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Hailed by Time Out New York as “contemporary 
music tastemakers,” Ear to Mind was formed in 
August 2010 as a not-for-profit contemporary 
music organization dedicated to the promotion of 
new music.

Our mission is twofold: to present contempo-
rary music, and to provide means of increasing the 
intellectual data about contemporary music and 
musicians. We achieve this by presenting innova-
tive programs that allow the public to experience 
contemporary music in non-traditional contexts, 
as well as by producing publications that allow 
the public to gain intimate knowledge of the 
contemporary music field. Simultaneously Ear To 
Mind provides composers and performers with a 
platform for their work. Our artistic vision encom-
passes contemporary music that exhibits a lasting 
quality, regardless of the manner of its composition 
and performance, as we seek to transcend conven-
tion by exploring the relationship between the 
composer, performer, and audience. With strong 
ties to several arts communities—such as the visual 
arts, indie music, and dance—Ear to Mind is able 
to present engaging programs from the frontier of 
new music with energy and authenticity.

www.eartomind.com
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Carleen Maley Hutchins (1911-2009), a high-school science 
teacher from Massachusetts, had an intellect which unfolded like the nautilus of a 
violin scroll to touch the next generation of classical musicians. Hutchins’ sweep-
ing curiosity saw over the artificially-imposed fence between art and science, 
broke through the gender and status limitations of her time, and led her to the 
razor’s edge of instrument design at the age of 35.

Over the course of her career—or more aptly, her calling—as a luthier, Carleen 
Hutchins studied with Harvard physicist Frederick Saunders, invented an original 
violin-tuning system, published more than a century’s worth of scientific works on 
the acoustics of sound, was involved with two musical foundations, earned four 
honorary Doctorate degrees, and built and destroyed countless instruments in the 
name of art and knowledge. 

Her legacy lives on inside the resonating chambers of the six string octets she 
built for Henry Brant, and American composer who in 1957 challenged the 
amateur musician to gel his vision of a collection of graduated violins which, 
when played together, would fill the tones missing from the traditional string 
quartet. 

The original quartet has remained the same since before the Renaissance, but 
Hutchins thought nothing of breaking tradition to get to the instrumental truth 
of musical mechanisms, having once disemboweled a priceless Stradivarius violin 
to observe its anatomy, while in another escapade having stolen a wooden shelf 
from Columbia University’s Medical School to use as raw material for a new 
creation. 

A new family of instruments rose from Brant’s challenge: an octet of violins, 
pitched just half an octave from one another, which have the power to form a 
sonic rainbow accounting for the tonal disparity between the primary “colors” 
of the violin, viola, cello and double bass. These four instruments were devel-
oped individually and then grouped together by similarities in shape and sound, 
like flora in a museum which are shown together because they possess a trunk, 
branches and leaves. The Hutchins eight are all fruits of one flower. 

“I couldn’t believe that such tiny violins could make such an incredible sound, 
and also that the sound of the group was so full and rounded and beautiful 
that I was breathless with excitement about making history with these instru-
ments,” says Beth Folsom, soprano violin for the Hutchins Consort, the original 
California-based group keeping the instruments lithe and alive. 

Her collections are now housed in New York, South Dakota, Stockholm, and 
Edinburgh. Rather than languishing as keepsake curiosities, however, two of the 
octets are kept lithe and alive by the prominent Hutchins Consort and Hutchins 
East, ensembles which explore the harmonic capabilities of the unique violins 
through traditional Renaissance pieces as well as new music arranged exclusively 
for them.

“I couldn’t believe that such tiny violins could make such an incredible sound 
and also that the sound of the group was so full and rounded and beautiful 
that I was breathless with excitement about making history with these instru-
ments,” says Beth Folsom, soprano violin for the Hutchins Consort, the original 
California-based group. 

Ear to Mind queried the directors of the East and West Coast octets about how 
California’s calm and New York’s spirit influence the goals and output of two 
orchestras continuing one legacy.

 feature

A Tale of Two 
Consorts

by anya 
khalamayzer
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are not here to replace traditional string instruments. We’re fighting the 
innate stuffy voice of classical musicians. 

Is there a difference, creatively or technically, between your octet 
and Hutchins East? 
Joe: The Hutchins East and the Hutchins Consort have different rep-
ertoires. They players in the (West Coast) consort are an older group 
and play for more of a blue-hair audience. We have some conserva-
tism built in, so we often play the “war horses” of classical music.  
Hutchins East tends to focus on the qualities of the instruments themselves 
and on contemporary compositions. It’s more of an improvisational group.  
The two groups reflect the social dynamics of the places they are based. 
We couldn’t get away with playing all-new music. We usually put in The 
Hutchins Consort plays a lot of Bach/Baroque instruments. The way 
Chris (Otto) has been going in Hutchins East has been early Renais-
sance, Baroque, and music written exclusively for that group. We usually 
put in one contemporary piece in a sea of other pieces. We start with 
Renaissance and end with jazz and toss in new music in the middle. 
I was scared when I programmed Schoenberg. It went on well, though, 
because it was a very romantic piece, but I was nervous just putting it on 
the program. Even though he (Schoenberg) lived in California and was 
responsible for teaching at USC. 

Are the two groups planning to collaborate?
Joe: We’ve thought that trading ideas would be a fantastic concert expe-
rience. The problem is money and getting everybody together. We would 
love to go to Manhattan and the East Coast group would like to go to Cal-
ifornia. We’ve considered doing the Ojai Festival, a big new music festi-
val that happens annually in Ojai, CA. They’ve presented amazing works 
over the years. You would think that they would want us, since they are 
very familiar with the work of the Jack Quartet. They’re also familiar with 
members of our consort, but they haven’t quite picked up that we exist.  
I do want to see the consort playing everywhere. In both groups there is 
a democracy to the instruments and the way things are done. We break 
the fascist mold of orchestra music with the conductor, like a dicta-
tor, at the top, then section leaders or worker ants. New groups don’t 
work that way. All instruments are equal; it’s about personality and what 
the players bring to the instruments. But we haven’t been able to break 
through to the big stage

Would you still perform with the Consort if you do not gain a wider 
audience?
Joe: I would always do this project, no matter what. In the early years 
we would do concerts for 20 people in the audience. Now we have really 
good audiences for home performances. The work itself is rewarding- but, 
like all people, we need to eat. And instruments don’t like to live outside. 

Chris Otto, Director, Hutchins East; Treble Violin
 
What are you trying to promote about Dr. Hutchins’ story?
Chris: Emily (DuFour, Baritone, Tenor and Alto violins) and I played 
with (the Hutchins Consort) from around 2006, for two or three years. 
We started Hutchins East when we moved to New York (from California) 
in 2007. The first thing we did was a workshop for composers. They tried 
out their ideas so that they were able to hear the sound of the instruments, 
because it’s very important for composers to get the sound of these instru-
ments in their ears while they are writing. In the meantime, we had a 
concert in May 2010 where we did arrangements of Palestrina, Bach and 
a piece that I wrote, and Henry Brant’s consort for two violins. 

What was Brant’s influence on what you were playing?
Chris: Brant was the impetus for the Hutchins groups. He wanted to 
perform pieces from the Renaissance; he was a kind of experimental 
composer and he liked the sound of the violins.

Joe McNally, Founder and Artistic Director of 

the Hutchins Consort; Contrabass

How long have you been the director of the Hutchins 
Consort? Did you have any relationship with Carleen 
Hutchins? 
Joe McNally: I started the Hutchins consort with my co-
founders, Chris Otto and Emily DuFour (of Hutchins East) in 
1999. Back in 1983 I transferred from New England to UC San 
Diego. The Acoustical Society of America held its annual confer-
ence that year and the keynote speaker was Dr. Hutchins. The 
university tried to acquire her instruments and start that group. 
I fell in love with the sound and quality of the instruments.  
I was talking to her about 15 years later- I had a career at that 
point, and so many things had happened- and I called her up 
because I had a question about the physics of an instrument. 
I didn’t understand the calculations in her physics book; I was 
trying to design an instrument with sloping shoulders that was 
like a contrabass. She gave me violin-making lessons over the 
phone, and let it out that she had a set of octet instruments there 
with her. I asked if she’d be interested in doing something with 
them, and she said, yes- in a couple of years. The next day I was 
in the studio with Kevin Connelly, who has his own very storied 
career (concertmaster for the Pacific Symphony, he plays mezzo 
violin for the Consort), and I proposed the idea. He said yes, so 
I talked to the principal cello and principal concertmaster of an 
orchestra in Mexico, and with the San Diego Symphony. Every-
one, to my surprise and wonder, wanted to be in the group, so 
then I just had to figure out how to get the instruments. 

What are your strengths as an orchestra? 
Joe: One of the issues that we had early on, and now Hutchins East 
is tackling this, is that there was no music for us to play. There were 
just a handful of arrangements for the instruments despite that 
they were around for thirty ears. Several groups had tried to put 
this project together before- there was one in London, one in St. 
Petersburg and one in Denver. So all over the place, people had tried 
but hadn’t gotten all of the elements together to make this work.  
We formed our own board, the Catgut Society, which is now a 
scientific group. We had people who could write for the instru-
ments who were working hands-on with them immediately. We 
took it a little slower than the other groups over the initial excite-
ment and daunting task of learning a new instrument; we took 
our time and did better. 

How long did it take you to feel like you had perfected your 
technique enough with these new instruments to play live? 
Joe: I still don’t feel like anything is perfected (…) The vertical 
hearing has to be developed. In the standard orchestra there are 
only four voices, but these instruments are working together as 
one super instrument. The way you hear things is much more 
crystalline- they don’t let you hide at all. They really project 
your personality. It’s in getting over “I’m playing a large cello”, 
because it’s “I’m playing a very large violin”. People pick up the 
viola-sized instrument and think it’s a viola on a stick; but it’s 
not a viola, it’s a violin. 

Do audiences respond well to the unexpected sound? 
Joe: Sometimes our audiences feel shocked. The classical music 
world is really conservative, and the idea that (Carleen) could 
reinvent the string family rubbed some people the wrong way. 
It’s one of the things that held us back. Instruments are already 
perfect. How can we improve on what is there already? But we 
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In the mind of the composer, you have these ideals of what instru-
ments could sound like. To take the sound of a violin and build it in 
eight ranges is just a dream for a composer. 

Compared to other instruments, strings are a little odd in that a cello 
has a different sound from a violin, and a double bass evolved from viols, 
Renaissance instruments with sloping shoulders. Brant wrote the very 
first piece for the instruments, and it explores the ensemble. In it, each 
instrument has a solo. He then brings in duos, four pairs of instruments, 
and then fixes up ensembles, or quartets of four lower strings vs. four 
higher strings, and he alternates instruments. So he uses all these instru-
ments in contra-tonal arrangements, and it evolves into this mass texture.  
Then he uses poly-stylistic arrangements, or “jazzy” vs. “fiddly”. And so 
it really runs the gamut from unified homophonic textures to soloistic 
textures- it’s a really important piece in the history of the instruments. 
It shows what they can do. But there wasn’t a lot written for them until 
Joe McNally (founded the Hutchins consort). 

Is a New York audience more serious and more receptive to experi-
mental music?
Chris: I think New York has a very strong new music culture and a 
new music scene already. A lot of groups are playing new music for 
traditional instruments. 

This group is interested in reaching that audience. The group in San 
Diego showed how you can take arrangements of classical music and 
do pieces that are closely tied to classical tradition as well as bring in 
cultural music. Their audience tends to be used to classical music. These 
instruments are well suited to early music; they have a certain purity of 
tone, like Bach. That work is written as a six-voice counterpoint, so each 
voice has its own range and at the same time they all blend together. 

Kevin McFarland’s piece “385” (played by Hutchins East during a 
February show at The Tank, it evokes the cyclic movement of orbiting 
planets) was static in a way: all of the instruments were playing the same 
material in different tempos and ranges of one texture. That one was 
more minimalist, “process” music or algorithmic music. We want com-
posers to take advantage of the homogenous sound, allowing composers 
to write music with a unified sound but enormous range of pitch. All of 
our pieces exploit those textures where everyone can be playing but you 
can still pick out each instrument. If you talk about string orchestras, 
you can’t pick out each player individually. 

What role does acoustic science play in composing for the Hutchins 
octets? Would being familiar with the physics of the violins help 
your musicians master them?
Chris: We have developed an intuitive understanding of the instrument 
by playing together. I am personally interested in the physics and data, 
and certainly for composers this can be very valuable. We do use the 
principal of “spectralism”, of which there are different degrees. Compos-
ers can hear it and intuitively use pieces that combine these properties. 
You can feel the sound of the instruments, but science gives you a ratio-
nal understanding of something that you can already feel by playing and 
listening. It does take an adjustment period.

Where would you like to see this project going? 
Chris: I’m interested in getting unique spaces with acoustics that 
emphasize our qualities. 

For example, the library at Bronx Community College was designed 
by Stanford White at the turn of the 20th century. It’s in the style of 
the Pantheon of Rome, a very ornate, over-the-top dome structure. It 
has really unique reverberant acoustics. I am interested in the spatial 
element of the concert and the way the instruments will interact with it. 
I’d like to have composers write not only for the particular instruments 
but also for the space in which they will be performed. 

For example, we can play with the configuration of instruments sur-
rounding the audience. The first step is getting the music written, getting 
the players together, getting venues interested. We’ll see where that goes.

cd review
Ensemble 

Pamplemousse
RAANA JEDAKU
by miriam brandt

Ensemble Pample-
mousse is a collaboration 
between six member musi-
cians who unconventionally 
combine classic instruments 
such as flute, violin, cello, 
piano, bass flute, percussion 
and piccolo and incorporate 
toy piano, electronics, and 
music boxes with vocals. 
The sound emitted from 
this instrumentation, while 
peculiar at times, requires a 
more intellectual approach 
to appreciate the work being 
done.

“On Structure,” the first composition on the album, contains a very 
primal quality resounding with vocalization. It successfully incorporates 
a wide range of dynamics from pianississimo to fortissimo, and thereby 
brings the listener to attention. The musicians make the most of their 
physical space on their instruments, for example creating a prepared 
piano and using the surface area of a cello for its percussive properties. 

The next work, “Nest”, incorporates electronic sounds which jump 
jarringly out at the listener. Like a bird collecting an assortment of 
materials for its nest, the separate instruments play around each other 
to form a sense of community. This work is the longest on the album, 
perhaps symbolizing that while structure and symbiosis are both impor-
tant within the ensemble, the collective of individuals is the glue that 
brings success to the group. 

“Symbiosis” is a rightfully-named track because there is no point at 
which a single musician takes leadership. Each instrument is instead 
heard equally with the others acting as support and creating amplifica-
tion by working in symbiosis. With this slow pace, the listener gains a 
complete understanding of each instrument’s capabilities while hearing 
one holistic sound. 

With an initial theme of a combination of voice, violin, cello, 
melodica, and percussion, “Pulse Compression” proceeds to go through 
an assortment of variations, be it rhythmic, addition or subtraction of 
instruments and notes. The theme eventually becomes more and more 
sporadic and eventually compresses into nothing.  

“Effective Temperature” replicates the effects of an actual fever, devel-
oping its melody by mimicking tremors, aches and pains. 

At the end of the album,“Sofrut” parallels the movement of an actual 
pen. Just as a scribe takes elements from all parts of his work, this com-
position reiterates elements heard throughout the record. 

Finally, “Gnomon”, an ancient Greek word meaning ‘indicator’ or 
‘that which reveals’”, invokes feelings of calm and serenity using merely 
musicboxes, voice, violin, and bass flute. It is a minimalistic work with 
undulating rhythm. Perhaps by ending the album with this work, the Pam-
plemousse artists want to impress their reader with their flexibility of style.
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Imagine – One typical afternoon in Knoxville, Tennessee, a woman 
steps into a pawn shop and purchases a flute. The flute sits around the 
house unused, until the women’s 15-year-old daughter picks it up and 
teaches herself to play. Seven years later, the same girl begins learning 
music composition in college – without knowing that she would one 
day become one of the most prominent composers of the 21st century. 

With a Pulitzer Prize on one shoulder and a Grammy on the other, 
composer Jennifer Higdon has taken over the New Music scene with 
the utmost energy. 

Higdon was born in Brooklyn, NY, in 1962 but spent her first decade 
in Atlanta, before her father’s occupation as a commercial artist moved 
her to Tennessee. Starting music education later than most of her peers, 
Higdon studied flute performance at Bowling Green State University. 

She became intrigued by composition when her flute teacher had her 
create a piece for a master class in flute and piano. After graduating, 
Higdon moved to composition and earned a diploma from the Curtis 
Institute of Music. She then obtained both a master’s and a doctoral 
degree in composition from the University of Pennsylvania. 

Apart from her high academic achievements, Higdon’s notion of 
communication has been repeatedly pointed out by critics as a defining 
quality that makes her stand apart from numerous other composers. 

As her teacher, Robert Spano at Bowling Green State University once 
said in an interview that his pupil writes in an “extraordinarily com-
municative manner”. One of Higdon’s standby methods when writing 
pieces for commission is to get to know her collaborators by questioning 
them about their intimate opinions of art, and by learning what they 
like and dislike. 

Higdon’s music also conveys an extremely fine emotionality. For 
instance, “Blue Cathedral” (1999), commissioned for the 75th anni-
versary of the Curtis Institute of Music, opens with very soft bell-like 
sounds and quiet solos, primarily tonal, imaginative with orchestra prin-
cipal players joined to gain intensity. By the end, the piece returns to the 
celestial quiet of the beginning. 

An earlier work, “Rapid Fire” (1995), dedicated to flautist Peter 
Brown, was written to portray the violence of cities; more specifically, 
Higdon’s program note talks about “the innocent young who are cut 
down in their homes and on the streets.” She writes that “it is an expres-
sion of rage, of pain, and of disbelief; it is fear and terror; it is an inner 
city cry”. 

Higdon currently holds the Milton L. Rock Chair in Composition 
Studies at Curtis Institute and enjoys teaching. She has also finished 
a work titled Road Stories which was commission by a consortium of 
33 wind ensembles around the United States, and was awarded a com-
mission by the Serge Koussevitzky Music Foundation in the Library of 
Congress and the Koussevitzky Music Foundation, Inc, in which she 
will write a new work for the Cypress String Quartet.

Furthermore, Higdon also serves as Creative Director for the Cincin-
nati Symphony Orchestra’s 2012-13 Boundless Series. She will be in 
residence with the orchestra during the season. 

Ear to Mind interviewed Higdon about the interactivity between 
musicians during writing for commissioned works, turning points in 
her career, and her role as a professor at Curtis Institute.

interview

Jennifer 
Higdon

by ruyi lu
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Could you describe the process of getting to know the performers?
The way I get to know performers is to meet with them and chat 

about their likes and dislikes in music they select to play. We talk about 
pieces that they love and why they love them (even simple questions, 
such as how do you feel you balance the orchestral part in that concerto, 
tells me a lot). I also ask them if they want anything in the piece specifi-
cally....for instance, a cadenza written out, or one for them to improvise 
on. I also do my best to hear them play, preferably live, and if not, 
through recordings.

And to what extent does your music embrace the notion of commu-
nication between the composer, performer, and the audience? 

My music is all about the notion of communication between com-
poser, performer, and audience. That’s basically what music is to me. 

You had mentioned in past interviews that “music written for now 
is for now” and that “one of the way to get young people into the 
concert hall is to do more new music.” How do you define “new 
music” and is there a definite line between “new music” and “con-
temporary classical music”? 

New Music is music being written today; it’s 21st Century Music. 
I would group into that pieces that are 10-20 years old as well. New 
Music is the newest stuff. “Contemporary Classical” is a term that many 
people use to describe music that goes back through the 20th century, 
and they tend to lump music from as far back as 1913 in that group. 
That’s not my definition, but many folks do use it (would you call some-
thing from 1913 new?).

You have won numerous awards, including a Pulitzer Award for the 
Violin Concerto you had composed for Hilary Hahn and a Grammy 
for a percussion concerto. How did you feel after receiving such high 
recognition, and has this recognition changed the development of 
your musical creation?  

It was incredibly thrilling to win these awards, no doubt about it. I 
don’t know that these specific awards have changed my musical develop-
ment, nor am I sure I want them to. The truth is that what changes an 
artist, who is creating something from nothing, is the chance to work 
with really good musicians on an ongoing basis. That’s what has allowed 
me to continue to write works and develop my style, and explore all 
major elements in an ongoing evolution.

Could you please name any of your work(s) that you consider to be 
the most representative or most important- such as a turning point- 
in your career as a composer? 

Representative pieces that were real turning points [were] “Blue 
Cathedral”, “Concerto for Orchestra”, “Percussion Concerto”, and 
“Violin Concerto”. The chamber realm [are] “String Poetic”, “Piano 
Trio” [and] “Dash”.

How do you see your compositional style changing as your career 
progresses, and as the “now” changes?

I don’t think any artist can predict how their music is changing. And 
I’m not sure we’re the best judges of that. Someone who creates is too 
close to the process to be able to step back and judge. I leave that for 
musicologists.

As the Rock Chair of Composition at The Curtis Institute of Music, 
have there been any episodes where your students have allowed you to 
reflect or inspire you to think differently about compositional style? 

I find that I am always learning from my students. One of the things 
that is key to teaching is to allow students to express their own aesthetic 
(and to help them get over the hurdles that one encounters when creat-
ing something from nothing). And I believe any aesthetic is legitimate, 
if the student makes a compelling case for it through the music itself.



8

In today’s testing-driven school systems, the 
importance of a subject is directly related to the presence of a mandated 
state test. If music has no state test, it’s already been deemed officially 
unnecessary as far as the state is concerned. This design has implications 
that are drastically affecting the musicians we grow and the appreciation 
of music we foster in our schools and in this country. How can we create 
a space for the student who can sit at the piano and create gorgeous 
and melodious pieces on the spot as Beethoven or Bach could in his 
day? A rock band built of impassioned young artists sharing their expe-
riences through song, as so many generations and cultures have done 
before, don’t fit the current design. There is no accepted format for a 
quartet that can improvise a live piece – creating tension and releasing 
it, abstractly communicating emotions, creating sonic textures by inter-
acting with their environment. Why is it that these sorts of ensembles 
are so difficult to produce in our current music education system? As 
many know, when budgets are cut music and arts are often the first to 
go. They can be costly with all their requisite supplies and upkeep. And 
why shouldn’t they be? When there is no requirement, many admin-
istrators opt to focus resources on subjects that are not “optional”. To 
counter this, music educators are forced to rely on standardized tests and 
uniform methods of judging performance in order to validate their exis-
tence. Many states have organizations like the New York State School 
Music Association in New York. Accredited judges hear performances of 
preauthorized repertoire and grade them with a rubric which is uniform 
throughout the state. The works chosen for the state lists are usually 
fielded from standards in the classical genre. For students with an inter-
est in this genre, or those with a passion for a highly structured approach 
to music, these organizations have great success; I personally have seen 
many students who were inspired by this model. But what exists on a 
state or national level for every other genre and all the students inter-
ested in pursuing them? 

When I’ve offered after-school activities or practice rooms at lunch-
time where I am free to help students work in any style, I’ve seen how 
important this variety is to our music programs. The students who 
seem so indifferent in my regular ensembles and theory classes shine. 
One student, a cellist, came in for a rock production last year with a 
short set of touching songs she had written for guitar and her voice. I’ve 
experienced after-school programs at the end of which a string quartet 
could improvise a live piece with form and harmony and texture. It 
was captivating. How do we make these successes more than just the 
exceptions? Many more students have the seeds but no place to develop 
them. This is not any attack on classical music or formalized training. I 
love classical music and play a lot of it. I’m merely suggesting we open 
our concept of what makes valuable musical experiences in our schools. 
After all, if we collectively look at our mp3 players and music libraries, 
we have a proportionally low amount of the music our current music 
education system produces. Nielsen Company, which tracks record sales, 
showed our music purchases in 2011 are more of every recognized genre 
other than classical, except New Age.We need a music education system 
that encourages and nurtures individuality and creativity. If we adapt 
our school systems to more honestly reflect the variety of music in our 
modern culture, we’ll engage our students more and better prepare them 
for the musical world of their future.

Sonic 
Youth
by david west
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an American hallucination in which Appalachian Spring meets Erik Satie 
meets the boogie-woogie meets George Gershwin. In this pyrotechnic, 
industrial age metaphorical exclamation mark, the quartet closed piz-
zicato and Richards’s viola transformed into a piccolo. Child’s War, con-
ducted by Rebecca Lord, was sterner stuff, based on Bermel’s father’s 
recollections of London, bombed, during WWII; it was nevertheless 
sung with youthful fearlessness by a younger cohort of YPC choristers 
clapping to claves. YPChant, conducted by Janet Galván, closed with a 
“give it up for the YPC,” which the audience enthusiastically did.

Cuban composer and clarinetist Paquito D’Rivera rounded out the 
evening with three Hispanic pieces: Invitación al Danzón, Temban-
dumba, and Un Minuto. As an orchestra leader, D’Rivera is a master of 
stage presence. In Invitación he played a knock-your-socks-off Charanga 
clarinet against Alex Brown’s thrilling piano accompaniment; the piece 
itself deeply rooted in Cuban colonial dance and Caribbean two-bar-
pattern music. In the chant rap Tembandumba, from the poem Majestad 
Negra (Black Majesty) by Puerto Rican poet Luis Palés Matos, conducted 
by Dominick DiOrio, YPC girls offered a proud, regal view of the slaves’ 
plantation condition, expressing “rhythms, sweating and bleeding” as 
they clapped and stomped, and individual members soloed en Español, 
lighting up the ending in accelerating unison. Finally, Elizabeth Núñez 
conducted YPC in Un Minuto, her husband’s challenge to D’Rivera, 
and which Francisco whistled stage right to a stop at the requisite 60 
seconds, bringing down the house, and proving that constructive cre-
ativity, cooperation – and music – are all that matter.

What do you get when you bring together three contemporary 
composers, an avant-garde string quartet (plus guest musicians), and 
a MacArthur grant recipient-led children’s choral group and put them 
onstage in the Village? Music to one’s ears, of course, and a massive 
jolt of positive cosmic energy. Superlatives fail to describe the creativity, 
virtuosity and verve of the inaugural at Le Poisson Rouge of Transient 
Glory, Carnegie Hall’s two-night event, hosted since 2002 by WNYC 
radio personality John Schaefer. 

Glory featured compositions by Michael Gordon, Derek Bermel and 
Paquito D’Rivera, most for the Young People’s Chorus (YPC), founded 
by the evening’s honoree Francisco J. Núñez. All were present for brief 
conversations with Schaefer. The evening began with Gordon’s Potassium, 
in an electronically distorted performance by JACK that opened with 
extended upward glissandos, accelerated into hyper-metronomic drones, 
and closed with downward glisses in ingenious, sonic symmetry. YPC fol-
lowed with Gordon’s Exalted, singing the first four words of the Mourner’s 
Kaddish to eerie soprano effect, conducted by Stephanie Mowery. In Cin-
namon, the chattering chorus, conducted by Philip Brunelle, provided 
sliding vocal analogs over Jon Holden’s simpatico piano accompaniment.

Bermel’s Soul Garden, A Child’s War and YPChant followed. The 
instrumental Soul Garden was performed by JACK, featuring John 
Pickford Richards on viola, joined by Joshua Roman, cello, and Dov 
Scheindlin, viola. In this piece, described by Bermel as a “rub” of African 
pentatonic and European diatonic scales, the strings conveyed the atmo-
spheric modern minor sound of electronics in a metal attic, or perhaps 

first-string choral pyrotechnics: 
JACK Quartet and the 
Young People’s Chorus of  
New York City in Transient Glory
by david st.-lascaux

le poisson rouge, 16 february 2012
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While Ear to Mind traditionally focuses on music produced and 
performed in New York, what makes the island such a fertile haven for 
creativity is that no influence, and no culture, is out of its artistic reach. 
Manhattan and Brooklyn are live wires drawing energy from musicians 
around the world. In recognition of the importance of imported ideas to 
the fermentation of the future, Ear to Mind interviewed Anatolijus Sen-
derovas, a prominent composer from Lithuania, a less-visited but cos-
mopolitan Eastern European country which kisses the Baltic Sea to the 
west and which is bordered by Belarus, Poland and Latvia. The drama of 
Senderovas infuses abstract atonal elements with the glimmer of Middle 
Eastern influences. His compositions “Songs of Sulamith”, “David’s 
Song” and “Concerto in Do”, have been commissioned internationally, 
performed by the Moscow Symphony Orchestra and featured in film 
scores. Before jumping on a plane to collaborate with performers in 
Copenhagen, Senderovas spoke with Ear to Mind about the coexistence 
of ancient roots and contemporary style within his music.  

When and where did your interest in music begin? 
There was no real point at which I “began” to appreciate music. I was 
born into a family of musicians- my father was a violinist and my 
mother was a piano teacher. I spent the first year of my life with the 
Philharmonic orchestra of the Russian city of Samara. My parents lived 
there, near the Volga River, during the war in the time of the (Lithu-
anian) occupation. My father and mother played in the orchestra, and 
for a year I lived behind the stage and heard every performance. This, 
you could say, is when my studies began: I learned to sing arpeggios 
before I could speak. So music was, from the very beginning, something 
that came through me naturally. 

Did you feel destined to become a composer or a performer?
No; it was so obvious that I would go along a musical path I did not 
have to really decide upon it. When we returned to Vilnius after the war 
I began to play the piano like my mother and my grandmother, who 
gave me lessons. I wasn’t a very good student – it’s always easier t study 
with strangers- so she sent me to study at the local school when I was six 
years old, and I remained there for a decade. 

Because I had good fingers and good rhythm, I was told to learn 
violin. My professor, Jakov Targonsky, was fantastic with kids. He would 
bring a selection of jam to every lesson. I would choose a flavor, and he’d 

Between the Ancient and the 
Avant-Garde

by anya khalamayzer
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the Sephardic Jewish tradition, located in Africa, Spain and around the 
Mediterranean Sea. The Ashkenazis, on the other hand, settled in what 
is now Eastern Europe, in Czechoslovakia, Lithuania, etc. The Sephards 
and the Ashkenazis are very different, and so is their music. I learned this 
difference in Israel.

How did you incorporate these old traditions into your music? 
In my music, there is a bit of both cultures. The roots are from the 
Sephardic tradition. David’s Song is more like Klezmer music, which 
was developed by bards, multi-instrumentalist masters of dances and 
marches, who earned their keep at weddings and funerals. My grand-
father, actually, was a Klezmer musician. My music mixes the Klezmer 
and Sephardic traditions without preference to one or the other. If a 
theme of a piece is biblical, I lean more towards Sephardic embellish-
ment and stretching of notes. Before, my music was international- now 
it has these specific touches.

Does this ancient theme, or the religious roots, ever create a rift 
between you and your modern, international audience? 
I do not think about this when I write, because music is a thing that 
feels more than it understands. If there is emotion, the public will feel it, 
even if it doesn’t consciously understand it. So it does not matter which 
tradition I use. What I want to say is important, and whether it touches 
the audience; and if it fails, the tradition still doesn’t matter. 

What are the details which make your music widely popular? 
I think that I touch upon themes that are natural for people. I don’t try 
to do something new, something new, something new each time I write. 
I try to speak about things that are always true: black and white, life and 
death, laughter and love. These are things that exist always and every-
where. But I try to do this in a language that people speak today. I was 
once very interested in the avant-garde, which served me well, because I 
can communicate these universal themes in modern clothing. If it’s not 
accessible to everyone, then it will at least be understandable to many.

What are some of these modern techniques?
There are some techniques which are understood by composers but 
which are not important to audiences. For example, when we come to a 
restaurant, sometimes we are interested in the preparation of our food, 
but often we just want to enjoy what is in front of us. But since we are 
on the topic, I use a lot of aleatoric, which is a technique where there is 
no exact notation of what must be played, and so it gives the musician 
freedom to play what he or she wants. It’s a sort of limited experimenta-
tion where the musician never ventures too far, and no matter how it is 
performed, the result will still sound as I intended. 

My recordings are very modern, but when you listen, they sound clas-
sical. This is because I infuse the avant-garde with recognizable rhythm 
and melody, which are components of classical music.

This is a style of post-modernism. But again, I don’t wish to box myself 
in: I use what I like and what I want. When you visit an old town, you 
may see a centuries-old house and next to it, a glass building constructed 
last year. And yet they look good together. It is the same with my music. 
I can use triphones, as did Bach and Tchaikovsky, then move to clusters 
of sound. The question is “why”, not “what”. 

What are you going to be performing next in Copenhagen? 
I am going there by the request of an accordionist named Geir Draugsvoll. 
Accordion has recently become a very interesting and more mobile instru-
ment. Its construction has changed, and it has acquired a richer timbre. 
And it’s being used unusually, no longer limited to a waltz or polka, but 
in rock and experimental music. I’m going to perform Songs of Sulamith, 
which was first written for vocals and which has seen 14 variations. This 
will be performed by a cello quartet and flute, and for the first time with an 
accordion solo. 

spread it on the back of my wrist. Each time I pulled back the violin bow 
I would have to reach my hand far enough to be able to lick off the jam. 
I worked very hard during those lessons because I knew I’d get to have a 
treat. Then Targonsky left for a different town and I went to a different 
professor who didn’t feed us, so for several months I stopped studying 
altogether. Watching my mother, however, inspired me to begin playing 
again, and I took to piano until I was 14 years old. 

For my final examination at school, I had to perform a piece from 
memory. I became confused in the middle of my piece and started 
playing something completely different; however, I improvised until 
time was up, and received good marks. From this point on I tried to 
improvise and write my own music at home. Then, when the time came 
to continue on to the next stage of my education, I applied directly to a 
composing program.
 
Who were your first influences? Did you write to sound like someone 
else? 
Back then it was not as much about the songs as much as the technique. 
I concentrated, for example, upon variations of a theme. Experience and 
understanding the form of instruments was more important than the 
ultimate stylistic goal. Of course I did write in the style of the classics 
and romantics, so what I wrote was influenced; it was not original, but 
secondary, if you understand what I mean. Out of everything that I wrote 
then, one piece that I composed when I was about 15 was published. The 
school still keeps it in its curriculum, but it is the only thing left.

As a young student did you pursue music because it was necessary 
for school, or because of an inner drive or passion? 
I was not so wise at that age. Music was just interesting for me and 
I was gaining little successes, for example, my fellow students would 
perform my music at concerts. One of these was attended by a professor, 
Eduardas Balsys, who said that he would take me on if I showed the 
initiative. I didn’t even finish the music college, completing only three 
out of the four courses. So I was accepted into the musical academy 
directly from the third course, and this professor mentored me for five 
years. This is when everything changed: I used technique directly to 
create my own style, and pursued something that would differentiate 
me from my influences.

I also had my first international foray, to the Warsawskaya Yesen, or 
“Warsaw Autumn”, concert in Poland in 1964. This festival is not as 
influential as it used to be, but at the time, everything new in the music 
world was presented there. We heard Penderecki’s premier; we heard Luto-
slawky; we heard electronic music that we did not even know existed. For 
two weeks we studied the new compositions and scores which brought us 
to today’s European music. We came back to Vilnius with notes and tape 
recordings- we had these enormous old tapes, this vintage technology- 
and we studied it back home. 

Did your style change drastically after you were exposed to these 
modern influences? 
It changed again later, towards the 1990s, when I went to Israel, where 
I met with Samuel Rubin, the director of the Israel Academy of Music. 
Another professor, Joseph Dorfman, introduced me to Sephardic music, 
or biblical Israeli music. In Israel I also became acquainted with Yemeni 
music. At one time there was a large Jewish community in this largely 
Arabic country. 

Yemen is a very ancient country, and in many ways the people still 
live as they did hundreds and perhaps even thousands of years ago. 
Their music has not changed for centuries because the civilization is so 
ancient. So Yemeni music is very valuable because it is very authentic, 
and we can hear now what you could have heard thousands of years ago. 

It is very different in Europe, where so much has changed in modern 
times, and in America, where music comes from the entire world. In 
Israel I listened to religious cantillations (readings of religious texts) from 
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in January, ear to Mind invited a group of young 
CoMposers to its annual new MusiC foruM at the exapno 
Center, a workspaCe Co-op, MusiC CoMMunity Center and 
rehearsal spaCe in flatbush, brooklyn (exapno.org). 
as the tedex ConferenCe brewed upstairs, panelists and 
partiCipants shared exCerpts of their work, divined where 
ConteMporary MusiC is going and how they are helping 
weave the new, MultifaCeted tapestry of sound. the foruM 
was Moderated by CoMposer and eduCator reiko fueting.

new
music
forum2012

by anya khalamayzer

Reiko Fueting, Moderator
A composer active in Europe and North America, Fueting holds a Master’s in composition from Rice University and a DMA from Manhattan School 
of Music. He has studied in Seoul and South Korea,and teaches composition at the Manhattan School of Music, where he is the chairperson of the 
Theory department.

Daniel Blake, Composer
A Ph.D. candidate for composition at CUNY’s Graduate Center and adjunct professor of music theory at Brooklyn College Conservatory of Music, 
Blake has performed and toured internationally as a saxophonist. He has been recognized by ASCAP and by the John Lennon Film Writing Contest.

Mary Kouyoumdjian, Composer
A professional musician who scores music for commercials and film, Kouyoumdjian has worked with the Los Angeles New Music Ensemble. She holds 
a BA for music composition from UC San Diego, with a Master’s for film and scoring from NYU.

David Lackner, Composer
Multi-instrumentalist, producer and composer, Lackner studies with minimalist La Monte Young and performs jazz in New York and Philadelphia. 
You may know him from doom-folk band The Phantom Family Halo, which recently toured at SXSW.

Scott Wollschleger, Composer
A New York-based performer having toured in Belgium, Switzerland, Germany and Russia, Wollschleger is co-founder and co-director of the nonprofit 
Red Light New Music. An MA from the Manhattan School of Music, he is now senior production manager at Shot Music New York.

Ryan Carter, Composer
Carter holds a degree from Oberlin Conservatory and SUNY Stonybrook, and has studied at the Royal Conservatory of The Netherlands. He has 
received commissions from the MATA Festival, Carnegie Hall, Present Music, and the National Endowment for the Arts. He has been honored by the 
National Association of Composers and the U.S. Composers Competition, and chosen as one of NPR’s 100 Favorite Composers Under 40.
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Reiko Fueting

programming language, which doesn’t comport the language I’m using 
yet. If you do the same gestures, it makes the same sounds. You get the 
idea. It’s much more fun on your own, if you’re the one making it. It’s 
the dance music that dances back.

Scott: We’re going to play three movements of a larger work. The name 
of the work is “Again, The Beginning.” It’s a work for cello, piano, and 
viola. It was written for the players in Red Light New Music, the group 
that I co-direct. The piece is constructed in nineteen single movements. 
The players pick how they want to put together in their version of 
the piece. Essentially, the reason I wrote it this way is because I actu-
ally ended up writing the piece backwards. I usually compose in the 
morning before I would go to work. Then I’d sit down and write ten bars 
and say, “that’s great, this is good.” Then I would go back to it and say 
“we’re starting over again.” This kept happening for months so I ended 
up with this huge strip of music, and I realized it didn’t matter where the 
beginning is. You can start anywhere in the piece. The idea was that you 
can repeat any movement as many times as you want to. I will play three 
movements. The first movement is “7:59AM” and the next is “6:00AM” 
and the next is “11AM”. The reason I use times and numbers for the 
movements is because I don’t want to give a serial movement to the 
orders. Basically when I finished composing it, that’s the time. 

David Lackner: I’m playing something from my last release, called “My 
Leader, the Baby is Dead.” It’s about a cult leader 
and this woman who has a dead baby in her arms, 
and she realizes she’s been a part of this cult. The 
song is actually a cover of “Oh, Danny Boy” and 
I’m using a style of composing where I use repeating 
phrases in odd meters but also metric modulation. 
They’re going over each other and creating a wall 
of sound. It’s part of the song form as well and the 
song has a big ending. 

Reiko: I’m always curious about context. Every-
thing stimulates what we do, and of course it’s 
sometimes difficult to say what that is. Mary, what 
kind of music were you influenced by?

Mary: I grew up in a very Armenian and Lebanese-
influenced family. My grandparents are from Turkey and my parents 
are from Lebanon, so I grew up with those sounds in folk music. That 
very much inspires the sounds in my pieces. Composers like Bartok and 
Stravinsky are also very folk influenced and create very sophisticated 
sounds while asking the players to be a little more natural. The players 
are really digging in, not necessarily an academic type of performance. 
And textures. I come from a film scoring background as well. What I 
love about film scoring is that you’re generally writing for a particular 
character. You’re sticking with someone’s viewpoint in a film from start 
to finish. I like doing these portrait pieces. This was a portrait piece 
about Komitas. I’ve done an electric-acoustic piece for violinist Andy 
Springer, a portrait piece about her from childhood to adulthood. 

Reiko: Did you perform that folk piece for a community?

Mary: It’s a little bit of performance at home. My father’s not a profes-
sional musician by any means, but I think it was very much a part of the 
culture to have an instrument in the home. We grew up with accordions 
and guitars and [my father] would play. My parents had brought all of 
their old records from Beirut, so that was always playing at dinnertime. 
It wasn’t until I moved to New York a few years ago that I started to 
be move involved in an Armenian community and hearing the music 
performed live.  

Reiko: Can you talk about the excerpts you are about to play?

Mary: This is an excerpt from measure 116 of my piece, “Dzov Yerku 
Kooynov,” which in Armenian means “Sea of Two Colors”. It’s a small 
chamber ensemble work and its about an Armenian composer, Komitas 
Vardapet, who went through the Armenian Genocide and survived it. As a 
result of his experience in the Genocide, he suffered from Post-Traumatic 
Stress Disorder. You’ll hear a lot of polarities in the piece, going from 
tension, to efforts, to calm. Because he was also a priest, it was his job to 
calm the people around him who had also gone through the genocide.

[plays piece]

Daniel: The piece is a two-movement piece. One movement segues into 
the next. Let’s listen to “First Beginnings”, this is a piece I wrote for a 
good friend and a collaborator, a Montreal-based artist called Terri Hron. 
This piece was a way for me to address some of the improvisational con-
cepts I was working on with saxophones at the time. I finished it about 
a year ago. The process was very interesting because the commission 
was for A-channel electronics, with Terri performing the recorded parts. 
I wrote an acoustic piece. We spent a weekend in her apartment just 
recording little segments, so I derived all of the sampled material from 
her performing the acoustic piece. Then I was able to construct small 
enough samples from those recordings to create an electronics part. It’s 
a low-key kind of processing, just these samples set 
to different parts of the A-channel surround system. 
The electronics part is about directionality, which 
won’t come across really in the stereo performance. 
I was working a lot with distance: considering ways 
of playing an instrument that are kind of foreign. 
You have the saxophone be kind of a foreign object 
you blow into and press its keys, not considering 
it this special, sacred instrument, having it be this 
object on which you can create sound. It’s not a new 
concept, but as a recorder there’s something really 
exciting about an instrument where just air going 
into this tube creates an entire world of interesting 
sonority. So I was working a lot with distance, the 
mouth is doing and the sounds it’s making—so, the 
International Phonetic Alphabet.

Ryan: There’s no score. I have something to share which is a work in 
progress; actually a work at the beginning stage of its development. I 
write music for instruments, but this album is algorithmically generated 
electronica in the form of an iPhone app.  Basically it’s electronic music. 
There are no sound files being played and no samples. It’s all purely 
algorithmically generated. Everything is code, it’s written in a language 
called “RTC Mix”, meaning I can take data from the accelerometer of 
the device. It tells you which position the device is in. I can pipe that 
into the score, so as you’re listening to it you can change how it sounds 
in real time. I can do an actively engaged demonstration. At first, you 
hear the synthesizer controlling pitch on the x-axis of the device up 
or down, the pitch will change. There are three synthesizers. On a flat 
surface it will be stable and in tune. The panning is on the y-axis, so 
you can move it left to right. Then there will be a bass line that comes 
in along with other instruments. Everything has an interactive element. 
Some of it’s really obvious; some of it’s not as obvious. So, let’s see if this 
works. New technology is always kind of exciting.

Anya, panelist: Does it work will all phones, or just iPhones?

Ryan: It’s an IOS application, so it will work with iPhone, iPod Touch, 
or iPad, but that’s the only operating system it will work with for now. 
I’d like to eventually port it to Android but that’s written in a different 
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going to a conservatory, so I do have a background in “art music”.  Most 
of my past work is for acoustic instruments. I have really broad influ-
ences. I tend to be obsessed with one thing at a time. I’m always kind of 
obsessed with Bach.  I’ve also been really influenced by Louis Andriessen 
and some spectral composers. It’s just been over the last 9 months that 
I’ve been really obsessed with programming. 

Reiko: How does Bach, a composer from the past, influence your music?

Ryan: I wonder about that. I’m sure there are all kinds of subconscious 
ways in which he influences me, but I don’t know specifically how. I 
tend to have a very clear idea of the whole when I set out to write. I 
generally know how long it’s going to be and what seconds it will have. 
It might be an influence of Bach. 

Reiko: One thing that strikes me about Bach’s music is that he com-
posed for very specific social contexts: institutions, education, you name 
it. Does your music have that?

Ryan: A lot of my work has come out of academic context because I’m 
kind of perpetually a student. I’ve been a student for the past eleven or 
twelve years.

Reiko: [joking] Oh, that’s nothing. 

Panelist: The iPhone idea is interesting from an 
institutional standpoint because it’s like a perfor-
mance that’s totally anti-social. Are you interested 
in engaging with electronics in a social setting?

Ryan: It’s not that it’s anti-social, but it’s social in 
a limited and personal sense. As a composer, I feel 
like I’m speaking directly to an individual listener. 
So it’s not social in the sense of a big concert hall 
with a lot of people doing this thing all together, 
but it is social in this kind of one-on-one interac-
tion which I have with many people. I’ve written 
electronic music involving live processing of sound, 
so it’s more like concert music. 

Reiko: Scott, where does your music come from?

Scott: It is a weird question because I make a distinction between lis-
tening to music and playing music. Playing music is a physical, sensual 
experience—it’s actually pleasurable to play some kinds of music. A lot 
of my taste is dictated towards things I like to play. It’s sort of like eating: 
it’s like bacon, but it’s a chord on the piano. I think there’s almost a 
physical history of music. Beethoven has a feeling in the way he plays 
Beethoven. It feels like a Beethoven sonata versus the feeling of Mozart. 
That’s what stands out to me when I play classical music: the physical 
feeling of it, not so much the listening. I produce music that’s going to 
feel better for the players to play. I guess the New York school composers 
are a direct influence, just because I feel there’s a certain authenticity in 
their work. With Feldman and Cage and those guys, there was a certain 
homemade quality that I really appreciate. It’s the ‘make something’ 
tradition that I’m interested in because I don’t have the fancy stuff that 
the Europeans can pull off, but I think it’s excellent stuff. So I guess if 
you can say there’s a hedonistic tradition, I’d come out of that. I like a 
lot of French music. 

Reiko: Is there certain music you cannot play? 

Scott: Absolutely. I have to end up vocalizing a horn, you know, like 
‘I’m going to be the horn now’. Unfortunately, it is limiting. I’ll have 

Reiko: Dan, what kind of music or concept triggers your interest? 

Dan: That’s an interesting question because I’ve struggled with that a lot 
in my life. Improvising came first for me. I grew up in New Jersey so I 
quickly fell into the jazz scene. When I chose where to go to school, a 
jazz program seemed like the obvious choice, and still does in a number 
of ways. I’d say more than half of what I do is playing saxophone, which 
is largely improvisational. It’s not a score-based system. I have interest 
in “new music”, a musical tradition that is based on scores and nota-
tion. Creating an idea as a composer to transmit to a performer is a big 
aesthetic difference that I’ve been confronting with various degrees of 
intensity for over ten years. I don’t think there’s an answer for me.  At 
first I thought I would have to choose, like, “I have to get a Master’s 
degree and become a composer and that means I can’t play anymore.’ 
But, you know, we’re in 2012 and it’s a fast-hitting time. We’re at the 
end of the Mayan calendar and I don’t think choices like these need 
to be made anymore. It seems there is a bit of a culture-war mentality 
about improvising and the legitimacy of improvising a score while being 
a composer. It’s baggage. 

Panelist: What is the role of notation? Is it a representation of sound, 
or a representation of instructions?

Dan: It depends on the situation. Collaboration 
is really important for me. I would put myself 
squarely in the Duke Ellington tradition, of writing 
for the person before the instrument. At this point 
I wouldn’t write a piece for a violin, I would write 
a piece for someone I would work closely with, and 
take on projects that involve people that I know. 
Notation becomes a transmission of information 
and personal communication. The piece that I 
played was a transmission of ideas that are implic-
itly understood, and that’s kind of unable to be 
notated.  For me, that’s not a failing of the notation, 
it’s a strength of the bond that I share with another 
musician. 

Reiko: Ryan, is notation part of what you did with 
the iPhone?

Ryan: In a strict sense, it is noted because it’s written in code. There is 
a score but it’s all in programming language. It’s not something to be 
performed by another person in the sense of reading a score. Ultimately 
the listener becomes a kind of performer, because the listener has input 
into how it sounds. In that sense it’s also entirely improvised idiom. 

Reiko: If you were to perform with the app again, would it be different, 
rhythmically or formally?
Ryan: The parameters that you can control have mostly to do with pitch, 
with spatialization. With some of the instruments, it has a lot to do with 
tambour, the balance of those instruments. But you’re not controlling 
rhythm or form so it would be the same kind of eight-measure intro, 
synth plus bass, etc; those things aren’t controlled. 

Reiko: In terms of where you come from and what you’re interested in, 
you said usually you write for instruments. 

Ryan: Yeah, this is kind of a newer thing. I don’t come from a musical 
family. I grew up listening to Top 40 pop music radio stations. We did 
have a piano in our house, just because I think it’s the middle class thing 
to do. When I was ten or eleven I asked my parents if I could take piano 
lessons, and at that point I became exposed to classical music. I ended 
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would have been nice if you’d come to the other rehearsals, we could 
have benefited from your feedback.” And he said, “No, I want to hear 
what the music will sound like when I’m dead.” That was striking to me 
because the desire for this piece to set and exist beyond the lifespan of a 
single individual is, for me, the opposite. I feel like when I’m dead music 
will continue. New music doesn’t need me. This is my very transient 
and temporary take on music. I’m inserting my personal experiences 
into something that really doesn’t have anything to do with me as an 
individual. 

Reiko: There’s always the private and there’s the public. But you write 
music in private, and share it with the public. 

Dan: It’s a discovery. You can work on something for years, months, 
hours, seconds—it doesn’t matter, a discovery is always made that can be 
exhibited in various ways. I don’t want to own the discovery too much; I 
want to be able to let it go as quickly as possible. First of all, if I don’t let 
it go, then I’m stuck and I can’t move on, which is not good. It doesn’t 
feel healthy in a spiritual sense. That also gets to the distinction between 
improvising and the composing: that there is none. It really feels like the 
same thing. 

Reiko: Is it possible for you to say what kind of experience you want to 
create when you write a piece of music? 

Ryan: I’m interested in relationships, and that can 
mean relationships of sound-to-sound or sound-
to-people or people-to-people. I’m always thinking 
in terms of how things are related to each other. 
When I write chamber music, often I’m thinking 
about how the performers relate to each other and 
how the audience receives it. I would say a lot of 
my music is intended to be joyful. I hope people 
listening to it experience some kind of happy, fun 
feeling. Not all my music’s fun, some of it’s really 
scary and depressing. But that can kind of be happy 
and fun too. Like watching a horror movie, it’s a 
sort of cathartic experience. Getting a bunch of icky 
feelings out. It’s kind of post-icky euphoria. 

Scott: I’m not interested in meaning at all with my work. The idea 
of your meaning nauseates me immediately. Similar to what Dan was 
saying about surprise, I do write music to create a possibility for me or 
others to encounter something different. It doesn’t have to mean any-
thing; you don’t have to know what that is. It comes down to a level of 
desire at some point too. In speaking, why do people choose to speak 
rather than not speak? Writing for me is like speaking, so it’s like some-
thing in my blood. But it’s definitely not to communicate anything at 
all. And the more I write, the less I want to communicate.  

Reiko: We’ve spoken a lot and when we spoke, you communicated 
something to me. You speak because there’s something to say. 

Scott: Right, and I hope there’s some openness to what I’m saying…
that there’s room for you to wonder or create your own interpretation 
of what I’m saying. 

Reiko: In music, what exactly do you mean by ‘meaning’?

Scott: In many works, especially in contemporary music, I feel there’s 
a reliance on metaphors or stories that are in program notes. This is just 
bad for me. I just can’t work this way I tell you the story of my piece, 
like, “this is the moment we kissed, this is when we broke up, this is 

really great cello parts because I have a cello at home that I can kind of 
molest, but I don’t have a violin. I’m basically transposing my cello rela-
tionship onto the violin and you know, sometimes that can be cool too. 

Reiko: Do you play cello at all?

Scott: No.

Reiko: The piece we just heard didn’t sound like you molested. So can 
you talk more about how having a cello actually influenced the way you 
treat it?

Scott: About ninety percent of this entire piece is just the “E” note and 
harmonic movements that just pop up. So I recorded a bunch of E’s on 
my cello, all the harmonics and stuff. I made little mock-ups my record-
ings and overlapped them to see how certain sounds weighed.  

Reiko: David, what’s your background?

David: I’ve been playing piano since I was five and saxophone since I 
was eight. I’d say my main toolbox is jazz, but not the kind where you 
transpose Western harmony onto it. None of the music that I’ve studied 
has been about notation. Right now I’m studying Indian vocal music, 
which seems to be even more venomously against notion than jazz even 
is. And I’m from New Jersey.    

Panelist: What type of Indian music, from which 
region?

David: From Kirana, the slowest of the slow. Think 
Pandit Pran Nath, who Terry Riley and La Monte 
young brought back from India.

Panelist: Where is that, geographically?

David: It’s Pakistan now, but it’s Lahore. When I 
was making this music, I started getting into Terry 
Riley and I was watching Philip Glass’s Koyaan-
isqatsi a lot. Repetitive minimalism has been a big 
influence. 

Reiko: Mary, what’s your music about? What are you trying to com-
municate or achieve? 

Mary: With some recent works, it’s to emit that feeling of horror 
that people are feeling back in Armenia or Lebanon. Specifically in 
Lebanon-- I have family there that lives with bombings all the time. 
They go out to the grocery store, and they have to go home because 
there was a bombing. We’re so safe here. It’s also a very selfish process for 
me. It’s music that I feel like I need to communicate to myself and I’m 
very happy if the audience appreciates the music that comes out of it. 

Reiko: Dan, can you say what music means to you? Or what music is?

Dan: I feel like those are two very different questions. 

Reiko: We want to communicate something along with the specifics of 
the sound.  There’s something behind it that pushes it out of you. But 
it’s really not a personal thing because you present it; you put it out there 
in the world, right? And so there must be something that you think is 
important to share. Some people cannot participate in that experience. 
Dan: There’s a quote by Morton Feldman that comes to mind. It’s said 
that he didn’t come to any of the rehearsals for his piece, and when he 
finally showed up for the dress rehearsal, the musicians said, “Hey, it 
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way, then you can go back to it throughout the course of the piece as 
it develops its own network of references. I’m interested in forms that 
might have some kind of arc.

Reiko: Scott, when you write a piece, do you think about what people 
might take home from it, or what they remember about it? What do you 
think about music and memory?

Scott: Music’s a loaded reality to most people. They expect it to do 
certain things and when it falls apart, they are disappointed. I can’t 
know what people are going to take, if anything. If it even stands out to 
them that would be great.

Panelist: But your piece actually does seem to have quite a bit in terms 
of memory.

Scott: Memory’s just weird for me. Maybe it’s just modern conscious-
ness that’s the problem with memory. But I actually don’t have any good 
memory. Maybe I smoked too much pot when I was younger. I have 
trouble remembering things. In a musical setting, memory is an inter-
esting, problematic thing. 

Reiko: There could be many reasons for it, but repetition is one of them, 
and there’s a lot of repetition in your music. 

Scott: I don’t think of repetition as a variation 
upon the same. I would favor a concept of repeti-
tion where there’s already a difference. When you 
have the same note, E, happening all the time, it 
never finds its perfect identity. In some way you 
could say it is playing with memory. But I’m not 
thinking ‘I want to play with your memories’ when 
you hear my piece. 

Reiko: Is memory important for you, Dan?

Dan: When you mentioned the word ‘subverting’, 
I thought of how many different kinds of memory 
there are. There’s the memory of things that just 
happened. But then there’s also a whole series of 
likenesses. I’m interested in the concept of family 

resemblances. I haven’t studied a lot of cognitive science, but just the 
idea that there can be this whole, like a “bird”. There are many kinds of 
birds, but the word “bird” can make you think of any number of things. 
Including non-living things. 

Reiko: It makes me think of a composer too.

Dan: It can make you think of Charlie Parker. It’s just so subjective. Do 
you mean in terms of how a listener reacts to a piece?

Reiko: For example, he composed a piece for the consecration of the 
Florence Cathedral. If you listen to the piece, you will not remember 
any musical specifics. No motifs, no melodies, nothing. What you do 
remember is eight sections—the first one has two voices, the next one 
four, two, four, two, four, two, four. You have an architectural type of 
memory. Beethoven’s completely different, you wouldn’t necessarily 
remember forms, but you remember a motif. Again, it all comes down 
to the idea of an experience. You take something home. I find it actually 
quite interesting to play a piece and then also remember what it said.  

Dan: I’d rather speak to the question as a listener because I love coming 
home from hearing some music or seeing it performed. I’ll come home 
with an image of somebody doing something in a way that felt totally 

when the baby happened”. I can’t follow that kind of thinking. It’s an 
abstract reality. 

Panelist: What about communicating potential?

Scott: I would accept that.

Reiko: This piece forms a reflection of the composition process.

Scott: Yes.

Reiko: Is that often the case in your music?

Scott: I would say definitely so.

Reiko: So it’s a document?

Scott: Definitely. In some ways it’s like a failure; if a piece ends because 
it’s like, ‘oh dear God, it’s over, it has to be done’, this time period in my 
life is documented. 

Reiko: So there’s certain openness in your compositions?

Scott: Unfortunately, yeah. 

Reiko: Unfortunately?

Scott: Yeah. I’d love to be the composer who writes 
the perfect piece and knows it. 

Reiko: Mary, what do you think about openness in 
music? 

Mary: I have a pretty opposite reaction from Scott. 
I tend to be a little frustrated when I see a perfor-
mance and I don’t know the context of the piece 
or I’m not sure what the composer wants to com-
municate. There is a bit of freedom in just hearing 
the sounds, and experiencing what you want to 
experience, but I feel a little lost. For me, meaning’s 
so important. 

Reiko: Your piece includes a certain level of reference.

Mary: There is. The reference is very important to me in the process. 

Reiko: David, would you say you have references in your pieces? 

David: In a sense, but it’s also just kind of a dumb reference. I mean, it’s 
a fake cult. I want it to be dumb. 

Reiko: Why’s it supposed to be dumb?

David: Like, the cult leader sings into a vocoder the whole time. More 
than anything, I want a listener to say, “Why would anyone waste 
their time making this?” Why would somebody spend a year making 
a recording this? That’s stupid, or it’s crazy. And then to think deeper 
about it and ask, “Well, why does anyone get out of bed? Why does 
anyone do anything?”

Reiko: Ryan, what do you think about narratives in music? 

Ryan: Not literal narratives, but I am interested in music that’s inter-
nally referential. If certain material becomes recognizable in a motific 
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Panelist: What if we were to look at something that is related to getting 
to know you better as a musician? In the scope of a photograph, you see 
someone’s face, their emotion, the context, the time period, and you 
compose something from that. How would that relate to your idea of 
happiness in music? 

Mary: I don’t think I’d be interested in writing a piece about someone 
who’s just happy in a photo, but that may then lead to a piece comment-
ing on what is happiness, or why is [the person] there? What has made 
her feel that way? Going back to these portrait pieces, I want to know if 
there’s any way to get to know that person better through sound. 

Panelist: What role does surrender play in your work? Do you feel like 
you remain attached to a piece of music once you’ve sent it off? 

Mary:
Yes and no. I want the players to have some freedom in the interpreta-
tion, and the audience to have freedom in how they experience it. But 
I am very attached. It’s such a personal process and for a piece like this 
that’s been in my head for a year, it’s been a part of me. But afterwards, I 
suppose the control freak in me will always have something to say about 
how I envisioned it. 

Reiko: Dan, is improvisation part of your concert music and composi-
tions? 

Dan: Absolutely.  It’s like the same before, there’s 
really no separation. I’m reading this book called 
“The Parallax View,” which when things are essen-
tially the same, but not. So they’re tugging at the 
reality of that thing, and I feel as though impro-
visation and composition, in terms of the process, 
are like that. They’re pulling at the definition of 
music- and they are the same thing, but not at the 
same time. I would love to be able to just improvise 
something that’s super slick and composed and in 
the moment. These are just ideals, this is just wishful 
thinking. It takes hours of painstaking preparation 
and sketching, to improvise, to work out materials. 
It also requires training in spontaneity, and training 

to recognize what that spontaneous feeling is like, to latch on to an idea. 

Anya: Which do you consider the “real” piece: the one that you had in 
your head, or the one that actually happened?

Mary: A little bit of both. The latter if it still stays pretty true to the 
original version. I think in the end, if you’re happy with your product, 
what came out after all that work, it’s easy to let go of the original inten-
tion.

Anya: Have you ever produced something that you didn’t publish or 
you didn’t perform because it didn’t complete what you intended? 

Mary: There is very little now that has not been performed. Maybe 
that’s just the tendency knowing that I’m writing because I know a 
performance is coming up, so it has to be played. But there are pieces 
where you fall short of intention and they’re fine. Maybe they’re learning 
experiences or study pieces for the next project. I think whatever comes 
out in the end is yours, that’s what came out of you, that’s your sound. 

Reiko: What are you working on now, Scott?

Scott: I’m just finishing a piece for the Red Light Ensemble.

embodied and present and alive. I don’t remember much else about 
the piece- the structure or what happened or the motives. That’s really 
special to me, because I remember feeling connected to a moment that I 
didn’t feel before. So I suppose there’s a sense of embodiment that I can 
kind of call upon when I’m composing music. It’s very intuitive, and in 
that way I can learn from being a listener. I didn’t learn that from study-
ing how to write. There’s not a technique, that’s an experiential thing 
that I remember from just being a member of an audience. 

Reiko: Is reference a consideration for you as a composer?

Ryan: I think so, because in order for any musical material to reference 
other material, it relies on a listener’s memory. If there’s no memory, 
there’s no kind of reference. All this talk of relationships only makes 
sense in the context of memory, but I don’t have a specific agenda in 
terms of what I hope the listener remembers. I suspect that when listen-
ing to a piece of mine, people are most likely to remember individual 
moments or certain ideas- more along the lines of your Beethoven 
example. But the way that I actually conceive of composition is more 
along the lines structure in large-scale formal ideas and filling that in. I 
suspect there’s a disconnect between the way that I handle the material 
and the way people remember it and I don’t have a problem with that. 

Panelist: Do you rely on pitch motives or rhythmic motives? Is there 
anything you can do to make the piece more 
“sticky” for the audience [in terms of memory]?

Ryan: More likely by rhythmic motives more than 
pitch motives. It’s a grab bag- when you pull out 
a random thing, and you don’t know what you’re 
going to get. 

Dan: That’s part of the algorithmic thing, isn’t it? 
Isn’t it built-in when you’re communicating with 
a device that’s going to be operated by some hand 
and you don’t know how it’s going to turn out. 

Ryan: I think often about the limits of possibility. 
My chamber music has some amount of freedom, 
especially rhythmic freedom. Layers might align in 
different ways rhythmically. When I’m developing this iPhone music, I 
prototype the scores to represent the three streams of data: an x value, a y 
value, and then a z value, whether your phone is right side up or upside 
down. I prototype the scores and look at all the extreme combinations 
and values, so I know what is the limit of possibility.

Reiko: Scott, the way you talk about your piece reminds me of an instal-
lation. Do you cross over to other ways of artistic expression?

Scott: I have a problem with the location of music. I don’t think you 
can actually find it because it’s in your headphones, in your ears, on the 
subway or in a concert hall. In a way, it’s never “there”. This piece in 
particular would work best if you could encountered it in an installa-
tion- a setting where you could like walk into a room and it’s happening 
and you either hang out or leave. 

Reiko: Mary, there seems to be an artistic medium crossover in your work. 

Mary: The way film is structured is closest to the way I write, going 
back to this idea of the narrative or story that you’re trying to tell. And 
in photography you can look around the person’s face and understand 
the context of where they are, the time period, the story, the emotion 
on their face. 
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Reiko: How does it relate to the piece we heard?

Scott: I’m just finishing and I’m so close. Similarly, right 
now it’s in pieces. We’re going to have rehearsal tomorrow 
and I’m going to hear which ones I like and then I have 
a pile of music at home. I’ll find out what worked and 
we’ll probably find a form. It will be similar in the sense 
that things are going to be not fixed to one position. I’m 
going to take my score home today and cut and paste a 
new version.

Reiko: How about you, Ryan? Are you writing besides 
the iPhone?

Ryan: In fact, the iPhone thing is sort of on the back-
burner because I have a deadline coming up. 

Reiko: What’s this piece about?

Ryan: I think it’s about neurosis. It’s has a jittery energy, 
like a machine that’s almost functioning correctly, but not 
quite, constantly moving and twitching. There might be 
some passages that are kind of violent. 
Reiko: Dan, how about you?

Dan: I’m going to write for a string quartet, myself 
included. I’ve got all these solo saxophone pieces. And I 
might want to do some visual stuff.

Reiko: How about you, Mary?

Mary: I am actually not writing now, I’m taking a bit of 
a cleanse. 

Reiko: Do you know what you want to do after?

Mary: I have a few pieces on the backburner. I’d really like 
to write a piece for two electric guitars and percussion. It’s 
an instrumentation that I don’t normally work with, so it 
will allow me to explore some sounds and stay away from 
some comfort zones: piano and strings and such. My other 
life is writing music for film and TV and commercials. 
That’s the music that pays the bills. 

After a March that found the Twin Cities basking 
in springlike weather, April has arrived to remind 

us that we’re not quite out of winter here in 
Minnesota. But that’s okay with us because 

innova has a crop of new releases to celebrate 
and share with you this month. These five 

releases encompass chamber music, expansive 
experimental work, jazz, art song and every point 

in between. The links below will take you to 
Soundcloud pages with audio and to the artists’ 
pages on innova.mu. If you have any questions, 

just let us know!

Stream of Stars
An ensemble of exceptional and passionate young musicians, 
Contemporaneous is a New York-based ensemble devoted 
to the promotion of the most exciting music of our up-and-
coming generation: energetic and fresh music that describes 
our world and captures our existence.

Heavy
Acclaimed as America’s premier post-classical string quartet, 
ETHEL presents a power-packed, sonic snapshot of the group’s 
life in New York City in its latest album Heavy. It’s only fitting 
that after 14 years of performing, commissioning, composing, 
collaborating and living in New York City, ETHEL celebrates 
the composers from NYC’s music community.

In the Now
In the Now, the debut album from the John Yao Quintet, 
signals the definitive arrival of trombonist and composer, 
John Yao. In the Now is a musical journey beyond conven-
tional jazz form and structure, with the ensemble winding 
skillfully through a wide range of moods, colors, and textures.

Monuments Emerge
Monuments Emerge chronicles the work of prolific Asian-
American composer Nicholas Vasallo. Fusing Western classical 
music, Asian classical music, and heavy metal (he is a member 
of Antagony and Oblivion), Vasallo’s work plumbs the inner 
depths where these traditions come together, finding their roots 
in order to draw them out into expansive sonic landscapes.

Wild Songs
Contemporary art song is alive and well in the hands of 
soprano Polly Butler Cornelius and the team she has gathered 
for Wild Songs; a song recital as suitable for an environmental 
consciousness-raising event as for the salon.

Ryan Carter
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new music spotlight
Jennifer Higdon, composer
www.jenniferhigdon.com

Reiko Fueting, composer
www.reiko-fueting.de

Daniel Blake, composer
danielblake.net

David Lackner, composer
davidlacknermusic.com

Mary Kouyoumdjian, composer
www.marykouyoumdjian.com

Ryan Carter, composer
www.ryancarter.org

Scott Wollschleger, composer
www.scottwollschleger.com

Vincent Raikel
www.vincentraikhel.com

Judith Ring, composer
www.judithring.com 

Sonia Megias
www.soniamegias.es

Nomi Epstein, composer
www.nomiepstein.com

The Hutchins Consort
http://www.hutchinsconsort.org

David St. Lascaux Interrupting 
Infinity, writer

www.davidstlascaux.com

Gabrielle Muller, Visual Artist
gabriellemuller.com

Innova recordings
www.innova.mu

carrierrecords.com

page4music.com

redlightnewmusic.org

EXAPNO.ORG
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Boxed phrase is open to improvisation, rhythmic and 
directional profile should be imitated, but pitch choice 
and tessitura are open to spontaneous alteration. 

A box around a single notehead indicates a player should 
improvise “language structures” indicated above on this 
single pitch (i.e. all phonemes, vocalizations, articulations 
from First Beginning). The note can be overblown to access 
higher overtones as.
Circled note head connected to a box indicates an “port-
hole” where the player may choose to begin an improvi-
sation beginning and ending with the indicated note. The 
end of this type of improvisation should always result in a 
return to the notated music at the “porthole”. 

The “fingering pattern” (boxed 
letter “F”) is one of three fingering 
patterns found at the end of Third 

Beginning. The above graphic instructs the player to execute the finger-
ing pattern while articulating only at indicated noteheads. Finger sounds 
will be magnified by the electronic patch. The actual patterns are not 
fully heard until the very end of the piece. 

Player should inhale through instrument, shaping embochure 
at specified phoneme 
Player should include a vocal utterance (vowel sound) simul-
taneously sounding with the specified instrumental sound, 
approximating a pitch either above or below the instrumental 
sound as indicated. 

The box notehead indicates a vocal utterance, without any 
sounding note from the instrument. A voiced vowel sound 
is usually indicated, but is only a recommendation. 

Indeterminate Structures

Player should execute a series of indeterminate pitches in 
the fashion of a jagged multi-directional “trill”, ascending 
(or descending) in a non-scalar irregular pattern. 

Player should execute an “irregular trill”, which has 
no target note and can be as wide or narrow in scope 
as the player wishes. It is also temporally open-ended 
and could result in a lengthier improvisation should 
the player choose. 
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First Beginnings
for Terri Hron Dan Blake

October-November 2010

Score

struggle to make a “proper” sound despite the absurd limitation. Nota-
tions for distance are as follows:  

Language Structures
	 Instrument is held at least 1 foot from the player’s mouth. Some 

	 Instrument is held close enough to the lips such that an air stream 

is audible through the instrument. Mouthpiece should not actually 
touch the lips. 

	
	 Normal playing position, with top lip raised so as to let air escape 


	 Ordinary playing position, relative pitch selection as indicated 

above 
 		Indicates a movement of playing position in time between 

two positions. 

Specific phonetic sounds are recommendations, and are indicated using 
a modified IPA (International Phonetic Alphabet) symbols (Ø =“th”, 
and ∫ =“sh”). Other special notations should be executed as follows:

Note should be played as short as possible

Notes for First Beginnings,  
for tenor recorder and electronics

The process for this piece is one of beginning, entanglement, and 
dissolution. The process repeats three times (i.e. First, Second, Third 
Beginning), with each gesture becoming increasingly agitated. The parts 
can be played separately or together as one complete statement. The 
performer is free to extend any event encapsulated by a box, so long as 
the general discourse of the composition is adhered to (specifically, the 
“language structures” discussed below). 

FIrSt BegInnIng 
The proportional notation for pitch used in this section encourages 
the player to view pitch relative to the general range of the instrument. 
The player should aim for a general “low medium-high” interpretation, 
except for when specific pitches are notated, in which case those pitches 
should be played without variation. 

This section makes extensive use of distance of the mouthpiece vis 
a vis the player’s physical embochure. The player should maintain a 
consistent playing embochure as if the instrument were at his/her lips 
throughout the piece, directing air toward the mouthpiece, expressing a 
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Rectangular block indicates play a specified sample, indicated 
by file name, speaker specifications as indicated. For example, 
the opening of the piece indicates all speakers, progressing to 
3-5 speakers, to 1 single speaker over the course of the sample. 

Play from a series of “fingering patterns”. These samples should be con-
tinuous and layered, spatialized freely by the player. The most impor-
tant aspect about this sample is that it is continuous, and aperiodic. 

Second Beginnings: 
Player should support the recorder soloist by providing a layered and con-
tinuous texture based on the multiphonic fingerings (labeled M1-M5) 
indicated in the score. The player is free to mix sonorities as the movement 
progresses. The most important aspect of the electronics part is to remain 
rhythmically continuous (quasi-drone), working with degrees of density of 
texture, as well as a continually varying spatial layout among the 8 speakers.

The player can perform a single sample or a series of samples as follows: 

The two-line staff corresponds to the spatial layout of the 8 
channel circular speaker setup, with bottom approximating 
6 o’clock, and top approximating 12 o’clock: 

Larger diamond indicates play an unpitched, isolated sample at 3-5 
speakers, approximating the indicated area (approx. 9-3 o’clock).

Play a pitched sample, same specifications as above.

Play a collage-like series of samples, traversing the speaker 
space as indicated. The collage should be a rapid succession 
of discrete samples chosen by the player, staying within the 
broad indicated category (pitched or unpitched).
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Second Beginning

noteS For eLectronIcS

First Beginning
The player is provided with a range of pre-recorded samples for use in a 
performance of this score. The player can decide within broadly delineated 
categories such as “unpitched”, “pitched”, or some specified sample, often 
stringing these together into “collages”. Indications are made as to how to 
distribute the samples spatially. 

The player is free to alter the samples using simple analog processes, 
although the primary concern is one of sonic interaction 

Diamond incidates play an unpitched, isolated 
sample, at a single speaker, approximating the indi-
cated location.

Second BegInnIng

Multiphonics: 
In Second and Third Beginnings, multiphonics will be indicated with 
approximate pitches and with the code M-corresponding to a multiphonic 
fingering as follows: 
M1 M2 M3 M5 M4 
01 01 01 01 01 
2  2 2 2 
3 3 3 3 3 
 4  4  4 
5 5 5  5 
6 6 6 6 
  7 7 7 
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