHAN 8784
(Le Cri de Merlin)
CANADIAN COMPOSERS PORTRAITS:
SCHAFER
R. Murray Schafer
2002 Centrediscs / Centredisques
CMCCD 8902

R.

MURRAY

CHIMERA
Judy Loman, harp
1992 Centrediscs / Centredisques
CMCCD 41/4292
CREDO
Opening Day Recordings
ODR 9325
(Apocalypsis)
ELMER ISELER CONDUCTS CANADIAN MUSIC
1999 Centrediscs / Centredisques
CMCCD 6599
(Sun)
ESPRIT ORCHESTRA
Esprit Orchestra
CBC Records
SMCD 5101
(Dream Rainbow Dream Thunder)
GARDEN OF THE HEART
CBC Records
SMCD 5173
(Gitanjali; The Garden of the Heart; Adieu Robert Schumann)
ILLUMINATIONS
Judy Loman, harp
2003 Independent
ERAD 297
(Wild Bird)
IRIDESCENCE
Esprit Orchestra
1993 CBC Records
SMCD 5132
(Scorpius)
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JEAN STILLWELL
CBC Records
MVCD 1073
(Minnelieder)
ONCE ON A WINDY NIGHT
Independent
GR 105
(Once on a Windy Night; Seventeen Haiku; Vox Naturae; A
Medieval Bestiary)
R. MURRAY SCHAFER
1992 CBC Records
SMCD 5114
(Concerto for Flute & Orchestra; Harp Concerto; The Darkly
Splendid Earth: The Lonely Traveller)
SCHAFER / MOLINARI QUARTET
R. Murray Schafer
Molinari String Quartet
Atma
ACD 22188/89
SCHAFER / MOLINARI QUARTET 2
R. Murray Schafer
Molinari String Quartet
2003 Atma
ACD 22201
SCHAFER: 5 String Quartets
Orford String Quartet
1990 Centrediscs / Centredisques
CMCCD 39/4090
LOVE SONGS FOR A SMALL PLANET
Vancouver Chamber Choir
1993 Centrediscs / Centredisques
CMCCD 4893
(Magic Songs)
MASQUERADE
Canadian Chamber Ensemble
1988 Centrediscs / Centredisques
CMCCD 3488
(Concerto for Harpsichord and Eight Wind Instruments)
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Three Questions Before the First Night
Peter Lieberson speaks to Carson Cooman about
his work Neruda Songs

ruler” pieces. The work is inspired by Emperor
Shotoku Taishi who first brought Buddhism to
Japan.
Lieberson’s latest completed large-scale work,
Neruda Songs for voice and orchestra was
jointly commissioned by the Los Angeles
Philharmonic (who gave the first performances in
May of 2005) and the Boston Symphony
Orchestra. The Boston Symphony will thus give
the second set of “world premiere” performances
on November 25 & 26, 2005, under its music
director James Levine, in Boston, Massachusetts,
USA. Lieberson’s wife, American mezzo-soprano
Lorraine Hunt Lieberson, will be the soloist.

(photo by Lorraine Hunt Lieberson)

CC: This new work is the second large song-cycle you’ve
written for your wife, Lorraine Hunt Lieberson -following the Rilke Songs (1997-2001). What was it
like to write for someone who you know so very well?

American composer Peter Lieberson (b. 1946)
first became widely known when his extended
Piano Concerto was premiered by the Peter
Serkin and the Boston Symphony in 1983. Since
then, he has composed a series of concerti,
orchestral works, operas, and chamber music that
are widely played and enjoyed by performers and
audiences alike.

PL: First of all, those two works were quite
different cycles to compose. I was just getting to
know Lorraine when I began the first of the five
Rilke settings in 1997. I worked on them over a
period of five years, and during that time, I
became more and more familiar with Lorraine’s
voice.
Thus, my understanding of how she
sounded in specific registers became more and
more clear. I really wrote this piece specifically
for Lorraine’s voice rather than for the mezzosoprano voice as a kind of defined instrument.
Having the privilege of living with Lorraine and
hearing her rehearse and perform many kinds of
vocal music, I began to really appreciate what her
individual voice was capable of doing.

The son of the former president of Columbia
Records (Goddard Lieberson) and ballerina Vera
Zorina, Lieberson studied at Columbia and
Brandeis Universities and taught at Harvard
University. Since 1994, he has devoted himself
exclusively to composition.
Lieberson’s music and its subject matter is often
influenced by Buddhist philosophy. He even
served for a period as the international director of
Shambhala Training in Halifax, Nova Scotia,
Canada. He received special acclaim for his
operas, Ashoka’s Dream and King Gesar, both
on subjects of ancient “enlightened” rulers. He
has collaborated frequently with pianist Peter
Serkin, composing three concerti for him, as well
as numerous solo and chamber works.

CC: How did you choose the poems of Neruda that you
wished to set, and how does it feel as an American
composer to approach the Spanish language poetry of
Neruda?
PL: Setting German in the Rilke Songs was very
different from setting Spanish. I was brought up
with Rilke because my mother was a German
speaker, and Lorraine is a Spanish speaker -- but I
myself do not speak either language.

Lieberson is currently completing a cantata for the
New York Philharmonic and Chorus (with
soloists Lorraine Hunt Lieberson, mezzo-soprano
and Gerald Finlay, baritone). Entitled The
World In Flower, it will be premiered in May
2006 and completes his cycle of “enlightened
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Considering Rilke’s complex use of the German
language, I originally thought about setting a
translation in English. However, with all due
respect to the many great translators who have
worked on it, there is no translation that truly
captures Rilke. And of special significance to me,
working with the original German suggested
certain kinds of melodic lines that the English did
not.

I would say that the period between composing
the First Piano Concerto (1981-1983) and Drala
(1986) was a time of really learning about the
orchestra in general and the BSO in particular.
My first piano concerto was actually my first piece
for orchestra. I learned a tremendous amount in
the context of having that work performed by the
BSO. To then go back and write another piece
for the same orchestra a few years later, I really
felt as though I knew the sound of the orchestra
and the sound of individual players.

It was similar with the Spanish of Pablo Neruda.
I spent about a year while I was doing other
projects choosing the texts, because there are a
hundred love sonnets of Neruda. I wanted to
create a dramatic arc in the setting of the poems.

Red Garuda (the second piano concerto; 1999)
came quite a bit later. By that point, I certainly
had a sense of what the orchestra’s sound was,
but it was less significant to my writing. By that
point, I had changed my whole style of
orchestration so that it was paired down and
much more exposed. I felt I had learned how to
get the same effects as before without using the
entire orchestra all the time as I had done in
earlier pieces such as the first piano concerto.

I finally narrowed it down to five. I had originally
thought about using as many as eight. I wanted in
the cycle to create a mirror of the very different
faces of love that are present in all of us and that
are also present in the Neruda love sonnets.
The last poem is very much about the nature of
loss and separation from one’s beloved because
sickness or death inevitably comes and one will be
parted from one’s beloved. So, it’s a very
bittersweet ending.

CD Review: David Rakowski: Etudes, BRIDGE
9121, Time: 65:27; David Rakowski: Etudes, vol. 2,
BRIDGE 9157, Time: 76:00
by David Cleary

CC: You’ve had a long and fruitful relationship with the
Boston Symphony, who have commissioned a number of
large works from you over the years -- Drala, the first two
piano concertos, and now the Neruda Songs. What
has it been like working with this orchestra all the various
occasions over the years, and have you noticed changes in
yourself or the orchestra over this time?

You’re sitting at the piano with pen in hand
working on a large opus and have suddenly hit a
dry patch. So what do you do? If you’re Brandeis
University faculty member David Rakowski, you
reach for another notebook and write one or
more etudes for piano as a palate clearing
exercise. This unusual tactic has in fact paid
sizable dividends for both this composer and the
piano literature. Numbered currently at six books
of ten etudes each plus a few extra, Rakowski has
created the most important collection of such
pieces yet produced by an American tonemeister.

PL: I’m probably able to comment more on
changes in myself than changes in the orchestra,
although the orchestra certainly has changed.
There are many people who are the same, but it
has changed in overall character and many of the
players are different. Most significantly of course,
the conductor has recently changed. The first
three commissions were under the direction of
Seiji Ozawa. This new work will be presented
under James Levine, the orchestra’s new music
director.

This pair of CDs contains the complete Books I
to IV of these items and over half of Book V,
presenting a side of this composer hitherto
unencountered. Rakowski’s oeuvre commonly
shows predilection for an Atlantic Seaboard
ethos, but here we experience him as a scalar if
non-triadic stateside eclectic, able to directly quote
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ensemble and Phaedra: A Monodrama in Seven
Scenes (1974) for soprano and orchestra are
darkly intense, even bleak. But both items prove
static and stodgy, achingly slow to unfold and
numbingly repetitive. And neither entry speaks
with a distinctive voice. Phaedra is heavily
imbued with Stravinsky’s sound world, the vocal
portions strongly redolent of the Symphony of
Psalms while the instrumental interludes owe
plenty to Petrouchka and, to a lesser extent, Le
Sacre. And Black Sounds resembles Varese’s
mature oeuvre so closely that it comes across as a
style study.

snippets from Ludwig van Beethoven to Hayes
Biggs and filch from popular idioms ranging from
boogie to bop, swing to stride. The only bows to
a Northeast oriented approach are found in
Rakowski’s impeccable craftsmanship and
Babbitt-like punning titles (“You Dirty Rag” and
“A Gliss is Just a Gliss,” for two).
Most of these miniatures are based on a specific
sonority, gestural idea, or piano technique. All are
concise, yet brimming with personality. And
despite nods to composers as diverse as Debussy,
Prokofiev, Berg, Nancarrow, and Messiaen,
Rakowski creates a distinctive, highly varied
sound world. For example, the ten or so etudes
employing a perpetual motion approach carve out
their own unique niches -- none copy each other
in terms of harmony, texture, or dramatic
unfolding. And while some of the larger entries
are cast in clear palindromic forms, even those
showcasing a more intuitive formal approach
satisfy greatly. These splendid little gems are
worthy of any keyboardist’s attention.

The remaining selection, Cantio Sacra (1953) is a
faithful arrangement of an organ variation set
composed by Samuel Scheidt. As transcriptions
go, it’s attractive enough, though no special
insights are shed on the original such as those
heard in Ravel’s version of Moussorgsky’s
Pictures at an Exhibition or Webern’s rendition
of the “Ricercar” from J.S. Bach’s Musical
Offering. And the Scheidt, while quite good,
does not fit the profile of “Baroque composition
most in need of a rescue from oblivion.”

Pianist Amy Dissanayake’s performance here is
superb. A rich tone quality, impeccable finger
work, scintillating voice delineation, and tasteful
pedaling contribute to some of the most
beautifully musical keyboard playing this critic has
heard in some time. Editing and sound quality
are wonderfully good. Both releases are a definite
must-hear.

The performances at least are commendable. Gil
Rose draws fervent, yet disciplined playing from
his group, the Boston Modern Orchestra Project.
Mezzo-soprano Mary Nessinger presents a strong
sound and nimble technique, the better to put
forth Rochberg’s at times highly athletic vocal
parts. Her high and middle ranges are solid,
though her bottom register is forced at times;
enunciation is good despite occasional vowel
distortion. Editing and sound are okay.

CD Review: American Classics: George Rochberg,
Naxos 8.559120, Time: 73:59
by David Cleary
Your reviewer had wanted very much to like this
disc. A composer of sturdy reputation, a topflight orchestra devoted to cutting-edge repertoire
-- and all on a budget label! How can it miss?
Sadly, this is not a release likely to be revisited
here in future.

CD Review: Yehudi Wyner: The Second Madrigal,
Oboe Quartet, Horntrio, BRIDGE 9134, Time:
67:41
Yehudi Wyner, recently retired from the faculty of
Brandeis University, has had a long, illustrious,
and fruitful career as composer and pianist. This
excellent release collects three of his finest
chamber works from the late 1990s.

At his best, the late George Rochberg was an
accomplished tonemeister able to hold his own
with the finest in the business. These three works
do not rank among his best, however. Both
Black Sounds (1965) for wind/percussion

One of two items dating from 1999 heard here,
the Quartet for Oboe and String Trio is cast in
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a single sizable movement. The cello’s opening
pizzicato ground bass serves as inspiration for a
large binary structure, the first half consisting of
several loosely outlined sections which later give
way to a more formally delineated clutch of
variations.
As a result, Wyner’s liberal
incorporation of contrasting material is expertly
grounded by motivic and architectural craft.

An Interview with Dr. Franklin Ashdown:
Composer & Internist
by Carson P. Cooman
American composer Franklin D. Ashdown (b.
1942) has, for over three decades, pursued parallel
careers as both a medical doctor (internist) and a
composer. He is also an organist, having studied
with Judson Maynard and James Drake, and
coached with Fred Tulan and Leonard Raver.

Adding piano and violin to the title instrument,
Horntrio (1997) is a bit more clangorous in
sound than the other pieces on this disc, though
the grittiness is softened with jazz-derived
verticals. Despite its fast/slow/fast movement
array, no moldy formats are employed.
Movement one, for example, tacks an extensive
coda both slow in tempo and grave in feel onto a
fast, nervous, often angry main body that’s
through-composed. Material is lovingly etched
and highly compelling.

As a composer, he has focused primarily on
choral and organ music, with numerous published
compositions that are frequently performed and
recorded. His works have been heard in venues
ranging from the Mormon Tabernacle in Salt
Lake City, Utah to St. Paul’s Cathedral in London,
England. His works are published by the leading
publishers in sacred music today including H.W.
Gray, Sacred Music Press, MorningStar Music
Publishers, Wayne Leupold Editions, Harold
Flammer, Augsburg-Fortress, Concordia, and
others.

Like the aforementioned oboe quartet, The
Second Madrigal: Voices of Women (1999)
showcases a seemingly bottomless grab-bag of
textures and colors. It too harnesses all this
copious variety to a large overarching plan, here
delineated by its text subjects and the resultant
musical mirroring of its moods -- essentially
outlining a tripartite schema. Vocal writing lies
comfortably for the soprano soloist, and the
accompaniment furnished by the eleven-member
ensemble never obscures the singer.
This
terrifically evocative composition unfolds with
both beauty and purpose.

As a doctor, he earned his M.D. from University
of Texas Southwestern Medical School at Dallas.
He has had a private practice in internal medicine
in Alamogordo, New Mexico since 1971.
CC: When you were growing up, did you always intend to
have a dual career with music and medicine together?
FA: No. I really had very little idea of what a
musician’s life was all about, because I had no role
models among professional musicians. I loved
music very much, but I really had no notion of
doing it professionally.

The players, a who’s who of Boston’s best
freelance musicians, put this music across
wonderfully well. Special citations go to Peggy
Pearson (oboe), Jean Rife (horn), Bayla Keyes and
James Buswell (violin), Mary Ruth Ray (viola), and
Rhonda Rider (cello) for particularly inspired
chamber music making. Soprano Dominique
Labelle is stunningly good, featuring textbookclear enunciation, deft register navigation, and a
clean, expressive tone quality. Wyner’s piano
playing in Horntrio is superb, as is his conducting
of Second Madrigal. Production and sonics are
top-notch.

I was “programmed” to be a doctor from the time
I was about five years old. Both sides of my
family really encouraged me to go into medicine.
My father was a university professor and my
mother was a nutritionist, so both of them came
from the world of biological sciences.
Thus, with that background, I had never really
considered going into any other profession from
the time I was a little child until the time I was in
college.
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CC: Did you study composition formally with anybody?

specifically influenced my composing or the
choices of music that I like.

FA: I never took any formal composition lessons.
I had an excellent piano teacher all through high
school who gave me a good background in theory
and harmony. But not until after I had already
written a number of things, I seek any
composition coaching.

But the medical specialty that I went into does
have a connection in music, I think. I’m a
specialist in internal medicine, which is mostly a
diagnostic discipline. It involves sitting back and
thinking and listening carefully to the patients.
So, it very much involves critical listening skills.
We internists listen to patients describe their
symptoms and their pains. Then, after listening
carefully, one draws all the threads together to
make a diagnosis.

CC: Did you start composing fairly early on?
The first thing I ever wrote was a fight song for
my high school when I was as senior. However,
I didn’t write anything else until I was 29 – when I
wrote out an organ piece.

In musical composition, many of the same
intellectual skills are brought together – critical
listening to draw various strands of melody,
harmony, and rhythm together into a coherent
work.

When I was in college, I took my first studied
organ. I had an excellent background in piano
but had become very intrigued with the organ.
Thus, undergraduate years included many organ
lessons.

Perhaps it’s a function of my personality that I
am drawn to “cognitive” work in medicine and to
composing as my preferred form of musical
expression.

When I got into medical school, I spent a lot of
my weekends learning organ literature as kind of
respite from medicine studies. When I finished
medical school in Dallas, I moved up to Salt Lake
City. During my residency there, I resumed
taking private organ lessons.

As a more specific connection, a recent organ
piece, Scenes from the Life of a Doctor, is
inspired specifically by images connected to my
medical practice. It was written for Wayne
Leupold Edition’s “organ demonstrator” series, in
which each piece has a movement connected to
each family of organ sounds, and also inspired by
a different medical image. For example, The first
vignette, “The Birth of Billy Taggart,” describes in
musical imagery my first delivery as a junior
medical student. The piece begins somewhat
nervously, but ends with the sunny delight that
such an experience evokes. Another vignette,
“Dysrhythmia,” recalls a a patient critically
afflicted with an erratic heart rhythm and utilizes
low-pitched pedal sounds to suggest the heart
tones a doctor typically hears.

In Salt Lake, I had an organ teacher who heard
me improvise and encouraged me to start scoring
things out and actually begin composing seriously.
I started doing that, and became quickly hooked
on it. I haven’t stopped since then.
CC: Do you improvise frequently?
FA: I improvise organ preludes quite a bit in
church.
When I sit down to compose –
particularly if it’s free-style piece – I often begin
by improvising some musical threads with which
to work.

CC: Do many of your patients know that you are also a
composer?

CC: Have there been any influences in your musical work
from your work in medicine?

FA: A few of them do. I would say the vast
majority just know that I’m involved with playing
the organ and directing choirs. They don’t know

FA: I can’t really say that my medical work has
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much about my compositional activities.

CC: It’s interesting that your first publication was for such
an “avant-garde” style organ work, since you are best
known for your many compositions in a more conservative
contemporary musical idiom.

CC: Have you found or encountered many other medical
professionals who are also practicing musicians or
composers themselves?

The reason why I wrote the piece that way is
because I had just been to the Hartt School of
Music Organ Festival in 1974 ([a summer festival
of new avant-garde organ music each summer in
the 1970’s]). I had thus been saturated with that
sort of avant-garde organ music and wanted to
compose that kind of piece.
.
In the years that followed, I decided that I prefer
to write more traditionally.

FA: At the American Guild of Organists
conventions, I’ve encountered a few of them. I
haven’t really met any here in New Mexico.
For example, the organist and composer George
Baker started out as primarily a musician, and
earned his doctorate in organ. Then, he went to
the medical school (the same one I did!) and
eventually became a dermatologist. He’s now
recently retired from his medical practice and has
returned to being a concert organist and full-time
musician.

CC: When did your relationship begin with the noted
organ publisher H. W. Gray?

I’m also aware of opthamalogist in New York
City, Hampson Sisler, who composes both for
organ and other instrumentations.
CC: What are your current/upcoming projects?

I wrote a piece called Elegy and it was premiered
in the 1985 Regional AGO convention at the
Mormon Tabernacle in Salt Lake City. H. W.
Gray published that piece in 1986, which was my
first publication with them.

FA: I’m currently writing a lot of choral music.
Some use texts from the psalms and others
various old texts that I find very appealing.

Since then, they’ve published about one piece a
year of mine, and I’ve had a very nice relationship
with them.

I’ve also very recently written a free-style organ
piece entitled Fantasia Navidenia Antigua. It is
toccata-like work based upon the idea of an old
Spanish Christmas fantasy. It incorporates some
small quotations from “Riu, riu, chiu” – the
familiar Spanish folk carol.

CC: You’ve mentioned to me that you plan to retire from
medicine in a few years. What are your plans at that
point?
FA: I plan to retire from my medical practice in
2007. I will then devote my time entirely to
composition.

CC: What was your first publication as a composer?

In particular, I’d like to write more works outside
the choral and organ world. I’ve written a few
pieces of that sort in the past (an orchestral
triptych and an organ concerto), but I want to
explore many of the other musical forms.

My first publication was a piece called
Funambulistasia. A “funambulist” is a tightrope walker. The piece was written for the noted
organist Leonard Raver, who at one time planned
to do a Broadway production involving the organ.
He even thought the live show might actually
involve an actual a tight-rope walker! The
resulting piece is very dramatic – quite atonal, and
almost aleatoric, and wild.
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Members’ News

Her work continues to receive
performances around the world each year.

Members of the Living Music Foundation are
encouraged to send news of their activities to the
editor for inclusion in this section of the journal.

many

A number of new works by Barton Cummings
were premiered this past concert season, including
Three Episodes for Contrabass Saxophone
and Band by Jay C. Easton and the Unviersity of
Washington-Seattle Wind Ensemble, under the
direction of Timothy Saltzman. A number of his
works were published this year by Wiltshire Music
Company, JPM Music Publishers, and Solid Brass
Music Company. Cummings was honored by the
International Tuba-Euphonium Association with
an in-depth interview and cover story in the
Winter issue of the ITEA Journal. The interview
was conducted by Mark Nelson and covers more
than 40 years of Cummings’ musical activities.

Daniel Adams is the author of “Rhythm and
Timbre as Interdependent Structural Elements in
Askell Masson’s Compositions for Solo Snare
Drum”, an article published in the Summer 2005
(Vol.LIII, No.4) issue of the Journal of the National
Association of College Wind and Percussion Instructors.
Adams’s composition entitled Dissolve for
percussion ensemble was performed at the
national conference of Society of Composers, Inc.
held at the University of North Carolina,
Greensboro on October 14. The work was
performed by the UNCG Percussion Ensemble
conducted
by
Nathan
Daughtrey.
Reverberations for timpani solo was performed
on February 26 by Eric Miculka at the Society of
Composers Region VI Conference, hosted by the
University of Texas at San Antonio. Reverberations
was also performed at the University of South
Florida on March 5 by Matt Dickson on his
graduate recital. Between for flute and marimba
was performed on March 12 by Valerie Watts,
flute and Lance Drege, marimba at the College
usic Society South Central Regional Chapter
Meeting , hosted by the University of Oklahoma,
Norman. Resonant Canvass for multiple
percussion solo was premiered by percussionist
Brian Vogel at Rice University on April 24 as part
of his doctoral recital. Equilateral for triangle
trio was premiered by the California State
University at Long Beach Percussion Ensemble
on April 26 under the direction of David Gerhart.
Between Stillness and Motion for piano solo
was premiered by pianist Jeri-Mae Astolfi at the
University of Central Arkansas at Conway on
April 22. Ms. Astolfi also performed the piece at
the Russell Fine Arts center on the Campus of
Henderson State University (Arkadelphia,
Arkansas) on April 29.

The winners of the 2005 Hultgren Solo Cello
Works Biennial competition (directed by member
Craig Hultgren) for composers are Nickitas J.
Demos and Michael Angell. Demos’ Tonoi IV
for solo electric cello won both the $1,000
Birmingham Prize and the $1,000 Atlanta
Prize. Angell’s Sonata for Cello and Tape won
the $500 Tuscaloosa Prize. Cellist Craig
Hultgren presented the same program of seven
cello works on August 28th at the University of
Alabama at Birmingham, September 13th at
Georgia State University and September 20th at
the University of Alabama in Tuscaloosa. These
seven pieces were finalists selected from 115
submissions from 27 different countries. The
Biennial was open to submission by living
composers of solo cello music or cello and
electronics. The audience in attendance at the
each concert voted to select the winners.
This was the fourth set of Solo Cello Works
Biennial concerts which are organized every two
years. A review panel from the Birmingham Art
Music Alliance choose this year’s finalists last
May. The panel’s criteria for selection were
innovative writing, instrumental playability, and
compositional craft. The seven finalists for the
2005 Biennial were:

Three CDs of the music of composer Beth
Anderson have been released within the past two
years – “Peachy Keen –O” on the Pogus label,
“Swales and Angels” on New World Records, and
most recently, “Quilt Music” on Albany Records.

Break-Out a miniature for solo cello by Katy
Abbott (Northcote, Australia)
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Birmingham Art Music Alliance. He has received
awards from the International Trumpet Guild,
ASCAP and the Alabama State Council on the
Arts. The Sonata for Cello and Tape was
written for Hultgren. It combines computer
generated and manipulated sounds with live cello
performance. The work is in a cyclic form
containing five continuous movements of
different moods. The fourth movement is for
cello alone. The two short interludes are for
computer-generated sounds alone. The third
movement introduces a video montage and
contains a soundscape over which the soloist
freely improvises gestures. Descriptive titles
given for the separate movements are strictly the
composer’s personal images. The work is not
intended to be programmatic.

Sonata for Cello & Tape by Michael Angell
(Birmingham, Alabama)
Tonoi IV for solo electric cello by Nickitas J.
Demos (Atlanta, Georgia)
Più mesto for 2-bow cello by Carlo Forlivesi
(Imola, Italy)
Voices from the Gorge for cello & tape with backprojected images by Stephen Gard (Thirlmere,
Australia)
Stigmata for solo violoncello by Vincent CheeYung Ho (Calgary, Canada)
Everything is Permitted for solo cello by Robert
Percy
(Twickenham,
United
Kingdom)

Jeffrey Hoover’s work Sacred Stones was
performed by Ronald L. Caravan, alto axophone
and Sar Shalom Strong, piano at Syracuse
University on February 20. The work includes
various extended performance techniques,
including multiphonics, altered tone color
fingerings, and quartertones. Sacred Stones was
written for Ronald L. Caravan. This concert was
a part of the Syracuse University Year of the
American Composer Series Concert, and included
works by three regional New York composers as
well a new work by Ronald L. Caravan. Duo
Ahlert & Schwab (Daniel Ahlert and Brigit
Schwab) performed American Tango, for
mandolin and guitar, in Meingetten, Germany on
February 25.
American Tango was also
performed by Duo Ahlert & Schwab at Illinois
Central College, East Peoria on April 29, as part
of their United States tour. Kenneth Martinson,
viola and Christopher Taylor, piano, performed
Latin Steps at Illinois Central College, East
Peoria, on March 18, for the ICC Subscription
Series, and also at Western Illinois University
on March 25. The Journal of the American
Viola Society published a review, written by
Kenneth Martinson, of Latin Steps and
Evocation (viola and piano) in their Fall, 2003
issue. Spirit of Light, for solo clarinet, was
performed on a CUBE concert at the Lutheran
Theological Seminary in Chicago on February
13. The work, inspired by Gregorian chants,

Nickitas J. Demos, founder and Artistic Director
of the neoPhonia New Music Ensemble, is
Associate Professor of Music at Georgia State
University. He holds degrees in music from the
Cleveland Institute of Music, Indiana University
and the University North Carolina. He has
received performances by many major orchestras
including the Cleveland Orchestra, the
Philadelphia Orchestra, the Nashville Chamber
Orchestra and the Orchestra of St.
Luke’s. North/South Consonance, Thámyris, the
Rialto Brass Quintet and the Converse College
Brass Quintet have performed his chamber music
works. Tonoi IV is part of a series of works for
solo performers. The piece is abstract in nature,
having no particular programmatic idea. The
piece is typical of the previous works in the series
in that the harmonic and melodic material
presented at the beginning are used and
developed throughout. Because of the electric
nature of the instrument, effects processing plays
a critical role in the composition. The piece was
written for Hultgren.
Michael Angell is Associate Professor of Music
Technology and Associate Chair at the University
of Alabama at Birmingham where he is founder
and director of the the Computer Music
Ensemble. An energetic organizer, he was a
founding member and initial president of the
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was performed by Christie Vohs, clarinetist for
CUBE. Five Mysteries for clarinet and CD was
performed by Michael Dean at Southeastern
Missouri State University on February 17. The
clarinet version was created for Michael Dean.
The work is also available for soprano
saxophone, CD and paintings.
Vol. 11: A Still Subtler Spirit
music of Monroe Golden

Joseph Pehrson’s composition Trump-it! for
trumpet and piano was performed at the
Philharmonic Hall in Trenton, Italy on May 19,
2005.
Pehrson’s work Bass Desires was
performed by on the Tonmeister Summer
Concerts on June 16, 2005, sponsored by New
York University’s Composition Department and
Dinu Ghezzo.
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Volume VII of Margaret Vardell Sandresky’s
complete organ works has been published by
Wayne Leupold Editions, Inc.
Her organ
concerto Dialogues for Organ and Strings ,
Christmas Variations on “Lo, How a Rose
E’re Blooming” for organ and band, and
Fantasia for Organ and Brass Quintet will be
published by E. C. Schimer. Sandresky was
named Composer of the Year by the American
Guild of Organists in 2004. She is currently
working on two new projects: a volume of
moderately difficult organ music for the liturgical
year and a large work for the 18th century organ
which has just been restored in Old Salem, North
Carolina.
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Two recent releases from
Living Artist Recordings

Vol. 10: Semantemes

featuring music by Jeremy Beck, Carson Cooman,
Dorothy Hindman, Ed Robertson, and Erich Stem
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