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The current flap on the S.F. music scene is the

stephanie affair-—Kurt Herbert fAdler hes canceled
stephanie von Buchau's press tickets to the opera
bec-uze he didn't like her reviews in San Francisco
and Opers Fews. (Rarlier he'd threatened Psul Her=-
telendy of the fakland Pribune with similar ac-
tion.) Adler weft on to cancel the program notes
Stephanie had written for one of the opers pro-
grams. In EsaR's opinion, any critic should write
whatever he wants, of course, and publishers should
hire and fire critics on their merits. Free tic=
kets should not be provided critics: the implica-

| tion can only be that the critic is being bribed,
|or that his review is merely advertizing (damned

cheap advertising at that). Freebies should go to
old people, poor peonle and students. The only
gector we see suffering from this policy would be
the newspsper resdership: wvery ouickly there would
be the sketchiest of music reviewing, because the
publishers would not buy tickets., But most of the
ngwspuper readers don't really need music criti-
clsm; most newspoaper music criticism stinks any-
way, and theoutcome wight well be the growth and
development of smell publications like this one

devoted to music and the musical public.
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November Concert Schedule
1750 Arch Street, Berkeley, Calif.

=5 el 108

Song By G5 Sachdey, An Evening With Early Muiht
D.q Blach Comporers | Banaur Barry Taxman Desrothy
Q James Thomas, Classicad ot dhe Keyboard Barnhosar,
Tenoe North-Indian rare Classical Mesiaaepring
r-q Adrean Chant Ragas for weeled, origual Alfcn Galchnae,
- Spireals Bambon Flutr Spauticnd & Hurgrischord
I0h Century ImiproviaLtice Purcedl, Dormlind
w Works Monseverdi,

Trfemann & mang

st Gl ke

Saturday: Friday

Maqueter Kuper, | The Couperin Fraahdin Foutet, The Musks of D= wd Willinaan,
Fluse st Coadart Vialia Adkamoors Flung

Yoho Subigars, | £opmon & Frenes | Evwene Gab, Muie of the Adan Basmrem,
Mang works of the Fans Earth & Sy Harpsichord
Handel, (Berr 18ih Cenbefy William Grant Idris & Margo Wadlii A the
Telpmann, for Sopeisa, Snlll, LeClair, Agkamoor " hey of B minoe
Leilaire, Vialin, Fluee, Rrahimi Mach, Telemasn,
Schubert & Wials di gamba. Blaves, Couperin
mare Harpaichaed wnd ather,

FOR INFORMATION AND RESERVATIONS CALL B41-0232
£2.50 STUDENTS, $2.00 SENIOR CITIZENS . $3.00 GENERAL

THURSDAY, NOVEMBER &

AT THE

¥ Brls Rariok, Sonaca for Two Fanos & Percussion
f:"u’;fﬁa“c'““ Warki by [mbrie, Del Tredics & Davidowky
Al perfarmances BPM Wathan Sebwaree & Naomi Sparrow, Plasi
$3.90 ;;j o ) Dussy Moatoen & Rlchird Mosre, Percuanoaiats

Boamee Hampron, Cell

WEDNESDAY, NOVEMEER 19

The Deany Teitlin Trio with gueat wnger Tom Buthner,
Elecorenic Hock-Jaze asd Free Form Music.

Denny Eeiten, Keyboards. George Marsh, Drum,;
Raczo Marrie, B, Tom Buckner, Vioice

For further information
call Arch Street or the
San Francisco Museam;
853-3800 (Van MNess &
McCallister Streets)
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Bhyllis Luckman sends along this Severity with
the feollowing note: UTOMOT ERVI is a new piece
for cello and piano., The first part is & “"Med-
itation." The rest of the piece, "Severity," is
divided inteo three more parts--this is one of
them.

"The piece is concerned with repetition. Hepe-
tition used to drive me out of my =zkull, and
then I got interested in it, and now I realize
it is the basis of all forn. This piece explores
repetition in weny of its possibilities: simple
revesat, consecutive loss, leapfroz repeats, ran-
dom repeats, additive gain, and all of these as
they are heard in relation to another pert going
through similar metamorphoses, The inteprating
force is the repetition principle itself, rather
than any melodic or thematic idea. "Melodies,"
"rhythma," "thenes" sometimes are heard because
thiey are the necesssry result of repetifion-—-
that's where they come from, and when the ssso-
ciated kind of repetition changes, thisy too disz-
appesr in this piece."
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These Variations
are on & theme by

Gordon Chun, who
made a poster for
the QOakland Luseum
concert series by
lifting a page out
of a computer print-
out of a star map--
he doesn't remember
which part of the
heavens was repre-
sented. OCnly while
tinishing up the
gecore did I remember
that John Cage used
exactly the same
kind of source ma-
terial for his Atlas
Eclipticalis. I had
been thinking of the
piece in terms of
instruwents which
have crisply de-
fined attacks but
tone gqualities al-
lowing precise,
glowing, delicately
weighty sounds——
gtaccato sounds
wnose significance
continues into the
silence surrounding
them—-and brassesy
the flintier stops
of the organ, or
{auickly stopped)
bells seemed appro-
priate: harp would
no doubt do very
nicely as well.
Here the Variations
are superimposed on
Screen, suggesting
that the whole ma
o i? 190 = — S “l ©| be a piano quinteg.
" ﬁ\‘u O to ™ o0/ BT In Screen one fol-
B S e T LR Lo s B 2 » lows the (thin)
o

_ voice leading lines
o - o \-\\\ s o o |lo between the dashed
: o @ lires wnich indicate
o ~, = ol Ehe limits of the
o S EE o instrument's range,

4]
o SRR = o s % o P = sustaining pitches
= = 5 D indicated (sugpest-
_.O_a o e R © L iy — QO EPISGER - R ,‘__p‘____, | ed) by the heavier

o ¢l lines and playing
o a i ! o a / o R i i
o ._q___,—ﬂ.m-—-u-b D e, 8 izolsted notes (the
o g % S ; X black squares). The
O P o = O o 20 :E o —— / | Variations are more
e 5 AT o | loosely notated, con-
il / | sisting simply of
. , : — : o clrcles of wari
3 . - ol e Bt ircles of various
O ! f_’g : ] o © . i h /] slzes representlng
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ol - sounds of wvarious

B £ logdnesseﬁ and dur-

g St BRSNS bl = O E o ations. The scunds
o O o should not be sus=

— o o D : 3 -
_\n o Big. 0 6 O ® - 2 8% . tained, but their
0q o o The L o (-] effect should ring

o o : :
\ a ° e o out for a duration

: 5 = o 2 B Ao matching their in-
: o D 3 . o _._.q:-——]-— tensity snd density.
& o { - Only the gquietest,

o ﬂﬂm & 2 then, should be

o a-tf“ P (o) = o e 5 | edquiva lent o a8 shbac-
o (-] o 5 © Q° L 9 cato grace note; in
L e i : 5 s o general, they should
“ o a last long enough,
° ° (s] at least the loud
' ones in a rich timbre,
°0 o e © ¢ Lo carry a definite
o e . & o ® R, L & though subtle swell
G o 3 1}b » o and diminuendo.
5 Pitch, of course,
is sugpgested by rel-
& ative height in place
E} o el on the page==relative

to recently played
D > o o sections, that is, or
III)G t o & % = e I to the part of Bcreen
a o O =] ©FTS cassans mme being heard, Phras—
) e R B, R PR S : (8] O s ing is sumpested by
10— K LA e o L] gy ;.ﬂ' 30 alFean  ad Gk ) o ™ R - o LV"—'_i"\-'il::I_:] grouning of
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o o o - = attacks likewise.
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IRONY, PHENOMENOLOGY AND THE NOMON
by Charles Remolif

"A momon is a masquerade, 2 sort of dance
done by masked fipures, ending witha chal-
lenge delivered by them. Its radical is the
same as in 'mummery.' One ought to be able
to 20 name, by extension, any work of art in-
cluding its own caricature, or one in which
the author was to ridicule his means of ex-
pression. La Valse of Ravel is & momon.,
The genre is peculiar to periods in which
rhetoric, dying, examines itself."

(From Soap, by Francis Ponze, translated
by Lane Dunlop, published by Grossman and
Jonethan Cape, 1969, I have made a couple
of corrections in the punctuation, and
have left the last sentence out of respect
for its mervelous sense of style, although
Ponge actually wrote "Ce genre est partic-
uliere aux epogles ou la rhetorigue est
perdus, se cherche."--leading ue to sug-
gest that something like "...rhetoric,
lost, sesrches itself" might be closer to
the original. Not terribly important.)

I don't know of any writers in Encslisn anything
like Ponge, although the Gertrude Stein of Temder
Buttons cones close. He began writing about the
time of the end of World "ar I; is writing still
(for all I know): and has produced a rather small
but extensive number of things in which poetry,
prose, speculative philosophy and natural science
all seem to blend inte one smooth process. Soap,
for example, in rmglish, is & book of 95 paxes

in which the author describes & bar of socap, and
degeribes himself describing it, and continually
revises this dusl approach, looping back, restat-
ing, prosressing onwari to no transcendentally
important conclusion, incorporating into nis
writing an awsreness of=--indeed, a brooding over
--his responsibility to his reader--and, his
reader's responsibility to him: so that an ele-
ment of dislectic enters Fonge's writing, as well
as the phenomenology, if we may so call it, of
his concern with the object, the objectively ver-
ifiable bar of soap, the words and sentences
about it, and the thoughts and reflectiodris &bout
the process of writing sbout it,

A1l this hss several things to do with 20th cen-
tury music beyond Ponge's mention of Ravel, Omn
an easy, obvious level, for example, there‘is the
development of Ponge's writing, which is like the
cell-enlarging continuously developing (or at-
least continuously moving on) texture familiarin
music since late Beethoven but particularly im-
portant to music since the atonal period. See,
for example, Vebern's procedure in the Passa-
caglia, op., 1, where the first variation 1is a
particularly clear example-——though the begin-
ning of o6p. 24 shows the same procedure at

work 26 years later. The gradual disclosure of
the "row" in Berg's op. 4 no. 1 is another
example, and the procedure is commonplace in
Bartok too.

Webers: op-k, =1, Flade
7

| with both

It is easy to think of this sort of attitude
as characteristically French. It bas to do

the intellect and irony; it is notb
particularly concerned with the souli or with
sentiment, and is for that very reason a log-
ical historical consequent (and antidote) to
Wagner. The objective compenent of the momon
animates a fair number of Satie's post-Schola
pieces, its quietly smiling, indulgent but
fointly ironie humor permeating the ballet
scores particularly, and the intellectual hab-
it of this disengaged objectivity even leaves
its mark on Socrate. Through Satie the momon
reached The Six, finding fertile soil partic-
ularly in Darius kilhaud--though it must be
granted that kilhaud drew on & number of other
attitudes in the course of nis long career.
And, again probebly through Satie, it reached
Virgil Thomson, whose Four Saints in Three Actis
fittingly represents & virtual catalogue of
the momon—-"fittingly," because it sets the
l1ibretto of Gertrude Stein, who (with Picasso)
had & great deal to do with the firm estab=-
lishment of the momon ir the first place.

(And it must be remembered that Picasso worked
(and no doubt learned) alongside Brague, Wio0sSe
fine end Pongelike mind must have been respon-
sible for mach of the analyticsl thinking thot
discovered Cubism.)

But a2 current swept across national bounderies
in Western FTurcpe during the decsde before 1914,
There is an irresistable temptation to look for
a commonality~ lying under such diverse new
misical attitudes as Strauss' "return to Lo-
zart" in Der Rosenkavalier, Berg's revisiting
hahler in his Three Pieces, 0p. & --leading,
perhaps, even on tc Puleinells and the inven-
tion of "neoclassicism"--some such commonality
beckons. And that both Schoenberg and Strav-
insky should have approsched & "new classicism!®

But "neoclassicism," at least at its emptiest,
is substanceless-—-merely an attitude; and the
momon goes beyond that, for in exsmining itself,
ridiculing itself, it discovers a2 truth--and
that is the "challenge" Ponge wcntions.

The substance of music is gound, which is ar-
rented within silernce. ﬁDF_,érﬁﬂ"#‘_ﬁ;" of ‘random
sounds--not of silence, as it is usually de-
seribed—-made that point for once and all. EBut
music as we are commonly taught to think of 1t
consists not of sounds at all but of the tech-
nique by which the sounds are ordered. The music
student is traditienally encouraged to think of
misic not as sounds but as procedures--to think
in terms not of sonorities but of ocrchestration
and harmony, of sound-shapes not as lines but

as voice leading and counterpart. Fowler says,
"Science knows; art does:" and science, not art,
is what is tsught--and art no deoubt includes
science, but must transcend it: where art is
lacking, there is the music (or poetry, or paint-
ing) the next generation discsrds. Well: there
are two entirely different, fascinatingly dif-

|B33nnﬁ.its technique, it's the momon's attitude
that gives an insight into much of the musical
revolution of the early part of the 20th cen-
tury. Not only the musical revolution: Cubism
and the postimpressionist style called point-
i11ism represent the momon at work: style be-=
coning the substance of the art work. ILa Valse
is 2 forthright demonstration of the momon: it
is both hommage and caricature—-but gentle,
gentlel--of the Viennese Second Empire waltz.
Ravel's Valses Nobles et sentimentales are zan-
other case,.referring to Schubert. In fact
nearly all Havel's work is momon, one way or
another, referring back to Ravel himself, or
to Spain, or to popular music——there's hardly
8 single "abstract" plece,

ferent a.proaches to take toward whst one does
with what one knows--or, rather, there are two
ﬁﬁﬁ”r%m = ;
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* Berg's Three Pleces were first intended
to be a symphony, but--significantly——Berg
found the form impossible of attainment dur-
ing its composition, during .orld sar I. This

brings to mind the attractive subject of the
inacheve, the uncompleted work, which ran:es
through Bers, Schoenberg, “'ebern, in litera-

ture through Himbaud, Kallarme, Dsumal, in
the wvisual arts karcel Duchamp--that subject,
so typical of the early 20th century (though
claiming so august a forerunner as The Art of
Fugue ), whose greatest composer, Webern, gave
up the form of the symphony for-that of the
two—moverent instrumental work, must be set
agide for another investigetion).



exoreme positions governing what one's actltude

the art, spinning it out joyously, athletically,
1_*&1::(311.11'}5-1 in the ability itself and relying on
it (and on a more or less profound personal cha-
racter) to expound musically interesting results:
Vivaldi, Bach, Lkozart, kendelssohn, Milhaud,
Stravinsky come to mind, And there is the one
wnich anslyzes itself, develops, introspects,
proceeds logically (or not) aleong a certain
path--whether or not it finally go anywhere:
Schoenberps, ‘Yebern, Cage until 1950, Stockhausen,
Beethoven in many ways==%this list is shorter.

Ani the difference between these two methods

(I do not say results, but methods) is some=-
thing like the difference in attitude between
craftsman and artist. Just as the kiddle Ages
gaw 8 profound distinction between secular and
isacred activity, and as the 19th century devel-
loped the distinction between Apollonian end Dio-
inysan attitudes, so our own Age of anxiety {or,
|if you prefer, Anelysis) is seeing the rise of
the distinction between work expressive of the
time and work. irrelevant to it--to speak in very
broad terms. Art--the work expressive of its
time—--has had to come to terms with its own
nature, its history, its motiwvation; in so do=-
ing, it hes inewvitably turned inward upon 1tG-

iProust, Joyce, Beckett--the avant garde. (Btein,
too, much of the time, as Richard Brideman has
gshown in his study Gertrude Stein In Pieces,
yalueble in spite of its negative estimAte of
her work.) It is herder to see in music, an
art more given to conservatism.

The value of the momon, esvecially with respect
to music, lies in its ability to soften the
distinction between these two attitudes—-its
|ability to resolve the zulf between continuity
and discontinuity--a logical contradiction,

but one traditionally the business of masic:
Stockhausen seconds Brahms' dictum that the
purpose of the composer is to mzikte the world
becone one: to com-pose. In effect, the momon
offers one way to erdse the distipction between
things beipg the same ani things being differ-
ent--or, if youxppefer, it offers a way of af-
firming that there 1s no distinction between
things being the seme and things being differ-
ent, (Ives found another means, notably in the
last movement of his Second CGrchestral Set,
"Rrom Henover Square worth at the End of &
Prazic Day (1915) the Voice of the People Again
Arose," but Ives himself used his version of fthe
{momon, notably in the violin sonatas end the
|Second String Quartet, in order to teach himself
'to make his transcenuental musical statements,)

'As I am writing this a fascinsting collocation
of historical and artistic momons leap out of
The Musical Quarterly st me. In the January,
1974 issue, Larmy Stempel discusses a newly
found minor work of Edgsrd Vsrese, a song from
his apprenticeship, written as early as 1906,
|In the course of restating the familiar portrait
of Varese as a composer without link to tradi-
tion, S+empel quotes Varese himself:

.. .music writter in the manner of another
century is the result of culfture &nd, de-
girable and comfortable as culture may be,
ap artist should not lie down in it. The
best bit of criticism andre Gide ever wrote
was this confession...: "Sfhen I read Rim-
baud or the Bikth Song of haldoror, I am
ashamed of my own works and everything that
| iz only the result of culture..,(l)

|Yet Stempel is able to go on and demonstrate the
lextremely close connectlon betweel this early
|song, & sebting of Verlaine's Un Brand sommeil
'noir, and both lebussy's Trois sriettes oublieces
| (L' Ombre des arbres) and Varese' later, mature
Arcana. (Fven more tellingly, he finds an exact
correapondence between the early Varese song and
Debussy's Pelleas et Melisande,) lNow the momon
here is not Varese' use of Debussy's sounds, but
Stempel's use of them to "explain"--really to
comment on--Varese, vhat I vean is this: Varese,

recalled L'Ombre des arbres in his own song;
may have recalled, may hawve '1;fteq' the pro-
gression in Pelleas—-the material is extremely
similar—-but in either case he seeus Lo nave
lused the material for his own ends, similar as
| they wey hazve heeln TO Debussy's. There is no

is: there is the one which delights in expressing
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ichallenge, in Fonze's sense of the term. But in

| tracing the song o Debussy, and then in demon

| strating its foreglimpse of Arcapa, Stempel turns
| this fascinating nexus, this node in the French

| musical trsdition, into a momon of historical
analysis.

}ﬁ spirit akin to irony pervades the momon. TEidg
'not quite irony, because irony has to do with

iself from time to time. "Rhetoric, dying, sesrches |dissimulation for the sake of meinteining a stand
litself." It's emsy to see in literature: lallarme,

in a logical discourse--feigning ignorance, Say,
in order to assume & particulzr tactical posi-
tion. The momon both is and is not concerned with
such wetters: is, because it is aware of its re-
lationship to the object of its scrutiny; is not,
because its purpose--the purpose of its scrutiny
~-has nothing to do with logical procedures.
(They sre the realm of the aznalysts, the musi-
cologists, historians, critics.j Again, same and
difference are reconciled, and again the ghost
{of warcel Duchamp smiles, remenbering his dis-
icovery of the chess problem of reconciling oppos-
ition sguares in an abstruse kind of endgame.
(Chess, by the way, would seem to be fertile
field for the momon.)

This kind-of-irony is what makes it possible
for an artist to work within the spirit of momon.
He Knows that the game is trivial, but knows
that it is no more trivisl than any other--than,
for example, the game ne alludes to in playing
out his own game.. 1t is not merely "lying down
in eulture," but recoving one's self from the
scene in order to watch one's self lying down
in it. The artist, ‘in short, can become his own
observer, his own commentater., ¥hat we have is
an antidofe to the all too familiar 20th cen-
tury erssure of distinctions between art and
life: here instesud is an assault on the dis-
tinetions between life and art. Ontogeny re-
capitulates phylogeny; life recapitulates art.
The cpuxes of tonsl music==the half-step and
the tritone, which define, brand the octave and
Ekzigéégiinform its larmest subdivision, the

== fifth (and its inversion, the fourth)--
%‘!—'these intervals are the common currency

@ of post-Schoenberg music, as thirds and

sixths sre that of the century before. They
represent an ironic challenge to the tonal lan-
gusge; affirm the momon-nessz of new music to
old, in a logically analyssble manner if wyou
lize, but vore importantly in a logically ab-
surd kind of proportion which has nothing to
do with orthodox relsationships, but lies instead
in a meta-history. (A meta-nistory which admits,
by the way, of both Stempel's view ol Varese and
lRobert morgan's, in Musical Newsletter , vol. 3,
lno. 2, which develovs the more traditional ldea
that Varese represents a startling break with
\trsdition.)(This is a distortion of lorgan: his
| furtherpoint is that Varese and Ives, in bresking
startlingly with the past, establish another
tradition for contemporary coucosers to attach
themselves to.)

It is this kipnd-of-irony which issues the mo-
mon's challenge, and which constitutes the truth
the challenge discloses, that there is no dif-
|ference between szme and difference, that in
|lexamining one's self one exsmines the universe,
|that the close stusy of ubjects, things, pheno-
mens instils in us the capacity to hone our in=

acoordine to Stempel's discovery, may have merely |i,itive gresp on ourselves and our condition.

|This is only a 20th century version of how music

|helps us to vibrate with the universe; there are

other versions: but the momon seems Lo lead from

Thoreau to Cuge, beckoning as s sort of unified

field theory of 20th ¢, art—-an intrigulng notion
(he by crsbimued, porkablp; in s Cobure haue }

I




NOVELBER

KOZART quartets, Fine Arts 4, HH 8 o |

IFDIAR G5 Sachdev, flute, 1750 3.30 M

SOUND POSTRY lecture-demon, 5F public
library, 7 ;

GUARNFRI QUARTRET lMendelssohn sartk 3d
Bchubert Death & Maiden Dinkelspiel 8

VIOLIN/PI:NO F Poster, E Gash: Still,
Leclair, Brahms, 1750, 8.30

BABQGUE: Hotteterre, Telemann, Larais,
Haydn: Anneberg Aud, Stanford, 8

OxAN: L Altman (J3Bach), FLH, 4

TWO PIANOS: J Stark, J White, Okus, 35!

ORGAN Plh, 4 (see 15)

GUARNERI &: K, 464, Bartok 4, Schubert s
C Yuintet; Dinkelspiel 8

SONGS: A Spears, J Epencer, CFCA, &4.30
RARIN SYM (Salgo): Schumsn Hew Encland
Trip, Rodziro Fantasia (Yepes), Beeth.?
NEW WUSIC Berk Cont Ch rlay, HH, 8 1

NEW MUSIC BYQP: haxwell Davies, Peterson,!p

Iobrie: Grapdstake Gallery, 2876 Calif.
3t, SF, 3.30

EARLY KUSIC: Dindelspiel, 8

QAK B8¥k: Piston 2d, HRachmaninov Pag Rhap
(Gheorghiu), Franck Sym (Farberman),

Faramount Aud, 8.30

MOZART: Impresaric, Petits
Hyss, 5F Syuw, Zellerbach Aud, 8

CRGAN: Jas. “Welch, Stanford iem Church, B
NEW MUSIC: (see 23); SF State, 8 !

OAK SYH (see 183)

Riens, Sym 38; )

Vergeer, Hdughes: Live Cak Aud, Berk, 8,15
SF Rec Sym (Rardick): #eber, Ravel, Franck,
Schubert: OFCA, 4.50

UC CHORUS HH 8

REAL TIMCTRIT SYRCHONY,
School, SBausslito 3

CELLO/PIANO: P Shelton, h Bacon:

R Strauss, Bruch: Dinkelspiel, 8
PIBET BELLS, Vajra, Exploratorium, 8

RAakEAU, CPE 8ACH: Coll. jhusicum, HH,

‘anily Light suasic

JSBach,

BACH: noon Jh
3 BARLY RUSIC: D Barnhouse, A Gilchrist:
Furcell, Dowland, monteverdi, Telemann;
1750, 3,30
FLUCE/HARPSICHCRD: D Yilkinson, & Bostram:
b winor vieces by JSB, Telewsnu, Couperin;
1750, §.30
CR@AN: FLH, 4 (see 15)
ORGAN: PLH, 4 (see 15)
PIANO: R Fields, incl prewisre of i
Soneta 25 OFCA, 4.30

December

‘alger

2 OAK 5Yk (Farberman): Henson Sym 2, Copland
musie for theater, Verdi & Wagner (Farrell)
Faremount Theatre, 8.30

QAK 5Yh (see 2)

3 F SY» (Ozawa): Rush Song and Dance, Hmm)
haness, Thomson Sym 2, Copland Salon ey
SF Opera House, 3,30

PTARD: B, Sneed: Haydn, Debussy, lLiszt, Pro-
xofiev Son 7; EBARC Berkeley, 3

S F SYK (see 3)

3 F 3Yh (see 3)

COLFE PCRTER & JSBACH: Bob Scher, Expler.8 7
KORWEGIAN FPIANO KUSIC: Bjorn Jshren, HH, noon
VIDEQ DANCE: EBMC Berkeley, 8 ?
EARLY PIANC: Joan Bemon, SJS3tate Stud. U,8!
BARTY TAXMAN, 1750, 2,30
HARPSICHORD: J Hamilton, HH, 8
EW #USIC/dance/poetry: Ron Pelligrino, %
k Jenkins, k Falmer, OFCA, 10
CLARINAT: E. Heolleraft: Brahms, hiozart, s
Berg, Stravinsky, Hetbel; BBLC Richmond, 8B
CELLO: R Thomas: Schumann, Beethoven, Schu-
bert, Kodaly; Tressider, Stanford
kOYAL COURT BRASS, (OFCA, 10
S JOSE SYk (Cage, Cleve): Cage Atles Eelip,'J
Ravel left hand concerto (Block), Brahms4.,
EARTHESKY 1USIC by Idris & Kargo Ackamoor,
1750, 8,30
ORGAN: N Pashley, FLH, 4
OAK SYM (see 18): 11 a.m.
5 JOSE SYk (see 21)
NEW MUSIC composers coop: Armer, Langert, }
Samson, Rolnick, Giteck, Garter: Okus, 3
UC CHCRUS, HH, 8
STANFORD CH OROCH: Barber Knoxville (H Jos-

=

notes: HH= dertz Hall, U.a,

KE. LUSIC by lew Beginnings, local masic, .h
Okus, 3

UC CHALBER BAKD, HH, 8

STANFORD SYK-HCNY: Copland, kozart FC 17
FBaller), Schumann Syw 4, Dinkelspiel, 8

VIUEC DANCE, EBWC, Richuond, 8

BERE PROM CRCH (Rarick): uluck, FPrevin and
Rodpigo guitsr concertos (Lorimer), ILa kier,

_lﬁt Congrepational, Berkeley, 8

SAN JOSE"SYE (Chavez): Ravel, Galindo, #¥alla,
Ville Lobos, Chavesz

Q4K 8Yk (see 2), 11 a.n.

5 JO3E 2Y¥h (see 5)

: Burieley

1750 = 1750 Arch, Berkeley:

Dinkelspiel 4Aud-is &t Stanford

FLH= Palace Legion of Honeor, Lincoln rark,
Qkus = Oakland museum S.F.
QFCA = 01d Pirst Church, Ven Ness/Sscto, SF
Zellerbach Aud is at UC Berkeley
Exploratorium is at Falace of Fine 4rts SF
EBWC Berkeley = Kilvia rnd Cedar (church)

EBiC Ricumond = Birrettand 24th
if we don't show time or place, we dea't know it
SERD YOUR LISTINGS EARLY! if you want them in,
D= recommendad repertoive P v ok Geod, buf ko biwus

Buy muszsiec from Ear Press! Five Piano Pieces (moderately difficult) §2; Parergon
for sole flute (moderately difficult, open score) .85: Handler of Gravity for .
organ with optional chimes and slockensniel (difficult, open score) ﬂb;'?rom Calls|
and 3inging for chamber orchestra (moderately easy)(Study score) 6.50; Screen
for string quartet (35-6 string instruments)(Lioderately easy) 5.50: Vardations for
brass, percussion or piano (graphic notation, easy) 3.50; Perhaps Use (voice and
piano; difficult) 1,50, In preparation: Smell concerto for piano and orchestra,
Send orders with checks to Ear Press, 1324 Curtis St., Eerkeley CA 94702,

eph-Weil), Handel, Brehms: Dinelspiel, 3
ORGAN (see 22)

XFERIMENTAL CHCHUS: Cage, !

zi e Roux
Bozina ¥ L o 1 !‘ regame em d e Prefeceaer

BANDOM NOTES, This issue is considersbly late, outrepecusly late, because I
decided not to spend any more type 4 behaviour on EAR, which is pounded out
in spare time in the basement, 2nd because Charles Remolif wss late with his
mapuscript and it was & mess for me to retype it (I'm still not sure some of
the paragraphs are in the right order) and because its music examples had
been set in blue ink which does not reproduce, the moral being that FOUr con=-
tributions must be typewritten single speced IN BLACK camera resdy if you
wint me to print them. This morning's psper hd a letter to the editor about
Huewell Tircuit's review of a work played by the Osxland Symphony--HT didn8t
like it, the composer did, snd wondered why HI's review was completely nega-
tive when so meny other reviews hove found something positive to say. There
is some concern about the SP Symphony contract; menercment wants to tale away
some present lanpgusge (probly the tenure features which cost them Elayne
Jones); the rumor is that Joseph Scafidi is out of the nezotiztine position
and that Victor /Jong has taken over for him on the manegement team. a number
of records and periodicals have been piling up znd we should get to then in
DeceuberEAR, which will be out early in the month. The Alban Berg -usrtet
recital at SF State waes phenomenel, a Lyric Suite as good #s their record of
it (Telefunken SAT 22549 .ith the Rers Op. 3, if you don't have it get it).
Ron Pellegrino sende along informetion on the Nesl* Blectric Symohony which
invelves him, Gordon humnma and Howsrd uwoscovitz (BARmen all), we hove to see
them by next TAR and get their stuff out in front of you. also in pext EAR:
the first of at lesst two, maybe three pieces on Stockhausen; comments on the
opera season from someone who knows; some singable songs from Tender Euttons,

Super Snacks

In Mini-Time
Via This

Mini-Oven




