This was a very enjoyable concert with a stimulating range of
music and a theme, “Time”, which was handled in a non-
pedantic, interesting way. It began with Ligeti’s 1962 classic
work for 100 metronomes. Actually, the metronomes had begun
to tick as the doors opened and continued as people sat down,
became comfortable and chatted. Slowly, quiet ensued and atte n-
tion was paid to what was on stage. There is a weird, sci-fi feel-
ing to this piece. Simply watching the machines run and stop for
20 minutes is captivating in an ominous way. The metronomes
were applauded at the work’s end. My only concern is that in the
program notes Ligeti talks of the design of the composition and
says that “the piece consists of a single long phase (and) at the
onset, the number of ticking metronomes is so large that, heard
together, the sound appears to be continuous.” Having the work
begin as people walk lessens awareness of this design. Ligeti was
serious here and should be taken so.

Tower’s 1985 Clocks is for solo guitar. According to the
program notes, the piece’s title refers to its opening with “a group
of repeated notes which ‘tick’ like the swinging of a pendulum
(and which) resound throughout...”. There also are Spanish
overtones which refer in “historical time” to Tower’s growing up
in South America and quotes from Haydn which relate to her
career as concert pianist. But these comments do not capture the
nine-minute work’s engaging rhythms and harmonies. William
Anderson played it with emotional commitment, beautiful sound
and virtuosic technique.

Bresnick’s 1985 piece for flute, oboe, clarinet, bassoon and
horn was played by Patti Monson, Jacqueline Leclair, Michael
Lowenstein, Laura Koepke and Daniel Grabois (resp.). The pro-
gram notes suggest that the 15-minute work has a punning title,
“just” meaning “barely,” which also refers to its harmonic lan-
guage, as well as to its imagining “the serene ‘just time’ of uto-
pian prophesies.” The composition uses an harmonic language
which “evolves out of the overtones of the (its) initial B-flat.”
This is especially true for the featured part given to the horn
where Mr. Grabois shone brightly. But this listener also must
mention its lilting lines, dancing, hocket-like rhythms and mov-
ing harmonic development. It is a real treat, and it was given an
excellent performance.

Waggoner’s 1998 work is quite brief, only 7-minutes long.
But it is a powerful, compelling composition which the composer
says “took him by surprise.” He
calls it a “compositional etude”
with its center being “Pierrot
himself...the modern Everyman,
approaching midlife and count-
ing the seconds..” It has a
haunting theme stated by the clarinet, yearning arpeggiated fig-
ures and marvelous colors, especially in the viola and chimes. As
with most of the pieces on the program, it has a tonal center. It is
striking to see what still can be done with “Western tonality”
when it is placed in good hands. The performers were outstand-
ing: violists Andrea Schultz and Daniel Panner, cellist Gregory
Hesselink, pianist Sara Laimon, percussionist Matthew Gold,
plus Ms. Monson and Mr. Lowenstein. It was over too soon.

Cage’s 1952 piece was performed well by Ms. Laimon. She
used a stopwatch but, to this listener, the work went by more
quickly than it “should” have. But, that is perhaps exactly what
Cage had in mind. Foss’s 1959-1960 classic was sung with clar-
ity and strength by soprano Judith Kellock along with outstand-
ing work by Lowenstein, Hesselink, Laimon and Gold. This was
the chamber version of the 20-minute work. In comparing it to
the original version, Foss says that it “neither supersedes the or-
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chestra version, nor is it an arrangement of an original.” Actually,
it sounds like an original itself and is as vibrant and dramatic as
its orchestral sibling. Certainly, text and lines were clearer with
the smaller group, but the symphonic sense of the composition
remained. Its relation to the concert’s theme resides in its texts,
which refer to the phenomenon of time. It was wonderful to hear.
<

Voices Old and New from Vox Novus
John de Clef Pifieiro

‘Composer’s Voice Concert: A Chamber Concert.’ Terry
Winter Owens: Rendezvous with Hyakutake ~~ Robert
Voisey: Foolish Fantasy; taint; persistence of melancholy ~~
Dorothy Hindman: tremblings ~~ Linda Antas: A River From
the Walls ~~ Noah Creshevsky: Canto di Malavita ~~ Liana
Alexandra: Sonata for Flute; Marco Oppedisano: Sketches
for Piano. Guest artists. A.R.T/ New York South Oxford
Space, Brooklyn, N.Y. October 20",

As a presentation of works for two instruments, one or none, this
evening’s Vox Novus chamber concert was another in a series
presenting works by contemporary composers only. The works
varied widely in quality and refinement. The first was Terry
Winter Owens’ luminous Rendezvous with Hyakutake for piano.
The premiere CD recording of this work was reviewed by this
reviewer in NMC (Vol. 9#2, Summer 2001). Not surprisingly, a
comparison with the recording is almost inevitable since it is
usually the case that either a recording or a live performance
defines a work for a listener. In this case, the recording has it
hands down. While there certainly were moments during Ms.
Dennis’s performance that seemed to realize the exquisite eth e-
real beauty of Ms. Owens’s composition, one should really look
to the recording for the consistently sustained magic that an artful
virtuoso performance of this work can achieve.

Foolish Fantasy, for solo flute, was the first of three selec-
tions on the program by Robert Voisey, the founder and devel-
oper of Vox Novus, whose goal is to promote the music of con-
temporary composers. Sometimes a work will cry out for "com-
panionship,” and this is just such a composition. Melodic lines
and figurations that. might readily and successfully become part
of a rich fabric of harmonic or contrapuntal accompaniment
sound somewhat orphaned and desolate by themselves in this
short work.

By contrast, Dorothy Hindman’s tremblings, a series of short
pieces, also for solo flute, consists of a wide diversity of gestures
that makes a compelling case for the unaccompanied solo per-
formance. On the whole, Ms. Hindman’s exploration of the in-
strument is a showpiece experience for the performer and an e n-
gaging and refreshing one for the listener.

Clearly, the highlight of the evening was 4 River From the
Walls. This work for flute and tape by Linda Antas creates a
powerful aura of engulfing mystery, and features a tape of out-
standing aural dimensions that can easily stand alone as listening
experience. The breathily sensuous flute part, sensitively exe-
cuted by Christine Perea, enhanced what to this reviewer sounded
like masterful 21% century sound design — a truly enthralling
work.

The composition entitled faint, Mr. Voisey’s second offering
for solo flute, is a work of great presence that was elegantly per-
formed by Ms. Perea. It is a fascinating study of modulating note
values, pitches, stop clicks and beautifully integrated melodic
lines.

Canto di Malavita by Noah Creshevsky, former director of
the Center for Computer Music and Professor Emeritus at
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