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Desy Charkow Sheve,
It cccursed to sewvewal of us that Eir Weut might bonlfit from

s ehot of art wardation apd sose tondor care in layout, Jip, was
¥

like nloe to see the Cnl, feature bLut gplaring Lochuse of the

reproasontative chéstapge Lo thoede shifting loci. (sowmcthing could
perlups be learped from Unky Anton's dsheritance-act layout too)d
daywhy just n little cbocure focdback ond jab to bolster rather

an upper and contimsed offert for Cpem Fars, and ko prove it

1'd like to imclude Auty dybe's new years card &0 ub,

Alsg on the compoders listi the oprra atsooiation might have boon
doliphted but they are a1l #till waiting for the mooey. Incidently
& couple of ue are around pow for over 10=12 years basking in

eur lusurious anomnity aepd how curfous to See the Mew York opora

sefdoiation filter in=ie, all thosc Duggers. Aleo bow bout giving thooe

rok o rollers a hand ne bresk io thought flows, Some of thes

under the dixgulse of curlods beasts have learped mot to swallay
B banmagn=just for gpood messure and to instill & honlthy mossure
of paresols never again to shirk from the call of Art; we snter

this wol of fremzy with these tips of husble iceburps wailting

[ vt oo P e AT e e - —— -
for the spotlight of fame in silence not able o really warn

passiing 8alls to the nut of husility, Vithis those epguhells we

bow to thes boping for meager attentlon eed Bo S5Pa llstas but

SUBSCRIPTION FEther sosething to lighten our losdd, Thank You and lets kecp
Eir dynamite an undroll,

to: Charles Shere, editor, L :ﬁ:i‘:hiﬁuy

EAR.. 182‘“‘ Cu.t"tiﬂ St *y t:\'h n ﬁ-l_r:'k in
Berkeley, CA 94702 nndxng but SELLL Felt

Enclosed find check for Ei§ dzllara. i%gnd. [+ i ama s mg ) masy peeple wsd™ Jo ser o new
EAR for the neut year, beginning wi o fi ey o
ey the next issue the current issue. ;Cf.f‘r‘"““ﬂ ity Lica S f&"?; A how »m.? e
Ir’.&«r { ity slﬁ"cc:m'f NTEM f {ﬁmﬂid’l avgl hew
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reviews. I can help distribute EAR. know what ;f‘fmqs}‘r'f diwng , 250 Colm poifers o

S0 and U0 mudc ans cmd) aof e Labf of =
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five piano pieces
parergon for solo flute
handler of gravity (organ)
from calls and singing
(chamber orchestra)
screen, for string quartet
perhaps use, voice & plano

LI
#t 3

({rico, deficate

A
in preparation: small concerto
for piano and orchestra

i

Ear Press, 1824 Curtis 3t.,
Berkeley, CA 94702
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Clearly, not enough space for adequate
treatment of the Oakland huseum "Songfest
by local composers, or of Marilyn Tucker's
review of it in the San Francisco Chron.
The concert was long and tedious, but it
only takes six words to say so; M.T. took
maybe 12 column inches, leaving no roomto
discuss the music--except for a couple of
pieces. For the record, F.Y.'s opinions:
Barry Taxman's For Tom, Elinor Armer's
Pogo Cantabile, Ivan Rosenblum's Songs,
Anne Kish's Songs: varyingly pleasant,
conservative, appealing to & mass audi-
ence, Robert Basart's Serenade, Jane Wil-
kinson's Movements: soundly written in an
approved academic style magnificently
sung (Anna Carol Dudley). The Compleynt

———

= e T ——

ONE OF AMERICA'S GREATEST COMPOSERS.

One of America's greatest composers spent & few days with
@e recently. Now in bis late seventies, he is still vital,
¢lear-eyed and inquisitive; in addition, his oge hes given him
the ability to see guickly through fscades and poses; he can
see immediately what is geouine, what is superficial.

I don't feel free to disclose his pame here. He was, after
all, payicg B persopal wisit, and I don't went to trade on our
friendship. Suffice it to say that, like pany pioneers, he suf-
fers from peglect: his pusic——and there isn't that much of it--
is more often discussed than performed, mors often ignored than
digcussed.

He mccepts this state of affairs with an even temper. His
guslc 1s & persomsl matter, really; the result of a process of
discovery--whether self-discovery is a catter for him to discloss,
and he characteristically chooses not to discuss the mmtter.

Hiz pusic is the result not of tresdmill ‘sctivity to attain po-
gition, and certainly mot of white-not divine inspiration (unless
at the earliest, first cause level): it develops Irom his determ—
ination to contine any lipe of investigation which ocours to him
clearly, logically, in order %o pursue matters as far &s can
practically be done. -

I am writing about him because two or three eyents which took
place in =y home durinz his wvisit ane particulerly intense 1o my
memory, and I believe they =sy have significance beyond their
meaning to me. I beliave they may pertain to the state of musie
and the other arts in general, that fs, and that I may therefore
be Jjustifjed in submittirg thes for publication.

43 T heve sentioned, his age has not debilitated him in any
degree. He stands erect, about five foot ten or eleven; his hair
is white and thinning somewhat; his eye & clea= blue, soft But Dot
watery, inclined to gaze off into the distance but not through en
inability te give full ettention to the immediate. His speech is
gulet, direct, to the poiot; I suppose he could be called laconic.
Es is an ineffebly kind, quiet =an, strong inp knowlng and following
his own way.

We live in the hills, in & house I helped build when I wes &
boy; he asked with some ipterest about the town as it waa in thoae
davyg--a sense of the past continues to imform his dedicetion to ths
present: he is copcerced sbout contipuity, especially 2cross appar-—
ent disruptions, such as those his own music seess &t first hesrinog
to have created, I repecher that one afterncon, late, he was stand-
ing in fromt of the window, his bhands clasped belhind him, geziog
out at the view wiile I wes looking for 8 book high in the book-
cage., I hawe an ipexpensive reproduction of a paintine harging
abova that bookcase: it's not a great work of art by &ny means,
btut I grew attatched to it as a young men, while o studenc at the
University. I brushed it reschiong for A book, and it fell froa its
frame, He mentioned thet it siznt neve been mounted more cerefulliy,
and T blushed at the criticisam of oy short-cut approach %o getting
thinga dope: I am po doubt too iopatient.

He gets up very early, Ome morring, unsble to sleep, I came
dowastairs at about three o'clock to find him eating bisz Lecon
and egecs, toagt and orance juice. The paper hadn't yet srrived:

T can't eet breakfast without it, but he rarely reads the pspar
at all, vreferring less transitory information to divert him. I
apked if he would mind ey playing & recording for him. "Hot at
8ll," ha replied: ha's always eacer to hear new music, I put om

a piece by Toshi Ichiysnagi, and he ligtensd, sbsorbed in bthe
music but not commenting on it. There-waa pomething I specific—
ally wanted him to hear, but I had trouble finding it en the tape,
which was unlobeled. A drone-bzsed plece of Lalonte Young's cape
pext; I explaiped that it was not whet I wes looking for. "Doesn't
matter,” he seid, shortly but not unkindly, "lec it play." The
charscteristic acceptance of what comes next and taking it on its
owh LeI'nS.

But pothine distrected his own work. That was why he rose so
early, Do doubt. we had ope long discussion about the difficulty
of continuing to coopose new music after it had stopped bolng new.
It is a central problem to workipg these days, when the cult of
the new makea it hard %o resist abapdoning one's own investigations
apd picking up some ocore recent fashion. "Cne's work is cne thing,
the rest of the world is another," he said, a bit tentatively, as
if uncomfortable at drawipg up boundaries. "So =sny people are doing
8o ¥visibly much, and the journals, the radio, concerts can all be
distrecting., Vhat it comes down to is having faith or belief=-
determination, I like to think of it——in one's ovn setivity without
Tejecting the possibility of others going their own way."

Hone of-this explains the urgency with which T remexber his
wisit. I haven't described his luminous calm; the way he stood in
our living room twenty minutes at a time, completely detached from
us and gur conversation but totally aware of if, and equally aware
of the apsces 1n the room, the proporticns of ceiliog to walls, the
gounds from outside, the temperature, the weather, the time of day—
al]l those things we generally think of guantitatively, buft which
were to him gualities which carried equal asbastract welght alomg with
the sounds which made up his music ond whieh no doubt alse occupded
his mind at such moments. A resarkable man.

- - -

The sbove was written some time ago, shortly after hia visit,
but at the lsst mipute -not subnitted to the publication for which it

was ipterded, owing to the concerns described in the second paragraph.

A few years later he died; =y cobcérn thaen was to avold seeming to

elutch his cost-tails, all these concerns seen small ratters now, and

80, for that zatter,; is his identification; his presance-—snd nis
obgervations about privete work in a publie world--matteér as cuch as

ever, however, and prompt ge to duat off this reminiscence cnoce core.

—-Hugh CEBICUS.

.

from Robert Hughes' Amo Ergo Sum: a duet
for soprancos using tonal relstions which
work in a new music context: admirable.
Robert Krupnick's Two Perfect Lovesongs:
ipperfect, pleasantly simple, long, not
needing the distracting Tail Chli exercise
which acconmnpenied it. Charles Shere‘g
Dirt and Not Copper: funny, real, nointed,
toothy, smiling like a wolf, well per-
formed by John Duykers with bassoon &
trombone, the latter occssiomally sub-
merced, Janice Giteck's Messalina: sub-
stantial, real depth of character, mu-
sic and gesture totally integrated, @ero
made Teal in 10 minutes. Duykers again,
and Amy Redner, cello--marvelous. You can
put & review like this in only E¥% inches.

last night I asttended the Cakland Symphony sprawl
celebrating the Bicentennial--2 lozart horn congcerto,
a cluteh of ca. 1776 choral pieces (Billings & £l.),
half a Gottschalk sywmphony, five 3tephen Foster auar-
tets, Ernst Bacon's Fables, Brehms fiddle concerto.
The Bacon was s0lidly mitteleurope, late 19%h cent.,
diverting, well plsyed. I took the time to watch
Herpld Terberman's conducting rather closely, and I
think I know why the orchestra has no grace and
little warmth: he sways a lot, lesns into the musie,
labors details, throws big cues (even at the four
musicians who played the Foster) -- but keeps his
eyes in the score; doesn't relate to his band. It
fipures: vou never see him at concerts, either. ie
mey be trying to do too much--wiiy oot loosen up, get
acquainced with the scene here, forget London?

~=Tikret YOU3SUF.
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page from Clly Wilson's Echeoes for
apnd electronic Gape, to be played at
the Berkeley Contemporary Chamber Players con-
cert on Feb., 9. The work is about twelve min-
utes long and succeeds well in relating the two
parts. The tavpe sounds are synthesizer-gener-
ated. I've heard a tape of a prior performance
by the same clarinetist, Phil Rehfeldt, for whom
the piece was written; he's remarkably good.
Echoas contimiues the work done by kario David-
ovsky in his vorious Synchronisms, developing a
dialogue between live performer and tape com-
poser; Wilson approaches the problew from the

Here is =
cl=rinet

direction of similar but independent Gextures in
the two participents (henge the title) which
play with tonsl displacement, stzrting with ad-
jacent pitches and » prominent tritone (F-BJ,
then developing strong tonal centers winich some-
how avoid tonzl conmotations until the very end,
when & minor third-sixth succession sounds very
American, wvery Copland, then fades out in a
coda, It's & convincing plece, due soon to be
recorded. Wilson currently has three records

out on CRI and Columbia, and is working on &
piece for tenor and tape which will use spiritusl
references in & recomposed context.

DEPARTMENT OF HUSIC-& COMMITTEE FOR ARTS AND LECTURES

UNIVERSITY OF CALIFORNIA
BERKELEY

BERKELEY CONTEMPORARY CHAMBER PLAYERS
Fepruary 9, 8 P.M., HERTZ HALL

EDWIN DUGGER, MUSIC DIRECTOR AND CONDUCTOR
SONJA NEBLETT, CONDUCTOR

PHIL REHFELDT .
CHARLES MC DERMOTT,

CLARINET
ORGAN
# % ®

DAVIDOVSKY, SYNCHRONISM 5, FOR PERCUSSION AND TAPE

WALTER WINSLOW, NAHUA SUNGS,
OLLY WILSOMN,
ISANG YUN,
SESSIONS,

FOR SOPRANO AND PIANO
ECHOES, FOR CLARINET AND TAPE

TRUYAUX. SONORES, FOR ORGAN

CONCERT INO FOR CHAMBER ORCHESTRA

* * ®

T1ckeTs AT CAL Box ofFfIce, 101 zeLLeErRBAcH (B42-2561),
ALL MACY'S, MAJOR BAY AREA TICKET OUTLETS,




from
EIGHT ANTIPHONS
(1874}
FOR VOICES, A CAPPELLA
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Herbert Bielewa's EIGHT ANTIFHONS, performed

last year at San Francisco State,

are avail-

able in an attractive pocket score format
from the composer, with complete instructions
for performance. Address inquiries to the

composer, Dept.

of husiec,

San Fransisco State

Unlveralty. 19th & Holloway, San Francisco.
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waLere samson:BETTY WONG

Betty i painting her bathroom when I arrive. She has just
knocked over a shelf and there is broken glass on the floor. She is
glad that I have come because she has been getting clumsier and clumsier
and having more accidents. [ go into the studio while she eleang up the
glass, She has severil large folders, neatly organized, on her work,

concerts she has given, and her resurmnil, She decides to tape the interview
berself, too, 8o that she can get her thoughts together in preparation [or
reapplying to graduate school at U,C.8.D,

BW:

My background and my sister's background is so UNIQUE, because
being born in Chinatown, and cur parvents were mot English speaking,
it'e wvery strange io stumble onte a piano teacher, a local woman,
whose daughter happons 0 be a great child prodigy. And it's also

very strange that my father should have such a liking for European
music, but he happens to be a scholar, So what happened was that
when we wera about 12 years old, my pisnd teacher --- 1 don't Enow
bow she did it --- convineed my (ather to take us to this downtown
studic to moet this man with thick eyeglasses, thick Russian acceni,
and for her to take us out of Chinatown was very amazing. We had
pever lell Chinatown before, because we were very much ghetto-
oriented. And not only that, who was this Eurepean? My father had

o contact with Europeans, and it cost $10 a lesson at the time, and
for TWO of us!! Most parents, cspecially treating daughters, will 5OT
give you that kind of education. Well, what started our musical careers
was my father's gift to us.

While studying with Lev Shorr we met many people. There were so
many child prodigies in that house coming in and outl! MNow the thing
about Shirley and myselfl is that we had po leas trafning, but 1 think
because of our psychological inhibitions, and not peally being a part of
that culture, we ourselves could mot go on stage. All cur little gified
friends running around obwiously made it in the concert hall and every-
thing, We would just perform for ourselves, and Lev Shorr would
always try Lo prime us to catch up with them, but somehow we didn't
heve the social standing that they did, and we didn't have the encour-
agement {rom grown-ups and parents which is VERY importanst.

VE8: Where did you go to college?

BW:

V8:
- BW:

Vi

Va;
BW:

v5:
BW;

Milla College. Now that was another phenomenon. Why my father should
spend so much money on two girls ——-it was very amazing! At the tine
we were there, do you know who was teaching there? Leon Kirchner!

A fantastic musician! and Milhaud! Mort Subotnick was doing graduate
work, and wo had Nate Rubin, of course, who taught most of the classes,
He gave us & most incredible background in ensemble playing. We both
think that cur pianc playing developed becruse of our work with a STRING
player!

At the time we wepe there, moat of the undereraduates were fantastic.
We had our ovm small orchestra playing very well, and piano competitions
every year! That place was jumping! At that timo, the students were
very -much self-cducated. They didn't wait for the classroom to give
them an education. There wore people like William Boleom who were
turning out works that were already better than a let of people twice as
old, and Bob Moran was a graduate student then. Let's just say that my
generation, for some reison, wags very motivated. "And I didn't have any

of their dovelopment when 1 first went, but when you can be in the company

of prople of that standing, of Mort Subotmick, wou just can't belp but
goak 1t in,

8sverel years after graduating from Mills College 1 began to
gtart working with dancers. 1 was just a volunteer, but six monihs
later this particular workshep got an anti-poverly gramt and hived
me o work with tse dancers for pay.

Because you were alrepdy there?

{shouting) Yes![ Yea!! Very much so, and sho (Glorfa Unti) liked

my work. It was just a matter of being there at the right time, and
that we got sleng very well. She still has the workshop right now.

Her job was to work i ‘the Fillmore disiriet, and that was the [irst
time I've ever worked with the black community. You know, they

bave MARVELOUS dancers, untrained and unable te tzach. Her work-
ghop was lo teach them how io be tcachors so they could go back into
the community and atart their own wo-kshops, [ was the composer

for the whale group, and 1 didn't even major in compoaltion! But
gomehow It was the right time, and I was beginning Lo use lape record=
ers. At that time I met Pauline Olivercs who came (o one of our
performances and said Vstedy with me!". It was amazing! I didn't

even know who she was: On her own time, she taught me the Buchla

at Mills College. She also taughi me composition. It was the most
amazing thing, because the black people responded to the electronic
treatmont of sounds that 1 had collected. They did NOT respond to
European music, which s to bo oxpected. They liked their own music
but then you can't just have them sit in soul music and not branch out
at all, beeause no one's paying you to do that. 5o 1 studied with Pauline
i 1966, and in 1968 she called me and said "there's a new department,
come study with me”, and s0 we got fellowskips to study.

At U.C.8.D, ?

At San Diego. | studied with Robert Erickson and her, and out of that
came my thesls concert which has these pleces (she shows me programs
and photographs) in it, using live performers and u_:uud ohjects. 1 used
performers playing traditional instruments like violin, trumpet, and
plano, but alse | used a lot of electronie processing of live _Lnslmn:cnla.
Quist Placces uses a Iot of vocal sounds, and How to Grow Yeur Onen
Environment had tapes of busy streets in San Francisco, sound sculptures
Tike amplificd logs and people making sounds with instruments and stomes
and their volces. There were alot of slides and lights

Did you do your own slides and lights?

ad visual artists working with me. Dernis Covello
Eﬁmﬁgh::'i:‘:.:ufvhﬂuii to work with me. A uln!inilan. he helped
ma build sculplures -- you can see the picture of it. We COMPLETELY
transforaed the building. We made things where people could reach
up and make sounds, bung sculptures.

Where did you get the ideas for these things ?

Well, & lot of it had to do with being infMuenced by _.Iohn Cage and
Japanese composers who wore making sounds on objects, and with alok
of study of music concréte. 1 read articles on musie concrets and a
Listencd o people like Robert Erickson. 1 went into nature and records
a LOT, and tried to fuse the experience of outdoor and indoor.

The kind of department they have down therve, you have to teach
yourgell o lot. No one's going Lo give you a course and give you ten
books Lo read. Mobody's poing lo evon give you & tape picce to listen to.
You've got to be your own rescurce, and this is what 1 was taught over
and over again. If you want a piece o happen, you must be able to do
every singlc thing yoursell. Even if you can't do them all, and
you ask different performers to do them, you should be able to
projoct what you want as if you wers periorming every part, This
is the greatcst lesson that Pauline gave me. That's why, when 1
go into a concert hall, 1 can wire up my owWn sound system, and
make recording. Kmow EXACTLY what your plece needs and do a
study of it WAY before you ask other people to de it for you. A lot
of times they don't know how to do it. They're just avallable people,
_When you want instrumectalists to play a piece for you, you've got
to be able to tell them what you want even il you can't play the
imstruments. You see, that's why, lor the last threa years, 1 have
NOT been composing. What have 1 been doing? Performing! I mysell
hawe been learning how to play instruments.

V5.
BW:

Vi
BW:

VB:
BW:

VE:

BW:

VE:
BW;

V&
BW:

vS:
BW

Vi
BW;

V5:
BW:

BW:

Mostly Chinege instruments? 5.

Yea! Which ia like a whole new resouce for composilion. 1 have
sounds at my disposal that most western composers do not have. I'm
pot leamning it second-hand because I can transmit directly from the
language. The piece I showed you, Posaible Music for a Silent World,
has Chinese instrumentation, What's good about it 18 that I can tell
thern EXACTLY how I want those instruments to sound because I'we
worked with them for three years. I can tell them what kind of sounds
go boest with thia particular piece, what kind of sounds to avoid, what
combinntion of sounds creale’ ceriain moods, and it's oot strange to
me. It's VERY [amiliar to me!

And you uge them in ways that traditional Chinese would not think of?

Yes, but [ have both! I can say "Play a traditional sound”, and know
what that is, and I can also say “Play a non-traditional sound”, and
know what that is too, It"s like a pianist who knows how to play inside-
out. I'm concerned with bringing VERY carefully, these traditional
instruments into a non-aslan world,

In other words, you're combining your experiences in both worlds?

Yes. Audiences have never thought of the possibility of sounds like these.
Also, I'm very visually oriented. This piece is based on slides of
underwater life. I'm carefully gpuiding these ldeas so that they don't
leoge drection. It might take me an entire year to realize that piece,
but it doesn't-bother me because I'm basically a performer, ao while
I'm mot actually completing a composition, my group of performers and

I are actually coming closer to doing it all the time -because our skills
are lmproving.

Another thing I'm doing is working with non-musiclans: set designers,
environmentalists, projectionists, atory-tellers, dancers,.... I'm compos-
ing uaing movers who tell ME how the sound would make them want fo
move. I'm working with set designers and costume desicners who can
tell me how they want to make costumes , and how it would alfect my
musie, and how my music would affect them. We're all learning all the
time because pone of ug has ever dome t, but that's the exciting part of
our projoct.

We're using very ancient, mythological themes, like the symbol of
the dragon. . We'rs doing sescarch on how the svmbol of the dragon haa
been uged {n differcent cultirea; Asian, Medieval. European, wherever
it appears. The legends are so full of fantasy and imagination that we
don't feal tied down o a specilic definition. We don't have to bo real.
Why should the art world ever have o be real? And we dom't have to
stick to Tactual information.

80 your research is just to stimulate you?

Yes. Aml what we're going to do-is use a lot of unexplored kinds

of collaboration and a lot of SPACE. We're very interested in how

to start a stimulos [or an audience and then let them complete
images, let them complete the sound that wo project. We project

& moment of sound, then suddenly discontinue it. The acdience has
to pick up and imagine what the continuity is. A lot of the continuity
will NOT be expressed by us, so there's o lot of audience completion
of ideas. That docen't mean that they make sounds. What they have
to do iz to bridge the moments of silence, moments when they will
sometimes gee visual things and semetimes they won't. If we do a
dragon, you will see only, perhaps, the eves of a dragon, the claws
or the tail. You will not see the entire body. You have o imagine
bew large the dragon is. Is it so large that you can't POSSIBLY
bring it into a space? And the sound of a dragon, is it s0 enormous
and g0 amazing that you can only make a moment of the sound, and
imagine what the rest of it s 7! We're leaving a lot to the imagination,
a lot unexpressed. T think a lot of unknown qualities are lost in com-
pleted composition, in completed dance. . .

Which is what most western mugic has been?

Tea! There is never an end to any particular performance of Balinese
music, because the music i3 ALWAYS existing. The musie you do not
hear fs always reciting in the instrument. It's an ineredible concept!

You learned this at the Center for World Music?

Yea. I beard someone tell me this, The idea a lot of times reaches
into my subconscious and will affect my own compositional inspiration.
When you go to these instruments, you are just a tool. The instrument
{sn't the teol, you are!

Tha instrument ig the music?

Yes!l And it's not waiting for you to make the music. It's already
in the atmosphere. You may say it's superstitious, but it's [antastic
superstition, S0 I mysell hardiy ever go to concerts unless it's
sométhing very phenonienal. I might go to hear a lot of South Indian
music, which helps to expand my music. But I will seldom go to
hear music recreated. 1 want my consciousness to be foating, and

I don't Mloat when I go to hear muaic that i exactly 40 minutes long.
You can’t inject something into music that already has a beginning
ard an end. I would more likely go to sce a performance of multi-
media than I would of an all-music or all-dance concert.

Do you think there will be more multi-media programs in the future?

I haven't experienced ihat much, and what | did see was disappointing.
We have to remember what works and what doesn't

I'll say this about concerts of new music: audiences do NOT get
the kind of education they need. My friends and family who came
fto a recent concert) nol only did pot understand other people's pieces,
but thoy didn't understand my picce! They were very disturbed. They
werg sayving to cach other (whispering) "What iz it about? and they're
TRYLING to understand. Composers and musicians can't just say, "Well,
they have to take their chanoes, they have to be receplive, and they
have to know that music keeps moving and isn't going o sound like
what it did 50 years age". That's not cnough! 1 you usc a tape recorder
you have to say, "The way I use the tape recorder brings out
this particular kind of sound, and everyiime yoo hear something
changa, 1I"ll TELL you how it changed. 1'l1l tell you WHY it changed,
U well you why I WANT it to change." Just go into the minds of
nob-mugiciang and try 0 understand why they need all this informa-
tion,

Do you think this could be done with program motes?

Wo! Mot at alll! We rely too much on program noles. We should
organize workshops and jnvite small sudiences to come and just have
a gab session. I'm nod interested in giving one concert after another
and have audiences come and say "1 .don't understand why I have to
come and hear this". And I think more and more now that we can't
just turn cur backs away [rom people who don't understand, and say,
"well, we'll get a better audience next tUme'”, You BUILD your own
audiences.,

People will come if they learn something?

Sure. They may not even like what they're hearing, but they're learning
something, They szhould be allowed to ask questions. Aflter you perform
you should tura the lights on the audience, get up, go to them, and
say: "Do you have any questions about any of the things you've just
beard?" 1 don't think that performers or composers should Le afraid

of talking through a piece with an audience.
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I think they are, though, They're afraid of geiting questions they cant
anawer. They'd rather not be in a position where they have to defemd
themaelves.

Of course, if the composer {5 going to be afraid, the audiemce is never
going to get a chance. You're never going to get across to the audience
what you want if you don't TRUST the sudience. Pauline tried her
maetheds many times, and they failed many times, and do you think she
gave up? Mever! Her pieces have gone through A LOT of transition and
alot of versions, And her pieces work well because she always has
experienced people who know her work in the audience! They're put in
the audience to help comirol it, and she's WISE. It helpa the audience
bridge the uncertainty of not knowing how to do something, because
pecple take them by the hand. That's what happened with the snake piece
she did at Mills (1974). Do you remember how it ended up in the lobby?
THAT'S the kind of thing people remember! And they're all a part of
{t. Why aren't more composers conscious of that kind of need?

S0 you are, yourself, now working on multi-medip projects with the
intert of involving the mudience in open-eénded kinds of pieces?

: Also, the working process of the artist i3 as much THE product, as,

say, a theme that has a beginning and an end. The process itsell is
witnessed and experienced throughout, and the magic is exposing the
internal workings with the audience. 1 bave & feeling that that is even
more magical than the end result. This is what I'm working lor.

S0 you are really writing for the audience?

In & way, but I'm not writing FOR the audience. I'm trying to actualize
& concept. You see, the concepl itselfl has 1o be very well rebearsed
and expressed by experienced and very skil'lcd artists, I'm ROT
working with amateurs. They have to be convinging and dynamic,
whether they're doing light, movement, sound or verbalization,

The audience is not going to be activated unless this is projected
ok. (goiting excited, whispering) It's like we're the projectors

and the audience is the sereen. The audience must act a8 a screen
to give deflinition to our imagery. They have to recelve it in a
form that is recognizable, and we have to be so focused that they
will receive it without gueation.” It's not enough- to have a projector
and a slide. You must focus it, and THEN the imagery becomes
clear. What we have lo do is become so fecused that the screen
which iz passive receives the imagery and understands it. But we
go beyond understanding. We expect them to respond. The screen
doean't do that, but the sedience looking does that. The audienco
responds and the audience is & screen at the same time. And what
happens is that we're going to leave it open-coded enough so that
they're drawn ioto the piece. This is what I'm working for!! Just
like in the Possible Musie for a Silent World. The world exists
without you, and what you want to do is not interfere with that
silent world, but to undersiand it so that what you project into it
has gome meaning with: what you see. The music must take on the
aspect of HOT DISTURBING, but almost awskening. That's why I'm
80 coutious about jt, because I don't want to be superimposed on a
world that's already complete,

What I might do, in order to get the performers into the pre=-
paration of the piece is to ask them to go without talking for a
single week, so they koow how it feels to be absclutely silent. Or
I might say to them "Spend one day without sound whatsoever™. In
other words, impose silence, and THEN they might start to figure
out what kind of sounds would go imto a world like that,

80 if you were teaching musicians to be compesers, you would
teach them by having them do these experimenta?

Yes, I wouldn't be concepwmaal about it and say, "Use your head and
fust imagine”.. . A lot of us are so lazy that we don't do the kind of
preliminary experimentation when we compose. Don't you feel that

way nhout a lot of people, especially those who make electronic music?
They don't LIVE in the world 24 hours a day, and dom't know whnat to
sort out. There's so little selection in what 1 hear! What I'm saying
{§ that I'm not in a horry to composc, and I'm ool in & hurry to let
somecne work with my pieces, because I want to live with them
LONGER, 80 1 know EXACTLY what it ia I want. I don’t expect anyone
elge to understand it until I understand it.

Would you say that your education was appropriate for what you're
trying to do? Did swdying the pianc help you in any way?

What helped me was not so much the instrument, bot the kind of
awareness and sonaitivity in understanding how sounds work. Not
even how a particular kind of music works, or how your technical
ability expresses the sound. NONE of that! What really helps me
is to ask, "Am I really excited by sounds?". We're so bombarded
that wo don’t owen ask ourselves that guestion any more. What if
we had 20 Umes less sound than we have right now? How would it
affect us? Pauline has influenced me more than anybody else when
it comes to hearing. Her influence has put me (6 & plage where 1 am
more able to make decisions that will produce works, rather than
to keep collecting idcas that 1 am stimulated by out pever gelling
around to comploting compositions.

What are your goals?

1 would gay, to KNOW [or myselfl why I'm gill a musician, to
know for mysell what kind of musie 1 am selective about now, to
port out what STAYS with me from what just excites me, to
determing what excites me to the point that I will spend years on
it. I 1 can define this for myself, THEN I might make some music.
I'm conténled not to make music except for mysell, and when [ go
to play for an audience, I go to play them the music that I'm
LIVING with, I tell them what is in thiz music and I try to, through
the musie, communicate what 1 feel about it. 1 do give program
potes, but 1 think it's not disturbing to the presentation to say wiy
this music means so much to you, and why you want to share it,
It's important for us to be more personable.

(Betty talks at length about the problems of working with other people)
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What we assume is so outRAGEOUS! Because we can talk together
docsn't mean we can make music together! And becouse we are
akilled dowsn’t mean that we can collaborate together. I Insist thatl
unless we feal persomally involved in each others' masic, with cach
others' ideals about music, we shouldn't work tegetber!!

Don't you think it's honest to say why we respond o do not
respond? It's all right to be honest, to say, "this piece, frankly, I
don't identify with”. The other person should lepm something from
this and say, "Why don't you?*'. It's not group therapy. It's open
communication, becanse we want to work together, Why shoaldn't
we let sach other know what we think? And if I say to you “I'm not
interesied in weatern instruments”, I'm mot putting it down at all!
I'm just saying that I've done it, I'm not in it right now, but I'm
glad you're doipg it. And you might say to me "1 don't underatand
your instruments, What kind of instrument {8 that sitting over there ?
Why are you using that sound?" And then I'"l exchange with you and
say that what she happens to be playing ‘expresses something that a
western instrument can't possibly express. (sound of an oriental
imstrument drifts in from the next room all the while') Couldn't I say
that? And'isthere any argument atrout (t7? Well then, why are we
2o afraid to talk about it? ....

How has belng 8 woman influenced your werk?

I feel more the singular experience of being & woman in western
mugic than 1 do in my own music. In orlental music 1 feel that there
{g no distinction, bocause it's such a rarity to begin with., When it
comes to having my compositions performed.or participating in a
women's group, I have a particular PRIDE about being a woman
doing it. It gives me more motivation.

S0 you prefer to work with women?

1 like the challenge,. 1 don't know that we work beiter, but 1 like
the challenge. Tt also gives us a Teison to stay with it, People do
think differently of you becauge there are so few of you. If I had
gome to India to pursue the study of the South Iudian Tambourine,
they wouldn't have taught me! I've Been very fortunate because I'm
still in America.

I'm very, wery affected by the few women artists who have been
very good friznds of mine. I'm very affecied by Lynn Lonidier. a
first-rate powerful feminist peet. She speaks out constantly, her
writing is digeiplincd and sharp, and she DARES to exeel in her field.
Now that's the thing, that she darcs to study all that she has o to
move about and leave: her enviromment, to go where she has to
be to get the skilla. I'm timid still, --- now this is what 1 wonder,
whether it's a problem with a lot of women. They're not encourmged
to travel, they're not encouraged to go intoe other culiures, and
thoy're timid about leaving home, about leaving family behind.

How, I've never had to do that, becaus¢ my sister s a musician
and we always went together, But if I were glven an opportunity to
leave my family and go to Chinn by myself, I'll tell you right now,
ft makes me shiver! And yvet, if 1 were given that opportunity, is it
because I'm a wodidn and I'm afrafd to travel alone that would stop
me?! agitated) That's a question that we should face.

Has it been a good thing for you to live here in San Francisco?

Wwell, it has to do with a community of artists. 1 don't care where

it is, 50 long as thore's a community of artists. [ don't even care

if there's no sudience. Like at U,C.8.D,, we had no audience. They
didn't understand us at ALL! But we had such an incredible com-
munity of performers and composers that we stimulated each other.

I groew ENORMOUSLY down there, and it really shaped my whole
exparience a3 a musician. Here, there's a larger audience, bat much
less concentration of a supporting environment. (caising voice) There's
nothing up here comparable to U.C.5. D! g

What about Mills College?

Mot at alll There are a lot of people running arcund full of ideas and
full of encrgy, but it's very dispersed..,. It bothers me that so much
of thoir squipment iz igolated into little closet apaces.

But you don't regret being bere?

Well, if it weren't for Chinese music, I think I might be very un-
happy hera. But because of what I'm exploring in my own culture,
this would happen ONLY in the Bay Arca and not at U.C.5.D. You
might say that I'm where I need to be as long as I'm in this area
of music.

At U,C.8.D. I had a lot of support. You could do ANYTHING you
wanted! I had a water music that consisted of dripping from a ladder,
dropping pebblea into a bucket, someons else Irying water. You
gould wet the whole place and have someone swish around with a mop!
Pam Sawyer drove a motocyele right fnte the eoncert hall as a part
of my plece, stopped, --- and mobody was bewildered, they were all
laughing === took out a trumpet, and blew the Star Spangled Banner
inte a bucket of water. You just -lid whatever you feoit like, People
made music be attaching electrodes to Bonnie Barnett wearing a
bikini! Right behind you on the postcard. She hes electrodes atached
to her that make electromic sounds when men come and feel her up.
And that's a plece.

Anyway, even if you're put in a position of boing able lo do every-
thing you wanted, you still need people around you to give you the OK
and say to you: “If it pleases you, if it urns you on, 1'm nol going
to get in your way. I'm not going to tell you it's not music.” And.
that's the first thing you need: an envirooment of support.

Do you feel any support here?

1 don't know if people CARE enough o give you that support.

It's ponchalance: 1 don't really care if you don't make music or
oot or "as long as I'm making music [ really don't care if vou're
making music, and whether what you'ro making is music®. Maybe
1 just don't know where the support is, that 1 felt in my own
small music department. This city is 8o big, 1 really dom't know
what's going on.

Would you like to know what'a golng on?

1 would Hke to know, yet there's so much stimulous in the area,
I find mysell putting it off conatantly.
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A Peek At What History Forgo

Aaron Copland has for so long been identified with American
mugic in general that a celebration of his 75th birthday year
pight well be observed by extricating him from the history of
American eusic, rather than identifyins him with the Bilcenten-
nial. Recently, aft-r sll, ouch american ousic haa evolved a
different path from his.

And yet Copland's career ipevitably inovites reflections on
hizs milien. Some cen are properly subjects of biographies; others
npead 8 Life and Times of, vend the overriding characteristic of
Coplend's crestive life hess been its--well, 1ts historicicy, its
property of recallimr and stonding for all the winds of influ-
ence and chance that blew arcund it while yet standing quite
firm and steadfast for its own coursaa.

This seems & particularly appropriste approach to Copland
now. In his youth the musical situation oust have seemed as con-
fused as our own, though now the general patterns of serislism,
Beoclassiciso and the late romantica hnave covered most of the
details. of the mew music wars of the 1920s8. Inevitably the walter
of atyles and epproaches prevalling today will settle down sim-
ilarly, probably into their own Left apd Right--=Crumb apd Carter,
perheps, with the Cage school persisting to develop a Center, per-
baps. And somecone will ezerge, no doubt, to span with his own
work the next few decades, as Copland seems to span the zap from
Ives to the postwar peried.

Copland hizself ia responsible for gome of his own national-
izing. If he's thousht of sutomastically as The asperican Cosposer
there must be a reason. His charscteristic long-lined lyrical
phrases, the "jagged” ansularities of his disscnance-framed tunes,
his nervous, "jazzy" rhythes are cited on dozens of record jacketa
as descriptive of our plaina, our mounteins, our cities., His titles
declaim his Aperican-ness: Rodeo, Billy the Eid, Fiano Blues, A
Lincoln Portrait, Appalachian Spring. Fe hag written opera for our
public schools, eusic for our files snd playwrights, & concerto for
Benny Goodroan.

Others nave been similarly devoted to their country in thedr
gusic, with less distinguished results. Copland's best ousic is
strong and interesting because it expreises a personal vision of
a generalized, pertaps netional quality--and expresséa that vision
in an abatract, objective statezent mccegsible to any attentive
listener, not merely to enthusizsts. Beethdven universalized austriap
traditionsal ousic, making its sonze and periods express less partic=
ularized, loftier feelings in his late guurteta and the Hinth Syu-
photy: in & wey Copland hes done something similar.

Iike Beethowven--the cesparison is presuaptuocus, but attractive--=
Copland has not dealt with this cusical process without producing
lesser works. But it's dapcerous to dississ the populer works as
pothing more. Bl Salon Mexico is =zedest in its asbition, bto be &
recollectisn of 8 Maxican noliday, but the score is meticulously

crafted, = =

There rezains the more serious probles about Copland'a masic—-the

oblen which arises from bis populsrity and his eclecticism, and which

8 perhapg respensible for his currernt rather unfeshionable aurs among
younger Avericen comnossers. This is of course the two-directcioned e
tude his music tokea, towerd the popular taste and toward the szallar
audience. fAalf hig rugic--not culite auantitatively--is for the pops
comcert; half ia for contemporary Susic events. He has not solved the
problem of raking developed tastes immediately appesling. This problem
ia particularly wisible in this country; it expresses the impossibility
ef a democratic culture in a culturally revolutionary time,

An eoarly work like the Plano Variations (1930) addresses this prob=
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lem by referring to the sound of one aysteb——nervous rhythos, disscnances

block texturas which any Telate to Jazz--while maintaining the strust-
ural procedure of the other. From then on, until the end of the war,
the enphogis waa on the dissociation of the two kinds of piecas, and the
dapce and thester susic--Billy the Eid, Quiet City, Our Town, Rodeo

and the like--geemed to prevail against the more "abstract" Bextet,
Fiano Sonsta and the like.

1950 Wilfrid Mellers could atate (in Grove's upictionary) that
"in Copland's most rocent 'absclute' works there are indications that
the human tendermess of the ballebs snd film music is being absorbed
into the incisive metsllic precision of the earlier panoner."™ He cites
the Third Syophony of 1946 as an example, but it's tempting to suggeat
that it is precisely in not compromising the distinct walues of the two
atyles that Copland is most admirsble, snd that the Third is a more un-
¢eay piece than either the Dance Sy=phony, &8 1925 score, or Connotations,
the twalve=tonhe orchestra plece written 37 years later for the dedica-
tion of Lincolmn Center.*®

Charles Ives grows out of the Trapnscendental heritage of 19th
century New Epsland, and his music ean express the universslizaetion
of the perticular. This is what his Fourth Symphony is really all
about, and his Second wuartet, whose finale unites disparate volces
in a ecmzon, though Dot unisonm, atatement.

Copland speaka for mideectury Acerica, whose diverse strains are
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in hin acase) is "an o=
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opportunity to! hear
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nestrating thut he
At bk ale of our own Clog=-
which EAR nds en exuriordinory ineas. ... 0 TEOD in toO
Lee at the Chasber Lusic Scclety concert last conth, &t which
Gerhord Sasuel prepiared hig Sun=like, o dreoDatic chaobor c@f-
tata for sopranc, three clorinets, string quartet, pisnofealoats
and parcussion. Two atAn-A8: 608 AR Che Elow of the firat otos
bomb a4t the hew kexlco testing groumds, the other a Pacific
sunrine on July &, 1976, The plece conters--mt lesat the Tirst
stoanzn does-—on the Armed ben shoral-nrelude from Ssuberflite,
apd the guote was izbecded in ics mew texture rather convine-
ingly., Much of the time the saxes--sopramno, mlto and tSenor—-
played the original celody ip octaves agninst figurstions din
volice npd other inatrumente, procucinm & stern sound resninig=
cant of toe orene dust o Mahogonoy: The plece ia slow-noving,
steEdy=-atate, occasionally congopnnt ot first, then mere so in
the polynesisn sunrise section which alsost achen with ® kind
of nontalglo--{for whati?) then, at the end, Ban unfinished kind
of tonal cadénce, It ls part of & trilogy, apparently; the coo=-
plete hooripg ig o be looked forward to. ... Another extra—
Urdiﬂ-'!!'? copcort was an mll-Jnostakevitch affair at Diablo
Yalley College, where an engesble mpporently sode up of first=
desk players from that Orchestro guve the oorly Qello Sona by
the Blok songs for seprano and plane trio, the Concertino for
two planos; and; sost intoresting, the Apericen premiera of
the last (15th) Stripg Quartet. Z¢ think the chnzber music—
that 1s, the quartets, the Flepno Juintet, the trio--&re the
part of Shostnkoviteh's output which will andure, particularly
worlks 1ike this 13th, In six covements, all e flat einer, wost
Bll in wvery alow teampl; that rarefiecd part-writiog he likes,
firet violin way above the starl, octaves, a piece very much
marked by the late Becthoven gquertets, mediteative, written a
Fesr before his death, The score was brousght from huvasis by
the cellist of the enscopae, urs Jovaoivich @e haven"t the
progrom with wa); the perfornances were apateur but respec k=
ablo: in time they might have an impressive guoortet out there,
end they eoculd do & 1ot worse than to give the Bhoatakowitah
{!}rl.’!-].l!'——h'.-:fllﬂ in tondos with the Libhioudl ... The LiFst iasde
of Fro Masica hua srrived, the new bimenthly replacing the
nbovementionod Weat Const Enrly Basic, & splendid glosay new
poricdical filled (thia ties) with Angene Féves' plea for the
attention duc Itnlisp dancers im the French Renaissance, and
with & long, involved, neither scholorly nor occesaible
piece by Tedd Hortoen on Che Pythagerann notien of tha
"gusle of the gphores,™ Rualcn rupdeno ond Lugies Hussns,
8 convelubed exroaltion which will grab Tolxlen freuks apd
those who cnn follow nstroloty cherts ... wé mot anron Cop—
land tha othor doy: he was in toun for an honorary degree
at the LHon Fromcisco Comaervatory, and talked a bit to the
studenta; asted if he liked the avant garde, he allowed as
he did, but wornsd that tope cunic was repetitious becouse
the tawe alwnys acurds the seme. & atwlent naked 1T he'd
henrd that electropics wore used in live situstions; and he
seaped gtortled at the notion, assured that it went on 811
the time, ond thet it woe odd ke hedn't heard, he explained
that he lived out in Ehe country nml they didn't nove Ehat
sort of thing out his way ... the Contemporery Music Mows-
lotter of lov.-Dac. roports on Ghe Cemputmtion eusie Con-
ference (Susan Berrows wrote on At last E:;'.'R:l at «reat lemth,
ag they pronounce it out there, on ausic pregented at Uuiv.
Illinois (one delicicus paroproph wants to bo quoted hero:

ocinl spdn

cAR't reco-pize

All in all, it was o entertaining aftrornoon,
The Contemporary Charher Ulayers of the University
of Tllinols are convaving performers and compare
favorably to Mew York haand groups of the same type
as well a8 other groups cucside New York that 1 have
heard. Thelr repertuire Lg somewhat diffcient in
acope, however, consi=ting mainly of Universiky of
Illiwois composera. [he works were played very well
by tha group, whose membern includs the compofsra
of meveral of the numbers on chis and the following
progeas.

cloasr quote end perenthesic), on varicus iteos sbhout new
sugls in rpd nround the notlon'a cultural cupital, and
irtervisaws Pred Sherry, nellist with Pobter Sorkin®s group
Tushi: the counonte on new wusic--resd Lesaic en, ‘Tuorinen
angd Yenckis--ore disturbing near condesenalon for a mian
who"s davoted to it l'_x:t;.' can't we stoo epologlizing for it
ond just play it?) HEJORDS: Comcand hen inauved o recording
by the Lontamnona Trio with morke by Per Kergard, Barney
Childs aod Daniel Lents: Norgard's 3pell is o Sig nisce,
rouantic drones ond mantras, post-Hiley, & litile goft:
Lentz' Song(s) of the Sirens iz p braathy clese-cilked can-
Eats, words resd from Homer.(in <nmlish), suurd-on-sound
nosdling And 1yrical meloedic stuff from the instrueenta;
Childs" Trie is solid, substantisl,” well-mide: the tric
Etlarihrt aelle, piane) ia good, in tune, fine tone.

not nearly so susceptible of integration. They ¢a&n be personalized,
then used abhatractly; but they cscnot be combined so as to remain in-
dividual while yet expreszsing a fuller, larger unity. Their thresads
¢an be woven inte & parretive tapastry, if you like, but not & fina
broadeloth.

It's no good asking a san to stend for velues aliem to his time,
Copland's echievement hes been to exnress the vigor, the intelldgence,
the indugtry of nis tiee; &pd he has tecpered that achlevenent often
with a rare dedication and foous of his own uncompromising sense of
line and structure--notably in the solo piano music.

Ha has been urged too often to a synthesls which has resisted
him, and the pieces which have resulted--the Third Symphony, the
Dickinson songs, Connotations—-seem salf-conscicus as a result.

Prog the ipnovatioms of the '20s, which he helped introduce to
a wider mudience, his own interest properly parrowed in focus to
bis unigue compositional nveds, while coptiouing to acEnc;lniEa the
tastes of his couptrymen. A parallel to the career of Bheostakovich
ig tempting, but the Russian clizate proved too oppressive for the
latter composer to resist. (It wmould be too bad to see El Salon Mex-
ico censored here by & similarly oppressive academic disapprovel.)

With his interest in serisl implications, and the evolution of
ths Connotations stwle, the direction of Copland's career is fully
gtated. Tt's unthinkable that he would suddenly issue & work like
Stravinsiy's The Owl and the Pussycat, 3 sad example of declining
BOETEY s

What is needed now is what will inevitably come: the gradual re-
dirsction of sctention toward the nost characteristic, most fully
integrated music, and the sbjectification of criticul assessment of
Copland's historical positien. It would be & proper honor to Bopland

to see these processes in fuller aswing during his lifetime.
=—Charles REMQLIF.
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& Wwe need your ad... BAD!

Karfo-ko to-ko fo- ko to-Ko fo-Ho fa-Ke Yoo to-ko fo-ko Fo-al

Printing costs keep going up, postage
threatens to do the same... and we want
the community support represented by
friends like 1750 Arch, the Committese
for Arts and Lectures, the Berkeley
Vielin Center, the Musical Offering.
Tell your music shop, record store, copy
center about usz. Show them an issue, Let
the next concert you go to know that you
gsaw them in our calendar.

Ads should be camera ready, black and
white. Rates are $25 for 5" x 6", 8§10
g for half that or less. For $50 you can
# have a half page.

We're looking for scores and articles,
3 too. We prefer them camera ready, typed
neatly, single-spaced in 4%" columns—-
with whatever head jou want; otherwise

you take your chances. ! E!
?m:ESL{ Ka-to- ke

te-Ko fo-Ka to-Ke ta-Ko fo-ko fo-Me to-Ko fo-Ke

Ka~
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Felb 17

Ca't Sym: Teheilovsiy D,
Sohelomo (Starker), I
(renezts Feb 18, 19)

Felh 18
‘alter
Febh 19
Of fenbach:
Feb 20

Lascarnis

Feb 21 _

La Perichole, Curren, B8

Univ Kep Chorus: Handel, Britten, HH, 8
Elizabeth Keete, Lgt Fabrizio, harpsichords,
misic by Couperins & Bscha, sinnebers, 8

Feb 22

Hendel: Admeto, Spag, 8:30

Univ rep chorus, HH, 8 (see 2/21)
Britten, Prokofiev, Haydn & Blanco for
voice, harp & orgen; Ch Adv, 7:30
L'Amico Fritz, Curren, 2

Feb 23
Herbert Bielawa, niano:
awa, Albright, Speis,

Feb 24
Baroque chamber music (Houle), Dink, B8

Feb 26

Joan La Barbera, voice, composer, UAM,
L'amico Fritz, Currsn, 8

hesop Jazz, HReinbow, 8

Feb 27
Beaux Arts Trio: Haydn, Havel, Brahmsj

Francesco Trio w. ~ Crowden, J Graham:
Imbrie Dvaoralc, -Dink, B
"peeting Lr Iwves" Curran 8

fdoila imnoz, umezzo, Eugene Gashj;

Feb 28
Berk Prom Orch: lkozart, Chonin (Karasik), Lusso-
rgsky-Ravel; Zellerbach Audy, UC Berkeley, 8
Stanford Yind Ens Thomson, Gould, Copland,
Harris; Dink, 8

L'Amice Fritz, Curran, B

!hew music by T.xXas composers,

Feb 29

Stenford chor &
mixed-media piece;

UIniv Sym, HE ,

Feb. 1

Silver string mecedonian, Spag,
Univ. Chorus, HH, B

John Reobinson, lute, Ch Adw, 7:30

Feb %: WEA Music: J Bischeff, P DeNMarinis,
P Harmonic, A Revolution, B G Tyranny; Ecol-
ogy center, 1% Columbus, 5,F., 8

Feb 5
Ingram karshall, live lectronix, UAl, 8
Live elec video dsance, Rainbow, 8

Feb 6

Bartok wuartet: noa. 1, 5, 5; HH, 8

Wwind music by Beethoven, Strauss, Gounocd,
Mgzart; 5t John's Church, Berkeley, 8

Feb 7

Berk Chagber Ordh: Fruanco, Loore, Bsngs,
Wagoers F Schwimley (Berk. Hiﬁhs, 8:15

ol irﬁrg:;:r'ei". Fabrizie, horpsichord: Anneberg, 8

Bloch
1240

Baker cello con.,

-
ke ramount, O=¥l=nd,

upwlett, organ, Stenford ltem Church, 38

La Perichole, Curran, &

L'smice Frits , Curran, 8

WPA (see Feb 3): 80 Lanston St, SF, 8
Feb 8 :
| Suzanne Leke, French chansons, Spag, 83:30
Calif Wind Ensemble: Strevinsky, 0ld 1, #4:30
J1Bartok Quartet: nos. 2, 4, 6; HH, B
trios by lkendel=sohn, Lozart, Beethoven;Dink,3
ContinMum: improvisation; Ch Adwv, 7:30

Feb 9
lBerkeley Contemporary GhstEﬂ,Playera, HEE

Wi p3
Feb 10 i
Jhorie Gibson, Nathan Schwartz: songs by leb-
ussy, rolf et al.; Dink, B
Feb 1l
Inonteverdi's Orfeo, Rainbow, 8

Feb 13
INew kusic Ensmble, SF Conservatory, 8: musie
by Farley, karshsll, Felciuno, Gnaszszo & al

Feb 14

[Viennese waltzing with Berk Prom Crch, Psuley
ballroom, U.C. Berkeley, 9

Jonn Benson, dlavichord; Dink, 8

Feb 15

| Hew Beginnings, confemporary music, & great
program which I've forsotten, Soveg, 3:30

John Burke, orgen, lat Congregationsl, Berk, 5
9F.Cheuber Crch: kouret, kozart, RBanfredini, HH3

INasayuki Koga, shekuhachi, Ch Adv 7:30

Ives, austin, dieli-
Fowell:; #AF State.

HH 8
mOBETE

son=s; Rainbowd

3F fpuseum, tine?

orch: Hawydin Paukenmesse,
Dinity 5
Schoenbery; Stravinsky

Hennegin

Schubert, B

notes: & pesns good performers, ! means good repertoire. e
Spag: 0ld Speshetti F.ctory, S.F. HH: Hertz Hall, U.7. Berkeley., Ch Adv:
Church o the advent, 261 Fell, S.F. UAM: Univ, &rt Igseum, Berkeles
Reinbow Sign, Grove St., Berkeley. Anneberg & Dink(elspiel) are at Stan-
ford. 014 lst is on Van Kesz, S.F. See aleo 1750 ad, of coune. Alf Fimee are pm.

1750 Arch Street, Berkeley, Calif.

February Schedule 8:30pm
SEaes i ) oo P

Allaudin William | Gwendolyn Lytle, | Meal La Monaco, Lieder Recital
Mathieu $oprano cello Miriam

15t public Aileen |ames, Marilyn Thompson,| Abramowitsch,
appearance as a piang piang METI0-SOprang
piano soloist 20th Century Beethoven, Bernhard
Walker, Smith, Boccherini, Abramowitsch,

Carter, Poulenc || Brahms & Crumb | piang
and Barber | Wolf, Brahms,
11:30 pm

Dreamsound Merdelszotin

FINE MUSIC
AND BOOKS

i THE MUSICAL
OFFERING

2433 Duran

Friday

28

7

21

Saturday

Lea Meiman,
pianist

Bach, Beethoven,
Ravel, Albeniz,
Granados and
Barber

The Silver String
Macedonian Band
Valentine"s Day
music from
Bulgaria,
Roumania &
Yugoslavia

Rubisa Patrol

Art Lande, piano;
Bill Douglas, bass;
Mark Isham,
trumpet;

Glenn Cronkhite,
percussion

MNew Port Costa
Chamber
Ensemble
Instrumental
and Vocal
works

Berkeley
849-0211

SNAZILID HOINTS 00°75 'SINAANLS 06°Z% "IYHANAD 00°1%
CECO-1#8 TTVD SNOILVAHASTH ANV NOILYWHOANI HO4

Dreamsound is an event for a sleeping audience.

I
{1

A variety of music, information, and relaxation
exerciges prepare for & good night's sleep with
gentle sounds for dreams. Richard Hayman draws
from discoveries in scientific sleep research

and his unusual music for a provocative and peace-
ful night. He iz a composer, an editor of EAR
(Hew York) and a day dreamer. Hear his concert
Feb. 21 at 11:30 pm at 1750 Arch St., Berkeley.
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