GEORGE CRUMB

- _Makrokosmos Volumjl '




George Crumb and Yoshiko Shimizu in Pel

nnsylvania in 2017.
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GEORGE CRUMB (*1929)

CD1

MAKROKOSMOS, VOLUME I (1972)

Twelve Fantasy-Pieces after
the Zodiac for Amplified Piano

Part One

(1] 1. Primeval Sounds (Genesis |)

[Canser]

2. Proteus
[Pisces]

3. Pastorale
(from the Kingdom of
Atlantis, ca. 10,000 B.C.)
[Taurus]

4. Crucifixus [SYMBOL]
[Capricorn]

Part Two

5.The Phantom Gondolier
[Scorpio]

(6] 6. Night-Spell |
[Sagittarius]

04:31

01:13

02:10

02:56

02:50

03:25

7. Music of Shadows
(for Aeolian Harp)
[Libra]

8. The Magic Circle of

02:19

Infinity (Moto perpetuo) [SYMBOL]

[Leo]

Part Three

[9] 9. The Abyss of Time
[Virgo]

10. Spring-Fire
[Aries]

11. Dream Images
(Love-Death Music)
[Gemini]

12. Spiral Galaxy [SYMBOL]
[Aquarius]

01:56

02:32

01:43

04:07

02:58

MAKROKOSMOS, VOLUME Il (1973)

Twelve Fantasy-Pieces after the
Zodiac for Amplified Piano

Part One

1. Morning Music (Genesis I1)

[Cancer]

2.The Mystic Chord
[Sagittarius]

3. Rain-Death Variations
[Pisces]

4, Twin Suns
(Doppelgénger aus der
Ewigkeit) [SYMBOL]
[Gemini]

Part Two

5. Ghost-Nocturne: for the
Druids of Stonehenge
(Night- Spell 1)

[Virgo]

6. Gargoyles
[Taurus]

02:44

02:22

01:47

03:13

02:08

01:25

7.Tora! Tora! Tora!
(Cadenza Apocalittica)
[Scorpio]

8. A Prophecy of
Nostradamus [SYMBOL]
[Aries]

Part Three

9. Cosmic Wind
[Libra]

10. Voices from
“Corona Borealis”
[Aquarius]

11. Litany of the Galactic Bells

[Leo]

12. Agnus Dei [SYMBOL]
[Capricorn]

02:08

03:04

02:35

03:17

02:38

03:54
TT 63:59



CD2
MUSIC FOR A SUMMER EVENING (Makrokosmos IlI)

for Two Amplified Pianos and
Percussion [Two Players]

I. Nocturnal Sounds (The Awakening) 06:08
Il. Wanderer-Fantasy 04:52
lIl. The Advent 07:04
IV. Myth 04:19
V. Music of the Starry Night 11:46

TT 34:12

Yoshiko Shimizu piano
Rupert Struber percussion

Akiko Shibata (Makrokosmos I, 6 & I, 10) whistle
Natsumi Shimizu (Makrokosmos Ill, 11, IV, V) slide whistle, alto recorder, whistle

Recording venues:

Recording dates:

Sound engineers:

Recording supervisor:
Executive producer:
Mastering:

Assistant engineer & editor:
Editing & Mastering:
Piano Technician:
Producers:

Publisher:

Booklet editor:
Translation:

Graphic Design:

Studio Weinberg (Makrokosmos Ill),

Oizumi Bunkamura, Japan (Makrokosmos | & Il & Ill)

26-27 June 2017 (Makrokosmos Ill),
percussion part 24-25 Jul 2017,

16-17 Feb 2016 (Makrokosmos | & Il)
Yukio Kojima (Kojima Recordings),
Matthias Kronsteiner (Studio Weinberg)
Matthias Kronsteiner

Yoshiko Shimizu

Matthias Kronsteiner

Jun Kawanami (Kojima Recordings)
Matthias Kronsteiner

Daisuke Emori

Yoshiko Shimizu, Andreas Karl

Edition Peters

Eva Hausegger

Yoshiko Shimizu, Arisa Yoshida
Alexander Kremmers (paladino media),
cover based on artwork by

Enrique Fuentes (blonde portrait, 2012)
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New York in 1981.




A MEMORABLE DAY [Short Essay]
by Yoshiko Shimizu

When | was in college, | visited the American Center
Japan in Tokyo. Thinking of going abroad to further
my piano studies, | wanted to get information about
American music schools. At the culture introduction
corner of the lobby, | found a cassette player and a
credenza with a drawer full of cassette tapes of mu-
sic by various American composers. Some of the na-
mes | recognized, but next to the tapes of John Cage,
there was a cassette titled Makrokosmos I, which was
unfamiliar to me. Curious, | put on headphones and
listened to it.

The tape began with narration in Japanese, which in-
troduced the contents: Makrokosmos | is composed
by George Crumb, a representative American composer.
The piece is dedicated to David Burge, one of the most
important pianists of contemporary music in the United
States. In this recording, Mr. Burge in person performs
Makrokosmos .

Then, the music began.

Seven chords with appoggiatura in the bass range
ascend, slowly and calmly, followed by a glissando of
strings, and then seven more chords. A fascinatingly
mysterious start, | thought. But what shocked me
more was what came next: a loud metallic sounding
glissando! What is that sound? How is it made? It was
overpowering. Then, driven by the undulation of the
stunning sounds, my whole body was taken to ano-
ther world - a dark, mystic abyss.

As | listened to the subsequent movements, various
images tumbled through my mind: the origin of the
earth, darkness, God, stars, stillness, and affection. It
was as if | were watching a movie of the cosmos. And
when | had gotten through all twelve pieces, my heart
would not stop throbbing, and | was unable to leave
the room for a long time.

Fascinated by Crumb’s music, | decided to go to the
Eastman School of Music in New York, where | had the
opportunity to study with Burge, who was not only
Crumb’s reliable interpreter but also his close friend.
Burge has become a great mentor to me; guided by
him, | stepped into Crumb’s world.

I wonder how many years have passed since | first en-
countered Makrokosmos. But, | still remember that
day like it was yesterday. That magical sound, which
has changed my life, continues to capture my heart.
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MAKROKOSMOS, VOLUME |

Twelve Fantasy-Pieces after the Zodiac for
Amplified Piano (1972)

MAKROKOSMOS, VOLUME II
Twelve Fantasy-Pieces after the Zodiac for
Amplified Piano (1973)

Makrokosmos Volume I, whose title reflects Crumb's
admiration for Bartok’s piano series Mikrokosmos,
contains 12 pieces, grouped into three parts of four
each, and Crumb associates each piece with a sign
of the zodiac. This is paired with Volume Il, which is
similarly structured, after the fashion of Debussy’s
twenty-four Préludes. Volumes | and Il are filled with
references to the history of humankind, myths, Chris-
tianity, paganism, occultism, literary works, and the
composer’s own mental pictures. They are constella-
tions that adorn the infinite universe — Makrokosmos.



MAKROKOSMOS, VOLUME |

Part One
1, 1. Primeval Sounds (Genesis I) Cancer
[Darkly mysterious]

A sudden, shocking sound occurs during a powerful
glissando early in the piece, caused by a light metal
chain being dropped onto the bass strings inside the
piano. This chain, left on the strings until right before
the final glissando, adds ominous timbre to the piano
sound, to create a mysterious mood.

1, 2. Proteus Pisces
[Very fast; whimsical, volatile]

The sostenuto pedal is held throughout this piece to
enhance the resonance of the melody.

The kaleidoscopic movement of music evokes the
piece’s namesake, Proteus — a sea-god and shapeshift-
er in Greek mythology.

1, 3. Pastorale (from the Kingdom of Atlantis,
ca. 10,000. B.C.) Taurus

[Moderately, with incisive rhythm]
The piece conjures up Plato’s lost continent of Atlan-

tis. The syncopated rhythm pays homage to Cythera,
another fantasy island, that of Debussy’s L'lsle joyeuse.

1, 4. Crucifixus [SYMBOL] Capricorn

[Darkly mysterious — Adagio molto;
serene, transcendental]

In the final pieces of each part, the score is to be de-
signed as a graphic symbol. Here, the score is cross-
shaped. It begins horizontally, left to right, then
continues next from the bottom of the cross. After
a sudden shout of “Christe” a serene sound goes per-
pendicularly upward to the top, moving slowly, calm-
ly, as if quieting the shout and leading the soul to
heaven.

Part Two

1, 5. The Phantom Gondolier Scorpio

[Eerily, with a sense of malignant evil]

The perfect fifths moving up and down is reminis-
cent of the rocking of a gondola, in a piece inspired
by Thomas Mann’s Death in Venice. Sound of met-

al thimbles, a voice moaning and half-sung “Irimiru!
Karabrao! Hass! Hass!” express its eeriness.

1, 6. Night-Spell | Sagittarius

[Poised, expectantly — Serene, hauntingly;
echoing (like an Appalachian valley acoustic) -
“Will There Be Any Stars In My Crown?"]

Imagine the scenes in Crumb’s mind: the silence of
the night, the voices of birds, echoes of an old mel-
ody reverberating through the Appalachian Moun-
tains. The whistled melody “Will There Be Any Stars In
My Crown?” would come back in his The River of Life
[American Songbook [] (2003).

1, 7. Music of Shadows (for Aeolian Harp) Libra
[Gracefully, with elastic rhythm]

The strings of the piano are strummed like a harp, re-
calling Aeolian Harp (1923) of Henry Cowell, a pioneer
who explored the resonances to be found inside the
piano. Crumb applies this technique also in Twin Suns
(Makrokosmos II, 4) and The Advent (Makrokosmos Il
3), as well as in Coventry Carol from A little Suite for
Christmas, A.D. 1979 (1979).

I, 8. The Magic Circle of Infinity (Moto Perpetuo)
[SYMBOL] Leo

[Luminous — Joyously, like a cosmic clock-work;
with mechanically precise rhythm]

The score is in a circular notation, which the pianist
traverses three and one-third times. The important
notes of Makrokosmos | and Il (B-A-F) are repeated
brilliantly in the highest register.

Part Three
I, 9. The Abyss of Time Virgo
[Dark, with a sense of profound mystery — Sinister]

The seven chords that began Primeval Sounds (Mak-
rokosmos 1, 1) and Crucifixus (Makrokosmos I, 4) reap-
pear, reflecting Crumb’s fascination with the num-
ber “7” derived from his interest in numerology. The
sound becomes more mysterious due to the use of a
metal plectrum. An additional significant aspect is the
appearance of fifth partial harmonics; by pressing a
specific node on each string, a pitch higher than the
fundamental by two octaves and a major third is pro-
duced.



1, 10. Spring-Fire Aries
[Prestissimo; breathlessly, with élan]

Rapid passages of notes remind us of spring’s energy.
This relates to a motif in Proteus, and also recalls the
beginning of Debussy’s Feux dartifice. The appended
initials “D.R.B” refer to American pianist and Crumb's
very close friend, David Russell Burge, to whom Mak-
rokosmos | is dedicated. Burge's virtuosity and intensity
of expression suit the image of Spring-Fire. Burge was
born March 25, 1930 and died April 1,2013: a true Aries.

1, 11. Dream Images (Love-Death Music) Gemini

[Musingly, like the gentle caress of
a faintly remembered music]

Crumb masterfully quotes Chopin’s Fantaisie-Im-
promptu as “faintly remembered music” The original
version of this piece quoted the most famous variation
from Rachmaninoff’s Variations on a Theme of Paganini.

1, 12. Spiral Galaxy [SYMBOL] Aquarius
[Vast, lonely, timeless]

The score is entirely spiral-shaped as if expressing the
concept of infinity. In the last half, the faint triplets are
juxtaposed against quintuplets, whose wavy sounds
evoke a lonely journey of an object floating in “time-
less” space.

MAKROKOSMOS, VOLUME |1

Part One
II, 1. Morning Music (Genesis Il) Cancer
[Exuberantly, with primitive energy]

Crumb employs a piece of paper, placed on a speci-
fied range of the strings inside the piano, to produce
abuzzing and rustling sound. This unique and power-
ful tone represents the primitive energy of creation.

1I, 2. The Mystic Chord Sagittarius

[Adagio molto; serene, desireless,
like a Nirvana-trance]

A mysterious and tranquil timbre is suddenly inter-
rupted by a sound that Crumb denotes as “Music of
Strife” in the score. This violent sound recalls Gnomus
from Mussorgsky’s Tableaux d’une exposition. Crumb
would also compose his Gnomic Variation later, in
1981. The title The Mystic Chord is a probable refer-
ence to Scriabin.

1, 3. Rain-Death Variations Pisces

[Crystalline, with elegance (Tempo metronomico)]
The movement, played in “Tempo metronomico,” ex-
presses both the dancing rain and the alive death.

These images are most likely inspired by Garcia Lor-
ca’s poems. The words “Rain-Death” also appear in the

third movement of Crumb’s Four Nocturnes (1963) and
the second movement of Madrigals book | (1965).

1, 4. Twin Suns (Doppelgénger aus der Ewigkeit)
[SYMBOL] Gemini

[Majestic — Solemn - “Hymn for the Advent of
the Star-Child"]

The impressive notation of the score — two juxta-
posed circles — is clearly derived from the image of a
doppelgédnger, a ghostly double. The idea of this scor-
ing (two circles) is already seen as a pair of the circles
El Sol and La Luna in Crumb’s Songs, Drones and Re-
frains of Death (1962-1968).

Part Two

11, 5. Ghost-Nocturne: for the Druids of Stone-
henge (Night-Spell 1) Virgo

[Dark, fantasmic, subliminal]

A glass tumbler is moved slowly along the strings to
create a bending sound. The “nasal, metallic” voice of
the pianist adds another mysterious element to the
music in a Celtic mood.

11, 6. Gargoyles Taurus
[Marcia grottesca: savagely, with irony]

In architecture, the gargoyle functions as a talisman
against evil. The continuous savage rhythm is sugges-
tive of water spouting from gargoyles’ mouths, and
the repeated G-sharp quintuplets sound like a chatter
of the monsters.

1l, 7. Tora! Tora! Tora! (Cadenza Apocalittica)
Scorpio

[Dramatic, with great intensity; violent, relentless]

“Toral Tora! Tora!” was the telegraphic code that Jap-
anese military used to begin the attack on Pearl Har-
bor, which prompted the United States to enter the
World War Il. In 1970, when the film Tora! Tora! Tora!
was shown in America, Crumb published Black Angels,
in response to the war taking place in Vietnam.

11, 8. A Prophecy of Nostradamus [SYMBOL] Aries

[Stark, powerful; molto pesante! — Fatefully,
“Tema enigmatico” — Come prima]

The score of this piece is literally cowrie-shaped with
the Dies Irae melody in the middle like a shellfish in its
shell. When the pianist reaches the center of the mu-
sic, she proceeds from the left to right, then reverses



it by turning the score upside down, so, Tema enig-
matico (Dies Irae) appears twice in a low then high
range. The phrase Dies Irae is found in Crumb’s Star-
Child (1977), and its melody in both Black Angels and
Go Down, Moses from A Journey Beyond Time [Ameri-
can Songbook I1] (2003).

Part Three
11, 9. Cosmic Wind Libra
[Ghostly, shadowy, tremulous]

At the beginning, a wire brush is scraped across the
piano strings. Then the pianist’s fingers play tremo-
los on the bass strings, followed by unvoiced singing.
Each moment expresses “Cosmic Wind."

11, 10. Voices from “Corona Borealis” Aquarius
[Passacaglia: very slow, with majestic calm]

The constellation Corona Borealis represents the
crown given by the Dionysus to the Cretan princess
Ariadne in Greek mythology. We hear the “voices”
from this constellation in a wandering whistle sound,
whose lonesome tone indicates the vastness of the
universe.

11, 11. Litany of the Galactic Bells Leo
[Jubilant; metallic, incisive, echoing]

The melody that echoed “like an Appalachian valley
acoustic”in“Night-Spell” (Makrokosmos I, 6) reappears
now transposed. In addition, Crumb quotes a melody
from Beethoven’s Hammerklavier Sonata, whose per-
fect fourths naturally blend with Crumb’s own perfect
fourths.

11, 12. Agnus Dei [SYMBOL] Capricorn

[Very slow, like chanting - Very slow; tender, wistful -
“Prayer-wheel” - Very slow; like a vision; as if sus-
pended in endless time]

In the final piece of Volume I, the manuscript assumes
the symbolic shape of a peace mark (the emblem
generally associated with the Campaign for Nuclear
Disarmament, anti-war activities, and counterculture
movement of the 1960s). In addition, the indication
“Prayer-wheel” written in the score is a possible ref-
erence to the Oriental thoughts. These devices testify
that the prayer Agnus Dei (Lamb of God) sung by the
pianist has connotations beyond the Christian con-
text.

*In Volume | and /I, Crumb ends each score with the
enigmatic initials of a notable person born under the
sign of the zodiac. The implied names are as follows:
in Volume I, 1. George Rochberg, 2. William R. Crumb,
3. Johannes Brahms, 4. Ross Lee Finney, 5. George
Henry Crumb, 6. Anton Webern, 7. Paul Zukofsky,
8. Claude Debussy, 9. Arnold Schoénberg, 10. David
Russell Burge, 11. Federico Garcia Lorca, 12. Beatrice
Wernick; In Volume Il, 1. Jan DeGatani West, 2. Robert
Miller, 3. Frederick Chopin, 4. Elizabeth Ann Crumb,
5. Anton Bruckner, 6. Paul Parmelee, 7. Lewis Kaplan,
8. Howard Waltz, 9. Storm Bull, 10. Elizabeth M. Crumb,
11. Richard Valeta, 12. Richard Wernick. Besides, the
initials of a great composer are appended to the first
page of each volume “in memoriam”: |. Béla Bartok,
II. Gustav Mahler.



MUSIC FOR A SUMMER EVENING
(MAKROKOSMOS IiI)

Two Amplified Pianos and

Percussion [Two Players]

In Makrokosmos Il (1974), paying tribute to poetic
quotations of Quasimodo, Pascal, and Rilke, Crumb
develops the musical and philosophical concepts
of Makrokosmos | and II. Although there are obvious
differences in style between the former two works
and Makrokosmos I, the composer himself regards
these three works as forming a trilogy. In this work,
Crumb combined two pianos and two percussionists
as instrumentation, as Béla Bartdk had in his Sona-
ta for Two Pianos and Percussion. In our version, only
two musicians played this work: Yoshiko Shimizu per-
formed both piano parts, and Rupert Struber all per-
cussion parts. It was the first recording of Makrokos-
mos lll done by only two players. The complex editing
process took place in Japan and Austria.

I. Nocturnal Sounds (The Awakening)

“Odo risonanze effimere, oblio di piena notte
nell’acqua stellata.” [Quasimodo]

[“I hear ephemeral echoes, oblivion of full night in the
starred water”: Magical, suspenseful]

This piece begins with a piano solo suggestive of
awakening of the birds, followed by a percussion
motif (including Japanese temple bells) that repeats
three times. This percussion returns at the very end
of Music of the Starry Night (Makrokosmos lll, 5), as if
providing an arch over the complete work. This piece
reaches its climax in the closing section, where in-
tense glittering sounds evoke a flood of starry water.

Il. Wanderer-Fantasy

[Calling, echoing — As from afar, gently wafting -
come sopra]

Two slide whistles express the uncertainty of the
wanderer, while two pianos present a quasi-Mahleri-
an music reminiscent of “Der Abschied” from Das Lied
von der Erde.

11l. The Advent

“Le silence éternel des espaces infinis m’'effraie”
[Pascal]

[“The eternal silence of infinite space terrifies me”:
Very slow; majestic, like a larger rhythm of nature -
stark, luminous! - “Hymn for the Nativity of the Star-
Child": Solemn, fateful]

This piece is an elaboration of Twin Suns (Makrokos-
mos I, 4). In the first half, the sound allows us to imag-
ine a silent and eternal world covered in darkness.
After the appearance of a “luminous” sound, howev-
er, the dark world turns into a kingdom of light. “The
Star-Child,” derived from the Latin word “children of
light” in the Bible, means here the concept of a hope
rather than Christ himself.

IV. Myth
[Adagio isoritmico; lonely, bleak]

The structure of Myth is mathematical in design; the
score consists of 39 measures, symmetrically dis-
played, so that, at the central 20" measure, the piece
proceeds in a retrograde. In such a score, three iso-
rythms appear at intervals of thirteen measures in
Percussion |, eleven measures in Percussion Il and
eleven measures in Piano . This symmetrical structure
is already found in the third movement of Crumb’s
Five Pieces for Piano (1962), which reverses itself at its
ninth measure.

V. Music of the Starry Night

“Und in den Néchten féllt die schwere Erde aus al-
len Sternen in die Einsamkeit. Wir alle fallen. Und
doch ist Einer, welcher dieses Fallen unendlich
sanft in seinen Handen halt.” [Rilke]

["And in the nights the heavy earth is falling from all
the stars down into loneliness. We are all falling. And
yet there is One who holds this falling endlessly gen-
tly in His hands”: Fantastic, oracular — “The Fivefold
Galactic Bells” - “Song of Reconciliation”: Joyous, ec-
static; with a sense of cosmic time - Hesitantly — Se-
rene, desireless]

Crumb quotes Bach's D sharp minor fugue from The
Well-Tempered Clavier II. This theme appears in both
whistle and vibraphone passages, and is later taken
over by the piano. The refrain melody, “Song of Recon-
ciliation,” auralizes Rilke’s cited phrase as subtitle. The
movement’s end is impressive: the sound, composed
of the melody and drone of perfect fifths, gradually
dissipates, recalling the “Ewig” motif, which concludes
Mahler’s “Der Abschied.”

Yoshiko Shimizu



George Crumb and his wife |
with Yoshiko Shimizu.

George Crumb

George Crumb's reputation as a composer of haunt-
ingly beautiful scores has made him one of the most
frequently performed composers in today’s musical
world. From Los Angeles to Moscow, and from Scan-
dinavia to South America, festivals devoted to the mu-
sic of George Crumb have sprung up like wildflowers.
The winner of a 2001 GRAMMY® Award and the 1968
Pulitzer Prize in Music, Crumb continues to compose
new scores that enrich the musical lives of those who
come in contact with his profoundly humanistic art.

George Henry Crumb was born in Charleston, West
Virginia on 24 October 1929. He studied at the Ma-
son College of Music in Charleston and received the
Bachelor’s degree in 1950. Thereafter he studied for
the Master’s degree at the University of lllinois, Cham-
paign-Urbana, under Eugene Weigel. He continued
his studies under Boris Blacher at the Hochschule fiir
Musik, Berlin, from 1954-1955. He received the D.M.A.
in 1959 from the University of Michigan, Ann Arbor, af-
ter studying with Ross Lee Finney.

George Crumb’s early compositions include Three Ear-
ly Songs (1947), for voice and piano, Sonata (1955)
for solo violoncello, and Variazioni (1959) for orches-
tra, the composer’s doctoral thesis. In the 1960s and
1970s, George Crumb produced a series of highly in-
fluential pieces that were immediately taken up by so-
loists and ensembles throughout the world. Many of
these were vocal works based on the poetry of Fed-
erico Garca Lorca, including Ancient Voices of Children
(1970), Madrigals, Books 1-4 (1965, 69), Night of the
Four Moons (1969), and Songs, Drones and Refrains of

Death (1968). Other major works from this period in-
clude Black Angels (1970), for electric string quartet,
Vox Balaenae (1971), for electric flute, electric cel-
lo and amplified piano, Makrokosmos, Volumes 1 and
2 (1972-73) for amplified piano, Music for a Summer
Evening (1974) for two amplified pianos and percus-
sion, and Crumb’s largest score, Star-Child (1977), for
soprano, solo trombone, antiphonal children’s voic-
es, male-speaking choir, bell ringers and large orches-
tra. George Crumb’s most recent works include Eine
Kleine Mitternachtmusik for solo piano (2001), Other-
worldly Resonances for two pianos (2002) and a four-
part song cycle, American Songbook (The River of Life,
A Journey Beyond Time, Unto the Hills, The Winds of Des-
tiny) (2001-2004).

In his music George Crumb often juxtaposes contrast-
ing musical styles. The references range from mu-
sic of the western art-music tradition, to hymns and
folk-music, to non-Western musics. Many of Crumb’s
works include programmatic, symbolic, mystical and
theatrical elements, which are often reflected in his
beautiful and meticulously notated scores. A shy, yet
warmly eloquent personality, Crumb retired from his
teaching position at the University of Pennsylvania af-
ter more than thirty years of service. Awarded honor-
ary doctorates by numerous universities and the re-
cipient of dozens of awards and prizes, Crumb makes
his home in Pennsylvania, in the same house where
he and his wife of more than fifty years raised their
three children. George Crumb’s music is published by
C.F. Peters.

www.georgecrumb.net



Yoshiko Shimizu

Japanese pianist Yoshiko Shimizu, a graduate of the
Toho Gakuen School of Music (both the high school
and college divisions), first heard Crumb’s Makrokos-
mos | during her college years. Previously, she studied
with Toshio Iwashita, Michiko Chisaka, Yoshie Kohra,
Toh Tomimoto, Yuko Ninomiya, and Haruna Miyake.
Captivated by Crumb's unique voice, she then went to
America and entered the Eastman School of Music in
New York, where she found a mentor in David Burge,
the pianist to whom the Makokosmos | is dedicated
and with whom she would work closely. Upon receiv-
ing her master’s degree from Eastman, Yoshiko Shimizu
returned to a career as a concertizing artist in Japan.

As a solo pianist and a member of the Eastman Musica
Nova Ensemble, she played many pieces, especially of
contemporary music, as follows: Allan Shindler’s Take
Me Places, Joseph Schwantner’s Music of Amber, Paul
Hindemith’s Kammermusik No.1, Kamillé Lendvay’s
Concertino per pianoforte, fiati, percussion ud arpa,
Howard Hanson’s A Sea Symphony (as a Celestist), Joe
Hudson’s Reflexives for piano and tape, George Walk-
er's Spatials - Variations for piano, Curtis Curtis-Smith’s
Rapsodies, Ann Silsbee’s Doors, Leon Kirchner’s Pia-
no Sonata, Elliot Carter’s Sonata for Cello and Piano,
Theodor Adorno’s Drei Klavierstticke, PK.B.Eine Kleine
Kindersuite, and Drei Kurze Klavierstiicke, Michaél
Levinas's 3 Etudes pour Piano, Henry Cowell’s The Ban-
shee and Aeolian Harp, John Cage’s Sonatas and Inter-
ludes, David Burge’s Go-Hyang, “Poignant,” “Spirited,”
and “Folksong” from 24 Preludes, Yoshio Hachimura’s
Improvisation pour piano, Satoshi Tanaka’s The After-
world, Grisaille, and Oracle, etc.
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Rupert Struber

Multipercussionist Rupert Struber began his musical
education at age 10 with the recorder, piano and per-
cussion instruments. He went on to study percussion
under Prof. Dr. Peter Sadlo at the Mozarteum Universi-
ty in Salzburg where he received his Master’s Degree.

Struber is a founding member of the percussion group
VIA NOVA, which won first prize in the International
Percussion Competition Luxembourg 2005. He was re-
peatedly voted prizewinner of the International Pen-
dim Percussion Competition Bulgaria as soloist (2005)
and part of a duo (2007).

Rupert Struber plays as a soloist and member of var-
ious chamber music groups, taking part in many fes-
tival performances. He is a member of OENM (Oster-
reichisches Ensemble fiir Neue Musik) where he works
with composers, and commissions pieces of music
himself, while at the same time broadening his orches-
tral experience with orchestras such as the Mozarteum
Orchester Salzburg, Camerata Salzburg, RSO Wien, Kre-
merata Baltica, Karntner Sinfonieorchester.

Struber holds workshops and masterclasses in Austria,
Germany and France and has also been a member of
juries such as the Hong Kong Drum Competition 2007.
He has released two CDs: Next Generation (2007) and
Sculpture in Wood (2010). Since the year 2007 Rupert
Struber has been endorser of the firm ADAMS Instru-
ments (VIA NOVA Percussion Group).
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