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mutually tuned),
- even timbre, and use of slide
whistle, voice, kazoo, and some electronics in
addition tooboe and englishhorn.The workis
surprisingly “musical” inthe traditional sense,
ascompared toeither Cage’s use of radios, or
Alvin Lucier’s North American Time Capsule
work which used aSylvania voice encoder device
forsomewhatthesame effect. In Spiral, the oboe
andvoice paralleland at times imitate theradio
electronic sound; itisas if subjectivity wereon
the retreat within the sphere of technology. (!
should mention here that partof my initial
reaction was againstthe logistics of the work,
whichmusthave dominated the original perfor-
mance. World fairs are almost never concerned
with intimacy, and the automations thatpass for
high culture—use of multi-screen situations,
moving sidewalks, and so forth—seemto
functionsolely forthe manipulation (physical
and psychological) of peopleenmasse, a
manipulationthat paralleis the techniques
(although not the intentions) of totalitarianism.
This manipulationis always technocratic. ltisto
Celli's creditthat the recorded version
possessesan intimacy that immediately
engages the listener.)

.

Extensions:Therearealot of extensionsonthe
market today, from Lucier's Extended Voices
collectionto Schwariz's Extended Oboe, theonly
piece ofirthe album where Celli actually playsin
the traditional sense of the creation of musical
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morejazz-oriented than classical. Theworkis
lovely and emotional; acrowd-pleaser. ltbreaks
no new ground.

Extensions II:“Breaking ground” isone ofthe
maincharacteristics of acertainkind of new
music, whichis paralleled by the individuation of
saxophone styles injazz, for example. Thereis
newnessatthe coreof the “new music,”
newness whichimplies progressorat the least
extensions of traditional techniques and
concerns. Eventually newness resultsinagame
plan: thisarea remainstobe occupied, asserted;
this areais useful for legitimation.lam not
claiming thatthese positions are consciously
taken: they simply occur.

Because music very
oftenis acollaboration (atleastbetween
composerand performer) that involves a
minimum of space-time in the world (aconcert
seasoncanpossessa much greater number of
events thanagallery season), gameplansare not
taken as seriously as they wouldbeintheart
world (where too closely related bodies of work
are either united under the rubric of style or
considered imitative). Not that much may be at
stake—exceptihe experience of the audience.
For this reason, the «newness” of Celli’s album
(some of whichis very very new) seems irrelevant
afterseveral hearings: as usual, itismusictobe
enjoyed. As such, my favorite work remains Sky:
Sford; A Summoning of Focus has become
difficult tolistento. Onthe otherhand,
Stockhausen’s pieceis stré&ngely endearing; the
short:wave had agood day,and Extended Oboe
seems prettier thanever. iwould advise everyone
tolistentothe alburmn, whichinits totality
possessesa brittle beauty coupled with
surprising flows of sound.

Conclusion: This would naturally liewiththe
s sound itself—not the internal repetitionofthe
e gs you readit,butthe recording. Consider
T yyapitchfor purchase; the record
~amodity, the music maybe

: ad(reread carefully)inmore than
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David Feldman

Third Street Music School, NYC  April 15,1980

The bulk of this long concert of music by David Feldman
consisted of two piano pieces played with confidence,
eloquence, and necessary clarity by Joseph Kubera. Thefinal
piece was performed by a large ensemble, mostly students, and
the overall effect was that ofan under-rehearsed experiment
which no::omqmm,,z:r the professionalism demionsirated earfier.

The piano music was peculiar because satisfied the listeneron
avariely of levels without compromise. While the music tended
not only to fonalities butto emofionally evocative pretly
tondlities, there was a consistent, almost insistent, systematic

structuring of the sound whichwasintegral fo the effectiveness of -

the music's romanticism. The coupling of classicism and
romanticism s characteristic of “Minimalists”’, but Feldman’s
music, while sharing some of their ideals, sounds nothing like the
repetitive modal noodling usually associated with that school.
Repetition seems fo play no partin his music, although
variation—or, more accurately, _umzﬂcazo:lmog.

David Feldman makes hisliving as @ mathematician working
with computers, and mathematical structures were usedin
composing the two piano pieces. Asa performing musician
Feldman is a flautist, which seems 0 allow him a fresh approach
to writing for the piano. The piano pieces ore virtuosic primarily
because of their thythmic complexity. Feldman has chosentoftitle
his piecesinan eccentricway. It reminds me of painter David
Hockney's admission that he used to give his paintings long fitles
so that any menfion of them would take up alotofroomina
review. But perhaps a poetic tifleis bestfora mathematically
structured piece, and anyway #'s much better than ““Abstractions
" and thatilk. . ¢

The first piece pert waos inl :  Pipeist .
Plumber,”” composed in 1978. ltwas intwelve movementsand
seemed togo onand on, which, in this case, was anice feeling.
The sustain pedal was down for the entire duration of each
movement. This effectwould usually be inadvisable butwas
appropriate tothe kind of single note, wide intervalicjumps that
formed the character of the piece. Constant sustain mightimply
dreaminess, but here thatwas avoided

by the rhythmic

placement of the notes
whichwas precise but unpredictable.
Joseph Kubera’s performance had a firmness and certainty that
enhanced the composition. Both this piece and the following
onewould sound wellona mixed program. Their evident
virtuosity and atfractive quirkiness could appeal to audiences
unused fo new music and would not be foo awkward change
from older music. -

The second piece (here we go). 'l Scissored Info Slender Strips
the Wings of Butterflies First One Wing Then the Other
Sometimes Fora Change the Two Abreast Never So Good
Since” waswrittenin 1977 and showed a variety of
compositional methodsinits three sections. Therewere a
prelude and postlude, identical, | think, which were very brief
and seemed a seed for the rest of the composition. The secfion !
found most fascinating consisted of a single chord which
occurred on a steady pulse butnever the same way twice. There
must have beenalmosta hundred permutations achieved
through arpeggiations and rhythmic refractions ofthe several
nofes that formed the chord. Abasic pulse remained, sometimes
almostincoherently syncopated, anew variation appearing
every four beats. The sections were not separated by pauses,
but moved sensibly info one another. The length of the piece
made it a bit difficultto giverit constant attention, but there was
never a sense thatthe length was grauitous.

Process or systematic composition i riot a newidea, and that's
what's good aboutit. The oldertheidea becomes, the moreifs
variability and worth become evident. A composer can hardly
hide behind its novelty because it's no longer novel. David
Feldman has invented systems that are coherent and thorough
in-and-of themselves, true to their own logic. Theyforma
vocabulary and syntaxthat speaktous, rather than being the
musical equivalent of a dictionary.

David Oo;o:a

Julius Eastman

33 GrandSt., NYC April3,1980

Like it or not, theoter is 0. PO of everyconcert.
Performersconleove stondards unquestioned ond
presenta concert thotignoresthe enhancements of
theoter; or setting, lighting, plocementof oudience
ond performer, andthe movements of the performer
ollcon be utilized inthe service of o.conscious intention.

Julius Eostman saing his unoccompanied “Socred
Songs” inavery simple butwell considered setting. The
performonce space Wos smoll, the oudience
necessailylimitedto lessthon thirty. Lighting wos from
osingle overhead spot ond Eostman stood directly
beneoth it otthe center ond front of the stoge.
Everything oboutthe performonce emphosized
singlenessand isolotion, which were o concefn ofthe
texts hesang. The overheod spotput Eostmon'sfoce
into deep shodow, owelcome gesture of privocyina
performance so personal. Everytime |hove seen
Eostmon perform he hasbeen dressed the some woy,
intorn and ditty clothing. Normaillyone ignores o
musicion’s clothing, buthere it seemedto count
becouse itemphasizedthe unglomorousness of his
non-conformity. The pedformance Wos strenuous for
both Eastman andthe oudience. His voice isomong
the few thot haove the power ond vorietyto succeedin
osolo a.coppellaformot. Eostmon used no written
music, butthe songs were too corefullystructured, with
recurrentthemes and figures, to imply muchimproviso-
tion. The cycle of songs. with only brief pouses
between eoch, lostedotleastan hour and fifteen
minutes.

The cycle of “socred songs” wostitled “TokingRefuge
InThe TwoPrinciples,” ondthetexts were writtenby
Eostman. Whotmode them socred wos notony
ossociotion witho specific religion, but the foctthot

thetexts concermedidealssocredto Eostmon. The

entrol stotementwos, “ltake refugeunderthe
umbrello.oftwo Oa:nﬁmmlC:Zmao_ﬁc ond "
Importiolity.” The words Altruism and Equality were
used olso. Thot stotement come Up ogoinandogain,
and wos alwoys followed by the declorotionthot
those principles did not,in foct, give himrefuge of
protection from onything. His beliefinthese principles,
occordingtothetext,hos sepovroted him from most
people ond, poinfully, even from his friends. There
were reterotions and extensions of these ideos. About
midwoythrough the piece there wos o.touching
section in which Eostman sang, “| ploce myfriends
oround me. | plocethemonmy leftside. | plocethem
onmy rightside.” And he wenton, listingwhere he
ploces his friends, developing slowly from physicol
imogestomore obstroct poeticones. twos duringthis
sectionthotEostmon gestured most. Othertimeshe
often kept his honds closped ot his chest, notinon
imploring woy, butina cosuol, obsent-minded Woy.
Thetext never seemed pretentious even ot its most
philosophical, becouse of its “soul-laid-bare” quolity.

The vocolline encompossedthe distant limits of
Eostman's fomous ronge (listento his performance of
Peter Moxwell Davies “Eight Songs foraMod King” on
Nonesuch records), concentrating on the lower
register. A contour common to the whole cycle wosthis:
Eostmon would stort quietiyonanote ond,intheform
of o long melisma (oftenon “I), he would slip down
ond up obouta holf step inquick little groce notes.
These never seemed hophozzofd, ond his pitchwos
olwoys under control. Groduolly, os more words were
sung, the lines became more drown outand intervals
widened until, ot o climoctic point, his voice wos
jumping bock ond forth ot least on octove, some-
times stroining ond loud without being unmusicol.
Within this soft-to-loud contour wos o greotdeol of
voriety, neveran overlyobvious grodation. The music
hod o fitualistic quolityto it ond wos probobly
influenced by the religious music of both eostand west.
This seemedtobe more o result of common purpose
ondthe extension of o tradition, ratherthanany need
of Eostmon’s foran antecedent.

This wos relentiess music. Attimes itwos like being
“shouted ot. There wos an intensity of conviction both
physicolly ond Dmcnro_oowno_f thot wos harrowing.
The physicol ordeal of singingfor solong with such
endurafice complimentedthe difficultiesinherentinthe
DZ_OmODZno_ porodoxes ofthetext.lkgove me o
heodache. twos stortling thotone person, in o smoll
room, could generote such o thorough experience on
somony levels.

David Garlond




