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Members of a4 sleeping audience cozy cozy on mattresses
in begs oceasionally got up during Richard

performance of DREAI Friday, Februar

WANTED: comvositions to be performed by
ensenble devobted to Contemporary Melodick
wusic. any combination of Xeybourd, Ilufe
and "cello will be considered. Write or
call Carolyn Strauss, 2447 Prince 3t.,
Berkeley, 94705 (345-3522).

THE SAN HOSE YOUTH SYMPHONY will play a
new viece April 25 and is soliciting
scores, desdline Larch 29, 3cores should
be 10-12 minutes long, medium difficulty,
unpublished, unpremiered, by comoosers
between 24 and 35 who are gredusotes of a
recosnized school of music*and regommended
by a teacher of music compositiont The
winner xets §250, feood & lodging in San
Jose whepn thepiece ig played, and mast
supnly parts. Lou Harrison will Jjudge.
Sen Jose Sym., 287=-7383,

hat when one dreams tl
3 and corresponding movement of
ug middle ear misele activity
phenomenon” by Dr. Harold Roffwarg
in Science Magazine, 10/17/72, wvol.
n measured by having & sound pr
person's ear. A low fregquency

mould and by m Iring pressure distur—
bances within the ear the activity of the
ed on & polygraph. {conbinued on pase B)
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I can contribute SCores articles
reviews. I can help distribute EAR.
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VALERIE SAMSON :

you these interviews in future issues, hoping to acgquaint you

with the variety of composers currently st work in the area—or,
88 in the case next month, with composers who did their studyin
here or who affected the ares so much that they seem to belong.

!511 E"
(Valerie Samson continues her interviews with Bay Area composers
by talking to s new pame hereabouts. EAR will continue to bring
i

1
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Marta has created a delightful lunch of @ salad with chicken and grapes
and rice subtlely flavored with orange. She talks enthusiastically about her
recent concert with the Cleveland Composera’ Guild, and about her upcoming
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 stedy with Nadia Boulanger.
Bhe came Lo the United Stales o siudy percussion and piano at the Cleveland
Institute of Mugic. Her mumerous recitals of avant-garde percussion music
bave carned her highest acclaim on both sides of the Atlantic. 3he 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 Francisce 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 telewision opera, music for the
theater, ballets, an oratorio, many chamber pieces, and percussion pleces for
children. She has beco wriling solo pieces and plans o have one for each
Instrument. Hor works have been performed by major orchestras in both the
United Sates and Poland, and have been published by PWM. Maria has taught
composition most recently at Bennington College in Vermont. She plans to make
the Bay Area her home while her husband, Andrew Raflalski, 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 ls 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 beging. ..

* prierwal grg prred znaklem  dyrygenta
stop playing before the conducter's signal

rmusic frem ||-11’|1.|:w-.5.1.\'|ﬂaa Fok ORCHEATRA by Hacta Flojaynska @ (974 by Ped Eemen , copyrifl assgaed 1o 2803, s feland . Queled by peemissien.  Intersigw @ 1796 by vValerie Samsan,




MP: 1 itry io introduce ideas into my music, | experiment a lot on these shests
of paper. (She shows me a clipboard on the wall.) There are a lot of new
ideas 1 try o digcover, but | NEVER write these ideas as a piece of
completed composition. For me, the ideag are not the music, hecause
mugic s more complex. Experiments are wvery important, too, but they
have a place in music. I try to find them the right place.

Vi
MP:

Where do you get ideas for your experiments?

Ideas come [rom all over. When 1 play percussion I find new possibilities.
Also, alot of ldeas come from atudying paintings amd sculptures. For
example, Paul Klee tried to introduce in hizs paintings the idea of motion,
motlon not going forwards but going backwarda. What would you be doing
tf you introduced his idens in music? Music is moving in time, you know,
bat time just goes forwvards., What will happen if you start Lo write the
plece while time goes backwards?

V5:
MP:

Have you heard any pieces where thia was doae?

Tomnsz Sikerski was interested in this alse., For me, the other aris are

Va:
ME:
L1
MP:

VS:

MP:

Vs5:

MP:

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

sounds, which are the colors. This gave me the.idea for my plece Mobiles
for two percussionists. There are 14 inventions. The first and last are
alwiys the same, but all the inventiona inaide you can change. 5o belore
the performance the percuasionists choose the order of the inventions., They
shuffle the cards. 50 --- there are a lot of posaibilities. Ideas come from
paintings, sculptures, architecture, musicology. pew sounds, and [rom
oature, alio,

For me, composing is an fotuitive process as well as a eraft. Intuition
is the first thing, You can have a lot of ideas, wonderful ideas, but they
must be put together the right way.

Does your intuition get better as your craft gets better? Or is it something
you either have or doa't have?

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

It's wvery important to say that [ am not an experimental composer,
1 don't use one ided as a plece of musie. I use my experiments for myaelf.
They are locked in my room, and then | write music. One experiment —--
it's mot music! Music is a synthesia of alot of material, a lot of different
things.
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 Lo call them ecomposers, because n composer is
a person who is doing something more complex. 1 could be geod at éxperi-
menting, and find outl some pew ideas, but then I might, for the rest of my
life, pever compose. It's like Harry Partch, who was a wonderful inventor,
and a8 wonderful experimenter. Me found a lot of beaatiful sounds, bat it's

bard to tell if Harry Partch was a great composer.

V5:

MP;:

MP:

V8: But you have io invent before you compose. unless you use someone elie's

inventions,
MP: Ub-hmmm. (agrecing)

W8: And you can have a single, specific ldea for a plece, like Serocki's Swin
Music , can't you'?

MP: Oh yes, that's right. But that docsan’t mean that ;ll his music sounds
this way. That means that his one plece sounds this way, and another
piece iz another picce of music. I've met alot of composers whose musie
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.

VE: You might use the same experiment in more than one ploce.

MP: Of course. But the mottd of my appreach o composition is just like what
Picasso used 16 soy. He said thal i 1s the death of an artist when he
starts to repeat himself, because there's no pregress in the mrsurfum_l.r
of the artlst, Create --- that means that you should really be creative.

What about someone like J, 8, Bach, who wrote hundreds of cantatas? They

¥5:
all have similar materials and similar forms.

MP: For us, when we listen to the pleces, all of them have similar material
because they have a similar style. This is the techniqueé he used. Buot -.:rllcilt
cantata is different because there are new ideas besides the lechnique. It's
just like Penderecki. He uses o lot of the same style, his siyle ia wvery
even, but he writes a lot of different kinds of music.

VB: 5o the style dossn't have to change but the ldeas do?

MP: Yes. This is very hard o deseribe. Mozart had his own style. but that
doesn't mean that he wrote --- one picce of music only. There was ope
style, bul each piece i3 different.

VS: What kind of ideas are you Lryiog to develop?

MP: It's hard for me to say how [ develop. 1 try NOT to imitate mysell, and
1 try every Jme lo do something completely new, using some now experi-
meots and some new way of expression. I cannot tell you what T will be
writing in 20 years. It's just the noxt plece that I koow exactly what 1
would like to write and what I would like to say.

V8. Somelimes Polish music all sounda very much the same o Americans.

MP: This kind of thinking comes from a lack of knowledge. They hear all the
affects: the clusters, the behind che bridge, and so on. Just LISTEN. It's
the effects that are the some, not the music. The problem is HOW they
use them, what they write, and what they would like to say. The most

Va:

MP:

V&:
MP;

Vs

MP:

V3.

He was more an invenior.

MP:

V8:

Vi
MP:

vE:

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

what you would like 1o give some pecple,

v8: And it's very important to have a oraft behind that ?

MP:

MP: Yes. That's right, exactly. Because everybody can use the same experunents.

an just piek gomething and uge it. There's no protlem using
e s, i it's only material.

inai " the violin and everything.
Ig:l. :;:;‘:ut;hfr::ﬁe ;:&1-:;;:&13 1ﬁah:-na:urin1, this 15-)1-Ip- ws ther persopality of
the COmMposEr.
vS: Do Polish musicians have much contact with what's happening in other
couniries ?

MP: Oh yes. They know.through the festivala of contemporary musif": every
year in September. People come [rom other countrics and there's 2
special committee that chooses the music for the festival. called Warsaw
Autumn, It's probably the best known festival of conlemporary ovenls an
Europe, and probably in tho world Everybody tries o be played and
performed on the festival, It lasts 10 days with conceria lwo or three
times a day. (Marta shows me last year's program, which is 230+ pages=
long (1) and lists every composer and cvery work performed at the
festival since the first one in 1956, It's an impressive list IDT the most
prominent compogers. ) It's 0 much music, Everything that's new in
contemporary musle is performed in Poland.

vs: And the performances are recorded.

. i this material is in the Union of Polish Composers.
i F;:é :L::uhr::'a*n]-mmmrsh:p of 173 in JRTF.,_ and Poland (8 more than
35, 000 square miles SMALLER than California!) Probably never in the
world was there such a place where you could just have everything.
everything! The composcrs send a ot af music, and :_m:m the commities
has some meetings and they examine all the compositions If they find
something interesting, they perform it on the featival.,

&
MEP:

VE;
MP;

MP:

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 featival

Wherets here many vears might go by belore orchestras would play these
things

That's why Poland is so far-cut 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 veually 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 oen. You
kmow, if you stay in your own country and pever move, you can hear things
only from concerts and the radio: It's not the same as when yoo go lo Weat
Germany and you stay in Kéln or Frankfurt and you see what's going en. It's
alse very useful for the festivals because when a composer returns, he can
bring information about the musical scene of the country he wisited. Through
thiz information a lot of pieces are performed for the Warsaw Autummn.

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.

Pepderecki?

Pendorecki is the director of the higher ahool of music, which ls a conservatory.
He teaches compoaition there,

You mentioned that composera are more unified in Poland.

That's right. Composers in Poland tend to form schools apd interact

with each other more than compesers in the United States. Composers
bere are more isolated, apart. This isolation seems to be a drawback.
While it helps individuality, it doesn't provide a base on which to baild

a musical language. Each piece should be different and be a learning
experience, but il you ‘don't have .a techmical language, you are seriously
disadvantaged.

Composers are unificd because there's the Union of Polish Composers
The Union of Polish Composers s like an impresario. It's not exactly
like & manager, but everybody §s in the union and the union takes care of
everybody, of all compesers. It knows who is performed, who would like
to perform, what pieces are played, and just the gemeral organization of
COMpOSETS.

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 Conceris. 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 bobby. They don't belong to the umion. And most
people writing electronic music don't beleng to the union either, becauge

they aren't trained musiclans. You hawve to have a diploma from a conservatory
to qualify for mombership. It's a good situation, because when you have this
Union of Polish Composera, there’s centralization. Everybody knows everybody
else, and then in different cities there are circles of composers ---

S0 il 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 pleces.

And they would play your pleces If you visited?

Yes. And also there are the festivals of contemporary music besides the
Warsaw Auturnn, which iz international. There are f[eativals of contemporary
music in Wroctaw, in Pornan, in Bydgoszez, and in Krakow too..

Each festival is one week, so they play a lot of music! They hawe three or
four concerts of orchestra pieces amd one or two concerts of choral musie.
8o there's a big need for orchesiral music, vocal music, cantatas, and big
forma.

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 festivala?

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 (8 played?

Mo, not at all. Everybody can write whatever he feels to write, and at the
festivals, admission is usually [ree.

S0 you get alot of people?

Yes. That's why therc's a big movement in Poland of contemporary music.
And il somebody savs that all Polish music sounds the same way, thal means
that he docan't understiand, really, the sceme. Because if you look at the
peores of three or four different composera, 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 (ry to play picces
that the composer alresdy has. This i3 a very good form of grants, or
scholarships, that the government is giving te composera. Also the
Ministry of Culwure very often commissions pieces.

How many of these are there?

It's a budget that permits a lot of compoaers to make their living. For
example, If I am writing a piece for orchesira, I write a petition that 1
would like to sell this piece, or just get a commission. So the Ministcy of
Culture commisslons me for the piece, or | simply sell the piece to the
Ministry. =

How do they decide which ones to commission?

By jury. The committee decides aboutl the pleces. If a piece is written for

The Minisiry 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 orcheaira piece
Crystallites In Cleveland, and finally, when 1 went back to Poland, the Minisiry
of Culture bought this piece from me. That means that 1 give one score o

the library of the Minisiry of Culturc. 1 had the firal performance of the

plece in Poland, but they just bought the score.

Is it a form of national pride? Do the Polish people want to hawe théir own
musle ereated and performed simce it expresses something for everyone in
the emuntry ?

Polish contemporary music is for the elite, What Folish cumpﬂ;aﬂrs are doing,
they are not doing for country people and workers, because they don't under=-

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

cultura.
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QUADERNO ROSSINIANO

foc riuk[?:.cr.p"l. clacoel a B seseen hornaf vighn telle pandode and peredssion

it the time he (Leedy, not Rossini) was doims
postgraduate work at U.7, Berkeley snd work-
ine on the editine of one of the wvolumes of
tha BYprenreiter edition of the comnlete RBer-
lioz. 1In the esrly '60s Doug played horn fo
the Cekland Swvmhhony, where he end Nelson

mawa cappeh s by h...['lq L.JT_

\ Green held down the Vasner tuba jobs as well

{(They pleyed them in Rite of Spring and in
Varese's Arcena--in those days the Caklend
: Symphony did some interesting concerts—-and
in the 3.F. Orvers's Frau ohne Schatten, )
Nelson, by tne way, sparked & number of new
pieces for French horn, thanks to his fine

technique snd his willingness to take on jua
about anything. Doug wrote Perspectives for
solo horn for him, and Isn Underwood, who
went on to join the lLothers of Invention
after working for a wnile st XFFA, wrote a
verv funny piece cslled The God. Box, =lso
for unaccompanied horn.

Quaderno Rossiniano was rehesrsed at KrFa

first. I played nercussion, and I rerember
tsking my pocket metronome along to the Tre-
hears=1 to be sure thst I got my 4=116 ac-
curately. I remember too that Doug was not
gt 211 henpy sbout this; I supnose that he

Gioacchino Rossini, as you may know, was born meant the intuitive sccommodation of the

on February 29, 1792. Accoerding to Kori Lock- teand to the_ other plmers to be a part of
hart, who's resesrched all this thoroughly for the piece. ?urnrisinmly. to me ;t the time,
her own reasons, Gthet mokes him 44 years old. th; piece d;d Come togetper ezsily ;nd in-
(1800 was not a lezp year, since it was not tuitively with only the broadest guidsnce fr
divisible by 40U--& requirement for leap years from Leedy, and we nlayed 1% without a con-
ending in -00.) Partly by way of celebrsting, ductor. It was » great hit with the sudience
and partly to look forward to next month's in- The piece runs about eicht minutes long, LoOO
terview with Dour Leedy, and pertly to bring long to revnroduce in EAR, bub these papes—--
back the '60s, and partly to gtart thinking near the center of the piece--give & Food
about quote pieces, here's a loox at the cli- idea of it. All the: tempi, keys, instru-
max of Quaderno Rossiniano ("Roszini Kotebook" mentations end directions are from Rossini
in Enelish), which Leedy wrote for the Third sources, and God kpows how long it bHuos LDoug

Anpusal Festival of the Avant Garde in 1955. to find them all.
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The nmn naaslyves down to an "A'", and piece for trumnets and btrombones out of Greg-
th = g bridee passage =t an allegro vi- orian chant, .Chen left guoting to work on
vace ante, and allegro moderato; Ehe cello other things--including the long and spaced
states an allegro egitato to open = mysterious Exhibition Music for a political garden party.

In Los An~ales he turned to electronics, pro-
ducing three LPs of environmental sounds.
More letely he has been in COreson where he

section in wi the seven instruments*brood
over nprivate ustters, and then the winds draw
rosether in an allegretto which brings the = TE _
niece to a rnther pathetic, touching close. hes written tonal choral music, and 8 new

at the time, this was the first guote plece work, Canti for contrabass and chomber en-

I ned heard, except for & radio bro: dcast of semble, wes nLﬂh‘nreq THJL summer by Bert . -
FeorEe Horr:ﬂrx’r Music rcr The Magic Theatre furetsiy; it ovens with & fast movement which

and, of course, the auodlibet in John Cage's seems Lo unite rsgtine snd Brandenburg and

Strlnr Guartet, Igui]; t:jﬂk Guaderno Ressi- then goes on to a Fassamezzo Antico onening

niano is the most successiul such collage, with & cantabile slow section ané cleosing with
becauge of ipo funning sections, Liore

f the purity of its method and *hL a gseries of fast-tem
imneccable ear of its CcoRpPOsEr. Douglas Leedy about Leedy next month when Valerie Samson in-
went on from Quaderno

to mefe a bes antiful terviews him,

#The bass drum and cysbal sre used only at the climax
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Hasing'a Fllght Patterna
Altermative:r HRetard tha DBecay

Fomus formrd or back to the olde. Concemtirate onm what is

pened & BEt ape wf

bappening o what he h ie surs 4o be blurrod because

it age whils tha
tapding the decuy

Yol werd concontrating on whot happened o differost
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bit apo presantly being considerod was bopponing.

mocopaarily requires focusing mttantion om past bitoc ago. A sdngalar

Frepacupation with rotacdi: ay conotitutes the purmiit of the

= tho deo

e

past and contritutes to the atrophy of greative fooulifesz.

Connider Beal=tioe and Clook-time. The future shocks vhes Real=tims

fa fizad by & eleak.

ETavity

The force of graviiy is bassd on regemoratlon

A finld iz a dynasie maltidl enal eairiz 2aving & conter of
and & center of levity-
gl remsnta and the forss af lewity is basod ep radictisns predusad by
Rezgnangs ia & dynasic

whan it dm excifad by an extemal

orortive pasisilation mnd rTefleciive roscnaccs.

Btate of being which occu

in a myates

sti=ylns wiik oolncidental wawe charmcterictios.

From the center of the fisld the leading edgos of the smwvea of tima

expand sieultancoualy in all directions bt not in phass, mor at the szme

rats, yot ars vulmerable to eressing curronts sccording to interastive

aaplituds, s polarization, wlecity,

teristice —— foequoncy, sknpe

direction and scoslerationm changen.
sarving to oranta

wave gharng
An svent iz & collentien of fiolda

reinfores EQ

jolned by colinsidental | arties and

Adantity.

Tt &= ne futnre becapss fioldn

saalear to live im the
fora of

exiating am loading odpos repolve for Tewes o fom-in the

from fature evsnis {wvhich cocur akead of the

reflecticns and ecanntlonn

¥oaic iz slways one field in o eolloction of fields. To he eaximen

ippact it sust organlzo iteolf to inclide the partieipatios of mll positiwely
Blosed systoms and fros olemsntn. The composition of susical owmtis iz an
intepral aszect of the cosposar s o o of eelivity. larry fuotin's

a maw, ophaseral center for a maltl-

Intersuse; on ovent designed to croate
direpatonsl sately af astlwve &a ra roprasanting individusl fislda of
plaxity focusing power, tion of an sxtre=ely
« A procoss which encouw to offar parsanal
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{ Frﬂ-ﬂ Faye 5) va:
. MP: Oh yea! Grazyna Bacewic: wis one of the most famous, but there are many

VE: But, the.gﬂwmmlm,t wisn't always in faver of supporting the arts, was it? others: Bernadetta Matuszczak, HKrystyna Moszumanshka-MNazar, ...

Ian't this a post-World War 11 phenomenon? i Wha 1 o
- ¥5:; Let's talk about the training of composers t would you suggest?

MP: Yes, btcause everything was destroved in World War II and people were = +E L ;
bathered about the culture because there was just nothing lefi! So they gave  MP: Develop your skills, of course, and leamn to write fast If you have difflculties
big support and did everything o reconstruct all the old buildings, muscums, ... in writing down your ideas, if it takes you too much time, foally all your

VS: But not in the same style as before? inexs Ars. gomel (ARG LN o L D e T [?E

: i R, mussles of your hand. You have to practica 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
V8. Then why didnt th ; E work, and you have to be prepared for this and get used to it. The most

2 n ¥ 141 ey wint the musie to be the same as it was before? important thing is doing a lot of hard work, exercising To eénjoy cr}n_:es-

MP: Of course, Poland bofore the second world war was very --- behind, (Irughing) second. Effort is Important in composition, because croative work without
It wag not VERY behind, but it was bohind. And even if Poland was not effort docsn't mean too much. When Pendereckt writes music, he's making
behind, it was not in front! It was not in the avant-garde. But right now it a big effort even though he's writing very fast. When you compose, you
just seems o be in fronl of those evenis. clarily your ideas as much as nms:hlc“hl’uu ;Inu]::.mu e:x:{it[y what smnd:ld:iw

want, what sonorities and lextures, ... an all that is clear, you proce 4]

V&: How did that happen? w:rne:, and you write very fast, That is the easy part. The ideas are the hard

MP: After the war the e T i : : 3 part. (She shows me a sketeh for a work. It s on a single sheet of
mj;lrmm; :r:lrnm:;i 1?:: ;:;moer::r::;n:n.} ‘in?cpr;;«eb:-iu.i“zﬂ:nlliz:::i!:]-]j manuseript paper and at least half of it I8 wrilten instructions in Polish.

. - + E % . ) F 5 : g 1 . if B

through the festivals of contemporary music that everybody would like to It reminds me of a very concise cu.lllln_c for a specch. She remembera so

be played on. Ss evervbody was searching [or new things, Everybody wanted much of it, that Lh,err:_.-t no need to write it down. She will do that in her

lo express his own personal view and porsonality, and it was juat going so Lo wrsm-n.:! Sﬁmmmw? d/xxils plly anus“ EE J.I.L|_ l.']:kidng C:ll‘tdﬂf Azt

fast, you know! I think it would happen here, for example, if-you would the detzils. Wien I have the ’du'__'s' Ir“" EEEAN Ao D“J i d'.\'rt:ﬁe

have n big sponsor and somebody would give yvou a concert hall with an SYMIYEAIER (o EHG SRR B e e 'm.ﬂ. e Y,m‘ ek o I'mf o :1]!: kt ;n

erchestra, ‘and chamber playeras who said “Just please write for us, and thia material comes oul. Of course you have lo be prepared by all kinds

we will perform”. We (in Poland) have a lot of performoances “just Iplu:::sc ofi mxgrvfatut Tmy et JUMIHTRE SONIHRIL aINg LS L )

:1'“‘?"-_ So Erhj"ml'diill;:l}' }'!Dluhziil find @ lot of interesting people and events V8: What kind of exercigses do yvou do before you write o plece?

appening. The people wi attracted to thiz and ' : i | i

to write music to be performed. l-;-ltf;; mc;‘ ‘;‘da iLl.::th “I']':I"eahn r:::ﬂl.y = MP: I.iry the exercises every doy whether I'm wriling a piece or not. The

is not only composing al your desk and for fﬂur gw“acllzr;.m ﬂiiugﬁn'é?n'ﬁ:;”h memory cxercises are very ilmportant. Trala your musical imagination with

docsn't move the music, push it in front, Siu:ﬂc AbSald: ha s lTaar memory. For cxample, look al something in the score. Read one, two, or
three pages of some music and try te bear it properly. For example, if

V5: We don't hea L about B 5 you see a big page of am orchestral score with fules, oboes, l:_]:mnul.a.

el e oAl conipovers - Kare- brass, and all the percussion and strings, you shouldn't just think ""Owooh!

MP; It bothers me that it's so0 hard to know about Polish composers ouside of It's a big noise!" That's not proper! You should find out what you hear in
Poland. There's a lot of publicity in magazines and newspapers abeut British this chord, What 18 most important? Sometimes you might only hear the
or French composers, but about Polish composers --- 1 don't know why. winds or strings. It depends on the balance and everything. Try to imagioe

It's very hard to get Polish scores back herc. PWM finally found a good bow it sounds, and how it sounds without percussion, how it sounds without
diatributor in Schirmer, so that might be very helpful, sirings or winds. Amnd THEN combine everything. It's very good training.
. V8: Tha hould listen to th 1 rd?
¥8: Do you think that being in the United States will have an effect on your music? i n :.:u ; wt e o I:r.'lcl.:’ﬂ = ]UTi I:I-b::ﬂ ulr i
MP: And r isten, i pat " 4 &t at U

MP: I listen to alot of different ideas of the people. but T don’t thiak 1 will chango m"” ;;‘p‘z‘:‘mfl:: P:fs?,f;,m i B ";ﬁ;‘af:k:“dm LT et
my style. 1 might enlarge my language, and use more new ideas. If 1 felt was wrong with my thinking? ...I heard this, and 1 thought that this section
gomiortable with some idens, I would use them. It doesn't matter if 1 would would sound more but it dide’t, 5o WHY?" And you just make an analysis of
be old-iaghioned or too avant-garde. That's not the point for me. The point what you imagined and how it really sounded, And then you learn aomething.
for me is that 1 should fcel really comfortable with some ideas, otherwise (This crede of learn something comes up over and over again: improve, master
I cannot uwse them in my muaic. ) S, -

; expand... Marta has a stack of Polish records and m scores which she
{(Marta cxpressed interest in listening to electronic muaie, but no interest studies constantly.) =y

whatever in dealing with that area of composition hersell. After we listened The pext thing Rkl very important Is to try to learn something by
l:: E%Pcnduﬁ?w’:"?’mmmﬁ;! hor orchestral w' the first thing heart, & short passage., Try to remember it and repeat it the next day without
¥ jﬂ' s at do I meed electronic music for?™', showing us that ahe looking mt the score. This memory training to develop your inside hearing is
gnuL: f’:qll well get practically any kind of sound she wanted out of a good very important for composers, because you write what you hear in yourself.

TohesiTa. ) It's dictation coming from inside. That's why wvou have to have good inner

2 hearing. You look at a score and you hear how il sounds. Somctimes it's

V8: Is it more difficult to write in the United States because there's less bhard, especially in nmew notation. You have to know what the notation and

incentive 7 abbreviations mean, because sometimes the notation doesn't give you the
5 t ideas, eapecially percussion notation. You can have just four lines but

MP: I don't think so. 1 feel very comfortable writing music here. I even feel righ =
comfortable writing orchestral pieces, even if there are no performances. d!ll'lzn'n_li colors and different instruments on each one. So you have to study
flaughing) 1 bave to write the orchestral picce that T just feel. 1 HAVE to everything.
do this. I feel It is good for me to write, so I write. V8: That's as important as dolng writing exercisea?

V3: And usually your picces will be performed somewhere? MP: Yes. Also, writing every day is good. If you don't improve your technique

MP: I.Lsualhly. 'm an o‘pﬂm!'atr.mi notiee’ from my ]I.{-a‘.l:‘drn:.r Bl‘udleii Iﬂd my work, :i;o{' 'ﬁ:‘aﬁ:};; ':‘il ﬂ:’fﬁfe}@“ﬂ:ﬁﬁf ::I:ru: :{u;t ;t:ﬁ:T:ki-ﬁ:: L?ﬁ'mzvi?:ﬂd;?f
that the most important thing is just to write good picces. the piece is I b it - :
REALLY good, then you don't need to bother shout performances, because :liizl;!l I::rt T::m.ﬁuv:.:lp.[y::u":"ﬁng l:l_:: :l':m ddjl:;;fgcdﬁﬁh::k:;:ﬂ ';:q
you will find performances. I mever met the situation that a good plece waa i : : P good : E
never performed, Maybe this was 200 years ago, when communication was i o ““cmlmhfn' A mf_"' 'T{mnaf:j ﬂ‘“,:,w de:.-n[npﬂla 1“?::““;%0“'
diffienlt between the countries and it was hard to know what was going on. I you can't eqmseuirate, you cdn't write anything. Onoe you got atariec wiritlog

L going %
But today, it's just so quick. If 1 wrote s piece, I could send the score to something, you must NOT slop, or you'll lose your train of thought. Revise
somebody, and the person would say "Ok, it's & very good plece! Lat's after the initial surge, but doa't imterrupt that surge.
play this." I never suffer from lack of performances. I suffer from lack Also, I nover use the plano for composing pleces besides plano pleces.
of writing! (aughing) When I write for piano I check all the flogering and everything, but I never
Students think that all they have to do to become good composers is lo write an orchestra picce using plano. A plano is one instrument, a big
Eo study with someone famous, or to get a degree. The only way you can orcheatra is 50 instruments. It's compeletely different. Playing the piano
begome a good composer i8 o write a tremendous amount. Technigue is limits your imagination immediately, because you start to hear piano music.
developed through cxperience, Who were the teaokers of Beethoven, Mozart, Your imagination becomes very narrow because it's lazy and deesn't like to
Bach? It doesn't matter! Perhaps it helps to have a good teacher, but that's work! Also, if I am composing a piece for orchestra and 1 play it on the
oot all it takes. piano, it sounds terribly poor and completely different. It gives yvou the
wrong image of the plece.

VE:  Tell me about your book on percussion. ¥8: Because what sounds poor on the piano might sound very good for orchestra.

MP: The book was commissioned by the Polish publisher PWM and it took m®  pp. s the reverse. What sounds good on the piano might sound terribl T
five or six years to finish, It's a progressive method of studying rhythm E El::r nrth:z:i:-n".-g - B P E T poa
through playing percussion instruments and plaving in ensemble. It's rhythm
solfe not melodic solfege. The book is in two volumes with more thanm 200 H can't imagine srecki playing the plano while writing his plecea.

BE. 4 luw h han 2 Vi o1 't imagine Ponderecki playing the pi hi fting his pi
musical examples, and would take three years to complete in a course of MP: Thi 3
S . H 8 is a very good example. because he never uses plane for his writing.
study (for children). There are m:].r_ur good musicians will not play new When you listen to his orchestira pieces you cannot imagine this music being
mugle unless they have to because the rhythms give them trouble. My book .
: B : : played on the piamo. It's impossible...
will help peopie to grow up understanding that there are many different kinds
W met and should result in better rformers V8 You s t to 1§ oul a8 much ag aal a it instruments
of music, with and without meter, pe hould try to find h poaaible about the ?
1 worked on this book togsther with oy (riend Bartara Niewladimaks, who ia MPF: Yes, Because the technique is completely different. And don't rely on

THE ART OF FILM MUSIC: A TRIBUTE TO CALTFORNIA'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
Dakland Museum presents a once-in-a=1ifetime glimpse into the special world

of

composers (Elmer Bernstein, Dawid Raksin, Lale Schifrin, Lyn Murray and
Fred Steiner) come to Dakland and share their reminiscences, films, tech-
nical knowledge and cosments 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
usic = lectures with slides by the composers sted above, witl
comments and questions by the audience. A brief history of film

music from tilent movie days to the present, functions of music
within the film, and how the film score is actually created, $2.50

Harch 13
ilm scuring; HOSIC FOR THE SOUMDTRACE and THE SCORE - both documen-
taries produced for Broadcast Music, Inc.

HWarch 13, 1 p.m.,

fi

Mendoza, Miklos Rozsa, Mortimer Wilson, Domenico Savino and Arthur
Eleiner.” Shown with THE HMAGHIFICENT SEVEN, which features one of ]
Elmar Bernstein®s best=known scores. Mr. Bernstein will comment on | v
his scdra following the screening and answer audience questions. $2.50 I music or

also a composer. She's especially interested in ehildren's music.

March 13, & p.m., James Moore Theatre. Pane] Discussion chaired by

Fred Steiner. The quest 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 a11 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. 52.50

March 14, 2 p.m., Oakland Auditorium Theatre. Concert by the NEW BEGINNINGS
chamber ensemble, with guest conductors Elmer Bernsfein, Lyn Murray, Fred

the film composer as five of Hollywood's most distinguished screen

Are there alot of women composers? i,

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.

Steiner, David Raksin, in & concert of music adapted from the scores of
UNICORM IN THE GARDEM (1953, directed by BA11 Hurtz, story by James Thurber,

score by David Raksin), MERRY-GO-ROUND IN THE JUMGLE (score by Fred Steiner)
and TOCCATA FOR TOY TRAINS (1957, directed by Charles and Ray Eames with
score by Elmer Bernstefn). Tha composers will conduct the pieces and

the filme will be shown and discussed, with special emphasis on the
problems in creating these three scores. $2.50

11 a.m., James Moore Theatre. Two documentary films on
(admission free)
James Moore Theatre. Film: HOLLYWODD'S MUSTCAL

rected by Christian Blackwood. Fifty years of Hollywood
1a music, with David Raksin, Max 5teiner, Dmitri Tiomkin, David

EAR is published monthly except July or August and
December or January by Charles Shere, 1824 Curtis
5t., Berkeley, CA 94702. Available only by mail sub-
scriptions at $§6 per year. Advertising rates: §25
per sixth page (5" x 5¥"). Contributions are welcome
and should be clearly typed, single spaced, or (if

drawings) in black ink .on white paper.
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