
Ephemeral Forms: Mother 

Musing's Flight Patterns 

'/f‘/7( @ Eo\,\(P 4‘/\44\) 

Discovering the air waves above the mesting of hills the 
flight of the hawk is an ephemeral forn. Though often motionless 
to the eye the hawk's event is based on streaming analog computations 

of invisible fluctuations in the passing air currents which speak the 
cosnic language of instantancity. Tae hawk and the real-time composer/ 

performer are students of that language. (}o,hnued, Fage s} 
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BOB DAVIS oy DREAMSOUND (sec below) 

VALERIE SAMSON iwresviews MARTA PTASZYNSKA 5.2 

CELEBRATING ROS5INI'S BIRTHDAY, p.4 

THE NEW DETERIORATED CALEWDAR, 7.6 
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Is Noisy Music a Drug? 
WANTED: compositions to be vperformed 
ensemble devoted to Contemporary Melodic¥ 
wusic. Any combination of keyboard, Tlute 
and 'cello will be considered. Write or 
call Carolyn Strauss, 2447 Prince 3t., 
Berkeley, 94705 (348-3522). 

THE SAN HOSE YOUTH SYMPHONY will play a 
new niece April 25 and is soliciting 
scores, deadline harch 29. 3cores should 
be 10-12 minutes long, medium difficulty, 
unvublished, unpremiered, by comoosers 
between 24 and 35 who are graduates of a 
recognized school of music*and regommended 
by a teacher of music composition¥ The 
winner zets %250, food & lodging in San 
Jose when theviece is played, and must 
suprly parts. Lou Harrison will judge. 
Call Ssn Jose Sym., 287-7383. 

FINE MUSIC 
AND BOOKS 

¥ THE MUSICAL 
i OFFERING 

2433 Durant 

Berkeley 
849-0211 

VOL 4 NO3 

  

1750 MARCH 1976 

18414 

Pedal up _little by fi#le _ 

DREAMSOUND 

Members of a sleeping audience cozy cozy on mattresses 
and snuggled in bags occasionally got up during Richard 

Hayman's first performance of DREAMSOUND, Friday, February 20, 

at 1750 Arch Street nestled in the Berkeley hills. DREAMSOUND 
is an event for sleeping audience. At 11:00 after the 8:30 
concert of cello and piano music had concluded the concert 

space was made ready and people began claiming territory for 

the night. A small television played its picture noiselessly. 

Camomile tea and hot milk were provided and everyone was told 
the location of the two bathrooms. 

Sleep researchers have found that when one dreams there 

are timeés of rapid eye movements and corresponding movement of 

the ear drum. (See "Spontaneous middle ear muscle activity in 

man: a rapid eye movement phenomenon" by Dr. Harold Roffwarg 
and Associates printed in Science Magazine, 10/17/72, vol. 178, 

pp. T73-776.) This has been measured by having a sound proof 
ear mould cover a sleeping person's ear. A low frequency sine 

wave is played into the mould and by measuring pressure distur- 

bances within the ear the activity of the ear drum can be chart- 
ed on a polygraph. (continued on page £) 

sic, (uh-huh —ed.) 
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to: Charles Shere, editor, 
EAR, 1824 Curtis St., 
Berkeley, CA 94702 

Enclosed find check for six dollars. Send 
my EAR for the nest year, beginning with 

the next issue the current issue. 

I can contribute scores articles 

reviews. I can help distribute EAR. 

name S : 

address 

city and ZIP CODE 
no zip, no sub   
     



  

VALERIE SAMSON : 

  

MARTA PTASZYNSK/ 
  

  

(Valerie Samson continues her interviews with Bay Area composers 
by talking to a new name hereabouts. EAR will continue to bring 
you these interviews in future issues, hoping to acquaint you 
with the variety of composers currently at work in the area--or, 
as in the: case next month, with composers who did their studyin 9 

{ 
here or who affected the area so much that they seem to belong. | 
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music from (MPRU\I\SATM:NS For ORCHESTRA by Macta Ptaszyaska L@ 1974 by pwr €piTioN , copyrishl assigned to ZAIKS, warsaw ; Poland . Quated by permission, 
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Marta has created a delightful lunch of a salad with chicken and grapes 

and rice subtlely flavored with orange. She talks enthusiastically about her 

recent concert with the Cleveland Composers' Guild, and about her upcommg 
trip to Poland. 

Born in Warsaw, Marta Ptaszynska earned diplomas in composition, 

theory, and percussion at the Warsaw Conservatory, continued her studies of 

percussion in Poznan, and then went to Paris to study with Nadia Boulanger. 

She came to the United States to study percussion and piano at the Cleveland 

Institute of Music. Her numerous recitals of avant-garde percussion music 

have earned her highest acclaim on both sides of the Atlantic. She has won 

many awards for her compositions, including one for Madrigals which will be 

performed March 11th by the New Music Ensemble at the San Francisco Con- 

servatory of Music. This work was written in memory of Igor Stravinsky and 
is scored for wind and string quartet, trumpet, trombone, and gong. Marta has 

also written many pieces for orchestra, a television opera, music for the 

theater, ballets, an oratorio, many chamber pieces, and percussion pieces for 
children. She has been writing solo pieces and plans to have one for each 

instrument. Her works have been performed by major orchestras in both the 

United States and Poland, and have been published by PWM. Marta has taught 

composition most recently at Bennington College in Vermont. She plans to make 

the Bay Area her home while her husband, Andrew Rafalski, is employed as 

an engineer in Oakland. 

Like other Polish composers, Marta brings to her work immense determin- 
ation and a willingness to work very hard. In addition, her energy is boundless. 
How else could she have accomplished so much while still so young? 

We have been talking about the value of intuition and the difference between 

experimentation and composition when the interview begins. .. 
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* przerwal gre przed znakiem dyrygenta 

stop playing before the conductor’s signal 

  
Intecsicw @ 1976 by Valerie Samson., 

         



    

vs: 

MP 

Vs: 

MP 

MP: I try to introduce ideas into my music. I experiment a lot on these sheets 

of paper. (She shows me a clipboard on the wall.) There are a lot of new 

ideas I try to discover, but I NEVER write these ideas as a piece of 

completed composition. For me, the ideas are not the music, because 

music is more complex. Experiments are very important, too, but they 

have a place in music. I try to find them the right place. VS: 

Vs: 

MP: 

Where do you get ideas for your experiments? 

Ideas come from all over. When I play percussion 1 find new possibilities. ~MP: 
Also, alot of ideas come from studying paintings and sculptures. For 
example, Paul Klee tried to introduce in his paintings the idea of motion, 
motion not going forwards but going backwards. What would you be doing 

tf you introduced his ideas in music? Music is moving in time, you know, 
but time just goes forwards. What will happen if you start to write the 

piece while time goes backwards? 

MP 

Have you heard any pieces where this was done? 

MP: Tomasz Sikorski was interested in this also. For me, the other arts are 
very important. They have extremely good ideas about form and experimental 

sounds, which are the colors. This gave me the.idea for my pieceé Mobiles 
for two percussionists. There are 14 inventions. The first and last are 
always the same, but all the inventions inside you can change. So before 
the performance the percussionists choose the order of the inventions. They 

shuffle the cards. So --- there are a lot of possibilities. Ideas come from 

paintings, sculptures, architecture, musicology, new sounds, and from 

nature, also. 
For me, composing is an intuitive process as well as a craft. Intuition 

is the first thing. You can have a lot of ideas, wonderful ideas, but they 
must be put together the right way. 

Vs: 

MP: 

Vs: 

VS: Does your intuition get better as your craft gets better? Or is it something MP: 
you either have or don't have? 

It's hard for me to tell. Probably they both work together. It's hard to 
separate them. For example, I feel something should be a certain way, and 

then I correct it. 
It's very important to say that I am not an experimental composer. 

I don't use one idea as a piece of music. 1 use my experiments for myself. 

They are locked in my room, and then I write music. One experiment --- 

it's not music! Music is a synthesis of a lot of material, a lot of different 

things. 

MP: vs: 

MP: 

‘ VS: 

MP: 

Do other Polish composers feel the same way? 

(pause) There are a few composers who would be called experimental com- 
posers. For me, it's hard to call them composers, because a composer is 
a person who is doing something more complex. I could be good at experi- 

menting, and find out some new ideas, but then I might, for the rest of my 
life, never compose. It's like Harry Partch, who was a wonderful inventor, 
and a wonderful experimenter. He found alot of beautiful sounds, but it's vs: 
hard to tell if Harry Partch was a great composer. He was more an inventorMP 

VS: But you have to invent before you compose, unless you use someone else's - 
inventions. 

MP: 

VS: 

Uh-hmmm. (agreeing) 

And you can have a single, specific idea for a piece, like Serocki's Swinging 
Music , can't you? 

MP: Oh yes, that's right. But that doesn't mean that all his music sounds 

this way. That means that his one piece sounds this way, and another 

piece is another piece of music. I've met alot of composers whose music 

from the very beginnning, when they started to compose, until now, sounds 

all the time the same way. It's like one piece of music cut into parts. 

You might use the same e: perimpi\; in more than one piece. 

Of course. But the mottd of my appreach to composition is just like what 

4 Picasso used to say. He said that it is the death of an artist when he 

starts to repeat himself, hecause there's no progress in the person_shty 

of the artist. Create --- that means that you should really be creative. 

What about someone like J.S.Bach, who wrote hundreds of cantatas? They 

all have similar materials and similar forms. 

Vs: 

MP: 

Vs: 

MP:     

Vs: 

‘ MP: For us, when we listen to the pieces, all of them have similar material 

‘ because they have a similar style. This is the technique he used. But each 

cantata is different because there are new ideas besides the technique. It's 

just like Penderecki. He uses a lot of the same style, his style is very 

even, but he writes a lot of different kinds of music. 

So the style doesn't have to change but the ideas do? 

Yes. This is very hard to describe. Mozart had his own style, but that 
doesn't mean that he wrote --- one piece of music only. There was one 

style, but each piece is different. 5 

What kind of ideas are you trying to develop? 

it's hard for me to say how I develop. I try NOT to imitate myself, and 

1 try every iime to do something completely new, using some new experi- 

ments and some new way of expression. I cannot tell you what I will be 

writing in 20 years. It's just the next piece that 1 know exactly what I 

would like to write and what I would like to say. 

Sometimes Polish music 2ll sounds very .much the same to Americans. 

This kind of thinking comes from a lack of knowledge. They hear all the. 

effects: the clusters, the behind che bridge, and so on. Just LISTEN. It's 

the effects that are the same, not the music. The problem is HOW they vs: 

use them, what they write, and what they would like to say. The most > 

important thing is what you would like to say THROUGH all these experiments, 

what you would like to give some people. MP: 

And it's very important to have a craft behind that? 

Yes. That's right, exactly. Because everybody can use the same exper:unents‘ 

Anybody can just pick up something and use it. There's no proklem using 

the piano inside, or the top of the violin and everything. It's only material. 

But how to make and shape this material, this is up to ther personality of 

the composer. 

VS: Do Polish musicians have much contact with what's happening in other 

‘ countries ? 

MP: Oh yes. They know .through the festivals of contemporary music every 

year in September. People come from other countries and there's a 

special committee that chooses the music for the festival. called Warsaw 

Autumn. It's probably the best known festival of contemporary events in 

Europe, and probably in the world. Everybody tries to be played and 

performed on the festival. It lasts 10 days with concert; two or three 

| times a day. (Marta shows me last year's program, which is 230+ pages 

' Jong (!) and lists every composer and every work performed at the 

festival since the first one in 1956. It's an impressive list of the gzost 

prominent composers.) It's so much music. Everything that's new in 

‘. contemporary music is performed in Poland. 

VS: 

vs: 

MP: 

Vs: 
MP: 

VS: 

MP: 

vsS: 

MP: 

vs: 

MP: 

vs: 

MP: 

VS: 

And the performances are recorded. 

Yes, of course. All this material is in the Union of Polisp Composers. 

(The union had a membership of 173 in 1975, and Poland is more than 

35,000 square miles SMALLER than California!) Probably never in the 

world was there such a place where you could just have everythmg,_ 

everything! The composers send a lot of music, and {hen the comm!ltee 

has some meetings and they examine all the compositions. If they find 

something interesting, they perform it on the festival. 

MP: 

    

Is it a form of national pride? Do the Polish people want to have théir own 

How large is the committee? 

Ten composers.. 

They seem to have picked all the most important composers. 

Of course. They know, probably better than here, about contemporary music. 

If it's something really good, they will play it immediately on the festival. 

Whereas here many years might go by before orchestras would play these 

things. 

That's why Poland is so far-out going in contemporary music. 

Do most Polish composers travel outside of Poland and stay for awhile in 

other countries? 

Composers don't want to stay in Poland all the time. They want to be played 

and known in other places. So usually the composers go for one or two years 

to stay in different countries. It's very useful to get to know the scene in 

other countries because you can develop from all the things going on. You 

know, if you stay in your own country and never move, you can hear things 

only from concerts and the radio. It's not the same as when you go to West 

Germany and you stay in Koln or Frankfurt and you see what's going on. It's 

also very useful for the festivals because when a composer returns, he can 

bring information about the musical scene of the country he visited. Through 

this information a lot of pieces are performed for the Warsaw Autumn. 

Is the situation for a composer actually better in Poland than in, for example, 

Germany or France? 

For a composer, the situation is not very bad. There are good commissions. 

Some composers teach, but most outstanding ones don't. 

Penderecki ? 

Penderecki is the director of the higher shool of music, which is a conservatory. 

He teaches composition there. 

You mentioned that composers are more unified in Poland. 

That's right. Composers in Poland tend to form schools and interact 
with each other more than composers in the United States. Composers 

here are more isolated, apart. This isolation seems to be a drawback. 

While it helps individuality, it doesn't provide a base on which to build 

a musical language. Each piece should be different and be a learning 

experience, but if you ‘don't have .a technical language, you are seriously 

disadvantaged. 
Composers are unified because there's the Union of Polish Composers 

The Union of Polish Composers is like an impresario. It's not exactly 

like a manager, but everybody is in the union and the union takes care of 
everybody, of all composers. It knows who is performed, who would like 

to perform, what pieces are played, and just the general organization of 

composers. 

Does it try to get performances for it's members? 

Yes, of course. There are a lot of concerts in different cities called Union 
of Polish Composers Concerts. All the composers who really make a profes- 

sional living in composition belong to the union. There might be some 

composers who write as a hobby. They don't belong to the union. And most 

people writing electronic music don't belong to the union either, because 

they aren't trained musicians. You have to have a diploma from a conservatory 

to qualify for membership. It's a good situation, because when you have this 

Union of Polish Composers, there's centralization. Everybody knows everybody 

else, and then in different cities there are circles of composers --- 

So if you went to another city you could find other union members? 

That's right. And all the time, they have several concerts during a year in 
which they play their pieces. 

And they would play your pieces if you visited? 

Yes. And also there are the festivals of contemporary music besides' the 

Warsaw Autumn, which is international. There are festivals of contemporary 

music in Wroctaw, in Poznan, in Bydgoszcz, and in Krakow too... 

Each festival is one week, so thcy play a lot of music! They have three or 
four concerts of orchestra pieces and one or two concerts of choral music. 
So there's a big need for orchestral music, vocal music, cantatas, and big 

forms. 

Composers just write whatever they want? 

That's right. Exactly. There's no special limitation, that you have to write 

only chamber music because you don't have performances of orchestral music. 

Who pays for the festivals? 

The government pays for all this. (The government also subsidizes PWM, 

the publishing company. About 200 new works of all kinds of music were 
published in 1975.) 

But it doesn't try to limit what is played? 
No, not at all. Everybody can write whatever he feels to write, and at the 

festivals, admission is usually free. 

So you get a lot of people? 

Yes. That's why there's a big movement in Poland of contemporary music. 

And if somebody says that all Polish music sounds the same way, that means 

that he doesn't understand, really, the scene. Because if you look at the 

scores of three or four different composers, and listen to the music, you 

will immediately recognize the big differences. 

The government pays for the festivals and the festivals usually com- 
mission the composers ? 

Usually the festival commissions composers, or they try to play pieces 
that the composer already has. This is a very good form of grants, or 

scholarships, that the government is giving to composers. Also the 

Ministry of Culture very often commissions pieces. 

How many of these are there? 

It's a budget that permits a lot of composers to make their living. For 

example, if I am writing a piece for orchestra, I write a petition that I 
would like to sell this piece, or just get a commission. So the Ministry of 

Culture commissions me for the piece, or I simply sell the piece to the 

Ministry. 2 

How do they decide which ones to commission? 

By jury. The committee decides about the pieces. If a piece is written for i 

The Ministry of Culture, you cannot sell it to another, but the piece might 1 

be performed in Poland as well as all over. I wrote the big orchestra piece 
Crystallites in Cleveland, and finally, when I went back to Poland, the Ministry | 
of Culture bought this piece from me. That means that I give one score to } 

the library of the Ministry of Culture. I had the first performance of the ] 

piece in Poland, but they just bought the score. 1 

music created and performed since it expresses something for everyone in 

the country ? 

Polish contemporary music is for the elite. What Polish compdsers are doing, 

they are not doing for country people and workers, because they don't under- 

stand all this, and they are very disturbed. The government pays for it for the 

culture. 

(cotmued o page 7) 
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wrien b fue Tmird Aonuat Tt oL of the Aant Garde . San Framcoco , 2-4 April {465 

To the mzmor-j of  Gioacchino Rossini (f192- 1268) 

OCTET: 

QUADERNO ROSSINIANO 

o f‘.‘d_:,(guwfi, clacmel i b’ passoon horn i, violin, cello, piansfote and peredssion 

music capyright ceserved by Dovgles Leedy. 

- it the time he (Leedy, not Rossini) was doin 
postgraduate work at U.C. Berkeley and work- 

5 ing on the editing of one of the volumes of 

the BYrenreiter edition of the comnlete Ber- 

lioz. In the ezrly '60s Doug nlayed horn fo 

| the Oskland Symrhony, where he and Nelson 

Green held down the Vasner tuba jobs as well 

; (They played them in Rite of Spring and in 

  

Varese's Arcana--in those days the Caklend 

2 Symphony did some interesting concerts--and 

in the 3.F. Overa's Frau ohne Schatten.) 
Nelson, by the way, sparked a number of new 

pieces for French horn, thanks to his fine 

] - technique and his willingness to take on jus 

about anything. Doug wrote Perspectives for 

solo horn for him, and Ian Underwood, who 

went on to join the lothers of Invention 
after working for a while at XPFA, wrote a 
very funny piece called The God. Box, &lso 
for unaccompanied horn. 

Quaderno Rossiniano was rehesrsed at KPFA 

first. I played percussion, and I remeumber 

tsking my pocket metronome along to the re- 

hesrsz1l to be sure that I got my d=116 ac- 

curately., I remember too that Doug was not 

at 2ll heppy about this; I suppose that he 

  

   

Gioacchino Rossini, as you msy know, was born e meant the intuitive accommodation of the 

on February 29, 1792. According to Kori Lock- . tempi toithe.other“plsers to be a vart of 

hart, who's researched all this thoroughly for the piece. Surprisingly, to me at the time, 

her own reasons, that mekes him 44 years old. : the piece did come together ecsily and in- 

(1800 was not a lezp year, since it was not tuitively with only the broadest guidsnce fr 

divisible by 400--a requirement for leap years from Leedy, and we played it without a con- 

ending in -00.) Partly by way of celebreting, ductor. It was & great hit with the sudience 

and partly to look forward to next month's in- The piece runs about eisght minutes long, too 

terview with Doug Leedy, and partly to bring © long to reproduce in EAR, but these pages—- 

back the '60s, ard partly to stert thinking nesr the center of the piece--give & good 

about quote pieces, here's s loox at the cli=- idea of it. All. the tedmpi, keys, instru- 

max of Quaderno Rossiniano ("Rossini Motebook™ mentations and directions are from Rossini 

in English), which Leedy wrote for the Third sources, and God xnows how long it tooc Doug 

Annual Festival of the Avant Garde in 1965. to find thew all. 
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That cello "®" resolves down to an "A", and 

then comes a bridge passage at an allegro vi- 

>, andante, and allegro moderato; the cello 

states an allegro agitato to open a mysterious 

section in which the seven instruments*brood 

over vrivate mztters, and then the winds draw 

together in an allegretto which brings the 

piece to a rather pathetic, touching close. 

at the time, this wes the first gquote piece 

I hed heard, except for & radio broadcast of 

George Rochberg's Music For The Magic Theatre 

and, of course, the quodlibet in John Cage's 

String Quartet. I still think Quaderno Rossi- 

niano is the most successful such collage, 

.because of the purity of its method and the 

impeccable ear of its composer. Douglas Leedy 

went on from Quaderno to mex<e & beautiful 

   

*The bass drum and cywbal are used only at the 

  
piece for trumvets and trombones out of Greg- 

orian chant, then left quoting to work on 
other things--including the long and spaced 

Exhibition Music for a political garden party. 

In Los Anveles he turned to electronics, pro- 
ducing three LPs of environmental sounds. 

Nore lately he has been in Oregon where he 

has written tonal choral music, and a8 new 
work, Canti for contrabass and chamber en- 

semble, wes premiered last summer by Bert 

furetsky; it opens with a fast movement which 

seems to unite ragtime and Brandenburg and 

then goes on to & Passamezzo Antico opening 

with a cantabile slow section ané closing with 

a series of fast-tempo funning sections., liore 

about Leedy next month when Valerie Samson in- 

terviews him. 

climax.  
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Musing's Flight Patterns 

Epheneral Forms: 

Alternative: Retard the Decay 

Focus forward or back to the side. Concentrate on what is 

happening or what happensd & bit ago which is sure to be blurred becauss 

you were concentrating on what happened a differcnt bit ago while the 
bit ago presently being considered was happening. Retarding the decay 

necossarily requires focusing attention on past bits ago. A singular 

Ppreocccupation with retarding the decay constitutes the pursuit of the 

pust and contributes to the atrophy of creative faculties. 

Consider Real-time and Clock-time. The future shocks when Real-time 

is fixed by a clock. 

A field is a dynamic multidimensional matrix having a center of gravity 

and a center of levity. The force of gravity is based on regeneration 

requirements and the force of levity is based on radiations produced by 
creative essimilation end reflective resonance. Resonance is a dynamic 

state of being which ocours in a system when it is excited by an external 

stimlus with coincidental wave characteristics. 

From the center of the field the leading edges of the waves of time 

expand sinultaneously in all directions but not in phass, nor at the same 

rate, yot are vulnerable to crossing currents gocording to interactive 

wave characteristics -- frequency, amplitude, shape, polarization, velocity, 

direction and acceleration changes. An event is a collection of fields 

joined by coincidental properties serving tocreate and reinforce zn 

identity. 
It is easier to live in the past then in the fulure becauss fields 

existing as leading edges recoive far fewer messages in the form of 

reflections and emanations from future events (which cccur ahead of the 

    avarage time).than from past events. Tae past with it the accur 

    lation of reinforcements to such a degree tha s on weight and a 

  

    siness of gross mat whore:s the fuiure is sensed in 

  

power 2nd clu: 
   ephaeral forms without ihe aid of established linguistic systems other 

than intuitive symbolic analoguos of ancient archetypal truths. 

The past is comfortaoble habit. Tho beauty of the future is that it 

is inmaterial and can only be known during the instant and can only be 
relatively located. Thers are no tools to measure it, to weigh it or 
compare it. Tho future appears in ephemeral forms having a halflife 
of instantaneity. 

  

The material of composition is process, continuous activity. Real-time 

  

composition is the activity of convincing waves to become particles but 

respsoting their freedom to change stote immediately according to general 
field conditions. 

The stuff of music is enorgy. The flow of energy is based on a 

difference in potential which creates the conditions for symbiosis, 

exchange 2nd synergy. Energy flows in waves which are subject to complex 
transfornations according to the fields with which they interact. lMusic is 
an articulator and transposer of waves emanating from the centers of 

individual fields. Depending upon their relative transparency those fields 
can function as lenses focusing and organizing cosmic energy into living 

forms contimuously adjusting their cheracteristics according to the current 
state of the collective field. 

K(M i< 

Music is always ons field in a collection of fields. To have mazimum 

impact it must organize itself to include the participation of all positively 
biesed systems and free elements. The composition of musical events is an 

integral aspect of the composer's sphere of activity. Larry fustin's 
Interzuse, an event designed to create a new, ephemeral center for a multi- 

dirensional matrix of active composers representing individual fields of 
great complexity and focusing power, is real-time composition of an extremely 

high o its subsyctems to offer personal 

  

r. A process which encourages 

  

  ersiectives ed contributions to the art of     n the way of positivoly bi 

        & sound reeds no external effort to retard its decay. Intemally it will 
o 
2ivi 

generate the form and power to resonate truly and to reverberato well into the 

  

      

past and future. 
Real-tire is all we know. Clo is all we cannot know because it is 

imp bla to m re anything with 2 tool lorger than the thing being measured. 

  

There can e no tool to measure the insiant. ¥ of real-time; by definition 

  

the tool would defeat itself. Instantaneity, the body of ephemeral forms, 

is here and gone sirultaneously. 

Real-tiume is what 

It has an 

elements and subsystems maintain continuity 

Evonts are fields which have found a center. 

we understand as the flow of events, the living process. 

eshemeral form whose changing 
with past events, provide the energy for current events and create the base 

for future events. 

Past events collect in the unconscious and echo eternally. In 

unmeasured time with the grace of God they will résonate with one another and 

reinforce a pattemn of partials vhich sets the universe:x—mcjng. Dureka! 

The discovery of another natural law. A mew sensor to reccive nourishment 

for the system. A quantum leap. Inspiration. Prana. A breath of fresh air. 

A whole new ball game! ¥ith new rules, embraced as they are semsed to be 
true and old rules discarded when they are no longer consonant. 

The offspring of past events are created by the intersection of matrices, 

spheres of reference with mutual though previously unknown areas of attrac—   

Past events and their offspring function as a tuner to receive and 

Though guided by the 
predisposition of existing fields the tuner at its finest has a range and 

tion. 

process current radiations and reflections. 

accuracy which expand and improve with stimulation and assimilation. 
Real-time is fed by the future and focused by the past. To maintain 

regeneration the future and the past must be balanced on the leading edge of 
the present. Balance is a dynamic state. It is the process of simultaneously 

receiving and adjusting to current information passing through the field. 

The limits of the Tange in whichbalance operates are themselves dynamic states 
subject to general ficld influences. The limits are extended according to 

the level and character of current stimulations and past assimilations. 
g ) 

A continuing search for a metatheory of music has led to the notion 
that the power of rusic to influence or co 

  

nicate is based on the principle 
     of res; 

beh: 

  

nce. On every structural lcvel mmsic is che     acterised by wave 

  

ior, that is, the evolution of dynamic forms that ar 

  

analogous to all that 

we senge as the movement of 1ife. Music creates a field of sublime power 
by i ing mavicles not yel ident     fied, srecifically thoseiof life fields 

  

  whick are re    sorsible for oxgnising and conirolling all e 
Jogieal atey 

  

2na spi 

  

a3 

Inagine discovering an instrumsnt that is modeled on the flow of 1ife; 
that can serve as a ditect extension, radiator, and articulator of a 
composer's view; that embodies the collected thoughts of visionaries in 

the sciences and the arts; thit invites the composer to enter into a circuit 

with activity and meditation; that boams energy to the compossr's conter 
which transforms end reflects it into unique ond ephem 
to that cent 

Inagine that instrument. 
by what ever 

  

ral forms analogous 

  

r's perspective, biases, inclinations and tendencies. 

It is an electronic wave instrument, a synthesizer 
name it is called - Sal-iar, Buchla, Synthi, Pinzarrone, 

Beck, Moog, Sckon, Tcherepnin. o . they all produce electric waves which 
offer a synthesis of perspectives, a virtual history of science and art 

to the real-time composer/performer who needs to continue his song and dance. 
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(from page 3) 

VS: But the government wasn't always in favor of supporting the arts, was it? 
Isn't this a post-World War II phenomenon? 

MP: Yes, because everytfiing was destroyed in World War II and people were 
b9thered about the_ culture because there was just nothing left! So they gave 
big support and did everything to reconstruct all the old buildings, museums, . 

VS: But not in the same style as before? 

MP: In the same style. There was a lot of reconstruction to keep the culture. 

VS: Then why didn't they want the music to be the same as it was before? 

  

VS: Are there a lot of women composers? Z 

MP: Oh yes! Grazyna Bacewicz was one of the most famous, but there are many 

others: Bernadetta Matuszczak, Krystyna Moszumanska-Nazar,... 

VS: Let's talk about the training of composers. What would you suggest? 

MP: Develop your skills, of course, and learn to write fast. If you have difficulties 

in writing down your ideas, if it takes you too much time, finally all your 

ideas are gone! (laughing) Learning to compose is also learning to use the 

muscles of your hand. You have to practice the feeling of notes flowing from 

your hand. That's important. Also, it deems to me that composition is hard 

work, and you have to be prepared for this and get used to it. The most 
important thing is doing a lot of hard work, exercising To enjoy comes 

MP: Of course, Poland before the second world war was very --- behind. (laughing) second. Effort is important in composition, because creative work without 
It was not VERY behind, but it was behind. And even if Poland was not 
behind, it was not in front! It was not in the avant-garde. But right now it 
just seems to be in front of these events. 

VS: How did that happen? 

MP: Aflter the war there was a good environment. There were a lot of com- 
missions and grants for composers, and a lot of possibilities, especially 
through the festivals of contemporary music that everybody would like to 
be played on. So everybody was searching for new things. Everybody wanted 
to express his own personal view and personality, and it was just going so 
fast, you know! I think it would happen here, for example, if- you would 
have a big sponsor and somebody would give you a concert hall with an 
orchestra, ‘and chamber players who said "Just please write for us, and 
we will perform". We (in Poland) have a lot of performances "just please 
write'". So immediately you will find a lot of interesting people and events 
happening. The people will be attracted to this and they will start really 
!,o write music to be performed. This is a good situation, because composing 
is not only composing at your desk and for your own closet .(laughing) This 
doesn't move the music, push it in front. Music should be alive. 

VS: We don't hear very much about Polish composers here. 

MP: It bothers me that it's so hard to know about Polish composers ouside of 
Poland. There's a lot of publicity in magazines and newspapers about British 
or French composers, but about Polish composers --- I don't know why . 
It's very hard to get Polish scores back here. PWM finally found a good 
distributor in Schirmer, so that might be very helpful. 

VS: Do you think that being in the United States will have an effect on your music? 

MP: 1 listen to a lot of different ideas of the people, but I don't think I will change 
£ my style. I might enlarge my language, and use more new ideas. If I felt 

comfortable with some ideas, I would use them. It doesn't matter if I would 
be old-fashioned or too avant-garde. That's not the point for me. The point 

for me is that I should feel really comfortable with some ideas, otherwise 

I cannot use them in my music. > 
(Marta expressed interest in listening to electronic music, but no interest 

whatever in dealing with that area of composition herself. After we listened 

to a stupendous performance of her orchestral Improvisations, the first thing 

she said was "What do I need electronic music for?", showing us that she 
could full well get practically any kind of sound she wanted out of a good 

orchestra.) 

VS: Is it more difficult to write in the United States because there's less 
incentive ? 

MP: I don't think so. I feel very comfortable writing . music here. I even feel 

comfortable writing orchestral pieces, even if there are no performances. 
(laughing) I have to write the orchestral piece that I just feel. I HAVE to 

do this. I feel it is good for me to write, so I write. 

~ VS: And usually your pieces will be performed somewhere? 

MP: Usually. I'm an optimist. T notice’ from my life, my studies, and my work, 

that the most important thing is just to write good pieces. If the piece is 

REALLY good, then you don't need to bother about performances, because 

you will find performances. I never met the situation that a good piece was 

never performed. Maybe this was 200 years ago, when communication was 
difficult between the countries and it was hard to know what was going on. 

But today, it's just so quick. If I wrote a piece, I could send the score to 

somebody, and the person would say "Oh, it's a very good piece! Let's 

play this." I never suffer from lack of performances. I suffer from lack 
of writing! (laughing) 

Students think that all they have to do to become good composers is to 
go study with someone famous, or to get a degree. The only way you can 

become a good composer is to write a tremendous amount. Technique is 
developed through experience. Who were the teachers of Beethoven, Mozart, 

Bach? It doesn't matter! Perhaps it helps to have a good teacher, but that's 
not all it takes. 

VS: Tell me about your book on percussion. 

MP: The book was commissioned by the Polish publisher PWM and it took me 

five or six years to finish. It's a progressive method of studying rhythm 
through playing percussion instruments and playing in ensemble. It's rhythm 
solfege, not melodic solfege. The book is in two volumes with more than 200 

musical examples, and would take three years to complete in a course of 

study (for children). There are many good musicians who will not play new 

music unless they have to because the rhythms give them trouble. My book 

will help people to grow up.understanding that there are many different kinds _ 

of music, with and without meter, and should result in better performers. 
I worked on this book together with my friend Barbara Niewiadomska, who is 
also a composer. She's especially interested in children's music. 

effort doesn't mean too much. When Penderecki writes music, he's making 
a big effort even though he's writing very fast. When you compose, you 

clarify your ideas as much as possible. You imagine exactly what sounds you 
want, what sonorities and textures,...When all that is clear, you proceed to 

write, and you write very fast. That is the easy part. The ideas are the hard 

part. (She shows.me a sketch for a work. It is on a single sheet of 
manuscript paper and at least half of it is written instructions in Polish. 

It reminds me of a very concise outline for a speech. She remembers so 

much of it, that there's no need to write it down., She will do that in her 
final version.) Sometimes I write slowly because I'm taking care of all 
the details. When I have the ideas, I can relax and slow down and write 
everything. But there should be an effort. You put something in and then 

this material comes out. Of course you have to be prepared by all kinds 
of exercises. I'm not just sitting down and making an effort! (laughing) 

VS: What kind of exercises do you do before you write a piece? 

MP: I.try the exercises every day whether I'm writing a piece or not. The 
memory exercises are very important. Train your musical imagination with 

memory. For example, look at something in the score. Read one, two, or 

three pages of some music and try to hear it properly. For example, if 
you see a big page of an orchestral score with flutes, oboes, clarinets, 

brass, and all the percussion and strings, you shouldn't just think "Ooooh! 

It's a big noise!" That's not proper! You should find out what you hear in 

this chord. What is most important? Sometimes you might only hear the 
winds or strings. It depends on the balance and everything. Try to imagine 

how it sounds, and how it sounds without percussion, how it sounds without 

sirings or winds. And THEN combine everything. It's very good training. 

VS: Then you should listen to the music on a record? - 

MP: And when you listen, stop immediately, because you're just looking at this 

page. Stop after the page is gone and ask "What mistake did I make? What 

was wrong with my thinking? ...I heard this, and I thought that this section 

would sound more but it didn't. So WHY?" And you just make an analysis of 

what you imagined and how it really sounded. And then you learn something. 

(This credo of learn something comes up over and over again: improve, master, 
expand... Marta has a stack of Polish records and many scores which she 
studies constantly.) 

The next thing that is very important is to try to learn something by 

heart, a short passage. Try to remember it and repeat it the next day without 

looking at the score. This memory training to develop your inside hearing /is 

very important for composers, because you write what you hear in yourself. 

It's dictation coming from inside. That's why you have to have good inner 

hearing. You look at a score and you hear how it sounds. Sometimes it's 
hard, especially in new notation. You have to know what the notation and 

abbreviations mean, because sometimes the notation doesn't give you the 

right ideas, especially percussion notation. You can have just four lines but 

different colors and different instruments on each one. So you have to study 
everything. 

VS: That's as important as doing writing exercises? 

MP: Yes. Also, writing every day is good. If you don't improve your technique 
v day by day, it will plummet. Writing --- it's just like making a tape recording. 

You push down the button, you sit down, and you start to write. If you simply 

write for one hour, you will be --- as I was --- discouraged. (chuckling) You 

might not know what you're doing, but it's good discipline. This is more an 
exercise in concentration. The most important skill to develop is concentratica.- 

If you can't concentrate, you can't write anything. Once you get started writing 
something, you must NOT stop, or you'll lose your train of thought. Revise 

after the initial surge, but don't interrupt that surge. 

Also, I never use the piano for composing pieces besides piano pieces. 

When I write for piano I check all the fingering and everything, but I never 
write an orchestra piece using piano. A piano is one instrument, a big 
orchestra is 80 instruments. It's compeletely different. Playing the piano 

limits your imagination immediately, because you start to hear piano music. 

Your imagination becomes very narrow because it's lazy and doesn't like to 

work! Also, if I am composing a piece for orchestra and I play it on the 

piano, it sounds terribly poor and completely different. It gives you the 

wrong image of the piece. 
VS: Because what sounds poor on the piano might sound very good for orchestra. 

MP: And the reverse. What sounds good on the piano might sound terribly poor 

for orchestra. : 

VS: I can't imagine Penderecki playing the piano while writing his pieces. 

MP: This is a very good example, because he never uses piano for his writing. 
When you listen to his orchestra pieces you cannot imagine this music being 
played on the piano. It's impossible. .. 

VS: You should try to find out as much as possible about the instruments? 

MP: Yes, Because the technique is completely different. And don't rely on 
books to tell you about the instruments. If you do, what you write will sound 
like the book! & 

Composition is a big discipline. Organization is essential. It's not really 

easy to sit down and do all these exercises and write. 

  

THE ART OF FILM MUSIC: A TRIBUTE TO CALIFORNIA'S FILM COMPOSERS 

Some of the most significant work done by California composers in'this 
century has been in conjunction with the production of motion pictures. The 

Oakland Museum presents a once-in-a-lifetime glimpse into the special world 

of the film composer as five of Hollywood's most distinguished screen 
composers (Elmer Bernstein, David Raksin, Lalo Schifrin, Lyn Murray and 

Fred Steiner) come to Oakland and share their reminiscences, films, tech- 
nical knowledge and comments on their work in a three-day series of films, 

lectures and discussions, and a concert. 

March 12, 8 p.m., James Moore Theatre. History and Theory of Film 

Music - lectures with slides by the composers isted above, with 
comments and questions by the audience. A brief history of film 
music from silent movie days to the present, functions of music 

within the film, and how the film score is actually created. $2.50 

March 13, 8 p.m., James Moore Theatre. Panel Discussion chaired by 
Fred Steiner. The guest composers will answer questions from the audience 

such as: Which score was easiest for you to write? The most difficult? 
What is your favorite among all the scores you have written, and why? 
What should music do for a film? The composers will also discuss the = 
problems of the film composer, his relation to the Hollywood community, 
difficulties with producers, reminiscences about the studios. $2.50 

March 14, 2 p.m., Oakland Auditorium Theatre. Concert by the NEW BEGINNINGS 
chamber ensemble, with guest conductors Elmer Bernstein, Lyn Murray, Fred 
Steiner, David Raksin, in a concert of music adapted from the scores of 
UNICORN IN THE GARDEN (1953, directed by Bill Hurtz, story by James Thurber, 
score by David Raksin), MERRY-GO-ROUND IN THE JUNGLE (score by Fred Steiner) 
and TOCCATA FOR TOY TRAINS: (1957, directed by Charles and Ray Eames with — 
score by Elmer Bernstein). The composers will conduct the pieces and 

the films will be shown and discussed, with special emphasis on the 

problems in creating these three scores. $2.50 

  March 13, 11 a.m., James Moore Theatre. Two documentary films on 

Tilm scoring: MUSIC FOR THE SOUNDTRACK and THE SCORE - both documen- 

taries produced for Broadcast Music, Inc. (admission free) %AR ig DUblii_hed monghlghexiebtsguly oi’géxg\c’.Stt?nd 
ecember or January by Charles ere, urtis 

I e e o s, [ NOOSMBEL, | St Berkeley, Ok 4702, “hvailable oily by mail oub- 
film music, with David Raksin, Max Steiner, Dmitri Tiomkin, David scriptions at #6 per year. Advertising rates: $25 
Mendoza, Miklos Rozsa, Mortimer Wilson, Domenico Savino and Arthur per sixth page (5" x 5%"). Contributions are welcome 
Kleiner.® Shown with THE MAGNIFICENT SEVEN, which features one of 
Elmer Bernstein's best-known scores. Mr. Bernstein will comment on 

and should be clearly typed, single spaced, or (if 

his scare following the screening and answer audience questions. $2.50 music or drawings) in black ink.on white paper.      
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Antonio Gnazzo 

SUTTE ITALIENNE - Pergolesi/Stravinsky 

Friday, March 19th - 8330PM 
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Later that night he.quietly played the cassette in the sleeper' 
ear. 
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