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New and Forthcoming Publications, Graham Coles, editor 

Violet Archer: Oboe Sonata, Horn Mieczyslaw Kolinski: Concertino, 
Sonata Lyric Sextet, 3 Three Part 

Thomas Baker: Triptych—The Inventions 
Heavenly Song, Striation, Cyno- Gregory Levin: Seven Songs from 
sure, Any Little Old Song Woyzeck, Crossroads for Clarinet 

John Beckwith: Taking a Stand, and Tape, Dialogues 

Musical Chairs, Gas! Francois Morel: Borea/ 
Stephen Chatman: Dandy Man, R. Murray Schafer: Patria /, Patria 

Slink, Four Preludes for Piano /1, String Quartet No. 2, 
S. G. Eckhardt-Gramatté: String Enchantress, Train, Untitled 

Quartet No. 3 Compositions 1 & 2, No Longer 
Hugh Hartwell: Resta di darmi than Ten (10) Minutes, Canzoni 

noia, Waltz Inventions for Prisoners 
Jacques Hetu: Symphonie No. 3, Harry Somers: Three Songs, Piano 

Piano Concerto Sonatas 1-5 
Talivaldis Kenins: Symphony No. 4 — William Wallace: Ceremonies, 

Diversions 

New Music 
Concerts 
BOARD OF DIRECTORS 

Norma Beecroft — President Robert Aitken — Artistic Director 
John Beckwith CC. Laughton Bird Michael Koerner 

Edward Laufer Dave Nicholds 

CONCERT COORDINATOR 

Mary-Jo Maur 

New Music Concerts gratefully acknowledges the generous support 
of the Canada Council, the Ontario Arts Council, 

the Municipality of Metropolitan Toronto, the Toronto Arts 
Council and the Canadian Broadcasting Corporation. 

2 Carlton Street, Suite 916, Toronto, Ontario M5B 1J3, 
(416) 362-2739 



CAPAC: 
HELPING 
CANADIAN 
COMPOSERS 
CREATE NEW 
CANADIAN 

MUSIC. 
The Composers, Authors and Publishers Association of Canada — CAPAC for 

short — is a cooperative organization that exists to collect performing right 
royalties, and distribute them to their members. 

It’s a varied and surprising group of composers for whom we work — it includes 
Glenn Gould and Gordon Lightfoot, John Weinzweig and Dan Hill, Norma Beecroft 
and Galt MacDermot, the writers for half a hundred rock bands and many of the 
composers whose work is being showcased in this series of New Music concerts. 
CAPAC does its work quietly and efficiently, helping put some financial muscle 

behind Canadian music. The organization is involved in a variety of projects to help 
publicize Canadian composers, at home and abroad. 

If you want to know more about CAPAC — and you should, if you really care how 
Canadian music is going to grow in the future — please call us. CAPAC exists to 

help Canadian composers create Canadian music. 

The Composers, Authors and Publishers Association of Canada 
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1240 Bay Street, Toronto, Ontario M5R 2C2 (Mary Butterill 416-924-4427) 

1245 ouest rue Sherbrooke, bureau 1470, Montréal, P.Q. (Michel Paré 514-288-4755) 

1 Alexander Street, Suite 401, Vancouver, B.C. V6A 1B2 (Kent Sturgeon 604-689-8871) 



Stockhausen Concert - Jan. 21st 

. CANCELLED 
For the first time in its 8-year history, 
NEW MUSIC CONCERTS is obliged to cancel its program on 
January 21st due to the recently-announced unavailabil- 
ity of its guest composer/conductor KARLHEINZ 
STOCKHAUSEN. This concert, which was to have 
featured recent Stockhausen compositions, was 
dependent on the presence of the composer. 

SUBSCRIBERS will be offered a replacement concert to 
take place on MARCH 16th, 8:30 p.m., at the Ryerson 
Theatre, 43 Gerrard Street East. This concert will 
commemorate the 70th birthday of OLIVIER MESSIAEN. 
Further details will be announced shortly. 

SINGLE TICKET HOLDERS may exchange tickets for another 
concert in our series, or request a refund. 

% 
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Tonight’s Guest Artists 

ALFONS and ALOYS KONTARSKY | 

As early as 1950, when they were still students, the 
brothers Alfons and Aloys Kontarsky began participating 
in the International Festival for New Music at 
Darmstadt, which became a centre for avant-garde music 
following World War Two, with composers such as 
Stockhausen, Boulez, Nono, Berio, Pousseur, and Kagel 
in attendance. Since 1962 the Kontarskys have been on 
the faculty, leading the piano seminars for the 
Festival, and have performed many world premieres of 
new works, some of which have been composed especially 
for them. They also teach at the State Academy of 
Music in Cologne, where both live with their families. 
Their repertoire covers the entire range of original 
four-handed music for one and two pianos, and they have 
recorded many works from Mozart to Pousseur. 



Program 
IN COOPERATION WITH THE GOETHE INSTITUTE OF TORONTO 

Saturday, January 13, 1979 
8:30 p.m. 

Walter Hall, Edward Johnson Building 

MNTRA (1970) --=------ Karlheinz Stockhausen( Germany) 

Aloys and Alfons Kontarsky - duo pianists 

Hans Peter Haller - electronics 

Program Notes 

Karlheinz Stockhausen (b. 1928): Mantra 

Mantra: A sacred text or passage, esp. one 

from the Vedas used as a prayer or incantation. 
--Shorter Oxford Dictionary. 

Mantra was composed in Osaka, Japan, in 1970, and 

premiered that same year by Alfons and Aloys Kontarsky, 
who have also recorded it. The basic melodic formula 
of the piece was noted down by the composer over a 
year previously on the back of an envelope during an 
auto trip in the Eastern U.S. At Expo 70, Stockhausen 
was leading daily performances of his Stimmung, and in 
his morning composition hours on Mantra he says he 
wanted to make a completely notated and determined 
work, in contrast to the more improvisatory nature of 
Stimmung. Thus Mantra may be viewed as a very large- 
scaled example of return to the total-serialization of 
much of -his music of the 1950s. 

x 



The following account is adapted and condensed from the 
discussion of Mantra found in Jonathan Cott's 
'Stockhausen: Conversations with the Composer' (New 
York, 1973). The words are therefore largely 
Stockhausen's own. 

The work's basic 'mantra' or melody-formula, of 

thirteen notes, is reproduced here in the composer's 
script. As seen in the upper part, the 13th note is 
identical with the first; the lower part consists of 
the same melody mirrored. 

Mantra is written for two pianos, shortwave radio or 
tape of shortwave sounds, ring modulators, woodblocks, 

_and antique cymbals. The woodblocks and cymbals have 
formal purposes: on each pianist's music stand is a 
wooden plate with thirteen antique cymbals, fastened 
down with screws, which he hits with beaters. Each of 

the mantra's thirteen notes is matched by a cymbal 
corresponding in pitch. Each cymbal sound occurring 
once in the piece indicates the large sections. The 
woodblocks have the function of marking and emphasizing 
certain accents. | 

The mantra-formula is repeated all the time in 
different degrees of expansion and contraction. It's 
not varied, only expanded--expanded in duration and 
also in space, which means in its intervals. So the 
first major second can become a minor third or a major 
third or a fourth, etc. 

The mantra has four segments or 'limbs', of differing 
lengths, containing four, two, four, and three notes 

respectively, followed each by pauses of three, two, 

one, and four time-units. All the intervals occur in 

the mantra. Each note in the mantra is not only of a 
different duration, but has a different form of 

articulation. The first note (A) is a periodic 
repetition, and later on in the piece, when this 
character becomes predominant for a whole section, 
then all these notes will have this kind of periodic 
repetition in different speeds. The second note (B) 



has an accent at its end--very short and loud. The 
characteristic is that of an accent decay--the 32nd 
note. The third note (G#) is'normal', with a duration 
of three. The fourth note (E) has a grace-note in 

FIRST ANNUAL 
Electronic Music Festival 

A SPACE at the MUSIC GALLERY 
30 St. Patrick Street 

Toronto 
All events begin at 8pm 

Wednesday, January 17 
MEDIA EXPLORATIONS (London, Ontario) 
WAVEBAND (Toronto) 

Thursday, January 18 
G.I.M.E.L. (Quebec City) 
DAVID KEANE (Kingston) 

Friday, January 19 
MARTIN BARTLETT (Victoria, B.C.) 
DAVID ROSENBOOM (Toronto) 

Saturday, January 20 
CANADIAN ELECTRONIC ENSEMBLE (Toronto) 
BILL BUXTON (Toronto) 
RICHARD TEITLEBAUM (New York City) 

Tickets: $12 for complete series, $4 for each event 

Information: 964-3627, 598-2400 

An A Space Satellite Program 



front of the note, occurring twice before it's finally 
sustained. In the second 'limb', the notes F and D 
are repeated three times. This is actually the seed 
of a tremolo, sometimes resulting is a whole tremolo 
section. Then in the third 'limb' the first note (G) 
has an accentuated accent at the beginning: TAta. 
The next note (E Flat) is chromatically combined with 

the previous one--you have the intermediary notes 
between the previous one and itself. You'll-see later 
that if, for example, the eighth note of the mantra is 
an octave's rather than a major third's distance from 
the previous note, then because it's expanded you'll 
get lots of notes connecting these two in one 

-direction. The ninth note (D Flat) is played staccato. 
The tenth (C) is repeated once: its repetition has a 
different duration. And this note, irregularly 
repeated, is the smallest possible seed for Morse code 
rhythms. At a certain point in the composition, in 
fact, there's a moment when the performers actually 
use the realistic Mrse signals of a shortwave radio 
in order to make the connections to this surreality 
and also to transcend the mantra and make it as 
general as possible. Then, with the fourth 'limb', we 
have the eleventh note (B Flat) which, just at the 
beginning, is the seed of a trill--the shortest 
possible trill. And later you'll hear sections where 
whole groups of mantras occurring with trills will 
result from this atom. The next note (G Flat) has a 
sforzato characteristic, meaning a forte-piano on the 
Same note--loud-soft, it's the beginning of an echo, 
and all sorts of echo textures or echo structures 
can be derived from this single note. Finally, the 
thirteenth note (A) has together with the lower notes 
a real arpeggio. It's not a chromatic connection, as 
we had with the eighth note, but an arpeggio which 
leads to this note itself. As you see, it goes from 
the A Flat to the G#; the A which is next to the G# 

is already there and will continue to resonate. So. 
every note has a different character; and these 
thirteen different characters occur in thirteen large 
sections of the piece as the predominant characteristics. 



In all my previous pieces I've only used the chromatic 
scale. Whereas here in Mantra I'm working with 
thirteen different scales. Normally we have eighty- 
eight chromatic notes on the piano; that's what the 

first scale of Mantra is made up of. And in this 
scale the mantra always sounds the way I've just 
analyzed it with these thirteen different pitches. 
Now imagine that you have a piano on which every 
second note is missing; you'd then have a whole-tone 
scale. There would be only forty-four keys on the 
piano, and if you played this mantra, you'd have a. | 
major instead of a minor second; a tritone instead of 
a minor third; a major ninth instead of a fifth-- 
always a double of the interval. But the whole-tone 

scale doesn't really occur among the thirteen that I've 

ARRAY & A.G.O. 
- present 

A MULTI-MEDIA EVENT 

featuring: 

a commissioned work 
".. Wings of Silence...'t by JOHN REA 

other works by: 
STOCKHAUSEN, GLOBOKAR, POLANSKI, CAGE 

with: 

TERRILL MAGUIRE-dance 
JACQUELINE HUMBERT-slides 

Saturday, January 20, 1979, 9:00 pm 
Art Gallery of Ontario, Activity Centre 

Adults $3.00 Students & Senior Citizens $2.00. 
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used. My second scale leaves out certain steps of the 
chromatic scale: the octave is no longer an octave-- 
it's become a major ninth--the octave is stretched. 

Since I'm working with these different scales, there 
are moments when what you hear sounds modal and you 
immediately have some Balinese music in the room-- 
and also Missorgsky, Bartok, and Thelonius Monk. 
Because when I concentrate, for example, on the two 
notes of the tremolo, when they occur slowly enough, 
or add a certain speed together with a forte and with 
accents, then it does sound like certain parts of 
Bartok. 

The mantra is not only expanded, but by means: of the 
ring modulation it's also contracted, so that the 
whole mantra is sometimes enlarged by only a fourth or 
fifth when it would normally expand over a major 
ninth. This is different from John Cage's 'prepared 
piano' pieces. In Cage's works you're presented with 
a given timbre world through the preparation of the 
strings that give it a certain unique color. In order 
to make different sections or areas in a piece you 
automatically have to use other pitches; if you used 
the same ones you'd always have the same timbres. 
Ring modulation does the following: you feed any 
sound into a ring modulator along with a second 
sound; this too could be any sound, but I use sine 
waves--the purest sound. What then comes out of the 
ring modulator is the sum of the two frequencies and 
the difference of these frequencties--the original 
sounds are suppressed. What's interesting is that 
when I slide my sine wave very slowly upward or down- 
ward in a glissando, the original sound in the speaker 
begins to move away from the note that's being held on 
the piano, thereby producing beats and micro-intervals. 

In Mantra, thirteen different notes for the thirteen 
sections of the piece are fed into the ring modulators, 
and these notes are the exact frequencies of the mantra 
itself. And they become the 'mirror frequencies' of 



everything that's heard in this section, which is 
alWays the mantra with its expansions and contractions. 
This leads to a new concept of cadential harmony; when 
the first note of the mantra is played, the first note 
of the mantra is in the ring modulator, producing a 
complete consonance--the octave or the sound itself. 
If I now move a fifth away from it, you'll hear the 
second degree of consonance coming over the speakers. 
The major third produces a third degree of consonance, 
and, ultimately, the minor second or the major 
seventh produce the sharpest dissonances. A metal 
instrument sound emerges, and this is due to the fact 
that the'difference' produces subharmonic spectra that 
are heard along with the harmonic spectra which are 

always the 'sums'. When I return to the thirteenth 
note at the conclusion of one mantric exposition, the 

extreme consonance always reoccurs: the intervals of 

the mantra itself are composed such that they move 

away from the central note, produce increasingly more 
deviations, micro-intervals, and noise components-- 
and then return. So that each mantra, from the first 

to the thirteenth note, is like a cadence that opens 

and closes. In 'classical' music this process was 

realized by means of triads and harmonic relationships 
like sevenths or ninths. But here it happens through 
the mirror concept of the ring modulation. 

One section near the end of the work goes by incredib- 
ly fast, and some people think of Liszt. But what 
you're hearing is an extreme concentration of the 
entire piece with all its notes. The whole piece is 
condensed to the fastest possible speed: all the 
differences of durations disappear while all the 
notes with all the intervallic expansions are 
compressed into two minutes. 

The coda is like someone humming a melody which he's 
heard ages ago--just the notes without the initial 
characteristics that it once had, just the simple 
naked notes. There are bell-like sounds--arpeggios 
played on the highest octave of the piano. It 
sounds like a large bright bell, then the mantra 



itself occurring in the very low octaves with its 
last characteristic--a broad arpeggio which suggests 
the throwing of the individual note somewhere--and 
then thrown back, like a farewell. 

- notes edited by 
John Beckwith 

Next Concert 
SATURDAY, FEBRUARY 3, 8:30 p.m. 
Walter Hall, Edward Johnson Building 

guest performers: 

K §& K EXPERI MNTALSTUDIO and PUPODROM (Austria) 

Canadian premiere of PUPOFON (1971 -revised 1978), 
an electro-acoustic music-theatre production for 
puppets, actors, projections and loud speakers. 

GUNDA KONIGactress, DIETER KAUFMANN - composer, 

ULRIKE KAUFMANN and IRWIN PIPLITS- puppets 

Adults $5.00 Students § Senior Citizens $3.00 

For further information call 362-2739 



Canadian 
music 

Canadian 

Music Centre 

1263 Bay Street 
Toronto, Ontario, Canada 
M5R 2C1 

orchestral music 
chamber music Centre de musique canadienne 

choral music 1259, rue Berri, 
vocal music bureau 300, 
keyboard music Montréal, Québec, Canada 

H2L 4C7 
detailed catalogues, 
lists of recordings, Canadian 
guide to reference reading Music Centre 
on Canadian composers, etc. 

No. 3 - 2007 West 4th Avenue, 
; . Vancouver, B.C., Canada 

free lending library V6J 1N3 

S 8 lempo 
magazine is now available to 

The unstruck drum of Eternity 
sounds within me, yet my ear hears 
it not. 

— Kabir ; 
Canadian subscribers. This quar- 

There are so many things to be con- terly review has been published by 
sidered in a single note. 

— His Holiness Gyalwa Karmapa 
Boosey & Hawkes in London since 

1939. Each issue contains reviews, 

First you must make the music, and 
then the music changes you. 

— Karlheinz Stockhausen 

musicological analysis and _ bio- 

graphical articles dealing with 

20th century music & Composers. 
Won't somebody tell me what 
diddy-wah-diddy means? — Trad. A $4.00 annual subscription is 

available from: 

BOOSEY & HAWKES 

CANADA LTD. 

279 Yorkland Blvd. 

Willowdale, Ontario M2] 1S7 

The 
Eitftth 
Eine dom 
Bookshop 
Limited 

77 Harbord Street 
Toronto, Ontario 
MSS 1G4 

(416) 929-5649 Write for free sample copy today! 



Why Composers Choose PRO. Canada 

We're the youngest-——but the largest. Why? There’s 
more than one reason why nearly 10,000 writers, 
Composers and publishers have chosen to affiliate 
with the Performing Rights Organization of Canada 
Limited since it began working for music creators 
back in the 1940s. 

P.R.O. Canada’s doors are open to young 
composers. We provide a very personal 
service from three offices. 
P.R.O. Canada sponsors the Young Com- 
posers’ Competition with up to $5,000 
available annually. 
The Music Scene and La Scéne Musicale 
are published six times a year and 
distributed to an international mailing list 
of more than 12,000, their purpose to 
publicize the activities of affiliated com- 
posers. 
To date 30 composer brochures have been 
published. These include biographical 
material and lists of works by affiliated 
composers. 
Publicity files including clippings and photos 
of affilitated composers are available with- 
out charge to journalists and researchers. 

If you compose music do call P.R.O. Canada and 
make sure you're a part of the above! 

CANADA 

PERFORMING RIGHTS ORGANIZATION OF CANADA LIMITED 
(formerly BMI Canada Limited) 

2001 rue Université, ste 1140 1462 West Pender as, 

Montréal, P.Q. H3A 2A6 Vancouver, B.C. V6G 2S 

(514) 849-3294 (604) 688-7851 
HEAD OFFICE: 

41 Valleybrook Drive 
Don Mills, Ontario M3B 2S6 

(416) 445-8700 


