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lBy Gregory Sandow_
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0 never held baek I::ly enthtrslar';; when

|1 wnte good' rawewg;, but when I write bad

feehngs. { : e Bk

l Take the review I’m about.'to wnte of
\Carles Santcs, who perfonned his music
for solo voice and solo | p:ano ‘&t the kitchen
‘on November 3. I thought _lthat he was all
chansma ‘and no aubsta.nce, that - his
‘performance succeeded only because he’s
|so likeable, or because he tries so hard to
|be liked. I didn’t hear anything of musical
interest in his work . . . no, better change
that: I didn’t hear much of musical in-
‘terest in his work. Let's be fair (whach
requires me also to say that most people in
ithe audience seemed to love the concert).
| Santos” writes music built from re-
peated phrases that add somethmg new at
|each repetition, a reasonable way of work-
ling but not one likely to hold my interest
through a whole evening of-short pieces.
Each work took off in much the same way
as_the one before;” the additive gambit
came to seem predictable, stale, and final-
ly ... well, 'll be mild and say it seemed
frustratmg, more like a nervous tic than a
mode of composition. At least in the vocal
pieces, built from unpitched sounds, the
‘additions came unpredictably, in mid-
phrase. But the .new material 'in the
simple, diatonic piano pieces was added,
.conventionally enough, at the phrase end-
iings. Musical notes are hard to push
around because they have intrinsic rela-
tions among themselves, and I began to
wonder whether Santos had thecomposi-
tional technique to use them as imagina-

Actually the additive techruqueh 31‘2 ]
p1ano pleces didn’t seem to atrengtﬁ:n e
{music in any way; the phrases got tengs e"‘
‘but.not moré interesting OF ‘more inf e,
'The " addlt'.xona sounded liké e:u:us;e!sm"tl
playmg‘the ‘isame. senumentql mm ?
.piano I licks oyver. ‘and ‘over agmn. tﬁelr“
vocal pleces were sentimental, t00, in e

y. Yes, the sighs, lip smackmgs, a <
dehghted tiny gasps ‘suggested bliss, 80

tively as he uses noises.

ttle. arimals,
W, 5ex, i.rres:atlbly furry it
ra?:ﬂ’ anythmg else yo{; mlght vsazl;o tg atl-l:t:l
ng, but they also seeme
-fax:l:dm tgoo self-satlsﬁed and too limited u{,
:emotional range for me to take their ';Ep
posed gpontaneity very seriously. ey
didn’t have the “unpretentious exuberaﬁce
of Kirk Nurock’s n natural sounds. Andt Tg-
. certainly didn’t have the amaz:cfi ;:m;
I've heard in some
cll::g:\;%r:m 's yocal work; that only comes
'to artists who are willing to aurpnse them-
-gelves. : S
m cnt:cmms don’ t goun:
stnlafmedy consider that 1 might have ag-
mitted that 1 wanted to - . . but no, €O

o
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Bemard Shaw’s fa-
“gider instead ?ej:ge a work by a leading

mous review o
academic cornposer

of the 1890s, Hubert

that
Shaw. began by pretendmg
E:r;y been trymg to avmd the paece and




