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Here is a Little sketch pox 1hrée Trombones. 1T 1s designed
n a way that lets The players conduct The piece. There
are arrows in The score (ConducToR’s cues) For dramaric
errect, allowing por several “interruprions”. Also
eaployed here are many comemfoxany EFrecTs For TROM-
bone, including he use ‘o breath sounds and “scribble”
notation. These eppects are onl{ as Good as The players
are. In This regard, I've been blessed with the Luxury of
borrowing some op STuart Dempster’s students. One last
note: I've been asked several mimes about The origin and
meaning of the Title. Well, someTies a nawe por a piece
does not suggest 11selp Through The music. It has been
known 1o happen --n such a situation-- Thar a composer
will grab a kook orr his shely, plip 10 any page and pomnr
10 a phrase, Thinking “This will e The Title”. This hardly
ever yields Good results. But sometiwes you Get lucky.

INC TAL MUSIC
I honestly kelieve that The a«;Jzea'nss*r wsights into human
sycbologi’ aren't contained in the collected works or

—— =y

‘Frieud ox Jung, but m Those op Williaw Shakespeare.
Perhaps his’1s w}éy I sgem much of last year writing a
“ser or preces based on bakesq;gnean Texis. My Goal -
WRITIHG these Was 1010 séT Thea-Programarically or
otherwise, bur rather as a response 10 Their “hdden
meanngs.” Tonight, The pirsT and Third pieces of This set
will be perpormed; they are based upon “Henry'V,” Act 5
sceve 11, and “A Midsudmer Night's Dream” réspecrively.

Duo ror Last Da)zs was wriTTen and completed while 1
sTudied with Joel Durand. When | began wriming i1 m v
1993, 1 could nor remove the sound of such cello stan-
dards as the Rachwaninopy “Vocalise,” The Faure “elegie,”
and the Saint-Saens “The Swan’i prom.wy annd. The Tex-
TURE Of These pieces, the rhyThancally s1anic plano parts
with the long melodic-lines n The cel)l,o, were what stuck
with me. 1 also Thoughr o The cello/pano and vielin/prano
movemenTs of Messiaen.s “QuarTet ror the End o Time”
which have similar Texture. | was mterested in creating
wovewenTs which contained only a rew highly extended ges- i
TURES, In Some cases JusT one. This led To my use o
seguence as Line. The subject of This piece 1s apocalypric,
like Messiaen’s “guaror.”

The Circus Ampals' Desertion
Sely-doubt and selp-pity are mherent gualimes present

®0sT -- 1f not all -- creative armists. Especally arrer one
has enjoyed some measure of success, one can somemmes
be visited by Thar nagging, pambar guestion -- “Have |1
sl Got 17", Ater all, none of us “armists” has the Luxu-
Ry OF a constant Muse at her side. This is The sort of
moment W.B. Years porTrays in “The Circus Anmals’
Desertion”. He 1s an old man, Trymng i vamn 1o seek a
“theme”. He Goes Through a sexies or emotions, including
The arorementioned ones, in reaction To his creative
“block”. He recalls past glories with a anxed sense of
maudlin dispair and stubborn pride. Although The Tex 1s
primarily a despairing one, my seTTInG of IT aTTempTs To
IMTERjeCT Comic momenTs and emotional contrast without
making the piece a parcial one.

Solo ror Oboe, No. 1 ,
. As a [IRsT year sTudent ar UW and i the compostion
deparTment, 1.have been mTrOdUCED To an amazing nuwher
OF new'things over the pabt stx aronths, one o which hdp
pens To ke music Theory. My past experience lies mostly
In WRITInG background scores por theater, children's ausi-
cals, and video.

Being that This 1s college, 1 decided 1o eamploy ary
newly learned knowledge  1his piece, and bave round Thar
music Theory came about por a reason. In The Andanre, |
used set Tone Theory, based on a 0,1,6 woriy and its
inversions. In the Allegro con woto, 1 used a slightly dis-
TorTed ABA partern To develop the original welody. The
Allegro 1s a work n progress that will soon be re-vamped
For bassoon and strings. In This movement 1 explored The
use o wodulation and variamion. v

I aw a student of Bright Sheng's.




