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Graffitis (1981) 

Greek composer Georges Aperghis has contributed invaluably to the development of experimental 

musical theater, perhaps most notably in his founding of the Atelier Théâtre et Musique theater 

company, but also in his compositions of solo and chamber repertoire. True to the dramatic style of 

all his work, his percussion solo for indeterminate objects and voice Graffitis combines original 

source material and the friction of live performance not to establish a coherent narrative, but rather 

to explore and unravel a variety of psychological states. 

As I considered the art of graffiti, I visualized the segmented process of creating a tag or image, and 

how the first puzzling strokes end up resulting in a comprehensive image or shape. Graffitits employs 

a similar method of systematic addition and subtraction in both the voice and instruments. The 

winding journey to the final revelation comprises the musical framework. I found this to be an 

especially true phenomenon as I encountered the work’s text as a non-native German speaker. 

Aperghis quotes Johann Wolfgang von Goethe’s seminal work Faust, a tragic play in two parts about a 

scholar who makes a pact with the devil in exchange for knowledge and power. It is widely 

considered to be one of the greatest works in German literature, and has been quoted and adopted by 

many composers such as Igor Stravinksy, Gustav Mahler, and countless others.  

The particular passage cited in the piece is unremarkable: a casual side-remark from a bit-part 

soldier that is even omitted in some translations. After scaring away two thieves, guards of the 

emperor exchange casual and crude remarks about their recent battles, and the fourth solider’s 

remarks are the quoted material. Aperghis chose to exclude the first line spoken by the character, “I 

can’t exactly tell you either”, but the meaning is perhaps preserved by the opening non-lexical 

passages in the voice.   

Faust: Part Two of The Tragedy Act 4: The Anti-Emperor’s Tent 

Translation by Stuart Atkins 

VIERTER. 
Wie ich es nicht zu sagen weiß: 
Es war den ganzen Tag so heiß, 
So bänglich, so beklommen schwül, 
Der eine stand, der andere fiel, 
Man tappte hin und schlug zugleich, 
Der Gegner fiel vor jedem Streich, 
Vor Augen schwebt’ es wie ein Flor, 
Dann summt’s und saust’s und zischt im Ohr, 
Das ging so fort, nun sind wir da 
Und wissen selbst nicht wie’s geschah. 

FOURTH GAURD: 
I can't exactly tell you either: 
It's been so sultry all day long, 
oppressive, hot, uncomfortable; 
as one man stood, his neighbor fell;  
just groping, you would strike a blow,  
and with each blow some foe was felled; 
gauze seemed to hang before our eyes, 
our ears heard buzzing, hisses, roars;  
that never stopped, and now we're here  
with no idea how it was done. 
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Striae (1998) 

John Fonville D.M.A., Flutist/composer, is dedicated to extending the language and technique of the flute. 
Toward that objective he is a master of all the recent technical developments and an explorer in their use in 
various musical contexts: microtonal music, improvisation, and new compositions that push the boundaries. He 
performs on a complete set of quarter-tone flutes from bass flute to piccolo and was instrumental in their 
development. His numerous premiers include composers such as Ben Johnston, Sal Martirano, Joji Yuasa, Roger 
Reynolds, Hiroyuki Itoh, Paul Koonce, and numerous others. He is a member of the TONE ROAD RAMBLERS, the 
EOLUS QUINTET, and the Department of Music’s PERFORMANCE LAB.  

Widely recorded, he can be heard on CRI, New World, Neuma, OO Discs, Advance, TR2, Orion, and Opus One. A 
solo flute CD featuring the compositions of Ferneyhough, Fonville, Johnston, Martirano and Yuasa is on Einstein 
Recordings. John Fonville is a major innovator of the quarter-tone flute and taught at UC San Diego for over 30 
years, also serving as a department chair. He has single-handedly changed the musical landscape of the flute 
through his numerous and important collaborations, compositions, performances, and recordings.  

As defined in geology, Striae are scratches or tiny grooves on the surface of a rock, resulting from the action of 
moving ice, as of a glacier. The friction between the flute and vibraphone performers in Fonville’s duo represent 
this process of scratching, and how erosion contributes to the shape of all things. Comprised of complex 
interweaving material, brief moments of individualistic virtuosity are coupled by passages of unison figures, 
exploring the teetering balance of chamber music.  

Parson’s Piece (1967) 

William Hibbard (b. 1939) was a distinguished composer, conductor, violist, and teacher. He was appointed to 
the University of Iowa Music Composition faculty in 1966, and promoted to full professor in 1977. He became 
the Theory and Composition Chair in the School of Music in 1982. He served as Music Director of the 
University's professional new music ensemble, the Center for New Music, from its inception in 1966 through 
1988. In addition, he served as Director of the University's Center for New Performing Arts, an interdisciplinary 
arts project funded jointly by the Rockefeller Foundation and the University of Iowa, from 1965 through 1975.  

As a composer, he wrote more than forty works, including compositions for mixed chamber ensembles, voice, 
orchestra, and solo instruments. His musical compositions employ strict serial techniques with virtuoso 
instrumental writing, contrapuntal complexity and unique orchestration.  

William Hibbard died of AIDS in San Francisco at the age of 49 on April 5, 1989. 

When asked to describe his music for the Lingua Press Collection II Catalogue, Hibbard wrote: "When asked for 
my views of my own music I freeze. Such requests seek to elicit a verbal – and, it seems to me falsely concrete – 
grasp to a composer's sonic abstractions. Personally, I desire to fashion something wrought well. Logic and 
imagination interact to fertilize and focus those desires so that, in the end, the music itself may say it all." 

—Paul Paccione 

Hibbard presents a love of specific sounds, judiciousness, and grace in Parson’s Piece. As a vertical arrangement 
of gorgeous resonant instruments, the performer must reconcile with gravity, and dance across a weightless 
plane.  
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 Secret Dialogues (2014) 

Like my earlier work, Crying bird, echoing star, Secret Dialogues is based both on birdsong and on the star 

patterns of certain Constellations. Whereas the earlier work was mainly concerned with a kind of mystical 

communication between our feathered friends and the stars above them, here the dialogues are more literal and 

earthly, revealing a continuously evolving theatre, or choreography, as birds call to each other and answer from 

constantly changing positions. You sit in one fixed position – a Wood Thrush calls from the tree above you – 

another answers from a roof-top a hundred yards distant – the first thrush calls again, but now he has moved to 

another tree, just a few yards away – the second bird replies again from the same position – a thrush now calls 

from another roof-top, answered by yet another from the lilac bush; so continues the debate with ever 

increasing activity until, at the height of the dawn (or dusk) chorus, you are surrounded by singing, as birds 

compete for the most acoustically advantageous position from which to project their voices.  

The work falls into two sections, loosely representing the gradual awakening and quietening of the dawn and 

dusk choruses. These take place against a backdrop of slowly-shifting stars, which dispassionately preside over 

the passing of the day, unmoved by the daily cycle of musical activity which their presence provokes. 

The birdsong used in Secret Dialogues is based on the songs of ten birds - Robin, Nightingale, Pied Butcherbird, 

White-rumped Shama, White-browed Robin Chat, Wood Thrush, Water Rail, Dunnock, Whitethroat and Pied 

Flycatcher. Many of these birds have an extensive repertoire of songs – in the case of the Wood Thrush, for 

example, some eighteen different songs appear in this work alone. Altogether some fifty different songs are 

used, each one undergoing subtle harmonic and rhythmic transformations with each new appearance.  

The intricate dialogues of these birds is overseen by nine Constellations, which gradually appear in the following 

order – Sextans, Bootes, Coma Berenices, Corvus, Crater, Leo, Lynx, Cancer and Draco. As in certain previous 

works of mine, the star-patterns of these Constellations are realised and developed using my own particular 

graphic techniques of rotation, augmentation and diminution on both x- and y-axes, and applied to constantly 

shifting harmonic fields. It has always struck me how uncannily alive and lyrical they become when realised in 

this way, and in some cases they even begin to resemble the birdsong.  

Secret Dialogues was commissioned by a consortium of marimbists headed by my good friend, Eduardo Leandro 

(also a bird enthusiast), to whom the work is dedicated.  

—James Wood 
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Zyklus, Work No. 9 (1959) 

Karlheinz Stockhausen was a pupil of Messiaen and Milhaud, and was greatly influenced by the serial works of 

Webern. The work “Zyklus” (cycle) for solo percussionist was composed in 1959 as a test piece for the 

Kranichstein Music Prize for percussion players. The work represents the application of a concept formulated by 

Webern and continued by Messiaen seeking the unification of all properties of sound under a single principle of 

organization. Based on these influences, Stockhausen sought to apply serial control to all aspects of musical sound. 

In “Zyklus” he combined the idea of total serialism with indeterminacy, allowing the performer a certain amount of 

freedom within carefully controlled musical parameters. “Zyklus” is scored for thirteen groups of percussion 

instruments. These are indicated by graphic symbols appearing throughout the score immediately preceding the 

musical notation for a given instrument. The piece comprises seventeen units, called periods, which are contained 

on sixteen spiral-bound pages. The performer is instructed to begin on any page and play all the pages 

successively, ending the performance with a repetition of the first stroke sounded in a given version. The score 

symbols are notated in such a way as to allow the performer to move in any direction on the page; forward, 

backward, right side up, or upside down. Depending on the direction in which the performer chooses to proceed, 

the periods tend to move toward or away from ambiguity. The percussionist, playing within a circular 

arrangement of instruments, moves in either a clockwise or counterclockwise direction according to the chosen 

performance version. 

—B. Michael Williams 

In my interpretation of Zyklus, the foundational work in the solo percussion repertoire, I considered my own 

personal journeys that started from blissful ignorance, venturing deep into discipline, and exiting out into dizzied 

and (at times confused) freedom. To me, this is a reflection of not only my day-to-day existence, but also of my 

life’s journey as a whole. By starting and ending the piece at the point of maximum indeterminacy (comprised 

mostly of gong and guiro music), and positioning the fully pre-determined drum material of period 1 as a 

grounding mid-point, I’ve sought to respect the inerrant compositional balance that is crucial to the piece, while 

presenting my own dramatic interpretation.  

_ 

I want to give my full gratitude and admiration to the University of California San Diego for supporting the 

production of concerts like this, to my colleagues and mentors within the music department for their empathetic 

and wise guidance, and to my friends and family for their generous investment in my life. Thank you for attending 

my recital, and I hope to converse and celebrate together after the concert over a plate of food.  

Audience members are reminded to please silence all phones and noise- 

generating devices before the performance. As a matter of courtesy and 

copyright law, no unauthorized recording or photography is allowed in the hall. 

UC San Diego is a non-smoking campus. 
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