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Richard Felciano is one of the few composers who grew up in the Bay Area
and developed right along with the execiting cultural growih that took place here
over the last few decades. Alter studying at San Francisoo State College, he went
to Mills College and then to Paris, studyiog with Dariva Milhaud, In Italy he studied
with Luigi Dallapiccola, and at his return in 1962, be became active in the San
Francisco Tape Music Center. He has won many awards including a Fulbright, a
Guggenboim, and a Fromm Foudation prize for his opera Sir Gawnin and the Grean
Enight. Currently be teaches at the University of California, Berkeley.

¥8: You were telling me about your tuba piece and from the abvas.
RF

+ Yea. It's for solo tuba and electronically generamted soumds, The electron-
leally generated sounds include purely synithedized onca, modified scunds
of tha tuba itgelf and of the ubist speaking into the the instrument, and
then a lot of sounds which are derived ultimately from scunds of animals
and birds which are played at the wrong speed. 1 was commissioned to
write the piece for Floyd Cooley of the San Francisce Sympbony. Alter
thinking about it for awhile, the latin phrase "fuba mirum® stuck in my
mind. Tt's a little section of the Dies Irae and. as you probably know, deals
with the day of judgement, when the earth opens and all these miserable
souls come forth to be judged. (chuckling) And that's the abyss to which the
title refers. The tuba player uses the words tuba mirum in 4 variety of ways.
It comes out very gradually. He starts out with vowel sounds och and ahh,
and then he getsa bung up on the clicking sound t, Gradually he puts them

together and it becomes tuba mirum. He pats the toba down and simply whispers

those two words.
: What's the name of the record company that's putting this out?

Opus 1. This is going to be Opus | naumber 29, so | guess they have 28
records in print. They do primarily, if oot exclusively, contemporary music,
You can get them bere, but you have to find a record store which is willing
to go to the trouble to order it. The same thing is uwsually true of Composars’
Recordings Incorporated. 1 just had a recording come out on CRI. It consists
of four of my pieces: Crasis, for seven instruments and elecironic sounds;
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%ctu. for flute and double bass; Gravities, for piane four hands; and Chid ,
8

ix players and live electronica. The record number is 349,

I've always felt and continue to feel that the nicest encouragement a
composer can have is when a performer who doesn't know him at all hears
one of his pieces and then comes to him amd says "I want to commission you
to do a piece for me". That's what happened here. Cooley beard a plece of
mine that was done on the Monday Evening Concerts in Los Angeles. Ii's
oioe to have institational commissions too, but there's & particular kind of
gratification in being commissioned by a performer.

‘There have been a mnumber of casea in the past; two such pleces are on
the CRI recording. One is a piece that [ did for Bertram and Nancy Turetzky.
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for double bass and [ute. They have played that piece over Z00 umes, literally

all over the world. (laughing) Once 1 had agreed to do the piece, | chink T got
a post card from Bert
his teeth or eating his toast in the morning. or something like that, but every
week 1 heard from him, saying "Where is the piece?” and sort of gemerating

at least once a week He wrote either while brushisg

my enthusizsm, until finally one day he just said "Well this is it, I've scheduled VB

the plece. 5o 1 really had to get busy!

The other one is a plece for plane four hands, which was my first com-
misaion. That was done for Milton and Peggy Salkind. Milton is now the head
of the San Franciscs Conservatory.

Weare they [riends of youra, or had ey heard, like Bertram---

They were [riemds of mine at that time, What happened was, 1 wrote a rather
long opera. Alter hearing that, they came to me and sald "We wanlk w com-
misaicn you.
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S0 basically writing music generates more opporfunities to write more music,

Yes. There are those long hard years when you think that nobody knowa that
you're there and mobody knows what you're doing, and nobody cares. You
collect the reject slips. 1 was, In those years, collecting reject alips [rom

g

publishera amd literally pasting them on_ the bathroom wall, But, you know, it'a
long hard work. When I was writing the opera, | was working on it until three

. o'clock in the morning. This was in 1963-64. As 1 finished each page, my
wife Rita copied out the parts, like Anna Magdalena Bach. I could never
have got through that part of it if it hadn't been for her.

Now most of your compositions are commissioned?

In the last eight years almosi every piece has been commissiosed, I've
written maybe two pieces which were not commissioned.

Suppose you got an idea that might be nice for a certain combimation. Would
you contact either a performer ---

That's true, except that there are also open commissions. 1 have been com-
missioned simply to generate ideas nnd do whatever 1 wanted w do. I really
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have always loved Siravinsky for having said that when be starts to write a plece,

the first thing that he does is decide what he canNOT do. I do that too. And
the reason for that is thot as soon as | know what I caonot do, I know what I
can do, and the form of the piece becomes clear to me. The worst thing that

Va:
RF:

can happeh Lo you ls to have the sky the limit. If somebody elae dosso't impose
restrictions, 1 impose them on myself, because all art is essentially the process

of slimination. What's eliminated is much more imporiant than what's there.
Look at a_late Matigse. When he was bedridden he took colored paper and a

pair of scissors and did those cutouts which turned out to be the most eloguent

things that he did in his entire life. And they're the moat restricted kind of
otpression, you would think. There's a whole vocabulary of expression there,
but with an absolute minimum of means.

that you won't be exploring one small area all the time?

Well, --- quite a while ago I tried to do pieces where I would start out and
make the [irst gesture as interesting as I could, and then attempt to move in
A very spoolanecus way awny [rom that, almost in 3 stream of consciousness

sort of way. And that seemed to work, You can beok into it in a lot of different

waye. [ think when I have been least muccessful, I did not have a concept at
the beginning on which I could build the piece. There has to be an idea there,
whether it's purely musical or musical-literary, or whatever.

This {3 why 80 many composers will smphasize that bafore you start to write
a piece, you have to take time to sort out in your mind exactly what the piece
in going to be. =

to be & basic idea behind a work. And if the original conception that you have

Bo when you write, you choose alightly different restrictions for each piece so

V5

That's right. That's absclutely right. My wife says that all the time. Thers has VS:

in itself potent enough , the work will almost fall right into shape. It's remark- RF:

able. There iz a kind of purity in the conception itsell. Conceptual art hasn't

really got a lot into music, but there are a few peoples who do that kind of thing,

and I'm wery much in sympathy with that,
V5

That's right, And i you carry it to its extreme form, which is I guess what
we mean these days by conceptual art, it means that you almost arrive at a

In sympathy with letting that one beginning idea take over and become the plece?

point where the concepl itself is sullicient to the work of art. Thal lg, there isn’

rezlly any peed to realize it. 1 haven't arrived at that point, and meither have

people like Bob Moran who do that kind of thing wery well, but I'm in sympathy

with the IDEA.

VE:

How do you know when you've got
taught'in harmony classes or anyt

a good goncept? That's not something you're
hing. Do you just intuitively guess?

1 think someone can tench you to be autocritical enough so that you know
when you have a good comcept. But no oné can give it ta you, because it
depends on that little spark, that ecombination of things in your own past
experience and your own DNA which go to make up your particular being.
And if it's there, it's going to be there. That's why I never worry about
gtudents having their ereativity drummed out of them il you're very severs
with them in your technical demands. I've never secn a single case where
somebody whoe had a really strong musical personality stopped being creative
because of coming into contact with very demupding situntiona. Sometimes
they will rebsl against it and leave it. They will either reapond very positively
and get a lot out of it in a positive sense, O they will rgenmn-:l very negatively
and get a lot out of it in a negative sense. What 1'm basically saying is that
the only thing you can ever teach anybody is technical. You can't do a thing
for their talent. I have a friend who said that creative psople and myatica
have one thing in common, and that is that they're both lks pecple who have
fingers inside of them pointing in a certain direction. You find yoursell doing
cartain things because you're driven to do them. You're DRIVEN to the creative
act. That's why all questions of whether you do it for yourselfl of for other
people are really beside the point. You don't ask the oak tree whether it

an oak leaf for itsell or for other people. It produces an cak leaf
beaange that's the nature of an oak tree.

But you mentioned earlier how you're more likely to produce something in a
certain amount of time if you have a commission and somecne is asking for

the work.
That's a purely practical problem.
You would still write even without commissions?

Sure. T did! I stuck out a very tough techmical training where at one point it
was go difficult in Paris [ really wondered if I belonged fn this field.

You don't regret now, that you went through this kind of training?

Mo, thyGodm!Ih:dalntdybeenthmhaMr amount of so called
"training” in this country. There had been o lot of attertion pald to my
payehological welfare, and not encugh to giving me the musical technique that
1 meeded to be able to put notes together. And I got myselfl intc an environment
where they really didn't give a damn about my paychological welfare (laughing),
but they were VERY concerned about giving me the tecknique that I needed to
be shle to manipulate the materials.

Whare were you studying in Paris?

Wall, T worked with Darfus Milhand at Mills, and he more or less tock me lo
Paris with him_ | worked at the conservatory for the following year he was
there. He came back to Mills then, and [ just stayed in Paria for another year
and went on working, It was fantastic! My free writing improved by leaps and
bounds. I got control of what I was doing. The pieces [ had done before that
were always based on & lot of adrenalin, and hoping that my toast wasn't burned
in the morning before I started writing, and that the weather was exactly right.
When you have to rely on those Kinds of things, which iso't to say that they
don't have a certain importance, it means that you really can‘t conirol the
material. So that, if it doesn't fall down on the page the right way the first time,
through sheer intuition, you're in a bad way.

Do you generally trust your first impression and not revise?

Pretty much. And I usually find that when T do go back te revise, I'll go
back later and change it to the original idea. It's been found that in taking an
examination, that if you know it all, your mind tells you the right thing the
firat time, even if you're mot absclutely sure when you put it down. The thing
which first pogs into your mind is the right thing.” That's true far more often
than the reverse. And the same thing seems to happen in the creative mct.
Whatever the first thing that ocours to you as being the the next thing that
ought to happen, is wsually right.

But only after you have that concept that you can really work with. If you sat
down and just started writing it would probably come cut like a stream of
consciousness,

That's true, but it all depends on how your mind works . When I entered college
I was an art major aod a music minor, then 1 awitehed. If | hadr't become

4 composer, | would have become an architect. And when my children are
grown, [ may still go and go a double career that way. This is why I'm very
interested in environmental sounds and things like that. I say that by way of
saying that my mind works structurally, even om a stream of consciousness
basis. After writing for awhile I find myself refering back to an original ides,
but not in an cbvicus way. What was originally a first level object moves sub-
sequently to different roles, and this iz what makes the structurs.

How has your music changed since you were in Paris? You mentioned how you
had developed very rapidly up to that time. . '

Well, that was a TECHMICAL development that happened at that time. I was still,
a8 a composer, 4 slow developer, | guess. First of all my music became more

atoral, and then 1 became interested in electronic musie, I was ope of the early

members of the San Francisco Tape Music Center.

It had a atrong impact om you?

Oh yes, a very strong influence, Oh, before that [ went to laly for a year and
did 12-tone writing with Luigi Dallapiccola. His music was the only 12-tons
music that 1 had ever heard that [ was at all atiracted to. I heard an sar func-
thoning in his music which I thought was sbsolutely masterful, The scoorities
he used were stunning. Alse, there's a Iyrical quality to his muste. I didn't
come away writing music lke that, but be was very much a kindred spirit asd
I got alot out of it.

It seems quits a jump to go from studying with Luigi Dallapiccola to working
it the San Francisco Tape Music Center. How did you know, when you came
back bere, that you wanted to do something so different ?

I didn't, It's just that when I got back here, the tape center was surfacing as
ooe of the significant things that was happening, and s I gol invelved. It“wu
imvolved to the point of getting up at four in the morning and going over thers
to use the equipment because that was the only time it was available. And you
know, that expanded my ears a lot, 1 learned to cope with m ot of sound struc-
tures that [ hadn't previously, but thers were alss some things that really
interested me structurally. 1 was strock by the similarity between the problem of
being given a cantus firmus against which you have to write a counterpoint, and
glving yoursell whatever sounds you put on channel A and then playing them
Tﬁih“f;’f:fﬂ them, gm L:‘de-ttrmim what you could put against them
pendent at the same time to
what's on the other channel, e B e

Like counterpoint.

Exactly. [ don't want to oversimplify it, but T must say that when [ was

doing my firet work in electronic music, I felt my mj.;g working lnlrm analogous
way.-—— [t demonstrated to me that studying species counterpoinl was not an
effort to teach me to write music in the manner af the sixteenth cenfury. It
was an attempt to build musical muscles by the most rigorous manner possible,
in other words, highly controlled, because if it's free you gdon't build the
muscles. You have to have a very precise problem. And the muscles that are-

built are applicable to any time that have tha
o iy you have problem of posing one idea

You're doing quite different things now than

other mem
like Pauline Oliveros and Morton Subotatok bers of the tape center



A HIGHT AT THE RENO HOTEL

Slum Palsce of the Arts
The "Renc svent® took place on Saturday, Pebturary 21, 1976,
Tt wWag a sassuth undertaking orpanized by Ginny Quesada, She and
Vivien La Mothe 1ive in a large four story slice of the Reno Hotel
The assthetlc Was ome of "making do with what's avallable" and
what's avallable at the Renc is space, A flyer sent out before
the svent nfraréd "g rpam for the night® for "your event-dance,
dream, game, image, music, poetry, ritual, roller skating, video,
theatrss, ete. lnvited,"” Owe 85 participants answered the call.

Ginny says that, "The environsent is the Torm, when you enter
the envircament you become part of the form." "We are trylng to
create the atmosphers and =oblllty of a party and the avallability
of participatory events to be outlets for energy."

In order to understand the Aenoc event its necessary to under—
stand the Heno. Tt's a large condesned building South of the 3lot
in downtown San Francisco. It has over 500 rooms and Was probably
intended for m very transient clientla. Ths 2nd, 3rd, and bLth
floors have long hallways With 6' x 9' rooms lining them. Ken
Kesey and the Merry Pranksters used the Hotel as their living
hesdquarters as recorded in The Electric Hool-Ald Acid Test.

The first floor is about 15% by 130! and is divided inte
geveral spaces, The Blg Room 1s over 60' long With width varying
from 18" to 30°,

during the day. In the afterncen from J-6 pa there was "Foetry

Many different everits took place in this space

at the Heno." This was largely ormanized by G.P.Skratz and was

called an ACTUAL event on the program. Thls referss to the
Actuslist Conventiona of poets and other artists which have been
held in Iowa.Clty, and Berkeley, The poets (in order of ap-
pcmnu‘l ware Andrei Codrescu, Pat Nolan, Suean Efros, Rich

Jorgansen, Liz Zima, Darrell Gray, Hash Plash, and G.P.Skratz.
The selectlions ranged from the bemutifully lyric to jivey and
frop surreal humor to fantastically autoblographlcal.

After the poets Hussell Conlin presented a simmltaneous
sl1ds and filz projection show on a translucent screen hung in the
middle of the Big Heoom, The mudience-could watch from aither end.
Then there was a break until B for dimmer and last preparatioms.

Most of the other events 'bq:,p,'lr; at about 8 and continued
with or without interruption until 11 or 12, During this time
the front of the Blg Hoom featursd two publie interaction video
pieces. PFoople were-glven accéss to video cameras and a selection
of lsmsea. The interaction Was developed between the cameral,
audlence, and live menitor playback. The video was made avallable
by the College of Marin video department and Cary Willls from
Chloago.

Also 1n the front of the Bigp Room were percussion instrusents

3.

If one ventured back further through & work room and into the
unlite, unused, full of junk lobby you'd see a &tring of Xmas lighta,
If you followsd them up a stailrway to the Znd floor front from 8:30
untll 10+30 you'd have found the caged champagme party hald by the
Boulevard Dance Theatre,

From the Blg Hooz instead of going to the back bar/sauna/

dance/lobby mreas of the Tirst floor you could climb a metal ladder

{labeled "Not for the Meek") through the ceiling. This landed you

i the 2nd floor front where a video installation by the Calif.
College of Arts and Crafts played pleces by Max Almy, Tom DeWltt,

Sue Pox, Kevin Kelly, Pat Kelly, and Megan Hoberts, Alse in this

area Wwers the firast of Hich Gold's periocdle, partially programmed,

cartoon, ®ell diary. This contlnued for 200 entries winding 1ts

way up and down the halls of the 3rd and 4th floors.

The gecond: floer front was about 18" squars, During much of

the evening there were linea of pecple walting at elther end of

the ladder for their turm to ascend or descend. When people wers

glimbing up thoes who wanted to get down Just had to walt thelr

turn. There was a stairway to the 3rd floor which featured a grim

sign at 1ts start,"You are standing in & fire trap, NO SMOKING."
Ho one seemed to lgnore thls sign.
The 3rd and 4th floors held many differsnt events in their

long halls of &' by 9' rooms, The rooms wers lettersd from A-X

and due to space llmitation its impossible for this article to do

more than list:
Rooms

A, Display of color video synthesls by Larry Roe & Tarik Petaraon.
B:. "Things I do on a typleal day of inmctivity when I am not
amploying my creative talents to composing great muslo; drinking
¥Wine, sating cheezes, listening to musle, looklng at pletures ./
of my dog,ISU, writing letters (on recyclad stationery)

perusing mythic books, and engaglng frlends in pleasant

=Ingram Marshall convérsation.

C. A dance & vocal improvisation with a map and plastic bags
filled with goldfish and water, Andrea Tupré & Cherrel Chester.
D. Preparing Vangibath Marsals, an indian splce-Fagl DeMarirvis.
E. "Lea Bslles Dames Sans Hersi" .8 par from tha
book he Epd of the World by Slaise Cendrars, Carla Liss
and Nancy Heese read the whole book aloud while sipplng ouza
and sake.

F."Death Plece" by Tony Grazzo and Roger Pritchard., Tony
painted the walls white and Roger drew hils family tres on the
walls and explalned it with the ald of a large rack of documenta.
G."Statlic Hefinement" a room dene durinz the avent., It wasz
painted white and the walls covered with strips of J5mm black
and white fll= the frames of which were visable in the bright
light=- Jay Miracle,

H. Danlel Boah Lepkoff a visitor from Vermont brought all his
parsonal belongings and spent the evenling talking with anyone
and watching people peer lnte hls room wondering what he was

up to.

J.A softly lighted room cut off from the hall by a translucet
cheags cloth, You could look in but not emter, Inslde 2 or

3 woman danced on the sand covered floor- Peggy Burgess and
Christi Svane, g

K. "Quiet American Junk in LO-FI" by John-pdams B 2o O maS,
Exhibltions of vintage American Junk coupliea with "Lo-Fi"

sound; 78 rpm records played thromh incredibly funky amps and
speakers. A mobile element of this roomw—as &
beasded wmm in Quiet American drag,

L. Projectieon in a darkened room of a Tire slide by Peter Wheil.
M. "Nam June and Leggs ln Flastic" wWas sond and soculpture by
Erv Denman and Megan Roberts.

The Ird floor also had two larger rooms. One was Glnny's which

was a quiet free space with a bell garden set up by Andy Aldrich

in a side room. The other room Was Viviem's, It-featured a window

designed by Zaum, At some polnt during tha svening Vivien La Huth"ae-d., ock; and her black and white still photosrs - whe heh

and Rlchard Hayman performed Dice Piece, Throughout the environ-
ment Phil Earmonic did his mobile plece "Heaven on Earth.”

The first floor back featured many things beglning with a
bar hosted by Bi11l Parley, Alice Rollina, and John Adazs. This
wes a gsomawhat successful attempt to recoup the losses any free
event incurres, John Bischoff set up a bubble machiena above. the

tar and NOVAK provided TV presence. Behind the bar theres
was 8 sauna which always seemed to have some folks in 1t.

Past the sauna wWas a dance studio where Pam Tripple presented
neo=interpretive dance, She provided tutcher paper and people
wrote what they wanted her to interpret on 1t. Some of the
suggesticns wereiducks on l:h«uif way to "gquackville," Lao Tie,

sohizophrena, can opener, white feather grace tarancoth, and

floor continued the &' X 9' rooms,

M. Large sheets of sheet metal suspended from the ceiling.made
wonderful gongs. They were found in the lot next door to the
Reno and carried up to the 4th floor by UBU.

U. "Photozilla™o Prn. Lenaag was a light sensing circult in
a dark roem. A flash llght provided would change the sound's
pitch and harmonic spectrum.

V. A muslcal metal assemblage,
and nosecones by Other Musilc,
¥. Mediation HAoom ‘o wesce]l Beeiley. A tanboura drome for
vooal and quiet instrumental improvieatlons=" g

installatin of matalkonk, chimes,

Also on the 4th loor was an 18' by 12! tent set up in a room,
Inside the tent UBU, an exploritory scoustic susle ensemble,

improvised with conventional and home-made instrumente.

At about 11 a rock-jazz improvisation began in the Blg Hoom.
The music Wag exclting and a marvelous display of jaming at its

height. At the risk of missing somecns of thess fine spsiclans

what an intéresting finger let =e suck 1t- 1t'a not an InteresSting ; ;... poy cardoza, Erv Denman, Paul Dresher, Chris Cremlieh, Willle

finger take 1t away.

TR " s e e it

Lindfors, Pred Mayer, Paul Nash, Danny Sofer, and Flue "Gene®
PENED AGAY ALLHBLLD
Tyranny a8 ths meabers of this A group. {fe pagé &)
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8. ANICHT (From page 3)

A synthesizer and electronic music jJjam began at 12;30 in the

Big Boom. The performers were Hon Heglin, Jim FHorton, Paul

Kalbach, and Tom Zahuranec, These capturlng souds wers intarrapted

when the police arrived at 2,30, Some people had been seen on the

fire sgcape which i3 not allowed and the officers were just checking.

By thls time most of the people had gone, but the slectronic susic

ssemed cut off in the middle by the apents of the law,

There wWas nn p‘ublic amnouncement of the event and all word
HETwemw .

traveled th.rnugihm:u-e Tunderground® Even so,approximateély

600 people attended from the poetsY begining to the police ending.

A Might at the Reno brought together in a very exclting eetting

artists from all medias who might never have occasion to ses each

other's work. The event Was major in 1ts scope and in the amount

of information presented and avallable. There was trusly the

feeling that thls was a once only affalr. Though the community

nesds more occasicns like this they only occcurr rarely.

Bob Davis

CIRCULAR - GROWTH

(wouldn 't it be sad
f you never sang ?)

VOICE _ LESSONS

Peg Ahrens
482 - 3161

-
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FAR, PRESS

offers the following
rks b: Ghﬂrlua Shere:

LA MAMELIE ARTS CENTER is & not-for-prefit educationsl arts organization. Presently,we
are crganizing an exhibition of sound recerdings as srt: RECCRIED WORKS. This is an
intermational exhibition. Open and nos-juried. Playback limitations require all con-
tributed material be contained on cassette tapes [steres ck), Deadline for centributiona
is May 15,1976. Fleass include return postags.

EECORIED WORMKS
June 11=-Auguat 1,1976
Lk MAHELLE ARTS CENTER

TO=-12Th Street

Zan Francisco,Ca.

A 5=AT=T524

In addition,centributors interested in the ARTS CENTER BOOYSTCRE stocking their astual
records or tapes should contact: Wm. J. Arkenberg cfo LA MAMELIE.

e

THE COMMITTEE FOR ARTS AND LECTURES
UNIVERSITY OF CALIFORNIA, BERKELEY HERTZ HALL

Thomas Harmon

argan Two Hundred Years of American Organ Music:
May 9 William Selby, John Christopher Moller,
2 ; < John Knowles Paine, Horatio Parker,

Samuel Barber, Ulysses Kay, George Packer,
Lec Sowerby, and Charles Ives.

General %$3.00; Student $1.50

Berkeley Contemporary
Chamber Players

Richard Felciano, director

Evening devoted to the music of
May 17 EARLE BROWN: Corroboree for 3 pianos
8 p.m. String Quartet
Music for violin, cello and pianc
Four Systems
Syntagm I[II for 8 instruments

General $2.00; Student $1.00

Tickets: CAL Ticket Office, 101 Zellerbach Hall, U.C. Berkeley
(642-2561), all Macy's, major Bay Area ticket cutlets.
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fiwve .plano pleces
;in.ru‘ﬁpnn Io£ solo flute 85
hapdler of gravity (ergem) 5.
from calls and singing 6.

(chamber crehestra)
screen, for string guartet 5.50
perhaps use, vuic- B pisnn 1.50

]

in preparutiun- amall cnmnurto
‘| for pisno and orchestra »

Ear Fress, 1824 Curtis Bt.,
CA 94702

THE PORT COSTA PLAYERS

New Music Concerts

co-aponsoned by CAL. All eventa will take
place at Bpm in Gallery A of the LAM,
Tickets are 53.50 general /$3.00 student,
ﬂmﬂdsmmwdﬁmwﬂﬂ
the L
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May 8: California composers chamber
concert parformed by the Port Costa,
Players: Meil Relnick, Cleore Framc,

Raberk Ashia
Chibhmey, ?.u.’ﬁnt ﬁm?: P

—
May 21/22: The Littie Mahagonny by
Brecht/Weill and' choral works
performed by the Port Costa Players.
meluding Auifs by Yonnis Xenskis, -

The University Art Museum
2626 Bancrof Way




RF: Mort and I are closer than Pauline, but I'm completely positive about what Pauline

in doing with her meditations and things like that, What happened to me was,
1 went to do yoga when I was living in Boston and it made a very dramaltic
impact on the music that 1 wrote. 1 don't know if I can articulate precisely
what the difference is. It"s like the plece that I did last vear for the Philadelphia
Composers' Forum. It was based on the juxtaposition of what happens in Eastern
mugio, where you have a very slow sense of change rate and do mot put the
music together in the sense of ——- surrogate vocal gestures, related to the air
supply of the lungs, Most of the phrases we have in cecidental music are derived
from the ability of the lung to form phrases. We use the sentesce as the analogy
te the phrase in Besthoven or whatever, and all of ihose things have certain
implications of ego manilestation, and so on. That {s, the viclin becomes a
surrogate voice, and one imagines what the voice is saying. Oue doeen't imagine
it literally, but there is this aspect that is very different from what happens in
a gamélan or something like that, where the music simply exists like the sounda
of the spheres. As a matter of fact, the principle of Balinese muaic is that
m.ﬂ:;md is always there, and you DON'T deal with localized time structures
at

1 sttempted to put together a piece using six players and live electronics
which would juxtapose those two elementa, that is, where ultimately the ego
manifestation of the individoal would be drawn into unfon with that exterior

RF:

1

tteell in electronic, meaning that thers is an element of tension invelved. It'a
oot mechanical-chemical like [lm, which is totally static. If you stop a video
tapa, you don't even see any frames im it, it just runs cootimually like pure
energy. The only way that it can make the picture on the monitor is by having
a littla dot which glides back amd forth at millions of---

That's where the ficker comes in.

That's right. And the moment that you try to work with that, there's tension
iovolved, The tube has difficulty reading certain kinds of lines. For instance,
the piece that I did is called Linearity, It's for sold harp, and the reason that [
did it for solo harp was that in looking and studying the naure of the television
monitor itself, I found that one of the things that one was very conscious of, and
especially in black and white, which is what we had to work with, was the
borizontal lines which move back and forth. It's like electronic etching. 1 asked
myself, "What would happen If it had to read information which was essentially
vertical amnd unatable, ala the harp sirings?". When you pluck a barp string,

it gets all thege nodes and the lower atrings have their own little borizontally-
wound pieces of metal. If you put a strong light on those, you get the vertical
string itsell, all these little horizontal parts, and the nodes coming and going
as the siring comes Lo a stop. So we brought in a harp and tried it, and the
system went just absolutely wild! It did all kinds of bemstiful deaign things by

virtue of what you might call a DEFECT. It wasn't able te read the information
properly. I wanted the tension of the system's inability to do that to produce
the beauty of these images.

You took close-upa of thia?

The cameramen were restricted to her hands. Only at the very end of the

plece do you see the harpist., You see nothing but the strings themselves
vibrating, positive versus negative polarity, and visual envelopes where the hand
is. You gee the shape of it but not the cootent. And inside the content you

gea the same hand positively, but strumming the other way, il you see what [

univeraal harmony. The plece ia called Chiid, which is the name of a Tibetan
mystery play about the ritual sacrifice of the ego to the universal order. That's
the world and the universe as [ see it. [ can't simply go totally into sitting
eroas=-legged with a bunch of {riends whe may or may not play instruments and
doing meditation, because that's too compartmentalized in terms of Buckminster Vo
Fuller's shrinking world. We are all on that thing, and -—- 1 don't think the East RF:
im going to take over the West or the West iz going to take over the East. It'a
Hke—you can't opt for the left or the right.side of the brain. They're both in thare
and the real problem (s the delicious tension between the two.

iy Dl you frpt comp imo Eastern mglc o Bostou? mean. Then there are exast parallels of that in the score, where at one point
BF: No. M you.grow up in the west as I have, you come into contact with Eastern she worka ber way down to a single pote which tapers off, right? Every time -
music. Forty percent of my elementary school class was Japanese, so’l've you get the tapering off, you begin to loose the content of the note, the number
been very influenced by the East for along time. And sometimes I've done of frequencies and so forth, And what you get instead is a number of other
parely electronic scores or even non-electronic scores where I haven't been things which are derived from reaching into the air waves of the city, like
thinking in terms of the orient at all, and someone will hear the music and random radio sounds. Finally she ends up by playing her own applause. Ewvery
tall me -— time she plucks that string, you hear an audience applauding. It's like the
vs: It's simply a part of your personality. harp's memaory bank, The harp remembers thie {rom ita past experience.
RF: Tes, but of course, those things are subconscious in motivation. In terms of V8: How did you do this?
structure, [ bave to pose mysell a problem, like I did in Chid,. of trying to RF: Well, the same way. Electronically. 1 had a pre-prepared tape with applause
reconcile two seemingly irreconcilable =--There HAS to be a way to reconcile the on it, and that was playing but you would only be able to hear it when a gating
: . device was told to release it by the amplitude of the played sound, as picked
VB: Hawe you been trying to reconcile them in your pleces since Chod? w by an eovdlope detector, ...
RF: No, no. That's just the shape it took in that particular plece. I've just & '
finished a picce this year for the Handel and Haydn Society in Boston, which i ‘}:‘ e r‘:ﬁl"mhf ‘.‘;‘"“ S xariisg- of SEpaEieucas. (Il G ¥ou Ses SORCRMIE
is the oldest chornl society in the United Siates. The piece is an interpretation ng In i L
of the Gllgamesh eple, which predates Homer by 1500 years and is & RF: 1 don't kmow. The thing that keeps coming back is the fascination with the time-
very telling story about a king who was hall man, halfl goed, and & creature space contimuum, which I've had since aboot 1967 when I first did a piece that
who grew up in the forest who was hall animal, half man. They fight, and was involved in that kind of a study. And last fall, 1 was commissioned by the
neither is the victor and they become inseparable friends. It's perfectly clear Fort Worth Art Museum to do an outdoor environment for the cities of Fort
from the way the story works that what is being portrayed is that man is Worth and Dallas using 14 carillons which they had there. Again, it was a very
recognized in the evolutionary proceas as being more than animal and less than statie kind of piece whore you could move from one to another. We had a drive-
Gl : through plan where you could move from one to ancther. [ was very enthusiastic
i about that. It's ome of the biggest turn-ons I've had in a time. The museum
VB: What's the mame of this plece? is interested in making a record of it, and if we could “;lingnmn City Hall to
RF: be intereated in having their enviromment on the other side, they'll have an

It's ealled The Pasaing of Enkidu, who was the animal-man, It's not an

arthedox interpretation of the epic at all, T treated it as a conflict betwoen man's
innate peed to create, which is the god-like part of him, and his ability to vE:
co-axist with the natural perfection of the universe. That seema to me to be '
our major problem.

V8: In a sense, then, whitever you're writing has some sort of coofllet (o it,
batween two different elements,

That's true, yes, except that [ have a very stong kind of mystical bent at the

same time. [ have dong pleces which are totally static, like I did in God of the e
Expanding Universe for organ and electronic sounds, where the organ doesn't '
do anything except play D natural. He never even lifta his finger. He simply
ndds stopa until he gets full organ and then he withdrawa them until he gets
oothing again. The tape part that goes along with it moves from high [requencies
down to very low ones and back up to high ones and fades out, so that there are
areé two dxes in the piece.

Do you think you'll be doing more pieces using very static elements?

1 will be doing more, and [ bave done quite a few already. The eaviromment

I did for Boston City Hall was based on the idea of trying to produce an

ncoustic equivalent to the visual eflect of what it would be like inside 2 prism
where the various components of white light would be refracted aod you'd be

ghle to move around in them. I even did some light sculptures to go with it which
" earried out that idea. 8o what happened was, when you walked in the bailding,

you got 14 electronic sound channels over two levels of this enormous. central
space, and you heard them all together. And them s you walked through a curtain
of white light, you passed into an area of white gound, 4nd from that point oo,
the sounds separated and what you heard mainly were the speakers that you
happened to be close to. And S0 by positioning yoursell within this space, you could
hear either a group of six of them or a group of two of them. or whatever. You
could stay- sdll .and perceive it as a totally static experiemce, sinue eéach

of the speakers either had a single tone, oF a texture which was unchanging, or

a reiterated pulse, or something like that. -—The idea was basically that the only
way that you can perceive time ia by moving your body in spece. It was an

attempt to oparate right on that edge where time and space come together.

The sounds represented the light? And each different speaker was & different
frequency of light, In & sensa?

Well, 1 pever carried it that far. What I was after was the static effect which

the prism suggests, and the fact that the combination af all of those frequencies
togather, which gives you white light, could be refracted asd divided up. Of
eoirse we can do this with electronic music and other sounds, but we dom't
have an acoustical egquivalent to the prism.

I did a lot uITmrk beginning in 1967 with experimental television at KQED
in San Francisco where théy had an experimental project which the Rockelellar
Foundation set up, 1 was fascinated with the possibilitiea aot only becaose 1
hed an affinity for electronics, but also because television is the only visual
experience we have in the modern world where the light that we perceive is
nmot reflected light. This is the reason people gel mesmerized by it. It really
doesn't matter what you're looking at. People will look amyway because it has
this kind of mystical quality. That's why I'm opposed to video projectors, which
looae that magical quality.

Were you doing electronic music for these KQED projects you were working on?

Mo, it wasn't that simple. What happened was, five artists from five different
fields were asked to study the tolevision medium amd come to grips with -

what it was, and then see if that medium could function as a logical extension

‘ol their own crafts. And my problem was to find out whether or not -——-1 was

the composer involved —-- & composer writing a piece of music could conceive

of the plece of music WITH televiaion, mot just for it, The television mcn.‘_-Eum
was to be an inberent part of the compositional process. ualikes in Menotti's
Amahl and the Night Visiters, which is always described as the firat television
opera but s really nothing but o proscenium-arch opera which is televised. 4
Well, a proscenium-arch opera which is written to be telavised is mot n television
opers. A television opera would have to be something that probably couldn't

ever be performed on stage. It would have fto use the unique characteriastica of
the television medium, For instance, you can make encugh visual movement in

a studio to have the effect of doing somethiog which requires a cast of hundreds
in an opera house, because the only thing that counta is what comes over the
monitor. Alsa, the paychological experience of sitting in your livingreom is
different from sitting in & movie theatre, much less an opera house, The medium

indoor —outdoor environment disc.
It sounds difficult to record something like that, becaiise it igvolves space.

Well, every ono of the bell towers made a recording for me, and I was able to
make a composgite. It'a a very documentary-sounding recording. Along with the
bells is has jet sounds in it, sounds of mtomobiles ng away from stop signs,
and whatever was just there. [ guess it's pot the of thing you could casily
put on a recording, but --—-

What would you suggest for young composers to atudy?

1 don't think you have to give young composers any advice. The only thing all
composers need is talent and technique. And the taleot nobody can give them,
The only thing I would hope is that the society as a whole doesn't provide such
& upiform eovironment or tamper with genetic structure so that we loose what ia
capable of being unique in either the DNA itsell or the richmess of the varied
environment. The alarming thing ia that we don't seem to be too much better off
than the HRussians or the Chincse right mow. Capitalist busioess seems (o be
moving in exaotly the same direction, The bigger it gets, the less choice we
hive, becaige they can make more money off of whatever it is by producing
less variety. And that's the way that we seem to be beaded, I think people need
varisty, especially young children. It's very crucial.

It sounds as if you've had a very rich life.
Well, I'm grateful for what I've had.
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WEIRD MAGNETIC EVENTS
an evening of music,

theatre, &
video

by Peg Ahrens

P

CAT'S PAW PALACE / Berkeley =

JUNE 6th 8 pm
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¢s«The way it heppened was, I was riding home
on my '63 Honda 305, which is pretty ratty, and
Paul Nash's NINE FOR NINE was under the bungi
behind me, and when I got home most of it was
gone. Scattered to the four winds, I suppose.
Apprbpriate, in a way: we'd just been talking
about the difference between the hang-loese
weat coast and the more thoughtful east. But I
feel bad about it, since, after all, it was his
mester's thesis and I was supposed to read it.
Well, this ain't Princeton. You can hear NIKE
FOR NINE Wednesday, May 12, at 12:15 p.m. at
Hertz Hall, U.C. Berkeley--along with other

new pieces by Berkeley comnosers. And here's

a littie of what's left of NINE FCR NINE.

 (Berkeley-California 9470
T 415-841.0232
?lfﬁir? $3.00 general admission

2 2.50 students
2.00 seniors
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THINGS I LIEFD HEARING LATELY

Lou Harrison's ELEGAIC SYMPHONY
(his second): a sober piece,
almost celebratory of death,
with very little traditional
developmental material but in-
stead descriptive music, noble,
self-possessed, Handelian in
its dignity and its solid bass
line, Brahmsian in the logic
of its last-movement chaconne,
sweelt because of the just tem-
perament of its bass harmonics,
surprising becsuse of its Jux-
taposition with Lou's insou-
ciant music for MARRIAGE ON THE
BIFYEL TOYER, played (very well)
on the same San Jose Symohony
concert...Darius Kilhaud's
1968 TRIC played by the Fran-
cesco Trioc for the Chauber Lu-
gic Sceiety...FOUR PIRCES FOR
PIANC by Glenn Bwith, played at
the Oakland kuseum by Richard
Fields...Japice Giteck's opera
WI'IGITA at the University Art
Maseum: very entertalning, very
touching, totally unpretentious,
but substantial: don't miss the
repeat at the Oaklznd Museum on
May 28!

ALSO DON'T MISS3:

Robert Hughes' CADENCES
at the Paramount, kay 9
«+ s the Earle Brown con-
cert at U.C. Berkeley,
bay 17...the following,
at hills Collepe:

May 11

,8,9 17TH ANNUAL FESTIVAL OF WEASELS, The Electric Weasel Ensemble, Novaj
Eu?&oj.T¥Ee E¥2ctric Eels, and many more. Electronic and acoustic music, dance,

film and video. 8:30pm on Friday & Saturday, from 2pm on Sunday.

13 A PROGRAM OF MUSIC IN HOMAGE TO LUIGI DALLAPICCOLA, At the San Francisco
Museum of Modern Art. 8pm. Works by Dallapiccola, Berio, Robert Hughes, and
M. Castelnuovo-Tedesco. Under the direction of Rebert Hughes. General admission

$3.00, students, seniors, and students $Z.00.
14 BURKE SCHUCHMANN, CELLO, & LANDON YOUNG, P1ANO. Bach, Beethoven & Schumann.
15 THE SAN FRANCISCO STRING QUARTET. Haydn, Mayuzumi, Ernst Bloch.
SPENCER BURLESON, CLASSICAL GUITAR. Brouwer, Lauro, Brindle, Falla & othrs.
22 JUDIYABA, CELLIST AND FRIENDS. Bach, Kagel, Shostakovich.
23 KEYBOARD MUSIC OF THE 1740'S. Louis Bagger, harpsichordist. Zpm.
28 DOROTHY BARNHOUSE, MEZZO, SOPRANO. A1l german works.
29 TIMOTHY BROWN, PIANO. J.5. Bach, K.P.E. Bach, Haydn, Chopin.

A concert of solo piano music
by Marion Brown, Michael
Byron, Leo Smith and David
Rosenboom. Concert Hall 8 pm

Presentation of results of the
ten day workshop.
Concert Hall 8 pm

i.hﬂz

«+.80d next month's EAR:
twice the enjoyment at
no extra cost!




