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Del~cately-crafted details are at the heart of l!!. Short cr7stal Moments, 
a miniature for electronic tape commissioned by the League ISCH. Various 
generations of electronic hardware from classical analog gadgets to 
digital FM keyboards have contributed to the sonic character of the 
piece. Realized at the Electronic Music Center of Columbia University, 
In~ Crystal Moments assumes a rondo-like shape. Some of the sounds 
employed evoke images of glass chimes shaking in the wind or the gentle 
rubbing of crystal. The work's title and the commissioning organization 
share the same acronym. 

-A.K. 

Arthur lreiger's electronic music has been recognized by the League of 
Composers-ISCH, ACA Recording Awards, and the Groupe de Musique 
Experimentale de Bourges. Recent honors include the Rome Prize and a 
Guggenheim Fellowship. Mr. Kreiger presently resides in New York City 
where he teaches at Columbia University and at Baruch College. His music 
appears on CRI, Odyssey, Finnadar, and Spectrum. 

* * * 
Drake Mabry is a composer, performer, and lecturer. His compositions 
have been performed in the United States, France, Israel, and Japan. Hr. 
Mabry has worked at acoustic and electronic music centers in Paris where 
he also co-founded NAME (New American Music in Europe). As a performer 
he has held the position of principal oboe with several orchestras in 
the United States and England. His teaching credits include Rice 
University, the University of California, San Diego, and Dartmouth 
College. Hr. Mabry currently resides in Paris, France. 

* * * 
Chariessa means, in ancient Greek, "beautiful, graceful, elegant, 
charming Woman." In this work I combined various fragments of what 
remains of Sappho's poetry in order to create a song cycle. The first 
three songs are general in nature, celebrating Love ,' the season of 
Spring, and Aphrodite. The last three deal with love, but take a more 
personal tone. The translation is by Mary Barnard. Chariessa exists in 
two versions: soprano and piano (the original) and soprano and 
orchestra. The latter received its European premiere by the RAI 
Orchestra of Rome in 1981. The piano-voice version was premiered at 
Radcliffe when I was a Fellow of the Radcliffe Institute in 1978. 

-S.S. 

Sheila Sil yer is Assistant Professor of Music at SUNY, Stony Brook. Her 
honors and prizes include the Prix de Paris, a Radcliffe Institute 
Fellowship, and a Prix de Rome. Chariessa was the winner of the 1982 
ISCH National Composers Competition. 

* * * 



Evanescent Heterophony was composed during December of 1986 at the 
request of the cellist, Beth Pearson and is dedicated to her. It has 
been performed at Radcliffe College and at Stanford. This small piece 
divides into two sections. The first mostly lyrical and a little 
restrained, the second much more dramatic and wide-ranging--it's pacing 
more varied. 

The title comes from what I found to be an amusing remark made by a 
friend concerning a passage in another piece. Al though the term 
"heterophony" doesn't exactly describe what happens in the first part of 
my piece, the kinds of pitch exchanges which occur suggested two 
slightly different ways of unfolding the same thing. The "evanescent" of 
the title describes how the "heterophony" of the first section 
evaporates in the second. 

-R.B. 

Ross Bauer holds a Ph.D. in theory and composition from Brandeis 
University and Bachelor of Music degree from the New England 
Conservatory. He has taught at Brandeis, Commonwealth School, and is 
presently on the faculty of Stanford University where he teaches theory 
and directs Alea II, the ensemble for new music. His honors include a 
Composition Fellowship from the National Endowment for the Arts, the 
Walter Hinrichsen Award from the American Academy and Institute of Arts 
and Letters, prizes from the International and New England sections of 
the iSCH, and fellowships to Tanglewood, the Wellesley Composers 
Conference, and -HacDowell Colony. His Concertino for Chamber Orchestra 
was performed in Amsterdam during the 1985 World Music days and his 
Tonarten, Along the Way, and Hang Time are published by C.F. Peters. He 
is the former chairman and founding member of Griffin, a Boston-based 
new music ensemble. 

* * * 
River (Ordeal J!I. Water) has two ingedients: 7 water goblets of various 
sizes, 1 female voice. This unlikely brew was processed and mixed over a 
period of several months before reaching its final form on 4 channel 
tape. To begin, the goblets were partially filled with water to 
determine decidedly untempered pitch as wel 1 as timbre. I then 
"performed" on them in several ways: I rubb.ed the rims (in long or short 
strokes) with moistened finger, struck the globes with various objects , 
and also played on the stems and feet of the goblets in a similar 
manner. These sounds were, in turn, 11fil tered" by adjusting the cupped 
palm of my hand over the opening of the globe. 

Hy wife, Colleen, contributed her fascinatingly versatile voice. 
She projected her voice either directly into a microphone, or 
indirectly, after allowing the vocalized sound to resonate in 8 large 
goblet. I next processed each of these concrete sources via frequency 
shifter, ring modulator, harmonizer, filters, digital delay, sequent~~; 
controller, and Moog synthesizer (with an envelope follower). The sou 
were then further transformed through tape manipulation techniques 
including splicing, looping, varying playback speed, and rever:: 
playback. The resultant "river" of sound with its enormous range 1 pitch, tone color, articulation, becam~ my body of compositions 
materials. 



The title of this work may serve as metaphor on several levels. 
There is the obvious progression, when the title is taken with the 
instrumentation, of river/water/goblet/mouth. But beyond this, on a 
formal level, a river may suggested by a cresting wave shape which is 
noticeably present in local rhythmic construction as well as in the 
large scale single arch of the work. And on a processive level, the 
II II f h scenery o t e music changes ever so gradually-as would be the case 
on an actual river excursion-giving a sense of immense magnitude to the 
work's organization of time. 

This does not mean that there are no dramatic contextual shifts. At 
one bend in the sonic river, the current suddenly begins to move much 
more swiftly, quickening the rate of change on the surface of the music. 
This transition is subtly reflected in the degree of electronic 
manipulation of sound, as well as in the rate of accretion in texture. 
At a later point, the flow broadens, as if emptying into a great, 
perhaps celestial, body of water. But, it is here that a confluence of 
al 1 elements is effected and a p.urity and transcendent simplicity 
prevails. Now even time evaporates with an eerie sonority: a 
reminiscence of an interrrupted plagal cadence. 

Mr. Toad's Shiny New Motorcar draws its inspiration from one of earliest 
cases of auto theft, as related in The Wind in the Willows. Kenneth 
Grahame wrote the novel during his off-hoursassecretary at the Bank of 
England (while insurance was being peddled on the other side of the 
Atlantic by our composer Charles Ives: sine 1 nihil). In Grahames's 
story, Mr. Toad is sitting in the coffee-:room at an inn and hears the 
familiar "poop-poop" of a motorcar driving up. By now he has already 
smashed seven mororcars and has just escaped from his friends who were 
detaining him to prevent him from buying another. Next, slipping outside 
the inn to inspect the glorious motorcar, he says to himself, "There 
cannot be any harm in my only looking at it!" Then, "I wonder if this 
sort of car starts easily?" Soon the amphibian is behind the wheel, 
delirious with power and speed, recklessly hurtling down the road ••• 

I had no intention of a literal representation of the story in this 
work for two channel tape--save for the rhythm of the "poop-pooping" 
pistons. Rather, I attempted to capture, along with Mr. Toad's soaring 
emotional state as he stole the motorcar, the ambience of the early 
1900s. To this end I imitated a croaking call'iope• sound (this instrument 
was invented only years before Mr. Toad hi~~elf was invented), in 
producing a parody of the "moist-skinned" melodic style of popular song 
at the turn of the century. The antiqueness of this exercise is 
reinforced by the fact that this piece hopped out of an Arp 2600 
synthesizer-a true relic in this digital day--while an orchestration of 
approximately 35 voices swam through a noisy eight-channel mixer to be 
"re-re-recorded" (by leap-frogging from track to track) onto a two 
channe 1 deck. 

And may the listener be reminded by the final cadence (which seems 
to leave the road entirely) as he or she drives home tonight, that 
" ••• as the car devoured the street and leapt forth on the high road 
through the open country, he was only conscious that he was Toad once 
more Toad at his best and highest, Toad the terror, the traffic 
quelier the Lord of the lone trail, before whom all must give way or be 

' i h " smitten into nothingness and everlasting n gt. 
-C.V. 



Curt is presently in the Ph.D. program at the University of 
California, Berkeley, and studies with Andrew Imbrie. Mr, Veeneman has 
composed several works for tape as wel 1 as over 25 solo and chamber 
works, He is completing his second symphony. He is the winner of the 
1984 ASCAP-Hubbell Award in composition. 

* * * 
! Chamber Symphony, commisioned by and dedicated to the members of 
EARPLAY, is so named due to the four major sections which are 
encapsulated into a one-movement work (a Lento, a Scherzo, a Presto, and 
an Andante-Lento), These sections are not independent from one another 
for the last two sections reprise and transform material from the first 
two sections, thus providing a cohesive one-movement form, The pre-
recorded, computer-generated tape was produced in the KATILOU studio 
using a Microll computer hosting a DMXlOOO computer made by Dean 
Wallraff. 

--E.D. 

Edwin Dugger is a member of the Music Department at the University of 
California, Berkeley, 

* * * 
Anna Carol Dudley, soprano, is a graduate of Oberlin College and 
Conservatory of Music. She has premiered a great many works, including 
several written for her, In addition to numerous performances with 
contemporary music groups, she has also specialized in the performance 
of Baroque music, and is director of the San Francisco Early Music 
Society's annual summer Baroque Music Workshop, She tours nationwide 
annually with the early music group "Tapestry", and has toured abroad 
for the United States Information Service, She has recorded for CR! and 
1750 Arch Records and is on the faculty of San Francisco State 
University, 

Jonathan lhuner works as a prompter at the San Francisco Opera, where he 
assisted in the American premiere of Aribert Reimann's Lear, This July 
he conducted the San Francisco Opera Center's double bil 1 of works by 
Henri Sauguet and Ned Rorem, He has also served as assistant conductor 
at the Santa Fe Opera world premiere of The Tempest by John Eaton, and 
the U.S. premiere of The King Goes Forth to France by Aulis Sal linen. 

Mr. Khuner conducted the CRI recording of Edwin Dugger's 
Abwesenheiten und Wiedersehen, He surrently is conductor of the 
Prometheus Symphony, in addition the Berkeley Opera Company, which 
presented the west coast premiere of Samuel Barber's Vanessa three 
seasons ago. 

Janet lutulaa, flutist, is a graduate of the San Francisco Conservatory. 
In 1981 she was the recipient of a Hertz Fellowship. She played with the 
Civic Orchestra of Chicago and studied with Donald Peck, She currently 
freelances in the Bay Area, 

Peter Joaheff, clarinetist and composer, is currently working in 
collaboration with the Berkeley Dance-Theater Company. 



George violinist, has studied viola and condu~ting at the 
University of California, Berkeley, and in London, where he spent 1984-
85 on an Alfred Hertz Fellowship. In addition to his performances with 
EARPLAY, he appears regularly as violist and conductor for the Berkeley 
Contemporary Chamber Players. 

Beth Pearson, cellist, a graduate of Oberlin, was a founder and cellist 
of the Apple Hill Chamber Players from 1971-1983, and on the faculty of 
the Center for Chamber Music at Apple Hill in New Hampshire. Since then 
she has been freelancing extensively in Boston and has just moved to La Honda, California. 

laren Horner, doublebass, is principal bassist in the Bay Area Women's 
Philharmonic and is a member of the Contra Costa Symphony. A former 
member of the Berkeley Symphony, she free-lances in the Bay Area and is 
enjoying motherhood. She holds an M.M. degree from the University of 
Wisconsin, Ma~ison where she studied with Richard Davis. 

laren Roeenak, pianist, has participated in many Bay Area concerts, both 
as soloist and chamber player. She is teaching piano privately in Berkeley. 



I. 

Leave Crete and come to us 
waiting where the grove is 
pleasantest, by precincts 
sacred to you; incense 
smokes on the altar, cold 
streams murmur through the 
apple branches, a young 
rose thicket shades the ground 
and quivering leaves pour 
down deep sleep; in meadows 
where horses have grown sleek 
among spring flowers, dill 
scents the air. Queen! Cyprian! 
Fill our god cups with love 
stirred into clear nectar 

11. 

(Lament for a maidenhead) 
Like a quince-apple 
ripening on a top 
branch in a tree top 
not once noticed by 
harvesters or if 
not unnoticed, not reached 
Like a hya~inth in 
the mountains, trampled 
by shepherds until 
only a purple stain 
remains on the ground 

111. 

The full moon is shining: 
Girls take their places 
as though ar~und an altar 
And their feet move 
Rhythmically, as tender 
feet of Cretan girls 
danced once around an 
altar of love, crushing 
a circle in the soft 
smooth flowering grass 
Come here to us 
gentle Gaiety, 
Revelry, Radiance 
and you, Huses 
with lovely hal r 

IV. 

Gold is God's chi Id 
neither worms nor 
moths eat gold; it 
is much stronger 
than .a man's heart 

V. 

The moon and then 
the Pleiades 
go down 
The night is now 
half-gone; youth 
goes; I am 
in bed alone 

VI. 

As a whirlwind 
swoops on an oak 
Love shakes my heart 
I f you w i l I come 
I shall put out 
new pillows for 
you to rest upon 
Irresistible 
and bi tte rs wee t 
that loosener 
of limbs, Love 
reptile-like 
strikes me down 

--Reprinted with the per>mission of 
the Regents of the University of 
CaZiforrnia, copyright 1958. 


