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Untended Variations. My first composition teacher, Les Thirrmig, insisted 
that his students write plenty of solo music for their own instrument. 
This practice ensured that a piece would be performed, and offered a direct 
mode of self-expression--lmportant in developing a will to make music. For 
me, In addition, It became a dependable refuge from premeditation. 

Untended Variations was composed this past summer, performed at two 
private concerts, and revised extensively in October. The title is a mutated 
reference to a piece by my friend Gary James, Intended Variations. Amid 
the struggle to give form to our thoughts (perhaps because of it), we 
recognize that things never become precisely as we intend. 

--Peter Josheff 

"Letters" and "The Weather of Six Mornings"--eight songs to poems of 
Jane Cooper. These settings of Jane Cooper's poems on death and parting were 
composed over the course of a year, from March 1983 to March 1984. What 
attracted me in the poems was their cyclic structure, the urgency of the 
subject matter, and the subtlety, refinement, and sonorous quality of the 
language. The music is full of strong contrasts, both within and between 
individual songs; the differences in poetic mood are heightened and drama-
tized to create a strongly expressionistic and volatile work. Still one is 
left with the impression of a large arch, delicately but finally balanced. 
The voice throughout holds the thread of continuity. The piano writing, 
although complex, is always supportive, accompanimental, and evocative. 

--Richard Festinger 

Bright in Dark Directed has three short movements. The title comes 
from a line in Shakespeare sonnet #43, "when most I wink", in which the 
poet describes seeing more clearly in dreams than in "the living day". For 
him, "al 1 days are nights to see ti 11 I see thee,/and nights bright days 
when dreams do show thee me". 

In this piece, I hoped to create a context for the ringing consonance 
of triads, one in which they would have a clarity independent of the "living 
day" of our traditional tonal hierarchy. 

There is another way in which sonnet #43 inspired me, even more crucially; 
through its elegant economy, play of words, and recasting of word and sounds 
into different grammatical roles, the reader/listener both revels in the 
sensual delight of variously repeated sounds and at the same time enjoys 
ever new associations of meaning. Similarly, one must accept (and enjoy!) 
changing roles for many sounds in Bright in Dark Directed. 

--Tamar Diesendruck 

Crystai Sha.dows was written in 1985 for my wife, a fine flutist, as a 
birthday present. It was intended as chamber music which we could enjoy 
performing together for ourselves, relatives, friends, and even concert 
audiences. This perhaps sheds some light on one storyline of the piece: at 
the outset the flute and piano are fairly balanced, in fact, the piano may 



have a slight edge. In the first part of the cadenza, however, the flute 
demonstrates that it can, by itself, handle two prominent elements of the 
piece at the same time--the tremelo and the staccato line. Until now this 
combination has utilized both instruments. In the second part of the cadenza, 
the staccato line is combined with an extended lyrical melody. When the 
piano returns it is 11allowed11 to take the staccato line back but only in 
order to free the flute so that it can develop the lyrical melody into a 
flamboyant virtuosic display. This narrative should be interpretted as a 
reflection of our respective instrumental prowess rather than as a metaphor 
for our personal relationship at home. Speaking sincerely however, Crystal 
Shadows, like most of my music, is intend~d to please and interest the 
listener as an abstract design in sound through time--an aural dance. The 
expansion of the flute 1 s material into a large continuous development 
beginning at the cadenza is the final stage of a process in which the five 
sections, from the first measure until the cadenza, become progressively 
more substantial and less vividly contrasting. The piece culminates with 
a single section which meltsthe distinctions between the previous five. The 
flute 1 s domination, in this light, is a means to an end--that end being an 
intrinsically expressive form. 

--Steven Mackey 

Chameleon was written between December, 1982 and February, 1984 for the 
Almont Ensemble. It consists of a three-part theme and six variations. 
Variation, in this particular music, effects all the musical elements (i.e., 
pitch, rhythm, density, shape, etc.) of the theme, the spirit of which is the 
only consistent element throughout. Therefore, each variation contrasts 
drastically with the theme, and with the other variations. As with the 
animal, this Chameleon camouflages itself significantly to hide within the 
aura of its surroundings. Musically, these surroundings are located in time 
as the dramatic unfolding of events, and the real Chameleon is nowhere to 
be found. 

--Frank Stemper 

PETER JOSHEFF, composer and clarinetist, was born in Madison, Wisconsin. 
He attended Lawrence University and completed a B.M. degree at the University 
of Wisconsin at Madison, studying clarinet with Glenn Bowen and composition 
with Leslie Thimmig. He also gained an appreciation of non-western music 
cultures through studies with ethnomusicologist Lois Anderson. He came to 
California in 1980 to pursue graduate studies in composition and received 
an M.A. from the University of California at Berkeley. 

In addition to chamber and orchestral works, he has composed extensively 
music for dancers and has considerable experience with improvisatory 
collaboration between music and the spoken language. 

RICHARD FESTINGER received his musical training at the University of 
California at Berkeley. He is currently pursuing advanced studies in 
computer applications at Stanford University. 

JANE COOPER 1 s first published book was The Weather of Si:r; Mornings, 
which received the 1968 Lamont Award of the Academy of American Poets. She 
has published several other books, and has held a Guggenheim Fellowship, 
an Ingram Merrill Foundation Grant, and in 1978 received the Shelley Award 
of the Poetry Society of America. She lives in New York City and teaches 
at Sarah Lawrence College. 



TAMAR DIESENDRUCK began seriously composing a little over ten years 
ago, and in that time has written works for solo instruments, chamber 
ensemble, voice, chamber orchestra and full orchestra as well as music 
for dance and film. 

She holds degrees from Brandeis University and the University of 
California, Berkeley, and has been recognized for her work with such 
awards as the Rome Prize and the Ives Award, given by the American Academy 
and Institute of Arts and Letters. 

Currently she is setting the W.B. Yeats• poem The Second Coming for 
baritone and orchestra for the RAI Orchestra of Rome. 

STEVEN MACKEY was born in Frankfurt, Germany in 1956. He studied 
composition at the University of California at Davis (B.A.), suma aum Zaude 
and Phi Beta Kappa; State University of New York at Stony Brooke (M.A.), 
and for his Ph.D. Mackey studied at Brandeis University with Donald Martino 
and Andrew lmbrie. While his time is now totally devoted to composition, his 
initial training was in early music. In 1977, Mackey toured Europe as a 
Renaissance and Baroque lutenist. 

As a composer, Mackey has been a fellow at numerous music festivals 
including Tanglewood, where he studied with John Harbison, and the 
Johnson State Composers Conference, directed by Mario Davidovsky. Among 
his awards are a Guggenheim Fellowship, the Charles Ives Fellowship in 
Composition from the American Academy and Institute of Arts and Letters, the 
BMI award from Broadcast Music Incorporated, the Joseph H. Bearns Prize 
from Columbia University, and in 1984, he was winner of the League-lSCM 
National Composers Competition. He has been commissioned by organizations 
such as the Fromm Foundation, and most recently, the Concord String Quartet. 

Mackey is presently teaching composition and theory at Princeton 
University. 

FRANK STEMPER 1 s music has been performed by orchestras in Holland and 
Milwaukee, Wisconsin, and by various chamber ensembles and solo musicians 
throughout the U.S. and Canada. In 1981 he was awarded the George Ladd 
Prix de Paris from the University of California at Berkeley where he also 
received a Ph.D. in music. He is currently Assistant Professor in the School 
of Music at Southern Illinois University at Carbondale where he teaches 
composition, theory, and jazz piano. 

JUDY HUBBELL, Soprano, has done extensive recital work of varied and 
unusual material, including lute songs of the Renaissance, Appalachian and 
Brazilian folk songs for voice and guitar, German lieder and French art songs, 
songs of the American 1920 1 s and contemporary song cycles. Soloist for three 
years with the New York Pro Musica, Judy performed in the U.S., South 
America, and Europe, and at the Corfu, Caramoor, and Spoleto Festivals. 
A noted singer of contemporary music in the Bay Area, Judy is a member of 
the San Francisco Music Players, and has sung with EARPLAY, Berkeley 
Contemporary Players, Soon II I, and Laurie Anderson. Recordings include 
Mel Graves• Ma:rshland for 1750 Arch and Ballads, Cantos, Canaiones by 
Robert Bozina on Terra Nova. Ms. Hubbell has taught voice at City College 
of San Francisco since 1979, and is Vocal Artist-in-Residence for the 
San Francisco High School of Performing Arts at McAteer for 1985-1986. 



CATHERINE ALLEN has recently returned from London, where she studied 
cello with William Pleeth and Simon KUhn, as a recipient of the Hertz 
Scholarship. She now performs with the Monterey County Symphony. 

PAUL HANSON, bassoonist, is a graduate of the San Francisco Conservatory 
of Music. He is the winner of the Robert Mondavi Winery Achievement Award 
with the Napa Symphony and has performed with the West Bay Opera. As a 
saxophonist he also performs extensively Latin music, Jazz and rock. 

JANET KUTULAS, flutist, was the recipient of a Hertz Fellowship in 
1981. She has studied with Donald Peck In Chicago, played with the Civic 
Orchestra of Chicago, and is presently working on a Bachelors Degree at the 
San Francisco Conservatory of Music. 

J. KARLA LEMON Is a Berkeley native and a graduate of the University of 
California at Berkeley. Currently she is the conductor of the Sonoma State 
University Orchestra and the San Francisco Recreation Symphony, and Music 
Director of the Junior Bach Festival. 

ERIC MOE received his A.B. in music from Princeton University and his 
M.A. and Ph.D. in composition from the University of California at Berkeley. 
He has studied piano with Robert Helps and Jerry Kuderna. Currently he is 
an assistant ·professor at San Francisco State University, where he teaches 
composition, theory, and related subjects. He performs frequently as 
pianist and conductor, specializing in twentieth-century chamber music. 

LAURA PORTER, harpist, originally from Tucson, Arizona, is a student 
of Anne Adams at Mills College. Laura also plays with the University of 
California-Berkeley Symphony. 

KAREN ROSENAK completed her B.M. and M.A. degrees at San Francisco 
State University, and her D.M.A. degree at Stanford University, having 
studied piano with Carlo Bussotti and Nathan Schwartz, and fortepiano with 
Margaret Fabrizio. She has participated in many Bay Area concerts, both as 
soloist and accompanist, and has appeared in solo recital on the Clementi 
fortepiano housed in the de Bellis Collection at San Francisco State University. 
She has taught at Stanford University and Mills College in Oakland, and is 
currently teaching at San Francisco State University. 

MARK SHANNON, from Portland, Oregon, received a Bachelor of Music degree 
from San Francisco State University in 1980, where he studied clarinet with 
Don Carroll. He is presently working on a Masters Degree from the San Francisco 
Conservatory of Music and studying clarinet with Rosario Mazzeo. He performs 
with the Berkeley, Santa Rosa, and Vallejo Symphonies. 

KATHRYN STENBERG is a recent graduate of the San Francisco Conservatory 
of Music where she studied violin with Isadore Tinkleman and Jorja Fleezanis. 
She has attended the Anglo-American Chamber Music Festival in London and 
the Music Academy of the West in Santa Barbara. She performs extensively 
throughout the Bay Area and is a member of the Marin Symphony. 

GEORGE THOMSON is a graduate student at the University of California, 
Berkeley. He has studied viola and conducting In Berkeley, and pursued further 
studies in London while on a Hertz Fellowship in 1984. He has appeared as a 
violist in numerous concerts of new music, including those of the Berkeley 
Contemporary Chamber Players; he has also conducted the University Sunvner 
Orchestra for the past three years. 
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All is closed in 
by an air so rain-drenched 

the distant barking of tied-up dogs 
ripples to the heart of the woods. 

Only a man's voice 
refuses to be absorbed. 

Hearing of your death 
by a distant roadside 

I wanted to erect some marker 
though your ashes float out to sea. 

Yesterday a letter 
spoke of our parting--

a kind of dissolution 
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so unlike this sudden stoppage. 

Now all the years in between 
flutter away like lost poems. 

And the morning light is so delicate, 
so utterly empty .... 

at high altitude, after long illness, 
breathing in mote by mote a vanished world .... 
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If the weather breaks 
I can speak of your dying, 

if the weather breaks, 
if the crows stop calling 

and flying low 
(again today there is thunder, out-

lying ... ) 
I can speak of your living, 

the lightning flash of meeting, 
the green leaves waving at our windows. 
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Rest. 
A violin bow, a breeze 

just touches the birches. 
Cheep--a new flute 

tunes up in a birch top. 
A chipmunk's warning skirrs .... 

Whose foot disturbs these twigs? 
To the sea of recei_ved silence 

wh~ should I sign 
my name? 



That quiet point of light 
trembled and went out. 

Iron touches a log: 
it crumbles to coal, then ashes. 

The log sleeps in its shape. 
A new moon rises. 

Darling my white body 
still bears your imprint. 

LETTERS 

2 

Wind chewed the screen, 
rain clawed my window. 

Outside three crows 
make their harsh rainy ~craping. 

Autumn has come 
in early July. 

On the ground white petals: 
my rain-soaked letters. 

THE WEATHER OF SIX MORNINGS 

Sunlight lies along my table 
~ike abandoned pages. 

I try to speak 
of what is so hard for me 

--this clutter of a life--
Puritanical signature! 

In the prolonged heat insects, 
pine needles, birch leaves 

~ake a ground bass of silence 
that never quite dies. 
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Treetops are shuddering 
in uneasy clusters 

like rocking water 
whirlpooled before a storm. 

Words knock at my breast, 
heave and struggle to get out. 

A black-capped bird 
pecks on, unafraid. 

Yield then, yield 
to the invading rustle of the rain! 



SONNET# 43 

When most I wink, then do mine eyes best see, 
For all the day they view things unrespected, 
But when I sleep, in dreams they look on thee 
And, darkly bright, are bright in dark directed. 
Then thou, whose shadow shadows doth make 

bright, 
How would thy shadow's form form happy show 
To the clear day with thy much clearer light, 
When to unseeing eyes thy shade shines so! 
How would, I say, mine eyes be bless~d made, 
By looking on thee in the living day, 
When in dead night thy fair imperfect shade 
Through heavy sleep on sightless eyes doth stay! 

All days are nights to see till I see thee, 
And nights bright days when dreams do show thee 

me. 




