Ephemeral Forms: MNMother

sing's Flight Patterns
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Discovering the air waves above the meeting of hills the
Though often motionless
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flight of the hawk is an ephemeral form.
to the eye the hawk's event is based on streaming analog computations
of invisible fluctuations in the passing air currents which speak the

cosmic language of instantansity. Tae hawk and the real-time cnmposer/
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performer are students of that language.
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BOB DAVIS oy DREAMSOUND (sec below)

VALERIE SAMSON iwrewews MARTA PTASZYNSKA, .2
CELEBRATING ROS55INIS BIRTHDAY, p.4

THE NEW DETERI0RATED CALEWDAR, .6
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Knuckle 8va bassa

Pedal up little by litle _

(@ release keys, depress ru}o\ Quick to catch reverberation)

Is Noisy Music a Drug?

compositions to be performed by
ensemble devoted to Contemporary lMelodic¥

WANTED:

mUQlCu Any combination of keyboar ute
and 'cello will be considered. Write or
call Carolyn Strauss, 2447 Prince St.,
Berkeley, 94705 (348-3522),

THE SAN HOSE YOUTH SYMPHONY will play a
new niece April 25 and is soliciting
scores, deadline karch 29. 3cores should
be 10-12 minutes long, medium difficulty,
unpublished, unpremiered, by comvosers
between 24 and 35 wao are graduates of a
recognized school of musiciand regomnmnended
by a tezcher of music composition¥ The
winner rets #8250, food & lodging in San
Jose when theviece is played, and nust
supnly pnarts. Lou Harrison will judge.
Call San Jose Sym., 287-72583,

FINE MUSIC
AND BOOKS

¥ THE MUSICAL
OFFERING

2433 Durant
Berkeley.

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 timés 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-T76.) 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 £)

s1c, (uh-huh —ed.)

1730 MARCH 1976
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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 next year, beginning with
the next issue the current issue.

I can contribute scores articles

reviews. I can help distribute EAR.

name

address

city and ZIP CODE
no zip, no sub
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(Valerie Samson continues her interviews with Bay Area composers I
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
here or who affected the area so much that they seem to belong.%
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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 upcoming
trip to Poland. :

Born in Warsaw, Marta Ptaszynska earned diplomas in composition,
theory, and percussion at thc Warsaw Conservatory, continued her studies of Ccr
percussion in Poznan, and then went to Paris to study with Nadia Boulanger. c.8. A1 y e i »l
She came to the United States to study pcrcussion 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 znaklem dyrygenm
stop playing before the conductor’s signal

music from [mprovisaTIoNS For omcHEsTRA by Marta Ptaszynska @ 1974 by Pur EpiTion , copyright assigned to ZAIKS, warsaw ; Peland. Quoted by permission. Intecuicw @ 1976 by Valerie Samsen,




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: Where do you get ideas for your experiments?

MP: Ideas come from all over. When 1 play percussion I find new possibilities.
Also, a lot 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?

Have you heard any pieces where this was done?

MP: Tomasz Sikorski was interested in this also. For me, the other arts are

VS:
MP:
VS:
MP

VS:

MP:
Vs:

MP:

very important. They have extremely good ideas about form and experimental

sounds, which are the colors. This gave me the._idea for my: piecé 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: Does your intuition get better as your craft gets bettef? Or is it something

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.
1 don't use one idea as a piece of music. I 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: (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 a lot of beautiful sounds, but it's
bhard to tell if Harry Partch was a great composer.

Do other Polish composers feel the same way?

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

inventions.
MP;: Uh-hmmm. (agreeing)

VS: And you can have a single, specific idea for a piece, like Serocki's Swinging

Music , can't you?

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.

MP:

V8:
MP:

You might use the same experiment in more than one piece.

a

Of course. But the mottd of my appreach to composition is just like what
Picasso used to say. He said that it is the death of an artist when he
starts to repeat himself, because there's no progress in the personality
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.

VSs:

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.

MP:

VS:
MP:

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.

What kind of ideas are you trying to develop?

1t's hard for me to say how 1 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 I know exactly what I
would like to write and what 1 would like to say.

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

vs:
MP

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

Vs:

MP:

VS:
MP:

VS:

MP:

VS:

He was more an inventor,

MP:

VS:
MP:

VS:

VS:

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

what you would like to give some people.

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

MP; .

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

the composer.

Do Polish musicians have much contact with what's happening in other
countries ? .

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 Warss_aw
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 concertg two or three
times a day. (Marta shows me last year's program, which is 230+ page=
long (!) and lists every composer and every work performed at the

festival since the first one in 1956. It's an impressive list of the r_nost
prominent composers.) It's so much music. Everything that's new in
contemporary music is performed in Poland.

VS:

MP:

And the performances are recorded.

Yes, of course. All this material is in the Union of Polis):: 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_t‘hen the comm}ttee
has some meetings and they examine all the comp_osumns. 1f they _fmd
gomething interesting, they perform it on the festival.

VS:
MP:

It's only material.

MP:

Yes. That's right, exactly. Because everybody can use the same experiments.

Vs:
MP:

VS:
MP:

VS:

MP:

3.

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. e
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. (’i'he 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

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

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. 1 had the first performance of the

piece in Poland, but they just bought the score.

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

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.

((‘Jn’*mwtc{ oM paje, ’)Z)
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OCTET :

QUADERNO ROSSINIANO
for flu.tf,(?uea\, clacmel 1a b, assoon horniaf, viskn cello, piandfote mnd perevssion

musie copyright reserved by Deugles Luui.’.

- ' it the time he (lLeedy, not Rossini) was doin

postgraduate work at U.”. Berkeley and work-

; ; ing on the editing of one of the volumes of

the BYrenreiter edition of the comnlete Ber-

lioz., In the ezrly '60s Doug played horn foj
' the Cskland Symphony, where he and Nelson
\ : Green held down the Vasner tuba Jjobs as well
: ' (They played them in Rite of Spring and in

Varese's Arcana--in those days the Caklend
Symphony did some inleresting concerts--and
in the 3.F. Onera's Frau ohne Schatten.)
Nelson, by the way, sparked & 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 reheesrsed at KFFA
first., I played percussion, and I remember
tsking my pocket metronome along to the re-
hearsz1 to be sure that I got my d=116 ac-
curately. I remember too thet Doug was not
at a1l henpy about this; I supnose that he

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

on February 29, 1792, iAccording. to Kori Lock- tempi’ to the .other plaers to be a2 part of
hart, who's resesrched all this thoroughly for the piece. Surprisingly, to me at the tine,
her own reasons, thet makes him 44 years old. , the piece did come together ezsily and in-
(1800 was not a leup year, since it was not tuitively with only the broadest guidsnce fr
divisible by 400--az requirement for leap yedars from Leedy, and we played it without a con-
ending in -00.) Partly by way of celebreting, ductor. It was ©» great hit with the audience
and partly to look forward to next month's in- The piece runs about eight minutes long, too
terview with Doug Leedy, and partly to bring long to reproduce in EAR, but these pages--
back the '60s, and partly to stert thinking near the center of the piece--give = good
about quote pieces, here's & loox at the cli- idea of it. All the tedipi, keys, instru-
max of Quaderno Rossiniano ("Rossini Kotebook" mentations and directions are from Fossini
in English), which Leedy wrote for the Third sources, and God xnows how long it toot Doug
Annual Restival of the Avant Garde in 1965. ; to find them all.
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That cello "®" resolves down to an "A", and piece for trumvets and trombones out of Greg-
then comes a bridge passage at an allegro Vi- orian chant, then left quoting to work on
vace, andsnte, and allegro moderato; the cello : other things--including the long and spaced
states an allegro agiteto to open = mysterious Exhibition Music for a political garden party.
section in which the seven instruments*brood In Los Anveles he turned to electronics, pro-
over private matters, and then the winds draw ducing three LPs of environmental sounds.

lore lately he has been in Oreson where he
has written tonal choral music, and a new
work, Canti for contrabass and chzmber en-

together in an allegretto which brings the
piece to a rather pathetic, touching close.
at the time, this was the first quote pilece

I had heard, except for & radio broadcast of %emble, wes premiered last summer by Bert
George Rochberg's Music For The Magic Theatre Puretsky; it opens with a fast movement which
and, of course, the quodlibet in John Cage's seems to unite ragtime and Br;ndgnburg and
String Quartet. I still think Quaderno Rossi- t@en goes on ?0 a Passamezgo Antico ovening
piano is the most successful such collage, with a cantabile slow sectlon ané& closing with
because of the purity of its nethod and the & series of fast-tenpo funning segtlons. ho?e
imneccable ear of 1ts comMpOSer. Douglas Leedy about Leedy next month when Valerie Samson in-
went on from Quaderno to me<e a beautiful terviews him.

*The bass drum snd cyrbal are used only at the climax,
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Ephemeral Forms: Mother

Musing's Flight Patterns

Alternative: Retard the Decay

Focus forward or back to the side. Concentrate on what is
happeninz or what happensd & bit ago which is sure to be blurred becauss
you were concentrating on what happened a different bit ago while the
bit ago presantly being considered was

happening Eetarding the decay

necossarily requires focusing atiention on past bits ago. A singular
preoccupation 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 multidinensional matrix having a center of gravity
and a center of levity. The force of gravity is basad on regeneration
requirements and the force of levity is based on radiations produced by
creative essimilation 2nd reflective resonance. Resonance is a dynamic
state of being which occurs in a syatem when it is excited by an external
stimilus with coincidental wave characteristics.

From the center of the field the leading edges of the waves of time
expand simultaneously ir all directions but not in phase, nor at the same
rate, yet are vulnerzble to crossing currents according to intercctive
wave characteristics -- frequency, amplitude, shape, polarization, velocity,
direction and acceleration changes. An event is a collection of fields
joired by coincidenizal properties servingtocreate and reinforce an
jdentity.

It is easier to live in the past then in the fuiure becauss fields
of

of the

existing as leading edges recoive far fewer messages in the form
reflections and emanations from future events (which cccur ahead
avarage time) than from past events. The past carries with it the accumu-

lation of reinforcements to such a degree that it takes on weight ond assumes

the powsr 2nd clumsiness of gross malisr whereis the fuilure is sensed in

ephsneral forms without ihs aid of established linguistic systems other

than intuitive symbolic analogueos of ancient archetypal truths.

The past is comforteoble habit. Tho beauty of the future is that it
is immaterial and can only bv known during the instant and can only be
relatively located. Ther® are no tools to meuasure it, to weiph it or
compare it. The future appears in ephemeral forms having a halflife

of instantaneity.

The material of composition is process, continuous activity.- Real-time
- composition is the activiiy of convincing waves to becore particles but
respecting their freedom to change state immediately according
field conditions.
The stuff of music is enorgy.

to gensral

The flow of ensergy is based on a
difference in potential which creates the conditions for symbiosis,
exchange a2nd synergy. Energy flows in waves which are subject to complex
transformations accordirg to the fields with which they interact. MNusic is
an erticulator and transposer of waves emanating from the centers of
individual fields. Depending upon their relative transparency those fields
can function &s lenses focusing and organizing cospic enargy into living
forms continuously adjusting their cheracteristics according to the current

state of the collective field.

Kon
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Yusic is always one field in a colloction of fields. To have maxzimum

impact it nust organize itself to include the participation of all positively
biased systems and free elerments. The composition of musical events is an
integral aspect of the composer's sphere of activity. Larry jfustin'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 conmposition of an extremely

high order. A process which encourages its subsysiems to offer parsonal

s in the way of nositively biased contributions to the art of

needs no extermal effort to retard its decay. Intemally it will
generate the form and power to ressnate truly and to reverberato well inta the
past and future.
Real-tire is all we know- is all w2 canno! lknow becauss it is
impossible to mezsure anything with a tool lirser thon the thing being meacured.
There can be no itool to ‘measure the insiantancity of rezl-time; by definition

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

is here and gone sirultansously.

Real-tiwe is what

It has an

Events are fields which bave found a center.
we understand as the flow of events, tke living process.
ephemeral form whose changing elements and subsystems maintain continuity
with past eventis, provide the energy for current events and create the base
for future events.

In

will résonate with one another and

Past events collect in the unconscious and echo eternally.

unmeasured time with the grace of God they
e

reinforce a pattemn of partials which sets the universaj ringing. Dureka'

The discovery of another natural law. A new sensor to receive nourishment

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

A wholc new ball game! 'ith new rules, embraced as they are sensed to be
true and old rules discarded waen they are no longar 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 anéd their offspring function as a iuner to receive and
Though guidod 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

It is the process of sirultaneously

field.

the present. Balance is a dynamic state.
receiving and adjusiing to current information passing through the
The limits of the range in which talance operaies are themselves dynamic states
subject to gereral ficld influences. The linmiis are extended according to
the level and character of current stimulations and past assimilations.
r]
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havior, that is, the evolution

arch for a retatheory of music has led to the notion
rusic to influence or comrmnicate is based on the principle
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every structurzl level music is gheractericed by wave

of dimanic forms that are anclogous to all that
we sense as the movement of 1ife. [usic creates 2 field of sublime power
by influencing;
whic

logicnl

wxricles not veb identified, specific a]L. tam-,e ef life fields

: are responsible for orpiniz psychn—
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ing and controili
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Imagine discovering an instrument that is modeled on the flow of lifey
that can serve as a dirocct extension, radiator, and articulator of a
composer's view; that embodies the collected thoughts of wvisionaries in
ihe sciences and the arts; that invites the composer to enter into a circuit
with activity and meditation; thai boams energy to the composar's center
which transforms and reflects it into unique wnd ephemeral forms analogous

to that center's perspective, bdiase ineclinations and tendencies.

Imogine that instrument. It is an electronic wave instrument, a synthesizer
by what ever name it is called - ‘Sal-Mar, Buchla, Synthi, Pinzarrone,

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

to the real-time compos er/pcrfnr'ler who necds to continue his song and dance.
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(I[""'“" &k 5) VS: Are there a lot of women composers? Z

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

VS: But 'the government wasn't H_lways in favor of su rti it ? others ernadetia Ty
= pporting the arts, was it? h - B detta Matuszezak, K styna Vloszumanska-Nazar, . ..
Isn't this a pOSC-WOI‘ld War 11 phenom(’non? 4 & 2 *

i VS: Let's talk about the training of composers. What would you suggest?
MP: Yes, because everything was destroyed in World War II and people were g P . ¥ s :
bothered about the culture because there was just nothing left! So they gave MP: Develop your skills, of course, and learn to write fast. If you have difficulties
big support and did everything to reconstruct all the old buildings musgums o 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

e DUE Dot I Shesdamo ofiie Sgshotoren museles of your hand. You have to practice the feeling of notes flowing from

MP: In the same style. There was a lot of reconstruction to keep the culture. your hand. That's important. Also, it deems to me that composition is hard
S. Th hy didn't th % 5 work, and you have to be prepared for this and get used to it. The most

o en why didn't they want the music to be the same as it was before? 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 nqt 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: After 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 1 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.)

V8: 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. I 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.,6 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

1 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
wrife 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 listed above, wit
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) EAR is published monthly except July or August E'ind

. > : : December or January by Charles Shere, 1824 Curtis
e Nt tan Blackuood. Fifty years of Hollywood | ST, Berkeley, CA 94702. Available only by mail sub-
film music, with David Raksin, Max Steiner, Dmitri Tiomkin, David gcriptions at $6 per year. Advertising rates: $#25

Mendoza, Miklos Rozsa, Mortimer Wilson, Domenico Savino and Arthur per sixth page (511 x 5%")- Contributions are welcone

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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