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Program Notes

Michae! Eckert (b.1950) joined the faculty of the Ul School of Music in lQSS.hehasa.lsozaughtvaxCo

Stats University, the University of North Carolina, Tulane, and Antoch College. He began composing as an
Wmummdcr)ohnRichardRusham(wmmm’cﬁgmedoganmnberofmﬁyCNMeom).
andmcnWﬁmmSMamUmdahw.m_mm@mmmmm
and musicology. In 1975 Eckent received the Bemns Prize from Columbia University for his Strmg Quartet. and in
1983anmeTmNmm'CunmofdrYﬁfavaﬁuammchxhan
mmmwmmmalmMomeWMmmofmmm He
is a member of American Composers Alliance and the lowa Compasers Forum. M. Eckert

Doanald Martino .lﬁlmlm).mwmochammumnny;ga Martno studied
mpodumkomr%mmdismﬂya?mfmome:a&HamdUmvasuy. Hemgmbaofuz
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Endowment for the Arts and a Pulitzer in 1974 for his chamber work Noctiurno.

Introduction and Slow Dance

(pause)

Tango dei Gruili
Dance of the Reiuctant Flamapoo
(pause)
Ballad for a Blue Bill s
Das magische Kabarex des Doktor Schonberg )

i composin| Inroducnon-Siow Dance. | was reminded of those slow jazz ballades that [ use o play
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commercials and about Noctiwrno. InmegooftheFoou.Ianmmscmgabpmmydamebanday;
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disbelief. how many dances were grossiy out of s&p. A_hu;mnd-ny.lmmd&mnmymmmemgo
bzkwdumpodngofmmmgmmnmmmms.m!mpowal&ssco;mrnmmcmna
parody, and hence 'm hmsnblydrmbmttmhc"l‘anw—mfmad waltz of the Rme_landBau:mm. My
childhood friend. the great Bill Evans is the Blue Bill of Movement Four. The opening theme antempts o
mdzBmmmwpnunMzﬂUncwmfdhwmm:edbymgmm
combumorhﬂty.ﬂnmuesinguﬁngabommispiecemmununwdw4mewu:kmwgmmngmm
no matter what you think you hear. This led me 10 the st movement. Dr. Schonberg’s magic cabaret. Here [
aonjmemeahuuqmdAmld.Aanbum_ipdegon[de].TigymMyphymgmy
at the Uberbrunnen. As my fantasy ineensifies. ] imagine them condemned for all time 1o the pit band of the
inferno, where each of their musical ideas must find realization via the tweive-tone system. but take on the
likeness of a commercial pop ame. Mmthndd'sixanemmeoappaxmbanmkmd
Suzvinsty.mdAmoldsmbbanlymfxmmweﬂinmwdheipofnmmanadmmmghlywmﬁn
Pan Alley mne steps. mmmn&mmy‘mmwumeemmmg
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my own. Aﬁad\eimod\mmc&mmdkyappw;whthgsng{MOp.B.No.lsmg. The eatire
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chord Webern used to end his second cantata. [f you move it around in the proper way, it makes a very nice azz
pyramid chord. D. Martino - transcribed from a pre-concert ialk 11116/91

obert in Tam Finland, upmupaamNewYorknarAIbany.mdhassmdigdmusic
c?n both fr:ng;:du\”vmm J&ekmﬁmM;vm‘tmha Ph.. D. umsinCumposinmatme
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more questions than they have answered. Eknagxpummmanmwofqlﬁmmfmmnu
photwgraphy, poetry, oil pasiels. bicycling (through ireland—in the rain!), writng, meeting inierestng pe
transiating Spanish poetry, ieaching and perhaps even living.
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Maosaic and In(leriferences was written especially for Laura Koenig, aad grew in part ow of the musical
felationship that evolved when we were working out the intenseiy invoived and intricaie Piece in Two Parts
(1960), by Stephan Wolpe (for fluie and prano). As in that work. in which the characters, the theater, the
dynamic presence of both the musical lines and musicians alike. are vial 10 the work. in Mosaic and
In(terferences the exuberance. playfuiness. ingrospecnon. intenseness—both in the individual roles and in the
players' interactions—are central 1o the wock’s snfoiding. It is of immense concern © me. not just that we
occupy a partcular space. but how we occupy i (and how we reiate 10 that particuiar space as opposed to some
other space). Mosaic and In(ierferences aiso rasses the issue of the oppression of Sysiems (whether my
“sysiem" of composing [do [ hawe "2" sysiem?], or whether large-scale socio-political structures—there is an
eiement of oppression, or noo-{reedom. inhereat in sysiems) and how. possibly, they may be transcended.
(There is an inside musical joke in this work. a catalogoe of sorts, which refers o such-and-soch a theoretical
system. It provides the first major interference in the work, in direct opposition 1o the ceilular "mosaic” type of
structure that precedes it From ihese two types of events there emerges another mosaic consisting of a
sometimes-alternanon of both types. a quixouc nterplay interspersed with silences, out of which the piccoio,
nearly mute at first. osteasibly resigned to the (socti-and-soch) system. works through it understanding, in some
sease, by (nearly) exhausting all the possibilities, some new sense of feedom). R. Fuller

yorgy Ligeti - Chamber Concerto (1965-70). A rtype of form with which Ligeti particulariy likes to work
. the one he labeis "like a precision mechanism”. He has aiways been fascinated by machines that do not work
properiy and by the world of technology and agtomation “which engenders and puts peopie at the mercy of
bureaucracies”. The ticking or periodic mechanacai aotses of not-quise -refiable machinery occurs in many of his
works. By the ime he came 10 write the third movement of the Chamber Concerto, he had eievated such clockwork
fantasies (o the level of a sophisticated mode of expression. Here. the crazy chirruping of reguiar but disconnected
rhythms produces a kind of acoustic illusion through which we are made award of another world of events and
mausical connecuons, moving on a different plane. Things are not aiways what they seem.

The Chamber Concertwo reflects Liget's continuing interest in composing with layers of material in different meters
and even in different tempi. and in poiyritythm in general As in the Supper Scene of Don Giovana:, several layers.
processes and kinds of movement can take place on different pianes simuitaneousty. The aim is not 1o produce
compiication for compiication's sake: in the Chamber Concerto it probabiy suggested itseif by the requirement
write a brilliant piece for Friedrich Cerha's ensembie Die Reihe, in which the 13 players were soioists and in which
ensembie playing could aiso be treated with virtoosity. The problem Ligen set himseif was how to expioit this
collective virmosity and to realize his muitilayered sructures in such 2 comext. In spite of frequent mariings of
“senza tempo”, the insrumenalists are not given as much linear freedom a5, for example. Lusosiawski gives in
comparabie preces: Ligeti insists on keeping his texnure under stnct contral af any given moment. Like so many of
Ligeti's works. the four mo of the Chamber Concerwo begin and end in such a way as 1 suggest that each of
them is only an audibie extract of 2 moch larger spaa of masic, the rest of which we are unabie 1o hear. His general
idea for the first, he has said. was the surface of a swresch of waser, where everything takes piace below the surface.
“The musical eveats you hear are blured: suddenly 2 tune emerges and thea sinks back again. For a moment the
outlines seem quite clear, then everything gets biurred agamn.” Stephen Plaistow

The Center for New Music
D. Mamn Jenni, Direcior

The Center for New Music at the University of lowa. was founded in 1966 with a grant from The Rockefeiler
Foundation. Since then. it has served the School of Music, the University ad the stae of Jowa with performances
of contemporary music. The Center performs and commissions newly writen works by composers of natonal and
international stature. and funcoons o provide musicians the opportnity (© kearn 20th centry chamber repertoire.

The CNM was the recipient of the prestugious M/ commendation of excellence award in 1986, and has produced a

CRI recording of music by lowa composers. A CD recording is beng planned for reiease next year. including music

from the 25th year concert senes. The CNM has toured throughout the coustry, even performing at the Guggenheim
“iseum. New York. in 1970. Fumre pians are being made 10 {orm a midwest tour next Spring, 1993, and 10 host
Afrcan troup from Nigena.

Many thanks (o Carmie Kiser-Wacker from Ans Educanon/Outrench wio engaged the Center for this performance.
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