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The SoundArt Foundation presents the Fifth Season of the

Flexible Orchestra
       October 10, 2008, St. Peter’s Episcopal Church, New York City

                                                      “FLUTES PLUS”
Tuba Thrush






Daniel Goode

(premiere)

Hasibrari







Skip La Plante

(premiere)

Bottle Game

(revival)

   intermission

Angels and Devils (1931)




Henry Brant

(revival)
The Flexible Orchestra:

Flutes:




Trumpet:

Lisa Arkis




Kyle Lane

Jeremiah Bills

Lisa DiSpigna



Tuba:

Susan Friedlander



Jay Rozen

Suzanne Gilchrest

Marco Granados



Harpsichord:

Svjetlana Kabalin



Marijo Newman

Karl Kraber (solo flute in the Brant)

Jayn Rosenfeld



Contrabass:

Pamela Sklar




Skip La Plante

David Wechsler






Conductor: Tara Simoncic

Notes:

Henry Brant, who died on April 26th of this year at the age of ninety-five, has a huge repertory of works for all kinds of ensembles, much of which is “spatial music”—where instruments, or whole ensembles are placed according to the scores in specific places, sometimes in boats on a canal (Fire on the Amstel for a boatload of twenty-five flutes, four jazz drummers, four church carillons, three brass bands, three choruses, and four street organs). Angels and Devils, unique in being for eleven flutes (probably the first “flute orchestra” piece) including piccolos, and alto flutes, has a three-movement structure, but in tone color, wit and whimsy it is anything but traditional. Spectacularly, Brant composed the piece at the age of eighteen, having interested the illustrious flutist and professor of flute at Juilliard, George Barrere in a multi-flute work. Barrere arranged for, and performed the solo part in several performances of the piece, the first being in 1933 at Carnegie Chapter Hall with the composer conducting. Brant taught for many years at Bennington College, orchestrated film scores for decades, composed and conducted for radio, ballet and jazz groups. Critic Kyle Gann says about him: “Brant was an odd character, always wearing a visor, bristling with energy, and not liking to sit down at public appearances... Combining diatonic, Roy Harris-y harmonies, frequent quarter-tones, and massive clusters in the most radical performance situations, he was a curious amalgam of mid-century populism and the post-Cage avant-garde. His output remains a discovered but yet unexplored musical continent.”  

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. 

The tuba has a special role in the piece: besides contributing tones to the accumulating chords. About eight minutes 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 the acoustic disturbance! [DG]

Daniel Goode is founder/artistic director of the Flexible Orchestra, co-director of the DownTown Ensemble, and a member of Gamelan Son of Lion.

Hasibrari is a word constructed from several of the preexisting musics i was running thru my head. i was trying to cope with the notion of writing for a phalanx of flutes. i didn't include any of the belly dance music i was also listening to since it never did influence what i wrote. From last to first: RI-Terry Riley's In C. i thought i might borrow more specific ideas than i did. BRA-Henry Brant's Music in Gregorian Chants for Muiltiple Flutes, a working example of how one could work with so many flutes. SIB is Sibelius. 7th Symphony, was a source for lots of ideas although the quasi quote is a meld of the 5th and 7th. HA is pak Suhardi, one of the musicians i studied gamelan with in Java. Hardi had a really interesting take on patetans, the short bookend pieces that often frame a larger gending [piece]. The gambang parts to the patetans relates to the main line (rebab or vocal) in a truly odd way. The rebab line moves quickly thru a few pitches, then extensively reiterates a pitch, then repeats the process several times, landing on other pitches. The gambang plays a fixed string of pitches that culminates by joining the rebab at each pitch. But the duration of the rebab reiteration can be quite variable. So for the gambang Hardi designed a strings of pitches that had loops at the end and instructed me to always finish a loop before i moved along to the string associated with the next rebab pitch. The patetan then becomes a rather unpredictable undertaking since neither the rebab nor the gambang can be sure of coordinating at any specific moment even though each is playing fixed material. In effect Hasibrari is a patetan, the trumpet playing a rebab part, the flutes taking on the roles of both the gambang and the gender, and the bass providing the occasional gong tone. [SLP]

In the late 1970s, Music for Homemade Instruments was building instruments like crazy. Most instruments weren't tuned (often couldn't be tuned) in any systematic way. Much of the work MFHI created in those days was specific to the items the work happened to be created for-it really couldn't be played on a slightly different set of instruments. i was more interested in creating games that allowed players to choose whatever instruments seemed appropriate at the moment and allowed the oddball collection of instruments to be fully employed.  The Bottle Game is for anything that will produce a noise when blown. [SLP]
Skip La Plante invents, builds, composes for, performs on and teaches with musical instruments built from trash. He co-founded MUSIC FOR HOMEMADE INSTRUMENTS in 1975, a forum for exploring the approximately 300 instruments he has built. He has composed extensively for dance and theatre. Probably the most widely known collaborations have been with theater visionary Joseph Chaikin. The most frequent collaborations have been with his late wife Deena Burton, the noted scholar of Indonesian dance.  They lived in Indonesia in 1989-90 where he studied gamelan performance and construction. Back in the US he created music for much of her choreography, and they performed extensively with Gamelan Kusuma Laras.  He is the lead instrument builder with THE AMERICAN FESTIVAL OF MICROTONAL MUSIC, where he occasionally is given the task of reproducing an instrument necessary to perform certain repertoire but impossible to obtain (inevitably in tunings such as Harry Partch's 43 pitch per octave just intonation system or Julian Carillo's 96 pitch per octave equal temperament), then learning how to play and perform with these instruments. It's likely he has created the world's most extensive repertoire of pieces in 17 pitch per octave equal temperament.

Much of his current work is as a teaching artist, working mostly with BASHTHETRASH, presenting their mix of acoustics and recycling to school children all over the east coast, and with NYC's MATERIALS FOR THE ARTS, where he leads workshops for classroom teachers.  

He spends as much time as he can backpacking, where is likely to eat every raspberry he can find.

Flutist Karl Kraber has performed on five continents and in 49 U.S. states as a soloist and chamber artist. From 1965-85 he performed 900 concerts and made numerous recordings with the Dorian Wind Quintet. He has also been a member of the New York Chamber Soloists and the Aeolian Chamber Players. He has been a guest artist with the Lincoln Center Chamber Music Society and the Berkshire, Cavani and Galimir Quartets, and is a founding member of The Chamber Soloists of Austin which has toured South America as U.S. Artistic Ambassadors and performed at the Kennedy Center, and he performs with New York Philomusica Chamber Ensemble.  He has been a concerto soloist with the Boston Pops, the UNAM Filarmonica of Mexico City, the Santa Cecilia Orchestra of Rome, the Sunriver, Flathead, New Hampshire and Waterloo Festivals among many others, as well as the Austin Symphony where he was Principal Flute for 21 years. 

He participated in the world premieres of two original works that Henry Brant wrote for the Dorian: Windjammer (1969); Prevailing Winds (1974).  He also participated in the premieres of three works that Brant transcribed for the Dorian Quintet:  Bach's Goldberg Variations; Beethoven's Quartet in c# opus 131; 

Brahms Quartet in c, opus 51.

The last time he played the solo part of Angels and Devils was with his students at the University of Texas at Austin. He recently retired from the music faculty at the University of Texas at Austin.

Kyle Lane has been a freelance trumpet player in the New York City area for the last nine years.  Kyle plays regularly with a broad range of musical ensembles including the Norwalk Symphony, Gramercy Brass Band, and The Dreamland Orchestra (a 1920's dance band).  Kyle is also an accomplished composer and arranger, and maintains a small private studio as well.  Kyle Lane received his BM from The Oberlin Conservatory, and his MM from The Mannes College of Music.
Tara Simoncic is enjoying her fifth year as conductor of the Flexible Orchestra. Ms. Simoncic’s other positions include 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. Last year we had ten trombones, two clarinets, two double basses, amplified viola, piano, gamelan gongs, and percussion. Next year will be another one of “flutes plus” with composers tba.

This concert is made possible in part by the The New York State Council on the Arts, a state agency, by the Abraham and Lillian Rosenberg Foundation, and by the generous support of Thomas Buckner. 
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