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EAR HEARS... that David Lawton is, in charge of 
& successful opera workshop at Stonybrook, con- 
Queting Cosi fan tutte this month, He led a 
fine performance of the Haydn Sinfonia Concer- 
tante with the U.C. Orchestra here some years 
ago; New York's gain is our loss...meenwhile, 
Jonathan Khuner's replacing lichael Senturia 
at Cal this year, and should be worth hearing 
...in the same capacity, Sally Aell is a. joy 
%o work with, judging by her Way with the Stra- 
vinsky 8 Minlatures she (and we) performed at 
Hills...#ith the lugicians Union, Cellar il 
and now the Real* Electric Syuphony there's a 
fair lot of action going on in the live-media 
Derformance area (how's that for a mew mame 
for it?), we'd like to see some articles from 
‘these guys. Ron Fellegrino has written to say 
that_the RES, which will perform at the Fam— 
ily Light Music School in Sausalito on the 
12%h, is a "non-exclusive arrangement, offer— 
ing different combinations of people for ver- 
ious events." Vhy the hell.can't someone of— 

festival of these groups so we can get 
hat_they're up to7. 

sic section, in other words) got the grant it 
needed to keep going for the mext coule of 
years; in the summer their union with IRCAI, 
Boulez! Paris centy 
the_like, will be consummated. 
Loren Rush's Song and Dance, opening SF Sya! 

EAR is published monthly except August by 
Charles Shere, 1824 Curtis St., Berkeley. 
Available at various Bay irea outlets or by 
mail, ALl unsigned and many signed articles 
are by the editor and are his opinion only. 
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(In 1962 or '63, studying composition uith 
Robert Erickson st the San Francisco Con- 
servatory, I was fascinated by Karlheinz 
Stockhausen's Zeitmasze which we examined 
Tether cursorily. Later I took a somewhat 
closer look at Refrain, which I found even 
more absorbing. When I heard that his Mo 
mente was to be iven its kmerican premiere 
in Buffalo in February 1964 I determined to 
80, and hitchhiked there and back for the 
occasion. I met him briefly thenm, just to 
tell hin that I liked the piece--foeling 
rather foolish, starstruck in his dressing 
Toom. I returnéd o make a radio program 
for KFFA on the occasion, and shortly after 
took the job of music director there, When 
Stockhausen came to U.C. Davis in 1967, 
Jonathon Cott and I went to his Sausalito 
apartment to interview him. He lived high 
up on the hill with ary Bsuermeister, the 
painter whose work is on some of his album 
covers; their apartuent was all white and 
looked over the Bay. He had spent the pre- 
vious few months in Japan. Jon and I spent 
& few hours with him, and only when we com- 
pared notes later did we realize that no 
one had said much of anything-. 
satisfyingly full discourse without using 
words: a rare thing. An affinity had been 
struck, I think, Later the Italian Radio 
asked me o interview him; on thab occasion 
I took a tape recorder and some stock ques— 
tions, and the following is exerpted from 
the resulting conversation. Stockhausen 
spoke slawly, carefully, but frankly and un- 
preparedly. 

  

          

0S: All your msic, and in fact most contempo- 
rary music, nd art in general, is concerned 
With miltiple levels of understanding, with am- 
biguity, with-—well, with plurelisn in one way 
or encther, and the guestion that frequently 
comes to an audience's mind is —- a reader con- 
fronted with Finnegans Wake, for example, says 
“Is the book worth the difficulty?" why is your 
nusic worth the fantastic difficulty of perform- 
ance? I know that Momente takes hours and Lours 
of renearsal. 
KS: Vell, to give a good reason for this we have 
o go actually way back historically. husic has 
‘been written, originally, and, performed, £or 
single occasions; and most of the great works, 
even, thatwe know, have got very few performan- 
ces in their own time, and then the composer 
started a new work. And I am definite that this 
very fect has, if consciously or subconsciously, 
influenced thé way of writing. It was until not 
50 long ago a very important quality of a musical 
composition that it could be understood, when you 
were listening to it, at once... People thought 
one has to understand, if somewone is making mu- 
sic, immediately everything that's going on. ind 
actuolly most of the music has beea written that 
way, as you know. Of the very best music, & melo- 

a5 Nozart would write in the worning a 
whole work, just the melody, and then in a rather 
relaxed mood in the afternoon, as he describes 
himself, he would add the accompaniment and he 
would mike the instrumentation. It was mainly one 
thing at a time, In polyhonic music we have a 
different situation — I mean in the earlier 

  

   

     

  

  

times. But at that time the music was performed 
mainly to plesse God, and nothing could be dif- 
ferentiated enougn to fulfill that demand. There 
was not ths belief that people should necessar- 
ily understand what wes going on. Taey hsd very 
often rather mystic approaches, you know; that 
means, no matter how the spirit formulates it- 
self in musical terms, it should be the utmost, 
the extreme, of what you are able to think and 
to make. 

...I'n speakiog about the whole Dutch school 
until the late Baroque, the polyphonic music of 
Barogue, Only in the beginning of this cemtury, 
in men like Schoemberg, Busoni, this thinking has 
come buck, that e musical vork represents the 
highest state of mind of the composer, who is 
nothing else but the mouthpiece of the Spirit, 
and you shouldn't bother about the people if 
they can, when they are listening to it once, or 
even two.r three bimes, grasp, comprehend every- 
thing thet's in the piece. The Opposite is mou- 
adays understood by most of the composers, and 
this becomes inteliigible through the process 
that we can repest Ghe piece row —— because it 
is recorded -- as often as we went. So I can't 
simply answer your question. It doesn't matter 
really even if I make thirty or fifty rehearsals, 
because I know nowadays a piecs that I have com- 
posed, once it is performed, it will be listened 
o many, meny times by the same Derson. And there 
is actuslly no end for me of depth of differen— 
biation in & given composition. 1t should be 
actually bottonless, so to speak. There should 
be no ground to find, It should be deep deep 
deep deep, so when you listen to it a hundred 
times, you, still discover things. 

  

  

CS: This brings up anotper subject: it's true 
that in contemporary music there seeus to be a 
tendency not to be conoerned with touching im- 
mediately the heart of the listener, as was 
true of Sohumann, say, or Chopin... And yet at 
the same time today composers seem to be more 
concerned with huminity, and with what it is 
%o be a social enimal-- more than they have 
ever before. This works its way into musicel 
esthetics now, where it didn't before. I'm not 
talking sbout misic as propagenda only, in the 
good or the bad sense of the words but I mean 
thet aere-is an esa ooial implication 
%o the musical esthetic today. 

  

  

  

ES: That's very true. Most of the composers are 
talking that way all the time, and they try as 
you xnow from some of our colleagues to include 
literally attitudes of people sitting in the hall 
and their reactions. (1) I am not so much con- 
cerned about that, I must confess. I have prob- 
ably more’the attitude of research man. I try to 
£ind a new insight through my musical work into 
existence, and sound is part of this existence, 
and I'm definitely sure that if I find something 
that's true, that if it's important, it will be 
inportant for everybody, not just for myself. 
CS: That's essentially what I had in mind, To 
talc about he music of yours that I kuow best 
is to engage in a metaphor of the humsn condi- 
tion, human existence within the world we live 
in; 8nd listening to your music, going through 
it with the score, is almost a metephor of go- 
ing through whatever daily confrontations onme 
has in life. 

  

KS: Well now I'm pretty sure what happens to the 
sounds in my composition is going to happen to 
the people that are listening to it. I mean there 
exactly the same processes that the sounds in a 
given Work are going through, the people are go- 
ine through when they're listening to the piece, 
even if they are not aware of this so much, I 
mean even if they re not conscious of it... It 
is 1iving — the musi-, the way it is organized; 
and by that their wholé personality gets modu- 
lated by the music. 
0S: So that in a way music has a function, in ad- 
dition to the entertainment function that it's 
hsd, or the laudatory function that it had in the 
church. Now it seems to have a function to the 
people to whom it's played. 
KS: It sutomatically has. s soon &s the people 
are listening to it. LTo pagec] 
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Dirt and Not Copper was written for John Duykers, who will 
month, I hope. EAR (and Bar Press) 

print; if you have onme, send it in. 

sing it next 
is always looking for short pieces to  
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parergon for solo flute 
handler of gravity (orgen) 
ifrom calls and singing 
(chamber orchestra) 

screen, for string quartet 
perhaps use, voice & piano 
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in preparation: small concerto 
Tor piano and orchestra 
Ber Press, 1824 Curtis St., 
Berkeley, CA 94702 
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      A REPLY TO CHARLES REMOLIF'S COMMENTS ON THE 

To the editor: 
I was struck, reading the longish and con- 

fused piece in the November issue, on the 
extent to which Lr Remolif 10st control of 
& potentially interesting, perhaps even val- 
uable new concept which might clear up a 
number of issues having to do with 20th cen- 
tury music. I suspect the issue of the momon, 
delightful as it is, is significsnt mainly 
as having started M Remolif speculating over 
his customarily wide Tange of idees fixes, 
and I presume to suggest focussing his in- 
quiry on the following few areas: 
1: Phenomenology as cheracteristic of new misic 

This is a significant way of looking at 
the 206h century "revolution® in music, It 
puts the bresk where it belongs, mot in 
Schoexberg but in Varese. Hore what amounts 
%o a digression in kr Ra olif's pisce turns 
out_to be central to the point: nis state- 
nent that "the substance of muisic is sound, 
which is arranced within silence." (I prefer 
"dispose" to "arrange," as the latter im 
plies enks and order, but that quibble can 
be postponed.) 

The question now, before we come to that 
of -phenomenology itself--nanely how the 
Sounds are trested as sounda--is whether it 
is histonically true vhat some such break 
dia ooour, snd cen be deronstrated. vie know 
thet Debussy, Varese, Schoemberg, iebern, 
Tves, Cage ste all significant nizes in the 
chenging tradition of serious wusic, bub 
(except perheps for Cage) all these couwp- 
Gsers can be Mexplained! in traditional, 
i.e. 19th century, terms. ue, those 
térms are distorted thereby, bub explain- 
ers never uind thet.) 

In'fact, sach of these composers can be 
seen as prefiguring the "phenomenological" 
approach. So 7ilfrid kellers: "Debussy had 
sccepted the chord od @ Homent' in itself, : 
without before or efter; Varese acospted 
as @ woment in itself the sinsle tone, or 
an aogregate of tones and timbres. Cafe... 
acknowledges o debt to both Debussy an 
Varese, and carries this conception to its 
ultinete conclusion." (Music in a New Found 
Iand, N.Y. (1967), ps 177.) And where these 
comnosers removed sonnd-moments from the 
traditionsl (i.e. post-Reneissance Buro— 
pean) musical context, Ives transferred 
Shem to a different kind of context (a 
transcendental one), and debern cast them 
Stnin an "abstract! mathematical one, 

ard so on. The historical process is fas- 
Ginaving: fiebern in company with Stein and 
fionarian (1), Ives with ihitman and barianne 

“but, 'wnlike ir Remolif, I (reluc 
% the beuptation o aipress, 
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(IRONY, PHENOMENOLOGY AND THE MOMON, published in EAR; November 1975) 

2: What is new about Phenomenology? 
e offect of this approsch to musical 

material--that is, the effect of different 
contextuslizations of sound--is to create 
a new msic. This is true because bhe 
years between 1750 and 1910 saw an increas- 
ingly concentrated auount of atbention 
beinz directed toward one aspect of com 
osition: the elaboration of the tonal 
tem, itself no doubt .ocoasioned by the 
complete acceptance of the equal-tempered 
scale. (And by the tacit agreement among 
couposers that only the German-iustrian 
music was worth serious attention,) 

The original purpose of the tonal con- 
text was to provide an emotionally expres- 
sive language with which to evoke response 
in the audience. In osher words, the whole 
approach was romantic, and the revolution 
of the style gallant was to replace the 
barogue mind-based language with the To- 

ntic heart-based one. The genius of ko- 
27t and Haydn lay in Charging bne super- 
ficiel simplicity of the mimor 1750s and 
1605 composers with the new musical values; 
in other words, they accomplished exactly 
the same effect as Beethoven did when he 
noved into his 'middle period," and the 
artificial distinction between "classical 
snd "romantic" schools does a disservice 
to musical history. 

A similar break attends the final col- 
lapse of the tonal system. Strauss returned 
%o an earlier "languege." (So did Stravin- 
sky.) Schoenberg, "emancipating the dis- 
sonance” by rediStributing the half-step, 
developed a new kind of context, & new 
"lenguage.” ebern seized this opportunity 
o strip the technique of composition from 
a1l these "linguistic" connotations, freeing 
nusic from the obligation to refer to some- 
thing else, ellowing it instead siaply to 
express its own independent values* 

bile liebern wes pursuing his private 
goals, Varese was Concentrating on the 
¥ob jed t-ness"——the objectivity-—of his 
sounds. To do_this necessitated avoidance 
of traditional contexts, for they evoked 
sound-connotations beyond the sounds them 
selves. Varese is no doubt still concerned 
with some xind of contest: Slomimsky is 
able to demonstrate s quasi-sonata form 
behind Tonisation, But Varese tends toward 
2 new kind of contextualization; one which 
kr Rewolif alludes in his couments on the 
contimiously developing "form" (really a 
technique) of Ponge's Soap. 
4nd, teken with a number of other cur- 

Tents in the early 20th century art rev- 
olution, this new kind of contextualiz 
tion ledds to the inevitably new departure, 
the great aistinction between music 1750~ 
1910 and susic post-1910: misic is no lomger 
organized on teleological principles. 
"Phenomenological® music is siuply one of 
& nusber of musics possible through having 
liverated the process of Composing--the 
brocess of disposing sounds within sil- 
ence—-fron the obligation to cxpress cer— 
tain principles or systems which have 
traditionally been superimposed on those 
Sounds, until finally they have, one way 
or another, come between the sounds and the 
listener. 

X(4 digression here is irresistable. i 
language, broadly speaking, is a system 
of signals used to communicate information. 
Leonard B, heyer has published a mumber of 
books in which he attacks new music for 
giving up "meaning"--that is, for no longer 
Serving external ends. Bub, if "meaning 
has been lost since febern, significence 
may very well have been gained.) 

    
  
  

      

   

  

  

         
  

  

  

  

  

  

  

  

     

   

   
  

    

  

  

    

      

    

I repeat: there are any muuber of pos- 
sible ways o compose music without per- 
Sicipating in the teleological process. 
ebern's is one--so pure that it is ex— 

tremely hard to emulate. Varese's is an- 
other. Cage's (in the post-1950 pieces) 
& third, It wey be that Elliott Carter is 
developing a wethod of his own, although 
his committment to the possibilities of 
euotionally affecting contexts is still 
Bpparent in the Third Quartet, a work 

ich excitingly makes possible the ex- 
tension of Ivesian and Bergian values to 
our own time. The interesting thing about 
purely "phenomenological® music, however, 
is that it implies a total shift of at- 
titude on the part of the composer. 

  

  

  

    

       

  

   
3: Phenomenological misic is noble. 

James_Joyce suggests (througn Stephen 
Dedalus) "that art necessarily divides 
itself imto three forms progressing from 
one to the next. These forms are: the 
lyrical form, the form wherein the artist 
presents his imuge in immediate reistion to 
hinself; the epical form, the form wherein 
be presents his image in'mediate relation 
to himself and to others; the drematic form, 
the form wherein he presents his image in 
iamediste relation to others." (Portrait of 
bhe Aptist as a Young Man, lodern Library, 

lior on he has stated that the dzamatic 
motion is static. "The feelings excited by 

improper art are kinetic, desire or loathing. 
Desire urges us to possess, to €o to some- 
thing; louthing urges us to abandon, to go 
from something. The arts iich excite them, 
Dornographical or didactic, are therefore 
improper arts. The esthetic emotion (I use 
the general term) is therefore static, The 
mind is arrested and raised above desire 
ana loathing." (Ibid, p. 240.) 

ow Joyce susgests that the dramatic form 
is the logical extreme on a subjective—ob— 
Jjective scale, but it is not, for it still 
Concerns itself with the relation of the 
imsge to its audience. The point of "pheno- 
nenological’ music is that it is not con- 
cerned with thit matter--or, if it is, it 
is_concerned with it only to the extent of 
allowing it to develop by itself, quite 
apart from a priori values of the composer 
or the verformer. Gage's 4'33" is, as I 
Remolif suzgested, the ex: 

4% a rehearsal Of Atlas Eclipticalis 
last month in San Jose, Cage instructed 
the trumpeter not to play a broken triad. 
I asked hin afterward what ruled that par- 
bicular sound out, and he scid that Atlas 
was —— "If I do say so uyself, a moble 
piece" and that there was therefore no 
place in it for presunsbly mundane sound- 
events. It comes by its nobility logically, 
of course, becsuse it is the transference 
to the orchestral world of the arrancement 
of the stars, and has therefore & minimum 
of individual human content. It is, in 
other words, totally objective music, re- 
1ying on the sounds theiselves for its 
effect; any gratuitous "arrancement," 
according to a superimposed system or 
lansuage, interferes with the freedom of 
those sounds, and weakens the whole. The 
effect, in other words,—- the beauty of 
the piece is implicit in the objective 
truth by which objects outs: 
fluence go on existing as they do. 
the beauty of inevitability, of non-inter- 
ference; the beauty, as Keats soid, which 
is truth. And the béauty of indifférence, 

h snzmests Duchamp's use of iromy to 
suppress subjective (creative) value, 

    

  

    

  

  

  

  

  

  

  

    

    

  

  

  

  

    

  

  

  

   

   

  

  

    

With these reservations in mind, I remain, 
looking forward to Lr Remolif's contimued sur- 
vey of irony and the momon, 

Yours, 
Hugh 
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B el i ?) 
G8: And this is a legitimate part of composition, 

  

.%o work toward that end. 
KS: Well, I don't have special prozrems to influ- 
ence people, not at all: but I think I am part of 
those peoplé, I am not somebody else. And the way 
I think the world should be orsanized or should 
be articulated, this is not just a crazy inven- 
tion of myself, buy through iy nind the whole 
Spirit of human beings that is in the air is work- 
ing; T am part of this hunanity; I am mnot opposed: 
to it, to the other people. 

(We talked about Gesang der Juhglinge, and Stock- 
hsusen discussed the audiences' startied response 
to the mixture in that work of electronic sounds 
and recognizeble human voices.) 
KS: At that time most of the music still behaved 
like painting, in & rather abstract mamner, to 
exclude everybhing that could be recogmized, and 
I mean either in figures or in sound qualities, 
eto. (2) And I have alwsys used certain musical 
lements that could be identified, that we have 
names for, melodicully or harmonically or Thyth- 
mically... fragments bhat you can stick to immed- 
iately beceuse you know them. These were always 
points of reference. And increasingly I have tried 
%o relate the unknown world that I would invent 
completely, or discover (that's a better word) in 
a wiven work —- to Telate it to the known sound 
world, and by that to the world that we are in, 
I think it is much more interesting, through hav- 
ing gone through the cxperience of leaving the 
hupan environment, going, so to speak, dn ebstract: 
or even completely informal, unintelligible world 
of sound (and, in painting &s well, of visual) 
compositions; it is extremely interesting relat- 
ing this discovered world to the world that we 
are in. And by that, the old world, as we usually 
think, the banal world, becomes very fresh, very 
new. 
CS: So that here again we're back to the idea, in 
all your uusic, of the essence of the procedure 
very frequently being in the transformation from 

“the’ nnknown to the known, and meybe in the mexus 
“where the transformation is made. 
KS: Well, yes, this works both ways, because the 
extrenely magic moments in-a given work wheré you 
don't know where you are really, where you are 
faced literally with the umknown, they are even 
more magic if you have certain objects, or certain 
events in a given music, which we know very much. 
And the magic becomes even more magic, I said, 
and the banal has a new quality, going even beyond 
surrealism, surrealistic approaches; it is supra- 
realistic, so to speak. 

(And) the fact that in music, since about ten 
or twelve years, also the world of sounds that 
Tepresents a given composition is part of the in- 
vention and discovery, faces us with a_far more 
striking experience of newness and of the unknown 
and of the magic than at any time before. That's 
actually comrarable to the fact that people are 
leaving this earth very soon, amd going into out- 
er space; and this has been anticipated in music, 
I think, more than in any other field,.. (Actuall; 
in musié, we go inside, we go o the inner space. 
CS: Do you see anything which will necessarily 
bring thisprocess to a halt? Is there any limit? 
KS: I would say that this basic enlargement of 
cur concept of what music is and a given compo- 
sition is cannot be enlar‘ed permanently. There 
are certain historicsl moments where you have a 
breakthrough and this cannot happen every ten or 
P e e this is 

  

  

  

  

  

  

COMING UP: bibliography of books and articles 
on Stockhausen...Stockhausen performances and 
reception in the Bay Area,..a roundup of the 
Tecordings and misic available in the ares. 
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understood, once this is experienced, this will 
be cnlerved, that will be differentifted; but the 
very fact that a given comjosition is totally the 
process of compositionsl act including the sounds 
end everything that happens iside the sounds —- 
this will for & long time now be ome of the most 
fundamental changes in human history. Once you 
have gone into outer space then it is a matber of 
detail going to Venus and then Kars and vhen per- 
havs further. The very fact is that we have left 
the earth. And similar things happen in misic 
nowda: 
0S: iihat historical period would yo: say is com- 
parable to the present in music? We've been going 
through a tremendous breakthrough in misic in the 
las ten or fifteen years. ihen was the last one 
that you think was this major? 
KS: Well, I assuwe there has been only one great 
breakthrough iistorically in all the fields — 
music is part of this spiritual activity —- that 
is, when the Turopesns discovered imerica, the 
new world, and (so to speak) that the world was 
round. In'short, the Remaissance, in all fields. 
The Remaissance’was mot really what the word 
says, a venewal of the antisue. It was partly 
that...But in all spects, new forms were invent- 
ed. The extreme verticalism that ceme into misic; 
the symmetric espects. Inis is all part of the 
fremendous Renaissance iovement, in music as well. 
lonteverdi, just to mention ome name, i ocmpar- 
able to a fan like Leonardo, having fiade so many 
inventions in misic and so Bany new discoveries. 
CS: In short; the Renaissance, in all the srts, 
Wes a time of working with ehtirely new conoents 
and also avplying those new concepts GO the tra— 
dition. That's why you develod thinss like opera 
on the Greek draus, and that sort of. thing. 
Obviously in the mid-tnentieth century we're dis- 
covering new concepts: new forns are being de- 
veloped, new sounds being used. Do you think chat 
there will be & time — is there alrecdy a time —- 
when these new concepts ere <oing to be applied 
to the tradition? what happens to the tradition? 
We obviously don't discard it. You don't throw 
out from Nonteverdi through Webern. 
S: No, not at all. Tradition is a constant 

    

  

  

  

  

    

source’of Teinterpretation. This means ve make 
ourselves_clear, in what we think, in what we do, 
by facing works of_the tradition'with a new per- 
spective. nd that we 
spective. And by thst we understand that the cre- 
ative process has constantly taken place in the 
Dast - what we consider being the past — but 
that the importance that people give to the re- 
sults of the past is mainly the result of mis- 
understanding, Because I think it's nob the ob- 
Ject that is 30 important, but to understand in 
a new wey, and comparing them now with what we 
0 novadays, facing our vroblens, the way they 
-have producéd and the way they have solved the 
Dproblens of their uusic. Ad by that, naturally, 
konteverui is a collesgue in the samé field of 
spirituel aotivity as the wusician who nas &t 
his time broken through. And for that he is, so 
to speak, a secret brother. He did the same, and 
I have ©0 do the same nowadays -- under comblete- 

  

21y different circuustances, but the attitude is 
eternal. People aluays thifl the results, the 
products, are eternal. That's ridiculous, that 
shines through pieces of music by konteverdi, 
or Beethoven's greatest discoveries, or Bach's 
grestest works? The abtitude: how tO go deyond 
what you know, what you have experienced. This 
attitude, is eternal and constent, and this is 
the extreme dignity of the artist: never bo 
stop, and aluays asking: Hhat is next? ihere 
are’ie Going? 
pases Stkbaasen wes werbig o Bymnen ot he tic: 
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ded performers 

recoumended repertory 
Cakland iuseum 
Hertz Hall, UC Berkeley 

University 
Bast Bay iusic Center 
0ld 1st Church, Van Ness/Sacto, SF 
1750 Arch, Berkeley 

J5Bach, LvBeethoven, etc. 
SFih = SF luseun of kodern Art 
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Quality makes up for uantity this time 
around, Get January listings to BAR by 
Deceuber 20, please, if you want & 
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19New Beginnings: Harrison Solstice, London 

String quartet, Devidovsky Synchtonisms, 
Villa-Lobos; OM, 8pm 

Univ Calif Chambér Band, HH, Spm 
SU Sym: Copland, Hozart IC 17 (Baller), 
Schunann 4th; Dinkelspiel, Spn 

2 Video Dance, FBIC Richmond, 8pm 
Berk Prom Ofch: Gluck, Previn & Roderigo 
guitar con (Lorimer), La ler; lst Cong 
Ghuzch, Berkeley; 8ph 

S Jose Sym: Chavez, Falla, V-Lobos, Galindo, 
Bavel (Chsvez conducting) 

55 Froncisco Syn (Ozawa): Rush Song & Demce, 
Hiovhaness, Thouson 

Messiah: OFCA, 10pm 
2 Infinite Sound: 1750, 8:30 

  

  

  

Cek Sym: (Farberman) Hanson Sym 2, Verdi 
& wogner aries (Farrell), Copland ius for 
theater; Paremount, Oakland, 11 am 

25 Jose Sym repeats 12/5 
D iuici husicue: Remaissance & medieval, 1750 
DDercy Keynolds, pieno; JSB Partita 6, LvB 

op._ S4;' lieberh ob. 27, Tombeau de Couperin, 
11115 Gollge ensemble room, 4:30 

SF Syn Tepeats 12/5, maybe 
su7 

2Calif wind Ens: JSB, R Strauss Serenade for 
13 winds, Hanson, Surprise: OFCA, 4:30 

{ 338 _kagniticat, Cantata 140; Grant-ims, 
Peterson, Barmhouso, Perkinson, Courtiey, 
Gilohrist; Calvary Pres Church, SF, 7:30 

Berkeley High choirs Christuas Goncert, 
1Gongx Church, Berkeley, 5 pm 

UC Sya Orch (Kauner): Rossini, Brahus, 
liogart; HH,-Spn 

SU Choir, Dinkelspiel iud, 3pm 
Verdi Requiem, SFState, 3pm 

  

  

Mo 8 UC Syn repeats 12/7, HE 
T 9 
Bugene Gratovich, vn; Karen idllar, pno: 
Garpenter, Ives, Prokofievi OFCA, Som 

} lea II: Ruvel, Gopland Sextet, Stravin- 
oy clarinet bieces, Dallapicéola, Jac= 
obsen Cage in search of a Bird; Dink, 8, SU 

@ 10 foam m il a0 tsadarcda 
2 57 syn (ozaws 2: 1v8s EBbt Bronitg; hach 

50 3, Gershwin nep Blue (atts), Verese 
Th 11 

1} lugicians Union: Ch imirkhanien, C Law, 
T Potrillo, B Davids; SFa, 8pm 

1} Cont, Ttalisn kusic: Castiglioni, Berio, 
Potrasei, Dallavicoola Christuis Conoerto 
with Angs Oizol Dudley; SeState 

S5 Pal fopgh, viol 1 JSB "Leipzig" Sonatas; wl Hersh, viola, 

I el e abors, hbscnd, 1750 
TR e 
SU chor, carols; kem Church, Spm 
sa 13 
Berk Ch Orch (Bangs): Roussel Sinfon- 
letta, IvB FC 3 (White), Poulenc; 
Berk fiigh 1ittle theater, 8:15 

|Jeanne Stark, pieno, T Buckner, baritone: 
contemporary Belgiin composers, Revel, 
Debussy; 1750 

su 14 
Frank Couey, piano: tagdn, LvB op 111, 
Scriabin, Chopin op 35, OFCA, 4:30 

Herbert namney, organ; SU kem Churcn,2:30 
W17 
S ¥ Syn (Ozawa): LvB Vin Con (Canin), 

V Willians Hodie 
Th 18 SF Syn repeats 12/17 
F 19 SF Syn repeats 12/17 
Coliegiun sine nomine: medieval, renais- 
sance music, OFCA, 10 

S Jose Sym: Nutcracker 
su 21 
Christuas music: Jougals Rice's "In Beth- 
Tehen that night® et al., OFCA, 4:30 

    

      

repeats 20, 22, 21) 

w24 
Dimici kusicae Chirstmas Bye at OFCA, 8pm 

26 
¥adeline Bruser, piano, OFCA, 10 
su 28 
Orfa Hoskinson, tenor, Robert Pettitt, pmo: 
Puncell, LvB, Brahms, Strauss; OFCA 4:30 

  

PERIODICALS RECEIVED 7 

Donemusy the Dutch organization for contemporary 
misic, has changed the format of its publication. 
For years they published Sonorum Speculum, an 
interesting but_dull-looking small-format maga- 
2ine with intelligently written, often analytic 
pieces on new Lutch music. Speculum is abanloned 
now in favor of a new, splashier Key Notes which 
is just as devoted bo mew music. The first issue 
uakes the typically Dutch social value clear: 
"Key Notes will track down the social context of 
musical life and will expose happenings which 
act as catalysts,” Avticles follow on the young 
composer Reimbert de Leeuw, who was active with 
other composers in the Notecracker prograus of 
the late '60s (toward the anti-Imperialist opera 
Reconstruction, towsrd the 'uaderna campaign' 
for more conteiporary music in the Concertge- 
bouw, etc.); on the /illem Breuker Collective of 
jazz-background live electronics and improvisers 
of theater pieces; on Harry Sparnaay, "the great- 
est bass clarinetist in the world" who has ccca- 
sioned a great deal of new music for his instru- 
ment; and_on the Amsterdam Student Chamber Or-— 
chestra, led by American Cliff Crego, which. 
specializes in new music, apparently in pro- 
fessional performances. Key Notes is available 
froo, tuice o year, from Donemus, Jacob Obrecht-   

| straat 51, imsterdam, Holland, 
(New York's) EAR is now edited by Beth Ander— 

son and Richard Hayman, and is incorporating new 
literary as well as musical material. The Nov- 
ember issue contains a sad letter from Wolf Vos- 
tell, the German heppener and de-collagist, to 
Dick Higgins, former editor of Something Eise 
Press; the letter laments the running down of 
the 1960's energies in the American art scene; 
it's true that the spirit of the new has changed, 
but Something Else is again being distributed, 
by Serendivity Books in Berkeley (SB published 
John Cage's Notations, among other things of 
interest to musiciens), and the recent stay in 
Sen Francisco of French writer/cook/artist Den- 
iel Spoerri, who was an artist in residence at 
the San Francisco Art Institute, shows that 
cross-pollination of regional avant sardes is 
sti1l possible. In the same EAR is a review by 

| Philip Corner of Bill Hellemann's Row Music, 
based on the row of Berg's Lyric Suite; it makes 
the piece, sound very interesting... how about a 
Tocal pianist taking it on? = 

Westcoast Farly Music concludes iim Pepver's 
6-part series of "Resdings in Baroque Perform- 
ance Practice” with extended bibliograohical 
notes on various problems such s instrumenta- 
tion, figured bass reslization, rhythmic inter— 
pretation, ornamentation end the like. 

Musical Newsletter contimes its survey of the 
pirate recordings of opera with reviews of La 
Vestale, Sigurd and Iucia di Lammermoor in var- 
ious underground recordings; the Summer '75 is- 
sue #lso presents a "scorography” (annotated, 
directed bibliography of scores) of Ravel (pre- 
vious issues nove done bhe same for Lisat, 
Chopin, Schoenberg, iussorgsky et al,); and an 

  

   
| extensive report on the current British sceme 
by Bayan Northcott: his piece is very much his 
own_opinion, but honestly so, and contains a lot 
of information about youns British cOEPOSETs you 
certainly won't find elsewnere. 

(MN_editor Patrick Smith writes to take me to 
task for uy stand on Stephanie von Buchau's ban- 
ning from the Opera House. She was banned by 
Opera Director Kurt Herbert Adler for panning 
some of his productions. He points out that mu- 
sicel organizations like the Opera need the press 
bublicity that reviewers bring, and that my sug- . 
gestion that no free bickets be siven reviewers 
would Tesult in less publicity, until finally 
one or two organizations would give the tickess 
away froe, thoreby getting publicity the others 
lack. Bub there seems to be something wrong with 
5uch a relisnce on "publicity'--would a "relevant" 
Institution need it, or ome waich oocupies a more - 
proper social-economic position (whatever that 
1s)? The basic problem, I think, is that music 
criticism, certainly on the level of the daily 
newspapers, like most criticism in this area at 
least, is irvesponsible in pany ways, and has en- 
Coursged the rest of the musical establishment 
%o assume such irresponsibility as a matter of 
course, for critics and for dealings with them. 

e need to put oriticism on the same professional 
plane as any other aspect of music--or dispense 
with it entirely.) 
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