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This concert was “presented to cele-
brate Stanford University’s Centen-
nial year and CCRMA's contribu-
tions to electro-acoustic music, and
to honor Leon Theremin and Max
Mathews whose respective contribu-
tions were visicnary and extensible.”

Beginniny at 7:30 p.m. on a cool
Friday evening in Stanford’s beautiful
Frost Amphitheater and despite some
much needed regional dampness, the
concert was attended by approxi-
mately a thousand people, an audi-
ence composed of local Stanford
community members, Stanford
alumni from ali over who were at-
tending the festivities and reunions
on campus that weekend, and com-
puter music enthusiasts who came
from the surrounding San Francisco
Bay Area and beyond. Although hun-
dreds of chairs were set up in the
center of the terraced lawns for vari-
ous activities during the weekend
celebration, many of the regular at-
tendees of cutdoor CCRMA concerts
{which have in recent years been heid
in July] arrived to continue their pic-
nic tradition, preferring to sit and re-
cline on unchaired sections of the
lawns.

Featuring two lovely soprano
voices, some instrumental virtuosity,
many of the latest controilers, pro-
cessors, and synthesizers, and a
healthy mix of solemnity, intellect,
humor, and spontaneity, the program
fulfilled its defined purpose. It seemed
to have been chosen with concern for

the widely varying musical listening
hackground of the expected audience,
A good balance was achieved; there
was something for every ear and evye,
Except for an occasional distortion,
the sound system was of the same
excellent quality that has been the
trademark of CCRMA concerts over
the past decade. Seven selections
were heard: six of them live perfor-
mances, one of them for tape only.
All of the selections, with the excep-
tion of the fourth, were composed in
1991, The fourth selection, Vocalise,
by Sergei Rachmaninov, was per-
formed by Max Mathews and Natasha
Theremin. Their poignant perfor-
mance will probably remain the fore-
most memaory of this concert for
most of the audience.

The first and longest piece of the
evening was Wildlife, by CCRMA
alumni David A. Jaffe and W. Andrew
Schloss. Performed by the composers
and described in the program notes
as exploring new means of ensemble
interaction, Wildlife is a four-way
gestural intercourse among two in-
strumentalists and two computers.
Jaffe played the Zeta electronic violin
and Schloss played the Boie-Mathews
Radio Drum. A NeXT computer pro-
cessed gestural information from both
the violin and a Macintosh II com-
puter. It used the NeXT Music Kit
and fed a Yamaha TG77 synthesizer,
Running MAX, the Macintosh 1T pro-
cessed gestural data from both the
violin and the drum and sent data to
the NeXT computer and to Digi-
design’s SampleCell software. Con-
sisting of five movements totaling
about 22 minutes, Wildlife rewarded
listeners with a rich variety of strue-
tural and timbral contrasts and with
exciting interactions, some sounding
quite like more conventional sponta-
TeoUs improvisations.

The second piece, Table’s Clear, by
Paul Lansky of Princeton University,
was composed for tape from sampled

tableware sounds made by Lansky
and his two sons, after a dinner in
Getober of 1990, by tapping and
banging “on everything in sight {and

‘adding a few body parts to the mix.)”

Table’s Clear lasted about 18 min-
utes and presented clean sounds,
some clearly identifiable and some
rather mysterious as to their origin,
Carefully structured in time and
part, reminiscent of Mediterranean
and Eastern dance rituals, punctu-
ated occasionally with a faint, glee-
ful, boyish voice or two, this foot-
tapping, delightful piece was a hit
with the many Stanford alumni pres-
ent who were attending, perhaps,
their first computer music concert.
The third selection, Walden Noc-
turnes, was by Dextier Morrill of Coi-
gate University. The final part of a
three-part American work for so-
prano soloist begun in 1981, the Wal-
den Nocturnes were written for and
dedicated to Pamela Jordan, who per-
formed them. She is on the music
faculty of Loyola College in Mary-
land. These five nocturnes were in-
spired by and had their lyrics taken
from the writings of Henry David
Thoreau. They are entitled “Morn-
ing,” “Afternoon,” “The Whistle,”
“The Engine,” and “Solitude.” They
premiered in St. Louis on 8 April
1991 and lasted about 13 minutes.
The selection uses an onstage laptop
computer that allows the soprano to
control both accompaniment tempo
and voice processing commands,
Bruce Pennycoock’s MIDI-LIVE is the
software used to execute the mixing
of the natural soprano voice, the pro-
cessed voice, and sampled string
sounds that remain unprocessed.
From where I sat, close to audience
center, there seemed to be some
sound distortion 4t certain places in
each of the nocturnes, particularly
on the louder and higher vocal pas-
sages. At the conclusion of the piece,
I remember being only momentarily
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concerned about this and stretched at
intermission still hearing the lovely
sound of Morrill's strings executing
solid major seventh and ninth chords
and rapidly ascending arpeggii to the
sharp 11 and 13th. Basic old stuff,

" perhaps, but very American and
delicious! :

After intermission, Professor
Chowning set the stage for the cere-
mony that would honor Max Ma-
thews and Leon Theremin. The com-
parison of these two great pioneers
in terms of the evolution of the
analog-to-digital processing of musi-
cal information has been and will con-
tinue to be enlightening. Chowning
named those electronic music pio-
neers that he felt sure were present
somewhere in the large audience—
Bob Moog, Tom Oberheim, Roger
Linn, Peter Samson, Dave Smith, and
Don Buchla—asking them to stand
and receive their applause from the
audience. He related that Moog had
told him that morning that he had
built his first Thereminvox at the age
of 14, Chowning then explained the
origin of the concert, saying that he, -
along with Paul Lansky and George
Lewis, was invited by Sarah Caldwell
to join her and other performers on a
tour in the Soviét Union during fanu-
ary of 1991, During their stay in
Moscow, he met composer Viadimir
Komarov, who arranged a meeting
with Leon Theremin, the 95-year-old
father of this electreacoustic age, and
his daughter Natasha Theremin, one

of the most accomplished performers .

on the Theremin.

Stanford’s Ewart M. Thomas, Dean
of Humanities and Social Sciences,
presented a Stanford Centennial
Medal to Theremin, Thomas then
gave Max Mathews a commemora-
tive plaque made from a piece of the
first computer nsed to synthesize
music at Stanford in 1964. Theremin
explained his instrument, at first in
Russian, which was translated to the

andience by his interpreter. He then
went on in English by himself, ex-
plaining the physics of the instru-
ment. By moving his hands between
the two antennae of the Theremin,
he demonstrated its characteristic
sound and played a short melody, the
popular Moscow Nights. It probably
looked easy to some members of the
audience, but the neurophysiological
training that goes into controlling
the Theremin, in developing the as-
sociated gestures, must be at least as
rigorous as that required for produc-
ing good intonation and expression
on a violin. :

Mathews then peinted out that he
considers his Radio Baton to be truly
the son of the Theremin for two rea-
sons. First, it uses the same tech- *
nique, radio waves, to sense the spa-
tial positions of two batons. Second,
they reflect the same main objective,
namely, to make an instrument that
could be played expressively. The dif-
ference between the two instruments
lies in the interpretation of the spa-
tial positions of the hands and ba-
tons, A Theremin player’s hand posi-
tions are directly interpreted as pitch
and amplitude. Spatial information
from two radio batons goes into a
computer, which then may be rein-
terpreted in a variety of ways [includ-
ing pitch, amplitude, and tempo) de-
pending on the computer program.

Having prepared the audience for
the fourth selection of the evening,
Rachmaninov’s Vocalise, opus 34,
no. 14 (1917], Mathews and Chowri-
ing introduced Natasha Theremin.
Using his Conductor Program in the
computer nearby, Mathews controlled
the orchestral accompaniment with
his Radio Baton as Natasha There-
min played the hauntingly beautiful
melody on her father’s Theremin. The
artistry of her vibrato and tremolo
gestures evoked for many the visual
memories of the hands and fingers of
the most skillful string ptayers, Hav-

ing had minimal rehearsal time, they
dedicated themselves throughout the
4 1/2-minute piece to producing
their best. We were deeply moved by
the sight and sound of the artist and

‘the genius during their historic mo-

ment together.

The fifth selection was En Plein
Sol, written by Don Buchla for two
thieves and a percussionist. It was
purposely not clear from the program
notes what to expect. However, most
of the audience slowly got the mes-
sage as they watched the two thieves,
Don Buchla and dancer Nicole Liboi-
ron, and percussionist Mark Gold-
stein execute their roles in this
clever, rather awesome, 8-minute in-
troduction to a new avenue of music

.making and its multimedia implica-

tions. This and the next selection,
Reflecting Pools, featured Don Buch-
la’s new controllers Thunder and
Lightning. Thunder is a program-
mable set of touch-sensitive surfaces.
Lightning is a three-dimensional spa-
tial position sensor based on infrared
technology. They represented for
many that night vet one more cata-
pulted glimpse into the future of mu-
sical controllers, new and perhaps
richer attempts to control electroni-
cally both the obvious and the most
subtle aspects of musical expression.

Reflecting Pools was an interaction
between three performers: Don
Buchla used his Lightning, which di-
rected a MAX-based performance
progfam; George Lewis, currently at
the University of California at San
Diego, wandered around the amphi-
theater gathering sonic material by
means of a pitch tracker on his trom-
bone; and David Wessel, Research
Director of the Center for New Mu-
sic and Audio Technologies [CNMAT]
at the University of California in
Berkeley, who apparently was using
both Thunder and Lightning, Both
precomposed materials and those
captured during performance were
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szid to be transformed and returned
to the audience. Seeming to be al-
most totally improvised and unre-
hearsed, the performance lasted
about 14 minutes. The performers
appeared to be having fun with their
controllers, and for brief periods
there was some fascinating sound.
But the piece overall was not some-
thing most members of the audience
understood or would care to hear
again. Only the most avant-garde
knew, by eye and/or ear, what was
really going on, Maybe only three?

The seventh and final piece, Free-
dom, was by Russian composer Vla-
dimir Komarov, an organizer of the
USSR Composers Union and cur-
rently Chief Musical Editor at Mos-
film Studios. Inspired by events in
the Soviet Union during 19-21 Au-
gust 1991, Freedom is an electro-
acoustic poem for soprano and tim-
pani. It was composed for this
concert, its world premiere. The text

_was based on the impressions and
diary writings of Komarov's wife,
Margarita Komarova. This sobering
and emotional 13-mimite piece was
sung and delivered exquisitely by
Maureen Chowning as Komarov ex-
tracted the sounds of serious heavy
metal from his timpani and triggered
electronic wails, whines, rain, and
tank fire with his mallets,

Upon leaving Frost that evening, I
knew that [ had just heard and wit-
nessed some very special events aca-
demically, musically, politically. Per-
haps a big fatigued by it all, I hoped
that T would live to see Stanford ful-
fill the wish expressed by Lev Sergey-
evich Theremin that he return to
Stanford after reaching the age of
100! Possibly because of its historical
scope, this concert stirred up both
ernotions and ideas in the minds of
many of the regular CCRMA concert
attendees, including this reviewer.
The most common post-mortems
distilled from conversations with

&8

about two dozen attendees revealed
both acumen and ignorance and ran
something like this: “Aren’t you glad
you finally got to hear a Theremin
live, played by a real artist instead of
in an old movie or by a technician at
a science museum? Why these par-
ticular selections?! Why wasn’t my
own particular favorite CCRMA
composer called upon to celebrate
this momentous event! Why was a
certain selection so long and so bor-
ing? How come we didn't know
about the concert until about a week
before? Was it a last minute affair?
Wasn't Natasha Theremin graceful
and natural in her performance? If
beautiful solos could be achieved by
waving one’s hands around in the alr
in 1920, why do we need all these
other high-tech controllers which
don't ever seem to be capable of pro-
ducing such beautiful, expressive so-
los anyway!? Has there really been
any progress in the past 70 years?”

A concert doesn't always leave you

- in a state of nirvana, totally at peace

with yourself and your environment.
A good concert can stimulate as well
as soothe, catalyze the creation of
new neural circuits as well as dredge
up old memories. The above ques-
tions are real. The concert was
successful.

The author was asked to write this
review several weeks after the con-
cert took place. He is therefore grate-
ful to have had the opportunity to
rehear it by means of cassettes sup-
plied by Jay Kadis and Patte Wood of
CCRMA. Upon rehearing the concert
on tape a few times, [ noticed a re-
markable increase in my enjoyment
of the two vocal works oo the pro-
gram. In Frost [and other concert are-
nas, both open-air and closed), I often
find it difficult to understand the
lyric being sung. The ambient dark-
ness and these oid eyes usually pre-
clude my reading from the program
during performance. Recorded right

off the mixing board, the two vocal
works sounded cleaner at home,
where T could listen with printed lyr-
ics in hand. This especially helped
me understand the Walden Noc-
turnes better.

New Music Theatre: Arches
Theatre Artaud, July 1991,

San Francisco, California, USA
Reviewed by Fred Malouf
Mountain View, California, USA

On 11-14 July 1991, New Music
Theatre presented a collaborative
work called Arches. 1t was performed
at the Theatre Artaud in San Fran-
cisco. Artistic director and composex
Randall Packer was joined by soprano
Judith Bettina, choreographer Debo-
tah Slater, stage designer Alessandro
Moruzzi, and visual artist Sigi Tori-
nus. Other colaborators included
Larry Neff (lighting design), Diane
Robinson [stage director], and Rich-
ard Zvonar (sound artist]. There were
also about two dozen people who
provided technical support. The fol-
lowing paragraphs aze taken from
Randall Packer’s program notes.

With Arches, we have resur-
rected the ancient labyrinth
model to provide the setting for
a pilgrimage, a search for the
“Center” through the circuitous
corridors of 20th Century mod-
ernist thought, Two pilgrims
proceed through this complex
landscape, a maze which takes
them on an unimaginable jour-
ney to an inevitable destination.
Through the efforts of our col-
laborative team, a group of inde-
pendent individuals who have
contributed both similar and dis-
parate points of view, we have
constructed our own mythology;
a series of “scenes” or “vignettes”
which add up to a kind of micro-
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