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¥YMO THN AITIAA THI A.E.
TOY NPOEAPOY THI AHMOKPATIAZ KAQHT. K. TEATIOY

EAAHNIKOE ZYNAEIMOZ IYTXPONHE MOYZIKHE (EZIYM)
KAl EAAHNIKO TMHMA THE «AIEONOYE ETAIPIAY IYMXPONHE MOYEIKHE.
(AEEM)

ME TH ZYMMAPAZTAZIH TOY «EAAHNIKOY OPFANIZMOY TOYPIZMOY= (EOT)

KAl TH ZYNEPFAZIA THI APXAIOAOQTIKHE YNHPEZIAZ TOY YNE
KAl THE E@NIKHE NINAKOOHKHE

MNArKOZMIEZ MOYZIKEZ MEPEZ 1979

QPFANQTIKH ENITPONH
Té Awotknried Zupboiiio 1ol ELIYM Kal ol "EAAnvikod Tuduarog AEIM: Moy, ‘Add-
pne, NpéeSpoc, Irép. Baotleddne, "AvuinpdeSpoc, Ndv. I, Manalwdvvou, Mev, Mpap-
pateoe, Map. Xouppouliou, Taplag, Any. Tepldxne, cidwdg Mpappatede, MNdv. Mdv-
raxag, kal Map. Irduoc, MEAN.

Mav. “lwavvidne, Npoedpoc MebBvole Kpimikiie "Emrponmic

'ﬁx. AyycAldne, fAexTpovikd, fYnTiKd, xataoxeuic,

AvSp. Podouodkne, OUuvTOVIONOS OXNVIC KAl EXTEALOTOV.

Mpappatcia: Towo. Kaloxapn, EG. Pevidn, M. Exdpa, K. Fewpyovixkoe, ©. Kotendvoo

ABHNA (kal yipw nepioxry) 11 - 20 Zenvepdplou 1979



UNDER THE AEGIS OF H.E.
THE PRESIDENT OF THE REPUBLIC PROF. C. TSATSOS

HELLENIC ASSOCIATION FOR CONTEMPORARY MUSIC (HACM)
AND GREEK SECTION OF THE “INTERNATIONAL SOCIETY FOR
CONTEMPORARY MUSIC” (ISCM)

WITH ASSISTANCE FROM THE NATIONAL TOURIST ORGANIZATION OF GREECE
AND WITH THE COLLABORATION OF THE ARCHAELOGICAL SERVICE OF GREECE
AND OF THE NATIONAL GALLERY

1979 WORLD MUSIC DAYS

ORGANIZING COMMITTEE
The Board of Directors of the HACM and the ISCM Greek Section: M. Adamis, President,
St. Vassiliadis, Vice - President, John G. Papaicannou, General Secretary, M. Mo-
urmouziou, Treasurer, D. Torzakis, Special Secretary, Y. Mandakas, and P. Stamos,
Members.

Y. loannidis, Chairman of the International Jury

A. Anghelidis, sound, electronics, constructions
A. Rodoussakis, stage and performance coordination
Secretarial: T. Kalokyri, E. Rentzi, M. Skara, C. Georgonikos, Th. Kolepanos

ATHENS (and region), 11 to 20 September 1979

S0US L' EGIDE DE S.E.
LE PRESIDENT DE LA REPUBLIQUE PROF. C. TSATSOS

ASSOCIATION HELLENIQUE DE MUSIQUE CONTEMPORAINE (AHMC)
ET SECTION GRECQUE DE LA “SOCIETE INTERNATIONALE
DE MUSIQUE CONTEMPORAINE™ (SIMC)

AVEC L' ASSISTANCE DE L' OFFICE NATIONAL HELLENIQUE DU TOURISME
ET LA COLLABORATION DU SERVICE ARCHEOLOGIQUE DE GRECE
ET DE LA PINACOTHEQUE NATIONALE

JOURNEES MONDIALES DE LA MUSIQUE 1979

: COMITE C* ORGANISATION
Le Conseil d° Administration de I' AHMC et de la Section Grecque de la SIMG:
M. Adamis, Président, St. Vassiliadis, Vice - Président, Jean G. Papaioannou, Secrétaire
Général, M. Hourmouziou, Trésoriére, D. Terzakis, Secritaire Spécial, Y. Mandakas, P,
Stamos, Membres.

Y. loannidis, Président du Jury International
A. Anghelidis, electronique, sonorisation, consiruclions
A. Rodoussakis, coordination de scéne et d° exécution
Secrétariat: T. Kalokyri, E. Renizi, M. Skara, C. Georgonikos, Th, Kotepanos

ATHEMES (et région), 11 - 20 Septembre 1979



ISCM MEMBER COUNTRIES (AND NATIONAL SECTI-
ONS)
PAYS MEMBERS DE LA SIMC (ET SECTIONS NATIONA-

LES)
XQPEZ - MEAH THZ AEZM (KAl EONIKA TMHMATA)

1. Australia / Australie / Adorpakia
2. Austria / Autriche / Adotpia
3. Belgium / Belgique / BéAyio
4. Brazil / Brésil / Bpalnia
5. Canada / Kavadac
6. CSSR / Tehéchoslovaquie / TocxoohoBakia
7. Denmark / Danemark / Aavia
8.Finland / Finlande / ®whavBia
9, France / Malkia
10. Germany, W. / Allemagne (Quesl) / A. Mepuavia
11. Great Britam / Grande Bretagne / Meyain Bpetavia
12. Greece f Gréce f TEAMAG
13. Hungary / Hongrie / Olyyapla
14. lceland / Islande / 'lohavSia
15. Israel / lsraédl / ‘lopafh
16. Italy f ltalie / ‘lrakia
17. Japan / Japon / ‘lanwvia
18. Korea (S.) / Corée (Sud.) / N. Kopéa
19. Netherlands / Pays Bas / Katw Xopoc
20. Norway / Norvége / NopBnyla
21. Poland / Pologne / Nolwvia
22. Portugal / Noproyakia
23. Spain / Espagne / 'lonavia
24. Sweden [/ Suéde / Zoundia
25. Switzerland / Suisse / ‘EABeria
26. Uruguay / Odpouyoudn
2TUSA JEUA FHINA,
28. Venezuela / Véndzuela / Beveloudha
29. Yugoslavia / Yougoslavie / MouyroohaBia

Application for admission pending:
Demande d'acceptation en Suspens:
"Exkpepei altnon cliodoxic:

30. Argentina / Argenting / "ApyevTiviy
31. Mexico / Méxique / MeEixd
32. New Zealand / Nouvelle Zélande / Néa ZnhavBia



WORLD MUSIC DAYS
JOURNEES MONDIALES DE LA MUSIQUE
MATKOZMIEZ MOYZIKEZ MEPEZ

1923
1924
1925
1926
1927
1928
1929
1930
1931
1932
1933
1934
1935
1936
1937
1938
1939

1940-

1945

1946
1947
1948
1949
1950
1951
1952
1953

Satzburg
Salzburg, Prague
Venice, Prague
Zurich
Frankfurt/Main
Siena

Geneva

Liege, Brussels
Oxtord, London
Vienna

Amsterdam
Florence

Prague

Barcelona

Paris

London

Warsaw

Waorld War i

small meetings in a number
of cities in the U.S.
Leondon
Copenhagen, Lund
Amsterdam
Palermo, Taormina
Brussels
Frankfurt/Main
Salzburg

Oslo

1954
1955
1956
1957
1958
1959
1960
1961
1962
1963
1964
1965
1966
1967
1968
1969
1970
1971
1972
1973
1974
1975
1976
1977
1978
1979

1980

Haila

Baden Baden
Stockholm
Zurich
Strassburg
Rome
Cologne
Vieana
London
Amsterdam
Copenhagen
Madrid
Stockholm
Prague
Warsaw
Hamburg
Basel
London
Graz
Reykjavik
Rotterdam
Paris

Boston

Bonn
Stockholm, Helsinki
Athens

Sept. 11-20
Tel-Aviv
June 29-July 5



Of «[TAFKOZMIEZ MOYZIKEZ MEPEZ» (MTMM)
THZ «AEZM» (1979)

“Yorcpa dnd wia Aaumpry Evapfn ord 1823, ord IdArumoupyx, i Awbvie
‘Eraipia Loyypovns Mouoiki (AEIM) cuvixios ndvw dnd modv aiva aitd now
xaréAnfe va eival iy Gaowa) e Spaotnpiétnra, 1a frdota Awebvi) @eoniBad X iy-
xpovne Mouvoixne [(ofucpa Atyovral sMaysdomes Movoikés Meépecs) pé do-
onueiwrn erabepdtnra kai bmiruxla. Inpepa, npaypar, 6§ Awbvie ‘Etaipia
Zoyxpovne Mougirig slvar & pdvoc Swbvie Spyaviousde otdv toufa THC o0y-
xpovne wovarkie, el Exer kepbioc: Badua Extipnon ¢ Ao tov xdouo. Ta Lrioia
QeonifdA Tou woyavwinkay wWe Twea alotned drd wid Awlvh Kpimied) "Emtpon),
not EmeAéyer Ta Epya nmoU npdxeital va EXTEAEOTOUV, Kuplwe dné Tic £8vikic
toBodée. "Ev rodroig, Eyvive dAo xal neprocdrepo favepd Ot autd 1O ovoTRua,
IV NeANGTERN Tou popdn). dv kal Lyyudrav 16 diebviy yapaxtipa 1ol ¢eotiBal,
odnyovos of fwviala dnorcAdopara kai funddios. o Eva Gabpd, vice iSfee va
dvowparwdodv o' aird. 'H aufaviuevn dvridpaon ord odotnua éxppdotnxe oTh
revily Zuvédevon (r.E.) e Awbvode ‘Eraipeiac Ioyxpovne Mouvoixne oré
Poérrcpvray, 1o 1974, ("EE dMlou, o' alrhy depi8de ) Zuvédcuon, f EAMGSa
npdwlnee Ty npdrach e va dpyaveort Tic Mayxdowmes Moudikéc MEpec).
I gorhy 1) ouvédeuon 1o Kataotanisd e AEEM dvapoppadnxe pilind, Sivovrag
16 Siwaiwua oty doyavaTpe xwpa vd Siopoppav 16 Awlvic LoniBad dnwe
64 1d8proxe cwotd. AlTé Suwe Sév dndAuve tic Swagopic dndfiswv: Ot auvéxsa,
ol clanynoewe Tav Feviney Tuvedevotwy Extelvoviav and T pid depn, dnwe thv
EmoTpodny o1é nold abornpd odotnpa e Kpinkie ‘Ermrponfc, xal pdhiora
Evioxupéve dedpa REpOodTEPO pé Mo aUOTREOGC KaVOVES, MOCOOTWOEIS, xai
dAdee npoxaBwpiopives «byyunocgs, omy dAAn dxpn, SnAadh ord vad xarap-
yhoouv 1) Awbvr) Kpiued "Emrporr) dAéreda wal v' agheouv v xdle
xuwpa vé evepynoct Snwe airh Expive xolotepa. I1é ucrald, dAdxAnpn ocipd
dang dAdec npordces eixe onoBAnBel xal oulnmnlel, dAM dxdpa Sév Exei
EnéABE: TeAmnt oupgwvia. “Etol, of Maysdoumes Movamée Mépee LEaxoloubolv
v dpyavwvovia pé Gdon ric drogdocte ¢ Iuvédcuwong Tod PoOTTEpvTON yid
«EQIuivn EAsuBEpias.

‘H OEMnvieny dvimpoowneia £iye dnoBadse ory uvEdcuon too 1975 otd
Mapio, wd 0Lipd Gno MPOTAoLi pé otdyo vd dvopcppwott xal vd dvavewoe
ric Mayrdowmes Movowés Mépee Swammpaviac wordce xai Evioylovias o
avornua 1he Awlvoie Kprmde ‘Emirponic. Kpifnke mag i Evratn véwv iSedv
dinda ord noAwd odornua THe Kmmde ‘Emrponde 84 Lyyudtav pid duals) perd-
Baon npds Eva véo gvotnua, Swarnpavras pall kol md ouvixewa g kal Sarn-
paravy & Beoude the Kpimhe "Emmponnic v, npoodtunikd 84 Swupdvovrav
T4 via oronxcia oSnywvrag of pid via popgrt Ty MNayxdouwwy Mouoikne "Huspov.
‘M EAAGGa fmaviAaBe wal tncfepydornee aldréc tic slonyhoce Jorepa and
r.z. rai eixe v soxaipia vé Soxipdoct pé Tic gerevic Nayxdomee Movoikeée
Mépeg 1978 h via Sopn ot rpdTeve yid Tic Mayréoues Mouoikic MEpES.

‘H Sour) tav MMM 1979 Exed fidn ouyrexprpevonombel, dv xai of npoxarap-
KTiKG oTddi0, pué Bdon v clonynon moo Lixe xaver i "EAMSa 16 1975 oré Mapiot,
oy X, nou Hrav xkai /) npwtn ned thy anodéytnxe. Itic dvagopic mold Hrno-
8Andnrav oric éndueves r.E. f Soun) alh napouoidotnxe me énckepyacuévn xai
LemaBapopévn xal tév nepacpéve xpévo, othy eviely Tuvédevon tod ‘Eloivii,
n Aenropepiorepn ‘EAAnvieh npdraan yid tic MMM tod 1979 Eyive Sexth Tedixd
naupnged



To "EAAnvind Tufjpa T AEIM nou dpyavive: Tic MMM tod 1979, npoondabnes
vd Evowpatwoo: Tie i6fec alréc ord Swd tou PeonBad of Hoo Te duvard mid
mAnen xai ouvend popdn. ‘Onwodnnore, ol npoodoxice tou (néotnoav Eva wpr-
opivo neplopiope pé kdpia airvia g onuavTicd) nepiony) OTiC MIOTWOLKG yid
ric MMM rov Eprace ord onutio va drelAnoc: ki aitr ardpa v npayparonoinon
o0 PeoniBdd. 'H nepikonty adrh Arav drnotédcopa npdodarwy pETowY THC "EA—
Anvikfe xuBipvRone yid AV dvTiweTwmon 1od ouvexeds mAnbwpiopold xai GAlwv
oikovopr@y npoBinudtwy. TeAwd ) nepwconry aitr nepuwplotnre xard Eva pépog,
ydpn oty xaravénon necfuvwy napaydvrwy thHe "EAAnvixie xuBépvnonc
ndvw ot ornoudadTnra Ty MMM 1979, X4 guvéncia, ol NMM 1978, oth onpe-
piviy Toue popdn, mardpepav va Satnphoouy TIC MEMIOOOTERES dNd TIC KAIVOTO-
piee mow eiyav dpyixd nporadei. AUTES Sivat ol napaKdTw:

1. fuegbvic Kpimkn "Emirponi

Fid v ondpEet X@Eoe it TG VEES «MEIPOUATIKEG KAIVOTOUIES, O ouvoliKde
apubude Thv Epywy mod EmAdyTnxay and v Awbvi) Kpimsr) "Erutpont nepio-
proxe xdnwe: 42 Epya moU npdxciral vd éxrcAcorodv of 11 xovrofpra, of
ouyrpion pé té 60 nepimov Epya of nponyotueves NMMM. Td Epya adrd
raraveun@neav: 7 Epya of 2 dpxnorpixéc cuvavldice, 26 Epya of 6 guvavldiee
poudirfe Swuatiou, pxotpag Swuatiou, dpydvv 0dde, it xopwdiae Swuartiov,
4 Epya of 1 noddtexvny Exdniwon xai 5 Epya 0f 2 ouvavAlee RAEKTPOVIKAC
pououERG. ('H "Emrponty Swihefe 45 Epya, GAM nap' SAe¢ tic npoondfeiec
Sév Bpdfnkav xaraAAniol éxtcAcoréc noU vd dEaogalilouv v napouoiaon
TRty G adrd).

‘Angvavte ¢ auth) T kg nocotiy LMaTrwen Tov Epywy nod émAdxTnrav
dné v "Emrpont, 16 "EAAnvind tuiua The AEIM npoondfnoe ué xabe tpdno
vl Evioxooct noloTied Td Epya alTd, Stcvkodtvovras dnd ™) wid nAsupd tic ouv-
anxee fpyacias e "Emrponic xal dné v dAAn Sivovrae ordg émiAcyudiva Epya
pid npocfdpyovoa Béan otd mpdypappa.

'H Seexdiuvon tav ouvineay fpyaoiac the "Emmmponfc ouveraydTav Td
nmopaxkdrw, népa dnd v napoxd mde soydprotne Swapovic othv Kndiod —
Eva wpalo, dnopovwptve T6 xEpwva "ABNvaiKS npodoTio:

a) Na& dwaredel nepoodtepos ypdvoe ariv "Emrpont. "Apxixd, eixav Sodcl
8 Rutpec and kool dpyadias (dnd tic 13 we tic 20 “lavouapiou 1979), 4 mod
Spwe dnd rd pbdn e "Emrgonic pnépecav vé napapcivouv 10 f kail 11 pépec,
yia tic dmoieg wal mpooxAf@nxav. Aurd Sév Edwoe pdvo nepoodrepo uoikd
xpdvo of rdBe ptdog g "Emponng va LEerdoct mé npogexting 14 Epya, aAdd
abfnoe v ducBaio karavdnon xkal Thv AMOTEALOUaTIKG OuvEpyaoia Tav peAdy
e "Emrporme. A0téd priopei va ouyxpiBei pé 16 61 of wpropdvee and tic npo-
nyodueves MMM pévo Tpeic pbpec imipyav ot S1aBeon Tav peAdv.

8) N& nepoptotel & apiBude Tav Epywy Xwple va peiwdf 16 KOpoe Tav
GrioBodayv and Td "Efvicd Tunpara AEIM, mol tolc Sdbnke cagnc mporepaid-
mra, xai mou ciyav 16 Sikalwpe vd OnoBdlouwv péxpr 6 Epya, dnwe xal maAnd-
Epa. ‘O nepopiopds abTde xaropfwlnke ué T peiven (1) droumxdy omoBodav
Enroc "Efvikay Tunpdtwy, of Eva Epyo yid xafe ouvBitn xai (1) v (moBoddv
dnd txdéree xal dAouc dpyaviopolc of Oxi nepioodtepa andé 6 Epya yig xadiva
(dnA. doa xail yid xdfe "Efvind Tufua) . M" alré tdv Tpdno, xwpic va nepopiferan &
Gpifovrac 100 apBpod Tav ywpdv nold cuuppcteiyav, f Kpiuxh "Emrpont eixe
va .-!;Eerdoe; nepinoy 400 Epya, évd of pepwéc mponyouueves MMM gixe ndvi
ang 600.

¥} AwunoAvvovrae T pefodoloyio e Sovdside the "Emrporie pé 16 vd
e Swon Eynaipa cageic dbnyiee (Tivhog xewwdvou: <Mepmmée (modefEeic. . =),
“Av xai ol dnoScifewe adrée Hrav MpocipeTikés, Spwe vieBerhbnrav diénisupa,
xwpic dAdayéc, dnd dAdxAnen v 'Emrpony npdypa nod Exave 16 Epyo e mid
dvero.
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Zdv dnorédecua Slwv. alrdv, Kd8e péloc The "Emrponfic tixe Eva ypovikd
nepiBapto 14-15 Aenrav xatd pico doo yid wébe Epyo orhy Swibcon tou. Erhv
npaypanwoTnra, 16 ypovikd nepibupe Eyive 30 Aentd kard pb. yed tic 100
ouvBéoets oric dnoice Eyive md coBapde Edeyyog, dpol of md npurn odon
napaucpiomray ué ypnyopurepn Swabiwaglia 300 md «aSdvapas Epya — pi 8
Aermra marg pd. neplBapro yid Té xabiva. AUTd of odyxpion pé té 2-3 Aerrd
Rard pb. yid kdfe Epyo of pepwéds dnd tic md «S00KOAECs REQITTWOLIC THC
'Emtponsis, 0f nponyouuevec MMM,

‘Enopévews, N Kpid) "Emrpors) oxnpdrios thv vidnwon noce eixe fnot
roBountikée eUkapieg yid va Soudéer kai noe i kplon e, Extde dmd v nepi-
nrwen 100 avlpdmivou Adbou, infpke doo yvétav md Sixam. Merayeviorepes
wpiogig dno pepovwuéva dropa R dpyaviouols tmfvaroav yevikd Thv EmAovh)
e Kpinikiye "Ermirponiie.

‘H Kpitiry "Errponity dnoteALoTRRE Gnd T4 napardtw pidn:

ravene “lwavvidne, Mpdedpoe ("EAAGSa)
Gdnther Becker (. Feppavia)
Maryvonnge Kendergi ( Kavaddc)

Rudolf Kefterborn {"EABctia)

Zygmunt Krauze (Modwvia)

Lennart Reimers ( Zoundia)

brigitte Schiffer {"AyyAia)

2. Kupirepeg kaivotopieg
a. Ol «"EbBvikég Mépegs

L0 napel@dv, dnifplav ouxves kol pepikés opéc dpxerd Evrovee Siapa-
prupiec dnd 1d 'Efvind Tudwara tic AEIM &u Sév civav owor) xai dprer
éxnmpogwnnon ané v Awebviy Kpnrikny "Emrponty otic MMM, e adté, 16 "EAARvird
TRApG npoTawve (dpxind oty FX T 1975 ovéd Mapiot) ) Snuoupyia Tav «'Edvi-
KWV "Huepdivs, SnA. pid AdxAnpn ouvaudia yid xabe xwpa, mod 84 v dpydvwve,
Gd miv npaypatonuodos xal B4 Th xpnuaredorodos To dvriotorco 'Efvikd
Tufua. Ta "E6vikd Tphuara dnoriferar noe 66 EScigvav iSwitcpn Swddcon vé
dvardBouv xkdr TET0W0 dPol TOUG Sivdrav mwid xaAlrepn cixawpla, oUupwva pé
™y Sued) Toug dnoyn, va dxnpocwnnBolv SAdndcupa, dvri va peivouv otd <EALocs
e dwebvode Kmrwic "Emponiic. Ol "Efvinée adréc Mépee Bewpnbnrav ouu-
nAnpwuaTikés TR Emdoyic The Awbvodc Kpitkie CEmtponfc kal pé ™
popn T CUPRETOXNG £x neprponilc £10t mod, KGBE xpdve 2 iy 3 x@pec va Exouv
v eoxapia vé napovoidoouy wd mé nAfpn npdogarn cixdva THE OUyxpOVIG
pouowilc Touc otic MMM. AOTé 84 ESive ord xowd Tiv MMM md mharirepn
syYEwypadikfs dvtimpoownevon, dvrifera mpdc ThHv aldornpdrepn tEaogdiion
Sefvods yapaxtipa and v Kpwkd "Emrponi.

'H émetuyia abtie the Bfag @dvnxe ovic geroivie MMM, Snou of 'Efvikéc
Mépec nopoucidlovrar yid mpwrn gopd. "Avri yid Tic 2 (f 3) "Efvixéc Mépee
mou dvayyiAinkav dpxiwd, TEAG nepAauldvovral otd mpdypapua B THC
‘AyyAlag, Tic Adotpiag, g ‘EABetiae, Tav H.IA., the Odyyaplae, the Molwviae.
‘Eni nAtov, xdBe md Swarnpel v LEcdwevpivn pucioyvwuia TAC xWpes mod
txnpoowneitar (6A. npdypappa), népe dnd Ty xabopd yewypapix Siagopo-
noinon. "Exgpaloue v £lxry &y drutuxla el v nefoet oy £ e AEIM va
uvieBerhost alr v [54a odv pdvipo Beopsd yid tic peAdoviikéc MMM,

6. "Efvopouvoikoloyia

Mud ouxvry xatnyopia eivar &te ol MMM teivouv vd yivouv xdnwe duotd-
popda «Kivipotupwnaikécs (aliréd Sév Exel kopud oxéon pé thv OYnAl nowrnra
TV KaAOTEpwWY KEvTpocupwnaikav Epywv), xai du 84 Enmpene v dwodyerar



REQIOCGTERN woudwk) dnd dAAEG meptoxee Tod miaviirn. “Av wal Evae peydioc
dpuds Kpardv Tod Ipitov Kbouou (dedua ki SAn N CAgpwavich fnewoc)
napauévouy dréua Exrdc AEIM, dprevéc nponyolipeves MM npoondnoav v
RApoUIGoOUY LoUdiKG drd xwpes mou Sév dvikav othv nepiplpcia THE Autike-
EUpWTAiKnG pouoikil. Té "EAnvind Tunua 1He AEZIM moteder noe adrd 64 umo-
potos va inentabel yevindtepa, s £rot orvie gerowvée MMM Exet oupnepidn-
8l onuavtikl olyxpovn pouokd) dné v “lanwvia xal v ‘EAMGSa rkaboc xai
dpxala &AAnwvier), Bulavrivi) kai Snuotikl} pouci nod dvrimpoownelouv uid
aréua Suvarh afetnpia yid elyxpovn poudiksy, ué npdobcra napadciyuara dné
v Quyyapla, ‘lonavia xai N. "Apcpwr). Zxonde civar va dwioxuBel ) napouoia
oric NMM pouoikic Gné nepioxés népa dnd 16 Sutikd nolriopd, kaldnrovrae
xai Tév napadooiaxd aAAd xal 16 OUyxPOVO TONED HOUTIRTG TV NEPIOX @Y QOTOY.
“O0o aitd yiverar pé 8don mmyéc fxrde A. Edpamme, pnopel va dnodnioost
GAAEC dndpeg Srwe vEEg SuvaTtdTNIES yid 0UvBEDn OUyXpOVIG HOUDIKTC,

Y. Fewypadird énfxracn

‘Avaueca oriq d8nyies npée  Awbviy Kpirikty "Ercrpon, Eywve i) inoédeiln
va dvrinpoowneudodv Soo 16 Suvard Siagopetikéc x@pes (uEAn xal ph péin e
AEZIM) xwpic va napaBlegdci 16 nowotind énincdo tav fmdsyuévayv Epywv.
'H Kpirueny "Emcrpondy Exave md eldn npoondfeta vé ouppoppwlel y' alth v
gnédedn, aAAd Gnfpxav x@pee nou Sév eixav oteidel doxetd i xaraAinia Epya,
ft BAAeg mow Siv foreddav kabdlow, Mt va Sopfwhel krwe adth 1 yewypaisr
dviobtnra, 16 "EAMnvind tufua the AEEZM {ftos dnd xaBe péoc T "Emrponig
Eéxwpa, kabug ral dné cidikous dAwy dudbuv, vd imodeifouv Epya ué ONEavTING
évliagépov aldd rai ywple iSaitepeg dnarhocic oty éxrédcon, Qote v nepr-
Anglolv oté npdypappa. M* aitéd 1év Tpdno Exouv oupncpinedel pepikéc npé-
ofereg xapee — Aavia, Gwvdavdia, lohaviia, Nopbnyia, Moproyadia — ué véa
Epya. mou wprautves opls dvtikardomnoav dMa nov Sév pndpecav vi mayTodv
yiati napovaialav Suokodice othv éxtédeon.

5. "Apxaichoyixei ydhpot

M kai oty "EAMiSa dndpxouv 100 onpavriol doxarodoyikel Témo nod
B4 pnopodoav va Saveicouv v npoowmikdINTd TOUS OT OUVEESN MEWTGTUNWY
noAorexvwy Epywv, 16 ‘EAApvind Tpfpa ¢ AEIM Exave yvword moc ey e
fy Suvardmnra odvlecone évég, A lowe Sdo térowmwv Epywy moy B4 ouvéberav
Lédvor ouvBires yid mpwtn nayxdoma éxtédeon otic MMM, ‘Yrobeixtnxav &6
Sexa nepinou dpxawdoyiol xwpor, xovrd oriv "ASfva [y LpYavWTIROUS Ad-
youg) rai dvépeca and dpreréc npordocie of dpyavwric Eeydpioav S00 odv Tie
mé npooités Kai not napdddnda eixav GnoBAnfei mid vwple drnd dAAec: pia
orous AcAgodg (J. Yvassa) xai g GAAn (Adgoc Duenmanou) Kovid othv
‘ArpénoAn (P. Fleury). Té dedtepo adtd Epyo B84 napouvoiaorel rtpeic Bpabiic
ouvEXELa.

TAv wal BAeq o x@peg-uédn e AEIM Sév Siabétouv dpxaioAoyinooe X
poug g aliag, dndpye: it nenolnon &ve ) mepBatloviin nAcupd aldtige The
wawvoroptas pnopei va afwonown@el dnoudfnore. Kdafe ywpa Exer témouvc 0
neproxte  wé onuavrmd  fvlwagépov  elrte npolotopikd, £lre doxaredoyikd,
loropird, kaAlirexvind, torwaxd nod G4 pnopodoav va npoopepfodv vy T
advleon kal mapoveiaon noAdtexvev (fi nepiBalloviinayv) Epywv pé pouo.
AUté 86 pnopodoe va dmoteAfoci mid Suvarétnra yié peAloviwn SiEUpuvon
TWY NOOYLaupd Ty TV MMM,

£. Té Erog Zxodxwra
ZupBaiver 16 Evog 1979 va dnoreAel S} néreio yid tév peydlo "EdAnva
1



ouvBttn Niko Ixoixwra (8001904 we 194X.1949) : 75 ypdvie dnd 1) yévvnor
oy xal 30 ypévia dnd 1é Gdvard rou. To 1979 Aowdy yropyalerar £ifimirepa
gdv «"Etoc IraAxwtas, nmpdyua nod notéAecs oloaonisd Tov KupiiTepo Adyo
nou §y "ExreAconikn) "Emapor) 1ihe AEIM (kai f) rZ) oré Napiot (1975) dno-
Séyrnxav ThY npéracn ToU "EAAnvixed turjuares vd yivouv ol MMM too 1979
oty "EAAGSa, of ouvbuaopd pé 16 TEToc ZRaARWTa.

“Erou, ol MMM 1979 neplopGivouv d ouvavdia pé peydia oupdwvind
Epya to0 Ixadxwra (mou fAmilerar vd AyoypagnBei of Sioxo), Eva peomrdA
nigvou Lé NayKOoues MpWTes EXTeAL0Eic &0 peydAwy xOxAwy yid mdve 100
Iwodwwre, Kol g « "Exfeon Irgindres pé rexphpia an’ v {wh tou mai 16
Epye tou. "Eni nifov, i mnAcdpacn the YENEA 64 Scin ped véa tawvia texun-
plwone navie ot {wh kal 16 Epyo Tod Ixadxwra, Tod M. Edopariadn, oric 12
EFenr., ovic 10,00 pu. 'H & taivia 84 Seoedn othv "Efvirr) Mvaxolien oric 19
Zenrt.,, otic 11.00 n.u.

Aurd Gewptitar odv g dxdpa Sevardtnra SiEdpuvons Tav HEAAOVYTIRGDY
MMM, nod B4 pnopovcav vd neplopBdvouy ExBnAwocis oxenixée pé eidiie
éncreioue (Ot pove Tic SimAdg), yid peydlous ouv@ireg, épunveutés, dAlous
povaikoue i fxdnAwoerwe yid yeyovdra mou 84 Empeme va pvnuoveutoldv. Td
"EQvind Tpduara Scixvouv vd Evliagipovrar ibiaitepa yid v mpowbnon té-
oy Efviny EneTeiwy of oxéon pé Tic MMM,

or. "EAAnveg ZuvBiTee
'ExdnAwbnxe avfavipeve évlwagépov ot FE the AEIM, @Gore oif txdn-

Aot Ty MMM va Swoouv Th duvardrnra pode yvwpiiag pé Ty Eidixwrepn
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puowyvwuia THe dpyaveTpias xweag. Autd, pt v cuxapia aorr, 84 propoHos
v Epunveutel odv pid Enéntaon the ibfac the <"EGvikne Mépacs yi v dpya-
VTP xwpa kel moteteTal nwe ixavonoiel md QuoIoAOYIXI) RELIEDYEID TEWV
dupoatrdv. £1é napeAbdv, of dvndpdosic tic AEIM fHoav SiaPopenikéc Kai g
rérown (Gfa fxdapBavdrav odv LEaobévion Tic doxne e diebvode icopponiag.
“Quuwe, oiyd-oyd, § dvribern dnoyn Spxioe va fruxparel. AUTd Exgpdornke
Evrova otiv I vod "EAgivii 100 1978 xai autd frav nou Exave 1o "EMnvind
TuRpa v anogaoiosl va nopovoidost otic ExdnAwoeic Tav MMM 1979 md cikdva
v TEAsuTalwy Emrsuypdrov Tav Oodyxpoveov EAAfvwy ouvBerov. 'Opya-
vilnee Eror pia ouvavdia pé ovpgwvind wal yopwdaxd Lpya "EAdfvav ouv-
fGeriv, dvi GAAa "EAdnvied Epya Gploxovrar Suaxura ¢ dAAec ouvauvdies, yoau-
péva dnd 13 ouvBéree (ouunepllapBdvovral 5 mp@TEe mayxboues ExreAdocic),
népa ane a3 Epya nol SidAcEe i Awbviic Kprteer) "Erirpon), xai ta Epya Fxad-
KTa,

. 'ExBiocig

"‘Opyavwineay téoocpeic ExBiocic otd miaiote tav MMM xabeg xal plo
and 1o "Ivorrolro Mraire pé v eoxapia tav MMM (8A. npdypopua yid nepto-
oaTEpEC AEnToptpetec).

n. Kootrrece xai ravice

“Onwe oric MMM 1977 oth Béven, Erol kal ¢éto napéyovral ebxoldice o av-
100G MoU ouputTéxouv atic NMM @orte va propéoouv va dxodoouv Kaobrree xaf
ravied noG ESwoav td "Efvind Tufpara péAn e AEXIM, pé xopaxmpiotixg
abyxpova Epya dnd Tic AvTioTon e XWPEeg.

8. Aioxom

Eivai mbBavé &ri 8a yiver Evae Slonoe pé 1 ouuduvind ouvaudia Epywv
o0 IxaAxwra. "Eniong dndpyel tAnida yid Eva dlpmouu 3 i 4 Sloxwv pé GAda
Epya, trmAcyptva and tic MMM,



1. PaBibpuvo

Oi MMM 84 Hyoypapndodv dnd thv EPT xai B¢ Swarefodv of dAlous padio-
@wvikous orabuolc nou & fvlagpepfodv yi' alrd.

K. "Erog Naibiod

Mg ranws Eupcon dvagopd ordv fopraoud Tod 1979 odv <"Etouc ToU
Nawbiogs Eyive pé v npdoxdnon rod ouykpethuatres Swuariov e Olyyapiae
«Movoixd Nigras oric MMM, “Av kal 76 «Mouvowd Niudras Spioxovrat 016 dviTaro
&pio alrol nol Bfwpel ) UNICEF nadi (18 ypov@v) i ndvw an' adrd, Suwe
gnoypaupifouy ™) onpacia THC vedtnras oTé Kivioua e OUyXpovnC LOUCIKiC
kai tovifouv pé Eugaon tov flaperid Babud nowmnrage mol propodv va
PTACOUV TETGIO VEQVIRG CQUYKPOTINATA. 'H OUPEETOXT TOUC Eruonuaivel yud 1é
pEAAOY uEyaAUTERES SuvardTnTes OouuueToxic «Mouoikdv Nidrwv. oric MMM,
KaBue kal oUyxpoving HOUSIKNG EI5td yid nawbid.

A. Mohireyveg "ExdnAGociq

Ol duvarernree ouvepyaoios THE poudike pé GAdec téyvee [(dnmmée, feoa-
TPIKEC, Aoyorexvikds, KAn) péoa of nAfpewe EveTnTEC EvEC KQveUpyiou
Tonou, £ivae mate mod roviotnee iBaitepa otic MMM 1979, 'H tvaprthpwa ExBh-
Awon tav MMM civar oAdteda douepwpévny o abrh 1 popen téxvae. dmwe
kai &0o0 touAddyiorov <Efvikéc Mépees (Molwvio, Abotpia). Ki 8o térow
Epya dnapxouv ord dAAa kovoépra (my. BAEKTpovikd) xai Svo pcydia Secivuara
noAdrexviy Epywv Sivoviar otic ixbniaoti orolc Sdo cibmoos "Apxaiodo-
YIROUS TOMOUL.

Ta napandgvw ouvoyilouv Tic npobéoec 1ol 'Ednveod Tudparoe the
AEIM va cloaydyn xawvotopies ot Soun ol npoypduparec Tav MMM 1979 odv
Eva «fmi TouTws nelpapa nol npoogiper peyaice Suvardtnrec va uvioBernBel,
Karg Eva pépo i otd ouvodo, pé thv S popen) f ué onuavikéc npooapuoyec,
oric peAlovimés MMM, 'H fmruxia i xabe xawvorouiog, odv dpxhc dAdd xaf
odv guyrerkpiuévag npaypdtwone (ué &Gla té nAcovexkthuara xal T4 ueiove-
xripard tae) B4 xplel Gné 16 kowwd xai TOUC EiSNOUS moU B4 napoxoloudl.
gouv tic MMM, B4 pnopeldv va oxnparticouv wd yvaun ndve oric Suvardmree
neu gndpxouv DOTe TETOWES Kaivetoulce vd fvraxBolv mid pévipa otic peAdo-
vTikEe MMM,

4 npénet va Tovicoupe ST 16 "EAdnpvixd tufipe the AEEM dpxioe Thv npo-
groipacia yia tic MMM Tod 1979 ndpa moAd vwpic, xidAag drd 16 1975, SnA. dnd
oy onypt nol 0 iSta Tav MMM Eyive Soxipaotikd SExTh and ) AEIM. Tore
dpxtoe ny énelepyaoio ta@v &nl pépouc oroixtiwv To0 npoypduparoc. “Eyivav
ol npWTes KpoUoE yig olkovouikéc Empcepnyhoce kal Swmnrikéc SIEUKOAGY-
o&ic. "Eyive fnagn) pé ouykpothiuata Epumveutdv xai dpxioav MpoXaTapKRTIKEG
Sienpaypatedong, O telmés Sumue oupgavice ué peyada Lpunveutind ouykpo-
thuara cuvavinoav ouxvd noddd éumédia, xal pepéc Oupdwviee nol cixav
GoIOTIKONOINGED XPEIGOTNRE v drupwBoly yid Adyous <dvwrtépac Glac. of pera-
yeviorepes fuepounvies. “Eva dAdo, iSwitepa Stoxkodo Bféua frav of mot-
08¢, TuyKeERpipbves Onooxfoce and oneofuves dpxéc xpoidornke wad mept
KOMOGY KaTd nedu &5 aitiag dnpéBlentwy olkovomriy pétpwy nol nipe 6 'EA-
Anvirly kuBfpvnon sal pévo v Tedsutala oy undpeoav va cwdolv ol MMM
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odv dnotéAcoupa pidc yevvaiddwone xuScpwnrode ouuncpdotaone, dv xal ol
ONUEPIVES CuvoliKée maTwoeig olre kv B4 propodoav vd mAnowdoouv T i
nedo 1ol dpxixed npolimodoyiouod. Xd ouvincia adrod, noddd onuavrikd orTor
x&la 1ol npoypldupatog xpeidotnre vé nepiopiotody iy drdpa xai vé Exyaralct
¢loov,

"AMes SuoxoMes dgopovoav Eni pépous Epya mou eixav yiver kar' doxn
GEKTE yid v fxredeotodv dnd elfweupiva fpumveutied ouyxpothpara, dAAG
dpydrepa dnodelxtnre nwg xpewlovrav nEpOCSIEpo ypdve Soxudv am &t
cixe dpxwd npoBlegrel i mug infpxav dAdec Suokodics. “Etor dpiouévee éme
Aoyée e Awbvode Kpimiefic 'Emtponfic xpeidomee va Buciaorodv yiari ol
dpviice Epracav noAd dpyd xai Eror Sév (nipxe mg Suvardmra EvariarTinic
Avone otiv ExtéAcon. ‘Onwodnnote, of GPOUEVES REPINTEOLIC LRGPECAV vd
S0800v MpdoPopee AGoE.

Map' dAcg alrég xal moddéc dAAeg dpyavwrikée Swokodice mou B4 Arav
xoupacTikd va tic anapfunocuus, tAnifoups &t oi MMM 1979 ot popen nou
napouaalovIar oNuEpa — napd TiC noAAd «dnwALiEgs mod ypowomnre va dno-
Sexrodv of dpyovwrée dbedd toug oty Sudpxea THe mposrtowaciac — mpdypan
Swatnpodv Eva dprerd ixavomomriné nogoord dnd tic xawortoulce nou eixav
apxia npoBAegdel, Eror mou vd fmrpégouv 0 adTd TH dpreTd GAOKANDLLEVD
neipapa avavéwone tav MMM vd dxtqpnbel dprerd wal yid 1) gerenwvn tou
npooPopd GAMG Kal yid Tic cuvinciée Tou yid Tic peAdoviikde MMM,

TodAeg 1979

ravvne . Nanalwdvvou
Fevinds Mpappareds "EAAnvinod Tufparoe AEZM



«ETOZ ZKAAKQTA 1979»

“Orav. ot Fevikry Zuvédcvon the AwBvole 'Erapice Foyxpovne Mou-
omie ore Mapioy, 16 1975, dnogacionke va yivouv oty ‘EAddSa ol «May-
KOOWIES MOUOIREG pEPEGs TOU 1979, alré Eyive ué Baon Sud oroeia pé idtairepn
onuacia: 16 npwre firav Sr ouprtinrave oi pipeg pé Tov topracud ToU = "ETouc

Exodira 1979:, driwe 16 npdtewve i EAANviRn dvrinpoowneia. Té Se4Tepo aror.

xEio firav &u, éxcivny v Enoxh v froxl} 1y "EAMGSa gixe npdodara EAcubepu-
Geil dno viyv Egraxpovn Siktarepia mal yid va droypauuotel 6 EAcubepia e,
Gewpifinee warddnle va dpyavwlel Eva onuavriikd Sielvéc yeyowde Smwe
of «Mayrdoues Movoikés Mépegs , 500 16 Suvard rud odvroua.

‘O topraouds Tol < "Etous IxaAxwras 16 1979 droPaoiomxe yid vd Tovi-
orel i ondvia «Sundry EndTewocs: 1o 1979 KAcivouv 75 ypdvia and 1 yévvnon
KAl 30 xpovia drd 1o Bdvaro alrod Tol peydrou ouvBitn (N povalixh SurAn
tnéteiog Tou frav 16 1954 nevivia xpdvia and t yévwnon xai névre xpovia dnd
10 Bavare tou). Oi pdllov onaviee «dihée Enéreion — drav napovoalovial
{dpopodv 16 13 10V npoowmkoTATwy, fvi 14 dndlowta 23 napoutvouv xuwplc
SinAfe Eneveious dnwe nelbe: pid anAn dplunTd) Siepeovnen®) — noogipouv
tlapenikés eukaipiee yid va EavabupmBel xaveie 16 LNTEUYLG TOV RpOCWIN-
KOTATwWY MOU GPopody.

IThv nepintwon 1ol Ir@AxwTO. MOG OU0IQOTING AVaKOAGDINKE pETd Ba-
varo, aurn ) SmAn Enfreiog yiverar dxdpa md ouyxloviotxn. Mody Aiyec re-
PIMTWOE; yvwpiloupe., oty iotopia ¢ povomie. drou Evac QuvBitne nod
(e donpavree ilawpéocic) nopépeive oUOWOTIRG GyvwoTog, AVEXTEALOTOC,
dvixdorog 0" GAn 1 Sidprewa THG Cwic Tou, OuvEXIOE pé frupov va ouvBiter Té
£va GpioToupynua pETd 16 GAde. Gdv GnoTEALOua G dOUYKPATNING fowre-
PIKNG dmunoupyieic doveunc. ‘Yrnoloyiomnke noc ot Sipreia TRG OOVIOUNC
Rapgépac Tou — 25 ypdvia — odv ouvBétn, ¢ Iradkarac Eypage nave G
170 Epya (an’ 1d énola ¢ 110 — ra peyaddrepa xai mod onuaviikg — civae
OUYKEVTpWHEVG OTO «<'Apxeio IxoAxgrar otfv "A8hva). Td ncpioodtepe an'
aurd eivar ibiaitepa neprorovdaota xai nolvodvicra orn ypagn toue, dv Kai
GrROUCTING Eival navia npoond. I’ aurée Tic ouvifocs & Fralwdrac fpeuvd
£va xdopo Sikd 1oy, pé povadikd rhodto xai npwrorunia — EAdyiora Suoio pé
xabe GAdo pelua R oxol) THC OUYXPOVRC HOUDIKNG — KOl 1oV NpoBAAAEL OTdy
dupoarh pé peyadn dovaun Kai REOTIKOTNTA.

“Av ral Bewpnrikd 16 Gpog TOU IxaAdTa npofpxerarl and T SwdEKd-
pboyyn oxodry rol Iaivuncpys., orfv otoia, poli pé tiv npoownikn Kai oy
Awv drientiocwy pilodo oovlcone mou ciodyaye oriv dnoudvwon tou (GA.
napoxdrw) waréxel pd Géon povabiy, Eéxwpn andé kabe 1i dAde yvword. H
« SwdendpBoyyns TexviRng tou, dv xal eivar £ Toow nepitexvn, Swagipee pilind
ané v TEXVIKG TG BrewvEikng oxoAne: my. f ouvnBiopdvn Swicxdpboyyn
ofipd ExEl aviikaraotabel and a «Onepocipds, Eva odundeypa and SiadopeTi-
wéc (touhdyiorov 800, byt mdvw dnd 18), dveEdpTnree CLipfc nmpavHa ROU
éSunnpetel v npdbeon Tou kaAutepa. odv Eva «Baoiké Sopkd OTOIxEiDs Yid
i ouvleon. Ta eldn Tav peTaoxnuaTiopGy nos Opiotatar sivar nfone Sago-
peETikG and Exeiva 1 Brewvvéline oxoMle. 'Axdpa ol xavdvee nod ué Gaon
Tous yivovrar autel of peracynuarniouel péca oty cavBoon, sivar Swadoperikoi
w.o.x. Nap' dha adrd, ol kavéves alitod Tou véou ovothuaroes civar népa yid népa

" O fmtreion yropyalovion ouviiut Y «0Tp0yyulodes dpiBuode Erav fuerd ™ ylvwnon #
o Odvare): 1, 2, 3, 05 10, 15 200 35, 30 40, 50. 75, 100, 125, 150, 200, 250, 00, 400,
500, 750, 1000, 1500, 000, 3000, 5000 ypovio. Enaviatipn mpoorifeviol ol oeipie 4, 8,
7.8, 9,60, 70, BD, 90, 500, TO0. 800, 900, 1250 ¥ pdvia
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guveneie, aroteAcopatikol xai ffurmperodv tic npoffocie Tol ouvlirn ndpa
oAl xaAd. Zepaikd OAmd ypnowonowitar yid va oixedounfolv sEvornrec
tpAdrepne rakewes aiofnréic odv rérowe (odv vice dvelaprnrce dvrdrnrec):
fix. OxnTEe OTRAES, Hxnmiéc muaav.'::-cq nxnrikoi dysxor kALK nOU ouxva
civar Srapaveic, Eror nou SdPopec fngliniee tvatnree Adumouv f pla péoa
ard v dAAn. "M povadd xal Eaipetind npwrdTenn Sovaun Tod XxaAxoTa otV
évopyhotpwon WYNoE 0f TEAEIWS VEOUC NOUCIKOUS KOOWOUS RO ouyvd Rpo-
£GAepav T spoutikl) TWY Oxoxpwpdrtwve (ny. oxold tou Nrdpuorar, nAe-
KTROVIKI pougikn) nod yevvnke oUowornikd eikoor ypdvia dpydtcpa. H
Gpydvieary Tou OTHYV uOuCIKy $opua, nol SoulsInKe NPOOLKTING péxpl TV
napamepn) Asntoutpsia, QtwpiBnKe ne nAnolales drdpa xai kelvyy Tav peydiwy
wAaogmwy. Edv anotéAcopa, i EAER nog doxei ordv ouvnBiopivo axpoars) —
grav EXTedolvial owotd Td Epya tou — Exer IR popdn pdc draraudyning
yonreiag, nol aiaver 600 REPICCOTERES POPEC GROUEE KavES TO 150 Epyo.

‘0 Niko¢ IxaAwwrag yEvviinke oric 8 Mapriou rod 1904 ot Xalxida e
EdBoiag. 'O npondnmnoc Tou, Evag AQIKGS HOuOIKGS ué onuaviiky ¢nun, xarayé-
rav dred 1d Bdpete drpo ThHE Thvou (Mdvopuog, Mupyog), éxci drou yevviBnray
oxedov SAot ol md onuavrikol yAunree the vewTtepne "EAMadac xal roddol
{wypdgor. 'O narépag Tov ("AAéLavBpog) Emaile prdoute, & Belog Tou (Kwotag)
firav pouoikds nou Enoule mal Siaoke &la td dpyava Kai not ESwoe ord
Hikpd Nike 14 npdra pabhpara Gwodield. 'H untépa tou, "lhwdvva, 16 yéveo Ma-
nalwdvvoy, karayorav dnd td Xoora, otouc mpomoce tol “Flwwmva. H po-
vadikly a8eAgn tod ouvBitn ka Ky IxoAxwra - BepScoonodlou eivar ma-
viora wal tpayoudiotpia. ‘H olkoyéveia perarduos oty "ABfva yui va Scoa
oTé pikpd dydpr kaAitepn péppwon otd 'Ndcio "Abnvav an Smou dnogoitnoov
peyddor kadréxves dnwe & Anutone Mnrpénovdog, 1 "AleEdvdpa Tpudvin xai
N Mapia Kélag. 'O IxaAxwrac peAérnoe Godi pé vov Tovu ToOAtoe kol dno-
goitnoe Gmapbeuting (1o Bpadelo, xpuod petdddio) of fhxia polic 16 xpdvu.
Fopoe thv "EAade matfovrag Giodl, Eypaye noinon nod dnuoowcdtnre ord md
cofapd Aoyorexvikd nepiodind THe fmoxde. T 1921, pé dnorpogia niye oré
Bepodive yia va ouveyioct dvarepee onouddc Groliod pé tév BiAw “Ec¢. rnod
EXTiOGOE noAG 1O pafnrh rou. Té yxequava tol 192324 Eypage Tic np@rec
ouvliocic nou Gcwpnoe GEweg: Eva tpio yid Eyxopda mal Eva KouopriTTOo Yid
Eyyopba (Eyouv yabei mal 14 Sud). “Yorepa dnd Aiyo rawpd dykatédewpe Tic
orioudic Tou ore BuwoAl (Hdn cixe £EeApgfei of onoudaio Godoviora) yid va
a¢woiwlel oth ouvBeon. Ol Baocikel ddoxalor tou GrifjpEav & @i Nidpvay
(192527) nov eixe tEawperisry yvoun yi adrév xai & “Apvodvr Zailvunepyx
(192731) not, ové GBAle Tou <"Yooo kai "ISfas (1950, 1975) dGvagéper Tév
ZraAxwra odv Evav and roog 10 padnréc rou (dvdueoa touc Tav TA. Mntpve,
1oV A, Béuntpv, KAn) nod spdvor airols, xaloe Afel, <avducoa of Exatov-
1a8e¢ pabnréc rou Eyivav ouvBitess, dv Kal dyvoolor dAdreha dAn i karorve
xOpa napaywyn ol Zxalxwra.

ME thv npdtn tou Tou yuvaixa, 1) Siodoviora Maridvra Téuxe (rod {ei
rwpa orf Zounbia), o cuvBétng dndxtnos Sud nawbud, T Eva an’ alrd nébave
piepd, Td dAdo, it "“Aptepg Aivrad, Exer téoocpa nadid nol civen dda npor-
xwopéva pé tlaipetind povoikd tadbvro. 'O Iraixmrac Epuye dnd 16 Bepodive
T4 1933 (1dv S0 uiva pé Toév Zalvuricpys) kaTw Gré thv riEon 100 yEvVOEEYOU
Nalopod. FupiCovrag oty "ABfva, yvamoe Syt pdve v EAALN dvayvwpione
aAAG ouxva dxdun xai thv ExBpornra. "Anévavii 9 auréd GuOvOnKE drouovi-
vovTas Tév Lautd Tou SAoxAnpwrikd, Spvolueves va oulntnoel pué dnowdnnote
oobapd yid 1) poveikd). 'O xapaxripac Tou dAdale pulid. "And 16 {wvravd, xa-



potuevo dvBpwno 100 BEpodivou — noU OPYAVWVE MPAYMATING «xArEvivyxs
pé Toue idous tou. Kai naparoAouBoloe drid modd kevra tic tedcuraicc £Eg-
AlEg ThHE odyxpovne pouowic — GAAEE of dpnuitn nold dnoudkpuve TV
taurd Tou A’ Tov Kéopo TouTe. TEnawle BioAl ora teAcutala davaldyia e "Op-
xnotpag "Abnvav (dpyorepa npooribnrav dAdec Sud dpxhotpec) fuvras dpkerd
nadd, v xai Oyt Té00 dvera. Zuvixior vl ouvBérer pé pavia, ouxvd péxpt dpyd
M vUKTa, ypdgovras TIC  nopritodpse Tou  pé dagdvraotn  raxomnra
pid mal 8év xpowlorav napd vd dvrniypdon 16 dnédura Etowo péoa otdé puald
ToU Apwtdtune. Awdcre g apetmty Suvapn gavraciac xal fddyyou mavw
of 8,10 ouvdbere, Eixe dyt povo dnédute alti dAdd xal karaninktid drxor. Eixe
griong pa ongpavBpwry pviun. “Av xpealdtav Bg pnopodos v Eavaypdwe:
GAa td Epya tou, axdpa K alrd nog £iye ouvBEoe: noAdd ypdvia npiv. To 1935
npdypan drroxardornoe drd pvlpne oty "ASHva THY RpwTn oupdwvikh coulra
Tou, Eva peyddo Epyo nmou 10 eixe ypdyet otd Brpoldivo 1 1929. "Hrav ixavide
vid EVOpxNOoTOWeEl TéALe péoa of pepikdc wpec alté mou SAAor ouvBites

84 ypewdifovrav £85opddes yid wad 1O TEAewdoouv. AUTé: ol ikavdinree ToV

Eravav va ouvpAnpwoet Eva douviifiora peydho dpifpd cuvBiocwv (Eemep-

vivrag of Syxo T guvolo TRE napaywyng Tav Tody Swickdefoyywy ouvBeTay
e ZxeAns e Bitvvne pali kal énlong, karg nodd, v Epye wdfe SAdou “EAAnva
guvBérn, dv xal fy Sudpxeia e Kappifpac tou fTav wxph), dAAd xal va tic
Stanovion pé wd nepronotdaotn Texvikly mou ondvia BplokeTal oTév alva pag.

Amg 16 ouvodo Tav Epywy Tou, 84 'npene va dvapepBotv moAdd Supdavind
Epya, peydla xovoipra, poudikly Swpariou, povomkl) yid mdve, rpayoltdia kA
Ta £pya Tou 18 ypauuéva otéd Bepodivo kol 1a npara xoppdria nod Eypage othv
"Alnva peTd v fmotpodry Tou Eival yevikd pdlov pipd, dAAG mpoodcuTind
oi guvBéoeic Tou peydAwvav péxpt Thv «pdons 'ABnvaixh repfobo (1939-1945),
drioy rjpav guxvd yiyavraies Swordocs (ny. 6 Teite xovofpro Tou yid
mave pé 10 nveéverd, nou Siapkel oxedov ma dpa rai ) Scirepn cupdwviss
oouita Tou 0f 6 pépn, pé Swprewa 75 Acnra). Zmiv teleuvrala nepiodd Tou
Eypawe Alya peyéda Epya: md noAl e0xodn Towvikd poudikd, o186 OTUA TOU
MovAdve, ¢dv Eva «ivieplodbios oty coBaply Tou napaywyn. “"Opwe, Alyouo
HOvES nipiv and Tév mapdwpo Bavard tow, Eewivioe na véa xal mAouoia
dnuiovpyiknh dvodo,

Té 1946, ¢ Ixanwrac navipelrne Thv maviora Mapia Nayxadn, drd
Xio {ano oiwoyévewa not gpipodoe moAka pédAn pouoikouc). "Andxtnoay Sud
yioug: Tov "Adéxe, ralavrodyo (wypado kai Tév Niko, npwrafint) rol oxaxiod
oy ‘EAdada dvdpeoa ord dAda tadévra Tou. mod yewwdBnxe thv fufpa nou
nébave & narépag Tou, Ao nopaueAnuéve neprogyptvn kidn ( 19.9.1943) .

“Yorepa and 16 Gavare tod ouvBirn, md <'Emrpont IxaAsmras (pé 1o
Apa Mive Aotvia, pyoudikoAdyo. Tiv xa NEAR Edednidn, Siohiota xal tév ypd-
PovTa) guyxivipwoav 6T gwldrav dnd ra xepdypaga kal dyvwora Epya tou
wai GAAa xeipevae kai dpyioav vd Td pecrodv, v 18 Snuoowdouv kai vd Kavouv
Yvware 16 fpyo 100 Ixalxwra. "M npwin toue dvrdmwon Orfpfe f drioteutn
anordAugn aldrie e perafavanias dvaxdiuvgne xai thv IS aldr Evronwon
gixav ol eidwol 0f noddéc xwpee drav fpBav of fnagn pé 16 Epyo touw. Oi
nepieodTepon Eévor diatinwoav fvBouotaotikéc kpiocg: «"Evag ouvBETne the
NOWING  YPOUuRGs, «imrédoue Evac ouvBEngs, «kdpiol, Anoxaluglnre!s,
«Eva APamotai@dee  ToAdvios, «dmoffwon THC SwiLKAGHOYYNC HOUCIKACs,
<Alyeq mepinrwoss oty lotopla 1A HOUGIKAG Eival NEQIOCOTERD EEQIDETINEGS,
«1d Badpa nmou ouvébn othv 'EAMGSas. «Brwe & Méroapr. .. wai & Ixalxwmrac
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powdder va Evowparover 1. .. ydviun Evwon tod Notd rod tpayould upé thv
nepindokn @oppa nou xapakinpiler 1600 16 Boppd-. «“Evac Mdéroapt tod
KoipoU pags, «nrav inavée va xewpileror v dpxnforpa pé ) Sckidtnra Evée
Mrephiod=. -xard TH yvaunm pou, md peydloguias, <16 Epye Tou Eivar
Suvard va frulfost nepoodtepo dnd Excive tod Falvuncpyss., <umd Suvarn
PON YEYOVOTwY. .. TETota nou kavévag dAAog ocipairnde ouvBitne Siv Exel va
trmdeifer, <B4 nmaper Bfon dvducoa oTolg peydlous owvlBirtee THC Enoxie
pag, Tov Iaivunepys xai dAougs, «mpoBifuere nod Edcixvav vdnaoyolodv
drdue Kol Eva pEyaAo npoxdtoxs Tou Gdv Tév TA. Mnépyk, ¢aivovrav odv va
pipv dndpxouv yi' alrév, it pdAdov odv v Adinkav otfiv rnyaio Exppacn e
EQEUPETIKOTNTAG TOUs, <1} poudixr) alTh drolyeTal ardua nEQIOCOTERD AndAuTtn
xal Suvamkl) of Exgpacn. .. (dné éxcivy 100 A. Mnfpye) =, «odc Sivw dda 18
rovolpra ToU Mn. Mnaprox yi alréd (vé Scotepo xovofpro yid mdvo)s,
g «5éxa oxirogs tou Sév dlilouv, Katrd T yvwun fou, AtywTEpo ané T4
«Tpayoubia ol Zaiknnp, 100 Ztpafivoxu., «olyoupa pmd popel iodEia, vouilw,
TOU XivIEmTs, «£iba NOAAEC napTToGpes 100 IRaAxwTa sl Kaupme S&v nédre:
aré 16 GPnAé Eninedo Tav GAAWYs Kai MOAAEC GAAES MAPOUOIES KpioE,

'H tmrpor) iSpuoe oty "ABdve 16 <Apxeio FxaArwitas nod nepidapBaver
xaBe T oxeTind pé 16 ouvBitn Kal 16 Epyo Tou waBue xal pé tic npoandieiee va
YivEl EUpUTEPT YvwOTo T6 £pyo Tou. T 1961 f érrpor Sicuplvinee of « Etaipeia
Qidwy Ixarrwrar, Twov) npdedpos civar i1 xupia N. EGeAnidn. dvrmpddpoc
& ouvBétng Mdvvne Kwotavividng xai yev. ypauuatéac & ypapwy. "ANostoviac
KOMWe NEPICOGTEPA OlkovopikG uéoa. §y 'Evaipcio Katdpepe va nAarover Tic
npoond@eies vy Epcuva, Snuecicuon kai edpirepn npofodrl Tou Epyou 10U
ZEAAKWTE,

‘O topraopds NG 10ne xai 20ng fncreiou Too Bavdrou Tou ATOV QPRETS
fviunwolards. I Se0tepn nepintwon ny. pévov ord 'AyyAid GeorBid Mudy
naixtorav 19 peyada Epye Tou. TG nEpIoodTEPa OF nayxbopia npeTn ExTéAson.
Mepiuéver kavele, 16 « "Etog Inanwra 1979 pé 18 Sudl) Enéreid tou, va SO
ARONG NEQIOOOTERESC EORQIpies yid vd Eopracboov 14 émredyuara Tol peydiou
ouvBirn. "HEn Eyivav moAdd novodpra, padtodwvinés Kal TNASOMTIKEG Exumounéc,

| duidieg kA otdv "EAMGSa kabuc kal otéd iSwrepmmd. MpdgTnkav noAld dpbpa,
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Kal grRopa peyadiTepog piude, Exdniunocwy dvaufveTar otd SEUTEpo WMos THC
xpovide. "H Swprera tav «Maysxdopmwy Mouoikay "Hucpis Kavowiotnee va
ouprtot: pé ThHY mpaypatikny nuepounvia he 300¢ énerciou ToU Bavdrou Touo
Zradwra (19.9.1979). Abrh v <'Hufpa Irainwras, 64 yiver pmid ouvavhia
pé nmAnpn cuuduwvinl oGpxfetpa. Thy dpxnorpa TAC Aavikic Pabiopwviae,
not B nopovoidos: Tpia peydda ouupuwvikd tou Epya. 'Erionc npovpouupari-
omxe Eva peottdd mdvou Tou G. Madge pé nprtec ExteAdoec Tav SUo prya-
UTEpY KUKAwy TOO OuvBETn yid mdvo. Tédoo b «"Exfeon Ixkadxwras 0d
ragougiaotn oty "Edvikng Mivaxodixn tav "Abnviv.

“000 neplocdTEpo Xavels Evipudei on povoikly o0 Eralxhita, 1600 nepo-
COTEPO dvaxaAdnret onuoviéc SYeic e mou Sév cixav EfrmonuavBel dnd
mavivav nponyolueva xal 1600 peyodotepn eivar ) ixavoroingn mol Soxpdic
KavEIC ar’ aUrd, xai 1600 peyoddrepn eivar ) dwdraon nod peradideran
arév drpoatr). Baburepn peAftn Kal KaAOTepn yvion THC HOUCIKNC Tou | Omwe
dvaupifola 86 rnpaypotonombn oré xpowia rnou Epyovrar) 84 Sdnyhen
oxedov oiyoupa of ToroBétnon Tol Epyou Tou, driwe oupBaiver oty nepinTwen
TG pOUOIKRG Shuv TGv ueybluv ouvBeETiv, 660 NEMIOOOTEDD GOXOALITAI KAVEIC
cofapd 1" alTh, o dxdun (WnAdTepa Erineda.

Fdvvne . Manaiwdvvou



THE 1979 ISCM “WORLD MUSIC DAYS"
(WMD’s )

Following a brillianl start in Salzburg in 1923, the ISCM has pursued for over
half a century what has proved 1o be ils main activity, its annwal International
Festival of Contemporary Music (now called "World Music Days”, WMD's), with
remarkable consistency and success. Indeed today the ISCM is the only inter-
national organization in the lield of contemporary music, and is highly respected
throughout the world. Its annual festivals have been rathor strictly organized with
an [nternational Jury choosing the works 1o be performed, mainly from national
submissions. Howewver, it has become increasingly obwious that this sytem, in its
past form, while guaranieeing the international charactor of the festival, was lead-
fng to somewhat uniform results and obstructed, to a certain degree, now ideas
from being incorporated in it. The growing reaction to the syslem was exprossed
in the 1974 Rolterdam ISCM General Assembly (GA). (This, by the way, was also
the GA during which Greece, just liberated from seven years of oppression by a
military junta, lirst put forward its proposal to have the WMO's take place in this
country). Al this GA the ISCM statutes were drastically revised, giving the organ-
izing country the right to shape its WMD-festival more or less as it liked. Bul this
did not calm down the many differing views: in subsequent Genoral Assemblies
proposals were put ferward ranging from one extreme such as nol only a relurn
to the old, rigorous Jury system, but a further strengthening of it by imposing stin
meore stringent rules, quolas, and other pre-determined “guaraniees”, o the other
oextrome which was to abolish the International Jury altogether, and let! each
country do whalever il wished. In belween, a whole spoctrum of other proposals
were submilted and discussed, but ne final agreement has yot been reached, so
that the WMD's continue to be organized within the Rotterdam framework of ™ miti-
gated freedom™,

The Greek delegation submilted a series of proposals to the 1975 PAris GA
aiming at renewing and rejuvenating the WMD's, while also preserving and, in-
deed, strengthening the Jury system. It was thought that the incorporation of new
ideas beside the old Jury system would guarantee a smooth transition fo a possible
new system by safeguarding continuity through the Jury while progrossively ampli-
fying the new elements leading towards a new form of WMD's. Greece repeated
and elaborated these proposals in subsequent GA's, and has taken the opporlunity
of using the present 1979 WMD's as an experiment aimed at testing the new struc-
ture of the WMD's it had proposed.

The structure of the 1979 WMD's was already formulated, though only in a
preliminary way, in the proposal Greece submitted to the 1975 Paris GA which was
the first to approve il. In the reports submitied (o the following GA'S, this structure
was relined and presented more explicitly, and in last year's GA in Helsinki, the
amplilied Greek proposal for the 1979 WMD's was linally and unanimously approved.

The ISCM Greek Section, which is organizing the 1979 WMD's, has Iried fo
incorporate these ideas in the Festival as fully and as consistently as possible.
However, its desires had to suffer a certain abatement, due to an important cut-
back in credits for the WMD's which went as far as threatenin their vory existence.
This resulted from recent measures taken by the Groek government fo face the
continuing inflation and other economic problems. Eventually it proved possiblo
fo restore this cutback partly, thanks to the understanding by responsible reprosen-
tatives of the Greek government of the importance of the 1979 WMD's. In conse-
quence the 1979 WMD's, in their presont form, have managed to preserve most of
the innovations intially proposed. These ard as lollows:
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1. International Jury

To make room for the new, "experimental”, items, the total amount of works
chosen by the Jury has been somewhal compressed: 42 works in 11 concerts will
be heard, as compared with an average of ca. 60 works in préevious WMD's. These
are broken down as follows: 7 works in 2 orchostral concerls: 26 works in 6
chambor music, chamber orchostra, solo, or chamber choir concerls; 4 works in
1 multimedia concert; and 5§ works in 2 g@lectronic music concerts. (The Jury
selecled 45 works, but in spite of all efforts no adequate porformers could be
soecured for 3 of them).

Against this small quantitative reduction of works chosen by the Jury, the
ISCM Groek Section has tried hard (o strengthen them qualitatively, both by faci-
litating the Jury's conditions of work, and by giving their chosen works & pro-
mingnt place in the programme.

Facilitating the Jury's conditions of work enlailed the fellowing points, in ad-
dition to providing pleasant physical amenities in Kifissia — an allractive, isolated
suburh of Athens:

{a) Increasing the total amount of time at the disposal of the Jury. In principla,
& days of work in common ware provided (13 to 20 Jan. 1978), but half the
Jury mombers wore able to stay for 10 or 11 days, for which they wore
invited. This not only gave more physical time for each Jury member (o
examing the scores and lapes more cargfully, but also enhanced the com-
ing together, mutual understanding, and effective collaboration of the Jury
membears. This can be comparaed with as fow as only 3 days made available
al some provious WMD's.

(b) Reducing the number of scores to be examined without detriment to the
submissions by National Sections, which were clearly given priority, and
antitled (o submit up to 6 works, as in the past. This reduction was achigved
by limiting (i) individual submissions oulside National Sections to just one
score per composer, and (if) submissions by publishers and other organ-
irations to not more than & works each (i.e. ag many as for National Sec-
tions). In this way, withou! reducing the horizon of the number of countries
participating, the Jury had (o review just over 400 scores, compared with
well over 600 in some previous WMD's.

(b) Facititating the methodology of the work of the Jury by providing it, well
ahead of time, with clear guidelines (“Soeme Suggestions. .. ”). Altheugh
these suggestions were clearly optional, they were nevertheless whole-
heartedly adopled, withou! change, by the enlire Jury, and this made ils
job smoothar.

Az a resull, each Jury member had an average of 14-15 minutes par work at
his disposal. Actuvally this amounted 1o up lo 30 minutes for the 100 compositions
on which morg s$orious work was dong aftor the “weaker” 300 works had beon
quickly eliminated — by giving them 8 minutes averagoe. This can be compared
with only 2-3 minules per piece in some of the most “difficult” cases of Jury work
for provious WMD's.

As a consequance, the Jury foll that they had good opportunitios for work and
that their judgment, apart from human ecror, was as fair as they could make it.
Subseguant judgmaents by other bodies or individuals have generally praised the
Jury's selections.

The Jury consisted of the following members:
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Yannis loannidis, Chairman (Greece)
Gunther Becker (West Gormany)
Maryvonng Kendergi (Canada)
Rudolf Kelterborn {(Swilzerland)
Zygmunt Krauze (Poland)

Lennart Reimers (Swedan)

Brigitte Schilfer {England)

2. Main Innovations
a. The “National Days™

In the past there have been quite frequent, and Somelimes very vocilerous,
complaints by ISCM National Sections that they were given insulficient or unfair
representation in the WMD's by the International Jury. The ISCM Greok Section,
therofore, proposed (initially at the 1975 Paris GA) to institute *National Days”,
or a full concart per country, o be planned, organized, implemented and linanced
by the corresponding National Section. The National Sections would presumably
be very willing to undortake this, since it would give them a far better chance,
from their point of view, 1o be fully represented than remaining “at the marcy” of
the Jury. These National Days were seen as complementary 1o the Jury selection
and occurring on a rolating bagis, so thal, each year, 2 or 3 countries would be
given the opporlunity to present a more complete recent prolile of their conlem-
porary music 10 the WMD's. This would provide WMD's audiences with a richor
“geographic’” presentation contrasting with the Jury's more strict guarantee of an
international characler.

The succoss of this idea is striking in the present WMD's, where National Days
are prosonted for the first time. Instead of the 2 (or 3) National Days initially an-
nowced, six are now included in the programme: Austria, Britain, Hungary, Poland,
Switzarland, US.A. What is more, each has a specilic physiognomy of its own
(see programme), beyond the purely geographic difforentiation. It is hoped that
this success may porsuade the ISCM GA o adop! this idea as a permanent feature
for future WMD's.

b. Ethnomusicology

A frequent accusalion is thal the WMOD's tend to be somewhal unitormly “Cen-
iral European” (this has nothing to do with the high quality of the bost Central
Evropean works), and that mere should be heard from other argas of this planet.
Although a large number of third world countries feven the whole continent of
Africa) stili remain formally outside the ISCM, provious WMD's have made an ellort
1o prosent music from countries not within the orbit of wostern European music,
The ISCM Greek Seclion belioves thal this should be intensilied, and in the present
WMD's it has included important conlemporary works from Japan and Greece as
woll as ancient, Byzantine and lolk music, which represent another possible starting
point for contemporary music, with additional examples from Hungary, Spain, and
South America. The idea is to strengthen the presence in the WMD's of music from
areas outside the weslern cullure, both in the form of the traditional music of these
areas and their contemporary music. In so far as this lakes its inspiration from
sources oulside wostern Europe, il may Suggost other altitudes as new possibilities
for contemporary music writing,
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¢. Geographic Extension

Among the instructions to the Intornational Jury was a suggoesiion to try and
represent as many different couniries (both ISCM and non-ISCM ongs) as possible,
without induly fowering the gualitative lovel of the works selectod. The Jury made
a special alffort (0 comply with this desire, bul there wore some counlrios from which
they had nol enough works, or no works at all. In order to try and remedy [his
geographic imbalance, the ISCM Greok Seclion asked Jury members individually,
as well as experts from other groups, to suggest works of consideralle interost,
and not too demanding in performance possibilitios, that might be included in the
programme. In this way a few additional countries could be included — Denmark,
Finland, lceland, Norway, Portugal — with new works, somelimes replacing others
that had had (o be omilted because of performance difficultios.

d. Archaeological Sites

Since many important archacological $iles exist in Greece, which could lend
themselvos to the composition of original mulli-media works, the ISCM Greek Sec-
lion made known the possibility of one, or possibly lwo, such works composed by
foreign composers being world promigred at the WMD's. A dozen available archag-
ological sites (not too far from Athens, for organizational reasons) wore suggested,
and — from quite a number of proposals — the organizers retained twe as being
the most feasible and having being submitted early enough: one in Delphi (J.
Yuasa) and the other (Philopappos hill) near the Acropolis (P. Fleury). The latter
will b shown on three nights in Succession.

Although all ISCM counlries may nof possess archaeological sites of equal
importance, il is firmly believed thal the environmental aspect of this inngvalion
can be exploited everywhere. Evory country has sites or environments of oulstand-
ing interest from the point of view of prehistory, archaeology. history, art, land-
scape. and many other aspacts, thal would lend themselves to the composition and
presontation of multi-moedia (or environmental art) works with music. This could
ropresent a possibility for a future broadening of WMD programmes.

¢. Skalkollas Year

It so happens that 1979 constitules a double anniversary lor the greal Greek
composer Nikos Skalkottas (BJN.1904 to 19.1X.1849); 75 years from his birth, and
30 years from his death. The year 1979, therelore, is being celobrated as a spocial
“Skalkoltas Year” which, indeed, was the main reason why the ISCM Execulive
Committee {and GA) in Paris (1975) approved the proposal of the ISCM Grook
Section for the 1979 WMD's to take place in Greece, in combination with the Skal-
koltas Year.

In consequence, the 1979 WMD's include an orchestral concert with major
symphonic works by Skalkottas (which is expected to result in & gramophone
record), a plano recital with world promidres of two major piano cycles by Skal-
koltas, and a “"Skalkoltas Exhibition™ of documenls concerning his life and work.
Furthermore, the YENED TV will show a special, new ona-hour documentary film
on Skalkoltas' life and work, by M. Eftraliadis, on Sepl. 12 al 10.00 pm; the samo
fitm vill be shown al the National Gallery on Sepl. 19 at 11.00 am.

This is considered as another possible extension of future WMD's which could
include events related to spocial anniversarios (nol only double ones!) related to
groat composers, interpraters, other musicians, or memorable events that should
be commemorated. National Sections are likely (o be particularly interested in
promoting such national anniversaries in relation to the WMD's,



{. Greek Composers

There has been a growing interest exprossed in ISCM GA's for WMD audi-
ences to have an opportunity of becoming acquainted with the specilic physiognomy
of conlemporary music in the host counlry. This, by the way, could be interpreted
as an extension of the “National Day” idea to the host country and is Seen as salis-
fying a healthy curiosity of listeners. In the past, ISCM attitudes wore differant,
such an idea being considered as an impairment of the concept of international
balance, but little by little the epposite viow has started to pravail, It was strongly
axpressed in the 1978 Helsinki GA, and this decided that the ISCM Greek Section
should prosent the 1979 WMD audiences with a profile of recen! achievements by
Groek conlemporary composers. One concert of orchestral and choral works by
Grogk composars has been organized and several other Grook works are inter-
sporsed in other concerls, totalling 13 works (including 5 werld premidres) plus 3
solecta by the Jury, as wall as SKalkoltas.

g. Exhibitions

Four oxhibitions have beon organized within the orbil of the WMD's, plus
ong more organized by the Athens Goethe Institute on the occasion of the WMD's
{s0e this programme for dotails).

h. Cassettes and lapes

As in the 1977 Bonn WMD's, facilities are being provided for participants in
the WMD's to listen lo casselles and tapes supplied by ISCM National Sections.

i. Records

It is expected that a record of the Skalkottas orchestral concerl will be pro-
duced, and also, hopefully, an album of 3 or 4 gramophone records with other
sofectod works Irom the WMD's.,

j. Radio

The WMD's will be recorded by the “Greek Radio and Telovision™ and will be
made available to other interosted broadcasting corporations.

k. Children's Year

A somowhat indirect reference to the colebration of 1979 as “"The Year of
the Child™ (UN) has been made by inviting the Hungarign “Jeungsses Musicales
Chamber Ensemble”™ to the WMD's. Although the “Jeunesses Musicales' are at
or beyond the upper limit of what UNICEF considers a child fup to 18), they do
stress the importance of youth in the contemporary music movement and they
emphasize the degroe of excellence that can be attained by such youlhlul groups.
Thair inclusion points 1o further fwlure possibilities of involving “Jeunosses Musi-
cales™ in WMD's.

I. Multi-media Events

The possibilities of the collaboration of music with other arts (visual, theatrical,
literary, ote.) in integrated entities of a novel lype has received special emphasis.
The inaugural WMD event is entirely devoled to this art form, as well as at least
fwo of the “National Days"” (Poland, Austria). More such works are also inter-
spersed fn other concorts (e.g. electronic ones), and two major examples of mulii-
media works are offered by the two special Archacological Site Evenis.
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This summarizes the intentions of the ISCM Greek Seoction to introduce in-
novaltions in the structure of the 1978 WMD programmée as an ad hoc experiement,
which offers clear possibilitios of being adopled, in part or in whole, in the same
form or considorably adapted, in future WMD's. The success of each particular
innovation, both as a concept and as a concrele realization (with all its advantages
and disadvantages) will be judged by the public and experts attending the WMD's.
Thoy will be able to form an opinion as to how far these innovations lend them-
selves lo being incorporaled more permanently in future WMD's.

Turning (o the more down (o earth problems of making such ideas and con-
copls a roality, we way emphasize that the ISCM Greok Seclion started prepa-
rations for the 1979 WMD's al a very early date, in fact in 1975, whon the 1979
WMD's were tentalively approved by the ISCM. ‘'The main elements of the pro-
gramme started 1o be worked oul; the first altempts to secure financial crodits and
administrative facilities wore made; performing groups were corlacied and pra-
liminary negotiations were started, Finalizing agrooments with major performing
groups proved very frusteating, and some agreemaens thal were concluded as final
had to be abandoned at much later dates for unpredictable reasons of “force
majeurd”. Securing crodils was another extremely difficull task. Concrele promises
by responsible avthorities had to be cut back to desperately low lovels because
of unoxpeocted linancial measures taken by the Greek governmaent, and the WMD's
could only be saved at the last minute as a resull of generous governmental assis-
tance, although the actual tolal credits could not even come close to the initially
budgeted lavels. Consequantly sevaral important elgmeants of the programme had
to be shrunk or even abandonaed.

Other implementation difficulties concerned individual works that had been
initially accepted for performance by specific parforming groups, but were later
returned as requining much more rehearsal iime than was actually available, or
because of other difficuities. These included several Jury selections which had
1o be sacrificed when such a refusal came oo late to lind acceptable performance
alternatives. Howoever, roamedios could be worked oul in a number of Cases.

In spite of these and many other organizational difficulties which it would bo
too cumbersome to enumeralte, it is hoped that the 1979 WMD's in the form actual-
Iy implemented — dospite the many “losses™ the organizers have had most ro-
luctantly to accepl midway — do preserve a sufficient amount of the innovational
features initially contemplated to permit this “experiment” in rejuvenating the WMD
concept to be fairly woll appreciated, both par so and lor its implications for future
WMD's.

July 1979 John G. Papaioannou

Genaral Secratary, ISCM Greek Section



THE “"SKALKOTTAS YEAR 1979"”

Whaen, at the Paris 1975 ISCM Genoral Assembly, it was decided to hold the
1979 WMD's in Greeco, this decision was based on two arguments, considered to
be of pariicular importance: the lirst was to have il coincide with the celebration
of the “Skalkoltas Year 1979 as proposed by the Greek delegalion; the second
was thal, since Greece had just become liberaled from a T-year military junta
dictatorship, it was considered appropriale to underline ifs froedom by holding an
important international event — such as the WMD's — as soon as possible.

The celebration of a “Skalkollas Year” in 1979 had been decided upon in
order to siross the rare “double anniversary”: 1979 ropresents 75 years from the
birth and 30 years from the death of this greal composer (his only other “double
anniversary” was in 1954, i.0. 50 years from hig birth and 5 years from his death).
The rather exceptional “‘double anniversaries”™ — when they occur at all (they
concern about 1/3 of all personalities, the remaining 2/3 being deprived of doublo
anniversarios, as simple arithmetics shows™) — olfer oxcelfen! eccasions [o re-
membér the achievemenis of the personalities concerned.,

In the case of Skalkottas, who was essentially only discovered posthumously.
this double anniversary becomes even more dramalic: we know of very fow cases,
if any, in thi history of music, whon a compeser who (with insignificant exceplions)
romained virtwally unknown, unperformed, unpublished during his lifetime, con-
tinued fo persist in composing one masterpicce after another, out of an irrepros-
sible inner croative drive. It has beon estimatled that during his short career —
25 years — 8% a composor, Skalkollas wrote over 170 compositions (of which 110
— the larger and most important ones — are gathered in the “Skalkoftas Archives”
in Athens). Most of these are of exceplional sophistication and complexity in their
wriling, although audibly always quite approachable. In them, he explores a world
of his own, of unique richness and originality — it scarcely resemblos any other
trond or school of contemporary music — and he projects it with binding lorce and
pOrSUasivenoss upon the listener.

Although theoretically derived from Schénborg's twelve-tone school, Skal-
kottas' style, and the highly demanding, personal system of composition which he
evolved in his isolation (soe below), stand in a place of their own, quite aparl from
anything efse known. His “twelve-tone' technigue, although at least equally sophis-
ticated, differs radically from thal of the Viennese School: ¢.9. the normal 12-tone
row is replaced by a “supoarseries”, a complex of several (al least 2, al the most
18) independant rows that serves its purpose belter as a “basic building block™
for the compeosition. The kinds of fransformations to which it is subjected are also
quile different from those used by the Viennese School. The rules according to
which they are combined in the tolal composition are also different; and so on.
Yol the rules of this novel system are highly coherent, efficient, and serve their
composer's inlentions extremely well. Serial material is used to build “higher
ardar units™, percoptible as such (as now independent anlitios): ¢.g. sound columpns,
sound surfaces, sound blocks, efc., which are often transparent, $o thal several
such superimposed units shine through each other. Skalkoltas® unique and highly
ariginal power of orchestration led to entirely new sound worlds, that often pros-
aged the coming of “tone-colour music” (o.g9. Darmstadt School, Electronic Music)
that came, say, 20 years later. Higs organization of musical form, carefully worked

" Celebrations vsually occur in & S0rics of round numbors of years (after birth or doalh): 1, 2, 3.
.10, 15, 20, 25, 30, 40, 50. 75 100, 125, 150, 200. 250, 300. 400. 500, 750, 1000, 1500,

2000, 3000, S000; more rarely the series 4, 6, 7, 8, 9. 60, 70, 80, 50, 600. 700, 800, 900, 1250,
are adided,
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out to the minutest delails. has been said to come close oven to that of the great
classics. And the resulting appeal to the ordinary listener — when his works arg
properly porformed — is that of irresistible fascination, whose powerful effect is
increased by repoated listening.

Nikos Skalkottas was born on B.HNIL1904 in the town of Halkis (Eubea). His
great-grandlather, a lolk musician of considerable fame, came from the nesthern
tip of the isfand of Tinog (Cyclades), which has given birth to almost all of modern
Groece's important sculptors and many painters. His father (Alexandor) was a
flutist, his uncle (Costas) an all-round musician who gave little Nikos his first violin
lessons, His mother, loanna, néoe Papaicannou, came from Hostia under Mount
Holicon in Beoltia. The composer's only sister is a pianist and singer. The lamily
moved o Athens to give the little boy a better musical education at the Athens
Consorvatory from whare such greal musicians as Dimilri Mitropoulos, Alexandra
Trianti and Maria Callas gradvated. Skalkottas studied wiolin with Tony Schulze,
graduating brilliantly (15t prize, Geld medal) at the age of enly 16. He played the
violin around Gregce. wrole poelry which was published in the most serious literary
pariodicals of that ime. Oblaining a scholarship he moved to Borlin in 1921 to
pursug master courses on the violin with Willy Hess, who thought most highly of
his pupil. In the winter 1923/24 he wrote the first compositions he considered
worthy: a String Trie and a String Quartel (both lost). Soon alter, he abandoned
his violin studies (he was already a fantastic violinist) to concentrale on composi-
tion. His main teachars were Philipp Jarnach (1925-27 ), who had an excellent gpinion
about him, and A, Schénbarg (1927-31) who, in his “Style and Idea" (1950, 1975)
recorded Skalkoltas as one of the 10 pupils famong them A. Berg, A. Webern, elc.)
who, as he said, “wore the only ones out of the hundrads of his pupils to become
composers” although he totally ignored all of Skalkoltas' subsequent.main, outpul.

With his first wife, the wviolinist Mathilde Temko (now active in Swedon),
Skalkoltas had two children, one of whom died. The other, Artemis Lindal, has
four childron who are all exceptionally talented musically. Skalkolltas left Berlin
in May 1933 (the $ame month as Schinberg), under the pressure of the vprising
Nazim. Relurning to Athens, he was mel, nol only with a lack of recognition, but
often oven with enmily. His defense was to isolate himsell completely. refusing
to talk seriously about music to anybody. His character changed drastically. From
the lively, joyful person he had been in Berlin — organizing real “happenings”
with his friends, and closely following the lates! developments in conlemporary
music — he became & rocluse, ramoving himself from this world. He played violin
in the last desks of the Athens Orchesira (later adding two more orchestras) earn-
ing a decent living, although without much elbow room. He continued 10 compose
frantically, often very late at night; writing his scores at fantastic speed, since he
only needed 1o copy from the fully worked out protolype in his head. He had an
excoplional power of imagination and control over what he was composing; having
not anly perfect pitch, bul also prodigiously acute hearing. Furlhermore, he pos-
sossed an inhuman memory. I asked to, he could ro-write all his works, even
those composed years back. In 1935 he actvally reconstituted in Athens his 15t
symphonic svite, a major work which had been wrilten in Berlin in 1929, He was
able to orchestrate perfoctly within hours what other consummale COMpPoOsers
negded woeks to complete. These aplitudes enabled him to complete an unusually
large nmboer of compositions fexeeding in volume the combined oulpul of the
three Viennese weolve-tone composers, and also, by far, that of any other Grook
composer, in spite of the shortness of his career), as well as to instill in them a
degroe of sophistication rarely found in our century.



From his oulpul, ong may mention numerous Symphonic works, large concerlos,
chamber music, piange music, songs. olc. His Berlin works and the first pieces
ke wrote after his relurn (o Athens are generally shorl, but his compositions ba-
came progrossively larger until, in his “middie” Athenian Poriod (1939-1945), they
often reached gigantic proportions (o.g. his 3rd piano concerlo with 10 winds,
lasting almost one hour and his 2nd symphonic Suite in six movemenis, lasling
75 minuwtes). In his final poriod he wrote few major works: mostly easy fonal music,
& la Poulenc, as an “interfude”. Bul, just a few months belore his untimely death,
he embarked on a new crealive UpsuUrge.

In 1946 Skalkoltas married the pianist Maria Pangali, from Chios (from a lamily
with a great many musical membors). Thoy had lwo sons: Alecos, a lalented painter,
and Nikos, champion of chess for Greece, among many other talents, who was born
on the day his father was dying of a neglected constricted hernia (19.1X.1949),

Alter the composer's death. a “Skalkoltas Commiltea” (with Dr Minos Dounias,
musicologist, Mrs Nelly Evelpidi, violinist, and the writer of these lines) gathared
the extant otherwide unknown manuscript scores and other documents and started
1o study them, 10 publish them, and to propagate Skalkottas” work. Their first im-
pression was the incredible revelation of this pesthumous discovery, and this was
the improssion made on Specialists in many countries when they approached his
oulpul. Superlative Statements ware made by the most responsible loreign exporis:
“A composer of the front rank™; “at fast a composer’; “hats off. gentlemen!™: “a
volcanic talent”; “an apotheosis of twelve-tone music™: ““fow cases in music his-
tory can be more exceplional”; “'a miracle that happened in Groace”: “like
Mozarl. .. Skalkollas seems o incorporate the. . . fertile union of the singing South
wilth the complex form that is so characleristic of the Norh'': “A Mozarl of our
times™; “he was able to use the orchestra with the dexterity of Berlioz”; A genius,
in my opinion”; "his work may survive longer than that of Schénberg': "A lively
flow of evenis. .. such that no other serial composer has to show': "he will take
a position with the great composers of our time, Schénberg and the others™: “prob-
fems that had bothered even such a great predecessor of his as A. Berg, seem not
to exist for him, or rather to have been solved in the spontancous Now of his inven-
tiveness”'; “this music is heard as much more absolule and powerlul in expres-
sion. .. (than A. Berg's)'; =1 give you all of B, Barték's concartos lor this one (the
2nd piano concorlo)”; “'His "Ten Skelches™ are nol less worth of esteem than, say.
Stravinsky's “Shakespeare Songs™; “surely a figure not smaller than, say, Hinde-
mith”: I have seen many Scores by Skalkoltas: none falls below the high fewvel
of the others”; and hundreds of similar statements.

The Committee founded the “Skalkoltas Archives” in Athens, which contain
everything pertinent to the man and his work, and to the efforts to make his works
widely known. In 1961 the Commitiee was enlarged into a “Sociely of Skalkollas'
Frignds". The present prosident is Mrs N. Evelpidi, the composor Yannis Constan-
tinidis, is Vice-President, and the writer of these lines is General Secretary. Having
obtained more funds, the Sociely has been able to broaden the elfort of research-
ing, publishing, and propagating Skalkotitas” output.

The colebrations of the 10th and 20th anniversaries of his death were quite
extensive. On the laller occasion, for instance. 19 major works, mostly world pre-
midroes, wore performed at the English Bach Festival. It is oxpected that the "'Skal-
kottas Year 1979 with ils double anniversary, will provide still broader opportu-
nities for the celebration of what this greal composer achioved. Alrcady many
concerts, radie and TV broadcasls, lectures, ole., have laken place. both in Greace
and abroad. Many articles have been wrilten, and considerably more is expecied
te happen in the second half of the year. The timing of the “*World Music Days”
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was arranged 5o as 1o include the actual date of the 30th anniversary of Skalkoltas’
death (191X.1979). On this “Skalkotlas Day" a full orchestral concert will be
prosented by the Danish Radie Symphony Orchestra with three major symphonic
works. There will also be a piano recital given by G. Madgo with world promidres
of his two major plano cycles. In addition, a “Skalkottas Exhibition” will be shown
at the National Gallery, Athens.

The more one delves into Skalkotas' music, the more one discovers import-
ant aspects of it that one had not noticed before, and the deepor is thesatisfac-
fion and the greator the elation it conveys to the listener. Deeper study and greater
knowledge of his music (as will undoubledly eccur in the years 1o come) will almost

cartainly prove highly rewarding, as is the case with the music of all qreat com-
pOSErs.

John G, Papaioannou



SIMC
JOURMNEES MOMDIALES DE LA MUSIQUE 1979

Aprds un brillant début & Salzbourg an 1923, la SIMC a poursuivi pendant plus
de cingquante ans sSon aclivité, organisant en particulier son festival annuel do
musigue contemporaing, que Mon appelle maintenant Journdos Mondiales de la
Musique, avec une régularité of un succes remarquables. Aujourd hui, la SIMC
esl le sewl organisme international de musique conlemporaing; elle fouill d'une
estime universelle. Ses festivals annuels dlalent organisés avec une remarquable
riguaur par des jurys internationaux qui choisissaient les euvros & présenter os-
senticllement parmi celles que leuwr Soumellalent les seclions nalionales. Cepen-
dant, il est devenu de plus en plus manifoste que celle facon de sélectionner les
auvres, bion quelle edt garanti le caractére international du festival, engendrait
ung cerlaing unilormité qui allait & rencontre des buls de la SIMC: metire an
vileur los nouvelles idées of les couranls musfcaux contemporains. Une oOPPosi-
tign croissante contre ¢ lypo de séloction s'est manifostée & FAssemblée Géndrale
de la SIMC 4 Rolterdam en 1974 (¢'est lors de colle méme Assemblée que la Gréce,
récomment libérée de sept anndes de répression, a demandé pour la promidre fois
que les JMM aient lfeu & Athénes). Les statuls do fa SIMC furent alors profondé-
ment modifés: il ful décidé que fa section nationale organisalrice dos JMM serait
plus libre dagir & sa gquise. On ne parvint cepandant pas & trouver de sofution qus
contentdl tout le monde. Au cours des Assemblées witdricures, on Soumit des pro-
positions qui allaient d'un extrémo & Nautre. Certaing voulaient Ie retour & I'ancien
systimeé qu'on aurail rendu encore plus rigoureux, D'aulres, au contraire, souhai-
talent méme abolir le jury international el laisser chague pays organiser librement
les JMM. Dopuis, une multitude o autres propositions onl 816 soumises of disculdes
sans résultat posilif, de telle sorte que les JMM sonl actuellement organiséos selon
e consensus do Rotterdam, qui laisse une liberté relative & la section organisalrice.

A I'Assemblée géndrale de Paris (1975), la délégation grecque a soumis uno
série de propositions qui tendafent & renouveler el & rajeunir les JMM tout en
conservan! le fury international, dont le pouveir aurail &1¢ renforcé. On a pensé
insuifler & ancien jury de nouvelles idées qui avraien! garanti une transition en
douceur vors un nouveau systéme dventuel: lo jury étail sauvegardd el los &lg-
ments nouveaux allalent progressivemen! provogquer une dvolution qui aboulirait
& ung nouvelle forme de JMM. Au cours dos Assemblées générales qui suivirent,
la Gréco a rdiléré ses propositions sous des formes plus dlabordes. Elle a aussi
ponsd qu'il serait toul & fait opportun dexpérimanter aux JMM 79 ce qu'elle avail
proposé pour leur renouvallement.

La struclure dos JMM 79 a été globalement formuldée par la Gréce a r'As-
somblde géndrale de Paris (1975), qui I'a approuvde. Au cours des Assembldes
géndrales qui suivirent, celte slruclure a &td définie avee plus de précision. Finalo-
ment, & FAssemblde o' Helsinki en 1978, elle a &1é présentée sous sa forme finale
al adoplée & Nunanimité.

La section grecque de la SIMC, organisatrice des JMM 1979, a ossayé do
donner corps 4 ltoules ces iddes on en fafsant, dans la mesure du possible, fa
base du festival de celle annde. Malheurgusemant, lo projet initial a dé élre mo-
difig o! largernent ampulé, en raison d'une réduction importanie des crédits promis,
réduction si imporlante que la réalisation méme des JMM a été gravement mena-
cée. Colte réduction des crédits st conséculive aux récontos mosures prises par
le gouvernement grec pour tonter deo lulter conltre linflation et de résoudre cortaing
autres problémes économiques. Grice & la compréhension des avtorités grocquos
compdtentes, qui ont admis lNmportance des JMM 1979, fa réducltion dos crédits



a élé a son towr diminde, si bien que les JMM seront presque conformes & ceo
quelles devaient étre initialement, La plupar! des innovations que I'on souhaitait
introduirg celte annge ont pu éire maintonues, Ce sonl 1os suivantes:

1. Jury international

Afin de laisser une place suffisante aux expérionces nouvelles, le Jury a choisi
un nombre deuvres relativement restreint (42) par rapport & la soizantainge de
compositions présentdes lors do précédents festivals. Ces 42 muvres seront oxé-
cutdes au cours de onze concarls: deux concerls symphoniques (7 cuvres), Six
concerls de musique de chambre (26 uvres), un concort multi-médial (4 couvres),
deux concerts de musique électronique (5 amuvres). (Le Jury avail en lail choisi
quaranle-cing @uvres, mais pour trois d'entre elles, il ne fut malheurousement pas
possible de trouvar les interpréles adégquats).

Pour «compenser> celle diminution du nombre des wuvres cheisies par e
Jury, la section grecque de la SIMC s'est efforcde, d"une parl, d'en assurer la
qualité en offrant de bonnes conditions de travail au Jury et, d'autre part, de leur
garantir une place de choix dans los concerls,

Le Jury $'est rduni dans une banlieue d'Athénes calme el charmante (Kilissia).
Il a travailld dans les conditions suivantes:

fa) Augmentation du temps disponisibe pour I'examen des partitions of dos
bandes magnétiques. En principe, il élail prévu huil jours de travail en com-
mun, du 13 au 20 janvier 1979. La moilié des membres du Jury & pu rester
plus longtemps, 10 ou 11 jours toujours invitde par les organisateurs. Cola
n'a pas seulement eu pour conséquence que chacun a pu éxaminer les
@uvres soumises d'une lagon plus approfondie. Cela a égaloment améliord
la collaboration entre les membres du Jury, qui ont pu laire plus ample con-
naissance et discuter en se comprenant misux. Rappelons-nous que cor-
taines fois dans 1e passé, le Jury ne disposail que de trols fours.

(b) Réduction du nombres des partilions & examiner. Celle réduction ne con-

cernail que les auvres soumises individuallement par les compositours
{max. 1) ot collos Soumises par les dditeurs ou aulres organismes (max.:

6, soil autant que par section nationale). Celle réduclion ne concernail pas
du tout les sections nalionales, qui, comme par le passé, pouvaient sou-
mellre jusqu'd 6 euvres. De celle fagon, sans que soll Nimité le nombre de
pays participants, le Jury n'a eu & examiner que 400 @uvres, contre plus
de 600 fors do précédentes JMM.

{c) Choix d'une méthode de travail $'appuyant sur des lignos directrices claire-
ment délinies («Quelques suggestions. .. »). Bien que non-imposdes, cos
suggestions ont él¢ adopldes sans modification d'aucune sorte par le Jury
entiar, dont la tdche a été plus aisde.

1 est résulté de tout cela que chaque membre du Jury disposait en moyenng
d'environ 14-15 minutes pour examiner chaque uvre soumise & Son jugement.
En réalité, les choses onl &8¢ ldgérement différentes: fe Jury a d'abord examing
pendant environ 8 minutes chacune des 400 compositions proposées, donl il en a
reteny 100; il a ensuile réexaming cos dernidres (pendant environ 30 minutes cha-
cune) avant do lixer son choix sur colles qui, finalement, allafent &tre joudes aux
JMM, Souvenons-nous des 2-3 minutes dont disposail le Jury de quelques précé-
dentes JMM pour prendre une décision dans dos cas difficiles.

Le Jury a donc eu l'improssion que les conditions dans lesquelies il a travaillé
dtaient satisfaisantes. 1, toute erreur humaing misoe & part, il 08t cortain d'avoir
py opérer le meilleur choix possible. Choix gui d ailleurs a recu I'approbalion ul-



térigure do nombreux aUlres groupes ou poersonnes.
Membroes du Jury:
Yannis loannidis, président (Gréce)
Gdnther Becker (Républigue Féddrale o Allemagne)
Maryvonng Kendargi (Canada)
Rudeolf Kelterborn (Suisse)
Zygmunt Krauze (Fologne)
Lennart Relmars (Sudde)
Brigitte Schilfer (Grando-Brotagne)

2. Principales innovations
a. Les =Journées nationaless

Par le passé, on & souvent entendu les sections nationales de la SIMC se
plaindre, parfois bruyamment, de ce que lour pays élait mal et/ou insuffisamment
représentd aux JMM. C'est pourquoi la section grecque de la SIMC a proposd, &
I'Assembld géndrale de Paris (1975) pour la premiére fois, d'instaurer des «Jour-
nées nationales. ou des «concerls par payss, programmés, organisés, financds
antidrement par la section nationale correspondante. Les seclions nationales au-
raient géndralement réagi trés favorablement & celle proposition qui leur donnait
la possibilité d'éire représentées d'une fagon conforme & I'image qu'elles seo fai-
saient Wolles-mémos, o qui les libéraient du Jury, Cos Journées nationales dtalent
pensées comme complément de la sélection officielie: par rotation (2 ou 3 sections
différentes auraien! chaque année présenté la production de leurs pays), on aurait
finatermnent oblenu un profil assez exact de ce qui se passe actuellemont au sein
de la SIMC. Cela aurait donné une image «géographiques de la production musicals
conlemporaing qui auralt confrastéd avec o caractére pluldt international do la sé-
lection du Jury.

Le succds de colte idée apparail particuliérement clairement cetle annde, ol
sont inaugurées o5 «Journdes nationaless. Initialement, deux ou trois JN dlaient
prévues. Finalement, ce ne sonl pas moins de six JN qui on! &1é incluses au
programme: Aulriche, Grande-Bretagne, Hongrie, Pologne, Suisse et Etats-Unis,
Qui plus est, chacune d'elfe présente une physionomie toul & fait spécifique (cf.
programme), dépassant los différences purement géographiques. Espdrons que ce
succés persuadera 'Assemblée générale de la SIMC ot que les «Journdos naltio-
naless ferent désormais. partie intégrante des JMM fulures.

b. Ethnomusicologie

On a souvent reproché aux JMM d'avoir un caractére trop uniformément euro-
péen (celfa est sans rapporl avec la grande qualité des meillouros ouvres euro-
péennes), el que I'on devrail entendre plus do musique provenent do pays non-
ourgpéens. Bien qu'un grand nombre do pays du Tiers Monde {6 méme un con-
tingnt tout entier: FAfrique) ne sofent pas représentds av sein de la SIMC. do
précédentos JMM ont inclus dans leurs programmes de la musique de pays évo-
fuant en dehors de la sphére d'influence de I'Europo. La seclion grecque do fa
SIMC croft que ces efforls peuvent étro intensilids. Cest pourquoi les JMM de
celte annde présentent d'importantes cuvres conlemporaings du Japon ot de fa
Gréce; en plus, la musique grecque ancienne, la musique byzanting et la musique
folklorique, et aussi & quoi s'sjoutent d'autres des exemploes provenant do Hongria,
d'Espagne el d'Amérique latine, son! présentés. Ce sont 14 d'autres points de
départ possible pour la création conlemporaine. L'idée ost de favoriser, dans le
cadre des JMM, Ia musique des pays dchappant & la cullure occidentale, tant en
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ce qui concerne la musique [raditionnelle que la musique contemporaine. Dans
la mesure ob celle musique contemporaing sinspire de sources non-occidentales,
elle poul susciter, chez les cwnposrfeurs de nouvelfes attitudes of leur découvrir
de nouvalles possibilités,

C. Extension géographique

Le Jury international avail mission de choisir des muvres reprédsentant un ma-
ximum de pays différents (membres et non-membros de la SIMC), tout en donnant
fa priorité & fa qualité des cuvres. Cerlains pays copendant n'avaient soumis que
peu d'wuvres, voire aucune, Pour essayer de remddier & celle inégalité gdogra-
phigue, la section grecque de la SIMC a demandé aux membros du Jury et &
d'aulres spécialistes de proposer porsonnellement dos cuvres intéressantes, mais
n'offrant pas d'insurmontables difficultés d'exécution, qui puissent représenter
les pays défavorisés. C'est ainsi cing aulres pays puren! s'ajoulor aux aulres:
Danemark, Finlande, Islande, Norvége, Porlugal, avec des wmuvres nouvelles, qui,
dans cerlains cas, onl simplement remplacé des cuvres qui avaient 6t initiale-
ment choisfes, mais qui s'dlant révélées trop dilliciles, ont di dire abandonnéos.

d. Siles archéologiques

Etant donng qu'il oxiste en Gréce de nombroux Sites archéologiques impor-
tants qui puissent $e préter & fa présentation, voire & la composition d'uvres mulli-
médiales, la seclion grecque de la SIMC a souhaité exploiter de telles possibilités
en organisan! un ou deux speclacles do co lype, produils par des compositeurs
dglrangers & loccasion des JMM 79. Elle a proposé une douzaing do sites archéo-
legiques, point trop dloignés d'Athénes (pour des raisons d’organisation). Parmi les
nombreux projels soumis, deux ont éid retenus: ils dlaient relativement faciles a
réaliser a1, de plus avalent é1é soumis assez 161, L'un de ces projets ost dosting 4
Delphes (J. Yuasa), 'autre, & la colline de Philoppapos, on face do I'Acropole d'A-
thénes (P. Fleury). Le second sera présentd trofs soirs successils,

Bien que tous les pays membres de la SIMC ne disposent pas de sites archéo-
logiques équivalents & ceux de la Gréce, I'aspect «environnements des manifosia-
tions de Delphes of de Philoppapos peut Gire oxploité n'importe od. En chaque
pays so lrouvent des sites intdrossants (d'un point de vue préhistorique, archéolo-
gique, historique. arlistique ou encore en raison du paysage of. . ), qui se prétent
& des spectacles multi-médiaux {ou arl «environnementals) avee musique. C'est
1 une possibilite d'étoffer los programmes de futures JMM.

e. Année Skalkotlas

L'anndo 1979 est, pour fe grand compositeur grec, une annde exceptionnalie;
on y fhte un double anniversaire: lo soixante-quinziéme de sa naissance (8 mars
1904) et le (rentiéme de sa mort (19 seplembre 1949). C'est pourquoi colte année
a élé appelée <Annde Skalkettas-. C'est aussi la principale raison pour laquelie
le Comité exéeutif dela SIMC et I'Assemblée géndrale de Paris (1975) ont approuvé
la proposition de la section grecque de la SIMC d'organiser los JMM 1979 on
Gréce.

Les JMM 1979 rendent hommage & Skalkoltas en lui consacrant devx con-
corts: un concert symphonique avec (rois de $08 plus importantes parlitions (il ost
prévu en faire un disque) et un récital do piano, ob seront présentds on création
mondiale deux cycles de pidces pour piano, Une Exposition Skalkoltas avec des
documents sur sa vie el son ceuvre aura lieu & la Pinacothéque nationale do Gréce.
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De telles manifestations pourraient devenir partie intégranto dos JMM futures
quand s¢ priésentent des anniversaires remarquables (non sewlement doubles) de
compositeurs, d'interprétes el de musiciens importanls, ou encore d'dvénoments
mémorables. Les sections nalionales seront probablement trés intéressées par la
possibilité qui feur est aingi offerte de promouvoir dos anniversaires nationaux on
rapport avec les JMM.

{. Compositeurs grecs

Aux Assemblées générales de la SIMC, il a souven! &6 émis le désir que lo
pays héte dos JM présente & sos visiteurs de fagon détailiée le visage de sa
musique contemporaing. Celd, soit dit en passant, constitule une extension des
Journges nationalos av pays héte, qui satislorait ainsi la curiosité dos avditours.
Par le passé, lattitude de la SIMC élait différente: on considérail une telle idde
comme nuisible & I'=dquilibre international=; mais, pov & pou, I'idée opposde &
privalu. Elfe a 64 clairement el vigoureusement axprimée & 'Assemblée géndrale
d'Helsinki (1978). Cela a décidé la section grecque & présenter aux JMM 79 la
preduction récente dos composileurs grecs contemporaing. On a organisé un
concort symphonique avec des auvres de compositeurs grecs: de plus. de nom-
brouses cuvres grecques seront joudes au cours daulres concerls: auv tolal 13
uvres (dont § erdations mondiales), auxquelles s'ajoutent les trois couvres sélec-
tionndes par e Jury el o5 concarls Skalkollas.

g. Expositions

Quatre expositions sont organisées dang le cadre des JMM, auxguelios 5'a-
Joule une aulre exposiion orgamsée par I'institul Goethe dAthenes & 'occasion
des JMM (¢l programme pour plus de détails),

h. Bandes magnétiques et cassoltes

Comme ceola & &1é prive aux JMM do Bonn (1977), les participants aux JMM
79 auront loutes facilités pour écouter bandes magndligues of casselles fournies
par les sections nationalos.

i. Radio

Les JMM seronl enregisirés par la Radio-Télévision Grecque. Les bandos
seront 4 la disposition dos radios inléressées.

i- Enregistrements

Le concert Skalkollas sSora envegistrd of publié sur disque. On ospére aussi
pouvolr réaliser un album de trois ou qualre disques avec d'aulros wuvies pré-
sentdes aux JMM.

k. Année de I'Enfance

En invitant I'Ensemble de chambre des Jeunesses musicales de Hongrio, les
JMM participent en une certaine fagon & I'Année de I'Enfance décrétée par los
MNations Unies. Bien que fes Jeunesses musicales, ou plus précisément leurs
membros, seient & fa Nimile ou méme au-dold de la limite officielle de 'enfance
(18 ans, daprés FUNICEF), leur présence & Athénes souligne Iimportance de la
jounesse dans la musique contemporaing el monlre le degré de perleclion que



peuvent atteindre de feunes exéculants. Los Jeunesses musicales pourrafent aussi
participer régulidrement aux fulures JMM.

I. Evénements mulli-médiaux

Los JMM 78 ont fait une place importante aux possibilités d'allfer la musique
& d'auvlres arts (thédtre, littérature, arts visugels) en des créalions originales garan-
tissant I'intégration de lours éléments constitulifs. Le concert inaugural des JMM
ot deux des Journdes nationales (Pologne, Aulriche) sont consacrés & cotte forme
d'art. D'autres couvres de ce genre son! incluses dans d'aulres concerls (p.e.
concerls de musique dlectronigue). De plus, deux auvres multi-médiales impor-
tantes sonf présentdes dans des sites archéologiques,

Cola résume les intentions de la section nationale grecque do la SIMC of ses
elfort® pour renouveler la structure des JMM. Les expériences do celle année soront
cartaingmont trés uiifos pour fos futures JMM qui pourront adopler toul ou partio
des innovalions proposées en les adaptan! selon les nécessitdés. Le succéds de
chacune de cos innovaltions, tant en ¢e qui concerne I'idée que la réalisation {avec
S05 qualités of ses ddfauls), sera jugd par le public of les exports, qui pourront 50
faire une idée sur lour viabilité et la nécossité de les inclure aux JMM futures.

Afin de pouvoir surmonter toutes los difficultds, dans fa mesure du possible,
of de faire de chaque idde of projet une réalité, fa section grecque de la SIMC a
commence $es préparatifs trés (61, en 1975, dés que la SIMC a approuvé provi-
goirement les JMM 79. On a d’abord dlabli les principaux &léments du programme;
on a pris les promiers conlacls pour assurer le financement dos JMM et obtenir
des facilités administratives; on a contactdé des interprétes dventuals (ensembles,
solistes elfc. .. ) of les tractations préliminaires purent commencer. Il a été souvent
difficite de parvenir & un accord final avec les grands ensemblos of certaing con-
trats ont méme i dire simplement annulds pour des raisons de force majeurse &
des dates trés tardives. Les crédits devant assurer lo financement des JMM furent
un autre probléme trés préoccupant. Los crédits promis par 10s autorités compé-
lantes ot di subir de larges coupes en rafson de mesures imprévisibles prises
par le gouvernoment grec; ce n'est qu'a la dernidre minute que les JMM purent
dtre sauvdes gréce & la géndrouse assistance du gouvernement; le lolal actuel
des crédits n"alleint naturolioment pas fe niveau du budge! initial, si bien qu'il a
fallu limiter, voire supprimer de nombreux éléments importants du programmae.

Dautres difficultés surgirent concernant Nexdcution de certaings cuvres choi-
gies par lo Jury. Aprés avoir 816 accepldes par leurs interprétes, elles $o révé-
lerent trés difficites ef, pour une oxdcution satisfaisante, nécessilaient plus de
rdpétitions qu'il n'avail été préve. Certaines auvres durent finalement &tre aban-
données, les refus des interprétes élant parvenus ftrop tard pour que des solutions
de rechange pufssent étre envisagées. Dans cerlaing cas cependant, on a pu ré-
médier & cos défections.

En dépit do ces difficultds-ld of davtres qu'il serait fastidioux d'dnumdrer,
nous espérons que les JMM 1979, sous leur forme acluelle, ne sont pas trop dif-
férontes du projot initial dont elfes ont lenté do sauvegarder I'idée de rencuvelle-
mant et de rajeunissement, dont on souhaiterait qu'il soft apprécié pour lwi-méme
af pour s05 implications futures.

Juillet 1979

Jean G.'Papaiocannou
Secrétaire géndral de la section grocque



1979 - ANMNEE SKALKOTTAS

Lorsque, & lassemblée géndrale de fa SIMC & Paris (1975), il a &6 décidg
d'organiser en Gréce los Journdes Mondiales de fa Musique 1973, doux arguments
ont &1 ossentiollement pris en considération: il élait possible de faire coincider
cos Journdes avec la cdlébration de FAnnée Skalkottas 1979, comme le proposait
la délégation grecque; la Gréco venail de retrouver $a liberlé aprés une dictature
de sept anndes el il convenail de souligner cel dvdnement en organisant aussi 161
que possible une importante manifestation internationale telie que fes JMM 79.

1979 est une anndge exceplionnelle en ce qui concerng Skalkottas; on y céldbre
un double anniversaire: le soixante-quinziéme anniversaire de $a naissance of o
trantiéme de sa morl. (1954 avail été Favlre «Annde Skalkottass, puisqu'on félait
alors fe cinguantenaire de sa naissance et les cing ans de sa mort). De telles
anndes sonl extracrdinairemen! rares (elles ne concernenl guére qu'un liers des
personnalités)’ o quand elles se présentent, elles sont I'occasion de célébrer
avec un fasto toul particulier ceux que I'on veut honorer,

Dans le cas de Skalkollas, qui n'a did en fail découvert qu'aprés sa morl, co
double anniversaire est encore plus émouvanl. Nous ne connaissons que peu de
cas dans histoire do la musique ol un compositeur reste inconnu, ne soit ni joud,
ni publié, pendant toule $a vie, of continug néanmoins & composer un chel-
d'auvre aprés Fautre, obdissant en cola & un inlense besoin intérigur. On estime
4 plus de 170 les cuvres qu'il @ composdes durant sa bréve carrigre (25 ans).
110 d'entre elles, les plus importantes, sonl conservdes avx Archives Skalkolfas
4 Athénes. La plupart sont d'une deriture frds complexe, mais d'une approche
auditive relativement aisée. Skalkottas y oxplore un univers fout & fait personnel,
d'ung originalité ef d'une richesse uniques, tol qu'il en axiste pou dans fa musigque
contemporaing, ¢ le projette sur Navditeur avec une extracrdinaire force de por-
SUason.

Bign que, théariguement, e style de Skalkoltas soil issu de la dodécaphonio
schénbergienne, il eccupe une position unique, comparabge & rien de connu. Cela
est certaingment di 4 la méthede de composition tout & lail personnelie que Skal-
kotlas a développée dans sa solitude {cl. infra). Sa propre dodécaphonie est sans
doute aussi complexe que celle des trois Viennois, mais elle $'en distingue fonda-
mentalement: Skalkollas a remplacd la sdrie dodécaphonique do Schénberg par
ung «supersdrios, comploxe de plusieurs (do doux & dix-huit) séries indépendantes,
qui sert de «corps Structural de bases & foule lepuvre. Les méthodes et les lols
de transformation de ce malériau initial différent dgalement de colles de I'école
de Vienne. Etc. . . Los rigles de ce nouveau systéme de composition sont parfaite-
ment cohdrentes of sorvent efficacement los intentions du compositeur. Le maté-
riau sérigl est wlilisé pour construire dos «unitds d'un ordre supérieurs, percep-
tibles en tant que felfes (en tant qu'entités indépendantes): des colonnes de son,
des surfaces de son, des bloes do son, transparents la plupart du temps de telle
soffte que, superposds, ils conservent leur individualité et seiont perceptibles au
milieu de fa masse sonore folale. Le talent unique de Skalkotlas pour I'orchestra-
ton &'est manifesté avec une puissanco lout & fail originale qui a conduil vers
dos mendes sonores neuls, qui, maintenant, nous semblent dtre les présages de
la «tong-colour-musics (p.ex. 'Ecole do Darmstadl, fla musique électronigue) qui

" LU'on céidbro en géndral un nombre rond dlanndes (aprds 1o naissance ou fa moetl: 1, 2 3, 5,
10, 15, 20, 25, 30, 40, 50, TS5, 100, 125, 150, 200. 250, 300, 400, 500, 750, 1000, 1500, 2000,
JO00, 5000; plus rarement on y ajoute les Sdéries 4, 6, 7, 8, 9, 60, 70, 80, 90, 600, T00, 800, 900.

as



ne $'est développde que quelgue vingt ans plus tard. Skalkoltas a aussi travaillé
la forme de ses couvres avec une minulie qui ne négligeail avcun détail; été dit
que, sur co poinl-la, on peul fe comparer aux grands composilours classiques.
Sos muvros, correclement exécultes, exercent sur Nauditeur une fascination irré-
sistible; en les dcoutant et les réécoutant on les apprécie do plus en plus,

Nikos Skalkoltas est nd fe huil mars 1904 & Chalcis (Eubde). Son arridro-
grand-pére fait un musicien de tradition populaire trés connu, originaire du nord
de I'fle de Tines (Cyclades), qui a donné naissancd & la plupart dos sculpleurs el
aussi plusicurs painires imporlanis de la Gréce d'aufourd'hui. Son pére, Aloxandre,
jouait de Ia figte; son oncle, Kostas. était également musicien, ¢'est fui qui a donné
au jeune Skalkoltas s0s promiéres legons de violon. Sa mére, loanna, née Papaioan-
nou, #lail originaire d'Hostia, village av pied du Mt Hélicon en Bdotie. 5a saur
ost pianiste ot chantouse. La famille Skalkoltas a quitté Chalcis ot 5'est instaliée
& Athénes alin g assurer au joune Nikos une meilleure formation musicale. On I'a
inscrit av Conservaloire d'Athénes, donl d'avlres grands musicians sont également
diplémés: Dimitei Mitropoulos, Alexandra Trianti ot Maria Callas. Skalkettas a
Sudié le violon avec Tony Schulze, a oblenu brillament son dipléme & soize ans
{Pramier Prix el Médaille d'or). Il a donné des concerls de violon dans toute la
Gréce. Il écrivait dgalement des podémes, publidés dans les périodiques littéraires
les plus séricux de I'épogue. Ayant obtenu une bourse. il est allé & Berlin (1921)
pour travailler ¢ viglon avec Willy Hess, donl il forga Iestime. Duranl hiver
1923-24, il a composé los promidres auvres quiil ait pu reconnaitre dignes de sa
pensée: un trio of un qualuor & cordes, acluellement perdus, Il a ensuite abandonnd
505 dludes de vielon (il était d'aillours un vielonisle accompli) pour 5¢ consacror
uniguement & fa composition. Ses principaux professeurs ont &1 Philipp Jarnach
(1925-27) ¢! Arnold Schénberg (1927-31). Tous deux eurenl une haule opinion do
leur éléve. Dans son livee Style and ldea (1950, 1975), Schonberg cite Skalkotlas
parmi 505 peu nombreux (10) éléves «dont il puisse dire quiils solen! devenus de
vrais compositeurs.. Cela. malgré le fait qu'il ail compldtement ignoréd sa produc-
tion ultéricure, of principale.

Do sa premidre femme, la violoniste Mathilde Temko (actuelloment en Sudde),
Skalkottas a eu deux enfants, dont l'un ost mort. Le second, Artémis Lindal, a eu
& son tour quatre enfants. tous exceptionngliement douds pour la musigue. Skal-
koltas a quitté Borlin en mai 1933, le méme mois que Schénberg, el pour les mémes
raisons: la montde du nazisme. A son relour 4 Athénes, il s'est non seulemen!
heurtd & lincompréhension du public, mais encore & son hostilitd. Il a réagi en 50
rélugiant dang vne selifude complite, refusant absolument de parler sérigusement
musique avec qui que ceo fot. Son caractére en ful profondémant modifié. De gai,
fayeux qu'il élait & Borlin, organisant de réels happening avec $0s amis ol swivan!
avec intérb! les derniers développements de la musique moderne, il ost deveny
sombre, ronfermé, véritable ormite ratirg dy monde. Pour vivea, bien, sans plus, i
jouait du violon & I'Orchesire o Athénes, parmi les derniers pupitres, af dans deux
autros orchestres. Il continva & composer avec lidvre, souvent jusque trés tard
dans fa nuit, n'écrivant 505 partitions, & une vitesse fantastigue, que lorsque I'oeuvre
&tait achovde dans sa téte. Il avait une imagination extraordinaire qui fui permeltair
d’avoir un contrile absoly sur toul ce qu'il composait, Il dtait, de plus, doud d'une
prodigieuse mémoire; si nécossaire, il dlait en mesure de réderire loutes sos
ceuvres, méme colles composdes des anndes plus 161, En 1935, par example, il a
pratiguement roconstitud & Athénes sa Premidre Suite symphonique, une @uvre
de grande dimension qu'il avait dcrite & Berlin en 1929,

If était capable o' orchestrer & la porfoction an qualques heuras co que d aulres
compositeurs mettaiont des $emaines & réaliser, En raison d¢ 508 dong unigues, il



a py composer ung quantité inhabitvelle d'emuvres (dépassant le total de la pro-
duction des trois Viennols réunis, dépassant également la production de n'importe
qual aulre composileur grec) d'ung comploxité non moins inhabituelle, que 'on
ne pout irouver gque rarement au XXéme siécle.

Les couvres fes plus marquantes de Skalkottas sont probablement s0s nombrousoes
@uvres symphoniques, ses grands concorios, & musique de chambro, $a musigue
pour plano, ses lieder. Les wuvres dcrites & Berlin el & son retour 4 Athénes son!
gandraloment courtes. Par la suite, il a commis des compositions de plus grande
envergure ef, durant sa deuxiéme période athdénienneg (1939-45), il a franchemeant
chorchd & crder des euvres de proporiions gigantesques (son Troisiéme Concerlo
pour piano et dix vents dure presque une heure; sa Deuxiéme Suite symphonique,
presque soixante-quinze minutes). Au cours do sa derniére période, if n'a pas écril
d'wuvres de dimensions importantes: la plupart sont dans le style do Poulenc, de
la musigue tonale facile. Cependan!, quelques mois avanl $a mor! prématerée, i
s'est altaché & wne tentative de rencuvellement de son langage musical, lide &
ung productivité soudainement accrue,

En 1946, Skalkollas 5'est marié¢ avec la pianiste Maria Pangali. originaire de
Chios, dont la familles comptait de nombreux membres musiciens. Iis eurent doux
enfants: Alékos, pointre talentucux, of Nikos, champion d'échecs de Grice, enlro
aulres talents, né le jour od Son pére mourail d'une hernie étranglée que I'on avait
négligée (19.9.49).

Aprés la mort de Skalkottas, un Comilé Skalkoltas ful créé composéd de la
violoniste Nelly Evalpidis et des musicologues Minos Dounias et lannis G. Papaio-
annou. Dans ung premier temps, on rassembla loul ce qu'avail laissé le composi-
lour: manuscrits, ceuvres ignordes, loxtes of documents divers efe... Toul co
matdriau fut étudié. Ce fut pour les membres du Comitd une incroyable révéla-
tion. On commenga & éditer les muvres do Skalkollas, & diffuser sa musique. Les
spécialistes dlrangars dcrivirenl: «Un compositeur de premior ordres, <Enfin un
compositeur! =, « Mossiours, découvroz-vous!s, «Un talen! volcaniques, <L apothiosoe
de la dodécaphonies, «Dang I'histoire de la musique, on ne trouve que pow de cas
aussi exceptionnalss, «Un miracle survenu en Gréces, «Comme Mozarl. .. Skal-
koftas semble incarner I' . .. union fertile du Sud chantant et du Nord créateur do
formos comploxess, <Un Mozart du XXémo sideles, <1l a su uliliser lorchesire avec
Ihabileté d'un Berliozs, <A mon avis un génies, «Son auvre vivra probablement
plus longlemps que celle de Schénbarg.s, <Un flol vivanl &événements. .. tal
quiavcun aulre compositeur sériel n'a pu organiser.s, «ll sera au nombre des grands
compositeurs de nolre dpoque, 4 cblé de Schénberg ol dos aulres.s, Dos prob-
lémos tels que ceux qui onl occupds 'un do ses grands prédécesseurs, A. Borg,
semblent ne pas exister pour fwi, ou, plutdt, ont trouvd une solution immédiate
grice av jaillissement sponland de son invention.s, «Celle musique apparail boau-
coup plus absolument et puissament expressive. . . (que celle de Berg).s, «Jo donng
fous oz concerlos de Bartok pour celuwi-ci (e Deuxiéme Concerto pour piano).s,
<505 Dix Esquisses ne valen! pas moins, & mon avis, que les Chansons de Sira-
vingky sur des textes de Shakespeares, <« A mon avis, une personnalité non-inférieure
&4 Hindemith», «J'ai vu beavcoup de partitions de Skalkollas, aucunge n'est infg-
rigure aux gulross gle. . .

La Comité Skalkottas a fondé les Archives Skalkottas, & Athénes. On ¥ a rduni
fout co qui touche & Skalkoltas. En 1961, fe Comilé a pris plus d'ampleur; il §'est
fransformé en la Sociélé des Amis do Skalkollas, dont le président acluel est Nelly
Evelpidis, fe vice-prégident. lannis Constantinidis. compositeur, el lo secrdlaire
gondral, Jean G. Papafoannou, musicologue. Disposant de plus de fonds, la So-
ciété a pu géndralisor ses efforls pour diffuser I'eouvre do Skalkoilas (édilions,
dludes),
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Le dizidme. puis lo vingtibme anniversaire de sa mort onl été célébré avec
faste. En 1969, par exemple, dix-neul de ses ceuvres importanies onl G1é axdculéos,
la plupart en création, au English Bach Festival, Il est tout & fail naturel que lo
double anniversaire que nous félons celle annde soil une cccasion encore plus
favorable pour présenter 'muvie de ce grand compositour. De nombreux dvéne-
menls en rapport avec Skalkotllas onl déjd v lieu en Gréce of & 'dlrangaer: ¢on-
carls, dmissions de radio of de 1éldvision, conférences, elc. . . De nombroux articles
ont d1é publiés depuis le début de I'année et I'on en altend encore davantage pour
Fautomne. La SIMC s'est arrangdée pour que ses Journdes Mondiales de la Musique
coicident aveec le trentiéme anniversaire do la mort du compositeur, le dix-neul
soptombre mil new! cent soixanto-dix-neul. Ce jour-1a auront lieu deux concerts:
run donné par I'Orchestre symphonique de la Radio danoise, qui exdcutera Irois
muvres symphoniques majeures de Skalkottas; 'autre sera un récital du planiste
G. Madge, qui jouera, en créalion, deux cycles do pidces pour piang. Do plus, un
Exposition Skalkottas aura lieu & la Pinacothéque nationale de Gréce 4 Athénes.

Plus on dcoute la musigue de Skalkottas ef plus on découvre d'aspects qui
nous avalent d'abord échappd. Cest ung musique qui provoque une profonde satis-
faction of qui remplit d'exaltation celui qui I'écoute. Ces prochaines anndes, il est
cortain que les éludes sur Skalkollas vonl ¢ mulliplier, que Son UV S0ra de plus
en plus connu ef apprécié, comme cola $°'0s! 1o cas pour les grands composileurs.

Jean G, Papaioannou
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"Apeonayitou)

'EOvikG "Apxaioloyiké MougoEgio: namoiwv xai Tocitca, mAée.
8217725

Mihonanmou: pappapdoTpwTo MATwWHa oTd mod Tob Aviipopou Npde v Ko-
pugl Tol Adpou (and “Ay. Anufrpio Aouunapdiapn)

Kaioaplaviy: xapog Moviig Kawapaviis (A. indpees "Yuntrod)
Kioupka (CA@idval): 34 xau Eovixiic ‘000 npés Achgols
AeAQoi: apyaio oradio (npoonéraon dné 16 xwpid)

WHERE THE 1979 WMD's TAKE PLACE

Herodes Atticus Theatre: sw. siopes of the Acropolis (access through
Dionysiou Areopagitou SL), teleph, 3232TT1

National Gallery: 60. vassileos Constantinou St.. teleph. 711010
Rex Theatre: 48, Panepistimiou (University, EL. Venizelou) St., teleph. 3625842

Dionysos (ancient) Theatre: Se. siopes of the Acropolis (access through
Dionysiou Areopagitou sL.)

National Archaeological Museum: patissionand Tossitsa St., teleph.
B2177T25

Philopappos Hill: marble — paved beivedere half-way up to the top of the hill
(starting from St. Demaetrios Lumbardiaris)

Kaissariani byzantine Monastery: W. slopes of Hymettus mountain.
Kioyrka (Afidnai): 34 km on National Highway to Delphi
Delphi ancient stadium (access from the village)
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AMAATEE THE TEAEYTAIAZ ZTIFMHE
ITO NPOrPAMMA TON MMM

Napda 1o yeyovoe &t 16 EAAnvd Tufpa g AEEM ratéBake kabe Suvatr npoo-
nafe yid v dpoTionoion nokd vupic Tic oupguvieg Tou pt opddeg ExTEAEoTOV
xal coMotee, kai pohovétt ol cupguvieg altée dmredyxBnray npaypanikg of 1600
npdipee REepounvies, Orfpxav pepikie AnpdBienteg N Kol AdKaOAOYN TES NEPINTTW-
el AAANaYRV ol avayxaocay 16 EAnvied Tufua v dvelnton avukataotdosig Tv
rehcutala otypn. Mia nepintwon Omfipxe idaitepa xrunmt, f ~Sappoved "Opxm-
otpa e Awppaivng- pé v dnoia ol Sianpayparedoeg cixav dpxioct iy avorEn Tol
1978, dprotononiBnxav Eviehi v apxr T dvoiEng Tod 1979, kal guuninpeénxe
fi tnefepyacia v TeAcutalov Aentopepeuiv ™e 10 Man 1979 yid S0o ouvauhieg
dpxfotpac (kal xopwdiartc) kai S0o ouvaulics opxhotpag Swpatiou, dnwg aldtég
avarowainkay o1d «Mahalio Duidddio Npoypdppatog= Tol louviou 1979, "Anpoo-
BaxnTa, Kai ywple kapud Siwawhoyia nod va otéxn, paBape otig 22 Adyolotou 1979
nc 1 Opxiotpa Sév pnopolos va Epfn, nopd Tic ypantéq npoopopés pag yia
cixovouxi Evioyuon. 'H tEopylotikh aitr Gpvnon obdénote tmBebaubBnxe ypantd.
‘AVTIKQTACTaON THC apxnotpas anodeixtnee ablvarn, iblwe of Wb 1600 Npoxwpn-
pévn Enoyr, kU adtd naptoupe kol oty Eykatdhewpn The Xopwdiog NOR (Aubolp-

you).

Té dnotéAcopa 1410V AAlay@y THS TeheuTalas oTyuns fTay nes. o T dpopd
T4 £pya nod Suihele 1 AeBvie Kpooal ‘Emrpor, petd 1a £pya nod XpeidoTnre vl
fyrararsipBolv vwpitepa yia Adyoug inepBohukiig Suorohiag Extéhcong (Rechber-
ger, Dusapin, Birtwistle), Xxpeiotnxe va Buciaotoly T4 Epya v dpxioTpa (wepixd xal
yopwdia) 1év Finnissy, Feldman, Bargielski, Scherchen wai Morthenson (pé HEpIKT
AvTIKATACTAON Gpopdvey an’ altd pé adha Tov By ouvBetdv yid nold pikpd
olvola i dpyava oddo). ‘Enione, xpewdotnxke va dyxaraieipBoly 1a Epya Thv EANT-
viov ouvBeTdv Tpavhol, Dotidvou, Sovdxn, “lwavvidn xal Xpriotou. kabog ki’ £pya
"Angpyn kel Zpétoa, Eve 16 npdypappa e "Efvikig Mipag tav HNA xpewdotmxe
Enione v' GAAGEN dpreTd, népa and dliec mkpoaihayés o GAAa npoypappata. Ol
arhayée aitéc galvovial d1av ouykpivel kavels 16 Eviuno To0To NPoYRauUa pE 10
~yaalio @uAAaBIo - To0 Touviou 1979, H apiBunon 1@v ExdnAwoswy SatnpiBnke yia
va Sieuxoddvn T olyxkpion (ol dp. 27, 29, 30, xal 31 xatapyrbnrav).

EAniferar nop’ Sha altd nig, nap’ dheg alTég Tic dvayraomikig ddhayic, 1o
npbypappe otd odvord tou Sampel 14 kipa yvwplopard Tou, TV nOWINTa THV
ouvBioehv Tou Kal Tiv EXTEACOT@Y Touc, Kal Tic KawoTopicg Tou.

30 Ady. 1979
Té EAnvied Tufjua AEIM.

LAST MINUTE CHANGES
TO THE WMD PROGRAMME

Although every effort was made by the ISCM Greek Seclion to linalize agreements
with performing groups and soloists at avéry early date, and although agreements were
actually reached at such early dates, in a few cases unforeseen or unjustified changes
occurred that forced the Greek Section to seek last minule substilutes. A particularly
striking case is offered by the “"Orchestre Philharmonique de Lorraing” with which
negotiations had started in the spring of 1978, were completely finalized by the early
spring of 1979, and the last details were worked out in May 1979 for two orchestral (and
choral) and two chamber orchestra concerls, as announced in the "Blue” Programme
{June 1979). Unexpectedly, and with no meaningful juslification whatsoever, we lear-
ned on August 22, 1979, that the Orchestra could not come, in spite of our written offers
at financial assistance; this irritating refusal was never confirmed in writing, Replacing
the archestra proved impossible at such a late date, and this also entailed the abando-
ning of the NDR Choir.



The impact of such last minute imposed changes was that, concerning works
selected by the International Jury, to the three works dropped earlier because of
excossive perfomance diffuculties (Rechberger, Dusapin, Birtwistle), the orchestral
works, partly with choir, by Finnissy, Feldman, Bargielski, Scherchen and Morthenson
had to be sacriliced (partly replaced by works lor small ensembles or solos for some of
thase composers), also, orchestral and choral works by Greek composers Travios,
Sicilianos, Xenakis, loannidis and Christou had to be dropped, 100, as well as works by
Aperghis and Sfetsas, whereas the programme of the U.S.A. National Day had o be
changed 1o a certain extent, too, in addition lo minor changes in other programmes.
These changes can be seen by comparing the present programme booklet with the
“Blue Leallet Programme” of June 1979, The numbering of evenls has been retained for
comparability purposes (Nos 27, 29, 30, 31 eliminated). It is hoped that, in spite of these
forced changes, the programme as a whole does retain its main features,the quality of
both its composilions and its performers. and its innovative approach.

30 Aug. 1979
The ISCM Greek Section

CHANGEMENTS DE LA DERNIERE MINUTE
AU PROGRAMME DES JMM.

Malgré le fait que la Section Grecque de la SIMC s° est elforcée de conclure des
accords avec des groupes dexécutants el des solistes & une date trés reculée, et
quoique ces accords furent réellement conclus a de telles dates, dans certains cas des
changements imprévus ou injustitiables eurent liew, qui forcérent la Section Grecque &
charcher des substitutions & la derniere minule. Un cas particuliérement frappant est
offert par I’ "QOrchestre Philharmonique de Lorraine”™ avec qui des négoliations avaient
élé engagées dés le printemps de 1978, onl éé compléternent linalisées au débul du
printemps de 1979, et les derniers détails ont été élabords en Mai 1979 pour deux
concerts d’ orchestre (avec choeurs) et deux concerts d” orchestre de chambre, comme
coci a élé annoncd dans la “Brochure Bleue™ de Juin 1979, D7 une maniére inattendue
ot totalement dépourvue de toute justificalion plausible, nous apprimes le 22 Aot 1979
que I' Orchestre ne pouvail pas venir, malgré nos elforts d° aide financiére com-
munigués par écrit; ce refus irfitant n’ a jamais élé conflirmé par dcrit. Remplacer I’
orchestre a une date aussi tardive 8* est avéré impossible, et ceci adgalement entrainé I’
abandon de la Chorale NDR (Hambourg).

L’ impact de tels changements de la dermiére minute ful que, en ce qui concerne les
oeuvees sélectionnées par le Jury International. aux oeuvres omises plus tdt & cause de
difficultés d' exéculion excessives (Rechberger, Dusapin, Birtwistle), les oeuvres pour
orchestre (partiellement avec choeur) de Finnissy, Feldman, Bargielski, Scherchen et
Morthenson ont di étre sacrifides également (partiellement remplacées par des oeuv-
res pour petits ensembles ou solo pour certaing de ces compositeurs); aussi, les
ceuvres pour orchestre (@t chogur) des compaositeurs grecs Travlos, Sicilianos, Xena-
kis, loannidis, et Christou dirent &lre omises, également, ainsi que les oceuvres d'
Aperghis et Stétsas, cependant que le programme de la Journée Nationale des Etals-
Unis a aussi di &tre changé dans une certaing mesure, en plus des changements
restreinls dang d° aulres programmes. On peul identilier ces changements en compa-
rant le présent livret de programme & la “brochure bleue™ de programme (préliminaira)
daJuin 1979, La numération des concerts aélé retenue pour faciliter les comparaiSons.
(Mos 27, 29, 30, 31 &liminés). On espére pourtant que, malgré ces changements forcés,
le programme dans son ensemble retient vraiment ses caractéristiques principales, la
qualité des ses compositions et de leurs interprétes, ot son espril innovateur.

Le 30 Aot 1979
La Section Grecque de la SIMC
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MEGOAQE EKAOMHE
TON EPFON TOY NPOTPAMMATOZX

"ExAoyr and ) Ay Kpumikry 'Emrpond (Jury)

‘Averfhﬁpmm npéraon and &va i nepoedtepa MEAN TG AwBvoig Kpinikig "Eme-
TPONAC.

‘Exhoyn and td "EMnvikd Tufpa AEIM

‘Efvinéc Mépeg: Exdoyr and 1o dvtiorono "Efvikd Tpfpa AEEM

‘Exdoy and aldoue "‘Opyaviopolds fij NpocwmkdTnIes

EiSikEc EXSNADOLIC  ADXOIOAOYIKGY TOMWY: ErAoyT) and 16 Eddnvecd Tphpa AEIM

‘EBvopoumiKoAoyiKES ExSnhdocie: Ekhoyr) and 1é avtiotoxo EBvikd Tufua AEEM
W néawcé-uulg npwTn Extéicon (nepthapBavel xai Epya mod napouodliovian £646 of
vEa ypagn)

mepoOZH =JE

METHOD OF SELECTION
OF THE WORKS IN THIS PROGRAMME

J Selection by the International Jury

M Independent proposal by one or more Members of the International Jury

G Selection by the Greek ISCM Seclion

N National Days: selection by corresponding ISCM National Section

O Selection by Other bodies or personalities

A Archaeological Site Events: selection by Greek ISCM Section ]

E Ethnomusicological events: selection by the corresponding ISCM Natienal Section
W World premiére (includes works presented here in a new version)

METHODE DE SELECTION
DES QEUVRES DE CE PROGRAMME
J Sélection par le Jury International
M Propositions indépendantes par un ou plusieurs Membres du Jury International
G Séleclion par la Section Greque de la SIMC.
N Journées Nationales: Séleclion par la Section correspondante de la SIMC
0 Séleclion par d' autres Organisations ou personnalités
A gvﬁgﬂmunts pour sites Archeologiques: sélection par la Section Grecque de la
IMC.
E Evénements Ethnomusicologiques: sélection par la Section correspondante de la
SIMC
W Création (premiére exécution mondiale, y compris composilions présenléesici sous
une nouvelle version)



Tuesday. Sept. 11 at 6.30 p.m Tpim 11 Zent., 6.30 pp.
Mardi, 11 Sept., 18.30 h. Otatpo Movioou

Dionysos Thealre
Thédtre de Dionysos

EMKAINLA
TOY AIEONOYE OEEITIBAA IYMXPONHEI MOYEIKHE THE AEIM

*MAFKOIMIEEZ MOYZIKEZ MEPEE 1979"

ut Thv napouoia the AE. 1ol Npoidpou T Anuoxpartiag Kafny. K. Todroow
(Eloobog ut npooxinocic)

INAUGURATION
OF THE ISCM CONTEMPORARY MUSIC FESTIVAL

1979 WORLD MUSIC DAYS"

in the presence of H.E. the President of the Republice of Greece Prof. C. Tsalsos)
{by invilation only)

INAUGURATION
DU FESTIVAL SIMC DE MUSIQUE CONTEMPORAINE

“JOURNEES MODIALES DE LA MUSIQUE 1979™

en présence doe S.E le Président de la Républigue Hellénique Prof. C. Tsatsos
(ontrée par invitation)
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fHans WUTHRICH - MATHEZ

Claude COPPENS

Michael FAHRES

Minoru KOBASHI



Tuesday, Sept. 11 at 9.00 p.m Tpitn 11 Zenr., 9.00 p.p.

Mardi. 11 Sept.. 21.00 h. ‘Hpodeio
Herodes Atticus Theatre
Thédtre d'Hérode Alticus

MULTI - MEDIA CONCERT
CONCERT MULTIMEDIAL NOAYTEXNH EYNAYALA

The Basle Mixt-Media Ensemble
Japanese Ensemble

H. Sparnaay, bass clarinet

P. Dombrecht, horn

F. Pelgrims, percussion

J H. Withrich - Mathez  “Das Glashaus”', an operetta for 7 actors musicians
(Basle Mixl-Media Ensemble, cond. by the composer)

J M. Fahres “Minimal’ for bass-clarinet and electronic transforma-
tions

H. Sparnaay, bass - ¢larinet
INTERMISSION

J C. A. Coppens W “TheHornof Plenty” lor horn, percussion, and tapein 5
acls:
1. Once upon any time, in erechwon’s forest...
2. "..You'll be a superman, my son!”
3. Cornucopiae: John Cage's un-birthday present
4, Sign of the unique horn
5. Flowing with ambrosia and nectar

P. Dombrecht, horn
F. Pelgrims, percussion

J M. Kobashi “Kijo" for 5 players and one vocal performer
Japanese Ensemble under the composer
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Roland MOSER

Peter STREIFF



3

Wednesday. Sept. 12 at 5.30 p.m.
Mercredi, 12 Sept., 17.30 h.

National Gallery
Pinacothéque MNationale

N SWISS NATIONAL DAY
JOURNEE NATIONALE SUISSE

Tevaptn 12 Zenr., 5.30 pp.
"Efvikh MvaxoBrixn

EABETIKH EONIKH MEPA

"Ensemble Neue Horizonte Bern™
Artistic Leader: U.P. Schneider

A. “LANDSCAPE OF SWISS MUSIC™

Jimn Ghrimnem (*1508)

“Opeinion of” (sop, 11, pl)

Elaus Huber (*1524)

“Laranus I (ve, pf)

Max Eugen Heller 1'|ﬁ?j.

“Tum ersten August” ($0p. ens)
Hans Withrich (" 1937)

“Memorial” (pl)
(HORTH)
Flaires Boesch (*1938) Simon Beyober | 1958) Jleg Froy ("1953)
Jou musical” (ph) “Taschonliod I (sop, 11, ) “Lachen und LAcheln™ (sop. pl)
Ermiby Decouningk (“1515) Conradin Brotbeck (*1560) Uirich Gasser (" 1950)

Carrousel” (en)
Erie Gaudibert (" 19036)
Ninkature I (v, porc)
Phorre Marbélan ("1535)
Indtiative IV (6na)
ltvan Jebenka ("1908)
Doy bl becr redor o7 (M)
(WEST)

L. P. Schneider

P, Streiff

R. Moser

“Gelasent” (v, v, pf)
Dankel Schakdogaer (" 1558)
“Etsuko™ (1)

Urs Pader Schaelder {*1509)

"Ml Schatr is a Schasider” (30D

oy

Peter Streafl (" 1944)

"Dl Mebodien™ (2, Wi, porc)
(CEMTRE)

Martin D«unm 1943
‘Giarsun” (sop, 11, perc)

Trio Exgna (*1900)

“Tria™ (0, ¢l, pl)

Francesco Hoch (" 1943)

“Figura senza nomine™ fens)

Ermanndg Maggini (*1931)

“Canto IV, 11, ¢l, ve, pl)

SOUTH

INTERMISSION

“Im Serndial” (ens)
Rodand Moser ("1943)
“Jor te Il get™ (300, ens)

Fé-,.ﬂ:- Muggher (*1930)

o)
mnn&grml'lnﬂ
“HNur Fluchtinkn™ (ens)
(EAST)

B. THREE COMPOSERS OF THE ENSEMBLE

“Zeitraum™ for Vielin, Alto Flute,

Cello, Bass Claringt

“Von Magischem Nr. 7" for two wind instruments, Or-

gan, two strings, Piano.

“Schallenkisse” for solo Piano.
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Wednesday, Sept. 12 at 9.00 p.m.
Mercredi, 12 Sept.. 21.00 h.

Herodes Atticus Theatre
Thédtre d’ Hérode Atticus

Terdprn 12 Zenr., 9.00 ..
‘Hp@dewo

Bromma Chamber Choir, Stockhlolm

Bo Johansson, cond.

Soloists from the Hungarian Jeunesses Musicales
M. Persson, Chr. Scholz, pianists

J L. Lombardi W

J J. Jek

J J. Straesser

J M. Persson

G I. Lidholm - Bromma
Choir
M A. Thommessen

K. Ager

Piano Duo:
1. Gradus de Parsasso
2. Scher zino
3. Les Moutons de Panurge
de Frédéric Rzewski (con
alcung licenza)
M. Persson, Chr. Scholz

“Blick der Nalur”, for soprano, mezzosoprano,
clarinet, horn (with percussions)

“Intervals” for chamber choir, flute, cello, harp.
INTERMISSION

“Refractions” lor two amplified planos
M. Persson, Chr. Scholz

“Stamp Music”, improvisation for choir

Stabat Mater, for a cappella choir

“Beta” for choir with percussions

4



Coriiin AHARONIAN



Wednesday, Sept. 12 at 11.00 p.m. Terdprn 12 Zenv., 11.00 pp.
Mercredi, 12 Sept., 23.00 h.

Herodes Alticus Theatre ‘Hphbeio
Thédtre d' Hérode Atticus

Electronic Music Concert

Gérard Frémy, piano

Nicolas Piguet, percussion

Andreas Rodoussakis, double-bass
J L. Ferrari “Cellule 75 for piano,

percussion, and tape

Gérard Frémy, piano

Nicolas Piguet, percussion

Fr. - B. Mache, electronic control
J C. Aharonian “Homenaje a la flecha clavada

en ¢l pecho de Don Juan

Déaz de Solis” for tape

G 5t. Vassiliadis W “En Pyri” (“in fire”), in memaoriam
Jani Christou
for amplitied double bass, tape,
and special projections
A, Rodoussakis, double bass
Ch. Daradimos, lighting and
special projections.



Helen STANDRING Theodore ANTONIOU

52 Erhard GROSSKOPF Yannis A. PAPAIOANNOU



Thursday, Sept. 13 at 5.30 p.m.

Jeudi, 13 Sept.. 17.30 h.

Mational Gallery
Pinacothéque Nationale

G

J

G

Népnmn 13 Zenr., 5.30 pop.
"Efvixty Mivarodnixn

The Hungarian Jeunesses Musicales
Chamber Ensembla

Cond. A. Ligeti

G. Madge, piang

B. Sluchin, J. Naulais, trombones

5. Tachiatis, cello

C. Kotsiolis, guitar

H. Standring

Th. Antoniou

B. Lorentzen

J. Bened
E. Grosskop!

P.A. Diltrich

Y. A. Papaioannou

“Sol - Jay” for two trombones
B. Sluchin, J. Naulais
=Stichomythia ll= for solo guitar
C. Kotsiolis, guitar

“Colori” for piano
G. Madge

INTERMISSION
“Intermezzo™ for 6 flutes

“Piang Piece I”
G. Madge

“Cello Einsatz™ for solo cello
S, Tachiatis

“Syneirmoi” for chamber ensemble
Jeunesses Musicales, cond. A. Ligeti.

Sotiris TACHIATIS



Marta FABIAN

L. Sary Istvdn LANG

Gybrgy KURTAG Kocsdr MIKLOS Andrds SZOLLOSY



Thursday, Sept. 13 at 9.00 p.m MNépmn 13 Zent., 9.00 pp
Jeudi, 13 Sept., 21.00 h. ‘Hpabew

Herodes Atticus Theatre
Théatre d° Hérode Alticus

N HUNGARIAN NATIONAL DAY
JOURNEE NATIONALE HONGROISE OYITPIKH EGNIKH MEPA

M. Kocshar
L. Kalmar
L. Sary

I. Lang

A. Bozay
G. Kurlag
G. Kurtag

A. Szollosy

The Hungarian Jeunesses Musicales

Chamber Ensemble (5 strings, 5 winds, 2 pianos, 2 percussions,
harp, trombone)

cond A. Liget

M. Fabian, cymbalom

M. Tarko, soprano

A. Bozay, cyther/coser

P. Eder, violin

T. Elek, flute

Capricorne Concerto

Monclogo™ for violin
Quartetto
Improvisation for cymbalom
INTERMISSION

Improvisations | for cyther solo
Eight Duosior violin and cymbalom

In Memory of a Winter Sunset

Pro Sommo lgoris Stravinsky Quieto

Jounesses Musicales Ensemble - Budapest
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Friday, Sept. 14 at 11.00 p.m, ' Napacxeun 14 Zenr., 11.00 ny.
Vendreds, 14 Sept.. 11.00 h,

KIOYRKA (Alidnae) KIOYPKA (ApiBvai) X

(34, km, on road to Delphi) (34 xhp £6v. 6500 Achpiv)

E ETHNOMUSICOLOGICAL PRESENTATION I:

GREEK FOLK MUSIC
with genuine Greek folk instruments

Prosentation: Domna Samiou

PRESENTATION ETHNOMUSICOQLOGIQUE I:
MUSIQUE FOLKLORIQUE GRECQUE
avec des instruments folkloriques
grecs authentiques

Présentation: Domna Samiou

EONOMOYEIKOADIIKH NAPOYZIIAZH I:
EAAHNIKH AHMOTIKH MOYZIKH
pé yviiow Gpyava SnUoTiKic HOUoLKS

Mapougiaon: Adpva Zapiou

10

Friday, Sept. 14 at 5.30 p.m. Napacxeun 14 Zent., 5.30 py.
Vendredi, 14 Sept., 17.30 h. AEADOI

DELPHI/DELPHES

E A short lecture on the Delphic Hymns (o Apollo

and on Ancient Greek Music (in english)
by John G. Papaioannou

Une courte conférence sur les Hymnes Delphiques a Apollon
et sur la Musique Grecque Antique (en anglais)
par Jean G. Papaioannou

Mid olvTopun SidheEn nave otole Achols Yuvoug otdy "AmdAAwva
wal othv "Apxaia "Exnpvixty Mouowkhy (07 @yyhxe) yAiooa)
and tov Nidvvn ©. Nanaiwdvvou
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Friday, Sept. 14 at 6.30 p.m. Napaoxeuty 14 Zenr., 6.30 pp.
Vendredi, 14 Sept., 18.30 h. :
DELPHI - Stadium HEADOI - E1ddio

DELPHES - Stade

A SPECIAL ARCHAEOQLOGIGAL SITE EVENT |

EVENEMENT SPECIAL DE SITE ARCHEQLOGIQUE |
EIAIKO FEMONOE APXAIQAQMIKOY TONOY |

A J. Yuasa L A RITUAL FOR DELPHI
THE MIDMIGHT SUN
Homage to Apolle and Amaterasu
both the Gods of the Sun
Part I: Day (twilight) — Part Il: Night

A J. Yuasa w UN RITE POUR DELPHES
LE SOLEIL DE MINUIT
Hommage & Apollon et & Amaterasu
tous les deux Dieux du Soleil
Partie |- Jour (crépuscule) — Partie 1I: Nuit

A J. Yuasa w MIA TEAETOYPTIA MA TOYZ AEASOYE
O HAIQE TOY MEZONYKTIOY
®opoc Twhe otdv "AndMwva Kal oTodv "Apatepdoou
nou xai ol d0o civar Ocol 1ol Hiwou
Mépoc I: Mépa (Betuvd) - Mépog I NdxTa

Japanese Ensemble

Mixed Choir of the University of Salonica
Cond. Y. Mandakas

Childrens’ Group

Cond. 5. Vassiliadis

Group of aclors — dangers
choreography: N. Karras

Tape, lights, projectors

Joji YUASA

57
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Boguslaw SCHAEFFER

SCHAEFFER: «Quartots
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Saturday, Sept. 15 at 9.00 p.m. f488ato 15 Zent., 9.00 pp.
Samedi, 15 Sepl.. 21.00 h.
Herodes Alticus Theatre "Hpwdew

Thédtre d° Hérode Atticus
N POLISH NATIONAL DAY

JOURNEE NATIONALE POLONAISE NOACONIKH EONIKH MEPA
ENSEMBLE MW 2
directed by Adam Kacrynski
Ewa Gabrys —
Ciga Sreajgier —  sOprAnd
Andrre] Grabowikl - athor
Moday Grabeoraiii e
Al aem K BTy rAhl = CREAD
Arde by Bopre — ShOr
BT Tt T WO BT = WOl ek
Krrysrtol = e
Margh Maglelu =  peand
Jarunr Posrok = pctos
Bograilin Schatter = coordinalof
Boguslaw Schafler Quartet Araorre Grabowsi « ator

Leoncjusz Ciuciura w Spirale I Krrysriof Langman - fute

Adam Walaciriski Dichromia Krryariof Langman - fhute

Andrzej Nikodemowicz Lamentacja  Okga Srwajghr - sopeand

Joze! Rychlik Cost-d-dire  Krzyssio! Langman - fiute

Interval
Krystyna Moszumariska - Nazar Bel canto Oliga Sraajgher - S00rand

Boguslaw Schaffer w Horaklitiana  Adam Kacryfiski - plano
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Sunday, Sept. 16 at 11.00 am. Kuptakry 16 Zent., 11.00 mp.
Dimanche, 16 Sept., 11.00 h,
KAISSARIANI MONASTERY
MOMASTERE DE KAISSARIANI MOMNH KAIZAPIANHE
E ETHNOMUSICOLOGIGAL PRESENTATION II:

AUTHENTIC BYZANTINE MUSIC

Greek Byzantine Choir

Cond. L. Anghelopoulos

University of Salonika Choir

Cond. ¥. Mandakas

Byzantine Mass (excerpts) Greek Byzantine Choir ;

L Anghalopoulos, solo psaltis
X Papachronis, solo psaltis

. Kyrie Elgison, second echos, tradi-

tional chant - P. Lampadarios.

Jacob Protopsaltis (1790-1800).

. Kyrle Eleison in live echol - fourth

2. Typika (Psalm 102), fourth plagal plagal, first plagal, first, second
achos. Mount Athos style, plagal and varis. Neleus Kamara-
3. Lecture (Paul, 1 Corinth. A 18-24) thos (1847-1922).
Traditional melodic recitation,. . Koinonikon, Aineite ton Kyrion,
4, Altelouhia, first plagal echos, ano- first plagal, loannis Koukouzeles

nyme.

. Cherouviko, third echos, Gragorios

Protopsaltis (1819-1821).

(1300).

9, Kratema, first echos, loannis Proto-

psaltis of Trapezounta (1836-1770).

6. Agapeso Seo Kyrio, second echos, 10. Apolyticion: Soson Kyrie ton Laon

Sou, first echos.

Byzantine Liturgical Drama: Office of the Three Youths in the
Fiery Furnace (transcribed by M. Adamis)
University of Salonica Choir
Three Youths: K. Vamva, S, Adamidou, A. Papadopoulou
Two Domestics: L. Anghelopoulos, T. Aloupis

Lycourgos ANGHELOPOULOS
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Greek Byzantine Choir
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Sunday, Sepl. 16 at 5.30 p.m. Kuptakn 16 Zent., 5.30 pp.
Dimanche, 16 Sept., 17.30

National Gallery
Pinacothéque Nationale

‘Efvixn MivaxoBrnxn
E ETHNOMUSICOLOGICAL PHIESENTATION : JAPANESE MUSIC
Confronlation of traditional and contemporary japaneése music

K. Yokoyama, shakuhashi
A. Nishihata, koto

Shakuhashi solo (traditional) by Mr. Katsuya Yokoyama
Tsuru - no - sugomori, San-an, Tamuke, Yamagoe

Search in Grey Il by Maki Ishii
Percussion: Sumire Yoshihara with 38 cm stereo tape

INTERMISSION

Rokudan (traditional)
Koto by Akiko Nishihata

A = Hun by Mingru Kobashi
Percussion: Group 72
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Sunday, Sept. 16 at 9.00 p.m Kupiaxny 16 Zent., 9.00 pp
Dimanche, 16 Sept., 21.00 h. 1 7
Herodes Atticus Theatro ‘Hpwdeio

Thédtre d' Hérode Atlicus

N AUSTRIAN MATIONAL DAY
JOURNEE NATIONALE AUTRICHIENNE AYEITPIAKH EGNIKH MEPA

Ensemble “Kontrapunkte™, dir. P. Keuschnig

Ensemble “¥ & K Experimentalstudio”, dir. D. Kaufmann
G. Kénig, A. Logothetis, Narrators

H. K. Gruber, Narrator

N. Bello, Song

F. Kitt, Cello

H. Schifl, Cello

A. Logothetis w Scenes from the Opera “Daidalia oder das Leben einer
Theorie” for actors, tapes, and piclures

F. Cerha Curriculum’” for 13 winds

W. Zobl W Gegenstimme™ for voich, cello, and tape, after texts by

I. Bachmann and P. Neruda
1. Keine Delikatessen

2. Enigma
3. Bohmen liegt am Meer
4. Fragen
INTERMISSION
D. Kaufmann W Kakophonie - Euphonie™ for actress, tape and live
electronics
R. Haubenstock - Ramati Sonata for solo Cello

1. wie sprechgesang
2. dusserst ruhig... allmahlich etwas Dewegt
3. grave

H. K. Gruber Frankenstein Suite” for song. 5 Instruments and toy-
instruments after texts by H.C. Artmann

This concert has been subsidized by the Austrian Ministry of Education and Art and the
First Austrian Savings bank

H.K. GRUBER Ensémble Kontrapunkto
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Dominic MULDOWMNEY

Peter Maxwell DAVIES

Oliver KNUSSEN
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Monday, Sept. 17 al 5.30 p.m. Aeutépa 17 Zent., 5.30 pp.
Lundi, 17 Sept., 17.30 h.
National Gallery "EBvih Mivaxkodrixn

Pinacothéque Nationale

N BRITISH NATIONAL DAY BPETANIKH EGNIKH MEPA
JOURNEE NATIONALE BRITANNIQUE

The Nash Ensemble of London
cond. D. Muldowney

D. Muldowney “Solo Ensemble” for piang, flute, clarinet, viela, cello
and percussion
0. Knussen “Cantata” for ¢boe and string trio
INTERMISSION
P. M. Davies “Ave Maris Stella”™ for flute, clarinet, violin, cello, piano

and percussion
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Morton FELDMAN

Rell GELHAAR

Niccold CASTIGLIONI

Dimitris TERZAKIS
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Monday, Sept. 17 at 9.00 p.m. Azurépa 17 Zenr., 9.00 pp.
Lundi, 17 Sept.,-21.00h.
Herodes Atticus Theatre ‘Hpabeo

Thédtre d° Hérode Atticus

University of Salonica Choir
cond. Y. Mandakas
Maklakiewicz String Quartet

R. Woodward, piano

C.A. Coppens, piano

L. Anghalopoulos, psaltis (tenor)

S. Gadedi. llute
G M. Feldman “Piano™
Roger Woodward
J M. Adamis Quartet for flute and strings
INTERMISSION
J M. Castiglioni “Quilisma”* for piano and siring quartet

C. A. Coppens, piano

J R. Gelhaar Strangeness, Charm and Colour
for piano, 2 lrumpets and trombona.
R. Woodward, piano.

J D. Terzakis “Liturgia Prolana™ for choir, psaltis (tenor), santouri,
celli, and percussion,



70

Vanghelis KATSOULIS

Nikiforos ROTAS
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Monday, Sept. 17 at 11.00 p.m. Acutépa 17 Zenr., 11.00 .
Lundi, 17 Sept. 23.00 h

Herodes Atticus Theatre ‘Hpabew
Thédtre d° Hérode Atticus

Electronic Music Concart

J V. Katsoulis “Terrortorium™ for tape

J B. Truax “Androgyny for quadraphonic tape

G M. Rotas w “Antiphony 1" for tape

J R. Enstrdm “Myr” (Mire) lor computer - controlled tape, electronic

transformations, and slide projections
Electronic control by the composer

m
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Milton BABBITT

Roger SESSIONS

John MELBY



Tuasday, Sepl. 18 a1 5.30 p.m.
Mardi, 18 Sept. 17.30 h.

21

Tpitn 18 Zent., 530 ..

National Gallery "Efvic) Mivaxofxn
Pinacothéque Nationale
N U.5.A NATIONAL DAY

JOURMNEE NATIONALE DES E.U.A EONIKH MEPA HNA

M. Davidovsky

D. Rudhyar
M. Babbitt

J. Melby
A. Sessions

Robert Black, piano
Bothany Beardsleo, soprano

“Sychronisms No. 6 for plano and
Electronic Sounds (1970)

“Granites” for piano (1929)

“Philomel” for soprano and tape (1963)
INTERMISSION

Two Stevens Songs, for soprano and tape (1975)

Five Pieces for Piano (1975)

—
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Danish Radie Symphony Orchestra

Katsuhire TSUBONOH

Tomasz SIKORSKI



Tuesday, Sept. 18 at 9.00 p.m. Tpitn 18 Zenw.. 9.00 p.p.
Mardi, 18 Sept., 21.00 h.

Herodes Atticus Theatre ‘Hpwbeio
Théatre d° Hérode Atlicus
DANISH RADIO
SYMPHONY ORCHESTRA
Cond. Milt. Caridis
T. Sikorski, piang
T. Lund - Christiansen, flute

J K. Tsubonoh W “The Statue of lII"
J T. Sikorski “Music in Twilight™
for piano and orchestra.
INTERMISSION
M A. H. Sveinsson Flute Concerto
o P. Norgard “Twilight™

22
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Patrick FLEURY



8/14/23

Tuesday, Sept. 18 at 11.00 p.m. Tpim 18 Zent., 11.00 pp.
Wednesday, Sept. 19 at 11.00 p.m. Terdptn 19 EZenr., 11.00 py.
Thursday, Sept. 20 at 11.00 p.m. Népntn 20 Zenv., 11.00 p.p.

Mardi, 18 Sept., 23.00h,
Mercredi, 19 Sept., 23.00 h.
Jeudi, 20 Sept., 23.00 h,

Philopappos Hill MAopog Piondnmou
Colline du Philopappe

A

SPECIAL ARCHAEOLOGICAL SITE EVENT Il
EVENEMENT SPECIAL DE LIEU ARCHEOLOGIQUE Il
EIAIKO FEFONOZ APXAIQOAQTIKOY XOPOY I

Three performances of the same multi - media event
Trois représentations du méme événement multimédial
Tpeig napaotdosis Tol [diou MOADTEXVOU YEYOVATOC.

Patrick Fleury w “Espace 1X: Philopappos”

Spectacle audio - visuel

= Lo prisos do vued dos hims 16 mm ont &b rbaligdes sur Film KODAK PATHE

- La musique a 06 réalisbe dans los studica do: 1" Institunt voor Peychoacustica en Elekironische Muriek - IPEM -

RUG - BAT de Gent on Belglque.

- L programmd informatique ot bos prises do vuoes dos Nibms 16ma ont bbb réalisdos par Monaksur Serge Sounbau
= Lo programma oo SynchronBation par micro - processeur a 406 néalsd dans bes laboratoires Audid - Visusds du

Contre National d° Ant ¢t de Culture - Georges POMPIDOU,

Nous remerclons loul paniculidrement pour leur Préciouso collaboration:
- hir Jean Frangods COLONMA
- Mr Lucken GOETHALS

- Mr Goorges REMOND
- Mr Serge SOUZEAY
- Mr Piorro TAILHARDAT

T
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waednesday, Sepl. 19 at 5.30 p.m. Terdpn 19 Zenr,, 5.30 p.p.
Mercredi, 19 Sept.. 17.30 h.

National Gallery "EBvien) NivaxoBrixn
Pinacothéque Nationale

S SKALKOTTAS DAY |

JOURNEE SKALKOTTAS |
MEPA IKAAKOTA I

TWO MAJOR PIANO CYCLES

DEUX CYCLES PIANISTIQUES MAJEURS
AYO THMANTIKO! MIANIZTIKO! KYKAOI

Geolley Madge, plano

W 32 Piano Pieces (Piano Music)

Andante religioso (1) Das Frohsténdchen der Kleinen Magd (XVII)
Kinder - Tanz (Il w Fox - trot: Der alte Polizist (XVIII)
Kurze Variationen auf ein w Etude Phantastique (XIX)
Bergsthema sddlichen Berceuse (XX)
Charakters und prig- Gavotte (XXII)
nanter Dissonanz (I1l) Menuette (XXIN)
Griechisher Volkstanz (V) W ltalienische Serenade (XXIV)
Revernia im alten Stil (V1) Romance - Lied (XXI)
Reveria im neuen Stil (VII) W Ragtime (XXV)
Vierstimmiger Kleiner Kanon (VIll) W Slow - Fox (XXVI)
Marcia funebra (1X) Galoppe (XXVII)
Sonatina (3-satzig) (X) W Blues (XXVIII)
Partita (XI) Rondo brillante (XXI1X)
Kleging Serenade (XII) Capriccio (XXX)

W Intermezzo (X} Walzer (XXXI)
Passacaglia (XV) Klginer Bauormarsch (XXX}
Nachtstick (xXVI) Katastrophe auf dem Urwald

(Filmmusik) (IV)

INTERMISSION
W Quatre Etudes pour Piano Solo
I. Andante
Il Presto

Ill. Tempo di Valso :
IV. Allegro vivace
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Miltiadis CARIDIS Yair KLESS
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Wednesday, Sept. 19 al 9.00 p.m. Tevdptn 19 Zent., 9.00 .
Maercredi, 19 Sept., 21.00 h.

Herodes Atticus Theatre ‘Hpadewo
Thédtre d' Hérode Atlicus

s SKALKOTTAS DAY Il
JOURNEE SKALKOTTAS Il
MEPA IKAAKQTA Il

SYMPHONIC MUSIC
MUSIQUE SYMPHONIQUE
IYMOONIKH MOYZIKH

DANISH RADIO
SYMPHONY ORCHESTRA
Cond. Mill. Caridis
Yair Kless, violin

“Quverture Concertante” from the “Second Symphonic Suite” in six movemeonts (mo-
vemant 1)

Concerto for Viglin and Orchestra
I. Molto appassionato
Il Andante (con) spirito
1. Allegro vivo vivacissimo
Yair Kless, violin

INTERMISSION
Symphony in ong movement “The Return of Ulysses'

I. (Iintroduction:) Molto Adagio

1. (Exposition:) Allegro molto vivace —Etwas langsamor
(2nd themae:) Sehr ruhig

lll. (Development:) (Tempo lo}— Etwas langsamer

IV. (Recapitulation:) (Tempo lo)}— Etwas langsamer
{2nd theme:) Sehr ruhig

V. (Coda:) Presto — Prostissimo

81
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Serban NICHIFOR

Avril ANDERSON

Michael FINNISSY

Jan W. MORTHENSON



Thursday, Sept. 20 at 5.30 p.m.
Jendi, 20 Sepl., 17.30 h.

National Gallery

Pinacothéque Nationale

26

NépnTn 20 Zent., 5.30 p.p.

‘EBvicty MivarxoBixn

R. Jelescu, violin

M. Finnissy. piano

A, Graur, trombone

S. Tachiatis, celle

C. Kotsiolis, guitar

5. Gadedi, flute

D. Vranoussi, piano

N. Ghinos, clarinet

G. Karayannis, clarinet

Th. Kardamis, clarinet/bass clarinet

o] C. Rosa Abril

J. 5. Nichifor

G M. Finnissy

G L. Brouwor

J A, Anderson

o] J. Morthenson

“Altern Ancias’” for flule and piano

S. Gadedi, flute
D. Vranoussi, piano

“Carols” for solo trombone and percussion
A Graur, trombone

“Fasr dances. slow dances’ for piano
M. Finnissy, piano

INTERMISSION

“La espiral eterna™ for solo guitar

C. Kotsiolis, guitar

“"Mono - status” for three clarinets
M. Ghinos, G. Karayiannis, Th. Kardamis, clarinets

“Tremor' for violin and tape
Radu Jelescu, violin,



A
Kiki MORPHONIOU Yannis IQANNIDIS Toni ROEDER

Theo BRANDMULLER Mikolaus A. HUBER

Michael BAROLSKY Francisco OTERO
B4
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Thursday, Sepl. 20 a1 9.00 p.m, Néprn 20 Zent., 9.00 pp.
Jeudi, 20 Sept.. 21.00 h.
Rex theatre Btarpo PLE
Thédtre Rex
Greek Chamber Orchestra
Orchestre de Chambre grec

‘EMnvishy ‘Opyriotpa Awpatiou
Cond Y. loannidis

Esperanza Abad, soprano
Fernando Gallego, bass

Miguel Sola, bass

T. Roeder. percussion

K. Morphoniou, soprang

§. Sakkas, baritone

M. Koralzings, hormn

J A Terzian “Carmen Criaturalis™ for solo horn,
strings, and percussion
N. Koratzinos, horn

J Brandmdllar “Ach, trauriger Mond™
for percussion and chamber orchostra
Toni Roeder, solo percussion.

G G. Couroupos “Gods'Duet” from “Les Enfants du Sable™
5. Sakkas, baritone
K. Morphoniou, Soprano

INTERMISSION
J M. Huber “Dasselbe ist nicht dasselbe”™ for solo side drum
Toni Roeder, side drum
J M. Barolsky W “Sternengesang”
for chawber orchestra
J F. Otero “Cancion Desesperada” for Soprano,

2 Basses, and Chamber Orchestra
Esperanza Abad, Soprang
Fernando Gallego, Bass

Miguel Sola, Bass



EK@EZEIZ

32, Edvih MivaxoBixn
“ExBeon nhnpwo-pmmu u.x.mu and ) Spacotnpudnra Thv EBvikdy Tunpdarwy
AEIM: naprirolpeg, Slowol, pulladia, khn,

33. "Efviny MivaroBrixn
"ExBeon ExalxoTa
Texpunpioon ndvo ot fwr kal 16 £pyo Tou, i edraipla Ta TSy pova and ) yivwnon
Tou Kai 1d 30xpova and 1o Bavatd Tou.

34. "EBvinr) MvarxoBrixn
"Eddnves ouvBEteg (obyxpoves TGoe): yevike mAnpopdpron

Ot tpeic napanavie ExBiocic oty "Edvikr Mvaxodikn 84 dyxaviaotodv T Tpitn
11 ZenreuBplou otic 7.30 py. kai 84 peivouy dvotée g 16 Za68aro 22 Zentep-
Gpiou.

"Npec Aeroupyiag: kadnuepiva 9 ny. ac 4 Py, (Extoéc Kupaxng)

35. "EfBvikd "Apxaiohoyikd Mouoeio
"ExBron “Apyxainy EMnvikav Mougi@y ‘Opyavaw.
‘Tpee Aeoupyiad: 9 . & 5 p. (Kupiakée 10 . ¢ 2 ). Asutéped kALwoT.
‘;1 énﬂeggg 0" apxioel v Tetdptn 12 Zenrepdplou wai 84 ouvexoTel g 1o Ackip-
pio 1 )

36. Z¢ ouotTion pé tic MMM 84 Soixen, éniong oty "EGvik MvaxoBrikn, f éxdcon
«BiBAia nepl povowne xal napnitoupes and ™) A, Meppavias= (pé mokd Olwxd yid
ol povn poudikn), Gpyavwptyvn and 16 lvotirolto Meaite "ABnviv.

EXHIBITIONS

32. National Gallery :
An exhibition of scores, records. information material, etcl from the ISCM National
Sections

33, National Gallery
“N. Skalkotlas Exhibition”
Documents and information on life and work on the occasion of the 75th anniversary
of his birth and the 30th anniversary of his death.

34. National Gallery
General information on Greek Composers

All three exhibitions at the National Gallery will be inaugurated on Tuesday, 11 Sept.,
at 7.30 p.m. and will remain open daily until Saturday, 22 Sept.
Opening hours: 9 a.m. 1o 4 p.m. daily (except Sunday, 16 Sept.)

35. National Archaeclogical Museumn
Exhibition of Ancient Greek Instruments Open Daily, Wednesday 12 Sept. to De-
cember 1979 (excepl Mondays)
Opening hours: 9 am. o 5 p.m. daily (Sundays: 10 a.m. to 2 p.m.)

36. In conjunction with the WMD's, an exhibition “Musical Books and Scores from W.
Germany', organized by the Goethe Institute, will also be shown at the National
Gallery



Michael ADAMIS Greece - Gréce - ‘EAAGSa

‘0 Mixaing AAAMHE y. 1929 otdv Nepand. O pouvoés tou onoudés dxteivovia
oty Autikfy kai 16 Bulavnvdy pouoike. Zupnhipwos oty "EMGSa T Bewpnrikng
xataprion kai otolg S00 altole Topcic, onoldaoe oUvBeon pué tov FA, Nonalwdy-
vou kal dpydrepa (196265) axokolBnos avarcpse onoudéc ot odvieon, v
frcxkTpovikl pouokh kai 1 Bufavovl pouvowonalawoypadia o166 Navemotd-
pie Mnpavrdic g Bootdwvne. ‘Enione omoldaos Ocokoyia otd Navemotimo
“Aadnvdv. Napddinia pé 1 odvBcon Exel doxoindei pé v idpuon xai Sicdduvon
Xopuwdiv kabug xal pé v Epeuva oty Bulavivh pouoikonaimoypadia, Té
1965 Gpuoe 16 nplto AAEKTpOVIKG pouoikd épyaothpt oty "ABfva. Td 1972
ot 11o Zuvedpio Tg AwBvols Mouoikoloyikfic 'Etaipiog, omiv Koneyxayn.
avexoivwos avaxdhupn Tou of xepdypada o0 14ou-150u ai. Tol apyadtepou
Seiypatod noludovikte poudikie otd Buldvro kal T pedétn Tou yvid v Onapsn
noAuGuviKnG poudikic otd Tékn ThG Miogo-Bulavnivite neptddou. "And 1é 1975 civar
npdedpog 100 "EMnviked Zuvliopcu Idyxpovne Mouoikfie kai tol "EMNviKoD
Turfpateg TG AEIM. "Exer ypdWetl poumikl yid SpxfoTpa. Y pikpd évépyava
advola, yid dpyavav odho, yid ¢uwvh, xopwdia, moAlanMd péoa. Epya xaBapd
NAERTROVIKAG poudikig i of guvBuaoud pé Spyava 1) wvée, HOUTIK yid TV £x-
whnoia kai yud 16 8éarpo.

KOYAPTETTO, 1977, vid $rdoutce, Giodl, Bidha kal Biohovrodhdo. To Epyo ypd-
fnKe 1d 1977, eival dpiepwpivo ol yuvaika pou kai fj npaIn ToU Nayxéopa
trtéheon GOBnke 16 1978 o1 Z8Ltowvyrev ThAG A. Meppaviag and 16 KouaptéTto
reodtevunepys. 'H Soun 1ol Epyou xaparktnpiletal 4nd pla Swprrh LEehiknikn
Siadikacia dnou ma pouoikn idéa Eedmhdvetar ki dvantdooctal yopw andé Eva
REVTIpIKG $BOyyo kal ot Sudpkewa the dvantuEne e Biyel piav Adn poumikn
iGta nod Eelimdwveral K1 dvantiooctal yipw and £vav Ao Kevipikd ¢Bdyyo
©.0.K. O uid ouvexl avelMkTikg nopeio. Aadopetiwol puBpol kal Sadopenikée
pehwdbice ouvmyxoldv. Mikpéc noludwvikie podppoures of nowkiloue ouvduaouolc
axnuatifouy dvdmnreg, Sévovian pé kavolpiec $opuoudse nol AvanTugoovIal
pi mapouoie Tpono, «¢optilovia Snuoupydviag GAAeg, vise NxNTIKES KaTAOTE-
oeig nod npootiBevial dbnyovras otd Kopldwua 100 Epyou. ME 16 Epyo altd,
onwg o Ghn T cuvBenikh pou épyacia, Sopopdivew Eva npoownikd iSiwpa pé
avagopiq ordv Bulaviivd pouoikd nolmiopd (Sopikéc £vvoige, pIKpoTovikd
GinoThpara, TeTpaxopda, $épuouhes. pékog kAn.) kai pé npdfcon v avadoiEn
prig drang Sudotacng pouvoikhc funepios. Npéxeital yid ma xatedBuvon, Evav
npooavarolopd Bepeliwpdve otdy Bulavnivd poudikd noMTiopd, cuvolrd Sw-
pévov, nod dnoppéel dnd mav fowtepikl Avridngn he oloiac tou. ME v and-
otaon 1ol xpovou, TiC napaAiniec pousikéc éuncipiee, T onuepiviy pand xai,
rupiwe, ) Snuoupyikn Bedpnon.

M.AL

Michael ADAMIS, b. 1929 in Piraeus., at Schwelzingen, W. Germany, by the
Greece, has studied both Western and  Gutenberg Quartel. Aboul the structure:
Byzanting Music in his homeland (com- A musical idea unfolds and expands a-
position with Y.A. Papaicannou) and round a noteé-pole, alse hinting at an-
later (1962-65) attended advanced cour-  other musical idea which then unfolds

&7



cos in Composition, Electronic Music
and Byzanling Music Palecgraphy at
Brandeis University in Boston, U.S.A.
Also graduated in Theology from the
University of Athens. Besides composi-
tion, he has engaged in founding and
directing Cheirs and in research in
Byzantine Music Palaecography. In 1965
he founded the lirst Electronic Music
Studie in Athens. In 1972 he presented
a paper at the 11th Congress of the Inter-
national Musicological Society in Co-
penhagen on his discovery in manu-
scripts of the 14th-15th ¢. of the cldest
sample of Polyphony in Byzanting music
and his study on the axistence of Poly-
phony in Byzanline music of the Late
Middle Ages. Since 1975 he is President
of the Greek Section of ISCM and of the
Hellenic Association for Contemporary
Music. He has writen for orcheslra, solo
instruments, chamber music, electronic
music, for voices and tape and/or in-
struments. Also music for the church
and for the thealtre,

QUARTET 1977 for Flute, Violin, Viola
and Vicloncello, This piece was written
in 1977, it is dedicated to my wife, Pany,
and its world premiere was given in 1978

and expands arcund another note-pole
and 0 on, within a continuously ¢voly-
ing process. Rythms dillerent among
themselves and parallel melodies sound
simultaneously. Short polyphonic for-
mulae in various combinations form
units, blend with new formulae which
develop in a similar manner, get “char-
ged” forming new sound-situations
which add up as they move lowards a
climax. In this piece, as in my composi-
tional work in goneral, | formulate a per-
sonal idiom, with a reference to the By-
zantine musical culture (structural con-
copts, microtonal intervals, tetrachords,
formulae, melos, otc.); my intention is to
reveal a new dimension ol musical ox-
perience. This i$ an origntation rooted
in the Byzantine musical culture, holisti-
cally approached, and coming out of an
inner perceplion and realization of ils
essonce; with the distance of time, the
parallel musical experiences, loday's
view-point and, above all, with a creative
outlook,

M.A.

Klaus AGER Austria - Autriche - AuoTpia

Klaus AGER was born in 1946 in Salz-
burg. He studied violin, piano, conduct-
ing and composition at the Mozarteum
in Salzburg, and followed & terms of
musicology al Salzburg University. In
1971-73 he studied instrumental com-
position with Olivier Messiagn at the
Mational Conservalory, Paris, and ¢lec-
tronic composition with Pierre Schael-
for. Since 1973, he has taught theory of
music (harmony and musical analysis)
and electronic music at the Mozarteum,
Salzburg. In 1975 he became director of
the newly formed “Austrian Ensemblo
for New Music™ which has given numar-
ours concerts in Austria and abroad. In
1977 he founded the Festival of New
Music in Salzburg - ASPEKTE Salzburg.

Klaus AGER est né en 1946 & Salzbourg
{Autriche). Etudos (violon, piang, direc-
tion ¢! composition) ay Mozarteum de
Salzbourg, 6 semestres de musicologie
&4 l'université de Salzbourg. 1971-3:
éludos avec Olivier Messiaon au Con-
servatoire national et supdrieur de Paris
(composition instrumentale) et avec
Pierre Schaefler (composition électro-
acoustique). Dopuis 1973, il enseigno
les branches théoriques de la musiquo
(harmonie et analyse) ot la musique
électro-acoustique au Mozarteum do
Salzbourg. 1975: fonde [I'Ensemblo
aulrichien pour la musique nouvelld,
dont il est depuis le directeur artistique.
Nombreux conCerts en Autriche et &
I"étranger. 1977: création d'un festival



He has beon occupied with compuler
music since 1974 and has worked in
various computer cenlers in Europe and
America. His composilions include or-
chestral works and chamber music as
well as electronic and computer pieces.
Performances have beon given at Royan,
1972; Gaudeamus Week, 1973: IGNM
Festivals, 1973 and 1978; Biennale Zag-
rob, 1977; Steirischor Herbst, 1977; and
in Paris, Stockholm, London, New York,
ote.

BETA — Break toward Infinity, 1976, for
24 voices, 24 percussion instruments
and tam-tam. This work was first per-
formed in this version in 1978, The full
composition continues for 24 hours and
requires 48 solo Yoices, 48 percussion
instruments, 12 tam-tams, ballet and
lights. The vocal sounds are only bilabi-
al and dental sounds in connection with
different variations of “a” and “e”
(B-E-T-A plus all variants). The under-
lying idea of the piece is that each per-
{ormer determines his own sound materi-
al (instrumental and vocal) and then Co-
ordinates it with the others. There are
continuous transitions from vary simple
5-note chords (whose fréquency propor-
tians are in accordance with the “golden
section™) 1o very complex spectra of
sound which offer an irresistible open-
ing to an unending world of musical
sound.

de musique contemporaine 4 Salzbourg
«ASPEKTE Salzburgs. Depuis 1974,
s'occupe do musique par ordinateur; a
travaillé dans différents centres amébri-
cains ¢! européens. A composd de la
musique orchestrale, do la musique de
chambre, do la musique électronique,
do la musique par ordinateur. Ses
ceuvres ont élé exdcutées & la Biennale
de Zagreb (1977), & Royan (1972), au
Steirischer Herbst (1977), aux Fostivals
de la SIMC de 1973 et 1978, 4 la Se-
maine Gaudéamus (1973). & Paris,
Stockholm, Londres, New York elc.

BETA — Break Towards Infinity pour
24 voix, 24 corps sonores et un tam-tam
a &1é6 composé en 1976. Une version
réduite a 616 réaliséo on 1978. La ver-
sion initiale était prévue pour 48 solistes,
48 corps sonores, 12 tam-tams. ballet
ol jeux de lumidre; son excécution aurait
duré 24 houres. Les voix wlilisent un
matériau sonore constitué de consonnes
bilabiales ot dentales en relation avec
diverses variantes de 8 ol de @ (B=E=
T=A). L'idée fondamentale de la pibce
ost que chaque chantour déterming lui-
méme son propre matériau sonore (vo-
cal et instrumental) ¢t le coordonng én-
suite 4 celui des autres exécutants. De
simples accords & 5 voix dvoluent ainsi
continugllement vers des speclires $o-
nores trés complexes. |l s'agit en quel-
que sorte de Iirrésistible ouverture vers
I'infini du monde sonore musical.
KA.

Coriun AHARONIAN Uruguay - OUpouyouan

'O Coridn AHARONIAN yewvvrifnke 16 1940 oté MovreBidéo g OUpouyoudne.
InodSace OTH xopa Tou dpxitexTovind xal pououd cupnAnpavoviag Tic onoudic
rou oty XA, “Apyevtiviy. Nalia, Avut. Meppavia xal ‘ltakia. Motede: nog of
Saorakol nol Tév innpéacav nepwoodTepo fioav ol ouvlBitee Hector Tosar xai
Luigi Nono, & poucixohdyog L. Ayestardn xai fi maviota A. Herrera Lerena. “Eypae
pougikl) yid 16 Béatpo kail Tév Kivnuartoypdo xabag kai aveEdpinreg cuvitooig,
rboo duvnuikéc mal évépyavee 00 xal HAcxkrpaxouvonikés. "Edwot SwahtEew
wal paBfpata of noAléc x@pec. Ma pd Scxactia Eypade kpimikh poudIKfg wKai
Solheye odv SieuBuving xopwditv kal ody Siddorakog. Eival EkTEAEOTIRGG Ypaj-
paréac otd «Aanvoapcpikavikd Kodp Zdyypovne Moudikics and v iSpuor) Toug
wai &@. Eivan émione ypopparéac e «Olpouyovavic "Etaipiog Zdyxpowng
Mouoikfics wai Swcubivov péhoe 1ol «Mupfiva Néag Moudikigs 1ol MovieBivigo.

16 16 Epyo <HOMENAJE A LA FLECHA CLAVADA EN EL PECHO DE DON JUAN



DiAZ DE SOLIS (Twr otd Béhog nol rapduubnke otd otifog 1ol Nrdv Xouav
vit Zohic) & ibiog & ouvBimne Tou Aéer: =Mlpw Gné ma EXQpaoTikh ke now
yevwriBnke 16 1970, npayparonocinea alth ) odvBeon pé fixoug éné rdouta ano-
KAEIOTING AQTIVOQUEPIKAVIKG Tav NEpLoxEY «ATmaras xai «Quechuas, MNpoondénoa
vé Siamphiow T «Puoikd fxor, Tig ouwnBiopéveg «xviiogigs xal kapPeg Tou,
yxpnoponowwvIag Tig SuvatdTTeg 100 HAEKTPAXOUOTINGD OTOUVTIO Yia va Enefep-
YaoTd 16 dpxikd Ohikd pé Bdon alth Ty Exgpaotikn (xai tnopévies feraBapa
Sounuévn) i5ta dxt va 16 SaoTpeliow. Nipa dnd ThY TiA oTOV ab Ty Bovo noit-
Tiopd nod xatéotpede N edpwnalkh kataknon npeonalnoa vi Tipfow Eva vidme
xai TAv ioTopixn Tou ExAoyR. ‘O Xoudv Nudad vié Zolig fitav dneotaipivos 100
lonavikod oTéupatos yid va emiBalhel TV kuplapxia Tou oté voTe TAG viag
fncipou. (Thv énoxn éxeivn nmpompodoav v Exdpacn =va dvaxahiners ).
Kt dpwe. & xipiog autée moxpewdnke v aghoct Thv dnootodn tou of Buaboxo.
“Ewva viémo Béhoc., dnotcheopanikd, 1oV UmodyInke avréfia péhg Egraocc
ot yi] aiTh mou onuepa Ayetar QUpouyoudn, 'H iotopla alth Exet £va nepleyd-
pevo, pid onpagia, Aév indpxet dvérdoto kal yi' alté BE 84 npénet v akouorel 16
Epyo dvalnravias Eva npéypappa nod Sév indpxe. T £pyo npayparonomnénxe
16 1974 ota <’ Epyaotfipia Nepapanixic Mouowkfigs Thg Bourges ot raihia.

Avril ANDERSON Gr. Britain - Gr. Bretagné -
Mey. Bperavia

‘H Avril ANDERSON yevvrifnke 16 1953 otd Hampshire 16 "Ayyhiag. “Apyioe Tig
poucikée onoudic e oth Exohf Téxvng Tod Winchester, 16 1970. Zuveyiloviag
Tic onoudéc The odvieone otd Bactkd Kodliyio Moudikis To0 Aoviivou pé
1o0¢ H. Searle kai E. Roxburgh képSioe 14 Bpadeia Cobbett, kai Sullivan kai Farrar,
kaboe wal tic Onotpogice Bowv OliMuapg. 'Odciou Néag "Ayyhiag, -Kdaphnv
"EMuots, «Zivived Méppus xai dMice. Merdtnoe éniong poli pé wév R. Cogan
xai David Del Tredici otic H.NA. ('08cio Néac "Ayyhiag) td 1976-77. lupi-
fovrae miow otfv "Ayyiia, nfipe tiv inotpogia Hinrichsen yid va 1eAcudott v
tehcutaia ¥povid The Satpidfg g nmou Tiv katéboos H 1979, Eival mahlre-
wvinde SicuBuvthc To0 «Zuvdhous, Evég dpyavikold ouykpotrfuarog pé Edpa 16
AovEivo nod nepthapBaver poudikn and Ty pnapdx we T odyyxpovn. “Epya mg
napougidotnray npdogata and 16 BBC Pabo 3, 1é Palio WBAI N, "Ydéprng xai 16
IvonitelTo iy poviey Texvay 1ol AovBivou.

I16 Epyo «MONO-STATUSs yid tpia xhapivérta, ol tpeiq éxtchcoréc naifouv
khapiviéTTo of of pmepdd, & Tpites nailel kard HaoTipata Kai xhapivito pndoo.
Ta pépn tpcuvolv Tic Suvatdmnreg poucikdv Oxtocwy of Sadopenikd énincda
smxoveviae, avridpaone xai dvefapnoiae. ‘O dnopovwpivog polog ToD Mp@TOU
khapivétou (and 56 npofpxetar & tithog) eivar pud Spapankh £xgpacn 1ol
ouyKkinotaxod nepexopévou Tob Epyou. AUTH 1 kardotaon pnopel va Exgpaotel
of dvBpunivoue Spouc pé T6 NapaxdTw dndomacua and Tic «Mokeg 1A Nénong:
100 A, XAGEAeD:

«Zolpe pall, dpodpe ki dvnbpoipe ¢ Evag otdv dAo

aMAa navra xai of kafs nepintwon napyoupe anéd pdvol pags

Té Epyo ypapTnKe 16 1975,



Theodore ANTONIOU Greece - Gréce - ‘EAAGSa

‘0 @6dwpoc ANTONIOY yevvinke 16 1935 otfv "ABfva. Melétnoe Bewpia xai
BioAi (avriotona SmA@pata T6 1953 xai 1956) wai 4pydrepa ouvleon kai
tvopxfoTpwon ué Tov MA, Nanalwdvwou, naipvovrag 16 Sinkwpd Tou (pé npaTo
gpabeio) 16 1961 omiv "ABnva. Meéxpl 10 1965 ouviyilel oty «Meisterklasses-
the Mouoikic “Axadnuios 100 Movaxou (onoudéq pt tév G. Bialas) xal oupnhn-
plover Tic omoudés Tou OTAY fHAexTpovind poucwkh. Nipe 8 InoypoPicg yia onou-
Séc otd eEwrepikd. AiSake cUvBeon wal fvopxhotpwon oo Navemothuie o)
Travgopvt (1969 xai 1970), oré Mavemomhuo The Molra (ZwAT Afik Ziw,
1971, 1972). o1 Mouowr "Axadnuia TAg ShadErgiag {1970-1978) wai o1é Naven-
omuie The Bootwwvng (1979). “I16puot 16 < 'EAANVIKG ouyrpétnpa Edyypovns
Mouowkiics (1967). nod Swikel kai Sicvdiver dnws Eniong wal 16 ouyrpoTnRa
<ALEA Il= otd Etavgopvt (1969) xai 16 «ALEA Ill» ot Bootwvn. "Acyoleital pé
1) SicdBuvon dpxNoTPag Kupiwg of GBAV YKADVT HOUdIKT. Nhpe 1oV np@To Enawoe
ot6 povod Swaywviopd 1ol « ABnvaixod Texvohoyinod "IvonitodTous yia 16 Epyo
rou «KovodpTivo yi midvos (1962). 16 8pabeio R. Strauss Thg néing 1o0 Mova-
xou (1964), 16 nplro Gpadcio TS noAng TG Itoutydpdng yid 16 KovoLpTo TOU
yié Biohi (11966). 16 npwto Bpabeio e -Itéyng Mpappdrwy kai Texvave g
‘ABfivac yid 16 Epyo Tou -Mixpoypaditgs wai 16 npdto Bpabeio TG ‘lonavikig
TnAedpaons yud 16 Epyo Tou «Kaoodavbpa: (1970). OomooTikg Eypade yid xaGBe
gidoc pouoikhc: 56 ocuvBioeis Tou ExdoBnmav (4nd 5 Exboreg. dnd alvtée oi
12 avrinpocwnelouv napayyehice) . pove 10 ouvBéoes pévouv dvéndoreq ( aBug
xai pepixic Swdcxades naMotepwv Epywv Tou). I' aird 84 'mpent waveic wa
npoofito: kai 32 ouvdtoeric yid 16 8éatpo, Tév KumpaToypddo Kai TAV MALoHpacT.

Té £pyo «VERLEIH UNS FRIEDEN» (“Ag pig Swoet £ipfivn A xapn Tou). yia 3
yopwdice <A xonéhha-, fitav napayychica e pouoikig ‘Etaipeiag <Heinrich
Schitz 16 1971, Ta 7 dnoondopara 4nd 16 porérro 1ol Schilz onucibvovial
of 4/2. AUTS 16 Briypa olyxpovne BpnoxcuTikig xopwdioxhs povowAg anorehel
¢6p0 Tipfic otov Schiilz xal dvinpoownedel pid npeondfoia va dhorAnpuwdodv
dnoondopata dnd 6 npwidtuno péoa o Eva olyxpovo Snuodpynua ptoa ané
v TEXVIKN To0 KOMGE, The napelayhs. The énéxreong xal TAQ avantuing.
‘Axdua salitepa, f SiGkpion avapcoa of noluxopwdioxh xal povo Opulaxe
pougikfy dnopBAdvetal, of G perdBacn dné TV npamn oth Sedrepn. ‘Ohd-
kAnpo 16 xoppan kal iSaitepa Ta ancondopara 1ol Schitz 84 npénel va Tpa-
youdnbodv xwpic Biunpato kal xpwpatiopols, odv Eva dveipo, xal 800 16 Suvartd
mi6é pahaxd. Mohig va dxobyeran (éxtée 8éBawa &v dndpxer N EvBeEn opre) . Ta
anoondopara xdvouv TRV Epddvion Toug ¢ Eva EmTaxuvoptve TEuno xai 84
npénéi, v aiTé civar duvatd va ohoxinpwlodyv. Ol xopwdieg B4 npénet va xpa-
mBodv B00 T6 Suvard otd nepBampto. Zav pa Suvardtnra tninovwviog npoTei-
vetal ol yopwdicg A xai I vé dpyicouv va xivodvial npég 1 B nod 84 npénc
va Bpiokctal o1 kévipo 101 nod 16 TeAeutaio pépog TOO KoppaTiod v Tpa-
youdnbei an' dheg Tic xopwdite not B4 Evwlolv of pia peyahn. 'H xivnon adTrh
dpxifel oté pérpo 119 xai 84 npénet va civar noAd dpyn xal TeAetoupyikn. To
Epyo altd pnopei va éxrehcorel and dnoadnmote yopwhia pé 24 16 MywrEpo
Puwvic.

Theodore ANTONIOU was born in 1935  Théodore ANTONIOU est né en 1935 &
in Athens. In Athens, he first studied  Athénes. |l a étudié la théorie et le viclon
theory and violin, graduating 1953 and  (diplémes en 1953 et en 1956), puis la
1956 and then composition and orches-  composition et l'orchestration avec Yan-
tration with Y.A. Papaioannou, graduat-  nis A. Papaloannou (dipléme en 1961).
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ing with first prize in 1961. In Munich,
he studied with G. Bialas in the Mastor
Class of the Musical Acadomy. 1961-65,
and ho also studied eleclronic music.
He was awarded 8 scholarships for study
abroad. He has taught composition and
orchestration at Stanford University,
1969 and 1970; at Sall Lake City. 1970-
72; at the Philadelphia Musical Aca-
demy. 1970-78; at Boston University.
1979. He founded the “Hellenic Group
of Contemporary Music™ in 1967, which
he directs and conducts, and he also
founded the “Alea II” ensemble at Stan-
ford University, 1969, and the “Alea IlI”
ensemble in Boston, He is active as a
conductor, especially for avant-garde
music. He has beon awarded the ho-
norary 18t prize at the “Athens Techno-
legical Institute™ musical competition
for his “Concerting lor piano™ (1962).
the R. Strauss prize of the city of Munich
(1964), the 15t prize of the city of Stult-
garl for his violin concerto (1966), tho
15t prize of the “Home of Letters and
Arts” of Athens for his “Micrographs”
and the 15t prize of the Spanish TV for
his “Cassandra™ (1970). He has com-
posed for praclically every genre of
music and 56 ol his compositions have
been published (by 5 publishers). Twelve
of these composilions reprosent com-
missioned works, Only ten of his major
composilions remain unpublished, to-
gether with dozens of early works and
32 compositions for theatre, film and
television.

VERLEIH UNS FRIEDEN, 1971, for three
choirs “a cappella” was commissionoed
by the Heinrich Schitz Gesellschall.
The 7 fragments of Schilz's Motet are
notated in 4/2. This example of con-
temporary religious choral music was
concaived as a tribute to H, Schiitz and
represonts an attlempt te integrate frag-
ments from the original into a modern
fabric, using the techniques of collage.
variation, amplification and develop-
ment. Furthermore, the distinction be-
tween polychoral and monochoral music
is deliberately blurred in a transition
from the lirst to the second. “The whole
piece, and especially the Schiitz frag-

De 1961 & 1965, il a poursuivi S0s études
dans la “Meisterklasse” du Conserva-
toire do Munich (avec G. Bialas). Il a
complété ses éludes en travaillant la
musique dlectronique. & Munich égale-
ment. Il a bénélicié de huit bourses d'¢-
udes. |l a enseignéd la composition et
I'orchestration & I'Université de Stanford
(1969 ot 1970). & I'Université d'Utah (Sait
Lake City, 1970 et 1972). & la Philadel-
phia Musical Academy (1970-1978). Il a
fondé @n 1967 4 Athdnes le Groupe grec
de musique conlemporaine, en 1969 &
Stanford I'ensembile Alea Il et, plus tard,
& Boston, 'ensomble Alea Il 1l a une
grande activité do chel d'orchestre, sur-
tout en co qui concerne la musique
d'avant-garde. Il a obtenu différents prix:
1er accessil au concours musical de I'in-
stitut technique d'Athénes pour son Con-
certino de piano (1962), prix R. Strauss
de la Ville de Munich (1964), premier
prix do la Ville de Stuttgart pour son
Concorlo de vielon (1966), premier prix
du Foyer des Letlres et des Arts d'A-
thénes pour ses Micrographos et le pre-
mier prix de la télévision espagnole pour
sa Cassandra (1970). Il a écrit pratique-
ment dans tous les genres musicaux. 56
ceuvres onl &1 publiées (par cing édi-
teurs); parmi elles, douze sont des com-
mandes; seules dix ceuvres importantes
n‘ont pas 6té publides, auxquelles on
peut ajouter trente-deux musiques de
scéne, de film et de 1kévision.

VERLEIH UNS FRIEDEN GENAEDIG-
LICH pour trois chomurs a capella est
une commande do la Société Heinrich
Schitz (1971). Cette ceuvre do musique
chorale sacrée conlemporaing a &té
congue comme un hommage & Schitz.
Elle est une tentative d'intégrer des frag-
ments originaux (empruntés & Schilz)
4 une composilion moderne par diffé-
rentes techniques (collage, variation,
amplification ¢t développement). De
plus, la distinction entré musique poly-
chorale ot monocharole est volontaire-
ment annulée, ou plutdt brouillée, ot so
présento sous la lorme d'ung transilion
de la premidre vers la secondo.



ment should be sung without vibrato and
colorless, in the manner of a dream, and
as soft as possible: only just audible
unless, of course, “lorte™ is indicated.
The fragments appoar in accelerating
iempo, and they should be integrated il
possible. The choirs should bo as far
apart as practicable. As a possibility of

Choirs A and C should move toward
Choir B, which should be in the center,
50 that tho last part of the work ¢an be
sung by all choirs unified into one big
one. This movement should start at
Measure 119 and be very slow and ritu-
alistic. Tho work can be sung by any
choir with at least 24 voices™.

communication, it is suggested that

Milton BABBITT U.S.A.-E.-U.A. - H.N.A.

Té £pyo PHILOMEL yia conpdvo, fxoypagnuévn conpdvo Kal HAEKTPOVIKG
ouvicBipévoue fixoue ypadmee 16 1963, 'H npwtn éxtékeon Eyive otig apxég
100 Endutvou £toue Gnd thv Bethany Beardslee, yid v onoia 16 “I18pupa Ford
cixe nopayyeire: 16 Epyo. Té meipeve Exoi ypdder cidind & "Apcpixavis nonthg
John Hollander wal eival pd povobpapankl dnédoon 1ol pibou g diiopnhag,
snwe Tév Avadépe & '08iSoe otd Exto GiBhio Tdv Metapopdaocwy. 'H ouviicon
civar ywpiopévn, Snwe xai 16 xeipevo, of Tpio pcyaka pépn wai dpyiler otd
onucio not f Gdopila dvaxalinte: & £xon Pwvry dndoviod. ' alrd avadipeTar
xal 8Ao 16 np@To Tphpa. 16 Seltepo Tufua f Gopfha Bétel oo <Sdoog Entd
sadoxikds tpwthocis. Ztiv kdbe fpdinon dnaved Eva dvniguwvixd Tpayoudi
odv fixw. Té tpito xai teAcuraio tpfpa civar ma Extcrapévn «Gpuas pé nEvie
orpodée xal paywnrodwwnuéva ivicphotdia, xai civar ma telwd émBebaiwon
e énavaxmnpévie xal dvavewpbvng Quwvic ThG Suhopiiag. 'O ouvBimg Exe
wdvel pikpée pévo napexxiiocie dné 16 Tunwpévo nomuixd kcipevo. To rkabapd
flexTpovikd Gxd, ol peralraEeig, i éneEepyaoia xai ol cuvduaopoi pt TV payvn-
ropwvnuévn $wvly e Bethany Beardslee npaypatonoui@nrav éndé 16 ouvlém
grév RCA Mark Il Alcxtpovikd ouvBetntd o1é Kévipo "HAcktpovikie Mouoikig
v Navemotnpiwy Columbia kal Princeton.

TO BEMA. "0 dpyaiog pibog nod pac dvapépouv & "0Bibiog xai dAlor puBoypador.
Sipyeital 811 & Tnpéac, Baowuas The Oparng, 4ol Biace T Sukopfha, AbeAgh
e yuvaikae tou, The Ecpifwoe TH yAwooa, yid va prfv 16 papTuphocl o xavéva.
Aoth Spwe Siyldnxe v iotopia e ndve o Eva OPavrd, xai f GdcAdh e, f
Npdevn, yia va éxBixnBel 1év dvipa e, Logake 16 yid Toug xal Tod £5woe Kop- -
paTIa Tou Vi el ‘O Tnpioe tEaypreptvos kuviiynot Tic 500 abehgés ptoa otd
Gouvd The Bpaxne, AAG xai ol Tpeic pcrapopPwdnrav of moukia: 1 Npdrvn o
yehiSdvi, & Tnpdac of Toakancreivéd xai f Shopnha, Eavalpioroviag dmitdhous
if] $uvh) e, of anddvi, nod Extore Bpnvel Tic vixteg. Té povodpapa apyile
and 16 onucio nod f Sopfha pcrapopduveran of andovi xal dvaxalinre: 6m
EavaBpfine T yaptvn NG Swvr.

MILTON BABBITT, born May 10, 1916,
Philadelphia, Pennsylvania. Educated
in the public schools of Jackson, Mis-
sipi; New York Univarsity (B.A.): Prin-
ceton  University (MF.A). Honorary
degrees: Middlebury College (D.M.);
New York University (D.M.): Swarthmore

College (D.M.); New England Conser-
vatory (D.M.). Private study in composi-
tion with Roger Sessions. Depariment
of Music, Princeton University, 1938

Al present, William Shubael Conant Pro-
fossor of Music, Princeton University.
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Member, Department of Mathematics,
Princeton University, 1943-45. Member
of the Composition Faculty, Juilliard
School, 1972, Visiting member of the
faculty, Rubin Academy, Jerusalem,
1977. Member of the faculty, Salzburg
Sominar in American Studies, 1952;
member of the Composition Faculty,
Berkshire Music Center (Tanglewood),
1957, 1958, 1976; faculty member, Prin-
coton Seminar in Advanced Musical
Studies, 1959, 1960; member of the Com-
position Faculty, Darmstadt Summer
Course, Darmstalit, Germany, 1964; Now
England Conservatory, Castle Hill, Mas-
sachusetts, 1968; Composers’ Confer-
ence, Johnson State, Vermont, 1976.
Founder and member of the Committee
of Direction, Electronic Music Center of
Columbia-Princeton Universities; mom-
bor of the Editorial Board, Perspectives
of New Music; member of the Board of
Trustees and Editorial Committeo, Now
Waorld Records; membaer of the Elizabeth
Sprague Coolidge Foundation, Library
of Congress. Member, National Institute
of Arts and Letters. Fellow, American
Academy of Arts and Scionces. Awards
include: Josoph Bearns Prize, 1942; Now
York Music Critics” Circle Citation for
Composition for Four Instruments, 1949
and for Philomal, 1964; Award, National
Institute of Arts and Letters, 1959; Gug-
genheim Fellowship, 1960-61; Brandeis
University Gold Medal, 1970; National
Music Award, 1976. Commissions in-
elude: Fromm Music Foundation: Ford
Foundation: Koussevitzky Music Foun-
dation in the Library of Congress; Now
York Philharmonic Society; The Filene
Conter for the Performing Arts; Juilliard
School of Music; Brandeis University;
The Fine Arts Music Foundation; Eliza-
beth Sprague Coolidge Foundation; The
Opera Institute of the National Endow-
mant for the Arts; the Concert Arlists
Guid; Naumburg Foundation; New York
State Arts Council. Articles and reviews:
Perspectives of New Music; The Journal
of Music Theory; The Score and IMA
Magazine; The Musical Quarterly: The
Journal of the American Musicological
Socioty; Symposium of the College Music
Society; High Fidelity; University Ma-

gazine; The Musical Journal, et Ar-
ticles reprinted in: The Problems of
Modern Musfc (ed. P.H. Lang): The
American Composer Speaks (ed. G.
Chase); Contemporary Composers on
Contemporary Music (ed. Schwartz and
Childs); Perspectives on Schoenberg
and Stravinsky, Parspectives on Ameri-
can Composers, Perspectives on Con-
tomporary Musical Theory (all ed. Borotz
and Cone); Twentieth Century Views of
Music History (ed. W. Mays); article in
The Orchestral Composer's Point of View
{ed. Hines).

PHILOMEL for soprano, recorded sop-
rano, and olectronically synthesized
sound, was composed in 1963, and first
performed early the lollowing year by
Bathany Beardsleo, for whom the work
was commissioned by the Ford Founda-
tion. The text, writlen expressly lor this
work by the American poot John Hol-
landar, is a monodramatic realization of
the legend of Philomela, founded on the
varsion which appears in Ovid's sixth
book of Metamorphoses. The tripartite
text, reflected in the large divisions of
the composition, begins at thal point of
the tale when Philomel rediscovers hor
voice, that of a nightingale, and the first
section is concerned with that emer-
gence. In the second section, Philomel
pos0es seven SUCCessive questions 1o
the “lorest”, cach of which is responded
1o as an “echo” song, while the final
seclion is an oxtended “aria” of five
strophes with tape interludes, a final al-
firmation of her vocal survival and re-
newal. A few minor deviations from the
printed poetic toxt were made by the
composar. The purely elactronic materi-
als, and the mulations, modifications,
and combinations of the recorded voice
of Bethany Beardslee wore created on
the RCA Mark Il Electronic Sound Syn-
thesizer at the Electronic Music Center
of Columbia and Princeton Universities
by the composer.

The ARGUMENT from Ovid and othor
mythographers we learn of how Philo-
mela was rapwed by her brother-in-law,
Tereus, King of Thrace, who tore out her



tongue lost she tell of it. But she wove
the tale inlo a tapoestry, and her sister,
procne. learning of the horror, avanged
nersell upon her husband by bulchering
their son and feeding him to his father,

low, Tereus, to the Hoopoo, and Philo-
mela, regaining her voice at last, to the
nightingale. who ever since has poured
her sorrow into the night. This mono-
drama begins at the instant of metamor-

In a rage, he chased the sisters through
the forests of Thrace, but thoy were
changed into birds: Procne, 1o the swal-

phosis, and of her discovery of her voice
restored.

Zbigniew BARGIELSKI Poland - Pologne - lMoAwvia

‘0 Zbigniew BARGIELSKI yewwiiinke 10 1937 otf Lomza. "And 16 1954 we 16 1957
cmoodact vomxkd otd Navemothuo «Marie Curie-Sklodowskas, 100 Aovlhivou.
ré 1958 dpywoe va onoudalel ouvBeon oTAv TAvwrdm Ixohy Mouowhg Tod
Katowice. T6 1964 nApe 16 dinkwya Tou ot olvBcon. Té 1965 képdioe 16 nplTo
fpabeio 016 Haywviopd Néwv the "Evwong Molwvav Zyvletdv, ot BopooBia.
resionoinoe Tic onoudéc Tou pé TA Navnia Mnoulavié oté Napiot (196667}
«ai oTAv "Avertarn Mouoikd "Axadnuio 1ol Mxparg (1972). 'Epydéleral tniong
odv Snuocioypagos xai nabaywyds. Kupibtepa Lpya Tou gival: «Zuppwvia yid
‘Opxhotpa (1956). Neooovativa yid Bioki woi mdvo (1956). Névie onoudis yid
méve (1957), Névie oovérta yid odho Biohi (1962), "0 uxpés nplyrnnag-.
snepa Baoiopévn otd Sudvupo Epyo 1ol Zaivi-Efuncpl (1966). «EZépBepre. yid
drohi (Bidha, TOEANO), mavo xal kpouotd (1966). «Ntavrdvs, dncpa pé Bhon 1o
su@vupo Epyo 100 G. Bichner (1968/69), «I16v xixho+. yié conpévo, GAto, Bapl-
1ovo, o6ho pndoco xai dpxhotpa Swpatiou (1969), «Napehdocigs. 1970, yud
spxhotpa (1965-70), Téoocpa Epwrikd payoldia, of otigoug thg A. Patey-
Grabowska, yié pétlo conpdavo xai mavo (1969/71). 'O Pobuvag-. ot oTiYous
o0 T. “EAuoT yia 8apiTovo xal pndoco khapwvéto (1971), <Ta gavidopara 3¢
\Eve noté Yéppatas . KwpikoTpayikh dncpa Bacwouévn of Epyo 100 5.1, Wilkiewicz
(1971/72), «'H "Akixn ot xwpa Tev Baupdtwvs, Snepa yid véoug pé Baon %
Autwvupo Epyo 1ol L. Carrol (1971/72).

T4 KONIEPTO MA BIOAI 16 Eypode 16 1975 yid Thv Wanda Wilkomirska wai ¢
16 GOUEPWOE. "H npaTn Tou éxtéheon Eyive TV "lavoudpo Tod 1978 otd Bydgoszcz

it SieuBuveh) Tdy Wojriech Michniowski, Awapxel 20 AcnTa.

Zbigniew BARGIELSKI was born in 1937
in Lomza, From 1954 to 1957 he stu-
died law at Maria Curie-Sklodowska
University in Lublin. In 1958 he started
his studies in composition, continuing
them with Boleslaw Szabelski at the
State Higher School of Music in Kale-
wice, In 1964 he received his com-
poser's diploma. In 1965 he won the
First Prize at Youth Competition ol the
Polish Compogsers’ Union in Warsaw.
He completed his studies under Nadia
Boulanger in Paris (1966-67) and the
Hochschule fir Musik in Graz (1972).
He also works as a journalist and a
teacher. Principal works: since 1970:

Z.8.

Zbigniew BARGIELSKI est né en 1937 &
Lomza (Pologne). Do 1954 & 1957, il a
dtudié le Droit & I'Université Maria Curie-
Sklodowska & Lublin. Il a commencé
sos études de composition en 1958, 1l
les a poursuivies avec Boleslaw Sza-
balski & I'Ecole supdricure de musique
do Katowice. Il a regu son dipldme de
composition en 1964, En 1965, il a gagné
le premier prix du Concours de I'union
polonaise dos compositeurs desting
aux jeunes. |l a complété ses études a
Paris (avec Nadia Boulanger en 1966-7)
ot & Graz (Ecole supérieure de musique,
en 1972). Il a aussi été journaliste et
pbédagogue. Principales ceuvres: Sin-
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Member, Department of Mathematics,
Princeton University, 1943-45. Member
of the Composition Faculty, Juilliard
School, 1972, Visiting member of the
faculty, Rubin Academy. Jerusalem,
1977. Member of the faculty, Salzburg
Seminar in American Studies, 1952;
member of the Composilion Faculty,
Berkshire Music Center (Tanglewood),
1957, 1958, 1976; faculty member, Prin-
celon Seminar in Advanced Musical
Studies, 1959, 1960; member of the Com-
position Faculty, Darmstadt Summer
Course, Darmstalit, Germany, 1964; New
England Conservatory, Castle Hill, Mas-
sachuselts, 1968; Composers’ Confer-
ence, Johnson State. Vermont, 1976,
Founder and member of the Committee
of Direction, Electronic Music Center of
Columbia-Princeton Universitios; mem-
ber of the Editorial Board, Parspectives
of New Music; member of the Board of
Trustees and Editorial Commiltee, Now
World Records: member of the Elizabeth
Sprague Coolidge Foundation, Library
of Congress. Member, National Institute
of Arts and Letters. Fellow, American
Academy of Arts and Sciences. Awards
include: Joseph Bearns Prize, 1942; New
York Music Critics’ Circle Citation for
Composition for Four Instrements, 1949
and for Phifomel. 1964; Award, National
Institute of Arts and Letters, 1959; Gug-
genheim Fellowship, 1960-61; Brandeis
University Gold Medal, 1970; National
Music Award, 1976. Commissions in-
¢clude: Fromm Music Foundalion: Ford
Foundation; Koussevilzky Music Foun-
dation in the Library of Congross; New
York Philharmonic Society; The Filene
Center for the Performing Arts: Juilliard
School of Music; Brandeis University;
The Fine Arts Music Foundation; Eliza-
beth Sprague Coolidge Foundation; The
QOpera Institute of the National Endow-
meant for the Arts; the Concert Arlists
Guid; Naumburg Foundation; New York
State Arts Council. Articles and reviews:
Parspectives of Now Music; The Journal
of Music Theory; The Score and IMA
Magazine; The Musical Quarterly; The
Journal of the American Musicological
Socioty; Symposium of the College Music
Society; High Fidelity; University Ma-

gazing; The Musical Journal, otc. Ar-
ticles reprinted in: The Problems of
Modern Music (ed. P.H. Lang); The
American Composer Speaks (ed. G.
Chase); Contemporary Composers on
Comtemporary Music (ed. Schwarlz and
Childs); Perspectives on Schoenberg
and Stravinsky, Porspoctives on Ameri-
can Composars, Parspectives on Con-
temporary Musical Theory (all ed, Borotz
and Cone): Twantieth Contury Views of
Music Mistory (ed. W. Mays); article in
The Qrehostral Composer's Point of View
(ed. Hines).

PHILOMEL for soprano, recorded sop-
rano, and electronically synthesized
sound, was composed in 1963, and first
performed early the following year by
Bethany Beardslee, for whom the work
was commissioned by the Ford Founda-
tion. The text, written exprassly for this
work by the American poet John Hol-
lander, is a monodramaltic realization of
the legend of Philomela, founded on the
varsion which appears in Ovid's sixth
book of Metamorphoses. The tripartite
text, reflected in the large divisions of
the composition, begins at that point of
the tale when Philomel rediscovars hor
voice, that of a nightingale. and the first
section is concerned with that emer-
gence. In the second séction, Philome!
poses seven successive queslions to
the “lorest”, each of which is responded
to as an “echo” song, while the final
section is an extended “‘aria™ of five
strophes with tape interludes, a final af-
firmation of her vocal survival and re-
newal. A few minor deviations from the
printed poetic text were made by the
composeér. The purely électronic materi-
als, and the mulations, modifications,
and combinations of the recorded voice
ol Bethany Beardslee were created on
the RCA Mark 1l Electronic Sound Syn-
thesizer at the Electronic Music Center
of Columbia and Princeton Universities
by the composer.

The ARGUMENT from Ovid and other
mythographers we learn of how Philo-
mala was rapwed by hér brothér-in-law,
Tereus, King of Thrace, who tore out her



tongue lest she toll of it. Bul she wove
ihe tale into a tapestry, and her sister,
procne, learning of the horror, avanged
nersell upon her husband by bulchering
their son and feeding him to his father.
In a rage, he chased the sisters through
the forests of Thrace, bul thoy werg

low, Tereus, to the Hoopoe. and Philo-
mela, regaining her voice at last. lo the
nightingale. who ever since has poured
her sorrow into the night. This mono-
drama begins at the instant of motamor-
phosis, and of her discovery of her voice
rostored.

changed into birds: Procne, to the swal-

Zbigniew BARGIELSKI Poland - Pologne - MNoAwvia

© Zbigniew BARGIELSKI yevvifnke 16 1937 ot Lomza. "And 16 1954 @¢ 16 1957

amo0baos vouikd otéd Navemothuo <Marie Curie-Sklodowskar, 100 AouBhivou.
Té 1958 dpyioe va onouddlel olvleon oty "Avwrain Ixohfy Mouowfig Tod
Katowice, To 1964 nipe 16 dinkwpa Tou ot oGvBean. Té 1965 xépdioe 16 npdTo
Apabeio o016 Saywwviopd Niwv e “Evwong Nolwvay Zyvlctdv, ot BopooBio.
rehcionoinoe Tic onoudéc Tou pé T Navnia Mnoulavié otd Napic (1966-67)
wal othv ‘Avwtatn Mouowd “Axadnuia tod Fxparg (1972). 'Epyddetar Enlong
odv Bnuotioypados kai nadaywyss. Kupiwtepe £pya Tou gival: «Zupguvia yid
‘Opxfotpa (1956), Neocovativa yié 8ioll xai mivo (1936). Névre onoudte yié
midve (1957), Névie oovérta yid odho Biohi (1962). "0 mepdc mMplyknnags:,
snepa Baoiopévn otd Spdvupo Epyo 1ol Zaivi-EEuncpl (1966). «ZépBepre. yid
Giohi (Bi6ha, ToEAAD) . mave xal kpouotd (1966). «Ntaviov., dnepa pt Bdon 1o
su@vupo Epyo To0 G. Bichner (1968/69), «I16v xixho:. yid conpdvo, GAto. 8apu-
1ovo, OGN0 ENGOCO Kai opxfotpa Swyatiou (1969). -Nopehéorig-, 1970, yid
spxhotpa (1965-70), Téoocpa épwrikd tpayoldia, of otixoug Thg A. Patoy-
Grabowska, yia pétlo conpavo kal miavo (1969/71), <O Poduwvag:, of OTiYous
ol T. “EAMoT yia 8apUtovo xai pndoco khapivéto (1971), «Ta gavidopara 5
\éve noté Yiypatas . kepikoTpayikn ncpa Gacopévn of Epyo 100 5. Witkiewicz
(1971/72), «'H "AAixn oTh xwpa Tav Baupdtwvs, dntpa yid vioug pe Baon 16
suvupo Epyo 1ol L. Carrol (1971/72).

ré KONEEPTO 1A BIOAI 16 Eypae 16 1975 il Ty Wanda Wilkomirska xai 1ig
16 aoépwot. ‘H npdtn Tou Extéhcon Eyive Tov Tavoudpio 100 1978 o16 Bydgoszcz
i BieuBuveh) Tdv Wojriech Michniowski. Huaprei 20 Acnrd.

2.8

Zbigniew BARGIELSKI was born in 1937
in Lomza. From 1954 to 1957 he slu-
died law at Maria Curie-Sklodowska
University in Lublin. In 1958 he started
nis studies in composition, continuing
them with Boleslaw Szabelski at the
State Highor School of Music in Kate-
wice. In 1964 he received his com-
poser's diploma. In 1965 he won the
First Prize at Youth Competition of the
Polish Composers’ Union in Warsaw.
Ho completed his studies under Nadia
Boulanger in Paris (1966-67) and the
Hochschule 10r Musik in Graz (1972).
He also works as a journalist and a
toacher. Principal works: since 1970:

Zbigniew BARGIELSKI est né en 1937 &
Lomza (Pologne). De 1954 4 1957, il a
dtudié le Droit & 1'Université Maria Curie-
Sklodowska & Lublin. Il a commencé
ses études de composition en 1958. 1l
les a poursuivies avec Boleslaw Sza-
balski & I'Ecole supdrieure de musigque
do Katowice. Il a regu son dipldme de
composition en 1964, En 1965, il a gagné
le premier prix du Concours de 'union
polonaise des composileurs destiné
aux jeunes. |l a complété ses études a
Paris (avec Nadia Boulanger en 1966-7)
ot & Graz (Ecole supérieure de musique,
en 1972). Il a aussi 616 journaliste et
pédagogue. Principales auvres: Sin-
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Parades 1970 lor orchestra (1965-70),
Four Love Songs with words by A. Patoy-
Grabowska lor mézzo-soprang and plano
(1969/71). The Rose Garden with words
by T.5. Eliot for baritong and bass clari-
not (1971), Phantoms Never Lie, tragi-
comic opera after 5.0, Witkiewicz (1971/
72), Alice in Wonderland, opera lor youth
after L. Carrol (1971/72). Ein Zimmer
alter F. Kalka for clarinot, collo, trom-
bone, piano and magnaotic tapa (1972),
Nature morte | tor violin, guitar and mag-
netic tape (1972), Nature morte Il for
violin, vigla, cello, harp and magnetic
tape (1972), Espace atirapé for groat
symphony orchestra (1974), Concerto for
percussion and orchestra (1975). Im-
promptu for percussion sole (1975),
Travermusik for twenty performors
(1975), Concerto for violin and archestra
(1975), Vorspiel for percussion solo
(1975), Baliad for ensemble of brass in-
struments and percussion (1975), The
Fourth Baltie by Paolo Uccello — re-
construction for orchestra (1976), Polish
Rhapsody for orchestra (1976), String
Quartet (1976).

VIOLIN CONCERTO, 1975, with orchos-
tra. This Violin Concorto was writhen
for Wanda Wilkomirska and it is dedi-
cated to her. Its first world performance
ook place inJanuary, 1978 in Bydgoszez
undor the baton of Wojciech Michniow-
ski,

ZB.

fonia for Orchestra (1956), Neosonatina
for violin and pfano (1956), Seven E-
ludes for piano (1957), Five sonnets for
violin solo (1962). The Liltke Prince,
opéra d'aprés Saint-Exupéry (1966),
Sorvert (1966), In the Circle (1969), Pa-
rades 1970 (1965-70), Four Love Songs
(1969-71), The Rose Garden (1971),
Phantoms Newver Lie. opéra tragi-co-
mique d'apris-Witkiewicz (1971-2), Alice
in Wondearland, opéra d'aprés L. Carrol
(1971-2), Ein Zimmer d'aprés Kalka
{(1972), Nature morte | et Il (1972), Es-
pace allrapé (1974), Concerte for per-
cussion and orchostra (1975), Improm-
tu for percussion solo (1975), Traver-
musik (1975), Concerte for violin and
orchostra (1975), Vorspiel for porcus-
sion solo (1075), Ballad for ensemblo
ol brass instruments and percussion
(1975), The Fourth Baltle de Paoclo
Ucello — reconstruction pour orchestre
(1976), Polish Rapsody (1976), String
Quartet (1976).

Le CONCERTO POUR VIOLON a &
écrit en 1975 pour Wanda Wilkomirska,
4 laguelle il a é16 dédié. Sa création a
eu liou én janvier 1978 & Bydgoscz sous
la direction do Wojciech Michniewski.
Durée: env. 20 min,

ZB.

Michael BAROLSKY lIsrael - Israél - "lopanA

‘0 Michael BAROLSKY yevviifnxe 16 1947 ot Bilva tag ABovaviag. ~Apxwoc v
ouvidtel of Aluxia 10 xpodvewv xal otd 16 Tou pchénot ouotnuanxd odvBeon.
"And 16 1965 nipe pépoc ord @conBah Idyypovne Moudikfg ot BapooBia, dnou
napaxkohollnoe paffpara 100 W. Luteslawski. "And 16 1966 onoldaoe mave xal
alvBeon ot Moudikry "Aralnuia e Bilva xal épydomnee odv ouvraxtng 1ol
pouood npoypdppatos otd padioguwvikd otabud. 1A Méoxa pehémoe pé 100g
A. Schnittke xai E. Denisolf, 300 onuavnikic npocwmikdmnIeg THG coBicTiKAG
povowhc. Metd Tiv tyxatdotaoh Tou otd ‘lopahh (1971), nijpe pépog of Siebveig
ouvaothocle EuvBerdv oty "EABetia, xai otd Nrdpportar (kupiwg pé Todg Ligeti,
Stockhausen, wai Kagel). Ztiv nepiodo 1974-77 Sibeke mdvo, dpuovia, avalyon
xai fAcxkTpovied poucwd 016 Koliyio "Erxnailtuvong Mouvoikdv Aaoxalwv 100
TEA-"ABIB. AT Tév kaipd el oThv Kohwvia dnou émdotcivar and v Meppavikn
ruBipvnon.
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Té Epyo STERNENGESANG (Té tpayoll 1év dotpwv) Eyive Dotepa énd napay-
vehia 100 ‘1Bpopatog TEA-ABIB yid T Aoyotexvia mai Tig Téyves yid Thv dpxfotpa
Swipatiov 100 'lopafh ind iy SicdBuvon 100 Podvrohd Mnapodi. TeAziwoe 16 xa-
roxaipt 100 1978. 'O ouvBémne ypdger: «Té tpayold 1év dotpwy. dviavaxAd 16
fvBia@tpov pov yid tév xaBaliotikd puotvaopd. Eivar Baowpévo o Eva xai pdvo
potiBo. AUTS Spwg mov eival mé onpavrikd yid péva civar 16 KEipevo anéd v

KaBBaka, nod xpnoipclet odav adetnpia-.

Michael BAROLSKY was born in 1947 in
Wilna, Lithuania. Ho began (0 cOmpose
at the age of ten, and started to study
composition as a major subject at the
age of 16. In 1965 he took part in courses
headed by W. Lutoslavski al the Festi-
vals of Contempoary Music in Warsaw,
In 1966 he started to study piano and
composition at the Music Academy of
Wilna and worked as editor of music
programs at the radio station. In Mos-
cow he studied with A, Schnittke and E.
Denissoll, two important ligures in Soviet
music. Alter settling in Israel (1971) he
took part in the International Composars
Courses in Switzerland (Boswil, K.
Huber) and Darmstadt (specially with G.
Ligeti, K. Stockhaysen and M, Kagel),
He has beéen a teacher of piano, har-
many, analysis and electronic music at
the Tel-Aviv Music Teachers Training
Coliege from 1974-1977. He now has a
DAAD stipend from the German Govern-
ment in Cologne, His 43 works include
an opera, chambar music and orchestral
works, electronic music and audio-visual
media. His music has been recorded
and performed in Europe, Amarica and
Israel, Ho was reprosented on the Unes-
co Composers Rostrum, and has been
recorded by Grenadilla: “Cries and
Whispers"™,
STERMENGESANG (Song of the Stars),
1978, for chamber orchestra, was com-
misioned by the “Tel-Aviv Foundation
for Litrature and Arts™ for the “Israel
Chamber Orchestra” directed by Ru-
dolph Barshai. Michael Barolsky writes:
Song of the Stars reflects my interest
in Cabalistical mysticism. Tho plece is
based on a single motiv (g flal, 1, d, @
flat). Bul theé most important thing —
for me — is the following text from the
Cabbala, which serves as a kind of
motto: "Stars (planets) has the Lord

Michel BAROLSKY ost né en 1947 &
Wilna (Lithuanie). Il a commencd 16 ans,
la composition était son principal objet
d'étude. A partir do 1965, il a participé
au Festival de musique contemporaine
de Varsovie, o0 il a suivi des cours don-
nés par W. Lutoslawski. Dés 1966, il a
dluditué le piano et la composition -
I'Académio de musique de Wilna ¢t a
travaillé & la radio comme reproducteur
de programmes musicaux. A Moscou,
il & étudid avec A, Schnittke et E. Deni-
soff, deux personalités importantes de la
musique russe. Aprds avoir émigré en
Israel (1971), il a participd & dos cours
inteérnationaux de composition en Suisse
(4 Boswil avec K. Huber) et en Alle-
magne (& Darmstadt avec G. Ligoti, K.
Stockhausen et M. Kagel). De 1974 a
1977, il a dtd professour de piano, d'har-
monie, d analyse et de musique dlectro-
nique au Tel-Aviv music Teachers Train-
ing College. Il est actuellement boursier
du DAAD-Bonn & Cologne. Parmi ses
auvres (43), on trouve un opdéra, de la
musique de chambre, de la musique
orchestrale, de la musique électronique
ol des couvres audio-visuelles. Sa mu-
sique a &t oxécutde et enregistrée en
Europe, en Amérique ot en Isradl. Il a
é1é présentd & la Tribune des composi-
tours de I'Unesco.

STERNENGESANG (Chant des éloiles)
@5t uné commande do la Tel-Aviv Foun-
dation for Literature and Arts pour I'QOr-
chestre do chambre d'lsraél que dirige
Rudolph Barchai. L'avuvre a é1é achevée
on &6 1978, «STERNENGESANG reflite
rintérét que je porte au myslicisme ca-
balistique. Ma piéce o8t construite sur
un motil simple (sol bémol, fa, ré, mi
bémol). Mais, pour moi, la chose la plus
importante est e text de la Cabale qui
sert d'épigraphe: «Dans le ciel, lo Sei-
gneur a créd des étoiles (des plandlos),
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made in heavens, and each heaven has
several ministering angels appointed to
it. .. They serve their Lord and are ap-
pointed to serve the wordly affairs of
men. Some of them praise Him being
appointed for the Chant, . ." "

el chague ciel a désigné ses anges mi-
nistres respectifs. .. et ils servent leur
Seigneur ¢t ils sont désignés pour ser-
vir les affaires temporelles des hommes.
Et quelques-uns d'entre eux Le glorifient
ot ont &té choisis pour I'Hymne. .. »'s,

M.B.

Juraj BENES Czechoslovakia - Tchéchoslovaquie -
ToeyxooAoBakia

‘0 Juraj BENES yewwiBnxe oric 2 Mapriou tod 1940 otfv TpvaBa tiig IAoBaxiag.
Nipe Sindwpa miavow and o Kpankd "Q6elo 1ig Mnpanoldta 16 1960. “Yotepa,
peAdtnoe odvlcon oty "Axadnuia Mouowdy Texviv 1he MnpanohdBa. "Agol
oupnAnpwos tic onoudéc Tou Epydotnre odv EmpeAnthe Soxipdv xal patoTpog
otd "Efvikd Ofatpo the MnpatiohdBa (1964-1974) . ADTS Tov mapd Siddoxe: otd
Nadaywyikd Tufipa 1ol Navememuiou «Comeniuss The TpvdBa. Midaoxe Bewpia
e poumkfe, dppovia xal dvaluon cuvBiéccwy. "Exel ypdyer moika £pya yid
mave (4 govarce yid midvo), xixhoue Tpayoudiiov wal ouvBEoee yia xopwdia.
"‘Onwodnnote, 16 énikevipo e SouAsulic Tou GpioxeTar ot }OpaAKINPIOTIKA
poucik moAdiv P napadomaxiy Spydvav: Bdaig yid Tov ouvTaypartapxn
Mnpdpk yia 11 dpyava, NuiBepruipévio yvid 11 Eyyopda, Maphla pouoikf yia 2
midva, Feyovota-Kouaptétro "Eyyxdpdwv No 1, Kavrodva yid xKouivi£To nveuoTdv.
*Avapcoa otic ouvBiéosic Tou yid peyadlitepo apiBpd dpydvwv B4 npénel va
avadepdei 16 "AMEYKpo Yid dpxhotpa. "Avapvnon yié dpxfiotpa Swpatiou xai
Mouvoikry yid tpounétra, xpouotd kai Eyxopdo. "Evypade éniong 2 dnepeg: «Ta
raivoipyia Polya 1ol Baowwds (mdvw of ud iotopia 1ol "Avieposv) xal -tov
Mappapwpévos (0f keipeva Janko Kral),

1o Epyo «INTERMEZZO vud 6 dpyavas (olvbeon Alyougtou - "Oxtwdpn 1ol
1976) . ol fiynukéc npodioeie Sév nailouv oxddv kavéva podho ot onaypagnen
e edvBeone dv xai f xatavoprl T4V dpydvey cival kanwe acuviiBotn. Malkov
16 avrifero ocupBaiver. 'H ypwpatikl povotovia Enpene va Sooct 016 guvBén
16 neplBopo yia ud Gpuopévn Edeubepia va pr énnpedietan an’ adth Thv Evid-
nwon. Té va cuvbubon 1 Spapanikdmnra e olvBeong odv Sabikacia pé v
appovia xai o pudud, danotéicoe 1o npooxfdvie Tol Eviiadipovidg Tou. 'H
oUvBcon Swipeital 0f 6 pipn Sagopenika of dppovin, puBpd kai ypéPpo.
"Apxifel xat edfeiav (Eva {unpd dihéxypo nol fpgaviferar nal otd Téhog).
*Avanapotd Eva 16Eo nod oty dpxf Exe Tdon va néog olpdpwva pé Pdivouoca
npdodo, (Ewe 16 obho 100 PAdouTou) kal dotepa dvakapBdaver ndaM of ma véa
dvodo nou wopudaveTal npiv dnd 1o coda pé v (mofodn évdg xopwdiaxod
pépouc. Etiv &An olvBcon N onueoypadia fxpctariederar Eva otoixeio (Eva
Ao xwpopévo of 6 Ge 11 Sérwarta £xta) npdypa nod npootatedel v dxpideia
wai v cagfivela, dv kai ouyxva f el Evtonwon civar Tuxaia.

Juraj BENES was born in 1940 in Trnava,
Slovakia. He graduated in piano from
the State Conservatoire in Bratislava in
1960. Then he studied composition at
the Academy of Musgical Arts in Bratis-
lava. Having accomplished his studies,
he worked as a rehearser and conduclor

Juraj BENES est né en 1940 & Trnava
(Tchécoslovaquie). Dipldme de piano
du Conservatoire d'Etal de Bralislava
(1960). A ensuite dtudié la composition
& I'Académie des arts musicaux de Bra-
tislava, De 1964 4 1974, ses études ter-
mindes, il a travaillé comme répétiteur



at the Slovak Mational Theatre in Bra-
yslava (1964-1974). At present he is
conior leclurer at the Faculty of Edu-
cation, Comenius University, Trnava. He
wraches theory ol music. harmony and
analysis of compositions. He is the
author of many composilions for the
plano (4 plano sonalas), song cycles
and choir compositions. However, the
contre of his work lies in characler
music for various non-traditional instru-
ments; Waltz for Colonel Brumble for 11
instruments, Divertimento for 11 strings,
Connubial music for two pianos, Events

- gquartetto d'archi No. 1, Canzona for
awind quintet. Among his compositions
for a greater number of instruments are
Allegro for an orchestra, Mémaoire lor a
chamber orchestra, Music for a trumpet,
porcussion and string instruments. He
is also the author of two operas: The
Emperor's New Clothes (after Andersen)
and The Petrified (tect by Janko Krdi).

INTERMEZZO, 1976, for 6 fiutes. The
somewhal unusual division of these six
instruments and their colorful monotony
gave the composer a certain liberty
which enabled him nol to lake the sound
aspect into account. The composilion
is divided into six parts which diller in
harmony, rhythm and structure. The six
parts form a double graduated chain
with linked sections of different den-
sities. It begins in medias res with an
allegro energico, which returns at the
end. The whole represents an arc that
has, at first, a falling tendency, gradual-
Iy becoming extinguished, reduced to
a single flute, and then a néw graduation
which culminates, before the coda, in
the suggestion of a choral citation. In
the whole composition, the notation ox-
ploits one bar (a minim divided into 6-11
semiquavers) which saleguards exact-
ness and unambiguity, though the re-
sult gives often the impression of ale-
atory treatment.

¢t chel d'orchestre au Thédtre national
slovaque de Bratislava. Actuellement il
anseigne A la faculté de pédagogie de
I'Universitd Comenius de Trnava les
branches théoriques de la musique,
I'harmonie @1 I'analyse. 1l est avtour de
composilions pour plane (4 Sonates
pour piano), de cycles de liedar ot mu-
sigue chorale. Cependant, Ses composi-
tions font plutdt appel & des instruments
relativement peu utilisés, Valse pour le
Colongl Brumble pour 11 insltruments,
Divertimanio pour 11 cordes, Musique
conjugale pour deux pianos, Events-
quatuor & cordes no 1, Canzona pour
quintette & vent. Parmi los compositions
pour grand ensemble, il faut mentionner
Allegro pour orchestre, Mémoire pour
orchestre de chambre ot Musigue pour
trompelte, percussion of cordes. BENES
ost aussi l'auleur de deux opéras: Les
Habits neuls de IEmpereur (d'aprés
Andersen) et Le Pétrifié (livret de Janko
Krai).

INTERMEZZO pour 6 llites a &6 créé
e 24 février 1978 au cours de la 3bme
Semaine do la nouvelle musique slo-
vaque. La composition de cette auvre
o8l due & laction conjuguée do doux
dléments: il y a d’abord eu la prestation
du quatuor de fidtistes Brunner dans une
ovuvre de Sixta qui a stimulé 'imagina-
tion de BENES; il y a eu @nsuite lo be-
soin de renouveler sa pensée musicale
aprés des ceuvres comme Musique con-
jugale pour deux pianos, la Sonale pour
vielon solo, la deuxidme Sonate pour
piano. INTERMEZZO est une aruvre en
un seul movement divisé en six parties.
L'unité est garantio par le choix de
couples d'intervalles do parentd im-
médiate. Dans cette awuvre, le composi-
teur s'est appliqué &4 ne pas suivre de
sprogrammes extra-musical. Le maté-
riau sonore subit des superpositions,
des interpénétralions dont le timbre
délicat et identique des six fiites ne
facilite pas la parception.

J.B.

Attila Bozay Hungary - Hongrie - Ouyyapia

‘O Attila BOZAY (yev. 1939) onoddaocc olvBcon ovd '(15cio BEKESTARHOS,
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votepa otd wheico Béla Barlok 1hRc Boubanéomne, kal TéAcc oty "Axadnuia
e Mouowkfie The Boudanéotng, an’ dmou wai mApe 1é Simhwpd Tou odv pabn-
e Tol Ferenc Farkas, td 1962, "And 16 1936 we 16 1966 frav ouvtdrmng oty
Qlyypiry Padiogovia. To 1967 niye otd Napio, pé dmotpogia g Unesco.
"And 1ot apepwlnke oty olvieon. Ta £pya tou Exouv napoudiaotel of MoAu-
apiBpa onuavticd Siefvi) geoniBak. Td 1968 Tipndnxe pé 1o Bpadeio Erkel,

It £pyo tou IMPROVISATIONS | yvia odho Zither (1972) td réooepa pdpn ivai
nEpIOoGTEPS EvdTnTee Sadopenikhe Yuxikhic Sudbcone i kéBe pia, nopd alotnpd
Sapfpwnikd pépn’ 1O OuppETpIKG OMkd nmou EmavépxEtar dvTiotaBpilel mai
SiapBpuvel EAEUBEpoUg ouviuaopols. "AVTIBETa Pt 16 TiTho, 16 £pyo Siv nepléxEL
alTooxedaouo, Add Exel ypadrel odv va podlel pé adtooxelhaoud, pé 1 oxe-
Tk xahapn dopr tou wal v Epunveio. To Zither naileral p° Eva tpdno évie-
A dagopenikd and Excivov nol naifetan 10 Aqikd Zither — otic xopdic
Tou ol avrtnmpoownegouy kal Tolg 12 ¢ldyyous, pnopodv va napayBolv nolu-
xpwpot fxol, pé GAa 14 £i8n nAAKTpwy, T4 KAoBd 1ol xoupdioparoc kai 14
Saytuka kai T@v S00 xepmdv. Mali pé opopéves Suvatdmniee Tol SAAOUTOU
kal 1@y Lyxopdwy, ol fixol adrol dnepBaivouv T Swdekaduwvia, npde pia dvor-

% 1M kal napaxnikg dneipn oL fywy.

Altila BOZAY (b. 1939) studied composi-
tion at the Békéstarhos Conservalory,
then at the Béla Bartdk Conservatory,
Budapest, finally at the Academy of Mu-
sic, Budapest, where he oblained his
diploma as a pupil of Ferenc Farkas, in
1962. From 1963 to 1966 he was editor
of the Hungarian Radio. In 1967 he visit-
ed Paris, on a UNESCO scholarship.
Since then he has devoled himsell to
composition as his main actlivity. His
works ware performed at numerous sig-
nificant international festivals. He was
awarded the Erkel Prize in 1968. The
tour movement of his IMPROVISATIONS
I for zither solo (1972) indicate units of
dilferant moods, rather than strict struc-
tural parts; symmetric, recurring materi-
als compansate and articulate the free
associations. In spite of its title, the
piece conlains no improvisation, but is
made improvisation-like by the relatively
logse structure and the interpretation.
The zither is played in a way enlirely dil-
farent from the use of folk zither — on
its strings, representing all the 12 tones,
multi-colourad sounds can be oblained
with all kinds of plectrums, the tuning-
key and the fingers of both hands. To-
geather with certain polentials of the flute
and the strings, these sounds Surpass
dodecaphony, towards an open, practi-
cally infinite range of Sounds.
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Attila BOZAY, né en 1939, a &ludié la
Composition au Conservatoire Békés-
tarhos, ensuite au Conservatoire Béla
Barték & Budapest, et finalement, comme
éléve de Ferenc Farkas, & I'Académie do
Musique de Budapest. d'ol il a obtenu
son dipldme en 1962, De 1963 4 1966 il
dtait producteur de programme & la Ra-
dio hongroise. En 1967 il a visité Paris
béndficiant d'une bourse de 'UNESCO.
Depuis, il s'est voud principalement & la
composilion. Ses cuvres ont &16 oxé-
cutées dans plusicurs festivals interna-
tionaux. En 1968 il a obtenu le Prix Eckel.

Les qualre mouvements de ses IMPRO-
VISATIONS | pour zither solo (1972)
expriment en réalité des sentiments di-
vers et ne sont pas des parties structu-
rales. En dépit de son titre, I'cuvre n'est
pas une improvisation, mais ce carac-
thre lui est donné par sa structure rela-
tivement lache et par l'interprétation. Le
zither est joud d'unée toute autre maniére
que le zither folklorique: ses cordes,
reéprésentant les 12 tons, peuvent donner
des sons de couleur trds wvaride, au
moyen de toutes sortes de plectres, de
la clé d'accordage et des doigls des
deux mains. Combinés aux possibilités
de la ldte et des instruments & cordes,
les sons vont au-dela de la dodécapho-
nie, vors une variétd libre ot pratique-
ment illimitée de sons.



Theo BRANDMULLER W. Germany - Allemagne de I'Ouest
- A. M'eppavia

‘0 Theo BRANDMULLER yevvifinke 16 1948 ot Aur. Meppavia, onosbaoe advizon
ué Tév Werner Fussau otd Mdaivrg xai ot Mouoikh "Aradnuia tod Detmold tie
Bop. Meppaviag pé 1ov Giselher Klebe, Znolbaoce éniong dpyave pé 1év Helmuth
Tramnitz ot1d Detmold kai 1év Gaslon Litaize oté Napion. Zuvéxioe Tic onoudic Tou
atfy odvBeon pé tov Cristobal Halflter otd MaBpitn. tév M. Kagel otv Kolwvia xal
rév O, Messiaen oté Napion. Q1 Suadopeg InoTpodics nol képdios Katd Kaipoic
and Mok xal Feppavikd dpipara xai 14 Spadeia nod 1ol dnovepninkay and
nepidepeiakés Meppavikds xuBepvhioes, noieg xai paloduwvikols oraBpole,
1ol émrpéPave va aPepwos TH pEYaAITERO Pépos TOO Xpdvou Tou OTH civBeon
fvin napdrinia Edive kovotpra gav dpyaviotac.

‘H olvBeon «@phivog otdv PevTepino Meapdia Adpxas ftav napayyehia o) padiod.
orafpol Sidwestfunk-Rheinland-Plalz xai képSioe 16 BpaBeio The Ztoutydpdng.
'O ouvBETne Eypade vid 16 £pyo tou: <AH! TRISTE LUNA» — “Ay! lunnuéve $ey-
wiapl =— ol ChoTopot mkadodvral ' alTd 1d Adyia 16 geyyap adv alpGoro pulc
rpopaR Tk mviynpdtnTag oté £pyo 100 Adpra «Matwpiveg yapogs. AlTé 16 £pyo
civan Evag Bphves yid Tov 1Ho0 npdwpo Badvaro 1ol Adpxa Mol Td TEALTOUPYIKD
supBohikd Bearpied Epyo Tou civanl naykdéoma yvwotd., Altée ol ikeoicg kai éni-
wifoele anotédeoav nnyr Eunvevone yid péva. M° éviiégepe va Swow pé T pou-
oy pow pd =Aupikodpapatig Srdotaon: xpNoIHONOIWVTAS pdvo pouciKdg Alld
gniong spouaikoBearpikds piéoaMid térown Sudotaon fmrpinct SNTIKOUS CUTKE-
ropode, dedpa kahitepa tolc Emntel. Td yrdvyx mod SuBileral dpyd otd vepd
npde oyl oupBodifel td $eyyapl nod obfvel pakpud xal mol dnoteAsi 6 alp-
fodo-kwdika 100 Adpra, NEPVEOVISS NAVIOTE ody dAAAnyopikh popdn. Z1h olvBoon
pou adth dmbivka va peratpéPw 16 Bpfve yud 16 peydho nont of npooboxia.

Theo BRANDMUELLER was born in Theo BRANDMULLER ost né en 1948

1948, He studied composition with Waor-
ner Fussan in Mainz and at the North
Gorman Academy of Detmold with Gisel-
hor Klebe. He also pursued organ stu-
dies with Helmuth Tramnitz in Detmold
and Gaston Lilnize in Paris. He continued
his composition studies with Cristobal
Hallfter in Madrid, Maurico Kagel in
Cologne and QOlivier Messiaen in Paris
Scholarship awarded to him by German
and French institutions, and prizes from
German  regional goveérnments, cities
and radio stations, have enabled him to
dovote most of his time to composing,
but he has also undertaken concert
ours as an organisl.

ACH TRAURIGER MOND (Ah, Sad
Moon), 1977, for solo percussion and
slrings, is a lamenl for Federico Garcia
Lorca and was comissioned by the radio
station  Sldwestfunk-Rheinland-Plalz.

en Allemagne fédérale. Etudes de com-
posion avec Werner Fussan a Mayence
et avec Giselher Klebe & I"Académie de
musique d'Allemagne du Nord & Det-
mold. Il a également poursuivi des &-
tudes d'orgue avec Helmuth Tramnitz &
Delmold et Gaston Litaize & Paris. Il a
poursuivi ses détudes de composition
avec Cristobal Halffter & Madrid, Mauri-
cio Kagel 4 Cologne et Olivier Messiaen
& Parig. A bénélicié de bourses offertes
par des inslilutions frangaises ot alle-
mandes. A regu des prix de plusieurs
gouvernements régionaux d'Allemagne,
de villes et d'ollices de radiodilfusion,
ce qui lui a permis de consacrer la plus
grande partie de son temps & la com-
position. Il a aussi fait des lournées en
tant qu organiste.

«AH! TRISTE LUME!- LAMENT FOR
FEDERICO GARCIA LORCA ost une

1mm



It was awarded the prize of the city of
Stuttgarl. The composer writes: “In
Lorca's play "Blood Wedding', the wood-
cutters invoke the moon with the words
‘Ah, sad moon!” as a symbol of “lerrifying
closeness’. My piece is a lament for
the too early death of Federico Garcia
Lorca, whose fascinating ceremonial-
symbolic-theatre is known throughout
the world. The supplications and invo-
cations were my inspiration. | wished
to suggest a lyric dramatic scenery
using musical and also musical-dramatic
means. Such a scenery evokes — and
indeed demands — oplical associations.
A gradual sinking into the waler for
instance symbolizes the moon, which is
fading away. and which always appears
as an allegoric ligure in Federico Garcia
Lorca’s symbol-codex. In my composi-
tion "Ah, sad moon!” | attempt to trans-

commande de la radio du Sud-QOuest
Rhénanie-Palatinal; celle euvre a requ
la Prix de la ville de Stultgart. <Ah, triste
lunels, C'est par cos mots que dans la
pitce de Lorca Noces de song. on in-
voque la lune, symbole de <terrifiante
rigueurs, L'cruvre de Brandmiller esl
une sorte de lamentation inspirée par la
mort prématurée de Lorca, dont le thé-
Atre fascinant fait de cérémonial et de
symbole @st universellement connu.
Dans sa musique, essentiellement inspi-
rée par les supplications et les invoca-
tions que l'on trouve dans la pidce do
Lorea, le composileur s'est efforcé de
suggérer un décor lyrico-dramatique
par des moyens exclusivement musi-
caux qui, cependant, avaient rapport
avec la pensée musico-théitrale. Un tel
décor permet des associations optiques,
voire les imposent. P.ex.: le gong que

form a lament for the greal poet into ex-

I'en plonge lentement dans I'cau Sym-
pectancy.”

bolise la lune qui disparait et qui, dans
la sympbolique de Lorca, apparait lou-
jours comme une ligure allégorigue.
Dans la composition <AHI TRISTE
LUNE!=, le compositeur s'est proposéd
de transformer la lamentalion ¢n espé-
rance,

Leo BROUWER Cuba - KoUu8a
BYZANTINE MUSIC

BYZANTINH MOYZIIKH cival fi poutikfy not ypadinxe Qardnee wai Parletal
andyn ofpepa oty "Avatohixt] "OpBdéSon 'Exxincio. Eivar poudixl) povoPuwvIK
not éxteheitar dnd Yaitn f xopd Parrdv pé ouvodcia icoxpatnuarwy. ZTh pa-
kpd e napddoon Switepa onpavnxy givar /| nepiodog anéd 1a ptoa 1ol Sou @g
tév 110 aldva, pé kévipa Tiv Kevotaviwvoonodn, 1a 'lepoodhupa, Ty "AkeEdv-
Spoia kai v "Avndxeia. £ adtiv dhoxinpuvetal oxedév ) cuyypadr Tdv nom-
Tik@y Kepévy Tav Dpvev kal napddinia kai i pehonoinon Toug dnd tolg iHioug
1o0e nomtéc-ouvBétee. Mvwotdrepor an' alrolg eivar & Pwpavég & Mehwdic
(560c al.), & "Avipiac Kphne (Tog al.). Zogpaviog Natpapyng lepooohlpwy
(638) xai 6 'lwdvwne 6 Aapaornvig (Tog-Bog al.) ordv énolo i napdboon anobibe
1M Béonion ol cuothpartos Tav 8 fixwy kai Tiv dvdioyn kwdikonoinon Tov Guvey.
Irolc tndpcvous alves fy pouown éEehicoctar, Satnpei dpwe o° GAn g TV No-
peia otabepd onpcio dvagopls Té npdtuna nol TéBnkay OTOUG NPWTOUS albveg,
iitepa 16 fBog mod npooliopiferal dnd tdv fxo otdy dnoio cixe an’ dpyig
ypagel kdBe Opvog. Ztdv 120 al. i pouoikl ypaperal 0f M1d, adotnpd Odog kai of
xapakthpa cuhhaBikd (Snou kdBe oulhaln avniotoei o md vota 1ol pEdoug).
I’ alrt) 1) Meoo-Bulavrw nepiodo fy onpcwoypadia £xel dhoxinpwicl o Evanifpeg
clotnua pé onudda mol Seixvouv Ti Swdompa B4 dviBel i) B4 xatéber fy pedwdia
Sivovrae ndvia tév dpxikd $BGyyo pé md ouykexkpipévn paptupia (avrifera dné
16 glotnpa e Autikiic onuewoypagioc dnou 16 Tovikd GiPog Exel ma otabepn
géon ord nevraypoppo). EvA ouvéxela 16 péhog nowietar pé NEPOCOTEPOUS

T.B.
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$Bdyyoue Kai f téon alTh KopudwveTal otdy 130-150 al., pé Tog paloTopeg Now
ypagouv o Eva Evrova pehopanké Dgog (dnou of wd oulhabh dvtiotoel &g kai
AAGRANEN pouoik ¢pdon) . Ma v avranoxgmBel otig vieg dvaykeg, i onucioypadia
#pmiouTifeTal pé nifbog véa, Adwva onpddia mod S iy vouv TV MOLGTNTA, TOV TRONG
anoddocws 100 pélouc. Meydahn popdf althg ThAg neprédou gival & 'lwdvvng Kou-
woulEAng ( 1300). Etoug éndpcvous aidves onpaviird EEEMEN dnotedel A Siagopo-
noinen 1600 o1oig fixous 800 kai o1d drovopd Tous. Té pelopaniks ibiwpa napa-
péver, dv kai pé neplogdtepo alTooxediaoTikd yapaxtnpa. '(ig npde T onueoypa-
ia o’ alTr Ty nEpiodo, METE TV " Akwon Tie KwvotavTivoundiews, Eyivay npoona-
feiee ACnTOPCpLoTEpNG KaTaypadhc Téoo 1ol pékoug B00 Kal TOV NOIKIADGTWY,
peMopaTwy, pé onuaviikérepn adtn 1o0 Nétpou Aapnadapiov (n. 1730-1777). 'O
Nérpoes Aaunadaptos dnotehel onpavrikd otabpd yiati kataypade 16 oUvoho Oxe-
B6V TR HOUOIKAS TEV EXKANOLaOTIKGY GroiouBidv nod anoTehodoe TV npodopLEr
napadoon &nwe cixe $BGon oty énoylf Tou. Napddiinha ouvBitel of DPog MTd,
xaBapd xai 16 olvoho TG £pyaoiog Tou anotehel Tdv KOPIO KOPUG TG ErrAngia-
oTIKAG pac pouowie @e ofpepa. T 1814 ol Xploaviog, Xouppodliog Kai lwavvng
NpwroPpdAtne dvéntuEav £va oloTnpa Mol AMOTEAEL T6 kATAOTAAAYHG TAG npoona-
fciae BLATUbotwe THe onucioypadiac g npdg TV motdnta. kai nod loxver Kai
afuepa. ‘H petaypadn 1o £pyou Tod Nétpou Aapnaddpiou, Thv ouyxpdvay kal Tdv
UETOYEVEOTEPWY CUVBETOY 01O onueioypadind ovotnua Tob XpooavBou Bieukd-
Auve T4 népagpa T poudikie aldThs oTig pépeg pag.

*H*EAAvikh Bulavtivi Xopwdia pé SicuBuvn 1év Aukolpyo "Ayyehonoulo B4 Exte-
afoer dnoondopata The ©. Atitoupyiag, £pya cuvBetiv THE Teheutalag nepédou
{ MeoBulaviiviie) . xal 16 kowvwvikd 100 | KouxkouBEin HETAYpOupéve OTh on-
pcioypadia 1ol XpuodvBou.

1. Kupie "EAénoov, "Hyoe Acdtepog, pthog nakaidv-Nérpog-hapnadapiog.
2. Turmxd (Wahp. 102) "Hyoe mhdyiog 100 Tetdprou, of “Ayiopitio 0§04,
3. "Andorodoc (Kopwlou A° 'Emotorf Madkou Ked. A 18-24) “Anayycleral
peAwdira, onwe £xe Siacwhel oty npogoprh napadoon.
4. "AAAnAodta, "Hyoe midyios 1ol NMNpwrtou, "Avevipou
5. XepouBid, "Hyoc Tpitoe, Mpnyopiou Npwrogahtn ( 1819-1821).
6. "Ayanfow Ze Kopie, "Hyoc Se0tepoc. laki8ou, NpwtePdadtn ( 1790-1800) .
7. Kupie EAénoov, Nevramov-Nidyios 1o0 Terdprou, nidyog ted Npatou, Npdrog.
nhdyiog 100 Atutépou Kai Bapig.) Nnhéwg Kapapddou (1847-1922)
8. Kowvwvikd, Aiveite Tév Kdpiov. "Hyog nidyiog o0 Npotou. lwdvvn Koukoulén,
9.Kpdrnua. "Hyoc MNphroe, lwavwn Npwredpaitn 1ol Tpanefodviou ( 1836-1770).
10. "AmoAuTticiov: Zaoov Ko 1ov Aad gou. "Hyog Mpotog.

M. "ASGuNG
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‘H «AKOAOYOIA EIZ TOYE TPEIE NAIAAZ TOYEZ EN KAMING» civail pia abto-
1eMfe ExxhnowaoTich axohouBia nod avaxdiupe of Sulavuvd xeipdypaga & pou-
owohdyos Milos Velimirovic kal dvikoivewos 016 £TROI0 ouviBplo THG "ARERL
xavikfic Mouowohoyixig ‘Etaipiag 16 1960. Té 1971 o Mipding "Abdung peté-
ypadc ot onutpivi onutoypadia '1d pouoikd keipiva 100 Epyou and td xei-
poypado Gp. 2406 Tob £roug 1453 TAg 'EfvikAg BiblioBfxng xai trupchhBnrc
v dvactotaon 100 dhou Epyou (Haboxh AGAYNUATIKGY KAl POUIKGY PEPOV
icoponia Soufig, Tovikée avahoyicg, looxpatipara) @ote va 16 $ipel ndu of
popdf txreAtocws. “H Axoloubia Thg Kapivou davanapiotd v lotopia (and
16 30 xe@dhaio To0 Npodhtn Aavifh) Tév TPidV veopdv Tloudaiuv nod raradi-
xGotnrav and tév Baoknd NaBouxobovéoowpa 1ov Xahbaiwy Encldh apvr-
gnxav va npooxnvioouv cldwha el tkciveg dpwoe otr BaBuhiva, npootiyovio
ot6 Bcd pé miotn xai “Ayyehog Kuplou tolg fowoe and tic QAdyee ThHE KaWO-
pévne mapivou. "H "Axchoullia Thg Kaplivou napovorale Ecywpiotd ivBuadipov
yiati otd xeipdypaga xai of GMeg nnyeg avagipoviol Spapanikd oroneia nol
nod nepiéxovial ¢ aithy — dnwe f dvanapdoraon TG lotoplag. f) nNpocwno-
noinon 1é@v Tpidv naidwy — xal ExtiBevral oinyice yd oxnvikfy Spaon —
XOPLUTIKES KIVIOEIC TEv Tpuav naibuwy, xotééaopa avanapdotaor ¢ Tod "Ayytiou
ané 16 B6Ao The taxAnoiag. ‘O Velimirovic xapaxthpoc TAv "Axoloubia tav Tpuav
NaiSwv ActToupyind Apdpa yiati £xei 16 otoeia nod xapaxmpilouy 16 napdiinio
Asitoupyikd Apdua Tie Mecawwvikihs Avoswsg: Ty napoudia Spapanikiy oTol
weiwv, ) otevly popooloyikn axton pé v axohouBia told SpBpou xal 16 dn
GaMcTar péoa 016 X@po e ExkAnoiag, petéll SpBpou xal Acitoupyiog. ‘H "Axo-
aouBlia The Kapivou dgdiheto Ty Kupiash npiv ané 1@ Xpiotodyevva, Kuparfy
riv Nponatépwv. Moteictar nog frav Sededoptvn 016 Bulavnie and nold
naAnd, lowe xai npiv anéd 1év 110 aidve. 'H dpxawdtepn caghs paptupia £lval
o0 Zupcwv Otocakovikng 100 14ou ai. "OMéxAnpo 16 xeipevo xai f pouoixt] 100
Epyou owleral otd EEAC Bulovniva xcipdypaga: o Movf] “IBfipov ap. Xt
poypadou 1120 ut xpovokoyia 1458, oté Zwvd dp. x. 1627 100 160u al,, ot Movi
Meyiotne Aalpag ap. x. A165 to0 17ou al. kal 16 apxaidrepo oty "EBwvi
BuBhiolnxn ap. x. 2406 ut xpovohoyia 1453. "Evor yvwpilope nig f nopadoon
alth fitav Lwviavi Tév 170 ai. NapaAinha. of Pwoowkeg nnyés Bpionopt nolig
ninpodopice nod paptupolv T Sadoon the "Axoloubiag Tig Kapivou ot Pwoia
év 160 ai. kal mBavéev and nokd vwpitepa, Ak pé dpopbveg dagopic. 'H
LAKOADYOIA EIZ TOYE TPEIZ NAIAAZ TOYI EN KAMING- oty peraypadn
100 Mixdhn ‘Adéun nopouciGotnre of npwtn tktédeon otfyv "Afhva, 16 1971,
otfyv «Téraprn "EB8Sopdda Zdyxpovng Mouoikig: anéd 14 <Xopimas the Zoulolg
MikohoOBn pé kootolma xai oxnvikd Spaon oduduwva pé Tig adnyice TV XEpo-
vpadwy. I£ popdn ouvauliog Té Epyo NOpOUCIGOTNRE O npwtn éxtéAcon otd
Aovdivo, 16 1972 otd < Ayyxd OconiBal Mmdns.

M.A,

BYZANTINE MUSIC is the music com-
posed for and sung in the Greek Ortho-
dox Church. It is monophonic music per-
formed by the psallis (chantor) or a male
chorus and the isocrates (vocal dronae)
without instrumental accompaniment.
In the long tradition of Byzantine music
very important is the period that starls in
the middie of the 5th ¢. around such cen-
tars as Constantinople, Jerusalem, Alex-
andria and Antioch. At this time and up
to the 11th ¢. almost the whole of the
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poatic toxts of the hymns as well as their
setling to music was completed by the
poet-musicians, Most famous among
them are Romanos the Singer (Sth-6th
¢.). Sophronius Patriarch of Jerusalem
(638). Andrew of Crete (Tth ¢.) and loan-
nis of Damascus (Tth-8th ¢.) to whom
tradition attributes the foundation of the
eight-echoi (melody-types) system and
the coding of the existing hymns accor-
dingly. In the following centuries the
music developed, keeping, however, in



all its leng development a steady refer-
encae to the models established during
the first period, especially the ethos in-
dicated by the echos (melody-type) to
which the hymn was originally compos-
ed, In the twelvth century music was
writlen in a plain, rather strict style and
was syllabic in character (each syllable
of the text corresponds to a note in the
meloedy). In this Middle Byzanline pe-
ricd, notation has been completed into
an adequate system of signs that indi-
cate what interval the melody should
move upwards or downwards. having
set the first not by a special sign (in
contrast to the Western music notation
in which the pitches have a steady posi-
tion in the staff), Later the chant be-
came more elaborate and this trend
came 1o a peak in the 13th - 15th cen-
turies with the maistores (masters) who
composed in a highly melismatic style
(a whole musical phrase may corres-
pond to one syllabe of the text). To meet
the needs of such an ornate style, the
notation was enriched by soeveral new
signs to indicate the manner of parform-
ing the ornaments. A great composer ol
this period was loannis Koukouzeles
(c. 1300). An important development
occured in the following centuries and
this was the dilferentiation of the eight
echoi and of the impression of each of
them. The melismatic idiom remained
in use, yet with a more improvisatory
character. Regarding the notation, in
the period following the conquest of
Constantinople (1453) several altempls
ware made to improve the system 5o as
to notate in more detail the melos and
its ornaments. Outstanding was the
attempt of Peter Lampadarios (¢. 1730-
1777) who, furthermore, undertook the
most important task of notating almost
the whole of the music of the Olfices of
the Church, which constlituted the oral
tradition as it had existed to his time.
He also composed music in a plain,

The "OFFICE OF THE THREE YOUTHS
IN THE FIERY FURNACE", a complete
Office of the Eastern Church, was dis-
covered in Byzanting manuscripls by

clear style and the whole of his output
conslitutes the main body of the Greek
Orthodox Church music 10 the present
day. In 1814 Chrysanthos, Chourmou-
zios and loannis Protopsaitis developed
the most accurate, so far, system of
notation, which is still in use today.
Through the transcription to this syslem,
the music writen down or originally
composed by P. Lampadarios, his con-
temoraries and his successors has
existed to the present day as a live tra-
dition.

The Greek Byzantine Choir, conducted
by Lykourgos Angelopoulos, will per-
form excepls of the Holy Mass, works of
composers ol the last period (neo-
Byzantine), and the Koinonikon compos-
sed by leannis Koukouzelis as it has
been transcribed in Chrysanthos’s no-
tation.

1. Kyrie Eleison, second echos, tradi-
tional chant - P. Lampadarios.

2. Typika (Psalm 102), fourth plagal
echos. Mounl Athos style.

3. Lecture (Paul, 1 Corinth. A 18-24)
Traditional melodic recitation,.

4. Allefouhia, first plagal echos, anc-
nyme.

5. Cherouviko, third echos, Gregorios
Protopsaltis (1819-1821).

6. Agapeso Se Kyrie, second echos,
Jacob Protopsaltis (1790-1800).

7. Kyrig Elgison in five echoi - fourth
plagal, first plagal, first, second
plagal and varis. Neleus Kamara-
thos (1847-1822).

8. Keinonikon, Aingite ton Kyrion,
first plagal, loannis Koukouzeles
{1300).

49, Kratema, first echos, loannis Proto-
psaltis of Trapezounta (1836-1770).

10, Apolyticion: Soson Kyrie ton Laon
Sou, first echos.

M. Adamis

Miles Velimirovie, musicologisl, who
presented a paper on this subject at the
1960 Annual Meeting of the American
Musicolegical Scciety. In 1971 Michael
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Adamis transcribed into modern nota-
tion the music of this Office from the
manuscript No 2406, dated 1453, of the
Malional Library in Atheéns. Furthermore
he undertook the restoration of the whole
plece (sequence of recitative and musi-
cal seclions, structural balance, corres-
pondence between pitches, drone) %o
as to bring it again to a performable
condition. The Office of the Fiery Fur-
nace reproduces the slory (from the
third chaptér of Daniel) of the three
young Jews who refused to worship the
idols sat up in Babylon by the Chaldean
King Nabuchadnezzar, were cast into
the fiery furnace, but still prayed faith-
fully to God who sent His Angel and
saved them from the flames. The Qffice
of the Fiery furnace is of particular in-
terest because in the extant manuscripts
as well as in other sources we find

specilic reference to dramatic elements
(the reproduction ol the story, the per-
sonification of the three youths) and,
furthermore, direclions for stage action
(dance movements of the three youths,
bringing a representation of the Angel
down from the dome of the church above
the furnace). M. Velimirovic defined the
Office of the Fiery Furnace as a Litur-
gical Drama because it has the elements
which characterize the parallel Liturgi-
cal Drama of the Middle Ages in the
west i.e. the présence of dramatic ele-
ments, the close morphological relation
to the Lauds and the fact that it was per-

formed inside the church, between the
Lauds and the Holy Mass. The Office
of tha Fiery Furnance was parformed on
the Sunday before Christmas, Sunday
of the Forefathers. We believe this was
a tradition well known in Byzantium
since very early, perhaps even earlier
than the 11th ¢. The oldest direct re-
ference 1o this tradilion is that of Symeon
of Salonica of the 14th ¢. The complete
text and music of this Office has been
found in the following manuscripts: Na-
tional Library in Athens, Ms 2406 dated
1453, Iviron Monastery., Ms 1120 dated
1458. Mt Sinai, Ms 1527 16th ¢. Lavra
Monaslery, Ms L165 presumably 17th ¢.
S0 wo have evidence that the tradition
was still alive in the 17th century. Be-
sides, in Russian sources we find ample
avidence of the parallel existence of the
Oflice of the Fiery Furnace in Russia
during the 16th ¢., and probably much
earlier, yel with some differences. The
“"QFFICE OF THE THREE YOUTHS IN
THE FIERY FURMNACE" in M. Adamis's
transcription was world préemieréd in
Alhens, in 1971 at the "Fourth Week of
Contemporary Music™ by Z. Nikoloudis's
Dance Theatre Group “Chorica” in cos-
tume and with slage action according
to the directions in the manuscripts. In
a concert form, the piece was first per-
formed in London, in 1972, at the En-
glish Bach Festival.

M.A,

Niccold CASTIGLIONI Italy - Italie - ’lItaAia

Friedrich CERHA Austria - Autriche - AtuoTpia

Friedrich CERHA was born in 1926 in
Vienna. At the Vienna Musical Academy
he studied composition with Uhl and
violin with V. Prihoda. At the University
of Vienna he studied philosophy, theory
of music and German, and became a
Doctor of Philosophy. After an initial
pariod as a concert violinist and teacher
of mugic, he want 1o Rome, in 1956/7, on
a scheolarship, In 1958 he and Kurt
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Friedrich CERHA estné en 1926 AVienne
{Autricha). Etudes: Académie de mu-
sique de Vienne (composition avec Uhl,
violon avec V. Prihoda, éducation musi-
cale) et Université de Vienne (philoso-
phie, musicologie, littérature allemande).
Doctorat de I'Université de Vienne, Ag-
tivité de violoniste et professeur de mu-
sique. 1956-7: boursier de Rome. 1958:
fonde avec Kurt Schwertsik I'ensemble




Schwertsik lounded the new music en-
semble “die reihe”. From 1959 he has
been occupied at the Music Academy
of Vienna. In 1969 he became Associate
Prolessor giving a course in "Composi-
tion, Notation and Interpretation of New
Music”. He has had many engagemenlts
as a conductor (of the “diereihe” en-
semble, orchestra, and opera) at the
following festivals: Warsaw Autumn,
Prague Spring, Zagreb Biennale, Hol-
land, Salzburg, Berlin: also at the Deut-
sche Opera, Berlin; Teatro Colon, Bue-
nos Aires: Concerlgebouw, Amsterdam:
Philharmonic Academy, Rome: Neues
Werk, Hamburg; Musik der Zeil, Co-
logne; Nulida Musik, Stockholm: Musica
Viva, Munich; Lincoln Cente, New York.
He has received commissions for com-
positions from the South West Radio,
Baden Baden; North German Radio:
Austrian Radio; Royan Festival; Kous-
sevitsky Foundation: Austrian Ministry
of Education,

CURRICULUM (1971/2) for 13 wind in-
strumenls (2 oboes, 2 clarinets, 2 bas-
s00ns, 3 horns, 2 lrumpets, 2 trombones,
1 wba). “This piece has involved me
deeply in the question of transparency
in precise formal proportions. Systems
of melodic relationships seem 1o offer
complex and relined possibilities in this
direction. | therefore decided in “"Cur-
riculum™ once more o elaboratle thema-
tic relationships which — under the
principle of variability — are decisively
meaninglul for the whole form. | have
alse employed these when | wanted
“tempo”, which has become rare in the
last twenly years as people have avoided
melri¢c beats. Reminiscences of Stravin-
sky and others are even more slight than
in my early “Divertimento’: this com-
position takes another direction. The
rélations with three phrases from Ives'
“Three¢ Places in New England” which
occur toward the end of the last seclion,
and in which the popular tune of “The
British Grenadiers™ plays a large part,
are in honor of what | love in America.
The piece was commissioned by the
Koussivitysky Foundation and was first

die raihe, qui se consacre & l'exéculion
de la musique moderne. Dés 1959: tra-
vaille & I'Ecole supérieure de musique.
1969; devient professeur titulaire de la
classe de composition, notation et inter-
prétation de la musique moderne, A diri-
gé de nombreux concerts (die reihe,
orchestre et opéra): Automne de Varso-
vie, Printemps de Prague, Biennale de
Zagreb, Festival de Hollande, Festival
de Salzbourg, Festival de Vienne, Festi-
+al de Berlin, Deutsche Oper-Berlin,
Théitre Colon de Buenos Aires, Con-
certgebouw d'Amsterdam. Academia
filarmonica de Rome, Neues Welk-
Hambourg, Musik der Zeit-Cologne,
MNutida Musik-Stockholm. Musica viva-
Munich, Lincoln Center-New York. Com-
mandes de:.Sldwestlunk Baden-Baden,
Norddeutscher  Rundfunk-Hambourg,
Office autrichien de radiodilfusion, Fos-
tival de Royan, Fondation Koussevitzky,
Ministére autrichien de I'éducation.

CURRICULUM pour treize vents a &té
écrit en 1971-72, Dans cette ceuvre, j'ai
été trds préoccupé par la question de
la transparence des rapports formels.
Des systémes de rapports mélodiques
semblent offrir des possibilités com-
plexes el susceplibles d'afllinements
ultérieurs, dans le sens de la transpa-
rence dont je viens de parler. C'est pour-
quoi je me suis résolu A exploiter a
nouveau des relalions thématiques qui,
selon le principe de la variabilité, déter-
minent la forme entiére de CURRICU-
LUM. Lorsque je désirais introduire la
notion de tempo. j'ai &1 amenéd A re-
prendre ce que la musique des vingt
derniéres années dévitait: la pulsation
métrique. On trouve dans mon ouvre
des réminiscences de Stravinsky ot
autres; mais cela n'est que superliciel,
encore plus que dans mon Divertimento.
Mon projet est ailleurs. Les allusions
aux Three Places in New England de
Ives, qui apparaissent vers la fin de
F'wuvre el dont la mélodie populaire
The British Grenadiers joue un réle con-
sidérable, sont une révérence a ce que
j"aime en I'Amérique. Ma piéce est une
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performed on February 18, 1972 in the
Alice Tully hall of the Lincoln Center.
New York, under my direction. In my
last work “Sinfonie” which will shorlly
be perlormed in Royan, there areé no
quotations at all. Both pieces aspire o
greater unity of the whole through melo-
dic means. In the “Sinfonie™ (in the
sense of the Vienna School) this is
helped by a higher level of relationship
between scarcely formulated building
blocks. On the other hand what | have
long found fascinating is to proceed
from the ulmost heterogeneity.” “Col-
lages” have been made for more than
hall a century, in which a collection ol
materials and phenomena, their wari-
ations and the break between them and
their meanings are made conscious
through the new unity, in which they are
brought. In my works, heterogeneity
serves as the starting point for a formal
development and processing of quite a
different sort. As in “Langegger Nacht-
musik 1", there is an emphasis on con-
nectedness in whal looks as discon-
nected.

commande de la Fondation Koussevilz-
sky; elle a été créée sous ma direction
le 18.2.1972 a4 la Alice Tully-Hall du

Lincoln Center de New York. Dans CUR-
RICULUM, je parviens & une trés grande
unité formelle en utilisant les rapporls
mélodiques. D'autre part, jée me Suis
fondé sur un matériau aussi hétérogéne
que possible. C'esl la technique du ¢ol-
lage qui est vieille de plus de cinquante
ans. On utilise une foule d'éléments di-
vars, conlrastés, dont la pluralité est
mise on dvidenco par l'unité qui les
intégre. Dans mes compositions, jo dé-
veloppe. sur la base de I'hétérogénéité
du matériau, des formes et des procédis
d'un ordre tout & fait ditférent. Je m'él-
force, p.e., daccentuer les rapporls
antré ¢¢ qui, apparemment, n'én a pas
(dans Langegger Nachtmusik 1), Dans
Exercices, j@ montre tous les stades du
développement vers l'unité organique
des éléments hétérogénes,
F.C.

Jani CHRISTOU Greece - Gréce- ‘EAAGda

Jani CHRISTOU, the great Greek mystic
composer, was bornon 8.1.1926 in Helio-
polis, near Cairo. His father was a Greek
industrialist, his mother, a Greek from
Cyprus, was a poet and author much
esteemed by Kazantzakis. He was edu-
cated in Egypt, in english schools; he
had started composing al an early age.
He then went to study philosophy, an-
other passion of his (his brother, a re-
markable personality too, had studied
psychology under Carl Jung), in Cam-
bridge (King's College, 1945) under L.
wittgenstein, graduating (M.A.) in 1948,
During the same time he studied com-
position with H.F. Redlich at Letchworth.
During 1949/50 he studied further or-
chestration and composition in laly
(Gavi near Genova) under F. Lavagnino,
also attending the summer courses at
the Accademia Chigiana in Siena; he
also attended C. Jung's courses in Zu-
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lannis CHRISTOU, le grand compositeur
mystique grec, est né le 8 janvier 1926
A Héliopolis, prés du Caire. Son pére
&tait un industriel grec établi en Egyple.
Sa mére, une Chypriote grecque, était
poftesse et romanciére; Kazantzakis
I'estimait beaucoup. Il a fail ses classes
en Egypte, dans des écoles anglaises;
il a commencé & composer relalivement
jeune. 1l est ensuite allé en Grande-
Bretagne, & Cambridge, poury étudier la
philosophie, une autre de ses passions
(son frére, remarquable personnalité é-
galement, a étudié la psychologie avec
Carl Jung); il a travaillé au King's Col-
lege avec L. Wiltgenstein (dipldéme en
1948). 11 a parallélement étudié la com-
position avec H.F. Redlich & Letchworth.
De 1949 & 1950, il a &tudié 'orchestra-
tion et la composition avec F. Lavagnino
A Gavi, prés de Génes (ltalie). Il a égale-
ment suivi les cours d'été de I'Académie




rich. In 1951 he returned to Alexandria,
but continued to travel quite often. In
1956 (the year of his brother's death)
ho married Therédse née Choremis, who
pecame his close companion; they had
three childréen. Thoy lived mostly in
Chios., where Christou had the peace
that enabled him 1o work very hard, for
extremaly long hours, as was his dream.
He completed a greal many works in his
mind and in the form of notes, in every
detail, but only a small proportion of
them ware actually writtén down. His
isolation became less pronounced in the
last two years of his lile, which he spent
mostly in Athens. He had embarked,
since aboutl 1968, inlo two grandiose
projects: one, he simply called “The
Project” entailed 130 multi-media works
in aseries called Anaparastasis or Proto-
parformances; he had sketched them all
in some dotail but only lour were actual-
Iy written down; they were to be per-
formed, with large public participation,
in an annual summaer festival in Chios,
for which he had acquired the land,
secured the financing, and already
started doveloping its ambitious pre-
mises. Tho other project, a gigantic
super-opera (in a tolally new sense),
“Oresteia”, in which he was o condense
all the findings of his 20-year offorts,
was to be world pramidred in London in
April 1970, followed soon by some ten
maore parformances in the world's major
capitals. Bul on Jan. 8, 1970, he was
killed, together with his wife, in a car ac-
cident in Athens leaving both projects
unfinished; had he lived a few more
months they would have been nol only
completed, but extensively performed.
What theso two projects were meant to
roprésent was the final stage of a long
ovolution he had pursued since his earli-
or creative periods. butl which look a
more definitie shape since aboul 1964/
65: this was almost a revolulion in his
writing, culminating into a novel, per-
sonal system of composition, based
mainly on philosophical principles, but
Involving alse such technical break-
throughs as a new type of multi-media
art form, novel uses of the human voice,
instruments and electronic music, a new
national syslem he called “synthetic

Chigiana & Sienne. 1l est allé & Zurich
étudier la psychologie avec Carl Jung.
En 1951, il est retournéd en Egyplo (Ale-
xandrie), mais en parlait souvent pour
voyager. En 1958, I'année de la mort de
son frétre, il a épousé Thiérése Chordmis,
qui devint sa cenfidente; ils eurant trois
enfants. lls vivaient la plupart du temps
& Chios, ol Christou trouvait la paix qui
lui permettait de travailler intensément,
des heures durant, comme il on avait
révé. En pensée, ot sous la forme de
notes détaillées, il a terminéd une trés
grande quantité d'aeuvres, donl seules
quelques unes ont été portées sur pa-
pier. Dans les deux dornidres anndes
de sa vie, son isolation étail moins
grande: il vivait- Athénes la plupart du
temps. Depuis environ 1966, il était em-
barqué dans deux immenses projets: le
premier, qu'il avait appelé simplement
Le Projel. englobait 130 ceuvres multi-
médiales en une série appelée Anapa-
rastasis ou Re-présentation; toules cos
muvres oxistent sous la forme d'es-
quisses trés avancées ot détaillées, mais
quatre seulement ont été totalemont ter-
minées; elles devaient &tre présentées,

aves la participation du public, lors d'un
festival estival annuel & Chios, pour le-
quel il avait déja acquis le terrain et dont
il avait aussi assuré le financement. Le
second projet était un gigantesquo su-
par-opéra (dans un sens tout & fail nou-
veau), Oresteia, dans lequel il avait ré-
sumé toutes les découvertes qu'il avait
faites au cours des vingl dernidros an-
nbes; la promidre do cotte euvre dovait
avoir lieu & Londres en avril 1970; il était
également prévue d'autres représenta-
tions dans les principales capitales.
Mais, le 8 janvier 1870, lannis Christou
ot sa femme trouvérent la mort dans un
accident de circulation dans les envi-
rons d'Athénes. Si Christou avaitl wécu
ne serail-ce que quelques mois de plus,
il n'aurait pas seuloment achevé ces
deux projets, il aurait méme pu les créer.
La réalisation de ces doux projets de-
vait &élre I'aboutissement de la longuo
évolution de Chrislou depuis sos pre-
miéres compositions., mais qui s'est dé-
finie avec plus d'intensité depuis envi-
ron 1964-5: ¢'tait presque une révolu-
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notational system he called “synthetic
enabling him also lo write down a major
work, provided it was completed in his
mind, in all details in one day, in an yn-
precedented “musical shorthand”), and
a specific compositional technique based
on a precise correspondence of “lile
patterns” (psychological) and "sound
patterns”, as building “bricks" of the
composition amplified by a host of ad
hoc developed concepls for which he
had coined an intricate new vocabulary.
Christou was now persuaded that this
system did work, and was ready to sup-
port the composition of his two gran-
diose projects. Beyond the four extant
“Anaparastasis”, he wrote a numbaer of
works in this now system, prepared by
the oratorio “Tongues of Fire™ (1964),
and inaugurated with “Mystarion’ (1965/
65) and “'Praxis for Twelve” (1966); then
also Enantiodromia for orchestra (1968),
stage music to the Persians (1965), the
Frogs (1966) and Oedipus Rex (1969).
These works give us a preliminary feel-
ing of what the two major projects would
have sounded like,

Biggest and most important among these
works, just before Christou neared to
the completion of the two projects in the
last year of his life, was, according to
his own statement, the “"MYSTERION".
Some of his earlier works may have
been longer (.. the 2nd Symphony with
choir, 1958, lasting 45 kinutes), bul the
“Myslerion” $ key position as a pointer
lowards his new style is unmistakable.
This work does incorporate all main
features of his late style as a paradigm
for it: it will be heard in its public world
premidre (following a previous radio re-
cording in  Denmark). “Mysterion”
(1965/65) for choir, orchestra, tapes,
narrator and singers, (duration: 20 to 25
minutes), is based, following Christou’s
passion for origntal philosophy and
myth, of the "Book of the Dead” from
ancient Egypt. The work describes the
agony of the soyls of the dead in the
underworld, waiting for the Chariot of
tha Sun to save them from oternal dark-
ness; this Chariot, in its daily revolution,
passes through the underworld during
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tion dans sa facon d'écrire, qui devenait
un nouveau Ssystéme compositionnel,
toul & fait personnel, se fondant essen-
tiellement sur des principes philosophi-
ques mais incluant aussi la rupture tech-
nique avec le passé en tendant vers une
forme d'art multi-médial d'un type nou-
veay — nouvel usage de la voix hu-
maine, musique instrumentale et élec-
tronique, nouveau Systéme de notation
musicale (appelé «notation synthéti-
ques; réellement expressil el ellicace.
qui lui donnait la possibilité d'éerire en
uné journde une ceuvre importante, qu'il
avait préalablement entidrement congue
dans son esprit — extraordinaire «sté-
nographie musicales) et une nouvelle
technique de composilion fondée sur
ung correspondance précise entre des
"schémas de la vie humaings (psycho-
logiques) et des «schémas sonoress
considérés ot sbriquess de la composi-
tion auxquelles s'ajoutait une foule de
concepts qu'il avait développés spécia-
lement et qu'il formulaitl au moyen d'un
vocabulaire neul et complexe. Christou
était persuadé que oo systéme &tail ef-
ficace et qu'il pouvait entreprendre la
composilion de ses deux grands projets.
En plus des qualre Anaparastasis exis-
tantes, il a composéd plusicurs geuvres
dans ¢ce nouveau systéme dont il a pré-
paré la mise en place avec Langues de
feu en 1984: Mystérion (1965-6), Praxis
pour 12 (1968), Enantiodromia pour or-
chestre (1968), musique de schne pour
Les Porsos (1965), Los Grenouillos (1966)
et Oedipe Roi (1969). Ces muvres-la
peuvent nous suggdrar ce que $es deux
grands projets auraient d0 étre. Parmi
ces ceuvres, la plus grande et la plus
importante est, de I'avis de Christou lui-
méme, MYSTERION, qui a été composé
juste avant que Christou ne s'engage
dans la grande entreprise des derniéres
anndes de sa vie, Certaines aeuvres plus
anciennes peuvent dtre plus longues
{p.e. la Deuxiéme Symphonie avec
cheeur, 1958, dur: 45 minutes), certes,
mais la position-clé qu'occupe Mysldri-
on est indubitable: cette ceuvre contient
toutes les caractéristiques essentielles
de la derniére période de Christou. Elle
sera entendue en premidre mondiale (un



the night, to reappear at sunrise over
the Earth. Among the dead, only those
who can utter the appropriate magic
“passwords” correctly have a chance
to be admitted on the Chariot, and even
then they have to struggle hard to dis-
pute a seat on it among the thousands
of contestars; most of them have o look
in desperation al the chariot passing
without giving them a chance, in Spite
of all their efforts, to be saved by the
Sun's light. As the Chariot appears in
the distance, the agony of the souls
starts escalating, leading to a long,
frightening crescendo reaching a ter-
rifying climax when the Chariot comes
near them; then, shortly, despair follows
ending up in a deadly calm again; in this
way this work follows the overall form —
variously called lunar cycle, solar cycle,
Fertility cycle, Phoenix cycle, etc., by the
composer — ol a planissimo start initiat-
ing a long-drawn crescendo culminat-
ing, shorlly before the end, in a “mela-
praxis”, or frenzy beyond any logic, fol-
lowed by a rapid decrescendo leading
to a state similar to the beginning, whe-
reupon the work could start again, then
being repeated ad infinitum; this basic
form Christou has used, with variants,
in praclically all his major works. It is
used in “Mysterion” in a particularly
IMpressive way.

J.G.P.

enregistrment a &6 réalisé préalable-
ment par la Radio dangise). MYSTERI-
OM a été composé en 1965/66 pour
cheeur, orchestre, bande magnétique,
récitant et chanleurs: sa durde est d'en-
viron 20-25 minutes. Cette cuvre so
fonde, co qui s'explique aisément par la
passion de Christou pour la mythologie
et la philosophie orientales, sur le Livre
dos Moris de 'ancienne Egypte. L euvre
décrit I'angoisse avec laquelle les Ames
des morts alttendent le Char du Soleil
qui va les sauver des téndbres éter-
nolles; co Char a un cycle quotidien, la
nuit il passe par les enfers et reparait &
l'aube sur la Terre. Parmi les morts,
seuls coux qui connaissent le «mot de
passes magique et peuvent le dire cor-
rectement ont une chance d'élre admis
sur le Char ol ils sont des miliers & se
disputer un sidqge; la plupart d'entre ¢ux
ne peuvent que regarder, désespérés, le
Char passer devant eux sans qu'il leur
soit donné la moindre chance, malgré
tous leurs efforts, d'étre sauvé par la
lumiére du Soleil. Quand le Char appa-
rait dans le lointain, le supplice des
dmes croit en un long et terrifiant cres-
cendo qui parvient & son comble quand
le Char s’approche d'eux; alors, le dé-
sespoir les reprend subitement et c'est
le silence, le calme absolus; I'teuvre a
une forme que Christou a appelée de
diftérentes fagons: cycle lunaire, cycle
solaire, cycle de la Fertilité, cycle du
Phénix etc. . . ; elle 65t caractérisée par
un long crescendo (ayant commencd
pianissimo) el culminant peu avant la fin
@n une smélapraxiss, une fréndsie au-
dela de toute logique, suivie d'un rapide
decrescendo menant & un &tat voisin
de I'élat initial, sur quoi l'ceuvre peut
continuer, c'est-A-dire répéter cotte
structure & l'infini; c¢'est 1a la forme de
base essentielle que Christou a utilisée
pour la plupart de ses cuvres impor-
tantes. Dans MYSTERION, elle est dé-
veloppée d'une fagon extracrdinaire-
ment impressionnante,

1.G.P.

Leoncjusz CIUCIURA Poland - Pologne - MoAwvia

Leoncjusz CIUCIURA was born in 1930,

Leoncjusz CIUCIURA est né en 1930 en



He completed his music studies in 1960
at the PWSM, Warsaw. In 1958-62 he
was ong of tho initiators of the Polish
Jounesses Musicales. He also organs
ized and edited the musical publication,
“Carmina Academica™. In 1960, he re-
ceived the Ministry of Arts and Culture
prizo lor composition “Grunwald 60"
for his “Warminsko-muzurska suite™;
in 1961, he received a prize from the
young composers ZKP competition for
his “Canti al fresco™; in 1962, he ro-
ceived first prize from the international
compaétition in Prague for his “Concer-
tino da camera™; in 1963 he received the
prize al the G. Filelberg Competition
organized by radio and telavision for his
“Qrnamenti”. His more important works
include: “Penetracje”. 1963; “Emergen-
za™, 1964; “Spirale | & 11", 1964: “Inci-
denti', 1965; "Creatoria | & 11" (saria),
1966-70; “Homeomorfia”, 1970; “Intar-
sio” (seria). 1970-T8; "Rencontre” (se-
ria), 1979,

SPIRALE I, 1964, received its world pro-
miere at the Warszawaska Josien 1972,
One of the burning necessities of our
civilization — perhaps even more im-
partant than technical inventions and
scientific experimonts — is 1o make us
conscious of a now image of the world,
based on new rules and principles.
Therelore, the consciousness and role
of the artists (which up to now has usu-
ally been limited to the sphere of sub-
conscious communication and has beon
unaware of its interrelations with the
réal world) must lake on a groater ration-
ality, an expansion of communication of
the new problems so characteristic of
our now @ra, olten called the era of
scientilic and technical revolution. This
communication at present takes place.
more or less consciously, through co-
creation, and is a new altempl to ex-

parienca togetherness with other mem-

bers of our culture. The dramatic elg-
ment of our period of great industrializa-
tion and automalion, is the possibility
that, however groat the achievements,
we may lose somo former values. For
example, there is a possibility of the
decomposition, or rather the semi-des-
truction, of contemporary man. This is
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Pologne. Il a terminé ses dtudes musi-
cales en 1960 au PWSM de Varsovie. De
1958 & 1962, il a é1é I'un des membres
londateurs des Jounesses musicales de
Pologne. Il a aussi fondé et édité la re-
vue musicale Carmina Academica. Sa
Warminsko - mazurska suite lui a valu
en 1960, au Concours de composition
Grunwald 60, le prix du Ministére des
arts ot de la culture; en 1961, il a requ
un prix au Concours pour jeunes com-
positeurs ZKP pour sa pidce Canti al
fresco; en 1962, au Concours interna-
tional de Prague, il a obtenu le premier
prix pour son Concertino da camera; ¢n
1963, son Ornamenti a regu le prix du
Concours G. Fitelberg, organisé par la
radio-télévision. Principales ceuvres:
Ponetracje ( 1963-...). Emergenza
(1964-...), Spirale 1 et Il ( 1964-...),
Incidenti { 1965-...), Croatoria +.' at ll
(1966/78-...). Homeomorfia ( 1970-
...). Intarsio (série) ( 1970/78-...)
Rencontre (série) ( 1979-...).

SPIRALE I Introduire dans notre con-
science une nouvelle image du monde
qui se fonde sur de nouveaux principes
at lois, telle est probablement la néces-
sité la plus vitalo de notro civilisation,
peul-dtre encore plus importante que les
inventions techniques, les multiples dé-
couvertes et los oxpériencos scientifi-
ques, Jusqu'h présent, la conscience ot
le rdle d'un artiste étaient le plus sou-
ven! limités & la sphére de la communi-
cation subconsciente, ignorant totale-
ment 168 interrelations qui pouvaient o-
xistar ontre eux ot lo monde réal. Actuel-
lemant "artiste accdde & une plus grandeo
rationalité. Sa conscience s'dlargit et
s'ouvrd aux nouveaux problémes qui
caractérisent notro dpoque, souvent ap-
pelée dre de la révolution lechnique et
scientifigue. De nos jours, cotte commu-
nication se manifeste plus ou moins
consciemment par la co-création: une
nouvelle tentative d'échange avec o
aulres membres de notre culture. Notre
époque do grande industrialisation ot
d'automation connait malgré so0s extra-
ordinaires réalisations, un drame: nous
sommes eén danger de perdre certaines
de nos valeurs — I'homme contempo-
rain 05t en décomposition ou plutdt en



not ingvitable and can be prevented or
restraingd, The function of simultane-
ous restraint and stimulation has been
taken ovar by contemporary arl, and
especially contemporary music, which,
due to its universal aspects (non-seman-
tic, equivocable, communicable, cre-
ative), can react against the disappear-
ance of culture and the propensilies of
the “technical man”. In order (o create,
a form is needed: a form born cut of a
struggle with chaos and elements, a
form which can be in constant change
and constant ¢creation. For me, such a
form is the spiral, which is both dynamic
and integrative: a form “in statu nas-
condi’”. | have introduced and developed
this form in “Spirale I, per uno @ pid™,
The compesition has an integrating and
spiral sound with visual, mobile, etc.,
formations. | have composed different
versions to be played on all possible
instruments. Each version is in fact a
first performance since each possesses
unlimited aspects which are constantly
changing and re-creating.

semi-destruction. Cela n'est pas indvi-
table, On peut le prévenir, voire 'em-
pécher. L'énargie que I'homme dépense
pour empéchear sa semi-destruction est
simultanément trés stimulante. Elle se
manifeste dans l'art conlemporain et
plus particulidérement dans la musique
en raison de sos aspects universels: elle
esl asémantique, équivoque, communi-
cative. C'est nécessaire de créer ung
forme qui naquit indépendante de la
lutte contre le chaos et les éléments,
une forme qui 10t une création constante,
qui it en évolution continue. Pour moi,
il n'y a que la spirale qui corresponde &
cette définition. C'est une lorme dyna-
mique, intégrale (cf. math.) «in statu
nascendi=. J& I'ai utilisée, par exemple,
pour SPIRALE Il-per uno @ pil, @uvre
commencée autour de 1964, Cetle com-
position est une intégrale, une spirale
sonore, visuelle, mobile etc. .. en con-
stante formation. J'en ai réalisé plu-
siours varsions jouables par n'importe
quels instruments. Chaque nouvelle
exécution est en fail une créalion. Les
aspects de cette ceuvre sont illimités,
changent continuellement: il $"agit d'une
création perpéluelle. La «premidre créa-
tion mondiale: de I'ceuvre a eu lieu én
1972 au Warswawska Jesion,

L.C.

Claude A. COPPENS Belgium - Belgique - BéAyio

Claude A. Coppens was born in 1936
in Brussels. He studied piano at the
Royal Music Conservatory. Brussels,
with Marcel Maas, and, in Paris, with
Marguerite Long and Jacques Fevrier.
In the 1959's he took part successiully
in sevral internalional piano compe-
titions and, during the World Fair EXPO
‘58 in Brussels he met several outstand-
ing composers of the new generation:
Boulez, Kagel, Berio, Stockhausen,
Xenakis, etc. and became more and
more interested in contemporary music.
After finishing his studies for a Ph.D.
in Law at the University of Brussels,
1960, he started composing regularly.
He now teaches at the Royal Music Con-

Claude A. COPPENS est né en 1936 &
Bruxelles (Belgique). Etudes de piano
au Conservatoire royal de Bruxelles
avec Marcel Haas (ler prix en 1950, &
13 ans). Etudes & Paris avec Marguerite
Long et Jacques Février. Lauréat na-
tional de piano (Bruxelles, 1951). S'est
présentdé aux examens finals de divers
concours internationaux de piano. Du-
rant I'Exposition internationale de Bru-
xelles 1958, il a rencontré de nombreux
compositeurs contemporains: Boulez,
Kagel, Berio, Stockhausen, Xénakis ete.
A Paris, il a fait la connaissance de Pou-
lenc, Messiaen, Sauguet. Coppens s'est
alors de plus en plus intdressé 4 la mu-
sique moderne. Depuis Mobtention de
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servatory, Ghent, has a seminar on new
piano techniques at the Royal Flemish
Music Conservatory, Antwerp, and
teaches the practice of new music (all
instruments) at the Royal Music Conser-
vatory, Brussels. He has given concerls
throughout Europe, in Asia, Africa and
North and South America, specializing
in the interpretation of modern and con-
temporary music. In 1977-8 (Ghent) and
in 1978-9 (University of Leuven) he or-
ganized a series of concerts of the works
of important contemporary composars.
He has composed a Piano-Show Erik
Salie (scenario, reciter, 2 tapes, hap-
penings, projection of slides, light ef-
tects. etc.), Ghent 1974, 1975, Festival
di Como 1975, Jeunesses Musicales,
many times; also a Kagel-spectacle lor
the Television slalion, etc. He has been
on the Jury of several inlernational com-
patitions for contemporary music. He
composes mostly solo works and cham-
bar music: 0.9. Compuler assisted sto-
chastic pieces «Wheoels within Wheals
I= for 2 pianos and alto-saxophone solo;
Wheels within Wheels Il lor 2 pianos
and 2 percussionists; Four Ballades
Jaunes on poems by F.G. Lorca, for
soprano, tenor and 6 instruments: Violin
Concerlo for amplified violin and large
orchestra; Variations Concertantes for
violin and various instruments; Saxo-
phone Quartel. Triplex for 1 or 2 cellos.
Some works are recorded on ALPHA
DBM/N223.

THE HORN OF PLENTY, 1878, a play in
five musical acts for amplified horn, per-
cussion and tape. This is its world pre-
miere. Each of its five acts is based on
a different text by a different author.
These five movements of this mulli-
media work are symmelrically grouped
around the third movement, which forms
the axis of the whole work. It is some-
thing which develops itsell when viewed
from different angles like the “'Ulysses'
of James Joyce.

Part 1, the aye: Colors, green and yel-
lew; Pictorial, “visible music’”; Dedi-
cated to Calder; chromatic “timbre tech-
nigue”, used impressionistically: Dyna-
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son doctorat en Droit (Université de
Bruxelles, 1960), il compose régulidre-
ment. |l @st professeur de piano au Con-
servatoire royal de musique de Gand. Il
enseigne les techniques modernes du
piano au Conservatoire royal llamand de
musique d'Anvers ot Uinlerprétation de
la musique contemporaing au Conser-
vatoire royal de musique de Bruxelles. A
donné des concerts dans le monde én-
tier. S'est spécialisé dans 'exécution de
la musique contemporaing. A organisé
en Belgique dos séries de concerts de
musique contemporaing. A composé
un Piano-Show Erik Satie, un spectacle
Kagel pour la télévision etc. A &lé
membre du jury de plusieurs concours
internationaux de piano. Lui ont régu-
lidrement commandé des oeuvres: la
radio-télévision belge, le Festival des
Flandres, de nombreux solistes inter-
nationaux connus. A compost essentiel-
lement des cuvres pour inslruments
solos et de la musique de chambre,

C.A.C.

THE HORN OF PLENTY, La Corne d'a-
bondance (calembour sur lg mot shorns
= £or, COrNg), pour cor, parcussion ot
bande magnétique. a 416 composé en
1978. Cette uvre est présentde aux
Journées mondiales de musique de la
SIMC en création mondiale. 1l s'agitd'un
sjeus en cing actes musicaux ulilisant
chacun un texte d'un auteur différent,
Ces cing actes sont disposés symélri-
quement, le troisiéme servant d'axe de
symélrio. L'oruvre, multi-médiale, se dé-
veloppe, comme I'Ulysse de Joyce, sur
plusieurs plans. Premidre partie: elle
s'adresse & I'oeil (couleurs: vert el jauneg),
musique visuelle: dédide & Calder;
utilise la technique de la Klanglarben-
melodie; de tendance impressionniste;
dynamiques: de pp & mp; percussion:
bois; caractére romantico-impression-
niste. Douxidéme parlie; s'adresse au
«poings; couleurs: or, pourpre; arts
martiaux-dictatures de toules sorles,
poliliques, musicales etc...; culte du
héros; technique de la citation, du col-
lage, des combinaisons multiples (Tchai-
kovsky, Wagner, Bach etc..., sons de




mics from pp o mp; Percussion, wood;
Character, romantic, impressionistic.

Part 2, the fist: Colors, gold, purple; Mar-
tial arts; Dedicated to the “hero cult”
and diclators of all sorts — political,
musical, etc.: Technique, quotations,
collages in tangled combinations (paro-
dies taken from Tchaikovsky, Wagner,
Bach, Mozart, St. Saéns, Ravel, Brahms,
etc.), also voices ol hyenas, monkeys,
dogs. etc.; Dynamics often 1f; Percus-
sion, mixed; Character, aggressive, vio-
lent, caricature.

Part 3, the ear: (central part); Colors,
rainbow; Art and music; Dedicated to J.
Cage; Technique, harmony, improvisa-
tion; Dynamics, wvaried; Parcussion,
snare drum (not played); Character, sur-
realist.

Part 4, the brain: (symmetrical with Part
2); Art and literature; Dedicated to R.
Zelazny, "Sign of the Unicorn”, science
fiction; (this is the most structured musi-
cal part); Technique, counterpoint, imi-
tation; Dynamics, often 1f; Parcussion,
leather; Character, amusing, "“homo
ludens™.

Part 5, taste and smoll: (symmetrical
with Part 1); Gastronomic arls, ambrosia,
nectar; Technique, exprassionist (sym-
métrial with impressionism); Dynamics,
p to if to pp; Percussion, metal; Charac-
ter, sensual and rich.

The work is a sort of odyssoy of the five
s0nses in a cyclic form: the end returns
1o the beginning. The rhythmic organ-
ization is a succession of all prime num-
bars up to 1453, not in a neo-Pythago-
rean spirit but as as a compromise be-
tween delerminism and free will,

singes, d'hyénes, de chiens etc...);
dynamiques: souvenl ff; percussion:
mixte; caractbére agressif, violent, cari-
catural. Trolsiéme partie: s'adrossoe &
I'oraille (coulours: arc-en-ciel); 'art et
la musique; dédiée & John Cage; tech-
nique: harmonie et improvisation; dyna-
miques varides; percussion: tambour &
corde (dont on ne joue pas); caractére
surréaliste. Quatridme partie (symdtri-
que de la 2éme): s'adresse au corveau;.
I'art ot la littérature: par exemple, R.
Zelazny Sign of the Unicorn, scignce-
ficlion; jeu musical, est la partie la plus
construite de I'eeuvre; technique: contra-
point, imitation: dynamiques: souvent ff;
parcussion: peau; caractére amusant
(«homo ludenss). Cinguidme partie (Sy-
métrique de la premidre): s'adresse au
golt et & 'odorat; l'art de la gastrono-
mio: ambroisie, nectar; technique ex-
pressionniste; dynamiques: p cresc If
decresc pp; porcussion: métal; carac-
tére: musique sensuelle et riche. L'ouvre
est une sorte d'=Odyssée des senss,
da forme cyclique (fin= relour au ¢om-
mencement, cf., par exemple, les notes
initiale et finale — fa). Disposition ryth-
mique: succession de tous les nombres
premiers jusqu'a 1453 (secondes), non
dans un esprit néo-pythagoricien, mais
comme compromis entre le détermi-
nisme et le libre-arbitre.

Georges COUROUPOS Greece - Gréce - ‘EAAGSa

‘O Midpyos KOYPOYNOZI yevwiifnee otrv "Affdva 16 1942, Zmo0daoe midvo oo
‘N&cio "ABnvav xai MaSnpankd oté NMNavemotiue "ABnviv. Té 1968 Eguye yid
14 Napion, pé Inotpodia The Malukhe KuBcpyviioswe. dnou onoldags olvBcog otd
Conservatoire de Paris, otfiv 165n to0 Olivier Messiaen. "Ancdoimoe 16 1972 pe
BpaBeio ouvBiocwe. "ANG 16 1971 Ewe 16 1976 fitav inedBuves Tol poudiked Tunfgea-
1o Tie Maison de la Cullure de Creteil. Ztiv 8£on aldth eixe viv edraipia v* doyo-
AnBei iSaitepa pé v pouoikr clasdnronoinon Kai Sanadayaynon Ty nadiay
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Kal YEVIKWTERG TO0 Koo, péoa and vice popdéc Snuoupyias nod ompilovia
oty ouvepyadia énayyeApandv kaltexvav kai tpaditexviv. “Etol aviéBaor
pouoikd Béparta pé oupperoxt 200-300 éxteAcotdv, nayyehpandv xai pf, &mwe
«'Eppfie kai NpounBedcs 16 1973, «Td Nadid 1ie “Appous 16 1974, <0 Nipyoe e
Baéds 16 1976. “AMAa Epya tou: «Inmoudl ndvw otic Mewpetpikée Npoddoug: -
Mapiot 1970, «Névte Nuxtepiva yid Boki xai mudvos - MNapiol 1970, «'EAARVIKS
Tpayoudi= - Napiot 1971, «"AvtiBapos. - "ABfjva 1971, <Adi- - Napiow 1971, «Zoy-
kpovons - @eonBad i ROYAN 1972, -Metapopdaocics - ®eoniBdar tol METZ
1973, -@aviaouwosl; TS Npotonopiacs - SconBak The "Opicavne 1973, -Tpia
Koppdania yid Bohovroédo rkai Maves - "ABfva 1975, <Abstractes - Napio 1975,
«'0 Beég 16 OLderr - DeoniBal TG AVIGNON 1975, < Té Kénkivo Niextds - Movaxo
1976, «'Eongpias - Mapiow 1977, «Griselidis» - ®eonBal tig Avignon 1977, Oi

naieig kai ol xpovoloyice dvadépovral qtﬁv 1n ExTéAsom.

“THE CHILDREN OF THE SAND"” in
1974, “The Tower of Babel” in_ 14976,
Other works: “Study on geometric pro-
gressions”, Paris 1970; "Five Nocturnes
for violin and piano™, Paris 1970; "Greek
Song”, Paris 1971; “Contrapoids”, A-
thens 1971: “Lai", Paris 1971; “"Con-
flict”, Royan Festival 1972; "Melamor-
phoses", Melz Festival 1973; “lllusions
of the Avant-garde”, Orleans ngmrﬁl
1673; “Three Pieces for celloand piano -,
Athens 1975; “Dieu le veul”, Avignon
Fastival 1975; “Abst'acte”. Paris 1975,
“The red Scarl”, Munich 1976; “'Hes-
peria”, Paris 1977; "Griselidis", Avignon
Festival 1977. Towns and dates above
rafer to the world premiére.

Georg COUPQUROS was born in Athens
1942, He studied the piano at the Athens
Conservatory and Mathemalics at the
University of Athens. Having oblained
a French scholarship he left for Paris
where he sludied composition at the
Paris Conservatory in the class of Olivier
Messiaen, He graduated in 1972 with a
compogition prize. From 1971 to 1976
he was responsible for the music section
of the “Maison de la Culture de Créteil”.
There, he had the opportunity to concern
himsell with the musical sensitization
and education of children, and, more
generally, the public, through now forms
of creation based on a collaboration of
professional arlists and amateurs, In

this way. he performed musical spec-
tacles” with a participation of 200-300
performers, protessionals and non-pro-
fassionals, like “Hermes and Prome-
theus" in 1973,

Mario DAVIDOVSKY U.S.A.-E.-U.A. - H.N.A.

'O Mario DAVIDOVSKY yeowwnfnee otic 4 Maptiou 1934 otéd Buenos Aires xai
wapa (el o1 Néa 'Ydpxn. Eivar AeuBuviie o0 Kévipou "HAcktpovikie Mou-
ok v Navemotnuiuy Columbia xai Princeton, xai Kadnyntig Mouoikiic otéd
City College. "Exe1 ndpet noddd Bpabeia (4néd v 'Apcpimavikd “Axadnpia Te-
xviv xai Fpoppdrwv, 16 Brandeis University Creative Arts Awards x.4.) kai
unotpodice (Guggenheim, Rockeleller x.4.).

«Té Epyo SYNCHRONISMS No. 6 yid mdve rai flextpovikolde fixous (1970)
avikel o pa oepd ouvBlocwy pé AAexTpovikd napaydpcvous fxoue of ouv-
Suaopd pi nopadooakda dpyava. Zé noddd onpeia Tod xoppatiod aitod of
fAexTpovikoi fyol petaBdihouv Tév fixo Tod midvou énnpedloviac T@ xapaxin.
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pIOTIKG TG atdxag Tou Kal 1ol dnonyou. "Etol, dvri va dnotehel wa Sexwpoth
Guvt) OTAV nolugwvia 1ol Koppaniod, 1o AACKTpovikd pépoc $aivetal paiiov
tvowpatwpéve o1é pépog 1ol midvou. Téd SYNCHRONISMS MNo. 6 mpdBnxe
pt 16 Bpabeio Pulitzer Mouoikiic 16 197 1=,

Born March 4, 1934, Buenos Aires and
now living in New York City, Mario DA-
VIDOVSKY is prosently Associate Direc-
tor of the Electronic Music Center of
Columbia and Princeton Universities
and Associate Professor of Music at City
College. He has received a number of
prizes, fellowships and awards including
Guggenheim and Rockefeller fellow-
ships, American Academy of Arts and
Letters and Brandeis University Creative
Arls Awards,

M.D.

tions for electronically synthesized
sounds in combination with convention-
al ingtruments. In this particular piece,
the electronic sounds in many instances
modulate the acoustical characteristics
of the piano, by affecting its decay and
attack characteristics. The electronic
segment should perhaps not be viewed
as an independent polyphonic line, but
rather as il it were inlaid into the piano
part. Synchronisms No. & was the re-
cipient of the 1971 Pulitzer Prize Award

SYNCHRONISMS Mo. 6 for PIANO ang  in music.
ELECTRONIC SOUNDS (1970). This M.D.
piece belongs 1o a series of composi-

Peter Maxwell DAVIES Gr. Britain - Gr. Bretagne -
Mey. Bperavia

‘0 Pater Maxwell DAVIES yevviiBnee otic 8 ZentepBpiou 100 1934 oté MavoTeotep.
Inddace ot Ixohh <Leigh Grammar=, ot Mouowrd "Axadnuia tod Maviozotep,
otéd Navemothuo 1ol Maviocotep xai drav képbioe wd dnotpodia The "Italxic
ruBipvnong, perdtnoe pé Tdv Gollredo Petrassi ot Poun. Té npdto tou Epyo yid
dpxhotpa =Prolation for Orchestras xképlioe 16 1958 16 BpaBeio Olivelli kai
napoudaoTnKe o1 CeonBal i AEEIM ot Paun. "Avapcoa otd xpovia 1959 kai
1962 infpfe pouowkds SievBuvthg ot Ixohh «Cirencester Grammar» Snov xard-
GEPE PE MPWTOTUNO KAl XOPITWHEVD TPOMo va NpootyyioL Tole véous Sibdoxo-
VTAG TOUG MG va xdvouv poudikr. T6 1966 dnodéxtnee atqq 100 oikdTpodou
ouvBén oté Navemotquio Tig "Adchaidac otiv Avotpaiia. Thv Enducvn xpovid
& Davies yopioe oty “Ayyhia, dnou kal Z£i ndvra, yvid va adepwdel otn odv-
feon. "'Onwodnnore, dév dnopoviBnke noté oav ouvBETng, GAAG napapével nold
npaknikds dAAG xai fvepynminds pouoikds. “Exel ypaWel Mol poudikh yia th
ouyrkpdtnua Swpariou =The Fires of Londons 16 dnolo wal SieuBivel. Népa and
@ £pya yia pouoikh Swpatiou & Davies Eypage onpavid apiBud Spywv yid
oupguvikly OpxhoTpa. Eixe napayyehicg ané dpyaviopolc Snwe 16 BBC, )
Suhappovist] "Opxiotpa 1ol Acvlivou, Tiv "Edwvikr "OpxfioTpa The Ixwrice, v
'‘Opyxfotpa Swpatiou e "Ayyiiag, Thv ndin to0 Nrdprpouvt kai 1 Néa $ihap-
povikf] "Opxfiotpe. ‘H dnepa tou «Taverners, nmod napousidotnke ot Bacuuxr
“Onepa tév 'lodho 100 1972 Snuiolpynoe peydin aloBnon o'dho 16 pouoikd
kGO0, "And 1é 1970 & ouvBitng £{noe otd vioua Orkneys kai 16 povadikd tonio,
T4 khipa kai & noTiopds TG dnopakpuopdviie altie KowvdTnrag énnpéace Baa
) pouokry tou. Té 1977 & Davies nopousiaos otdv xaBelpikd vad 1ol Kirkwall
) Sedrepn dnepd Tou «The Martyrdom of Saint Magnus» (T paptdpo 1ol "Aviou
Mdayrvoug). Ta tedeutaia xpévia 1A Sexactiag "70 poprupodv md onpaviixd
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napaywyy Epywy — and T <Zupdovias oth peydin napnrodpa ~.ru.'| pouIKD
PNAAETTON, = Zalbuns=.

Md 16 £pyo <AVE MARIS STELLA» (Xaipe Gotpo tig Bdhaooag) , & ibiog & ouvBitng
ypaoe: «Td Epyo altd ypdoInke otic dpyéc 1ol nepaopdivou ¥pdvou, OL napay-
yehia Tod OconBak Mndb Smou xai MapOUCLGOTNKE Yia nmpwTn $opd dnd 10
guykpdTua «The Fires», 16 Mdio. Eival apepwpévo ot pviiun 1ol Hans Juda,
100 tehevtaiou fminpou Tapia ol ouykpotduatoc xai moAd dyannrod $ikou.
Ocwphnxke odv pioo Sefiotexviag yia 16 ouykpotnua, dnou KGOE GTOUIKG PEPOY
anaitel véa Toxvikd péoa and tév kdbe Exteheoth. "And T Sikh pou pema, avi-
pETOMICa 1O kabapd TExvViKG mMpdShnua va wave pid 1600 noldnhoxn puBpixa
Souhsld npooit xwpie pofotpo, nod B4 pnopolos va pag dnopaxplvn dnd 1o
nvedpa pousikic Swpatiou. 'H nmokd yvwoth pehwdio <Ave Maris Stellas givan
f| paxoxoxkahid TAG POUCIKAG — YVOTHAG @nd Tpayoidia Tol Dunstable wai o0
Monteverdi, petafl dAkwv, nod mpofdlletar péoa and 1o Mayikd Terpdywvo
e Zedfvie. “Av kai T4 payikd TETpdywva potdlouv yEVIRG pé AvTINETADEOEIG
apBpiv, altd Sév aknfcict nepoodtepo an' &n pé Ghia eidn perabéotwy Nod
neplood1epo Tic Bupdtal kaveiq énd T Swadpopr Toug napd dné oipéc GpBpmY.
Ta Mayika Terpdywva té dwwod dpxikd oy inodeiypara yopod, pé Efpata nod
nepvody ané -AaBopivBouss xal xatd ouvéngwa pé (nobeiypata ¢B8Gyywy nod
1o0¢ Bupdtal aveig xwpig dvadopd of dpiBuolc. T <Ave Maris» £xet 9 Tpfjpata
pé alfouca Sopxfy molundoxdémra, péxpt 6 No. 7 mo0 ywpiletan of 17
TUNEATIKG fmKadunTépeva £ni pépouc Tufpara, dnokpuoTaldwvovrag oto No.
8 of pd Anhf petapdpdwon To0 MpdTou TRRHATES. “OAN 1) NponyoUREVT) HOUSLKR
opedialeral £1on oav va Kiveital ongipoctdi npég T4 ndvw npédg Eva koplduwpa
atd Evate tufjpa, nod yapaxinpiletar and dpyole, dravéviotoug nalpols TG
papipna. Ma péva 16 Epyo. xuttélovias To £k Tv GoTépwv, ExEl Mopdiinia
pi 16 Eheyoiaxd ouvaioBnua, md iSwairepn dndypwon £nikinong. ywati frav 16
nphto £pyo nod ypadmnxe Eva (mépoxo xepwva xai Teleiwos oTd vecavakal-
vigpévo onit pou otd Orkney, not dnwe 16 nepiypade 6 George Mackay Brown,
roupvialel u* anioteuto Tpdno of wd YAl npoeoxh ndvw én’ Tév "Athaviinogs.

P.M.D.

Peter MAXWELL DAVIES was born 1934

in Manchester. He was ecducated al
Laigh Grammar School, the Royal Man-
chester College of Music, Manchester
University and, upon winning an Italian
Government Scholarship in 1957, he
studied with Goffredo Petrassi in Rome.
His first orchestral work, Profation for
Qrchestra, won the 1958 Olivelti Prize
and was performed at the 1969 ISCM
Festival in Rome. Between the years
1959 and 1962 he was director of music
at Cirencester Grammar School where
he implemented a original approach to
teaching young people lo make music.
From 1962-64 he underwent further study
at the Graduate Music School, Princeton
University, on a Harkness Fellowship. In
1966 he took up an appointment as com-
posar-in-résidence at the University
of Adclaide, Austrlia. The following
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Peter Maxwell DAVIES est né en 1934 A
Manchester (Grande-Bretagne). Etudes
4 la Leigh Grammar School, au Royal
Manchester College of Music, & I'Uni-
varsitd de Manchester of, aprés avoir
obténu uné bourse du gouvernement
italien en 1957, & Rome avec Gollredo
Petrassi. Sa premiére cuvre orchoes-
trale, Prolation for orehestra, a regu en
1958 le prix Olivetli ot a été créée au
festival SIMC 1959 & Rome. Entre 1959
ot 1962, DAVIES a été directeur de la
musique & la Cirencester Grammar
School ol il a enseigné la musique d'une
fagon originale et vivante. En 1966, il a
&té invité par I'Université d'Adélaide
(Australie) en tant que scompositeur-
résidents. L'année suivante, il est re-
tourné en Grande-Bretagne, ol il vit
avjourd'hui encore, s‘adonnant & la
composition. Il ne s'est cependant ja-



year, he came back to Britain to devote
himsell to composition. He, however,
remains avery practical, practising musi-
cian. Much of his music has been writ-
tan for the chamber ensemble “The Fires
of London™, of which he is director. As
woll as those works for chamber en-
semble, he has written substantially for
the symphony orchestra. He has been
commissioned by such bodies as the
BBC the London Philharmonic Orches-
ira, the Scotlish National Qrchesira, the
English Chamber Orchestra, the City of
Dortmund and the New Philharmonia
Orchestra, His opera “Taverner”, pro-
duced at the Royal Opera House in July
1972, was writlen over a period of ten
years and provides an insight into his
spiritual and musical precccupations
during that time. Since 1970 he has
lived in the islands of the Orkneys and
the unique landscape, climate and cul-
ture of this remote community have had
a profound influence in his music. In
1977, he founded the first St Magnus
Fostival and presented his second opera
— “The Martyrdom of Saint Magnus™ —
in Kirkwall Cathedral,

AVE MARIA STELLA, 1978, for chamber
orchestra, was commissioned by the
Eath Festival, where it was lirsl per-
formed in May, 1978, "Il is dedicated
to the memory of Hans Juda, the late
Hon. Treasurer of the Fires, and our very
dear friend, It was conceived as a virtu-
os0 vehicle for the group, where each
individual part demands new technical
resources from the player concerned.
For mysell, | tackied the purely technical
problem of making so rhythmically com-
plex a work praclicable without a con-
ductor, who might distract from the
chamber music quality of the thought
The well-known Ave Maris Stella plain-
song forms the backbone of the music

- familiar in settings by Dunstable and
Monteverdi, inter-alia, “projected™
throwgh the Magic Square of the Moon.
Although magic squares are gonorally
soen as pormulations of numbers, this is
ra mare true than with bell-permutations,
which are memorable by their patterns
of courses rather than by chains of num-

mais isolé du monde, il est resté en con-
tact permanent avec la vie musicale
pratique. Il a écrit beaucoup do musique
de chambre pour The Fires of London.
ensemble spécialisé dans le thédtre mu-
sical, Il a écrit aussi beaucoup do mu-
sique pour orchestre. Il a requ do nom-
breuses commandes de: la BBC, le
London Phitharmonic Orchestra, le Scot-
tish National Orchestra, le English
Chamber Orchestra, lo New Philharmo-
nia Orchestra et la ville de Dorlmund
(RFA). Depuis 1970, lo compositeur vit
dans les iles Orcades, dont les paysages
uniques, le climat ot la culture deo leurs
habitants isolés du monde ont ¢u une
influence profonde sur sa musique. En
1977, son opéra The Martyrdom of Saint
Magnus a été créd & la cathédrale de
Kirkwall.

AVE MARIS STELLA a été composé au
début de I'année dernidre. Il s'agit d'une
commande du Bath Festival, Sa création
a eu lieu lors des Fires of London en
mai. L'oruvre est dédide & fou Hans
Juda, trésorier honoraire des Fires, avec
Tequel nous partagions une prolonde
amitié, Elle a été congue comme uneg
pidce de virtuosité, dans laquelle chaque
oxécutanl doit aflronter de nouveaux
problémes techniques. En ce qui me
concerne, j"ai di résoudre le probléme
purement technique d'écrire une auvre
rythmiquement trés complexe qui ne
nécessitit pas de chel d'orchestre, ce
qui aurail pu détruire I'atmosphdre de
musique do chambro auprés du Spec-
tateur-auditeur. Lo plain-chant Awve
maris stalla constitue 'armature de la
musique sprojetée’ dans le Carrd Ma-
gique de la Lune. (Il esl’courant chez
Dunstable, Monteverdi etc. . .). Bien que
les Carrés Magiques solent générale-
ment considérés comme des pormuta-
tions d¢ nombres, il n‘en est pas de
miéme des «bell-permutations» qui sont
remarquables par la configuration de
lour parcours plus que par des chaines
do nombros. Je congols les Carrés Ma-
giques d'abord comme des figures de
danse dont les pas passenl par des
slabyrinthos: ¢t seulement ensuile
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baers. Magic Squares | conceive origin-
ally as dance patterns, whose steps pass
through “mazes”. and consequently as
nole patterns, memorable withoul re-
ference to numbers. Ave Maris has ning
sections, of increasing formal com-
plexity, until no, 7, which has seventeen
overlapping subseclions, crystallising,
in no. & into a simple transformation of
the first section. All the previous music
is planned so as to spiral upwards to-
wards the climactic ninth section, cha-
racterised by slow, irregular marimba
pulsations. For me the work has, re-

comme des figures de noles, remar-
quables sans rélérence & des nombres,
AVE MARIS STELLA se compose de 9
sections de complexité formelle crois-
sante, jusqu'é la septidme qui comprend
dix-sept subdivisions ordonnées par
wilage. La huitidme section st une
simple transformation de la premiére.
Dans la neuvidbme section, tous les
événements musicaux précédents sont
organisés de telle sorte qu'ils forment
uneé spirale ascendante qui crée l'at-
mosphére particulidre de la section par
de lentes et irrégulidres pulsations mar-

trospectively, as well as its elegiac feel-
ing, a specially evocative flavour, in that
it was the flirst large work written through
a splendid winter and completed in my
newly restored house in Orkney, de-
scribed by George Mackay Brown as
incredibly perched on a high ledge a-
bove the Atlantic™.

quées par les marimbas».
P.M.D.

P.M.D.

Paul-Heinz DITTRICH E. Germany - Allemagne de I'Est -
A. l'eppavia

Paul-Heinz DITTRICH. Mewn@inke otic 4.12.1930 otd Gernsdorl, Erzgebirge. Znod-
Sace othv "Averatn Mouowrd Ixor the Acwpiac obvBeon pé tdv F.F. Finke xai
Siedfuvon xopwdiae pé tév Glnther Ramin, "¢ 16 1958 SweuBuvihg xopwbiag
ot Baipdpn. 1958-1960 dvartcpec onoudic covBeong oty ‘Axadnuia Texvaw
100 Bepohivou pé tév Rudoll Wagner-Regeny. 1963-1976 Sidae avrionEn. dpuo-
via xai popdoroyia oty "Avartarn IZxohn Mougikig <Hanns Eisler- 1ol Bepoll-
vou, The dmoiac 16 1979 dvarnpiyinke kaBnynihg. Zel ord Zeuthen xovia otd
Bepohive (Aaikf Anuoxpartia the Mepupaviag) wkai épydletar oav thclBepod
ouvBETng.

Té 1975 Eypaga yid 1év alotpiaxd ¢iko pou, Biokovrochiiotra Heinrich Schifl,
1) ouvBeon «CELLO-EINSATZ. (-Eloodog 1ol Giohoviodihous) ratd 16 dpivups
#niypappa 1ol yeppavdpwvou nownt Paul Celan. 11¢ npde 1 poudikl popd me
i o0vieon anoteheital and Tpia pépn. "Epnveycpéve dnd v noinon tod Celan,
pt v dnola doyorodpar 50 xai noika xpévia. 16 Epyo altd ypapmre yia odho
Biodovrodddo, "¢ apetnpia yid v oovleon nApa td teicutaia Adywa tod mou-
HaTos:
... OAa gival Miydtepa and
G0 £ivan.
“0Aa eival neploadTEpa.

Té npite pépoc dvantiooetal of ma £Acifcpa paduwdind kapunodn' 16 Se0T£p0
pépog, pé EvBoiEn Quasi Sarabande, teiver va Snuoupyfhoet pid énadnl pé Tig
HEyalee oovatec odho 1ol Midyav Zepndoniav Mndy 16 tpite pépog dpxiler pd
fva Eviova pulmkd Bépa oav Tokara otic youniés véteg xai dveBaiver G 1o
Enaxpo, Onote & Tovoe To0 BiodovioelAioTa xatd wanowy Tpdno ondalct f nvi-
yETaL

P.-H.D.
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Paul-Heinz DITTRICH was born in 1930
at Gernsdorf, Erzgebirge. He studied
composition with F.F. Finke and choral
conducting with Glinther Ramin at the
Leipzig Academy of Music. Until 1958
he was Choir Master in Weimar. 1958-
60 he studied with Rudolph Wagner-
Regeny in the Master Class for composi-
tion at the Art Academy in Berlin. 1963-
76 he taught counterpoint, harmony and
analysis in the Musical Academy “Hanns
Eisler”, Berlin. In 1979 he became Pro-
fessor of Music at the same Academy.

CELLO-EINSATZ. 1975, for cello solo,
“This was written for Heinrich Schifl
(Austria), using the name of an epigram
by the German poet, Paul Celan whose
works have inspired me for many years.
The musical form of the composition is
divided into three parts. As starting
point for the composition | took the last
words of the poem: All is less than il is.
Allis more. The first part follows a freely
rhapsedic curving form. The second,
transcribed as a quasi-Sarabande, tries
to establish a relationship with J.5.
Bach's great cello sonates. The third
part starts with a sharp, rhythmic, toc-
cata-like motive in the lower notes and
rises to a slate of breathlessness, with
the sound of the cello breaking off and
choking.

Paul-Heinz DITTRICH est né en 1930 &
Gernsdor! (Allemagne). Etudes & la Mu-
sikhochschule de Leipzig (composition
avec Fid. F. Finke et direction de chorur
avec Ginther Ramin). Jusqu'en 1958,
chel de cheeur & Weimar: de 1958 & 1960,
éludie la composilion avec Rudoll
Wagner-Regeny & I'Académie des Arts
de Berlin: de 1963 & 1976, enseigne le
contrépoint, 'harmonie et l'analyse 4 la
Hochschule (Gr Musik «Hanns Eislers» de
Berlin; en 1979, regoit le titre de profes-
seur de colte méme école. Vit en com-
positeur indépendant & Zeuthen prés de
Berlin (RDA).

CELLO - EINSATZ. J'ai composé cetle
ceuvre en 1975 pour mon ami, le violon-
celliste Heinrich Schidl, d'aprés I'épi-
gramme de Paul Celan. Les derniers
vers du poéme constituent le point de
départ de ma composition: « ... Toute
chose est moins que / ce qu'elle est. /
Toute chose est davantages=. 11 s'agit
d'une @uvre eén un mouvement subdiviséd
en lrois parties. La premidre est une
sorte de rapsodie libre; la deuxiéme,
que j'ai appelée Sarabande, essaie d'é-
tablir un lien avec les grandes sonales
pour instrument solo de Bach; la troi-
siéme partie débute par un motil bien
rythmé, du type toccala, que I'on entend
d'abord dans le registre inférieur de I'in-
strument et qui, ensuile, monte et $'am-
plilie 4 tel point que le son du viclon-
celle éclate et/ou s'étoulle.

Rolf ENSTROM Sweden - Suéde - Zoundia

Rolf ENSTROM was born 1951, studied
musicology and philosophy and worked
at the EMS in Stockholm, al the Studio
at Fylkingen and at the Conservatory in
Stockholm. He has presented around
100 concerts of electronic music in dif-
ferent parts of Sweden and has been
director of experimental and pedagogi-

cal outside Stockholm. Besides elec-
tronic compositions he has alse worked
with pieces combining electronic music
and other media.

MYR (Mire), which was produced in
1978 is a visual electronic composition
for 3 screens and electronic music on 4
londspeakers. The piece is approx. 25
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minutes long and consists of approx. 360
slides. The piece deals with man, man's
disasters, desire and power to transform
naturé to manifest himsell — prove Lo
himsalf that he hag a right to exist in the
gigantic ¢osmos. The sub-heading of

the piece is: “The soil (earth), the
stones, the mirrors and the geomelry™,
since the piece operates with and
weaves itsell round its themes. The
piece constitutes a lirst performance in
this varsion.

Michael FAHRES W. Germany, res. Netherlands -
Allemagne de I'Ouest, rés. Pays-Bas - A. Meppavia,

Kar. Karw Xwpov

Michael FAHRES was born in 1951 in
Bamberg. From 1971-73 he sludied
music and theatre, German languages
and philosophy at the University. In
1973, he studied “sonology™ with G.M.
Koenig, W. Kaegi and O.E. Laske; and
composition with P. Schat, K. Boehmaer,
L. Andriessen and T. de Leeuw. He
plays the recorder, clarinet, violin and
piano and has won many prizes with tho
récorder, He has worked in the follow-
ing electronic studios: Steim, Amster-
dam; Sonology. Utrecht; Computer Stu-
dio, Erlangen; CEM Studio, Hilversum.
He is teacher of electronic music at the
Hilversum Consérvatory. He has re-
ceived a number of scholarships, as well
as academic exchanges from the Ger-
man Government and the Netherlands
Ministry of Culture. His work has re-
ceived concert performances through-
out Europe. In 1979, “Mobilodrom™ at
the Zagreb Biennale, "Ensemblia™ at
Monchengladbach and the Holland
Festival. His works are published by
“Modern”, Munich and “Donemus”,
Amsterdam.

MINIMAL, 1977, for bass clarinet, elec-
tronic manipulations and automatic per-
cussion. The composer writes: “Minimal
poses the. question of musical material
and the process of composition. To
compose for one instrument means one
must set down one's ideas regarding the
specific characleristics of the instru-
ment. For this one needs information on,
for example, its range of notes, lingering
possibilities and particular sonorities
as well as the secondary attributes of
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Michael FAHRES est né en 1951 & Bam-
berg (Allemagne fédérale). Pratique la
fidte & bec, la clarinetle, le viclon et le
piano. Nombreux prix de flite & bec.
Etudes de musicologie, de thédtrologie,
de littérature allemande ¢l de philoso-
phie a I'Université d’Erlangen (1971-3).
Etudes de sonologie en 1973 avec G.M.
Koenig, W. Kaegi et O.E. Laske. Com-
position avec P. Schal, K. Boehmer, L.
Andriessen et T. de Leeuw. A travaillé
dans los studios électroniques suivants:
Steim Amslerdam, Sonologie Utrechlt,
Computar-studio Erlangen, Cem Studio
Hilversum. Professeur de musique élec-
tronique au Conservatoire d'Hilversum.
A obtenu diverses bourses, en particu-
lier du DAAD Bonn et du Ministére hol-
landais de la Culture, Ses cuvres ont
dté exécutées dans toute I'Europe. En
15979, Mobilodrom & la Biennale de
Zagreb, Ensemble 4 Ménchengladbach
el au Festival de Hollande. Ses cruvres
gsont éditées par edition modarn & Mun-
nich et par donemus & Amsterdam.

NIMIMAL a élé composé en 1977, Du-
rée: environ 20 minutes. Pour clarinette
basse, bande et percussion aulomatique.
Clarinette basse: Harry Sparnaay. Tech-
nique: Hans Stibbe. Produclion: Steim
Studio Amsterdam. MINIMAL est une
piéce qui pose la question du matériau
de composilion et de la fagon de I'uli-
liser. Composer pour un instrument, ¢'é-
tait adapter les idées du compositeur
aux caractéristiques de linstrument.
C'est ainsi qu'on a pris en considéra-
tion, p.o., les doiglés, les possibilités
pratiques, les sonorités particuliéres,



the instrument, This method of working
rosults in the forceful manipulation of
the instrument 1o interpret the musical
ideas of the composer, since — from the
start — these impinge on the sound
world and acoustic properties of the
instrument: for éxample they do not take
real account of the bass clarinet. In
“Minimal” | have tried to confine my-
self solely to the sounds the bass clari-
net has at its disposal: e.g. harmonics,
spund volume, trills, elc. The listener
is made aware of changes in intensity
(in, for example, harmonics, trills, pro-
cesses of blowing) by the playing of the
automatic percussion. This automalic
percussion transiates the changes in
yolume into a rhythmic struclure. Al
the pitches used in the composition are
harmonics of the deepest note of the
bass clarinet — the low “¢".

les caracléristiques secondaires de
Iinstrument, On les a utilisés comme
informations. Une telle méthode de tra-
vail est une sorte de viol de l'instrument
par les conceptions sonores du com-
positeur qui approche de l'extérieur le
monde sonore de linstrument ¢l ne
prend pas en considération les particu-
larités acoustiques de la clarinette
basse. Dans MINIMAL, le compositeur
a tenté de s'appuyer seulement sur l'in-
formation que le son de la clarinette
basse a & produire, p.ex. séries de sons
harmoniques, relations et variations
d'amplitude, vibrations etc. Les inter-
ventions de la percussion automatique
rendent l'auditeur attentif & des modi-
fications d'intensité, & l'intervenlion de
yibrations. La percussion automatique
traduit en structures rythmiques I'évo-
lution des amplitudes. Toutes les hau-
teurs utilisées dans MINIMAL sont des
harmoniques du son fondamental de
linstrument: do. L'eeuvre s'inscrit dans
ung forme minimale répétitive. Le com-
positeur a choisi cetle forme en raison
de limportance des informations con-
tenues dans 'ceuvre. La répétition con-
stante d'éléments musicaux, agrémen-
tée d'adjonctions, permetl & l'auditeur
de suivre trés facilement le principe
composilionnel. En outre, l¢ composi-
teur a voulu développer chez I'auditeur
le réllexe d'autocorrélation; c'est-a-
dire: si I'on entend, par exemple, se ré-
péter le tic-tac d'une montre, cela ne
donne que peu diinformation — mais
aprés 5 secondes d'écoute attentive,
lauditeur ajoute lui-méme une infor-
mation & ce qu'il entend, il peut, p.ex.,
rythmer le signal différemment: tic-tac-
tac. .. tac. — il peul aussi invenler une
mélodie pour le matériau initial. L'audi-
teur, se fondant sur de la musique. se
trouve en relation avec lui-méme. Le
compositeur doit, pour ¢e faire, pro-
poser & I'auditeur un matériau musical
propre & susciter la méditation. Dans
MINIMAL, le compositeur a tentd de
donner forme & ces points de départ phi-
losophiques.

M.F.
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Morton FELDMAN U.S.A.-E.-UA. - H.N.A.

'O Morton FELDMAN yevviinke otf Néa "Yépxn 16 1926, MeAdtnot mave ué
v Mwpiva - Npée xai ouvicon pé 1ov Wallinglord Riegger. L& OMxia 24 xpovwv
ouvdvinocs tov Tlav Kait{, dpyifovieg ma wolutexvisf) fmixOwvwvia anoga-
ownkhe onpaciog yid T pouoixd, otfv ‘Apcpu TEv apxav TG Sekoetiog
100 50. T1ov wokho alTd dvijxav ouvBétce oav Tov Earle Brown xal 1év Christian
Wolll xai & maviorac David Tudor. 'O Foldman guvavaotpeddtay Tolg NEpLoodTE.
pouc and tolg tEnpoocioviotic ixnpéownoug ThE agnpnuivne {wypadixig oth
N. ‘Yéprn e Sexactios 1950 xai 4nd tic tnadle alrig SwopdpPwor Tig ahabnreg
apxtc navw otic dnoieg Baoiletal f pouokn Tou. Ta mié veavikg Epya Tou foav
VEWTEPIOTING, Xpnolponowoviac dopotia xal ypaguxkn onuewhoyia. “Yotepa,

Foldman étyxatéhcupe aldth ) Bfon yid va nopapanotel pé peyakltepn axpi-
8cia, npdypa not Bcdpnot povodidotaro. Mua pfon 656¢ Bpibnke ovd TéAn Tig
Scxactioc To0 1950 of £pya Smovu ol éxtchcoréc ciyav tautdonua pépn nod
14 éxtehodoay & xaBfvae pé ™) Sikh Tou taxoTnra. To dnovéhcopa, 0T Epyo TOU
«"Epyo yia 4 miavas- (1958), fitav xdn odv ocipd dnd avinyhosg and ud xal
povadixd fAxntxh nnyd. Npdogara & Feldman Eavaydpioe OTfv alotnpr Onueo-
Aoyia, yi& ma niand nowhia ¢wwvnuikdv xai dpyavindv ouvduaopdv. Eivan
oloiaoTikg AvnipnTopikl) poudikd, nol épeuvd Td odvopa fixou xal poudikig of
pid npoondBoia va pcivouv dvénagol & xpdvog wai o fixoeg and T olvBeon..
Twpa & Feldman civar walnynthe 016 Navemwothue THE N. "Yépeng roBug
xai SicuBuvThc o1d Kévipo Anpoupyin@y kai Texvawv.

Morton FELOMAN est né en 1926 & Now-
York. Il a étudié lo piano avec Maurina-
Press ot la composition avec Walling-
ford Riegger. En 1950, il rencontra John
Cage. Ce fut le début d'uno association
artistique d'une importance cruciale
pour la musique américaine des années
50. Les compositours Earle Brown, Chris-
tian Wolll et le pianiste David Tudor so
sont joints & oux. FELDMAN étail trés
lié aux peintres expressionnistes ab-
straits de New-York (vers 1950). C'est
& ces contacls que sa musique doit les
principes fondamentaux d'une extréme
clartd qui la caractérisent. Sos premidres
ceuvres innovaient beaucoup. Elles uti-
lisaient une notation aléatoire et gra-
phique. Ensuito FELOMAN s'est tournd
vers des expdrionces de grande préci-
sion du type unidimensionnel. Vers la

fin dos années 50, il a trouvé une voie
intermédiaire en composant dos cuvres
d'un genre assez particulier: tous les
exécutants ontl la méme partie, mais
chacun la joue & $a propre vitesse; il en
résulte un effet de réverbdérations mul-
tiples d'une seule source sonore, cl. sa
Pigce for 4 Pianos (1958). Récemment
FELDMAN est rovenu & une nolalion
rigoureuse, écrivant des piéces pour
toutes sortes de combinaisons vocales
el/ou instrumentales. Sa musique est
essentiollement non-rhétorique, explo-
rant los limites du son et du silence dans
une tentative de ng pas troubler temps
@t son «par l'acle de composers, FELD-
MAMN ost professeur Edgar Vardse & la
State University of New York 4 Bulfale
et directeur du Center for Creative and
Perlorming Arts.

Luc FERRARI France - FaAAia
Michael FINNISSY Gr. Britain - Gr. Bretagne -

Mey. Bperavia

‘0 Michael FINNISSY yovwiiinee 16 1946 o16 Aovbivo. Képlios (notpogia yia
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onoudtc orl Boovuxd Mouoikd "Axadnuio dnou pCAEmoc olvlcon pé TolC
Bernard Stevens xai Humfrey Searle xai dpydtepa pé 1év Roman Viad ot Popn.
~Orav yopioe niow oty “Ayyhia, doxohinke pé th Snpoupyia pougiKod Tur-.
patoe oth Ixohh Moviépvou xopold tol Aovdivou, napoudidlovias xal ouvd-
TOVICC HOUOIK yid Tic nopapanikég Epgaviotic Toug tvid mnopadinha Sibaoxt.
-Edwot tnione Swohtkeig ndvw ot pouod 100 200U aitva oTé Kalimexvikd
KoMdyo 100 Chelsea. Ta tpayoidia Tou 2. 4 vai 5 napoutiGoTnray OTf POUdIKA
£B5oudda «Gaudeamus» To0 1969 évd dAa Epya Tou NApoUCIGOTNHAY of np@TEg

ixtehdonic of Mg pouvowi tBbopabog perofl 1969 xai 1973. 'O Finnissy
Béxnee nopayychics éndé 16 IupBotho ToHvg yia Eva apibpd Epywv perafi
riov dnolwy £ival T4 «6 Kéopogs, = T6 oxotéd xwpiletal én' 16 ¢ (Muothpua)

xai 16 «Koc Navigs, uia napayyehia 100 BBC yid 16 -Movondria 1ol fAiou xai
1ov Gorpwvs xal AN pid nopayyehia and 16 [Spupa Mewoulpneviady yia Ty
1pitn lotopia oté -ZnTipata Swrég:. 'H povowh Tou Exa natei o Sho TOV
wbopo: Avotpakia, N. Znhavdia, Kavadd, MouyrkoohaBio xal @opudla ral of
noAda Siedviy pootiBah, perall Tav dnolwv kal otd: <Mouoikf OTOV KaIpd pags

{ Aovdivo). Mndl, Pouayidv, "Ophedvn, Nrovaoutowyxev, AEIM (Napiol) ., -6
vonwpo the Ituplogs (Mxpdrg). Mmevvaie ThG Bevetios, Zalvr (Malkia) =ai
otd Kduo,

T6 £pyo «OFFSHORE =, ypage: & [5i0g & ouvBEng, «glval pd dvandinon ané tig
povayikée nepimdaviocis oty napahia 1ol Eastbourne &nou Silaoxa avapcoa
‘Oxt@bpn woi Acképlpn To0 1975. Eival jué B0pnon énd 6 oTepvd Shg 100 ¢h-
vondpou Mavw ot Bdlaooa, 4nd 1 wpla xai Baund mpwiva, andé 16 PLyyapt
not kabpedriferal wal xoppaTGleTal OTOV KUPATIONG o0 vepod. "And dnoyn
Sopfc 16 Epyo cival Eva xoviivouo yid Eyxpopda (nod xpnowonowodvial col-
onnd) wal yub xpouotd, &n' dnou npodpxovral S0o peydheg xal pia puph) nopd-
ypagoc yia 16 Undhome The opxnotpas (Tpia EGhiva-nveuotd, Téoocpa Kopva,
rpeic Tpounétieg. tpia Tpopndvia, Sdo dpneg, vofunaio kal mave). O tpeig
ixteAcoTée Kpouot@v cival ¢E dMou dpretéd dveEdpnron dnd v ndhownn
SpxhoTpa — of arrdxeg Tous Sivovral dnd 16 peLoTpo — pixpt 16 oUvTopo = Tulti=
100 $vake, Snou tvivovtar nak pé Ta Eyyopbal.

M.P.F.

T6 Epyo «FOPTOI XOPOI, APFOl XOPOI- ypaginse éné 16v Maio 100 1978 e 1év
‘Jlavoudpio Tod 1979 ki tival dgucpwiptvo otév Elliott Carter. Eival napayychia 100
"|5popatos Gulbenkian kai npwTOEKTEALOTRRE otd Nolutexveio 1ol B, Aovbivou otig
23.4.79 ut yopoypadia tooKrisDonovan, ué 1évouvlim otdmavo.Olyopoitod tithou
Aév voolvial xatd ypdupa, aAd nepwoodtepo otd nvedpa The Exgpeong «. ..ol
wopoi TS pouaikiGs, SnA. pé kipia Eugaon oThv EAagpada 1A 0@hc xai 100 pul-
po0. Ta 11 pépn 100 Epyou @épouv Tig Iieg tvdeifewg 1éunou Snwe ol «"Eviexa
Néce MnaywaréAhees Epy. 119 1ol Beethoben: Allegretto, Andante con moto, a
I'Allemande, Andante cantalile, Risoluto. Andante — nod &5nyel otéd Allegretto,
ywpic Evbefn (odv xaviivioa). Mederato cantabile. Vivace moderato,
Allegramente, xai Tehikd Antante ma non troppo. 'H pouotkl NAvIwG cival ouve-
%S

MF.

Michael FINNISSY was born in London
in 1946, He was awarded a Foundalion
Scholarship to study composilion with
Bernard Stevens and Humphroy Searle
at the Royal College of Music and later
studied with Roman Viad in Rome. On
his return to England, Michael Finnissy
undericok the formation of a music de-

Michael FINNISSY est né en 1946 &
Londres. Bourse pour étudier la com-
position avec Bernard Stevens ot Hum-
phrey Searle au Royal College of Music.
Enseuite, études & Rome avec Roman
Viad. A son retour en Grande-Bretagne,
il a créé un départment musique & la
London School of Contemporary Dance.

LT



partment at the London School of Con-
temporary Dance, performing and writ-
ing music for their workshop perfor-
mances in addition to teaching. He also
gave lectures on twentieth century music
at Chelsea College of Art. Songs 2, 4
and 5 were accopted for the Gaudeamus
Musicweek in 1969, and soveral olher
pieces were given their first perfor-
mances at Musicweoks botween 1969
and 1973. Michael Finnissy has receiv-
ed Arts Council commissions for a num-
bar of works including “World”, “The
Parting of Darkness from Light (Myster-
igs)” and “Mr. Punch”; a BBC commis-
gion for "Pathways of Sun and Slars™;
and a commission from the Gulbenkian
Foundation for the third story in “Light
Matters”. His music has been performed
throughout the world: Australia, Now
Zealand, Canada, Yugoslavia and Tai-
wan, and at numerous international fes-
tivals including: “Music in our Time™
(Lendon), Royan, Orleans, Donaueschin-
gen, L.5.C.M. (Paris), Steirischer Herbst
(Graz), Biennale di Venozia. Saintes
(France) and Como.

“FAST DANCES, SLOW DANCES".
Composed between May 1978 and Janu-
ary 1979."Fast Dances, Slow dances”
is dedicated to Elliott Carter, and was
commissioned by the Guibenkian Foun-
dation. It received its first performance
at the North London Polytechnic on 23rd
Aprit 1979 in a version choreographed
by Kris Donovan with the composer play-
ing the piano. The dances of the tille
are not meant literally, but more in the
senso of “ ., . the music dances™, that
is to say the main emphasis is on light-
nass of texture and rhythm. The elaven
sections of the piece bear the same tem-
po markings as the “ENl Neue Bagatelien
QOp. 119" by Beethoven: Allegretto, An-
danto con moto, & I'Allemande. Andanie
canlabile, Riso uto, Andante — leading
to Allegretto, unmarked (quasi Cadenza),
Moderato canlabile, Vivace moderato,
Allegramente, and finally Andante ma
non troppo; the music is, however, con-
tinuous.

M.F,
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En plus de son enseignemenl, il exécule
et écrit de la musique spécialement pour
les speclacles do I'atelier do cetle écolo,
Il enseigne aussi la musique du XXéme
sibcle av Chelsea College of Arts. Cor-
taines de ses ceuvres ont été joudes aux
Semaines musicales Gaudéamus do
1969 & 1973. Michael FINNISSY a regu
du Arts Council un certain nombre de
commandes (World, The Parting of Dark-
noss from Light (Mysterios ), Mr. Punch),
La BBC lui a commandé Pathways of
Sun and Stars; la Fondation Gulbenkian,
la troisiéme histoire de Light Matrors.
Sa musique a 6té joude partout dans le
monde:  Australie, Nouvelle-Zélande,
Canada. Yougoslavie ¢l Talwan. Il a
participé & de nombreux festivals: Music
in gur Time (Londres), Royan, Orléans,
Donaueschingen, SIMC (Paris), Stoiri-
scher Herbst (Graz), Biennale de Venise,
Saintes (France) ¢t Codme.

OFFSHORE. Entre octobre ot décembro
1975, j'enseignais & Eastbourne. Mon
ceuvre est la réminiscence des prome-
nades qui me conduisaient, solitaire, le
long du rivage d'Eastbourne, de la lu-
midre particuliére & la fin do I'automno,
reflétéde par la mor et planant au-dessus
d'elle, des aubes froides ot brumeuses,
de la lune réfléchie et éclatée par le
mouvement dos vagues. Struclurale-
ment ma piéce ost un continuum de
cordes (traitées on solos) ol de percus-
sion, duquel émergent trois Seclions
(deux longues ot une bréwe) du reste do
I'archostre (bois par trois, 4 cors, 3 trom-
pettes, 3 trombones, tuba, 2 harpes,
clavecin et piano). Les 3 percussion-
nistes jouent plus ou moins indépen-
dants du reste do I'orchestre, le chel ne
leur donnant que leurs entrdes. Cela
change pour le bref final lutti, od la per-
cussion est out & fait unie aux cordes.

M.F.



pPatrick FLEURY France - MaAAia

‘0 Patrick FLEURY yewvviinee oty Navrn otig 26 "Anpikiou 100 1951, Zrnvoypd-
gnoc Siagopa Epya yid 16 8datpo xai 16 pehdSpapa. 'Eniong dnuodpynoe nodrd
niextpakovoTikd Epya kal oxnvikd poudih. "Ané 16 1977 dpxloav va nopou-
cvafovial ol Snuoupyice tou <ESPACES. (Awcothuata), HACKTpAKOUOTING Kai
gwrokvnuatoypadind nepiBardovia: To 1977 napoucigotnke 16 Espace V oté
seovocio Movidpvae Téowne the Nédine o0 Napiowod. 'Eniong 16 1977 napouoiaoe
16 Espace VI otd To AwBvic conifdl Nepopatin’s Mouoikig otfiv Bourges.
Té 1978 nopoucibotnee otic MMM TAc AEIM ot EZroxyxohun xai oté “EAoiva
16 Epyo tou Espace VIl v thv [Ba xpovid oté @comiBah ThG AlMNG drolotnxe
16 Espace VI, Téhog, 1 1979 napoucidleral 1é Espace IX otig NMM Tic AEIM
ot ‘ABfva. "And 16 1977, tpyddetal otV NpaypaTonoinon xivnpaToypadIKay
ranitv pé agnpnutva oxrfpata, xepwptvey pé T BofBee HAckTpovikod (molo-
yioTh, kal yEviRTepa oThv Yngiarn Swaudpdwon dnnikcarouotikiy Epywy.

Té Epyo <ESPACE I1X» (x@poc 9) dmotehei tiv Evatn npayparonoinon &vig
cidoug neipépatos mod oxetiletan pé v tnckepyacia tvég pouoikod xal dnTikod
nepiBAAAOVTOS, Nol npoonalbel va ouvevaon 300 Baoika SiagopeTikés aioBhoe:
v &paon wai Ty arof. of wa kel v adtég apxitextovikd. Mporeirar yid
nayxdopia npwTn ExTéAson, wid kai £xet ouvtefel £idid yid Tév 1éno Tou, 16 A6go
100 diAondnnou, dnévavn oty "Axpdnoln. 'O pdlog ThG pouowhc Sév cival va
cixovoypadhon Tov dnTkd x@po, xai Tdvanakv, dAa Exouv ouvrelei avelapnra,
«t' anotehodv Epya alrévopa wad fautd. Té onmwd Béopa B4 pnopodoc va
Sigpréon pépee fi BBopdadee pé cuvexeic napaikayég. ywatl nepikheivel noiig
wiuddeg Suvartav avnipetabéotwy, tnoptvies 16 Spid Tou kaBopifetat and 16 pou-
owd xpdvo. "0 ypovog civar £5& N\ Bcpeluddng NOPARETPOg MoU 84 ouve-
vibon pouowfy xai cixdva. M alté 16 oxond Evag NACKTPOVIKGG pikpoUnoloyi-
oTAc EAdyxEl Tic SU0 katnyopice nAnpogopiiv 1 Eva npoxaBuploptve apiBunTikg
npdypappa. 'H éxdoyr Tav dnnikdv ouvduaopdyv xaBwpiotnke and T pouaLKr,
ropBavovtag o' &Pn T Suvapikh, Ty Eviaon, 16 xpdpe, xai TG dpBpwotiq Tav
fxwy OT6 Xwpdypovo, Yid va kataAfEn of wd éguxth olvlcon dvaucoa ortig do
altég ypagic.

Té £pyo <ESPACE 1X» (x@pog 9) dnotciel v £vatn npaypatonoinon fvig
ciSouc neipdpatos nol oxetiletal pé Ty énefepyacia tvig pouaiked xal dnmixod
nepiBahhoviog, nol npoonaBel va ouvevion S0 Baowa SeQopETIKIG icBnoLg:
v Spaon kai THv dron, of wd kowh y altég dpyitextovikf. Mpoxetar yia
nayxéowa npaTn Extéieon. ma kal Exel ouvieBel cldikd yid Tév Téno Tou, 10 Ao
ro0 Oondnmou, dnévavt oTAv "Axpénoln. ‘O pohog e poudikfis Bév cival vé
cixovoypaghon Tév HnTiKG x@po, xai Tavanakiv. MG Exouv ouvielei dvekaptnTa.
' anotchodv Epya alrévopa kab fautd, Té énmké Oéopa Ba pnopodoe va
sapkéon pépec i BBopadec pé ouvexels napallayig, yiatl nepikheiver MOAMES
wihigSee Suvat@v avripetadéotuwy, tnoptvig 16 pid Tou xaBopilcral énd 1d pou-
oikd xpovo. ‘O xpdves tivar £3& f Bcuchuadng napdpeTpos nod 84 ouve-
vibon poudikn kai gixdva. MU alté 16 oxond Evag AALKTpOVIKGS piKpoUNoAOYL:
otAg thdyxel Tic 500 katyople nAnpogopiiy | Eva NpoxaBwplouivo dpbunTike
npbypoppa. ‘H Exdoyh Tdv onTik@v ouvduaou@v xabwpiomke ané A pouswxn,
LopBavoviae im” &N 1A Suvauikd, Thv Eviaon. 16 xpdpa. xai Ti apbpwotic oV
fiywy 016 xwpdypovo, Yid va xatadnin of pia £¢unTh olvBeon Gvapcoa otig 500
abtée ypadic. To Epyo ESPACE IX mpoonalel va cloxwphor oo LEQIpETIKG
niaiowo 1Ac "Axpénoine. ‘H dAétera Swauyhe dpxitestovikl Tou, Npayparwinke
inohoyiloviae T6 apyitextovikd wai guowkd nepiBalov. Ol Bagaviieg, oxe-
Bioopévie of uikpoypadia, npoBaliovial kat' edbeiav ndvw of Siagaveiq Gyroug
not tig dnoouvBétouv, Tic noilanhacidlouy xal Addunouv oo adneipo. Npolai-
roviar pé 1 Bonfcia Syxwv nod Asitoupyolv odv dB6veq. 'H ronoBéTnon Téwv
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npoBodiwy tival éniong mokd onpavtixd. Ol KivAPATOYPAPIKES rawicg pé agn-
pruéva yewpetping oxfparta Eywav of AAcxkTpovind dnohoyioth xal Exouv ol g
ouvieBei ot oxéon pé Ta otnpivpata kai Tic Tonohoyikésg SIapopHROLIS TOUg utoa
o1é Siaotnua. Ol tuxaice kivhooig Tav SixTudv £5 aitiog o0 avépou, BewpnBnxav
anéd v apyn odv Evag napdyoviag nod ddnyoloe of mopalhayiq Suvapikod.
‘H poucikd) dnuioupyiBnke nave ¢ Eva oulermth «Synthi-100 EMS+ xai Encita
Souhcltnee xal ndd odpgwva pé Tic nopadoolari HACKTPOKOUOTIKES TEXVIKES.
Té £pyo TiThodoptital «dihdnannogs kai Sapkel 507,

Patrick FLEURY was born in 1951 at
Mantes. He has composed many $Ceno-
graphies for the theatre and the musical
theatre; also many eleciro-acoustic
works and stage music. He has presen-
tod a series ol “Espaces’ — eleciro-
acoustic environments wilth moving
lights etc.: 1977, “Espace V" al the
Museumn of Modern Art, Paris, and “Es-
pace VI at the 7th International Fostival
ol Experimental Music, Bourges; 1978,
“Espace Vil during the ISCM WMD's
at Stockholm/Helsinki, and “Espace
VIII™ at the Festival of Lille. Since 1977
he has been working on cinematic real-
isations, using computer graphics and,
more generally, digital computer treat-
maont of audic-visual presentations.

PHILOPAPPUS: ESPACE I1X, 1979, is
the 9th realisation of a type of experi-
méent related to the shaping of a musical
and visual environment which attempis
o give common structural forms to two
fundamentally dilferent conceplions —
vision and hearing. This spectacle is a
world premiere since it has been com-
posed for ono specilic place: the Phile-
pappus Hill, facing the Acropolis of
Athens. It is not the role of the music
to illustrate the visual space nor vice
vorsa, Both have been composed inda-
pendently and are independent entities.
The visual spectacle could last for days
or week with constantly new variations
since it includes thousands of possible
pormutations. Its limits will threfore be
dotermined by the musical time avail-
able. Time is indeed the fundamental
parameter which will bring sound and
image tegether, Toachiove this.amicro-
processor controls both types of infor-
mation by means of a predetermined
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Patrick Fleury

Patrick FLEURY st né & Nantes (France)
an 1951, A réalisé plusieurs scénogra-
phies pour le thédtre et lo thédtre musi-
cal. Est l'auteur de plusiours cuvres de
musique éleciroacoustiques et de mu-
siquos de schno, A dlabord une série
d'ESPACE, environnemonts électro-
acoustiques et lumino-cinétiques. 1977:
Espace V, au Musée d'Arl Moderne de
la Ville de Paris. 1977: Espace VI, au
7émo Festival International de Musique
Expérimentale de Bourges. 1978: Es-
pace Vil, aux Journées Mondiales de
Musique Contemporaing (SIMC) de
Stockholm/Helsinski. 1978: Espace Vill,
au Festival de Lille (France). 1979: Es-
paca IX, aux Journées Mondiales de
Musique Contemporaine d'Athénes
{SIMC). Depuis 1977, travaille & la réali-

* sation de films graphiques par ordina-

teur, ot, plus généralement, du traite-
ment digital de 'audio-visuel.

ESPACE IX, PHILOPAPPOS, est la 9&mao
réalisation d'un type d'expérience qui
s'attache & I'dlaboration d'un environ-
nement musical et visuel, qui tente do
réunir deux porceplions londamentale-
mant différentes que sont la vue et 'oule.
dans une architecture commune. Ce
spectacle est une création, car il a é1é
composé en fonclion du lieu: la colling
de Philopappos en face de I'Acropole.
La musique n'a pas pour rble d'illustrer
respace visuel et inversement, mais ils
ont 16 composés indépendamment, ot
ils constituent @n soi des auvres aulo-
nomes. Le spectacle visuel pourrait du-
rer des jours ¢t des semaines avec des
variations constantes, car il renfermeo
plugicurs milliers de permutations pos-
sibles, sa limite sera donc déterminde



numerical program. The selection of
the visual combinations has been de-
fined by the music, taking account of
dynamics, intensity, color, and arlicula-
tion of sound in sSpace-time, S0 as to ar-
five as a possible synthesis of vision and
hearing. Espace IX attempts to insert
itsell into the particular framowork of
the Philopappus Hill, and its own totally
transparent architecture takes both the
actual architecture and the natural én-
vironment into account. Slides (painted
and engraved in miniature size) are
directly projected upon large nets which
create transparent volumes that decom-
pose them, multiply them and blow them
up to huge dimensions. Their design
took these three-dimensional ranspar-
ent screens into account, and the place-
ment of the projectors is extremely im-
portanl, The 16mm lilms, croated by
computer graphics, have been com-
posed with reference to the nature of
their “supports’ and their lopological
transformations in  space. Aleatory
movemants of the large nets by the wind
have been loreseen from the start as a
factor that provokes dynamic variations,
The music has been gengrated on a
“Synthi 100-EMS" synthesizer and then
reworked according to traditional elec-
troacoustic techniques.

par le temps musical. Le temps est ici le
paramétre fondamental qui va réunir la
musique ol 'image, pour céla un micro-
processeur contrdle les deux types d'in-
lormations surun programme numdrique
prédéterming. Le choix des combinai-
sons visuelles a &té délini par la musi-
que, en lenant compte de la dynamique,
de l'intensité, de la couleur, ot des arti-
culations spatio-lemporelles des sons.
afin d’aboutir & une synthése possible
entre los doux écritures. Les diaposi-
tives, peinles et gravées en miniature,
sont directoment projetées sur les vo-
lumes transparents qui les décomposent,
les multiplient, et éclatent & linfini, Elles
ont é16 pointes en fonction des volumes-
écrans. Les films graphiques ont été
réalisés par ordinateur en fonction de
leurs supports et de leurs transforma-
lions topologiques dans I'espace. Les
mouvements aléatoires des filets, dis
ay vent, onl été pris en considération
dés le début comme un facteur entrai-
nant des variations de dynamique. La
musique a élé générée sur un synthéti-
seur «Synthi 100-EMS-», puis retravail-
Iée selon les techniques électroacous-
tiques traditionnelles, Durde: 50 minutes.

P.F.

Rolf GELHAAR W. Germanny, res. Gr. Britain -
Allemagne de I'Ouest, rés. Gr. Bretagne -
A. leppavia, kar. Mey. Bperaviag

O Roll GEHLAAR yevviiBnxe 16 1943 otd Breslau e Nolwvias xal peravaotcuos
oTic HNA 16 1953, Inoudaoc otd Navemothue Tod Yale (1961-65) wai o1d Nave-
mothume e Kakigdpvia, Mnépxeld (196567). "Ynhiple Bonbde 1ol Stockhausen
(1967-70) wai pérog 100 CUYKPOTANATOS TOU NOU YOPIOE G0 Tov Kdopo, pévoviag
6 phveg otf) Nayxéopa “ExbBeon the ‘lanwviac, 16 1970. “18puoe 16 oToUvTiO
«Feedback» xai v "Exdotnikf) ‘Erawpia 100 orodvnio Feedback otfiv Kolwvia
14 1970. Képlhwoe 16 poutikd Bpabeio e Bopewag Boorgahiae 16 1973, "YnipEe
AMkTopag ot olvlBcon otd Qcpiva pabfpara Zdyypovie Mouoikhc ol Ntapu-
orar, td £ 1974 wai 1976. 'Eniong (nfipEe Aéxtopac ord woléyio Téxwne
«Dartington» 16 1977. Mipioc Sheg Tic xdpee TAc Edponne pé 16 ouyxpdinpa
«Feedback Studior wai Exave SiahéEeic ndvw ot odvBcbn xai oty mpaxtikd T
LeTEACONG pé modhd wdela. Méver otd Aovdivo,

16 Epyo «STRANGENESS. CHARM AND COLOUR» (NapaSofdrnra. yonrcia
sl yphpa) ypaetnee 16 1978 yid mdvo, 2 tpopnétee xai Tpopndvi. <Napolofs-
mras, s=yonrcia wKal sypdpar civar pepikd xBavnikd yopaktnpOTIKG  and
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14 pkpdTEpa (natopikd popa — T4 Koudpre — mol émvorBnuav yid va ¢En-
yhoouv T oupnepipopd Toug xai va npoBiddouy 16 ouvliuaopd Toug of cOpiTEpa
owpatibia oopduwva pé Tic napadedeypéves and npiv Bcwpice xal napamphocic.
Kavévag an' adtole tolg Spoug Sév Exer oyton pé 1) oupdanikh Tou onuagia.
Eivar alBaipereg dvopaoicg. 'H olvlcon altd dnorcieivan dnd pd dxoloubia
27 Sopav (Ix3x3) pé nowdhia oxéocwv pctall toug. 'O mid Gaowds ouaxe-
Touts avaucoa o OAcg Tic Sarabeig eivar Om o Shee alrég A dpxh (arrdxxa)
yiverar andé 16 mdvo, | péon (kpatnuévor ¢hdyyot) and 1d tpoundwi kai 16 Tékog
(h andoBeon) and tic Tpounéreg. Mepikée Sopde ué peyalitepn nolunioxdTnra,
nod dnorcAodviar ané Suwagopa toutdypova Otpopata. Exouv Abtoupyice
fvaping - plong - Téhoug Toutdypova péoa of ohdihnpn T Sudpreid Toug. Kabe
anoyn v Sartaicwy, NapausTpol Gnwe Mdprea, ypauuish nukvotnta (Tay -
mra), xarakdpudn nuxvotnra, (apiBpde fixwv of xdbc Sedoptvn omypn).
£vraon, Tévog, Tuxaio, xAn. xabopilovion dnd a xhipowa cldrdv TEV nopa-
pérpwy. Ol xhipawee cltéc cival Sopnpéves txBeTing, nod onpaiver dnt f) nooo-
nef Swegopd avipcoa Swadoyikd otoncia npoodwpilcra dnd Eva ExBimm
(my. & éxBétng 2: 27=4, 47=16, 167=258, K.An.), £1o1 noU vd Sdnyel of b
ocipd &Ly nol peyahivel nodd ypfiyopa xai £xe1 noAd nianid dxriva Spdong.
‘EE airviag 1hg incpBolindtnrac Tav GEdv, ol napdpsTpot TEivouv va Anitoupyoldv
of ouoxeTiopd 1y pia npég TV AAN, npdypa nov onpaivel & i Euncipia pag ané
16 £pyo, 4nd thv didayr, dnd 16 ypove wal and thv xivnon yiveral oxetix,
npoodwpioptvn and v napducTpd nod Bcwpoldpc odv Scondlovoa.-MNa v 1d
Swoagnvicoupe altd G¢ avadipoupes Tv napaxdrw Euncipia: toEwlcloviac
W Eva £Enpég npéc 1 voto, nopammpoloa T Bpoxr wa Tpund T yi pé midyieg
paddworig. Auvvarég votiag, oxéginka. Mepikéc omypde apydrepa, 10 Tpaivo
otapdmnoe xal N 8poxn Encgre dnakd of xdbereg ypaupde. Olte nvord dviuou
anéd wapud xatcvduvon. T 1paivo Eexivipoe ndl kai f Bpoyn nipe xal ndl xhion.
Té yeyovde 61 Bprordpouy 0" Eva Kivodpevo Tpaive &Sfiynoc o adth Thv duncipia
noU 84 v cixa xai nah dv orexdpouv of dvepo nod B4 ¢uoolos T Bpoxl npéc
tutva and v katedBuvon e nponyolusvne xivnohe pou. Ol tpneplec adtic
civan Tautdonpeg yia péva. Td yeyovira opwe, altd xad® aldrd, Sév civanr 16 idwa.

Roll GELHAAR was born in 1943 in Bros-
lau. He emigrated to the USA in 1953
and studied at Yale University, 1961-65,
and at the University of California at
Borkeley, 1965-67. He became assistant
to Karlheinz Stockhausen 1967-70 and a
moember of his ensemble which toured
the world, spending & months at the
World's Fair in Japan in 1970. The same
year he founded the Feedback Studio
and the Feedback Studio Publishing
Company in Cologne. He received the
music prize of Nordrhein-Westphalia in
1973, He was locturer in composition
in the Holiday Courses for New Music at
Darmstadt 1974 and 1976; lecturer in
composition, Dartington College of Arts,
England, 1977, composer in residence,
NSW Conservalory, Sydnoy, Ausltralia,
1977. He has toured all European coun-
tries with the Feedback Studio Ensom-
ble and has lectured on composition and
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Roll GEHLHAAR ost né en 1943 4 Bros-
lau. Il a émigré en 1953 aux Etats-Unis.
11 a étudié & I'Université de Yale (1961-5)
ol & 'Université de Californie (Berkeloy,
1965-7). Ful assistant de Stockhausen
{1967-70) et membre de son ensemble
lors de sa tournde mondiale (il passa
alors 6 mois au Japon. & l'exposition
d'Osaka 1970). Il a fondé le Feedback
Studio ot les Editions Feedback Studio
a Cologne (1970). Il a regu le prix de la
musique de I'Etat Nordrhein-Westialen
(1973). Il a été prolesseur de composi-
tion aux cours de Darmstadt (1974 ot
76), au Dartington College of Arts (1977);
compositeur invité au Conservaloire
NSW de Sydney (1977). Il a fait des
tournées dans lous les pays ouropdens
avec le Feedback Studio. Il a donné des
cours de composition et d'exéculion
musicale dans plusieurs conservatoines.
Il habite actuellement Londres. Ses



performance practice at many conser-
vatories. His compositions, are publish-
¢d by the Feedback Studio Vaerlag, Co-
logne. The more recent ones are:

PROTOTYPEN for 4 orchestral groups,
1973; SPEKTRA for 4 trumpets and 4
trombones, 1974; SOLIPSE for cello
and tape delay, 1974; LIEBESLIED for
orchestra and alto, 1974; MAN stage
composilion with N. Matossian: elec-
tronic music, 1975; 5 DEUTSCHE TANZE
electronic music, 1975; RONDELL for
trombone and tape delay, 1975; RESO-
NANZEMN for 8 orchestral groups, 1976;
LAMINA for trombone and orcheslra,
1977; ISOTROPE for chorus, 1977; DER,
DIE ODER DAS KLAVIER for piano and
films, 1968/77; POLYMORPH for bass-
clarinet/clarinet and tape delay, 1977;
PARTICLES for 12 instrumentalists,
1978; CAMERA OSCURA for 5 brass in-
struments, 1978; LINEAR A for marim-
baphone (+ bassmarimba), 1978;
STRANGENESS, CHARM + COLQUR
for piang and 3 brass instruments, 1978,

STRANGEMNESS, CHARM AND COLOUR,
1978, for piano, 2 trumpets and trom-
bone. Strangeness, charm and colour
arg soveral of the quantum characleris-
tics of the smallest subatomic particles
— quarks — which are called upon in
order o éxplain their behaviour and
pradict their combination into larger
particles according to a proviously ac-
cepted theory and observation. Mone
of these terms has any conneclion with
its conventional meaning; they are ar-
bitrary labels. This composition con-
sists of a sequence of 27 structures
(3 % 3% 3) of varying degrees of relation-
ship. The most fundamental relation-
ship between all the structures is that in
all of them the beginning (attack) is gen-
erally provided by the piano, the middle
(sustain) by the trombone and the end
(decay) by the trumpets. Some struc-
lures of greater complexity, consisting
of several simultaneous layers, have
attack-suslain-decay funclions simul-
laneously throughout their entire life-
limes, Every aspect of the structures,
parameters such as duration, linear den-
sity (spead), vertical density (number of

ceuvres: Callo solo (1966), Helix (1967),
Klavigrstgcke (1966-70), Bockenstdck
(1969), Wege (1971), Musi-ken (1972},
Phase (1972), Prototypen (1973), Speok-
tra (1974), Solipse (1974), Liebeslied
(1974), Man (1975), 5 deutsche Tdnze
(1875), Rondell (1975), Resonanzen
(1976), Lamina (1977), Isotrope (1977),
Dar, die odor das Klavier (1968-77), Poly-
morph (1977), Particles (1978), Camera
oscura (1978), Linear A (1978), Stran-
geness, Charm+ Colour (1978).

STRANGENESS, CHARM AND COLOUR
a &té composé en 1978, pour piano, 2
trompetles et trombone.

sounds at any given instant), intensity,
timbre, randomness, ete., is determined
by a scale of these parameters. These
scales are constructed exponentially,
that its, the guantitative difference be-
tween successive elements is deter-
mined by an exponent (for example: the
exponent 2: 2¥=4; 4¥=16; 16%=256;
elc.), thus leading to a series of values
which grows very rapidly and has a very
wide range. Due to the extremeness of
the values, parameters tend to function
refative to one another, that is, our ex-
perience ol the piece, of change, time
and motion, becomes a relativistic one,
determined by that parameter which we
happen to perceive as predominant, To
clarily this, let me relate the following
experience: riding south on a fast train,
| observed the rain shooling Lo earth in
long slanting streaks. A strong souther-
ly wind, | supposed. Moments later, the
train stopped and the rain fell gently in
vertical slrings; not a breath of air from
any direction. The train moved on again
and the rain titled. The fact that | was ina
moving train led to this experience which
I could also have had by standing still
in a wind blowing the rain toward me
from the direction of my previous molion.
My porception of the eéxperiences is
identical, one and the same. Bul the
events themselves are not the same.

. RG.

131



Erhard GROSSKOPF W. Germany - Allemagne de I'Ouest -

A. l'eppavia

Erhard GROSSKOPF was born in 1934
in Borlin, After early studies in modi-
cine, philosophy, mathematics and
church music, he changed in 1959 and
went to the Berlin Music Academy
where he studied composition with
Ernsl Pepping and Boris Blacher. From
1964 to "66 he was lecturer at the State
Conservatory. In 1966/67 he lived in
the Villa Massimo on a Rome Scholar-
ship. Between 1969 and 1972 he worked
for several months in the Studio for Elec-
tronic Music at Utrecht, where he com-
plete his composition “Dialectics”™,
which was performed as the “acoustic
environment” of the German Pavilion in
the Osaka International Exhibition, 1970,
This work also formed part of the New
York exhibition — “Berlin Now™ — in
March, 1977. Since 1971 he has organ-
ized avanigarde concerts with the “Ber-
lin Music Project” group. His works
include songs. instrumental pieces of
various kinds, film and theatre music.
orchestral compositions and solo con-
certos. Thoy have been performed by
prominent soloists and conductors at
well known international fostivals. His
“Looping™ compositions — started in
1873 — for playors and lape have beon
broadcast from many German and for-
oign radio stations. In 1978 he took part
in the “Schattensprung™ lyrical music
environment at the Third Metamusic
Festival in Berlin,

PIANG PIECE |1, 1978, is the first of three
pleces for the piano. It is composed as
a developed form of the “Looping' tech-
nique, which enables tonal and atonal
alements to be combined in a polyrhyth-
mic structure so as to allow the poly-
phony 1o be heard and both listenor and
porformer to be brought in close contact
with the “flipping out”. Piano Piece |
has a mathematical significance in the
Three Pieces for Piano. It continues to
bo heard in the listener's head during
the playing of Piano Pieces Il and 1N,
and thus makes the whole into a “quasi-
sonata”,
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Erhard GROSSKOPF est né on 1934 &
Berlin. 11 a d'abord commencd des é&-
tudes de médecine, de philosophie, de
mathématiques et de musique sacrée.
En 1959, il sinscrivit au Conservatoire
supérieur de musique do Berlin ol il
étudia la composition avec Ernst Pop-
ping et Boris Blachor. Do 1964 & 1966,
il a é1é professour au Conservatoire mu-
nicipal. En 1966-7, il a vécu & Romo, &
la villa Massimo (prix de Rome). De 1969
& 1972, il a travaillé sporadiquement au
Studio de musique dlectronigue d'Ut-
recht, ol il a réalisé Dialectics, qui a
contribué & I'environnemaent acoustique
du pavillon allemand & I'exposition d'0-
saka en 1970. Celte méme cuvre ful
présentée & Now York en 1977 & l'ec-
casion des manilestations Berlin now.
Depuis 1971, il organise régulibrement
des concorts do musique d'avant-garde
avec le groupe Musik Projekie Berlin.
Il a écrit dos lieder, de la musique in-
strumentale, de la musique de film ot de
scéne, dos concertos, qui ont dlé axd-
cutés lors de festivals internationaux
par des solistes éminents sous la direc-
tion de grands chels d'orchestre. De
nombreuses stations radiophonigues al-
lemandes ot élrangdres ont diffusé
Looping (1973) pour acteur (ces piéces
utilisent en partie de la musique élec-
tronique). En 1978, il a participé au
3éme Festival Meta-musique do Berlin
avec Schattensprung, musikalisch-
Iyrische Umgebung.

D'aprés Walter Bachauver

KLAVIERSTUCK | a &té composé en
1678. C'est la premidire des Trois Pidcos
pour piano. Cette pidce a é1é composée
solon la technique du «loopings qui
permet de lier des éléments tonaux ot
atonaux, de laisser apparaitre une poly-
phonie & Uintérieur de structures poly-
rythmiques, ot d'amener auditeur ¢l ac-
teur en conlact awvec I'sAusilippens,
KLAVIERSTUCK | a aussi une significa-
tion métathématique: lors de I'exécution
des Trois Pidces pour plano, la premiéro



continue d'agir dans la téte de l'audi-
teur alors qu'il écoutd les pibces sui-
vantes. L'couvre @st alors pergue «quasi
una sonatas.

EG.

H.K. GRUBER Austria - Autriche - AuoTpia

Heinz Karl GRUBER was born in Vienna
in 1943, At the Vienna Musical Academy
he studied composition with Allred Uhl,
Hans Jelinek and Gottfried v. Einem.
Since 1962 he has played conlra bass
with the “die reihe” ensemble, Since
1969 he has been a member of the ORF
Symphony Orchestra. In1968 helounded
the ensemble “MOB art and tone ART™,
together with Kurt Schwertsik and Otto
Zykan. Ho is well known as a singer,
réciter and stage directer. His more
important works include: “Revue for
Chamber Orchestra™, 1970; “Franken-
stein Suite”, with text by H. v. C. Art-
mann, for voice, 5 instruments and child-
ren’s toys, 1970; "Gomorra™, a musical
spectacle, 1972; “Arien”, for viclin and
orchestra, 1975; “Phantom Bilder"” for
small orchestra, 1977,

Heinz Karl GRUBER ost né en 1943 &
Vienne (Autriche). Eludes & la Wiener
Musikhochschule (composilion avec A.
Uhl. H. Jelinek, E. Ralz ¢t G. v. Einem).
Depuis 1961, contrebassiste do l'en-
somble die reihe et controbassiste invité
do divers autres ensembles. 1962: dirige
des cours d'analyse et de pratique musi-
cale pour danseurs et chorégraphes & la
wiener Tanzakademio. 1963-69: contre-
bassiste de I'Orchestre des artistes mu-
siciens de Basse-Autriche. Depuis 1969,
conlrebassiste de I'Orchestre sympho-
nique de I'office autrichien de radio-
diffusion (ORF). Depuis 1966, collabore
aux concerts de salon («Salonkonzer-
tes), avec K. Schwertsik et O.M. Zykan.
En 1968, fonde avec les deux mémes
musiciens I'ensemble MOB art & lone
ART. Cet ensemble a beaucoup travaillé
dans le domainge musico-scénique ot a
crié le «style-MOB», un synonyme pour
folklore de ville. Concerts en Autriche ot
& I'étranger. Depuis, conséquence de
la structure pluridisciplinaire du MOB
ART, HK. GRUBER a développd une
activité de chanteur, acteur et chel d'or-
chestre. Principales compositions: Re-
vue (1970); Frankensiteinsuite (1970):
Gomorra (1972); Aren (1975); Phantom -
Bildar (1977).

FRANKENSTEIN-SUITE. En 1970, jai
écrit la Background-Music pour un dis-
que de textes d'Artmann: J'ai repris
cortains passages de cette musique en
1971 et jo les ai arrangds pour l'en-
semble MOB art & rone ART. Il en est
résulté un cycle de chansons ol de
danses 56 suivant trés souplement. C'é-
tait la FRANKENSTEIN-SUITE. Quand
e MOB art & tone ART a cessé son ac-
tivité, cetle suite n'avail plus de raison
d'dtre et jo l'ai complétement recom-
posée en 1976-77. Cela a donné qualque
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chose de lormelloment plus complexe
ot de beaucoup plus étendu. Je I'ai ap-
pelé FRANKENSTEIN!! - Ein Panddmo-
nlum fdr BaritonStimme & Orchester
(Fr., une pandémonie pour baryton of
orchesire). La création a eu lieu en 1978;
Simon Rattie dirigeait le Royal Liverpool
Philharmonic Orchostra. Jo vions de tor-
mingr une secondo version, plus coure
et ne demandant que 12 instruments (la
«Berliner Fassungs), qui sera cride
cette annde au Fostival de Berlin par
rensemble die reihe, dirigh par Schwert-
sik — j'y chanterai la partie de baryton
A Athéhes, nous entendrons cependant
la suite de 1971: j'al acceptd qu'elle soit
joude, car elle contient déja toutes les

idées de base qul ont &b développbes
par la suitp; elle est, conséquemment,
un juste document de ce qui s¢ passe
actuslloment en Aulriche. — A l'excop-
tion du violoncolliste, lous los exdcu-
tants, on plus de leur instrument, doivent
jouer de divers instrumaents & porcussion.
Le matbériau musical st conslitué do
nombreux idiomes populaires anciens
ou modernes qui ont &6 travaillés
comme Artmann a travaillé ses lextes.
C'était une fagon de faire correspondre
la musique & la simplicité trompeuse
des textes, dont la forme semble sug-
gérer une atmosphére d'abord naive,
innocemment populaire el sentimentale.

HK.G.

Roman HAUBENSTOCK-RAMATI Austria - Autriche -

AdoTpia

Roman HAUBEI STOCK-RAMATI was
born in 1919 a. Cracow, Poland. He
studied music d composilion there
and in Lemberg = with Arthur Malawski
and Joseph Koll.ar, 1947-50 he direcled
the music sectisn of Radio Cracow. In
1950 he went (o Israel; ho was Direclor
ol the MNatic..al Library of Music and
Professor at the Tel Aviv Music Academy
until 1956. In 1957 he worked in Paris
in the Studio for Concrele Music, and
then settled in Vienna where — until
1971 — he was a reader for the Uni-
vorsal Edition o New Music. He has
boon guost prolessor al the Darmstadt
summer courses: the Royal Musical
Academy, Stockholm; the Institute di
Tella, Buenos Aires; the Conservatory,
San Francisco; Stanford University and
Yale University. His compositions re-
present in a personal and original man-
nir the earliest development of the twehve
tone scale and proceed lo serial and
aleatoric music. He also broke now
ground in his “mobiles” for dilterent
instruments and his musical graphics
opened the way to modern musical no-
tation. His numerous compositions in-
clude “Amerika”, a Kalka Opera, first
performed in Berlin in 1966; orchestiral
works, “symahony K™, and “Tableaux
1-11""; choral works and chamber music,
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Roman HAUBENSTOCK-RAMATI o5t né
en 1919 & Cracovie (Pologne). Y étudia
ainsi qu'h Lembaerg la musicologio o la
composition (avec Arthur Malawski ot
Joseph Kotfler). De 1947 & 1950, dirigea
lo département musique do Radio Craco-
vie. Emigra en Isradl, od, jusqu’en 1956,
il fut directeur de la Bbiliothbque musi-
cale myunicipale et professeur au Con-
sorvatoire. En 1957, travailla au Studio
do musigue concrirte de Paris. Alla en-
suite A Vienno, ol il devint lecteur do
musique moderne chez Universal Edi-
tion (jusqu'en 1971). Professeur invité
aux cours do Darmstadt, & I'Académie
royale de Stockholm, & I'lnstitut di Tella
4 Buenos Aires, au Conservatoire de San
Fancisco, & I'Université do Stanford et &
colle de Yale. Croix du mérite de la RFA
(1962), prix de la ville de Vienne (1977),
prix de composition du Musikprotokoll
do Graz (1977).

La SONATE POUR VIOLONCELLE SO-
LO a é16 composdo on 1975, C'était une
commande du Musikprotokoll de Graz.
Elle a {& crébe la méme année par
Helnrich Schill & Graz. Elle esl écrite
dans un langage aléatoire rigourouse-
ment composé, c'ost-h-dire que linter-
prite a la possibilité do déterminer lui-
miémao lo déroulement ot la durée de la



“pMultiples 1-VI” and “String Quartert”.
He was awaded the composition prize
“Musikprotokoll 1977" for his "Con-
certo par archi™.

SONATA FOR SOLO CELLO, 1975, was
commissioned by the Gratz “Musik-
protokoll” and first performed that same
year by Heinrich Schiff. This three-part
sonata is involved with a strictly com-
posed aleatoric, which means tho per-
former has the possibility lo arrange
the flow and the length of the music as
he thinks good and can rearrange the
individual exactly noted elements of the
composition as he wishes. The com-
poser describes the three parts of his
collo sonate as "a variable, mobile-like
construction, developed on the principle
of my ‘dynamic closed form'”™, and
writes: “the term °‘sonala’ was chosen
because — as in the traditional form of
the sonata — the principal decisions in
the organization of the musical material
follow this pattern. In contrast with the
‘static and closed’ forms of traditional
music: In contrasl also with the ‘open’
{form of néw music, this piece — like my
other works since ‘Liasons’ and ‘Mobile
for Shakespeare’, 1958 — have a ‘dyna-
mic closed” form in which both the vari-
ations and the repetitions (basic ele-
ments of the art of every period) take on
a new role and arrive at new rolation-
ships with one another™.

musique en choisissant libréement, selon
les lignes directrices du compositeur,
une succession de structures ou d'élé-
ments de la composition exactement
notés par le compositeur. La SONATE
ost conslituée do trois parties dont
Haubenslock précise qu'elles sont “des
constructions variables, & l'image d'un
mobile, qu'elles ont é1é développées
selon le principe de ma “forme dynami-
quement farmde’. J'ai choisi le terme de
‘sonate’ parce que I'on a ici un matériau
musical contrasté, comme cela élail le
cas dans la forme-sonate classique.
méme si 'on peut relever des différe-
rences non-londamentales. La forme de
mon auvre 63t "Dynamiquement fermée’.
Elle s’oppose donc aux formes “slalique-
mant lermées’ de la musique tradition-
nelles et A& celles "ouverfes’ do la mu-
sique moderne. Dans une telle forme.
variations ot répétition, qui sont los &lé-
ments fondamentaux de tout art 1ié &
une époque, doivent S0 trouver une nou-
velle fonction en établissant un nouveau
type de rapports entro elles.”
"r.h.r.

Nikolaus A. HUBER W. Germany - Allemagne de I'Ouest -

A. Meppavia

Nikolaus A. HUBER was born in 1939
in Passau, He studied musical educa-
tien in Munich and then composition
with Guenter Bialas, Luigi Nono and
Karlheing Stockhausen. We worked
with Joseph Anton Riedl in the Munich
Electronic Studio and is now Professor
of Composition in the Folkwang Tech-
nical Institute, Esson.

DASSELBE IST NICHT DASSELBE, 1978,
for side drum. “belongs in the series of
my rhythmic pieces (“Darabukka™ for
plano and “Lernar” for full orchostra).

Micolaus A. HUBER est né en 1939 &
Passau. Il a étudié la musique d'abord
& Munich, Il a ensuite étudié la com-
position avec Gunter Bialas, Luigi Nono
ot Karlheinz Stockhausen. Il a travailé
avec Anton Riedl au Studio de musique
électronique de Munich. Il est actuelle-
ment professeur de composition & la
Folkwang-Hochschule d'Essen.

«DASSELBE IST NICHT DASSELBE»
pour caisse claire a &6 composé en
1978 sur commande du Westldeutscher
Rundfunk., Cette piéco 05t en contrasie
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Instruments with fixed pitch are troated
as rhythmic instruments and tension falis
away. In the place of these inner con-
trasts, the tension of different uses of
the side drum enters in a rélatively large
number of treatmants that stay constant.
Although it was only doveloped in the
ningteenth century, the side drum must
be regarded as part of an old and many-
gsided culture of the drum. Dillerent
components of the realm of this culture,
as well as its social uses and many
aspects of play technique and expres-
sion arg basic 10 this composition. How-
avar, this is not in the lorm of simple
imitation — which would be unhistorical
— bul the opposile: one can discover
a Wil and undivided progression (as |
se0 i1) in our social relations: "the same
is not the same” ™",

avec los aulres auvres rythmiques du
compositeur (Darabukka pour piano ot
Lernen pour grand orchastre), dans les-
quelles les instrumonts mélodiques sont
ulilisés comme instruments rythmiques,
tout moment de tension disparaissant.
A la place de ce contraste intérieur, on
a une tension résultant des multiples
emplois de la caisse claire opposés aux
éléments de traitement rolativement
nombreux, mais n'évoluant pas. Bien
qué la caisse claire ne se soil dévelop-
pée qu'av début du XiXémeo sidcle, il
faul la considérer comme membre d'une
culture ancienne of multiple. Divers as-
poects do cette riche culture sont & la
base de la composition: tant ceux qui se
rapportent & Ia fonction sociale de l'in-
strument que ceux qui touchent & I'ex-
pression ot aux mulliples techniquos de

jeu. Le compositeur ne 5'9st pas bornd
& citer lous ces éléments, au contraire;
le progrés, dans la mesure ol on lg voit
dans les rapporls sociaux, oSt partout et

dvident — «DASSELBE IST NICHT
DASSELBEs («L'ldontiqgue n'es! pas
idaentiquas).

NAH.

Yannis IOANNIDIS Greece - Grece - ‘EAAGSa

‘0 Mévvne INANNIAHE onooBaoe pouoikf npdta o1é '(15cio "Abnviv (mdavo kai
fcwpnuikd) xai perd oty "Avdrarn Zxohh Mouowhg oty Butvvn (o0vBeon, Swd-
Buvon opxhotpag, txkhnoactikd Spyavo xai tofpunaio) dné Snou xal dnogoi-
oe pé Sbkpion xal Bpabeio. Of xoMutexvikée Spoomnpuétnree 100 UL eivar
nolMimAtupts: tugaviletar TaxTikdg odv BcuBuvihg SpyxfoTpad, GAM wal odv
SieuBuvhg yopwdiog kai odv dpyaviotag 1d £pya Tou éxtehodvial tnavelnuutva
of Sadoptc yapee the Edpanng xai e "Apcpiklis vl afepavel pipog 1ol
xpdvou tou oth Sibaoxaiia e odvBcong kai ot uehétn g npoBAnpanxis TG
pougikfc naaywyiac. "Ynipfe mallreyvikde Swwuvbuvifhe The Kpanixfe ‘Opxf-
otpac Awpatiou 1ol Kaparae xai thg "Opxhiotpas The 'EBvikhe Pabioguviog Tig
Beveloutias xalue xai iSputhg - Sueubuving 100 Mouoikod Tufjpares o0 MnTpo-
noMnikod MNavemompuiou tolr Kapaxag. Teheutala Sidboxel Avadtepa Bowpnrikd
wal oovleon otd 'Odcio «"Opdcio "Abnviv: xal gival Suwubuvtig To0 Movowod
Tuhpates 100 Navemotnuiov "ABnvav. Eival Mevikdg Mpappatéas TG "EvRotes
‘EAfviov Mouogoupy@v. "0 . 'L, Exer nipnBeil yud Suwiopa Epya tTou pé 0vind xai
Suebvhy Bpabeia.

Ol sMETANAAZEIZ B > (1970) civar 16 dcitcpo g ocipds Epywv,. otd dnola
fi popponiaonk Suadikaoia Baoiferar otig ouvexeis dvauopduwoes (=pcranid-
ocigs) Evde noAl nepiopopévou yid Adyoug tvdtnrag ral oixovopiog poudikod
UMEOU, pEOa Of A EiKaOTIAN, Tk COMNYN Tev poudikwy Soudv kai 10 dhou
SAVTAOTIKOD poudiKod ywpouw — nou civar kal & npaypatixde poudiKds Opog.
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AN T8 OMxd aOTd, nod of Tehcutaio dvdluon nepopiletan of Alya xopoxtnpl-
oTd S100THEGTa, npoximTouv fxnmikés tmgdveics pé dproptveg Extdocig, nu-
xvOTNTES, EVTAOES, KIvioES péoa oTéd pouding x@po A otatikég KATaoTaoCIS pé
tAeyxdpevn towtepikh xivaon. 16 Epyo altd f tmidiwin The olxovopiag xal Tig
tvémnrog ouvbualetal pé TV Avixveuon kal ExpetéMevon xal Tav ExGpaoTiiy
Suvatothtwy altod 1ol vedtponou Ghwed. Té xoppdm, apucpwpbve ot pviun
ol Mdvvn Xpriotou BEAEL va Erdphon Ta ouvaioBfipara nol yévvnoe & Eapvinde

yapde 1ol dEou $ilou.

Yannis IQANNIDIS studied music first
at the Athens Conservatory (piano and
theory) and then at the Vienna Musical
Academy (composilion, conducting, or-
gan and harpsichord), He graduated
{rom the latter with honorary distinction
and a prize. His musical activities are
varied: he performs régularly as an or-
chostra and choir conductor or as an
organist; his compositions are being
played repeatedly in several countries of
Europe and America, while he devoles
part of his time to teaching composition
and studying the problems of musical
training. He has been musical director
of the Chamber Music State Orchestra
of Caracas and of the National Radio
Orchestra of Venezuola as well as foun-
dor-director of the Music Section of the
Metropolitan University of Caracas. Late-
Iy he teaches advanced courses in theo-
ry and composition at the “Athens Or-
feion™ and directs the Music Seclion of
the Athens University. He is the Secre-
tary General of the Greek Composers
Unien. Yannis loannidis has been a-
warded several national as well as inter-
national prizes for his works.

METAPLASSIS B" (1970) is the second
in a series of works, whore the structural
process is based on continuous recon-
structions (“metaplassis™) of a very li-
mited — for reasons of unity and econo-
my — musical material, within a plastic,
visual concoplion of musical forms and
of the whole imaginary musical sphere,
which happens to be the real musical
sphere too. This matarial, limited actual-
Iy to a few characteristic intervals, loads
to sound surfaces with a Specilic extent,
densities, intensities, movements within
the musical space, or 10 states of inertia
with controlled inner molion. In this

r.u.

lannis IQANNIDIS a dludié la musique
au Conservatoire d'Athénes (piano et
théorie), puis & la Musikhochschule de
Vienne (composition, direction d'or-
chestre, orgue et clavecin), dont il est
diplémé (médaille et distinction). Il a
une activité artistiqgue multiple: il donne
souvent des concerts (il dirige soit un
orchestre, soit un cheaeur) ot des récitals
d'orgue. Sos cuvres sont régulidroment
joubes dans divers pays d'Europe et en
Amdrigue. Il consacre une partie de I'an-
nie & I'enseignement de la composition
ol & I'dlude dos problémes que pose la
pédagogie musicale. Il a été directour
artistiqgue de I'Orchestre de Chambre
d'Etat de Caracas ¢t de I'Orchestre de
la Radio nationale du Véndzuéla. Il a &1é
également directeur-fondateur du dé-
partement de musique de I'Université de
Caracas. Actuellemenl, il enseigne la
composition ot la théorie au conserva-
tolre Orphélon d'Athénes; il dirige le dé-
partment musical de I'Université d'A-
thénes. Il ost Secrétaire général de I'V-
nlon des compositeurs grecs. Il a regu
divers prix nationaux ot inteérnationaux
pour certaings de ses auvres.

Les METAPLASSIS B (1970) constituent
la deuxiémo partie d'une sgrie d'cauvros,
dont I'idée fondamentale ost la transfor-
mation continue d'un matériau limité
(par économie et pour garantir I'unité
dos différentes pibéces) dvoluant au sein
de strucluros ol dans un univers musical
imaginaire — le seul qui soit réel d"ail-
lours — congus visuellement. Ce maté-
riau musical restreint est conslitué de
qualques intorvalles caractéristiques;
il engendre d'une part des surfaces so-
nores d'étendue, de densité, d'intensité
définies, qui s¢ meuvent & l'intérieur de
I'espace musical, d'autre part des blocs

137



work the endeavor lor economy and uni-
ty is combined with the pursuit and the
exploilation of the expressive possibili-
ties of the formally new material. Dedi-
cated to the memory of Jani Christou,
this piece is meant to expross the feel-
ings that the sudden loss of the invalu-
able friend evoked.

Y.l

extériourement statiques, mais animés
d'un mouvemant intérieur contrdlé, Dans
cotte cauvre, I'déconomie des moyens ot
I'unité des pidces va de pair avec I'ox-
ploration et I'exploitation des possibili-
tés expressives du nouveau matériau.
Colte cuvre, dédide & la mémoire do
lannis Christou, se veut dlre l'expres-
sion des sentiments engendrés par la

disparition subite de I'ami.
LI,

Maki ISHII Japan - Japon - lanwvia

Jakob JEZ Yugoslavia - Yougoslavie - MNouykooAaBia

‘0 Jakob JEZ yowwiinxe otéd Bostanj, otic 23 NoéuBpn 1ol 1928, Eival Zho8iveg
ouvidtne. Inoubaoe ot Moudikf "Axadnuia the Acupnidva. ASaoxer pouowxd
otiv Nadaywyikh ‘Axabnula kai clvar éxdétng 1Ag Iobevikig tBewpnong
yith pousikf tmipdpwon «Grlicas. Eiyo-nodd adrodibaxrog otév Topta Tig ouv.
gone. tEehiymre o Eva claicBnTo, ¢ éni 16 nAtioto ypaupuiké nidotn 100 fixou.
Ol ouvBfocic tou gival yid mbvo (2 oovativeg, 3 Ewdes). poudikh Swpatiou
{Mépoe 1=V, kavrdreg («Ta pwnucia 100 dphoyrs, To BAfppa 100 “Agtpou )
GpxnoTpikh, xopwdiakd, nalikh kal AAExTpOVIKA pOUOIKA. Mepicd an' altd éx-
a68nmav ané v Musikverlage H. Gerig, Koin. Xpnowonowiviag ptpikods énd
1008 Olyxpovous kavéveg nod Sitnouv T obvBeon pnédpeoe v avantifer iBaitepn
ExPpaoTikGTNTA Kal Aupiopd Snuwe énlong xpwpankh alofnon kai Sopmdh Saldyeia.
“Exti wepSiotn 15 Sidgopa Bpobeia yid ouviiocg (Bpaleio MowyKoohadinhc
Padiogwvias yia thv Kavrdra Do fraig amors, Nomos |. kAn).

‘H ouvBicon BLICK DER NATUR (&yn tic ¢dong) fyive 16 1973, yid conpavo,
ptrlo-oonpdvo, ‘khapivito, képvo, pt Kpouotd, NEES SuvardTnreg yia $vnuike
Apfpwar, petpikh Eheubeplo, Suvapikég dnoxpwocig kai Evepyonoinon yid xpfon
xpoOUTT@V Kai TV Teoodpwy Epunveutdv énérpepav, 16 Epyo o0TO va npayparte-
ot ibaitepn nowevikd xdpn xai otoxoomxénra, oTa dnola xai npoocappdleral
16 neipevo pé TV Evvoia 100 kaBapd fixntiked Ohiked. Npayuatik onpacia Exouy
pévo ol AMEeig «SAN» (Sveipo) xai «DAN= (fuépa).

Jacob JEZ was born in 1928 at Bostanj,
Slovenia. He studied at the Ljubljana
Academy of Music and now teaches
music at the Educalional Academy. He
is also editor of the Slovend raview of
musical education— Grlica. In the field
ol composition, he is more or less a sell-
taught man who has risen 1o be a sen-
sitive modeller of — mostly linear —
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Jakob JEZ est néd on 1928 4 Bostanj. Il a
dtudié & I'Académie de musique de Ljubl-
jana. Il enseigne la musique & 'Acadd-
mie pédagogique. Il édite la revue d'd-
ducation musicale slovéne Griica. Dans
le domaine de la composition, il est plus
ou moins autodidacte. Il s'intéresse es-
sentiellement & modeler sublilement lo
son d'une fagon plutdt lindaire. Il a com-



sound. His compositions are for the
piano (2 Sonatinas, 3 Etudes), chamber
orchestra (Nomos I1-VIl), cantatas (The
Freising Monuments, The Star's Appear-
ance), orchestral works, choral music
for children, electronic music (The Star's
Appearance i), Some of these have
been published by Musikverlage H.
Gerig, Cologne. By exploiting some
contemporary compositional principles,
he has doveloped an intimate oxpros-
siveness and lyricism as well as a sense
of color and a transparency of structure.
He has received 15 prizes for his com-
positions including the Radio Yugosla-
via Prize for his cantala Do fralg amors,
Nomos I, etc.

BLICK DER NATUR (Mature's Appear-
ance), 1973, for soprano, mezzo sopra-
no, claringt, horn and percussion. This
composition achieves a special pastoral
playfulness and meditativeness by means
of now possibilitios of vocal articulation,
melrical freedom, dynamic shading and
percussion playing by all four perfor-
mers. The text is interpreted as pure
sound material: only the words “‘san”
(dream) and “dan” (day) have actual
meaning.
b

posé des amuvres pour piano (2 Sona-
tings, 3 Eludes), de la musique de cham-
bro (Nomos 1-VIl), des cantates (The
Fraising Monuments, The Star'’s Look),
de la musique orchestrale, chorale, pour
enfants, de la musique électronique
(The Star's Look il), Certaines do ces
cuvres ont été publides par Gerig &
Cologne. En exploitant certains des
principes compositionnels contempo-
raing, il a développd expression intime,
lyrisme, sens du timbre, transparence
de la structure. Il a regu 15 prix divers
pour ses ceuvres (le prix de la Radio
yougoslave pour sa cantate Do fraig
amors, Nomos I elg.).

BLICK DES MATUR (Regard deo la na-
furg) a &té composéd en 1973, 1l s'agit
d'une pidcos qui exploite libortd mét-
rique, dynamiques nuancées, aclivitd
de la percussion el de nouvelles articu-
lations vocales. Ces 4 éléments réunis
ses trouvent développés dans BLICK
DER NATUR qui s'achéve dans une hu-
meur pastorale enjoude et méditative.
Le texte y est adapté, mais en tant que
pur matériau sonoro. Seuls los mols
«san» ol sdans onl une signification
réalle (s révos et sjours).
J).

Raimund JULICH W. Germany - Allemagne de I'Ouest -

A. Feppavia

Raymund JUELICH was born in 1949 in
HOll, Kries Stade. In 1969, he entered
the music studio of the Roboert Schu-
mann Institute in Disseldor! and in 1972
he passed the State Examinalions as a
teacher of music. From 1969-76 he
studied composition with Dietor Acker,
Milko Kelomen and Glnther Becker. In
1976 he acquired his Diploma in Com-
position and was invited to the Forum of
Young Composers in Darmstadt. He
was awarded scholarships to the 1976
and 1978 Holiday Courses al Darmstadt.
His other awards include: 1976, Third
place in the competition ol the Kiel
Thealre for his orchestral work “Etwas';
1977, Prizewinner at the 26th Internation-

Raimund JULICH est né en 1949 & HTI
(Allemagne lédérale). 1969: études mu-
sicales & V'Institut Robert Schumann de
Disseldorl. 1972: dipléme d'Elat pour
I'enseignement de la musique. 1969-76:
dtudes de composition avec Dieter
Acker, Milko Kelenen, Glnther Becker.
1976: dipléme de composition, 1976: in-
vitéd au Forum des jeunes compositeurs
4 Darmstadt. 1976 ot 1978: boursier des
cours de Darmstadt. 1976: 3éme prix au
Concours des Scénos de Kiel pour son
auvre orchestrale Etwas. 1977: lauréat
du 26&éme Concours international de
composition de musique symphonique
Citta di Trieste. 1977: distinction au
28¢me Concours international de com-
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al Compaetition for Symphonic Music for
his "Cittd di Trieste™; 1977, Distinclion
in the 28th International Compalition in
Vercelli for “G.B. Violli'"; 1978, Dissel-
dorl City Prize for composition; 1979,
Prizowinner in the composilion com-
petition for “Sommerliche Musiktage in
Hitzacker™”; 1978, Disseldor! Advanced
Prize of the Regional Capital.

STATIONEN, 1977, lor chambér orches-
tra. “The title is based on the treatment
of the musical material, whose possibi-
lities are oxamined in vanous “posi-
tions”, Starting from a complete series
of intervals, and always using the same
material, | have altempted to create
musical characters and profiles that
have flexibly constrasted relationships,
Extreme conlrasts are an important pro-
porty of the work., The recurring indivi-
dual stages are linked by the nole “b
flar” that runs — like a red thread —
throughout the whola work.

R.J.

position G.B. Violli & Vercelli, 1978: prix
de composition de la ville de Disseldorl,
1978: lauréat du Concours do composi-
tion dos Journdos musicales eslivales
de Hitzacker, 1978: prix d'encourage-
mant do la ville de DOsseldrol.

STATIONEN pour ensemble de chambra
a été composé en 1977. Le titre est en
rolation avec la fagon dont 10 matériau
musical est traith: les possibilités qu'il
recéle sont envisagées on diflérents mo-
mants, en différentes «stationss. Partant
d'une série d'intervalles, le compositeur
a essayé — tout @n s'on tenant au ma-
tériau initial — de créer différonts carac-
thres ot prolils musicaux, qui solent en
conltraste les uns par rapport aux avlres.
STATIONEN ost donc avant tout carac-
Wirisé par dos oppositions extrémes. La
liaison entre les diverses dtapos do
I'ceuvres est assurde par la note si bé-
mel qui traverse toute la pibce comme
un lil d’Ariane.
R.J.

Laszlo KALMAR Hungary - Hongrie - O0yyapia

‘O Laszlo KALMAR (yev. 1931) onoldacc ouvlicon pé tév Ervin Major otéd
‘N5eio Béla Bartok, k' Gpydtepa £xave iSaitcpa pabhipara pé Tév Ferenc Farkas.
*And T4 1957 cival & xupiwe éxBétne thc Editio Musica Budapst. Té 1967 nfipe
16 8pafeio 1he London Kodaly Foundation, kai 16 1969 16 8pabeio Wollsburg
Volkswagen. Té Tpio 1ou mopouswbotnre otd ‘Apfodpyo 16 1969 otéd @conBah
e AEIM.

Té Epyo MONOAQOMO 2 yid odho Gwoki (1973) ouvribnee 4nd 3 Sagopenkd
povokd pépn. T np@to eivar Eva apyd, Sipcpic pewding OMxd, mod dvantio-
ocrar and Tolc fyouc The pooaiag xai younhig nepioxfhc 1ol Biohiod. "0 pubudg
100 Scotcpou pépouc cival xénwe mid yphyopog, dnoreholuevog and Ecpd
«£fdmiar nod nailovral sul Tasto. Té Tpito pépoc dnotelcitan dnd {unpods fixous
nod anhwvovral of pa éxterapévn Béon. AlTA 1 oToiyeia, Siciodlouy kai aAhalouv
16 Eva 14 AAho, dpreTéc Sopde, Kal 16 KoppaT TEACHIVEL Pt pud coda, nod anotelel
v napalhayt Tol Tpfipares 1od npotou plpous pé 1o Navtato,

Lézzi6 KALMAR (b. 1931) studied com-
position at tho Béla Barték Conservatory
under Ervin Major, and subsequentily
ook private lossons from Ferenc Farkas.
Since 1957 ho has been editor in chiel
at Edition Musica Budapest. Was winner
of the London Koddly Foundation Prize
in 1967, and of the Wollsburg Volks-
wagen Prize in 1969, His Trio was per-
formed at the 1969 Hambourg ISCM Fes-
tival.
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His MONOLOGO 2, for violin solo (1973)
was composed of 3 differenl musical
parts. The first one is a slow, two-parl
melodic material, growing from the son-
orities ol the viclin's middle and low
registers. The rhythm of the second part
is somewhal faster, set together of dry,
tattored fragmonts, sul tasto. The third
part consists of animated sounds,
sproading in an oxtended position.
These materials are infiltrating and



changing each-other several times, and
the piece is closed with a coda, the
flautato version of the first part.

Vanghelis KATSOULIS Greece - Gréce - ‘EAAGSa

Bayy£Ang KATIOYAHEI. Mevviifnke oty "Affjva 16 1949, Zav ouvBémne duga-
vifeTal yia npwn $opa pt 16 £pyo «Terrortorium» xal dpydrepa, v IHia xpovid,
HE TO <ZenTiTo Gp. 2., "Exel ypdyel oupdwvikl pouoikl, poucikn Swypartiou,
uoudikn yia 8éarpo kal oV xvnpuatoypddo xal pouoikr yid 16 padiddpuwvo. Mepikd
ano 1a TeAsutala Tou Epya Elval Ta «et exspeclo...» yid dpxnorpa. Tpio yid
$AGOUTO, KAapivETo xal Biodovioédho (Napayyeria o0 EIZYM), «Momentums
Yid 2 mava, 4 EXTEAEOTEG KpouoTOV Kail payvnrotawvia (napayyehia 100 Tpitou
ngoypappateg), xal 1o Epyoe <Inoudn ndvw oty "Anoxdluwns yid yopwdia,
MAVO, KpouoTd KAl KOVIPa NG, eldikd ypappévo vid 16 padidduvo.

‘0 Bayyéing KATIOYAHZI yewwhifnee otiv "Abfiva té¢ 1949, «Té £pyo «TER-
RORTORIUM» Snuoupyfinxe 16 Man too 1975. Baoilerar xupiwe of OAxd anéd
Puwvig, poudika dpyava ) fixoug <ouykexkpipévouss kal ywTepo of xabapd fic-
KTpovikods fixous, nplypa nod civar yapaktnponikd of &ha pou 14 £pya e
KTpOVIKAS pOUOIKAS, 0f pud npoonddea xpnowonoinong Nxnukod OAxod nepo-

od1epo Auecou kal guyKkiviolaxd opTIopEVOUs,

Vanghelis KATSOULIS was born in
Athens, 1949. He appeared for thoe first
time as a composer with the work “Ter-
rortorium’ and later, in the same year,
with his “Seplet No. 2:». He has written
symphonic muic, chamber music, music
for the theatre and for films. and music
specially composed for the radio. Some
of his more recenl works are: "El ex-
specto. .. ' for orchestra, Trio for flute,
claringl and c¢ello (commissioned by the
Hellenic Association for Contemporary
Music), “"Momentum™ for two pianos, 4
porcusssionists and tape (commissioned
by the Athens Radio Third Programme),
and "Stludy on the Apocalypse” for choir,
piano, percussion and double-bass,
written specially for the radio.

TERRORTORIUM for tape was produced
in May 1975. It is based on sound ma-
terial consisting of voices, musical in-
struments, and concrete sounds, and,
to a lesser degree, electronically gene-
rated sounds. This is characteristic of
all my electronic works, in an attempt
at using basic sound material that has
greater immediacy and is more emotion-
ally charged.

V.K.

B.K.

Vanghelis KATSOULIS esl né & Athénes
en 1949, 1l s'est présenté comme com-
positeur pour la premidre (0is avec «Ter-
rortorium» et plus tard, dans le courant
de la méme annde, avec son «Second
Sepluors. Il a écrit des ceuvres sympho-
nigues, de la musique de chambre, do
la musique pour le thédtre et pour le
cinéma, et de la musique spécialement
composée pour la radio. Quelques unes
de ses euvres les plus récentes sont:
«Et exspecto...» pour orchestre, Trio
pour fldte, clarinette et violoncelle (com-
mande de I'Association Hellénique de
Musique Contemporaine), <Momentums
pour deux pianos, 4 parcussionistes ol
bande (commande du Troisidme Pro-
gramme de la Radio d'Athénes), et <E-
tude sur I'Apocalypses pour choeur, pia-
no, percussion, et contrebasse, spécia-
lement écrite pour la radio.

TERRORTORIUM pour bande a été pro-
duit en mai 1975. Cette ceuvre est basée
sur un matériel sonore qui comprend de
voix, des sons instrumentaux, des sons
concrets, el, dans un moindre degré,
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dos sons issus do géndratours dlectro-
niques. Ceci caractérise toutes mos
couvres électroniques, qui s'eflercent
d'utiliser un matériel sonore possédant
un@ qualité plus immédiate, ot plus char-
gée d'émotions,

VK.
Dieter KAUFMANN Austria - Autriche - AUoTpia

Dieter KAUFMANN. Mevvrinke 16 1941 oty Bidvvn. Metd and onoubis ot Bibvwn
xal otd Naplo (pouoikr nailaywyikd, yeppavikl $uoloyia, iotopia TS Téwng,
Biohoviofdho olvBeon pé tolg Schiske xal Einem, Messiaen xal Leibowitz),
16 1968-1970 fpydomnee oty ‘Opada Mouowdy "Epcuviv TG Mol Pado-
guwoviae (AAcxkTpaxouotikh pouoikd pé 1ol Frangois Bayle wai Pierre Schaolfer).
*And T4 1970 SiuSdoxel MAckTpaxouoikd poucixd oTéd ‘lvomitodTo "HALKTpAKOU-
onxfe e "Avatatne Mouowfe Ixoiic the Bubvwng. ZuvBéoeig yud v kal
yia &pyava, pouoikr Swpatiou, xopwdard fpya, pouowd BLatpo. uixtd Kal
ficxTpaxouoTikdg Epya. "Andé 16 1970 émiong éunvevoths kal SepyavwThg net-
papatik@v ouvauhidv. AtariEeig xal xovrodpra oty natpida Tou xai oté LEwre-
pid xabae wai otfiv Abotpuaxs) Pabwogwvia. Té 1975, pali pé v fBonowd Gunda
Kdénig kai Tov TEXVIKG fixou Walter Stangl, idpuoe 16 =neipapatind otodviio K & K-,

Digter KAUFMANN was born in 1941 at
Vienna. He studied music, German art
history and cello in Vienna and Paris,
and compaosition with Schiske, Messiaen
and Leibowitz. 1968-70 he worked with
tho Music Research Group of the French
Radio (olectronic music with Frangois
Bayle and Pierre Schaeffer). Since 1970
he has taught eleclronic music at the
Institute for Eleclroacoustic Music in
the Vienna Conservatory. Hoe has com-
posed both for volce and instruments:
chamber music, choral works, music for
the theatre, electronic music and mixed
compositions. Since 1970 he has also
beon an animator, organizing experi-
maental concerts, lectures and concerts
in Austria and abroad as well as for the
Austrian Radio. In 1975, he and Gunda
Kdnig and Walter Stangl founded the
“K-K Experiemental Studio”. His works
are published by Reimars, Stockholm,/
Schott and Ars, Viva, Mainz: gramo-
phone records by Jeunasses Musicales,
Vienna.

“KAKOPHONIE-EUPHONIE™;... Two ox-
trames that lie outside ordinary musical

material: “Friends, 101 us not start in this
key, but in angther” as is said in Beetho-
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Dieter KAUFMANN est né on 1941 &
Vienne (Autriche). Etudes a Vienno et
& Paris (musique, littérature allemande,
histoire de I'art, violoncalle; composi-
tion avec Schiske ot v. Einem, Messiaen
et Leibowitz). 1968-70: travaille av
Groupe de Recherches Musicales deo la
radio frangaiso (musique électro-acous-
tigue avec Frangois Bayle ot Pierre
Schaeffer). Depuis 1970, professeur de
musique électro-acoustique & I'institut
d'électro-acoustique du Conservatoire
supdrieur deVienne, (Euvres do musique
vocale ot instrumentale, de musique de
chambre, de musique chorale, de mu-
siquo de scéne, de musique mixte (in-
strumentale ot dlectroacoustique) et de
pure musique électro-acoustique. De-
puis 1970, organise et anime des con-
carts expirimontaux, Conférences ot
concerts tanten Autriche qu'a I'étranger.
1975: fondation du K & K Experimenial
Studie avec Gunda Kdnig et Walter
Stangl. Ses couvres sont éditbes par:
Edition Reimers (Stockholm). Schott
ot Ars Viva (Mayence). Disques: Jou-
nesses musicales, Vienne,

CACOPHONIE - EUPHONIE. Doux ox-
trémes qui, & proprement parler, se



ven's 9th Symphony. In the so-called
sarious music of today, there is an avoid-
ance of sheer noise (inspite of Fulurism
and Concrote Music). There is also an
unwillingness to entor the realm of de-
finite molody, as used by popular music,
for fear of vulgar banality. In my piece,
I try to “tune in” the lwo extremes, in
the same way one tungs an instrument.
This means that, for instance, the noise
made by a train passing through a tun-
nel, or street noisos with screeching
street cars, are suddenty felt to be “‘musi-
cal' by being mixed with a ground bass
or harmonic overtonos. Similarly, the
banality of a popular melody loses its
commercial character in the environ-
ment of a richer spectrum of Sound.
Acoustic waste products and the social
environmant aré given musical oxpres-
sion. Walter Stangl's “"Moviophon™ is
involved as an oplic-acoustic transducer:
This is a light-sound-generator with light
colls on the body of the actress which
control piteh in proportion to brightness.

trouvent au-deld du matériau musical
généralement utilisé. «Amis! Pas ces
sons-1a! Laissez-nous en entonner dau-
tres!s, voilh ce que I'on entend dans la
demiére symphonie de Beethoven...
Méme aujourd'hui I'on n'emploie que
rolativement peu de bruits dans la mu-
sique dite sérieuse (malgré le Fulurisme
— la Musique concrite — la Tradition).
De méme, 'on ne so risque pas volon-
tiers dans le¢ monde du «<bgau Son»
(celui dont se sert si facilement la mu-
sique léghre) qu'on qualilie de «banals,
de «kitschs. Dans ma pibce, ‘essaye
d'saccordors 03 doux champs ox-
trémes, comme I'on accorde un instru-
maent. Le bruit d'un train traversant un
tunnel ou celui d'un tram Sur $08 voies
08! facilement pergu comme musical
g'il est mblé & un son fondamental ou
s'il est enveloppé d’harmoniques. Il en
ost de méme de la banalité d'une mé-
lodie & la mode si on la dépuille do son
caractére commaercial en la magquillant
d'harmoniques riches. Les décheots d'un
envirennement acoustique et social sont
introduits dans le domaine de 'expres-
sion musicale. Le moviophone de Walter
Stangl, un générateur de sons A partir
de la lumidre (des cellules photomé-
trigues lixdes sur le corps de l'actrice
inferment lo génératour qui produit des
sons en fonction de la clartd), joue le
rble d'un transformateur optico-acous-
tique.
D.K.

Oliver KNUSSEN Gr. Britain - Gr. Bretange - Mey. Bperavia

‘0 Oliver KNUSSEN yevviifinke otic 12 'louviou 1ol 1952 oth Mhaoxwén, d\Aa 16
ueyalitepo pépo tie Lwhs Tou Ednoe xovid otd Aovdivo, dnou & natépac Tou
fitav 16 np@ro kovipapndcoo the Zupgwviki "Opxfhotpas 100 MAovdivou. "Ap-
wioe vé ouvBETel of NAxia 6 xpovev xai onodbaot olvieon BwTika pt Tov John
Lambert (1963-69( wal napaxohouBavrag thy Nabaywyikn Ixoh yd Néoug
Mouowole (1964-67). I' ol Tv nepiodo Excivol not Tév EvBdppuvav perall
aMuwv foav & Benjamin Britten xai & Leonard Bernstein xai 8pofedmnre and w0
“ibpupa THS kémooag Tod MUNSTERkal 16 Spupa Peter Stuyvesant. “YoTEpa
ané wa pikph tpdavion oty TAcdpacn yid T ZOA Eypage kata napayyechia
xai napovoiaoe Thv Mpwtn Tou Fupdwvia (1966-167) , ut TA Zupguwvind "OpxhoTpa
100 Aovlivoy, Sicubivoviac 6 IBioc of dvtikardotaon pica of pikpd Xpovind nep-
fwpia ToV Istvan Kertesz nol cixt appwoThoti. ‘Axololfnoav nopayyehicg
and 16 Luykpotnua «Méhogs. 16 deoniBak 1ol Aldeburgh kai 16 BpaBeio Waltney-
Sargent yid véoug SicuBuvtie dpxhotpag. T 1970 & Knussen nipe T pia ané
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ric Tpeic (moTpodire yib 16 Tanglewood dnou peAétnoe pé 1év Gunther Schuller,
Mecrakd 1971 wal 1975 poipace tév waipd Tou advdpcca Aovdive xai Bootawn,
onou EpydoTnre ibiwTikg pé Tov G. Schuller. T 1971 nApOUSIGOTNKE Yid NPWTN
f 2n Zupgwvia Tou otd Tanglewood wai képdioe 16 BpabBeio olvlBeong «Margarot
Granls. Té £pyo alté napovcuaotnxe Gotepa otr Bootawn, Mnobggalo, N. "Yopen,
“Aoney wai Aovdivo xai cixe oupncping8ci otd £pya 1ol Awbvols ScomiBal
e AEEIM oth Boot@wvn, 16 1976. T6 1974 nopoudidomnke yid npatn $opd. and
) oupwvikdy "Opxnotpa tod Aovlivou pé Swcubuvth tév Tilson Thomas, 1o
<Elcaywyn xai Maoxas and v Tpitn Zupgwvia 100 ouvBitn. ‘O Ihiog patatpog
Hunobuve Apydtepa Tic npdtee dxtchiong Tdv «Xopav THG "Odnhiag. (1975).
wdc mapayychiag yud v éxatovracinpiba Koussevitzky, pé 1) Mouoikf
‘Evaipla Awpatiou tod Lincoln Center, Té 1976 fitav ¢uiofevoluevog ouvBLitng
otd dconBad 1ol Aspen. Npoogara TEADWeoE TV Tployia pkplv £pywv
Swyatiou (@8vonwpixd, yid Bohi kal nudvo) . Té vavoldpiopa ThHE Zdvia, yia midvo
xal Eva Kovaptétto yua dunoc nod 84 drovorel o altd 16 eomBak TG AEIM,
100 1979 xai 1wpa oupnAnpover Ty 3n Tou Zupgwvia, npiv dpxioc va tpydaletal
yia pid napayyciia the “Onepag 1év BpuEeAdyv «'Exel nod Gpioxovral T dypia
npdyparas, of ouvepyaocia pé Tév Mwpig Zevrax.

"H_KANTATA A OMNOE KAI TPIO ErXOPAON dpyioe ord Tanglewood Tig
Maogoayouote Tév "lodho Tol 1975 ral TeAeiwoe 0T AovBivo tév "Ortadpn 1ol
1977. «I11) Sibpreia alTie THE pakpile nepddous Aéet 6 ouvBémg, «Bolhega yié
vé xaBopiow, odv va nodpc, Tév pouoind xdpo pou — pid nepicdo pt onpavnixd
anoyofiteuon xai Aiye £pyo — avixvedovtag Tig dppovikég meploxeq nold £ixa
avaxahiwel dtav ouvécoa 16 np@To pépog and v 3n Zupduwvia pou ( 1973-79).
Td 1pia xoppduia mot Byfrav dnd 1 Joureid altd, ré GBivonwpivd yia Blohl
wai mavo op. 14, 16 vavodpiopa e Zdwio, yid mdavo op. 16 xai alth Thv Kavrara
op. 15 oynuatifouv md pmkpo-Tphoyia, ané T md pepid pé denpnuéva xoppamia
noo oyxetilovral pé TAV dppovikd ouvoxh xal ané v dAAn pé oixcicg Exgpdociq
noU poiélouv 04v ONUEIWOEIS Nucpoloyiou. T «dBvonwpivéd: eivar Eviovo,
nusvd xai Aentoptpés. ‘H Kavrdra civan ouveidntd nepioodrepo fipeun xal Aupiefy,
aM\Ad niong dpretd oupnukvepévn — o Eva évicio pipog Swopxeiog 10 Acntdv
nepinou. ‘O Tithog pnfre A$od napatipnoa dn ol oxéoe avapcoca ota Suagpopa
¢newddia pod Bopmlav v dMAnhcEdpmon v peraipatibwy kal Tdv dpretd
aUTotEAdY KoppamiGv of pepikée and Tic avrareg odho tol 1Bou aldva. pid
Eviinwon not twioxsctar pé Thv tmikpamon tod Sunoe. "Axodyctan Eva dpyd
cicaywyd pipog, péoa dné wa Swadoxh xam oav EEchknikGv Encioobiwy npos
Eva dypo xopidwya, xopakmpiloviag uid nhovoia SiavBiopévn (oxeddv ava-
rohinikn) ypouph To0 Sunoc ndvw &nd Eva paviaxé Boi kai Té mrowdn Tod
GohovrotAhou. “Encita dxohouBei wid nopatctopévn CODA, dnou fi cloaywyixn
peAwdia 100 dpnoc épgavilerar Eavé of napalayuévn @éppa, ndvi and wa
yapiiwpéva Amvilépevn, EnavalapBavéuevn pchwdia otd Eyxopda. "Av xal
olUowoTikg adnpnuévo, 16 Epyo eival olyoupa inokeipevikd npdypa nod B4 npéne
va tvBapplivel Tév Axpoath va adfver T pouowkh va Gépver oty Empdveia
&nowa npoowmikd dpdpata pnopel vé xkpeBel yi' adtév. Eivar dgucpwptve ot
pvAun 100 Kenneth Heath, not péxpt 16 Bavaté tou fitav Tochhiorag oté Kouvap-
TérTo pt “Opnot 100 Aovdivou, Té dnolo kai napdyyee 16 Epyo ué xphpara nod
Siébcoe 16 TupBolhio Texvav ThHE "Ayyhiag:.

Oliver KNUSSEN was born in Glasgow
in 1952, but has lived most of his life
near London, where his father was for
many years printipal Doublebass of the
London Symphony Orchestra. He tegan
composing at six, and studied composi-
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Oliver KNUSSEN e8! né en 1952 4 Glas-
gow (Grande-Brotagne). Il a commencd
& composer A I'Age de six ans. De 1963
& 1969, il a étudid la composition avec
John Lambert; parallélement il suivait
les cours de la Central Tutorial School



tion privately with John Lambart (1963-
69) as wall as attending the Central Tu-
torial School for Young Musicians (1964-
67). During this pericd he also received
encouragement from, among others,
Benjamin Britten and Leonard Bernstein,
and awards from the Countess of Mun-
ster Trust and Peter Stuyvesant Foun-
dation. A brief appearance in a TV film
about the 150 led to the commissioning
and performance of his First Symphony
(1966-7), in which he conducted the
LSO, substituting at short notice for the
indisposed Istvan Kertesz. Commis-
sions from the Melos Ensemble, Alde-
burgh Festival and Florida International
Festival (Concerte for Qrchestra 1968-
70) followed, and the Wainey-Sargent
award for young conductes. In 1970
Oliver Knussen was awarded the firsl
of three fellowships to Tanglewood,
where he studied with Gunther Schuller.
Between 1971 and 1975 he divided his
time between London and Boston, where
he worked privately with Gunther Schul-
ler. In 1971 his Second Symphony was
given its first complete performance at
Tanglewood and was awarded the Mar-
garet Grant Composition Prize. This
work was subsequently played in Boston,
Buffalo, New York, Aspen and London,
and was induded in the 1976 ISCM Fes-
tival in Boston. In 1974 Oliver Knussen's
Introduction and Masque (from the third
Symphony) was given ils first parfor-
mances by the Bosten Symphony Or-
chestra conducted by Michael Tilson
Thomas, who later directed the first per-
formances of Ophelia Dances (1975), a
Koussavitzky Centennial commission,
with the Chamber Music Society of Lin-
coln Center. In 1976 he was composar-
in-Residence at the Aspen Festival, and
a ravised version of Ocdan de Terre
(1973) was given its first performance
at a Round House Prom by the Fires of
London. In 1978 Oliver Knussen was
awarded an Arts Council Bursary, and
was Visiting Composer at the Arnolfini
Gallery, Bristol, in the autumn. He has
recently completed a trilogy of short
chamber works (Autumnal for violin and
piano, Sonya’s lullaby for piano, and a
cantata for oboe and string trio) and is
currently completing his Third Sym-

for Young Musicians (1964-67). Pendant
cetle période, il a été encouragé par des
gens importants, comme Benjamin Brit-
ten ot Léonard Bernstein, ainsi que par
le Countess of Munster Trust et par la
Pater Stuyvesant Foundation. Une brive
apparition dans un film télévisé sur le
LSO lui avalu la commande d'une ceuvre,
sa Premidre Symphonia (1966-T) qu'il a
dirigée lui-méme, remplacant au pied
levé Istvan Kertesz, indisposé. D'aulres
commandes ont suivi, provenant du Mé-
los Ensemble, du Aldeburgh Festival et
du Florida International Festival (Con-
carto pour orchestre — 1968-70). En
1970, il a regu une bourse qui lui a per-
mis d'aller étudier & Tanglewcod avec
Gunther Schuller. Entre 1971 et 1975, il
partageait son temps entre Londres et
Boslon, o il travaillait en privé avec
Gunter Schuller. En 1971, Seconde Sym-
phonig (Prix de Composition Margaret
Grant). En 1976, elle a 16 exéculée &
Boston lors du Festival de laSIMC. 1974:
Introduction and Masque; 1975: Ophelia
Dances. En 1976, il a été invité au Aspen
Fostival en tant que «<compositeur-rési-
dent=. En 1978, bourse du Arts Council,
compositeur invitd de la Arnollini Gal-
lary de Bristol. A récemment terminé une
trilegie de courtes pidces pour ensemble
de chambre, dont l'une est présentde
aux Journdes Mondiales de la Musique
14979, Termine sa Troisidme Symphonia.

CANTATA pour hautbois et trio 4 cordes
a &6 commencé A Tanglewood, Mass.,
en 1975 et terminé A4 Londres en 1977,
Pendant cetle longue période, |'étaits oc-
cupé & délinir mon espace musical, trés
frustré de no terminer que peu d'euvres.
Les trois pidces qui ressortent de ces
années forment une sorte de mini-tri-
logie: Autumnal pour violon et piano,
op. 14, Sonya's Lullaby pour piano, op.
16 ot CANTATA, op. 15. Co sont des
pléces i la fois abstraites, o) ost testée
la cohérence harmonique, ot intimes, &
I'instar d'un journal. Autemnal est tendu,
comprossd et détaillé, CANTATA est
volontairement plus détendu ot lyrique;
cotle ceuvre est constitude dun seul
mouvement d'une dizaing de minutes. Le
titre m'est venu & I'esprit lorsque j'ai
compris que les relations existant entre
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phony, before starting work on a com-
mission from the Brussels Opera “Where
the Wild Things Are" in collaboration
with Maurice Sendak. -

CANTATA, 1977, for oboe and string
tric was begun at Tanglewood, Mas-
sachusetts in July 1975, and completed
in London in October 1977. “During
this long pericd | was trying 1o as it were
define my musical space — a time of
considerable frustration and littleé com-
pleted work — exploring the harmonic
argas | had stumbled upon whon Com-
posing the lirst part of my Third Sym-
phony (1973-79). The three pieces which
evenlually emerged, Autumnal for vielin
and plano op. 14, Sonya's Lullaby for
piano op. 16 and the present Cantala
op. 15, form a sort of mini-trilogy, all
being on one level abstract pieces con-
cerngd with harmonic coherénce, and
on anothar level intimate, diary-like ex-
pressions. Aulumnal is tense, com-
pressed and detailed; Cantata is consci-
ously more relaxed and lyrical, but also
quite compact — a single movement
playing for about ten minutes. The title
was arrived at after noticing that the
rélationships between the various episo-
des reminded me of the inlerdependence
of recitatives and more-or-less sell-
contained numbers in some 18th-century
solo cantatas, an impression reinforced
by the predominance of the oboe. A
slow introductory section proceeds, via
a sequence ol quasi-developmental e-
pisodes, towards a wild climactic pas-
sage featuring an elaborately ornamen-
ted (almost oriental) oboe ling over
manic violin and "cello pizzicati. There
follows an extended coda, in which the
opening oboe melody reappears in al-
tered form over a genlly rocking re-

les diverses sections de ma piéce me
rappelaient 'interdépendance des ré-
citatifs et des s<airs» dans cerlaines
cantates du XVilléme sidcle. Impression
que renforce la prédominance du haut-
bois. Une introduction lente so déve-
loppe el culmine en une ligne méledique
irés ornée (joude par le hautbois), sou-
tenue par les pizzicati du violon et du
violoncelle. Suit une coda rélativement
importante, dans laquelle la mélodie du
hautbois réapparait sous une forme
variée, dominant une formule répétitive
des cordes. Bien qu'essentiellement
abstraite, cetle ceuvre ost certainement
trés subjective, ¢o qui doit encourager
lFauditeur & laisser la musique évoquer
loute imagerie personnelle qu'elle peut
contenir. CANTATA est dédié 4 la mé-
moiré de Kenneth Heath, qui était le
contrebassite du London Oboe Quartet,
lequel a commandé I'ceuvre avec le sou-
tien financier du Arts Council of Greal
Britain.
O.K,

peated figure in the slrings. Although
essentially abstract, the work is certain-
Iy subjective, which fact may encourage
the listener to lal the music evoke what-
ever personal imagery it may contain.
It is dedicated to the memory of Kenneth
Heath, who until his death was “cellist
of the London Oboe Quartet, which com-
missioned the work with funds provided
by the Arts Council of Great Britain.”

O.K.

Minoru KOBASHI Japan - Japon - 'lanwvia

'O Minoru KOBASHI yvewwfiinxe otfyv 'lanwvia otic 26 ZentéuBpn 100 1928.Zn00-
Saoe otéd Navemothuo Téxvne 100 Toxio. T6 1978 f olvBcon Tou « A-HUN» -
XTNKE Yid 1 530 Awefvie @eoniBar Ziyxpovne Mouokig. ADTS Tév xaipd SidGonel
oré Mavenwthpo the Tamagawa. Eivar péhog 1ol 'lonwviked Ttufpateg 100
Aebvode IuvBtopou Ioyxpowne Mouowng xai thg ‘lanwvikig "Opoconoviiag

ZuvBerav.
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‘H oivBeon KO Eywve 16 1975. Eival Eva Beatpikd xoppdrt yia Baputovo kai
xpouoTd. ‘H Baokr iBfa eivar & Bapdroveg, viupdvog pé 16 xoudtoUum Né, yvword
adv Taxkuo Kai popivrac T paoxa 1ol Bhuxod daipova nold xopelel kal Tpayoudd
ué ouvodtuikés perabordg TAG Adpdng kal Tov YOWHATIONMY TOV UTWY THS

pdnac.

{ Eivat Suvardv va napouctaotel kal 0dv pETaA.)

nowntie

Yrdpyouv nhartdvia pé kitpiva Kal Koxkiva $UAAa.

‘O nidaxae 100 vepod KAVEL pOUdIKT, vTEOU, VTOOU,

Té vepd dvravarkhd 1a xpwpara Tav ¢UALwWY, npaova,
kitpiva xal kdxxiva xaBug Snuoupyolv YEWHETPIKG Oy ApaTa.
Natn, Salpovag, Bniurde, nol xTevifel T4 pakpud palia g

pé 1a vingia ne.
Té Wxpa e payouda xapoyeiolv.

ZenALvEL TO patwptvo otdpa e xabog kurTiéral orédy kaBpédn 1ol vEROU.
Kiépata putplvouy OTa pallud Tng xal 14 Tepdonia Sovia g

npoSdidouy dvducoa oTa xEiAn.

“Apttpnra xpuooxoxxiva GuAAa Tafidelouy

yUOpt an® 16 eidwho TG popdhc ™S,

Byadey kpauyr) peydhn «Mriyrat Mrudas

KaBhe avinyel N $wvi) e otols dndtopcug Bpdyous, fi xpuan ypapun
TV ¥PWHATIOTEOY UMWY NEGTEL péoa OTr OROTEWVT Auvn,
ayyifovrac 16 Bubd oa Spaxog mol otpvetal, dxtivoBoda kai

hapnepd.

Etix: Shinpei Kusano

Minoru KOBASHI was born in 1928. He
studied at the Tokyo University of Art
and his composilion a-hun was selecled
tor the 53rd ISCM, 1978. He is a mem-
ber of the Japanese section of the ISCM
and of the Japan Federation of Com-
posers. He is Professor of Music at
Tamagawa University.

KIJO, 1975, is a theatre piece for an én-
semble of baritone voice and 5 percus-
gionists. The basic idea is for the bari-
long — dressed in the Noh costume
known as Shakkyo and wearing the mask
of the female demon — to dance and
sing, while there are accompanying
changes in the brightness and color of
the stage lighting. The text he sings
(by Shinpei Kusano) is as follows:
Thereare mapleswithyellowandscariet
leaves
The waterfall makes music, doh, doh
(onomatopagea)
The water reflects the colors of the
leaves,
Yellow and scarlet, forming a geomeltric

Minoru KOBASHI est né en 1928 au
Japon. A étudié & I'Université des Arts
de Tokyo. En 1978, sa pidce A-hun a
&td sélectionnde pour le 53éme festival
de la SIMC. Actuellement membré deé la
section japonaise de la SIMC: profes-
sour a I'Université de Tamagawa.

KIJO a &t composé en 1975. Celte

euvre sl ung piéce de thédtre pour

baryton et percussion. Le baryton porte

un costume emprunté au thédtre Noh

(Shakkyo) et le masque du démon fé-

minin, l'idée de base de ma composition

est que le baryton danse el chante sur un

accompagnement changeant, la scéne

étant éclairée de couleurs éclatantes.

Cette pidce peut élre donnée on version

de concert. Pobme:

Il y a des érables aux feuilles

jaunes el pourpres.

La cascade est musique, doh, doh,

L'eau refléte les couleurs des foeuilles,
vartes

Jaunes et pourpres, elle forme un dessin
géométrique.
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pattern.

There appears a lemale demon, combing
har hair with her nails,

Her pale cheeks are smiling. 4

She rinses hor bleody mouth as she
looks at her reflection on the water
surface

Horns appear in her hair, and another
two project from her lips.

Numberless leaves of gold and crimson
appear around her reflecled lace.

Sha cries oul loudly: “Gigatt gyah!"

As hoer voice echoes from the clilfs, a
golden rain of colored leaves

Fall down to the water.

Thoy sink to the bottom like creeping
dragons, and sparkle there.”

Ici parait un démon femelle qui peigne
s0s longs cheveux

dae sos ongles.

Seos plles joues sourient,

Elle rince sa bouche ensanglantée
quand elle s¢ voil elle-mémo

sur la surface do I'eau.

Ses corngs apparaissent dans ses ¢cho-
viux of ses dents dépassent de 5es
Idvres.

O'innombrables feuilles d'or et de cra-
moisi flottent

autour de son visage reflété.

Elle hurle: «Gigalt gyah»

tandis que sa voix lait écho aux rochers.
I'écharpe dorda

des louilles colorées tombe dans le bas-
sin profon,

s'enfoncant comme un dragon rampant,
brillant et étincolant.

{Shinpei Kusano).

M.K.

Miklos KOCSAR Hungary - Hongrie - Ouyyapia

‘O Miklos KOCSAR (yev. 1933) onodbaoe olviicon oty "Axabnuia tig Mou-
oikhe The Boudantotng, pé wa@nynth tév Forenc Ferkas, "And 10 1972 givan
xafnynTAc oté wicio Béla Bartok TAg Boudaniomng. wai Siddoxer oiveon xai
Bcwpia TAC pouoAg. To 1973 twAfnxe pé 16 Bpobeio Erkel. "And 16 1974
tpyaleta 016 Mouowé Tunpa tThe Ouyypisng Pabioguwviag.

Té Epyo CAPRICORN CONCERTO ypagmxe 16 1978, Dotepa 4néd napdrinon
e dpxhoTpag Swuartiou oty dnola dvagépetar & Titheg. “Av xal 16 PAdouTo
d@ Exer idwitepn onoudawdmra, 16 Epyo civar Baowd pouoixn Swpartiou.
Mid OCipa ané pikpdTEpa Tufpata Gpyavivel 16 povaliké uépog 1ol Epyou nov
Baprel 12-13° xol Siapopdaver Thy niareid avantugn, o Eva BAo pé Bepatixég
Avagopte xai dvaloya dpyavikd pépn. Té povomd Ohixd xal 16 xapaKINPIOTIKG
peAwdind Subotnpa — Tpitovog — tvée Gpyold. otoxeoTked ooho Tod dAto
@hdouTou, OT6 KUpio GEova To0 KoppaTod, dpydtepa Seondélel. Té pépog nol axo-
Aoubiei civar oovBeon dhou Tol mponyoluevou pouoikod OMikeD. 'H Koplpwan
Abverar pé Tic Kavrévioeg To0 gAdoutou f Eviaon tav Tpitdveyv i xaBaplq
népnteg ouvodtdouv T pthwdia Tod nikohe.

Mikiés KOCSAR (b. 1933) studied com-
position at the Academy of Music, Buda-
pest, as a pupil of Ferenc Farkas. Since
1972 he has been professor of the Béla
Bartdk Conservatory, Budapest, teach-
ing composition and theory of music.
He was awarded the Erkel Prize in 1973.
Since 1974 he has been working at the
Music Department of the Hungarian
Radio,
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Though the flule has a special impor-
tance in it, CAPRICORN CONCERTO
(1978; upon the request of the chamber
orchestra 10 which the title refers) is
basically chamber-like. A line of short
movements organizes the single, 12-13
minutes long movement of the piece,
forming the large statement a whole with
thematic references and corresponding
organic parts. The music material and



the characteristic melodic interval —
triton — of a slow, meditative aito flute
solo in the main axis of the piece, be-
comes prévailing alterwords. The fol-
lowing part is a synthesis of all the

music material belore. Its long-strétch-
ing climax is resolved by the cadences
of the flute; the tension of the tritons by
perfect fifths accompanying the meledy
of the piccolo.

Gyorgy KURTAG Hungary - Hongrie - O0yyapia

‘0 Gybrgy KURTAG (yev. 1926) cnoddace poudixh) Swuartiou pé 1év Leo Weiner,
miavo pé tév Pal Kadosa kai oovBeon pé tédv Sandor Veress kai Tov Ferenc Farkas
oty "Axadnuia The Mouowig Thg Boubanéotng. To 1957-58 onoldaoe otd Napio
gé v Marianne Stein, xai nopakohoUinoe pabfpata Tiwv Messiabn xai Milhaud.
‘Epyaleral odv ouvBéne kai odv kaBnyntie oty "Axadnuia Thg Mouowig. To
1973 nipRBnxe pé 16 Bpabeio Kossuth.

T& Epyo EIGHT DUETS yua 6iohi kai Dulcimer (gidog yaitnpiou) (yp. 196061)
anapriferal and nold mkpd pépn. napdpola pé TA yanwveqika sHokkus, moo
cival TpioTixee Aakwvikés OTpodic yEudreg vonua. ‘O ouvBimg Béiel va nei
500 TO BUVATO NEPLOGOTEPA Pé Tic MydTEPES KaTd 16 Suvard vOTeg, Kai T pKpo:
repn Extaorn. AOTA Td pkpd pépn. Exgpalouv Baoikéc LOWTEPIKES XEIPOVONIES
ptow BAOIKEY HOUSIKGY XEIPOVOUIDY, MOU ouvanoTeloldy oxeTid anid pubuika
xai pehwdika tphpara, nod eite avanticoovial and pova Toug, elte ouvavTolv
Gagikée xelpovopice ' dvriBeon énevépyca - dugavifouv peyddn nuxveon xal
EVTOVES OUYKIVAOEIS. "YRdpxouv pépn nol f Bacikn xewpovouia Toug Eavayupilet
orév tautd tne, e (pépn) avaxarclovial napdhinia pé 14 dvtioTona xai Ta
AVTIBETA TOu Evi PEPIKG ExphyvuvTal Kal anidvovial oTé xdpo kal 010 xpovo.
Ta fviehde véa Axnukd dnoteAdéopara nol mpoépxovral and 1o ouvTaipiaopn
100 BioMod pi 16 YaAtipt Sivouv 14 Bacikd oToKEI TAV HEPLV.

Té Epyo <IN NEMORY OF A WINTER SUNSET» «<"Avandhnon £viog YEIHWVIATIKOU
AuoBaoiiipatogs Epy. 8 (1969) danoteAcital and rtéoocpa anoonmdopara yid
ook conpdvo, Boki wai Dulcimer (eidog Yaktnpiov). mavw of nopata 1ol
Pal Gulyas: 16 £pyo ypadmee yid 1d 25 xpévia ané 16 Bavato 1ol nointh. “Av
auykpiBel pé npwipérepa Epya 1ol ouvBim. 16 KoupdT alth cival md anid 1600
fxnTikd 600 xai odv Ypdupa pé OKONO va Exdpaotl MEPIEKTIKG TH Xapaxkinpl-
otk Sudlcon TEv olviopwv monudtwv. Ol aniig PLHAVTIRES HEAWSIKES
voaupée i (noSinrikd cuvodeia TiBevral oty Sabeon ThG POUCIKAG AAAG pE
olyypovee pebddoug xai opBoloyind poTiBixkg - avrioniknikd péoa. MNa 1o pépog G
conpdvo anaiteital iSwitepn Tovikd orafcpdinra wai poudikdINIa, yi© alroug
nou ouvobedouv, tEaipenikl Sefwotexvia — napd TAV OoxETikh anAdmra TOU
£pyou.

Gyorgy KURTAG (b. 1926)studied cham- The EIGHT DUETS for violin and dul-

ber music with Leo Weiner, piano with
P4l Kadosa and composition with Sdn-
dor Veress and Ferenc Farkas at the
Academy of Music, Budapesl. From
1957 to 1958 he studied with Marianne
Stein in Paris, and attended courses of
Messiaen and Milhaud. He is active as
a composer, also is professor at the
Academy of Music. He was awarded the
Hossulh Prize in 1973,

cimer (1960-61) consist of very short
movements, similar to the 3-lined japa-
nese “kokku” verses of laconic pithy.
The composer intends to tell as much
as possible, with the fewest possible
notes and the narrowest possible ambit.
These short movements express basic
inner gestures by the means of basic
musical gestures building of relatively
simple rhythmic and melodic parts,
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either developing in themselves or en-
countering basic gestures of opposite
impact — they show strong concentra-
tion and great emotions. There are
movements, basic gesture of which re-
turns into itsell; others mingle paralell
with their counterparts or COntrasts;
while some explode and are spreading
in space and time. The wholly new
sound effects resulting from the pairing
of violin and dulcimer, give the organic
elemants of the movements. In Memory
ol a Winter Sunset, op. 8 (1969) consists
of four fragments lor soprand $olo, violin
and dulcimer, to poems by Pél Gulyds;

it was composed for the 25 years an-
niversary of the death of the poet. Com-
paring it to earlier works of the com-
poser, the piece is more simple both in
tone and facture, intending to expross
succingtly the characteristic mood of
short poems. The romantic-like uncom-
plicated melodic lines and evocative
accompaniment are almost valid to the
music — bul with contemporary me-
thods and reasoned molivic-contra-
puntal means. Qutstanding intonation
techniques and absorbed musicality are
required of the soprano solo, high-class
virtuosity of the accompanists — in
spite of the rolative simplicity of the
work.

Istvan LANG Hungary - Hongrie - Obyyapia

‘0 Istvdn LANG (yev. 1933) omooBaoe olvlcon otfiv 'Axadnupia The Mou-
o The Boudandotng, pé 1év Janos Viski k' dpyotepa ué vov Ferenc Sabo..
And 16 1966 cival pouoikde oduBoulog Tol Kpatiked KouxhoBéarpow an' 16
1973 civar AdxTwp oThv "Axadnuia the Mouaikiis T Boudanéotng. Té 1961 xip-
Sioc otév Aaywviopd TuvBetdv Ludwigshalen, nai 16 1968 wai 1975 niprfdnee pé
16 8pabcio Erkel.

E16 Epyo Improvisation (1973 apicpwptve otfv Marta Fabian) 16 Dulerimer {eibog
walmpiou) nailerar p' Eva Tpéno ouxva Swagopenkd 4n’ 1év ouvnBiouivo
{Pizzicato xai Glissando). O apiBpués 1oV nepicpywy AnTKGy anoteheopdrwy
abEdverar pt v TEXViKh «Con Sordinos (nod clofyaye O ouvltne yid npwn
@opd 0 aUTé 16 Epyo) Snradh méfovrag xal yiunavrag T xopd, napdyctal
fixoe W dxtéa Ynidtepa an' dn eival ypapptvo oty napTitodpa, Xwpig avin-
xnon. “Okeg ol voteg Tol Epyou cival ypapptveg otfiv napnirodpo, dnwg éniong
xt' & pubpoc Sivetal otic oxeTikeés &Eieg. "H Evrehig EAeUBEpn popdT, NOU CUVEXDS
tEchioocTal A mapuid $opd tnavipxerar eivar oty npaypanxkémra M
napnrodpa wae povadixhg Exdfiwonsg altooytbiou xapaxthpa pnopel va ina-

vaindfel yiati givar axpi8ig ypoppévn.

Istvan LANG (b, 1933) studied composi-
tign at the Academy of Music, Budapest,
with Jdnos Viski and later with Ferenc
Szabd. Since 1966 he has been musical
adviser of the State Puppot Theatro;
since 1973 leclurer at the Academy of
Music, Budapesl. He won the Ludwig-
shaten Composer Competition in 1961,
and was awarded the Erkel Prize in 1968
and 1975.

In his IMPROVISATION (1973; dedi-
cated to Mdrta Fdbian) the dulcimer
(cimbalom) is played in a manner ofton
different from the usual (pizzicato and

EL 4,1

glissando). The number of strange of-
facts is also increased by the “‘con sor-
ding™ technique (intreduced by the com-
poser; in this work for the first time), that
is prossing and striking tho string, which
results in a sound an oclave higher than
in the score, without any resoundings.
All the notes in the piece are scored,
and the rhythm is also given in the rola-
tive values. The entirely free, continu-
ously progressing but somotimes also
recurring form is in fact the score of a
single manifestation of improvisative
mood; it can be repeated bocause of the
exacl scoring.



Anestis LOGOTHETIS Greece, res. Austria - Gréce,
rés. Autriche - ‘EAAGSa, kKaT. AUoTpiag

‘0 CAviotne AOMO@ETHE yewnhBneke otic 27.10.1921 ovdv Nipyo thAe "Avaro-
hikfig Pwpuhiag. Metd tig yupvaoakée tou onoudée oty Scocalovikn $oimmos
otd Nolutexveio the Bibvwng xai ot Mouowr "Axadnuia e Bitvwne (Bewpia,
guvBeon kal mave). "Ané T6 1952 Zei ot Bidvwn odav thedBepog ouvBimme xal
waBnynthg pouoshe xkal mavou. ME alotplaxh (notpodia fpyaomee ya Eva
Suaotnua ot Pwun. Zuvepydotnke pé tov Goltfried Michael Kénig otd "Hhe-
xTpovikd ‘Epyaotipl The Palwoguvias e Kohwviae. Mipw otéd 1958 avéntule
fva Sikd Tou odomnpa ypadukfic onucwypadioc. Té 1960 éxtchéomeav ol
np@TEg Tou ypadikée napnrolpes dnd 16 cuykpdtnua «die reihes 1ol F. Cerha.
TAMES mayxéopes nmpTes fkteddoic o1d Zaykpeun, Zav dpavioioxo, Toxuo,
“Afdhva kai Bepohivo.

Ta «AAIAAAIAS i «H ZOH MIAZ OENPIAL ypadTnrav xatd napayychia 100
adotpaked "Ynoupyeiou Nawbeiog xal Téywne xatd 1d ypdvia 1977-1978. "And
tic 14 ornviéc 100 £pyou dmiddxtnrav yid tic Naykéouiee Moudikée Mépee Tie
‘Abfvag tpelg, of oxnvodeoia Dieter Kaulmann, pé oxnvikd 1o Zta8n Acyofin.
Té Epyo Exer odv dvnikelpevo 16 piBo 100 Aadiou dnd T oniypl noo, pali
wé 1d v Tou TIkapo, dnogaoifey va fyxatareiPer Thv Kpfn. xal teleubvel pé
tfiv nrwon 100 'Ixdpou péoa of wd Balacoa yepdrn dnd onpepiva yeyovaTa Kot
viovikod dnnédou. Ol tpele oxnviée nol mapoucdlovial £50 npaypatedovial

v dnoneipa NETdypaTed kail Ty mrwon 1ol Ikdpou.

Anestis LOGOTHETIS was born in 1921
at Burgas. in what is now Bulgaria. After
secondary education in Salonika, he
studied musical theory, composition and
piano at the Vienna Conservatory (¢om-
position with Ratz and Uhl), graduat-
ing there. Since 1952 he has lived in
Vienna as an independent composer and
teacher of music and piano. For a time
he studied on a scholarship at the Aus-
irian Academy in Rome and at the Elec-
tronic Studio in Cologne, working with
Gottfried Michael Koenig. Around 1958
he doveloped a now system of graphic
notation of music. 1960 saw the first
performance of one his graphic scores
by the ensemble “die reihe”™ (F. Carha).
Subsequently there were performances
in Zagreb, San Francisco, Tokio, Athens
and Berlin. He received the Advanced
Prize of the T. Koerner Foundation 1960
and 1963, and First Prize (together with
Yannis Xenakis) at the Athens competi-
tion for new music, 1962. He writes:
«| have been occupied with develop-
ing a graphic notation which can ox-

ALA

Anestis LOGOTHETIS est né en 1921
4 Burgas (Roumélie orientale, aujour-
d’hui en Bulgarie) de parents grecs.
Etudes secondaires & Thessalonique
(baccalauréat) suivies d'études & I'E-
cole polytechnique de Vienne (Autriche)
et au Conservatoire de cette méme ville
(branches théoriques de la musique,
composition — dipldme 1951 — et pia-
no). Depuis 1952, vit & Vienne comme
compositeur, professeur de musique
et de piano indépendant. A &té boursier
du ministdre autrichien de la culture &
Rome ot & Cologne (Studio de musique
électronique de la radio WDR, dir. Golt-
fried Michael K&nig). En 1958, it déve-
loppa un nouveau systéme de notation
graphique. En 1960, création d'auvres
écrites selon e Systéme par I'ensemble
«die reihes que dirigeait F. Cerha. Sui-
virent d'autres créations & Zagreb, &
San Francisco, 4 Tokio, & Athénes ot &
Berlin. A produil dos ceuvres radiopho-
niques (Horspiele) pour les offices de
radiodiffusion suivants: 3RG, WDR.
MDR. Prix d'encouragement de la Fon-
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