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Program Notes by Wesley Fowler

“Drumming also has only one basic rhythmic pattern throughout.
This pattern undergoes changes of phase position, pitch, and
timbre, but all the performers play this pattern, or some part of it,
throughout the entire piece. For one year, between the fall of
1970 and the fall of 1971, I worked on what turned out to be the
longest piece I have ever composed. Drumming lasts from 55 to
75 minutes (depending on the number of repeats played) and is
divided into four parts that are performed without pause. The first
part is for four pairs of tuned bongo drums, stand-mounted and
played with sticks; the second, for three marimbas played by nine
players together with two women’s voices; the third, or three
glockenspiels played by four players together with whistling and
piccolo; and the fourth section is for all these instruments and
voices combined… “I am often asked what influence my visit of
Africa in the summer of 1970 had on Drumming. The answer is
confirmation. It confirmed my intuition that acoustic instruments
could be used to produce music that was genuinely richer in
sound than that produced with electronic instruments, as well as
confirming my natural inclination towards percussion (I became a
drummer at the age of 14)” (Steve Reich).

“In ceramics, ‘glost’ refers to clayware’s second kiln firing after a
new coat of glaze has been applied. It often results in heavily
textured, saturated, defined earthenware. In ceramics practices &
the art that is produced, I have discovered meaningful metaphors
for the processes that sonic materials undergo in my work: the
extreme conditions of heat and pressure contained within a kiln,
the fusing of distinct materials like glaze and clay that may
happen within such a space, and the tactile, haptic relationship
between thrown clay and its thrower... it all finds meaningful
corollaries in the physical energies that initiate sound production.
To this end, the idea of the glost firing addresses a broader look at
my developing relationship with sound and my creative process 
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itself. The completion of every piece I write belies the years of
thought and interrogation that have been applied to the material
so that it can be heard, in some sense, in a final, graspable form.
But a finished piece is not the same as a finished project; the
ideas and questions that found a form in one piece invariably
push forward, continue to ask themselves, are seen as nascent
again into the context of the next project. The glost fire bears
witness to this turbulent process of constant emergence,
interrogation, and discovery, for what just came out of the kiln
can always be put back in. In this case, the basic idea that has
found shape in one firing (years ago), only to evolve again and
again, in subsequent glost firings, into new shapes with new
expressions and textures and potentialities, is the simple question:
what might a sonic vocabulary built on the basic idea of friction
sound like? This question has guided my percussion writing (and
indeed much of my writing for all instruments) through many
projects, and which continues to find new forms, new ways of
speaking, new points of traction with each subsequent firing. The
trio at hand, glost fire, bears slow witness to its protean materials
- implements in reciprocity with cardboard sheets and steel
strings, resonating through and amplified by three bass drums -
finding forms, losing forms, and reemerging as something strange
but ordered, graspable but uncanny” (Ti McCormack).

“Having founded the ensemble after joining the Department of
Music, red fish blue fish is one of Professor Steven Schick’s
collaborations with UC San Diego graduate students. Over the
course of its 30+ years, red fish blue fish has played regularly on
campus as well as in highly profiled concerts on the Los Angeles
Philharmonic’s Green Umbrella series, at Lincoln Center and The
Park Avenue Armory in New York, The Centre Pompidou in
Paris, and elsewhere in Europe and Asia. Recently, as a teaching
tool, they have developed exercises that they call “sonic
explorations,” short prepared or improvised pieces that serve to
explore the sonic potential of a single instrument—a five-minute 
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essay on solo woodblock, or single gong, for example” (Steve
Schick).

Third Construction utilizes a wide array of instruments, including
tin cans, split pieces of bamboo, a conch shell, and the “lion’s
roar,” a modified drum that uses friction to create an animal-like
groaning sound. Despite very complex rhythms that often
displace the listener’s perception of the beat, the piece is entirely
in cut time and follows its own numerical form, a more complex
version of the ‘square’ form used in his First and Second
Constructions. In this case, there are 24 sections of 24 measures
each. In Third Construction, Cage created a great sense of
fluidity and unpredictability with an extra twist in his numerical
structure: the players’ phrases constantly seem to overlap and
interrupt each other, because each musician’s phrases are grouped
according to a different scheme within the 24 measure sections.
They are distributed as follows: player 4 [8,2,4,5,3,2], player 1
[2,8,2,4,5,3], player 3 [3,2,8,2,4,5], and player 2 [5,3,2,8,2,4]. 
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