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The SoundArt Foundation presents the Sixth Season of the
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           October 16, 2009, St. Peter’s Episcopal Church, New York City

                               “FLUTES PLUS-2nd Year”

Monochrome V for Eight Flutes                                                Peter Schickele

Night Soliloquy (1936)                                                                   Kent Kennan
solo flute: Karl Kraber                        (arranged by Robert K. Web)

Felice's Solo
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Tuba Thrush






          Daniel Goode

—intermission—

i wish i could draw a dragon                                                    Lembit Beecher
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just another 12-tone piece
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Ghosts
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Conductor: Tara Simoncic
Notes:

Monochrome V for Eight Flutes (1986). Peter Schickele is the alter ego of the famous composer, P. D. Q. Bach. It’s funny—P. D. Q. is definitely also funny—that Monochrome V for Eight Flutes (1982) has a touch of Bach’s (J.S.) “process” composing. And also a touch of minimalism—and also it’s a delight. Schickele is one of the most versatile and prolific musicians of our time. [DG]
Night Soliloquy. It’s part of the mission of the Flexible Orchestra to revive important pieces that feature the core instruments of the ensemble for that year. Kennan’s piece was originally for solo flute and string orchestra, so our arrangement is one of many of this work, well-known to flutists. We are lucky to have a well-known flutist, Karl Kraber’s interpretation of this piece, composed before World War II. It is the only piece by an American that Toscanini ever conducted. [DG]

Kent Kennan was born 1913 in Milwaukee, and died in 2003. He was a long-time professor at the University of Texas at Austin. His books on counterpoint and orchestration have been widely used as texts. 

Felice's Solo is a movement from a larger ballet score  entitled Shed, composed for Dancewave Inc. in 1988. It's original instrumentation was for The OMNI Ensemble Trio, electric flutes, electric cello and synthesizer. We performed it live on several occasions with the dance company. The entire piece is a theme and variations based on an opening free melody by a bamboo flute. That is the melody heard here. The piece has been arranged  for this incarnation of the Flexible Orchestra. [DW]

David Wechsler is Music Director of The OMNI Ensemble. He is Principal Flute of the Connecticut Grand Opera, and second flutist of the Brooklyn Philharmonic.  Mr. Wechsler has played all flute section  chairs with many New York area performing groups. He was principal flute in the 1998 production of Peter Pan starring Cathy Rigby, and was the solo flutist in the 2007 Public Theater's production of King Lear starring Kevin Kline.  He is active in the recording field as well, playing sessions on flute, piccolo, alto and bass flutes, and bamboo flutes. Mr. Wechsler is a past President of the New York Flute Club and a current board member. Mr. Wechsler has composed many works for his chamber music group, The OMNI Ensemble, which  is beginning of its 27th season this November. He is on the faculty of CUNY Staten Island, the Brooklyn Conservatory of Music and the Poly Prep Country Day school.

Tuba Thrush is a scoring of the harmony of one individual Hermit Thrush I made from my field recording of 1981 on Cape Breton Island, Nova Scotia. The orchestra equals the sound of one “giant” thrush, a “tuba thrush.” The unique structure of each individual’s song of the species becomes in my mind a repeated chord progression, a “natural passacaglia,” but with a twist: the bird orders its phrases with certain combinations coming more often than others. At the risk of jargon, I would call this a “weighted permutational passacaglia.” It is a wonderful form! I first noticed this when listening to the hermit thrush in the woods of Cape Breton. I marveled at how each phrase when it returned it was exactly the same. And I started to hear the combinations that returned more often than others. Sometimes I even anticipated what would come next. I’ve made many compositions of the melodies of the hermit and wood thrushes, like Eight Thrushes, Accordion and Bagpipe (on “Eight Thrushes in New York” on Frog Peak Records). This is the first realization I’ve made just of the harmony of a hermit thrush. 

For this second performance, I’ve composed in a viola part which mediates between flutes and harpsichord. The tuba has a special role in the piece: besides contributing tones to the accumulating chords. About eight minutes into my field recording, a deer loudly snorts and runs, snorting throughout, away into the distance. Since I listen and notate at half-speed, the snort is deep and startling on the recording. The thrush kept singing as if completely unaffected by this acoustic disturbance! [DG]

Daniel Goode is founder/artistic director of the Flexible Orchestra, co-director of the DownTown Ensemble, and a composer-performer with Gamelan Son of Lion. His web site is www.danielsgoode.com
i wish i could draw a dragon began with a memory, or more precisely, a bunch of memories squashed together. I remember drawing as a child. I remember a feeling of liberation, I remember the intensity of my focus and I also remember a deep sense of frustration.  My drawings never seemed to come out like the pictures in my head (which were vague but always fantastic), or like my older brother's drawings, which I held to be the gold standard of artistic excellence. I remember trying over and over again to draw the shape of a man's head. And I remember trying to draw rats and snakes and lots of dragons, monsters and dinosaurs. I began this piece with all of these thoughts in my head; I wanted to convey both the beautiful intensity and frustration that I remembered as well as the physical sense of sketching, of drawing line after similar line. I even tried sketching a dragon and recording the sound of the marks on the page and using that as a basis for the viola part. But of course, as I worked on the piece, I couldn't quite get what I wanted. I found myself restarting and restarting, writing the same musical line over and over again. I rejected 15 different versions of the opening 30 seconds. And at a certain point I realized the obvious irony that I was doing the same thing I did twenty years ago, and that this was what the piece was supposed to be about in the first place. And realizing this, I was able to embrace the bumps, restarts and failed attempts that I normally try to hide as I am putting a piece together and polishing it. I found myself particularly enjoying the expressiveness of redoing the same thing again and again in slightly different ways. And out of this jumble came four short movements, a little like four different sketches of the same thing. Something about trying to draw a dragon with eleven flutes and viola instead of say, four trombones, four trumpets and percussion seems appropriate to the struggles of childhood and the imagination of children. [LB]

Lembit Beecher is a composer, conductor and pianist who recently graduated with his DMA in composition from the University of Michigan. His teachers have included Evan Chambers, Bright Sheng, Karim Al-Zand, Pierre Jalbert, Kurt Stallmann and Bernard Rands.  Born of Estonian and American parents, Lembit grew up under the redwoods in Santa Cruz, California, a few miles from the wild Pacific.  Since then he has lived in Boston, Houston, Ann Arbor and Berlin. This varied background has made him particularly sensitive to place, ecology and the strong emotional relationships that people forge with patterns in nature. He is also interested in memory and the way people tell stories, through songs, sounds, gestures and words.  For 2008-2009, Lembit was a fellow at the University of Michigan Institute for the Humanities, where he wrote And Then I Remember, a multi-media, documentary oratorio based on the World War II stories of his grandmother. Lembit was appointed a Visiting Assistant Professor at Denison University for the fall of 2009. 

just another 12-tone piece is exactly not “just another.” It’s a serious jibe at the narrow-minded aspect of 12-tone practitioners. It’s all over for them if you look at Corner’s 12-tone categories: “material hexachord” and “spiritual hexachord.” Each tone is used just once, but in unusual ways. There are also two “sheer noises,” so fourteen sounds in all. This realization has been made by Phil’s old friend and long-time colleague and collaborator, Daniel Goode. Phil adds this note: “Stimulated (or provoked) by a performance of the New Juilliard Ensemble, Joel Sachs, director.” We can only guess…[DG]

Philip Corner, pianist and composer was the co-founder with James Tenney and Malcolm Goldstein of Tone Roads, an important and early downtown new music group of the ‘60’s. In the ‘70’s he co-founded Sounds Out of Silent Spaces, a collective, with Julie Winter. He was a founding member of Gamelan Son of Lion, and was often the pianist and composer with the DownTown Ensemble. His works are published and distributed by Frog Peak Music and Peters Editions. He lives in Italy. 

Emergent Behavior is inspired by the spontaneous synchronicity evident in the flocking and swarming behavior of birds, fish and insects. All of these large groups require no central coordination to dance together in beautiful displays. The principles of emergent behavior enable large numbers of birds and fish to fly and swim together in formation changing direction almost simultaneously to create amazing spectacles. Fireflies in South America also use emergent behavior and will start blinking on and off in the night independently of each other and then gradually synch up and blink in rhythmic unison. The combined effect can light the skies in such a way that fishermen can use them as a guide to navigate home in the night. I find this type of coordination between like-minded groups amazing and beautiful and inspiring. This concept seemed a perfect fit for a large group of flutists that involves no central coordination but instead relies on the principles of emergent behavior to coordinate them in synchronicity. In this piece the flutists struggle to play synchronously while spatially spread about the performance space. The resultant effect is akin to a flock starlings flying together. [JN]

Jordan Nobles. Known for creating music filled with an “unearthly beauty” (Mondomagazine) that makes listeners want to “close (their) eyes and transcend into a cloud of music” (Discorder Magazine), Jordan Nobles has emerged as one of Canada’s finest composers. To date he has written over seventy-five works for various ensembles, from solo works to orchestras, and his music has been recorded on CD, and has appeared in short films, theatre, live television and radio.  His choir piece Still Life has been chosen to represent Canada at the International Society for Contemporary Music’s 2009 World Music Days and his piece Coriolis was recently released on the new CD by Germany’s acclaimed Kammerchor Consono, conducted by Harald Jers. A new work of Jordan’s 6 Variations will be premiered simultaneously by 6 of Canada’s leading new music ensembles in different cities across the country on May 15, 2010. His choir piece Still Life has been chosen to represent Canada at the International Society for Contemporary Music’s 2009 World Music Days and his piece Coriolis was recently released on the new CD by Germany’s acclaimed Kammerchor Consono, conducted by Harald Jers. He will be a featured composer in the Windsor Canadian Music Festival in February of 2010. 

Ghosts was inspired by the Japanese folk tale of Okiku. Okiku was a beautiful servant in the house of Aoyama Tessan, a samurai. Aoyama made amorous advances toward her, but was rebuked. Finally, he destroyed one of the family's ten precious Delftware and told Okiku that he would blame her (an offense punishable by death) if she continued to refuse him. She still refused, so, in a fit of rage, Aoyama threw her down a well, killing her. Her ghost is said to still appear and count from one to nine, searching for the missing plate. The piece also takes inspiration from the Japanese word for ghost: obake. This can be translated as a being that has undergone a change. "Ghosts" begins with a musical gesture that passes from flute to flute, changes, and ultimately breaks apart. [KS]

Kamala Sankaram. As a composer and performer, Kamala Sankaram has collaborated with a diverse group of artists including the Philip Glass Ensemble (Einstein on the Beach), the Wooster Group (LA DIDONE), and the Albany Symphony Orchestra.  She has recorded with Phil Kline (Around the World in a Daze: Starkland Records), End (The Sick Generation: Hymen Records), Death Comet Crew (Dominatrix), the Albany Symphony Orchestra and Anti-Social Music. Her compositions have been featured as part of the Music with a View Festival at the Flea Theater, the Serial Underground Series at the Cornelia Street Cafe, the Non Sequitur Series, and in the article “More Song, Less Art(ifice): The New Breed of Art Song” in New Music Box magazine.  Additionally, she composed the music for DENTIST, selected for the Children’s Film Program of the Clermont-Ferrard Short Film Festival.  She is a resident artist at HERE, developing a multi-media chamber operetta, and a board member of Anti-Social Music. Current projects include music for SOUNDING (directed by Kristin Marting and written by Jennifer Gibbs, premiering at HERE in February 2010) and a commission from Beth Morrison Projects. In addition to her musical pursuits, Kamala is a voiceover actress who has created characters for the Cartoon Network and Comedy Central, and is ABD for a doctorate in psychology at the New School for Social Research.

Tara Simoncic is enjoying her sixth year as conductor of the Flexible Orchestra. Ms. Simoncic’s other positions include artistic director and conductor of the Norwalk Youth Symphony’s principal orchestra, and assistant conductor at Manhattan School of Music. She is an active guest conductor and has worked with the New Amsterdam, Brooklyn, Kingsborough, and Northshore Symphony Orchestras, as well as the Kinhaven Summer Music School and the Omaha Youth Symphony. Most recently, Ms. Simoncic had the distinguished honor of working with the Martha Graham Dance Company as assistant conductor.  She has also led several full ballet productions with the Ballet School of Stamford. Ms. Simoncic began her conducting career as the Apprentice Conductor of the Knoxville Symphony, a position that included conducting the Knoxville Symphony Chamber Orchestra, String Orchestra, and Youth Orchestra. She has trained extensively in Europe and Russia, participating in Master Classes at the Canford Summer School of Music (England), Bohuslav Symphony Orchestra (Czech Repubic), the West Bohemian Symphony Orchestra (Czech Republic), the Adygeya Republic National Symphony and the Maikop Conservatory of Music (Russia), where she was invited back as a guest conductor. She holds a Bachelor of Music degree in Trumpet Performance from New England Conservatory, a Master of Music degree in Orchestral Conducting from Northwestern University, and a Professional Studies Diploma in Orchestral Conducting from Manhattan School of Music.  She has studied with George Hurst, Zdenec Macal, David Gilbert, George Manahan and Iloh Yang.  

The Flexible Orchestra principles:

1) It should sound like an orchestra. That means at least one—probably only one—section of multiples of a single instrumental type. And like an orchestra there are also different timbres from a few other instruments used both for contrast and emphasis.  

2) It should have flexible orchestration, meaning it should change its section of multiples and the contrasting group of instruments every so often, let’s say every year or two, not every two hundred years (and more) as with the official Western orchestra.  

3) It must be economical, that is, accomplish its sound concept at a reasonable cost. So if the Flexible Orchestra caps at fifteen players, there might be twelve for the section of multiples and three for the contrasting group; or perhaps eleven and four, etc. 

4) Such a type of orchestra could spring up anywhere and make use of the instrumental strengths of a community or geographical area. Let’s say San Francisco proper has a surfeit of double basses, while the Peninsula has lots of violas… Cincinnati may have many trumpets. Those could be the multiples in each of these communities that make up cores of flexible orchestras in each place. [DG] 

The Flexible Orchestra’s first concert was in April 2004 with an ensemble of twelve cellos and three winds. Two years ago, the orchestra was ten trombones, two clarinets, two double basses, amplified viola, piano, gamelan gongs, and percussion. Next year will  an orchestra of accordions plus—to be arranged. 

This concert is made possible in part by the The New York State Council on the Arts, a state agency, the SoundArt Foundation, by the Abraham and Lillian Rosenberg Foundation, and by an anonymous donor.  

 

