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GENE PRITSKER:
COMPOSER AND GUITARIST

AMepUKaHCKHUI KOMITO3UTOP U TUTapuCT JKnH
IIpunkep pomuncs B Jlemmnarpame (1971), depes
CeMb JIET CEeMbsl Iepeexaja B
CIIIA. Ou Bripoc B Hero-Mopke,
MOJTyYnJT My3BIKaJIbHOE 00pa3o-
BaHME B MaHX?TTEHCKON LIKOJIE
My3bIKH (KOHCepBaTopumn), o0y-
yasichk KoMmno3unuu y J>xanmao-
1o bpakanu. Tpu Tekcra, myo/u-
KyeMble HIKE, HAMMCAaHBl UM B
MaHepe, BechbMa KOHTPACTHPY-
IOIIEH CTWIKD aKaJeMHYECKHX
cTaTeil. ABTOp NMpuAepKUBAETCS
JKUBOTO, HE()OPMaIBHOTO TOBE-
CTBOBaHUS.

IIepBslii TEKCT IpeCTABISAET
c000¥ MHTEPBBIO, IN1€ MY3BIKAHT
pacckasbIBaeT 0 cBoeil yuébe B
[IIkone My3bIKH, KOMIO3HTOPCKOM (HopMHUpOBa-
HUH, CBOECH My3bIKAJIbHOWH JEATEIBHOCTH U MY-
3BIKAJIBHBIX TpHUCTpacTusAx (MHTEpBBIO y JIKnHa
[Ipunkepa B3an B 2015 romy Mapykka Poxac mns
JTUTIIOMHOM paboThl Ha cTerneHb bakanaBpa HayKu
B oOyacTh ayauoNpOayKIUU XyI0’KECTBEHHOTO
uHcTuTyTa Jlac Beraca).

Bo Bropoii crarbe «Sound Liberation
Movement» («Buxerne OCBOOOKICHNS 3BYyKa)
[Ipumkep ocBemaer To HOBOE HAPaBIECHUE MY3bI-
KH, KOTOPOE€ OH, 110 CyTH, npeAcTasiser. [lo3umms
aBTOpA TAKOBA: CJIEYET OBITh OTKPBITBIM ISl JIFO-
00r0 CTHIIS KJIACCHYECKOH M MOMYIIAPHON MY3BbIKH
¥ HE OTTOPaKMBATHCSA HU OT Kakoro eé Buaa. DTy
U710 HEKOTOPBIE MOTYT BOCHPHHSITH KaK yTOIH-
YEeCKyI0, OJTHAKO OHA HAaXOIWUT MPAKTHYECKYIO pe-
aJu3alrio B TOJHUTHKE KOHIEPTHBIX IMPOTrpamMm
pAla KOHUEPTHBIX CEpUH COBPEMEHHOW MY3BIKH
B Hplo-Mopke, B TOM umClie M OCYIIECTBIEHHBIX
B pa3HOE€ BpeMs Iojx pykoBojcTBoMm llpumkepa.
Nmerorcst B BUAy ero BeICTyIieHHs ¢ «Absolute
Ensemble» («AbcomoT aHcamO1by»), 0CHOBAaHHBIM
BMecTe C kuBymuM B CILIA 3cToOHCKUM TUPIOKE-
poM Kpuctuanom SpBu, a Takke BO3MIABISEMbIM
uM ¢ 1990-x rogoB kaMepHbIM aHcambieM «Sound
Liberation» («OcBoOOKIeHHE 3BYKa»); ACSATCIIb-
HOCTH KOHIIEPTHOHW opranmsamun «Composers’
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Concordance» («Kommo3zuropckoe CO3By4HE»),
rme oH coctosul B anMuHHUCTparnuu (¢ 2005) u 3a-
TEM BBICTYNHII PYKOBOJHTEIEM
(2010), cmMeHUB HaA 3TOM MOCTY
HbIO-HOPKCKMX  KOMIIO3UTOPOB
[Marpuka Xapmuma u J[>o3zeda
[lepcona, pabotast HbIHE BMeCTe
¢ kosuteramu J[pHom Kymnepowm,
Mununueii ITapanocuy, ITutepom
Hxapsucom, Cmernanoit byk-
Br4 1 Menuccoit I'peit. DcteTn-
yeckas miargopMa dTHX HbIO-
HOPKCKUX 04aroB COBPEMEHHOU
MY3bIKM — COYE€TaHHE B OJIHOU
porpaMMme caMmbIX pa3HbIX CTH-
JUCTHYECKUX HAIPAaBICHHN, HX
cONMMKeHNe U TeM CaMbIM CO3/1a-
HUE KYJIBTYPHOTO JIHAJIOTa.
Tpetbs crarbs «The Composer as Performer.
When did composers become non-performers?»
(«Kommosutop kak wucmnomHuTens. Korma kom-
MTO3UTOPHI TEpecTaau OBITh HCIIOTHUTEIAMU?Y)
MpeJcTaBiseT CcOoOOW KpaTKUW HMCTOPUYECKHMA
JKCKYypC, TI€ TMPOCIEKUBACTCS HCTOPHS 3araj-
HOM MY3bIKM Ha MPEAMET yTPaThl KOMIO3UTOpa-
MU HCIIOJIHUTEIHCKUX HABBIKOB, @ BMECTE C TEM
— U HaBBIKOB HMMIIPOBU3aTOPCTBA, U Ooliee KH-
BOTO M THOKOTO IMOJX0/a K MHTEPIpETAUU MY-
3BIKAILHOTO TeKcTa. [Ipuiikep HaYyMHAET OYEpK
aBTOOMOTpadUIECKUMH CBEJICHUSIMU O COOCTBEH-
HOM TIYTH KOMIIO3UTOpa M HMCIIOJHHUTEIS, 3aTeM
pacckasbplBaeT O KOHIIEPTE, OPraHU30BAHHOM UM
B pamkax «Composers’ Concordance» (2010),
rJIe KOMIIO3UTOPBI BBICTYNAIM KaK MCIIOJHUTEIH.
[Tocne atoro mojgoOHBIE KOHLEPTHI, TJE BbLAEP-
JKUBACTCSl TPHUHIMI BBICTYIUICHHH KOMIIO3HUTO-
POB-MCTIOTHUTENICH, MPOBOJSTCS O0bETUHEHUEM
«Composers’ Concordance» exeronno. JIxuH
[Ipuikep mpu3bIBaET COBPEMEHHBIX aBTOPOB HE
yTpayuBaTh CIOCOOHOCTH UTPBI HA MY3bIKAIBHBIX
WHCTPYMEHTax M, TEM CaMbIM, IOJJICpKHBATh
MHOTOBEKOBYIO TPaJUIUI0 COUYETAHUS KOMIIO3M-
TOPCKHUX M UCIOJHUTEIbCKUX (YHKIIMH KaK eau-
HOW COCTAaBJISIOIIEN MY3bIKaJIbHOTO HCKYCCTBA.
/-p Anmon PosHep
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INTERVIEW WITH GENE PRITSKER

What inspired you to become a musician in your
youth?

My parents were both musicians and at age 4
Itook up the violin. Growing up in Russia it was very
common for children to start music that early. When
I immigrated to America I continued on the violin
bit soon found my passion in the guitar, through
heavy metal music. I was excellent on the guitar for
a while, taking up classical guitar and expanding
my musical exposure, then I started writing music
and realized that those as my calling. I went to
the Preparatory Division of Manhattan School
of Music, and a teacher there really inspired me.
One of my early inspirational moments was at that
school; I was singing Mendelssohn’s ‘Walpurgis
Night' cantata in the chorus and had to stop singing
and just listen to the amazing music and how it
was put together, [ knew then this is what I wanted
to do. Other early inspirations was listening to the
Rite of Spring and not understanding it, but then
I would listen over and over until finally it made
sense to me, this fascinated me, how music can
challenge you and how YOU have to rise to the
occasion to understand this greatness. Also Franz
Zappa’s music was a great influence, I knew when
I hear fit that that was my language, an eclectic
culmination of all of the world’s sounds through
my own personal voice.

How did you pursue your goals so that you may
achieve them?

I went to a really great school for college,
Manhattan School of Music, which is one of the
top music schools in America, I had a great teacher,
Giampaolo Bracali, and I realized early on that
nothing will be handed to me, that everything
I want to achieve I have to do myself. In school
I had many compositions performed, since there
were all these musicians at my disposal for free,
I probably broke the record of amount of concerts
one composition student produced. I also started
a group called Absolute Ensemble (grammy
nominated) with my friend Kristjan Jarvi, and
made lots and lots of connections with many
different types of musicians. To this day I work
with many people that I met in those 4 yards of
college and we still tour with Absolute Ensemble
around the world, at least once a year. After college
I continued producing concerts started another group
called Sound Liberation, an eclectic hip-hop/jazz/
rock etc. band and later on took over as the director
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of a 30 year old contemporary music presenting
organization called Composers Concordance, we
produce approximately 15 concerts a year and
I have music on all of them. So basically [ am a ‘do
it yourself” type of person, I do not wait for people
to ask me to play my music (though they do with
more and more frequency) I will just produce the
concert, start the group, and make it happen, cause
the end result for me always has to be; me writing
music and it being premiered and hopefully even
performed multiple times.

Whom or what influenced your passion for
composing great and beautiful music?

Like I mentioned a little above the 3
composers whom inspired me the most are:
1. Felix Mendelssohn — for his amazing melodic
language, 1 find Mendelssohn’s melodies to be
the most beautiful ever written, of course I love
a Beethoven, Bach and Mozart tune but there are
a few melodies by Mendelssohn that are just out
of this world. 2. Igor Stravinsky — for his pure
originality and unique voice, everything he writes
you know is Stravinsky, also his rhythmic structure
and harmonic experimentation are very influential
on me. 3. Franz Zappa — for his eclectic outlook
on the world of music and the ability to combine
cultures and genres seamlessly and uniquely. I do
this quite a bit, where I ask myself “what if?”, for
example my first big orchestral work starts with
a question “what if you have a 10 minute heavy
metal, double bass drum on the drum set, music for
full orchestra’? — the result was my piece ‘Pretty
Maidens Slam Dancing.” A play on Stravinsky
‘Dance of the pretty maidens’ and using the melody
from the ‘Rite of Spring’ as an inversion and the
assumption that the first great scandal of the 20th
century was the premiere of the Rite of Spring’ in
1913 in Paris.

What qualities or virtues would you look for in
a musician or sound engineer?

I like to work with engineers who know their
stuff, have everything set up correctly, who do not
waste time and who move to as close to my speed
as possible. Of course if an engineer can read a
score along with me while recording the music
this would be very helpful but most importantly is
being able to get a great sound by knowing exact
mike placements, levels and the mastery of the
board that they are using. I have worked with great
engineers but no matter how great they are if they
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waste time on playing with their gear while the
musicians and I sit there and wait this is always
the worst.

What are your greatest achievements you are
most proud of, and your worst obstacles you've had
to overcome in your career?

I have over 500 pieces of music, so that in itself
is an achievement I am very proud of. One recent
piece of mine is the ‘Cloud Atlas Symphony’ is a
piece I am very proud of, it is based on some of
the melodic material from the motion picture Cloud
Atlas, which I orchestrated and the 6th movement
of the Symphony is featured in the closing credits of
the film. We recorded it and it will hopefully come
out on a commercial recording in the near future.
I also just released a one hour chamber opera called
‘Manhattan in Charcoal” which I love very much.
In past years [ have had many great performances,
a few that stick out as highlights include ‘3 Poems
from Flowers of Evil’ performed at the Bremen
Music Festival with the Latvian National Choir,
Absolute Ensemble and me as Di.J. soloist, My
violin and Di.J. concerto we performed last year in
Seoul ‘Mind I Have a Question For You’, My band
Sound Liberation performing my piece ‘The Rite -
Through an Eclectic Spectrum’ at the 2014 Outreach
Festival — My eclectic answer to Stravinsky’s the
Rite of Spring. As far as other accomplishments —
I have my own record label Composers Concordance

Records and have been steadily releasing albums
of my and other people’s music for 3 years. We
produce 15-20 concerts n NYC a year, travel with
various ensembles and perform at various festivals
around the world and as a side job orchestrate major
Hollywood movies. Next on coming up is called
‘Hologram for a King’ starring Tom Hanks.

What advice would you give a musician and
Audio Production major to help him succeed
in earning his degree as well as success in the
professional field?

In your early years make lots and lots of
connections to artistic people who have a similar
outlook on art as you. Of course, first you must form
an outlook, think about aesthetics, ask the important
questions why? — Why are you making music,
Why is it important, why is this is the only possible
answer to your life’s calling. and after you formed
your outlook and aesthetics, and found the people
around you who share similar ideas ask: How? —
How do I go from here to here in a bigger picture,
How do I achieve this one project, this next project
etc. How do I make others understand my ideas.
Besides making connections also learn the basics
really well, learn the history — now did these basics
we are learning become basics, what makes them
good how to I experiment and establish my own
basics that people will be studying in the future.
What can I do that is revolutionary, yet useful.

Gene Pritsker
SOUND LIBERATION MOVEMENT

Joseph Pehrson writes about programming
diversity and the need to break barriers between
musical forms and styles. I call this the Sound
Liberation Movement, in my opinion this is the
logical next step in the evolution of Music. The basic
principle of the Sound Liberation Movement is that
all music is created from the same material: sound
vibrations. It may be organized differently, it may
be played by an assortment of different instruments,
various traditions may have their own characteristic
grooves, feels, moods, etc. But what it comes
down to is that all of sound may be placed under
the general heading of music. People’s prejudice
towards certain types of music is usually the result
of personal, political, economical, geographical, or
a number of other musically unrelated factors.

You only jeopardize your own understanding
of music by not opening up to the full scope that
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music as an art form has to offer. Lutheran historian
Wolfgang Printz von Waldthurm said the following
in his book of 1690: “Anyone who does not like all
Music is an enemy of Music”. His three categories
are as follows: 1. Those who hate all of music.
several figures in Roman and Turkish history, also
Francois I of France. 2. Those who approve of
only certain kinds of music. Plato heads the list,
together with the Lacedaemonians, who permit no
innovation; Aristotle and other Athenians who did
not like the flute; Zwingli, who permitted no music
in church, etc. 3. Those who despise hard working
MUSIKANTEN, and like virtuosity.”

The 21st century musician is a person who
is familiar, if not a master of, all the musical
traditions and styles. Also, he is a person who is
constantly searching to expand those traditions
and his/her own knowledge. The 21st century
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composer is a person who is familiar with as
much music as possible in one life time, a person
who is knowledgeable enough to be able to write
in any tradition and style, and whose own work
reflects the diversity and multiculturalism of our
time. The 21st century listener is a person who is
open enough to enjoy and understand all music,
intelligent enough to be able to appreciate more
than one or two types of genres. As for people
who are programming concerts, [ just want to
ask you all to open up your ears, listen to what
is out there. Most new music concerts have only
new music by conservatorys trained composers,
many of them who write like their predecessors.
To tell them apart mostly is impossible. I usually

get bored at these types of performances, for me
there is a serious lack of diversity. There is a lot of
other “new music” out there, do not be scared of
it, program it. Hip-hop, various rock forms, new
compositions from other countries, popular music
from other traditions, our own jazz, electronic
music, dance hall electronics, Caribbean music
like reggae and son, etc. Also do not hesitate to
program older music, not only the popular pieces
we have chosen as standard repertoire, but lesser
known composers, do not be scared of it, program
it. New music connoisseurs, do not be scared of it,
revue it. Performers, do not be scared of it, play
it. There is no need for us in this day and age to
constrict ourselves to anything, it is all good.

Gene Pritsker
THE COMPOSER AS PERFORMER.
WHEN DID COMPOSERS BECOME NON-PERFORMERS?

I started playing violin at age four, piano at ten
and discovered the guitar at age twelve. I locked
myself in a room for five years or so and practiced
like a madman. In my late teens I discovered
composition and this became my obsession.
Practicing scales and constantly building technique
came to a stop while figuring out how to notate the
music | was inventing became my primary course
of study. I am sure most composers start off their
musical journeys by picking up an instrument as a
child and learning to master it. However, it seems
that more and more, composers do not perform
on their first chosen musical vehicle and rather
immerse themselves entirely in their scores, never
setting foot on the stage from which their music
emanates.

I found this to be true and confusing when I went
to college at The Manhattan School of Music as a
composition major. Many of my colleagues did not
really possess much mastery over any instrument
and most certainly did not perform the music they
were writing. I had many concerts in my four years
at MSM, and I made sure that the composers who
did possess proficiency on an instrument were part
of these performances. Two composers I met there
were singer Charles Coleman and pianist Luis
Andrei Cobo. Charles has premiered many of my
pieces and is the singer in my chamber hip-hop
ensemble Sound Liberation; Luis is a technically
proficient pianist, and back in our MSM days, he
premiered a bunch of my music.
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When did composers become non-performers?
We can trace the tradition of composer-as-performer
back to the beginnings of western classical music.
Medieval and Renaissance singer-composers,
baroque church organist-composers, classical
prodigies like Mozart, Beethoven performing
his piano concertos (and improvising cadenzas),
Chopin, Liszt , Mendelssohn, Wagner....!!! Wagner?
What instrument did Wagner play? What about
Schoenberg? Babbitt? It seems that towards the
end of the 19th century and the beginning of the
20th, as scores became more intricate and precise,
composers were becoming more and more immersed
in their written notes and perhaps any passion
that they had as a child for a musical instrument
dissipated. Of course, some would conduct their
music and find their way on to the stage, but not
many were instrumentalists interpreting their own
compositions.

In the past fifty years or so this changed.
I believe that jazz and rock music, where
improvisation is essential, gave composers of
my generation an ambition to learn how to play
an instrument well, and to continue playing even
after the composition bug bit us. In my band Sound
Liberation I not only write all the music but also
play guitar, rap and occasionally conduct. Three
other members of my band are also composers-
performers: singer-composer Charles Coleman,
bassist-composer Dan Cooper and trumpeter-
composer Franz Hackl. Not to mention some
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of the other members of the band who are now
becoming interested in composition, most notably
cellist David Gotay, drummer David Rozenblatt,
singer Chanda Rule, guitarist Greg Baker and
bassist Mat Fieldes.

Other organizations that [ am associated with also
have composers who perform: In the organization
Composers Concordance, founding Director Joseph
Pehrson has been involved in performances, and at
one point even made a living as a pianist in New
York. In the chamber collective The International
Street Cannibals we have many composers who
present their own work, Arthur Kampela, Dary John
Mizelle, Daniel Schnyder, and of course we have
many performers who compose and present many
of their own pieces at ISC concerts: co-director Dan
Barrett, Dave Taylor, John Clark, Melanie Mitrano
to name a few.

I am always concerned about quality though.
In both cases, composers who do not practice their
instrument enough for performing and performers
who have not immersed themselves in the study
of composition and esthetics writing music. I have
observed dilettante performances and compositions
from both types. For me, the performer as a bad
composer is the worst of the two. Too many
performers later in life decide that they have
something to say musically and start trying to notate
and develop their ideas. This in itself is fine, as long
as they have time for trial and error to test and tone
their skills in a student-like atmosphere, but many
of them are already on the professional concert
circuit, so these undeveloped amateur compositions
wind up on professional concerts along side with
accomplished and polished composers. For me
the result is usually frustrating. Just because you
figure out how to notate music does not make
you a composer, just because you could write a
melody and a chord progression does not make
you a composer, just because you figured out how
to combine some instruments to make a color does
not make you a composer, etc. Just because you
can play a few scales on the piano does not make
you a pianist, just because you can produce a sound
on the cello does not make you a cellist, etc. Craft
sometimes is missing, and for me it is always clear
as day when a performer is not ready to present a
composition. [ have also heard composers who do
not study their instruments enough and give bad
performances. This though is forgivable, since
usually the performances they are presenting are
of their own music, and sometimes it is hard to tell
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whether it is truly a bad performance or this is what
the composer intended.

So it seems we went from an age when all
composers were performers, even some virtuosos,
and performers (with a few exceptions) did not
attempt composition on a whim, to the late 19th
and early 20th centuries, when composers mostly
stuck to the score and performers were too busy
interpreting these demanding compositions, to
the mid 20th century, when African-influenced
musical forms demanded that everyone im-
provised, to today, when we have composer/
performers and composer-as-performer, where
the line is getting blurry and the quality of both is
becoming jeopardized.

But I believe the composer-as-performer
tradition is strong and that it will solve the
quality problem and weed out the bad performer/
composer. There is a beauty in a composer
interpreting his/her own work. I find that when I
practice a guitar part [ wrote, I take extra care that
it is precise and clean. When I write a guitar part
that [ know I will be performing, I make sure I can
learn and execute it, and sometimes I even make
it a bit easier depending on my schedule and the
amount of time I will have to put into practicing it.
So the composer as a good performer is certainly
possible and necessary, providing composers
approach this carefully and intelligently. The
performer as composer on the other hand is tricky.
Unless performers put in real time and study, real
thought and ask themselves the most important
compositional question “why?”, we will hear
many more amateur compositions on concerts we
attend in the future.

I had this idea for an event for a long time. Why
not have a concert made up entirely of composers
performing their own works? On January 31st,
2010 Composers Concordance, a group I co-direct,
presented such a program at the club Drom in New
York. I wanted to explore the relationship between
composers and their instruments, as well as how
they go about writing music in which they know that
they will be the performers. Dan Cooper, another
co-director, and I discussed this concert and decided
that we know so many composer-performers
that this should be a marathon. ‘Composers Play
Composers Marathon’ featured 23 composer-
performers playing four-minute compositions.
This was a multimedia event featuring video artists
Astrid Steiner and Carmen Kordas providing the
visual background to this 3 hour performance.
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Five of the directors of Composers Concordance:
Dan Cooper, Joe Pehrson, Pat Hardish, Bill Rhoads
and I chose 140 composers, and on a random day
and time I e-mailed them all, inviting them to
participate.The first 23 to respond would be part
of this show. This random criteria — being by your
computer by chance and responding to my e-mail,
was impartial and exciting. Within two hours we had
all 23 composers. We feel that this event, in addition
to showcasing many composers, which is in the
mission statement of Composers Concordance, is
also thematically unusual and eclectic. We intend
to make this marathon an annual event and hope to
feature many more composers in the years to come.
So, will a concert like this encourage composers to
keep practicing their instruments, and make sure
they are still capable of performing when my e-mail
arrives? We sure hope so.

Joaxun Hpuukep

ManxaTTeHCcKas mKoja My3bslkH (bakazaBp My3bIKd
10 KOMITO3HUITUH )

E-mal: genepritsker@gmail.com

Hero-Hopk, 10025 CIIA

I want to boost the performing energies of
composers and show them that musical creation
has many outlets. Besides concerts like the
‘Composers Play Composers Marathon’, 1 have
a series of compositions called Sound Liberation
Improvisations (SLI) in which the musicians are
given a musical idea, rule, germ of a concept,
game etc., and the performers involved improvise
and create a piece of music based on these musical
recommendations. It makes everyone involved
a composer-performer. I would like to present a
concert where I get a bunch of composers to perform
these SLIs. The tradition of composer-as-performer
should certainly continue to grow. I myself hope to
lead by example and keep on producing concerts
where composers perform, and perhaps in the
process, they will rediscover themselves and their
original musical passions.

Gene Pritsker
Manhattan School
composition)
E-mail: genepritsker@gmail.com
New York, 10025 USA
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