2014 Next Wave Festival

Greetings

NONESUCH RECORDS AT BAM

At BAM, we work with fantastic artists from all over the world. It is no coincidence that time and
again, we have presented artists who have found a recording home with Nonesuch. To help celebrate
the label’s 50th year, we are showcasing a diverse slate of the imprint’s adventurous creators in 14
different programs—including many alumni, and quite a few who make exciting BAM debuts in the
2014 Next Wave.
The range is astonishing. It includes artists who have revolutionized the contemporary classical canon,
or have expanded it in ingenious ways. Those based in idioms like jazz, folk, and bluegrass who have
honed remarkably distinct voices. International stars reaching passionate new audiences. And rock
icons crafting fresh collaborations while reminding us of why they’re so popular to begin with.
We salute Nonesuch on this milestone, and thank its president, Bob Hurwitz, for working with BAM to
bring you this terrific lineup of intrepid musical artists.
Sincerely,

Karen Brooks Hopkins 			

Joseph V. Melillo
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NONESUCH RECORDS AT BAM

BAM started the Next Wave Festival in 1983, a year before I got to Nonesuch. One day, out of the
blue, Harvey Lichtenstein, the head of BAM, called my office at ECM Records, where I worked at that
time, and insisted that I go that night to see a new show he was producing, The Gospel at Colonus.
I dutifully changed my plans that night and saw the show—when Harvey called you had to take it
seriously! And he was right—the next morning I called Mo Ostin, the head of our parent company,
Warner Bros. Records, and strongly urged WB to record Gospel (which they ultimately did). Around
the same time, I heard John Adams’ music for the first time, and immediately called Harvey, who
once again insisted I messenger a tape of John’s music to him that afternoon. Three years later,
BAM was one of the co-producers of Nixon in China, John’s first opera, and we made the recording
during the BAM run.
The first month I was at Nonesuch BAM premiered Steve Reich’s Desert Music at the Next Wave
Festival; a day after the run we recorded the piece. In 1983 we witnessed the brilliant production of
Philip Glass’ Satyagraha at BAM; the following year, we began working with Phil and BAM mounted
an unforgettable production of Einstein on the Beach. A decade before we started working with Laurie
Anderson, BAM presented one of her greatest achievements, United States: Parts I—IV. When we
started working with the Kronos Quartet, BAM stepped in and became their home for many years. I
remember going out to SUNY Purchase with Joe Melillo and John Adams to see Peter Sellars’ Così fan
tutti in the mid-80s, as we began together to plan the recording of Nixon in China. And David Bither,
my colleague at Nonesuch who has brought so many wonderful artists and projects to the label,
started his career at BAM, working at a desk right by another BAM newcomer, Karen Brooks Hopkins,
now of course the president of BAM.
Our relationship with BAM has been deeply meaningful for all of us at Nonesuch. We are all grateful
for the creativity, vision, hard work, and perseverance of Karen Brooks Hopkins and Executive
Producer Joe Melillo in putting together this amazing series as well as for being so supportive to
the creative community for the last three decades.
Best,

Bob Hurwitz
President, Nonesuch Records

#NonesuchBAM
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Alarm Will 				

				 Sound
BAM Harvey Theater
Sep 12 & 13, 7:30pm
Approximate running time: one hour, no intermission

Conducted by Alan Pierson
Sep 12
Music by John Adams
Season Sponsor:

Time Warner is the BAM 2014 Next Wave
Festival Sponsor
Viacom is the BAM 2014 Music Sponsor
Citi is the major sponsor of
Nonesuch Records at BAM
Support for the Howard Gilman Signature Artist
Series provided by The Howard Gilman Foundation
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provided by Gotham Organization, Inc.

Sep 13
Music by Tyondai Braxton,
Steve Reich, and
Donnacha Dennehy

Willem Dafoe. Photo: Lucie Jansch
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September 12, 2014
Scratchband (1996, rev. 1997)
By John Adams						
Son of Chamber Symphony (2007)
By John Adams
Chamber Symphony (1992)
By John Adams
“Coast” from Hoodoo Zephyr (1992—93)
By John Adams; arranged by Caleb Burhans

September 13, 2014

Fly By Wire (2013)
By Tyondai Braxton
Radio Rewrite (2012)
By Steve Reich
Grá agus Bás (2007)
By Donnacha Dennehy
Iarla Ó Lionáird, voice

Alarm Will Sound is supported by the New York State Council on the Arts with the support of
Governor Andrew Cuomo and the New York State Legislature, The Aaron Copland Fund for Music,
and BMI Foundation, Inc.

Alarm Will Sound
Erin Lesser 		

Flute, piccolo

Christa Robinson

Oboe, English horn

Bill Kalinkos 		

Clarinets

Elisabeth Stimpert

Clarinet, bass clarinet

Michael Harley

Bassoon, keyboard

Gina Cuffari

Contrabassoon

Matt Marks		

Horn

Jason Price		

Trumpet

Michael Clayville

Trombone

John Orfe

Piano, celesta, keyboard

Chris Thompson

Percussion

Matt Smallcomb

Percussion

Chihiro Shibayama

Percussion

Courtney Orlando

Violin, keyboard

Caleb Burhans

Violin, electric guitar

Nadia Sirota

Viola

Stefan Freund

Violincello

Clarice Jensen

Violincello

Doug Balliett

Double bass, electric bass

Alan Pierson		

Artistic Director

Iarla Ó Lionáird		

Voice

Ryan Ferreira		

Guitars

Gavin Chuck		

Managing Director

Jason Varvaro 		

Production Manager

Peter Ferry		

Production Assistant

Notes
JOHN ADAMS ON SCRATCHBAND
The instrumentation is that of a hybrid of a rock
band. After a frantic explosion of scales charging
up and down the gamut in a garish panoply of
constantly shifting modes, the music stabilizes
in the key of B major, boogying back and forth
across modal borders that suddenly and dramatically alter the color and mood of the action.
Eventually this hyperactive energy levels off into
a series of panels that introduce motivic material
in a more formal “minimalist” guise. But the
emotional underpinning here is far more volatile
than in pieces from the 70s or 80s. Nevertheless
this same volatility provides the stimulus for real
virtuoso writing...
ALAN PIERSON ON JOHN ADAMS’ SON OF
CHAMBER SYMPHONY
After finishing Shaker Loops in 1978, John
Adams spent 14 years composing for large
forces, exploring, as he describes, “the acoustical
power of massed sonorities.” In works like Nixon
in China, Harmonielehre, and Grand Pianola
Music, Adams developed a wholly individual and
immediately identifiable style with pulsing diatonic sonorities and surprising harmonic shifts.
Tackling chamber music again for his 1992
Chamber Symphony demanded a new approach,
for which he found inspiration in American
cartoon music and the Chamber Symphony of
Arnold Schoenberg. The resulting piece has a
kind of frenetic polyphonic intensity which was
utterly new to Adams’ music.
Composed for Alarm Will Sound nearly 15 years
later, the first movement of Son of Chamber
Symphony replaces the manic energy of the
original with a confident swagger: this is lean,
concise music, with a heavy, funky groove. The
entire movement is built from the same threenote motive out of which Beethoven constructed
the scherzo to his Ninth Symphony, and it appears again and again in different configurations
and contexts, building up a complex rhythmic
texture of conflicting downbeats and contradictory meters.
In contrast to the first movement’s obsession
over small rhythmic cells in conflicting layers, the

second movement focuses on a single, slowly
unfolding melody. As in his related movements
from Naïve and Sentimental Music and Gnarly
Buttons, Adams develops a set of melodic turns
and gestures which allow the tune to spin on
without ever quite coming to rest or repeating
itself. And in this movement too, there is a sense
of layering: as the movement unfolds, Adams
juxtaposes starkly different and wholly independent music against the original tune, which
becomes a sort of protagonist always appearing
in new situations.
The third movement is a classic Adams finale:
a driving beat over which the composer creates
a kaleidoscope of short rhythmic motives. Here,
Adams brings his pulsing “mass sonorities”—
from which he was turning away in his original
Chamber Symphony—back into his chamber
music. And although this movement draws most
explicitly on Nixon in China, this sort of simmering, contagiously energetic rhythmic texture is
one of Adams’ most successful and identifiable
signatures and is central to many of his other
works as well. Each gesture seems to pull the
music in a different direction, to assert its own
sense of meter or tempo, but the overall effect is
one of overwhelming momentum.
JOHN ADAMS ON THE CHAMBER SYMPHONY
Written for 15 instruments and lasting 22 minutes, the Chamber Symphony bears a suspicious
resemblance to its eponymous predecessor, the
Opus 9 of Arnold Schoenberg. The choice of instruments is roughly the same as Schoenberg’s,
although mine includes parts for synthesizer,
percussion (a trap set), trumpet, and trombone.
However, whereas the Schoenberg symphony is
in one uninterrupted structure, mine is broken
into three discrete movements, “Mongrel Airs”;
“Aria with Walking Bass,” and “Roadrunner.” The
titles give a hint of the general ambience of the
music.
I originally set out to write a children’s piece,
and my intentions were to sample the voices of
children and work them into a fabric of acoustic
and electronic instruments. But before I began
that project I had another one of those strange
interludes that often lead to a new piece. This
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one involved a brief moment of what Melville
called “the shock of recognition”: I was sitting in
my studio, studying the score to Schoenberg’s
Chamber Symphony, and as I was doing so I
became aware that my seven-year-old son Sam
was in the adjacent room watching cartoons
(good cartoons, old ones from the ’50s). The
hyperactive, insistently aggressive and acrobatic
scores for the cartoons mixed in my head with
the Schoenberg music, itself hyperactive, acrobatic and not a little aggressive, and I realized
suddenly how much these two traditions had in
common.
For a long time my music has been conceived for
large forces and has involved broad brushstrokes
on big canvasses. These works have been either
symphonic or operatic, and even the ones for
smaller forces like Phrygian Gates, Shaker
Loops, or Grand Pianola Music have essentially
been studies in the acoustical power of massed
sonorities. Chamber Music, with its inherently
polyphonic and democratic sharing of roles,
was always difficult for me to compose. But the
Schoenberg symphony provided a key to unlock
that door, and it did so by suggesting a format in
which the weight and mass of a symphonic work
could be married to the transparency and mobility of a chamber work. The tradition of American
cartoon music—and I freely acknowledge that
I am only one of a host of people scrambling
to jump on that particular bandwagon—also
suggested a further model for a music that was
at once flamboyantly virtuosic and polyphonic.
There were several other models from earlier in
the century, most of which I came to know as
a performer, which also served as suggestive:
Milhaud’s La Création du Monde, Stravinsky’s
Octet and L’histoire du Soldat, and Hindemith’s
marvelous Kleine Kammermusik, a little known
masterpiece for woodwind quintet that predates
Ren and Stimpy by nearly 60 years.
Despite all the good humor, my Chamber
Symphony turned out to be shockingly difficult
to play. Unlike Phrygian Gates or Pianola, with
their fundamentally diatonic palettes, this new
piece, in what I suppose could be termed my
post-Klinghoffer language, is linear and chromatic. Instruments are asked to negotiate unreason-

ably difficult passages and alarmingly fast tempi,
often to the inexorable click of the trap set. But
therein, I suppose, lies the perverse charm of the
piece. (“Discipliner et Punire” was the original
title of the first movement, before I decided on
“Mongrel Airs” to honor a British critic who complained that my music lacked breeding.)
The Chamber Symphony is dedicated to Sam.
ON JOHN ADAMS’ “COAST” FROM HOODOO
ZEPHYR
Adams brings midi synthesizers to the forefront,
in a short composition inspired by Western
landscapes. Produced in the upstairs studio of
Adams’ Berkeley home, Hoodoo Zephyr extends
the range of a composer whose versatility is well
documented. Adams’ recognizable style is joined
with an array of sampled sounds and numerous
musical vocabularies.
TYONDAI BRAXTON ON FLY BY WIRE
I was going through a really big mariachi phase.
That’s the thing that’s so funny; I talk about it
being American. There are elements that are,
and then there are elements that draw a lot from
mariachi, but the hodgepodge of the influences
is the thing that I consider American—without
saying I drew from an American folk tune or
something. But I was listening to a lot of mariachi, a lot of electronic music, and that influenced
the structure as far as the way there’s this cyclical phrase that keeps getting tripped up. It’s just
the confluence of different ideas.
STEVE REICH ON RADIO REWRITE
Over the years composers have used pre-existing
music (folk or classical) as material for new
pieces of their own. Radio Rewrite, along with
Proverb (Perotin) and Finishing the Hat—Two
Pianos (Sondheim), is my modest contribution
to this genre. Now, in the early 21st century, we
live in an age of remixes where musicians take
audio samples of other music and remix them
into audio of their own. Being a composer who
works with musical notation I chose to reference two songs from the rock group Radiohead

Notes | Who’s Who
for an ensemble of musicians playing non-rock
instruments: “Everything in Its Right Place” and
“Jigsaw Falling into Place.”
ON DONNACHA DENNEHY’S GRÁ AGUS BÁS
Written especially for Iarla Ó’Lionáird and the
Crash Ensemble, Grá agus Bás is inspired by a
number of sean-nós songs. (Sean-nós is a type
of unaccompanied Irish vocal music; translated
as the “old style” or “old tradition,” it is transmitted from generation to generation orally.) The
work explores the themes of love and death in a
non-narrative context.

ALARM WILL SOUND
Alarm Will Sound is a 20-member band committed to innovative performances and recordings of today’s music. They have established a
reputation for performing demanding music with
energetic skill. Their performances have been
described as “equal parts exuberance, nonchalance, and virtuosity” by the Financial Times of
London and as “a triumph of ensemble playing”
by the San Francisco Chronicle. The New York
Times says that Alarm Will Sound is “one of the
most vital and original ensembles on the American music scene.”
The versatility of Alarm Will Sound allows it to
take on music from a wide variety of styles. Its
repertoire ranges from European to American
works, from the arch-modernist to the pop-influenced. Alarm Will Sound has been associated
since its inception with composers at the forefront of contemporary music, premiering pieces
by John Adams, Steve Reich, David Lang, Michael Gordon, Sir Harrison Birtwistle, Aaron Jay
Kernis, Augusta Read Thomas, Derek Bermel,
Benedict Mason, and Wolfgang Rihm, among
others. The group itself includes many composerperformers, which allows for an unusual degree
of insight into the creation and performance of
new work.
Alarm Will Sound is the resident ensemble at the
Mizzou International Composers Festival. Held
each July at the University of Missouri in Columbia, the festival features eight world premieres by
emerging composers. During the weeklong festival, these composers work closely with Alarm

Will Sound and two established guest composers
to perform and record their new work.
Alarm Will Sound may be heard on seven
recordings. Canzonas Americanas, their release
on Cantaloupe features music by Derek Bermel
whose eclectic approach draws on the musical
traditions of Europe, North and South America,
and Africa. Their genre-bending, critically acclaimed Acoustica features live-performance
arrangements of music by electronica guru Aphex
Twin. This unique project taps the diverse talents
within the group, from the many composers who
made arrangements of the original tracks, to
the experimental approaches developed by the
performers.
Alarm Will Sound were Artists-in-Residence at
the Metropolitan Museum of Art in 2013—14.
In 2010, the group developed and performed
the Dirty Projectors’ The Getty Address in its
new identity as a live performance piece at
Lincoln Center, Disney Hall, and the Barbican.
Music that Dirty Projectors front-man David
Longstreth created on a computer by meticulous
and complicated sampling, looping, and layering
is translated and arranged by Matt Marks, Alan
Pierson, and Chris Thompson for 23 musicians
of both bands.
In 2011, after three years of development, Alarm
Will Sound presented 1969, a multimedia work
using music, action, image, and text to tell a
story about great musicians—John Lennon, Karlheinz Stockhausen, Luciano Berio, and Leonard
Bernstein—and their responses to the social,
political, and creative tumult of the late 1960s.
Members of the ensemble began playing together
while studying at the Eastman School of Music
in Rochester, New York. With diverse experience
in composition, improvisation, jazz and popular
styles, early music, and world musics, they bring
intelligence and a sense of adventure to all their
performances.
For more information and to join the mailing
list, visit Alarm Will Sound’s website at
alarmwillsound.com.
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Who’s Who
MUSICIANS
Ibrahima Cisse

Keyboards

Birame Dieng

Backing vocals

Babacar Faye

Percussion

El Hadji Oumar Faye

Percussion

Moustapha Faye

Keyboards

Moustapha Gaye

Guitar

Pascale Kameni-Kamga

Backing vocals

Abdoulaye Lo

Trap drums

Youssou NDOUR

Leader, vocals

Papa Omar Ngom

Rhythm guitar

Jean-Jacques Obam Edjo’o

Bass guitar

Alain Oyono

Saxophones

Moussa Sonko

Dancer

Assane Thiam

Senegalese talking drum

Who’s Who

YOUSSOU NDOUR
Born in Dakar in 1959, Youssou NDOUR is a
passionate singer, composer, bandleader, and
producer whose strikingly expressive voice
transformed both the mbalax music of his native
Senegal and Western pop. NDOUR returns to
the US in September 2014 with his band, the
Super Étoile, which has recorded and toured the
world with NDOUR for nearly 30 years. With
his traditional griot oral history, Wolof lyrics, and
praise-singing with Afro-Cuban arrangements,
NDOUR was named “African Artist of the Century” by the English publication fRoots and to the
TIME 100— Time magazine’s annual list of “the
hundred men and women whose power, talent,
or moral example is transforming the world.”
NDOUR was the subject of the documentary I
Bring What I Love, about Senegal’s divided reaction to his Grammy Award-winning album Egypt,
a deeply spiritual album dedicated to a more
tolerant view of Islam (both the album and the
documentary soundtrack were released by Nonesuch). In 2013 NDOUR was awarded Sweden’s
prestigious Polar Music Prize. He has traced the
roots of his griot (traditional oral historian) heritage, and explored his Muslim faith and its sonic
impact by collaborating with Egyptian musicians,
winning a Grammy for his efforts.
For NDOUR, this freedom and directness translates into a stronger medium for the messages
that he, too, has dedicated his career to spreading. His voice has launched Senegalese social
movements (“Set” became a rallying cry for
urban youth activists in 1994). His songs have
whipped up international support in the fight

against malaria (2009’s “Fight Malaria”) and for
women’s rights (1989’s “Shaking the Tree” with
Peter Gabriel), to name just a few of the issues
NDOUR has addressed. His work as a UNICEF
ambassador—and as a global pop star dubbed
“the world’s most famous singer” by Rolling
Stone—has taken him across the planet.
On his travels, the importance of those who
had gone before hit home, musicians like Bob
Marley who hailed from long-denigrated places
and yet managed to parlay powerful music into
global stardom and a new social consciousness.
“When I started traveling, I started seeing how
Bob Marley had affected the world. I saw how
someone from an underdeveloped country can
become a star, someone who’s really loved,”
NDOUR explains. “He was my example. I knew
looking at Bob Marley that I could do my music
from Senegal and touch the world.”
“Reggae gives you more space than mbalax. You
have more room to breathe,” NDOUR reflects.
“You know the rhythm and the emotion, exactly
what the song is saying to you. It’s very direct at
its heart.”
In reggae, NDOUR also heard the powerful
transits that music from Africa made, as slavery
ripped people and sounds from their homelands: “When people were taken from Africa, the
music left, too.” Reggae’s African heart had long
intrigued NDOUR, whether listening to Marley
songs in the market or at home on his uncle’s
records. He fantasized about taking his catchy
yet moving songs and letting them unfold in a
new reggae context.

