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TYGER (1970 • .... . .•...• •.••. ...... • . . • . ...... •..••.••.. Thomas Cl ark 


Tyge~! Tyger t burning br i gh t 

In the forests of the night , 

What immor t al hand or eye 

Coul d f r ame thy fearful symmetry? 


- ----- ---William Blake 

Bl ake's Tyger is not so much a mythi cal beast as it i s the embodiment 
of an i n tense spiritual or cosmic ene r gy underlying creative activity. · 
This i mage, a vital par t of Bl ake' s larger phi l os0phy, serves i n thi s 
piece to describe the energy and t enslon t hat is present no t only in 
the harmonic intervals used cons isten t ly i n t he lyric sections, but most 
of all ge~erated from a funJ amental, uncompromised contrast between these 
t wo characters---a rhythmic, dr i ving energy and a lyric stasis. These 
balanced yet opposing musical ideas a r e l ike the changing moods of the 
Tyger s t a lking the j ungle of the mi nd . 

Tyger was composed in t~e spri ng of 1970 at the University of Michigan. 

SYNCHRONISMS (196 3) • . •.••• •. •. .. • .. ••••••• •• •••.• •• ... . • Mnrio Davidovsky 

Argent i ne-born Mario Davidovsky settled in New York City in 1958 , 
becOlning assoc:i.ated wi th the Columbia-Princeto:l Electronic Music Cente r. 
Hi s s e t of "synchronisms" f or ins trument solo and/or instrumental com­
bination and t 8.pe displays a mark affinity fot' expressiveness in both 
the tc<:hnical and ~us ical aspects of elec tronic compos i tion, and h s 
done much t o establish hi s reputa t i on. Al l deal with the r ealizat ion 
of two par t icular considerations ; the proper synchroni zat ion of rhythm 
(the int erplay and cont r ast of t he two media ), and pitch ( instruments 
tempered pi tch , tape non-tempered) . The "Synchronisms f or Flute and 
El ectr oni c Sourrda" is the f irst of the series, and through recordings 
and numerous perfortuar:.ces has come to be reg9.~ded as a landmark and 
avant- garde "clas cdc" i n i ts own righ t . 

Hr. Skowronek ha~ t he pleacure of performing the work with the composer 
himself some years ago in Puerto Rico--' \;rith" , since Mr. Davidovsky 
regarded t he work as an ensemble piece , taking an ac t i ve and even 
vir t uos o r ole in advancing t he taped segments on t he playback equipment 
backstage. SU~8equent lagistics have suggested a ca lmer s olution-­
a continuous t ape wi th spliced silent sections to accommodate t he solo 
flut e passages . Such an approach however , req~tres tha t the flutist 
pace these s olos to l eave and en t er each elec t ronic sect ion accurately, 
cr eat i ng yet anothe r "synchrouization" . 

ANAKTORIA (1969) . • •..••...•••..........••. . . ..•. ••.•• .. Iannis Xenakis 


lannis Xenakis was bo rn in Roumania of Greek parents in 1922. His earl y 
inter ests lay i n the Byzant ine and folk e lements of traditional Greek 
mus i c . I n 1947 he left At hens to study in Parts , where his teachers were 
Honegger, Messi~en, and Milhaud. He was also active during this time as 
ail archi tec t, collaborating wi th LeCor bus ier. 
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Although mathematical logtc plays a large part in his compos ition s, 

Xena~~is does· not consider an unde-istanding of his theories necess a ry to 

the l:i_stenQ.r is comprehension of the nusic . He think s in ter1!lS of masses 

evolviT'.g a nd erupting ~ r ,,,"-shaping themsel ves, 

van:Lshing. His elements are clccds of round made up of an indefinite 

numbel' of parttcles, glissandi being an especia l l y characteristic effect. 


Anakto.:ia, through the use of microtones, extended rariges, and other 

special effects, often demands extreme virtuosi t y and imagination . 

on the part of the musicians. The result supports h is reputation as a 

leader of the European Avant-Garde. 


LA CREATION D~J MONDE (1923) .........•.. •.. . ............ •• Da r ius M:f.lhaud 


Milhaud first heard jazz in London i n 19 20. Typically, he sat right 
down r.ext to the players and made notes on every bit of the n ew techn ique. 
Soon after, arriving in NeYJ York, Mi l ha ud caused c(',nsterna t ion by announc ing 
to the press that Europe v;as nOH being influenced by A..TJlerican mus i c f or the 
first time -- jazz music. i\Cl'ain typical l y, Kilha ud asked the he ad of th2 
Nesro Musician' s Union to d i nner, and f ound ~im8elf embroi l e d in r estaur ant 
c omplicil t i ons ,.;holly unknown to a Frenchmau. Th en --, he vlaS t aken to 
Harlem. 

" We were t he only T.;hite folk there," [;e v)rib~s in his very readable 
autobiogra~by Notes '\oJithout Music. The !:lusic I heard ~i/aS absohit C\ l~, 

d i fferent from anything I had ever heard befc re Dnd \Jas a revelat ion to 
me . . . Its eff ect was s o ovenJhe lmin g that I could not tear myself m.]ay. 
From then on, l frequented other Ne?,ro theaters and dance ha l l s ... As I 
never missed the oppor tunL:.y of visiting Harlem, I per suaded my friends 
to accoupany me, CIS well as (Alfredo) Casella and (Hil l em) ["'engelberg, 
v7he w.;;r e :Ln Lew Yc;::k at the time. When I went back to France, I n ev r 
we:1ricG of ;)la y i ng over and over, on a little portable phonograph sh ap ed 
J i ke a came ro'", the Blac:( S~van record n I had p~Jrchased in a little shop 
in Har l em. 110re than ever, ::: was resolved to use jazz for a chamber wor k • .• " 

And t1:ms it happened tha t La Cr ea tion ~v2.s composed. for eighteen :i.u s truments 
including the j az z saxophone. The music ... foll cws timeless clas s i c 
procedures. It tells i ~ s own jazz stor y; but noti, ~hRt the openin~ i s a 
pan-European a 1m.] i ntroduction in an a lr"lost pastoral sor t of counterpoint • 
and that later on t here is a r'18sterful fugUe on a jazz theme , s t raight 
out of Bach. The j azz, of course, is not our "mode'rn jaz z" bu t tha t of 
the t r u e 02,r1y "r:,,::w Orle ::ms 1l school , as tI"ansferred to Har l em t n the days 
b (?fore j azz was e i t her known or fasl":ionable outs i d e Negro circles. It 
is a sober i ng thought that, perhaps , here in Hilhaud 1 s precise observa t ions 
we have a mor e accurate p i ctur e of t hat idiom than i n most "a u thentic" 
jazz revivals of the present day. Milha ud, after a ll , wa s there -- l ive 
and in person. ';~hich is rore;:han most jazz players can c l aim. 

(Frc r"l notes by -- Ed~Nard Ta tnall Canby) 
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ROHO ...••••.• . '0, •• 0 The Contemporary•• • O •• 0 ••• ••• •• •• • 0.' ••••••••• •••••• • 

Group Improvisa t ion 
Ensemble 

The Improvisation Ensemble has been to~ether for a year and a ha l f. and 
has r-:":~- ;~ '.l e (l v.':.:::yi.nr, r;:l ths t rvarcls a laL:mc c nf structt.:rc.: .",. ;::,/1 b, r ovisa t inn. 
The overall str ucture of the present wor K is predetermi ned, whereas the 
details a re lef t to the discretion of the i nd i vidual per former. Although 
by definition. improvisation lacks the po l i sh of pre-composed works, the 
aim is to emphas i ze directness and spontaneity. 
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