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For the Reader:
The notes on the music do not follow the order in which they
are performed on the recording.

Donald Sur was born in Honolulu of Korean
parentage in 1936. He studied composition 
privately in California and at UCLA. He received
a Master of Fine Arts degree from Princeton
University in 1962, where his teachers included
Roger Sessions and Earl Kim. During the 1960s
he spent several years in Korea, composing and
engaging in musicological research. On his
return to the United States, he enrolled in the
graduate program at Harvard University, where
he did further study with Earl Kim and received
a Ph.D. in composition in 1972. 

Donald Sur continued to reside in the
Boston area for the rest of his life, teaching
occasionally at Harvard, M.I.T. and Tufts.
During the 1970s, Sur joined with his fellow
composers Earl Kim and John Harbison to
found Composers Collaborative, which was as
much a publishing house as it was an orga-
nizer of concerts. The headquarters was Sur’s

apartment in Cambridge, where he operated an Ozalid blackline printer. Most of the
composers in the Boston area brought their scores and instrumental parts, handwrit-
ten on vellum, to Sur for photoprinting; he supported himself in this way for a decade,
while his own compositional activity flourished. During these years, sustained also by
various grants and commissions, he wrote most of his best works: A Neo-Platonic
Epistrophe While Crossing Times Square for clarinet, violin, cello and piano (1980)
The Unicorn and the Lady for narrator and chamber ensemble (1982), Violin Concerto
(1982, revised 1983), Satori on Park Avenue for five instruments (1984), and a set-
ting of Shakespeare’s 97th Sonnet for eight-part chorus (1997) were all premiered
locally. Khumdori Tansaeng for solo violin, chorus, and orchestra (1993), a Korean
government commission, was first performed in Taejon, Korea, in 1993 with Sarah
Chang as soloist; another performance took place in Boston in 2006. His largest work,
Slavery Documents for chorus and orchestra (1987-90), a commission from the
Cantata Singers, was given its first performance in Boston in Symphony Hall in 1990;
another took place in March 2002, also in Symphony Hall, and again the following
summer at Tanglewood.

Among contemporary composers in New England, Donald Sur was one of the best
known and best loved. His colleagues and friends have universally respected his eclectic
style, which reflects a variety of interests but remains unmistakably personal. Sur’s
earliest works are short atonal pieces for small combinations, in which one might hear
echoes of the later Webern or the early Boulez; his later music became significantly
tonal, responding to influences that ranged from Vivaldi, Renaissance lutenists, and
Korean national music to American revivalist hymns and 1920’s Tin Pan Alley. Above
all, his music is permeated with a quiet, sometimes bemused expressivity, and simul-
taneously a structural firmness quite unlike anyone else’s today. 

Donald Sur died in May 1999. His manuscripts are housed at Tufts University and
some are being prepared for publication.



But academic institutions and Donald were at odds. He was
the essence of an underground, freethinking artist. One of the
characters in his one-act play Duologue remarks, “The opposite
of musical is not un-musical but literal-minded.” Donald’s ellip-
tical, playful mind, which made him instant friends, sent off
flares among those who would determine his academic fate.
And Donald contributed difficulties. Once, calling from
Amsterdam two weeks late for the start of the term, he said,
“I’m paralyzed by guilt. I may have to stay here longer to really
comprehend how late I am.”

So, out on his own, Donald started a business to help sup-
port his family, reproducing music by the old Ozalid blueprint

process. It was a world of close, chemical-filled rooms and late hours. But many of us
remember on some cold winter night bringing him a finished piece in which he took
a shared pleasure, or picking up copies that he pulled miraculously from the chaotic
rubble of his workroom. He later expanded to publishing, even, in the height of his
businessman phase, affecting a rakish yellow pinstripe suit.

But as xerox replaced blueprinting, Donald’s nomadic nature asserted itself and he
crafted the bohemian strategy of more recent years—arts colonies artfully strung
together, and in between visits to his mother, his son Matthew, and his friends. When
he became enmeshed in his largest piece, Slavery Documents, he truly lived for the
piece, frugally and unapologetically, in his words, “making the sacrifices.”

Slavery Documents was the fruit of one of Donald’s series of obsessions. He became
a pre-Civil War scholar while researching the piece, producing, initially, a text that

John Harbison has written a memoir about Donald Sur:

Soon after I met Donald Sur in Roger Sessions’ and Earl Kim’s composition classes,
he invited Rose Mary Pedersen and me over to try his one-page piece Root for violin,
viola, and claves. This was one of Donald’s first “eternal” or “perpetual” pieces, that
is, it carried the instruction “Da capo senza fine.” It was also, like so many of his
pieces, very hard to play. The three of us began playing bravely, and didn’t stop until
we’d achieved at least thirty revolutions in Donald’s hot, crowded kitchen. The strain
of the concentration on this strange fragile piece created a drug-like euphoria. Root
expressed in its one page so much of Donald’s personality. It was droll and spare, but
also strangely insistent. The next year we all found ourselves in Cambridge, which for
Donald was the prelude to his extended residence in Korea, on one of the great
adventures of his life. He left behind a number of disappointed and attractive women,
some of his collection of instruments, and tapes of the Korean Court Orchestra, estab-
lished in Seoul five centuries before. When he arrived in Korea he composed the first
additions to their repertoire since the 1500s. He became in five years a recognized
expert in Korean Court Music, an esteemed composer, and a personage of great con-
sequence in Korean culture.

From an atmosphere of virtually senatorial privilege and respect, Donald brought a
bewildered young Korean bride back to the squalid basement life of a Harvard graduate
student. Donald seemed hardly to notice the change, his musical thoughts and philo-
sophical ruminations then as later dominating his consciousness, but the young woman
suffered from acute cultural disjunction, and the ensuing years were tragic and trying.

It was in this period that Donald attempted to make connection as a teacher with
various local institutions. There were successful passages at Harvard, and at M.I.T., where
he founded the now-thriving world music program and hosted many distinguished
visiting ensembles.



would have required about seven hours of music. Obsessiveness and delight also informed
his exploration of the Vivaldi concertos, bearing fruit in his own Violin Concerto, and
in the simpler transparent textures of his last music.

Friendship with Donald involved a long open-ended conversation that sought to
understand music and life at the most practical and speculative levels. It was marked
by Donald’s remarkable curiosity, and the strange, revealing angle from which he saw
the world. I am happy and blessed to say that in my case, the conversation continued
to his very last days, and remained open-ended. He was generous, without jealousies,
judgments, or grievances. During his illness his focus sharpened, his loyalties, personal
and artistic, intensified. He remained above all curious and filled with wonder.
Describing his appropriately musical and intricate hallucinations in his last hours he
said, “I can’t decide whether to block them out or transcribe them into my piece.”

The language of Donald’s early work is different from the more recent music, but
the aesthetic, the temperament, is certainly not. The common ground is precision, oddly
satisfying disproportion, and indirect-direct emotion. One of Speculum Musicae’s
members, in the days when they often played Donald’s Catenas, was Ursula Oppens.
I remember her telling me, “Of all the pieces we perform a lot, these Catenas are the
only ones we never get tired of.”

In Donald’s little one-act play Duologue, the Monk says, “People no longer listen to
each other so there is really no need for Silence.” But Donald did listen, and talk, and
ponder, trying to discover and make clear the necessity for silence, and for sounds.

A Neo-Platonic Epistrophe While Crossing Times Square and Satori on Park Avenue
Two pieces on this recording were composed four years apart, but the composer later
brought them together under one title, New Yorker Sketches. A Neo-Platonic Epistrophe
While Crossing Times Square, for clarinet, violin, cello and piano, was commissioned
in 1980 by Alea III of Boston University and dedicated “to Earl Kim on his 60th birth-
day.” The score of this quiet piece, strewn here and there with subtle pauses, is only
79 measures long but actually sounds longer than it looks; measures 18-42 are
repeated four times.

Four years later came a somewhat larger piece, Satori on Park Avenue, scored for
the same Epistrophe ensemble plus a flute. The composer’s preface reads: 

The imaginary scene is set in a Park Avenue penthouse in the Thirties.
It is another in the endless procession of cocktail parties animated by
slender arms and brittle lives. The air of hardened sophistication is lying
heavily on the gathering when suddenly a horrified gasp shatters the
calm. A frightened guest is looking outside at an enormous primate hold-
ing a screaming blonde and climbing up the Empire State Building. The
beast reaches the top whereupon he is attacked by biplanes. After a
valiant stand he seems about to topple off but in a last tender gesture
places the blonde on a ledge. And then he falls to his death. The guests
are thunderstruck by this expression of primitive love and realize the
hollowness of their own lives. 

The musical connection of this King Kong scenario with Sur’s score is elusive. The
piece begins with an instantly recognizable four-note ostinato from Vincent Youmans’s
“Tea for Two,” maintained steadily for 132 bars almost to the end. Instrumental solos,



Catena I, for flute, marimba, mandolin and bongos, was composed 1961 and
revised in 1970. It was followed by Catena II for flute, viola, mandolin and bongos;
this 70-second piece was first performed at Princeton in 1962. Catena III, commis-
sioned for Collage in 1976 by the National Endowment for the Arts, is the last of Sur’s
works of this title. Sur’s musical language here goes beyond the merely aphoristic to
make use of distinct instrumental phrases and coherent melody; a high-velocity, 
virtuoso staccato style alternates with long passages of sustained tones, the composer
ruminating on his succession of ideas while proceeding to the next. Catena III
is dedicated to the British composer Nicola LeFanu and is scored for flute, bass 
clarinet, violin, and cello, and two percussionists playing bongos, marimba, maracas,
and suspended cymbal.

The Unicorn and the Lady
In 1981 Sur had compiled, edited, and painstakingly engraved (using Notaset and
transfer lettering) a small collection of Tons de Chasse et Fanfares, hunting calls
composed by the French nobleman Marc-Antoine de Dampierre (1676-1756). These
and the famous tapestries at the Cloisters in New York were the background for The
Unicorn and the Lady / ...after the Cloisters Tapestries, a National Endowment for the
Arts commission for Collage. The new work, for narrator and chamber ensemble, with
a text by Barry Spacks, received its first performance by Collage, John Harbison
conducting, on 1 November 1984 at Sanders Theatre at Harvard, with full-screen
slide projections of the tapestries themselves. The separate movements and the
accompanying text and stage directions are given here.

(1) The Quest. (flute, clarinet, harp, violin, marimba, bongos)
Grave seigneurs in a flowery field / with spear in hand they seek his trail, that noble
spirit, / white as the winds / quarry of kings—they’d tame him / kill him: /
“That furious beast, his precious horne” / soaking to dove-song every poison / Asp of
envy / kiss / of assassin / with greyhounds & with running hounds / they gather to

ranging from simple punctuation to elaborate cadenzas, surge and fade in this repet-
itive texture, adding the familiar Westminster chimes (violin harmonics and piano),
and, near the end, a peroration of “What wondrous love is this, O my soul” surrounded
by a web of scales.

Satori was commissioned by the NEA Consortium Commissioning Program for
Speculum Musicae (NY), Contemporary Music Forum (DC), and SF Contemporary
Music Players, and is dedicated to John Harbison.

Berceuse
Berceuse for violin and piano is Donald Sur’s last composition, performed for the first
time only three months before his death. It is a genuine dream lullaby, marked
throughout by a harmony in which pairs of chords distantly related in key share com-
mon tones. (Some faint foreshadowings of this technique are found in each of the
New Yorker Sketches.) The composer’s note reads: “Berceuse was commissioned
under the auspices of the McKim Fund of the Library of Congress and is dedicated to
Scott Yoo. It was first performed by Scott Yoo and Mia Kim at the Library of Congress
on February 19, 1999.”

Catenas
Like many composers of the early 1960s who were attracted by the crystalline tex-
tures of Webern’s chamber works, Donald Sur in his earliest atonal compositions
revealed a predilection for short expressive bursts of notes in small bunches. There
seem to be other influences as well: Sur’s shortest pieces remind the listener of Asian
brush calligraphy, or haiku poetry and Zen koans, in which intense but subtle art is
wrought in small spaces. Sur wrote several pieces under the title of Catena (chain),
with brief, isolated musical gestures appearing in a continuity.



Spear in the neck, spear in the side: / dogs on his back / Substantial God; / ardent
gift to the brutal world

(10) The Death of the Unicorn. (clarinet, marimba, viola; double bass; flute, viola,
violin, harp, 2 horns, timbales)
See how the little boy turns away, as they bear the corpse to the royal city.
See the lady with stricken gaze, / her bridegroom dead & wreathed with thorn,
Elegance of tongue & limb heavily borne, over trodden flowers.

(11) Cornure de Prise. (2 horns, double bass; then harp alone)
But you return, your wounds are gone, holy body that never lies; / princely, forgiving,
unending, reborn to marry the garden of this world. [House lights gradually fade
until blackout several seconds after completion of narration. Very bright spotlight on
narrator which also begins to fade after narration. When both are totally out, final
piece begins.] [Harp continues considerably beyond text and diminuendos.]

(12) The Unicorn in Captivity. (flute, violin) [House lights off. Only stand lights for
instruments should be on. Piece should have the quality of wallpaper in a nursery.
That is, the memory of it.]

Red Dust
Red Dust calls for a percussion ensemble of 29 players, with a few non-percussion
such as a Korean trumpet and a conch shell. Sur wrote the first version using a 
special notation of his own devising, on millimeter graph paper. The composer’s 
program note reads, in part: “Red Dust was written in 1967 in Seoul where I was on
a grant researching Korean court music. … The term ‘Red Dust’ signifies worldliness:
succeeding generations repeat the endless cycle of suffering. World without end
(saecula saeculorum) or ‘vale of tears’ is the Western equivalent.” The original 
version calls for several indigenous Korean instruments; our recording uses the com-
poser’s revision of 1976 for Western instruments.

—Mark DeVoto

harry loveliness / spirit that leaps with earthweight on
“The greatness of his mynde is such that he chooseth rather to dye than be taken.”

(2) Cornure de Quête. (2 horns)

(3) The Unicorn at the Fountain. (flute, clarinet, violin, harp, marimba)
They find him by the sullied waters
The peacock meets his face in the fountain
Leopard & lion, / stinking hyena / wait to drink / 
He kneels / dips horn... / charity in an animal dream

(4) Cornure de vue. (2 horns)

(5) The Unicorn Leaps the Stream. (flute, violin, bongos)
And then he flees / white
All-of-the-spectrum / white / come from afar like starlight

(6) The Unicorn Defends Himself. (double bass, marimba, clarinet)

(7) Cornure de l’Aide. (2 horns)

(8) Interlude. (violin, harp, flute)
Walnut, linden, trembling aspen: 
Periwinkle, “joy of the ground”:
Forget-me-nots of Mary’s color...
Water-, wind-, fireheart-white, / by damson plum, / by primrose, clary, / yellow flag, /
Madonna lily, / loveliness drawn to loveliness

(9) The Unicorn and the Lady. (flute, clarinet, violin, harp)
Noblesse oblige: he comes to her, / he comes to her, where her guileful maid waves
the spearsmen in /
He offers the gift of gentleness, bowing down from his excellence to the very blood
of sacrifice;/ and we with guilt to overcome,/ with power to consume, / in terror of
worthlessness,/ only we would choose to destroy him./



Now in its thirty-seventh year, Collage New Music was found-
ed by percussionist Frank Epstein, who served as Music
Director until 1991, when he passed the musical leadership
to frequent guest conductor David Hoose. Today, Mr. Epstein
continues to perform with the ensemble and serves as the
president of the Board of Trustees. The ensemble comprises
some of the most experienced and exciting instrumentalists
skilled in the intricacies, virtuosity and emotional depth of

new music, including musicians from the Boston Symphony Orchestra, highly respect-
ed musicians from Boston’s freelance community, and musicians from New York and
beyond. Guest artists who have appeared with Collage represent a who’s who among
some of the most deeply communicative artists, including Seiji Ozawa, Gunther
Schuller, Milton Babbitt, Clark Terry, Vanessa Redgrave, Walter van Dyck, Janna Baty,
Janet Brown, William Hite, Elizabeth Keusch, Phyllis Curtin, and Judith Bettina. 

Throughout Collage’s nearly four decades of distinguished and engaging performances
of compelling programs, the ensemble has stood as a leader in the community of adven-
turous music makers, providing a vital arena for the union of composer, performer and
listener. The ensemble embraces a wide and deep repertoire that reaches from classical
twentieth century works to powerful but obscure older works and to exciting creations
by American composers; the number of world, American and Boston first performances
that the ensemble has given is enormous, and Collage New Music’s commissioning history
has helped create a repertoire that serves all new music ensembles. Collage concerts
have ranged from solo performances to large ensemble works, from theater works to
fully staged chamber operas, and to music with extensive electronic equipment. 

A native of Amsterdam, Holland, percussionist Frank Epstein came to the United
States in 1952, settling in Hollywood, California. A graduate of the University of
Southern California, the New England Conservatory, and the Tanglewood Music Center,
Mr. Epstein has been a member of the Boston Symphony Orchestra since 1968. He 
is a faculty member at the Tanglewood Music Center and at the New England
Conservatory, where he also founded and directs the NEC Percussion Ensemble and is
Chairman of the Brass and Percussion Department. Mr. Epstein has made recordings
with the Los Angeles Philharmonic, the Boston Symphony, and the Boston Pops, as
well as with Collage New Music, which he founded in 1972, and of which he was music
director for twenty years. As music director of Collage, he has overseen the commis-
sioning and performance of more than 200 new works written especially for that
ensemble as well as the production of seventeen recordings. Mr. Epstein is also involved
with the Avedis Zildjian Company, as a consultant on new product development (including
the recent introduction of the Classical Orchestral Cymbal Selection), and as a clinician,
conducting workshops and seminars throughout the country. Mr. Epstein holds a
Bachelor of Music degree from the University of Southern California and a Master of
Music degree from New England Conservatory. His teachers included Robert Sonner,
Earl Hatch, Murray Spivack, William Kraft, and Everett Firth. Before joining the Boston
Symphony Orchestra he was a member of the San Antonio Symphony. Mr. Epstein was
recently awarded a Presidential Commendation from the New England Conservatory for
his work with Collage New Music.

Winner of the 2005 Alice M. Ditson Conductor’s Award, given “in recognition of
exceptional commitment to the performance of works by American composers,” and
of the 2008 Choral Arts New England’s Alfred Nash Patterson Lifetime Achievement
Award, David Hoose is known as an inspired interpreter of music ranging from Bach
to Babbitt. The 2008-2009 season marks Mr. Hoose’s seventeenth year as Music Director
of Collage New Music. Under his leadership, Collage has gained a reputation for
programming compelling new works in illuminating juxtaposition with contemporary



BA and MA, Catholic University of America. Artistic director for the Olney Theatre
Center (OTC) since 1994, narrator Jim Petosa also serves as artistic director for National
Players and as one of three artistic directors for Potomac Theatre Project. Petosa has
directed more than 35 plays in the last five years. His OTC directing credits include:
The Laramie Project; She Loves Me; ‘Art’; Look! We Have Come Through! (Helen
Hayes Award nomination); Jacques Brel is Alive and Well and Living in Paris (Helen
Hayes Award); Shadowlands; The Miracle Worker; The Trip to Bountiful; and Sight
Unseen. For Potomac Theatre Project: Closetland; Marisol; Dog Plays; Statements
After an Arrest; Good; and The Trial of the Catonsville Nine. National Players’ produc-
tions include: Much Ado About Nothing, The Two Gentlemen of Verona, The Taming
of the Shrew, and Othello. Petosa has served on the faculty of The Catholic University
of America, Washington, D.C., the University of Maryland—College Park, and the
Heifetz International Music Institute at St. John’s College in Annapolis. He has also
been a visiting professor at Middlebury College in Vermont and an artist-in-residence
at George Washington University, Georgetown University, and the Smithsonian
Institution. As a guest artist, he has directed at the John F. Kennedy Center, Studio
Theatre, Round House Theatre, Washington Jewish Theatre, and Rep Stage. In addi-
tion, he directed the Theater J production Collected Stories, part of Olney Theatre
Center’s Potomac Theatre Festival 2000, for which he was nominated for a 2001
Helen Hayes Award for outstanding direction. He has served as director for the New York
Theatre Studio, Theatre Matrix, and as performing arts coordinator for the Cathedral
of St. John the Divine in Manhattan. A member of Actors’ Equity Association and the
Dramatists Guild, Mr. Petosa serves on the board of the Society of Stage Directors and
Choreographers, the Charter Theatre, and the advisory board of the Playwrights Forum.

classics and unjustly neglected older works. With Collage and other ensembles, Hoose
has conducted works by nearly every major composer of the past 100 years. His
acclaimed performances have included numerous premieres, and he has guided the
commission of compositions by composers T.J. Anderson, Martin Brody, Peter Child,
Richard Cornell, Michael Gandolfi, John Harbison, Stephen Hartke, John Heiss,
Andrew Imbrie, Fred Lerdahl, Marjorie Merryman, Lior Navok, James Primosch, David
Rakowski, Donald Sur, Andy Vores, and others.

Professor of Music and Director of Orchestral Activities at the Boston University
School of Music, Hoose also serves as Music Director of the Cantata Singers & Ensemble
and is former Music Director of the Tallahassee Symphony Orchestra. He has appeared
as guest conductor with the Saint Louis Symphony, Utah Symphony, Singapore
Symphony, Korean Broadcasting Symphony, Quad City Symphony, Handel & Haydn
Society, Boston Symphony Chamber Players, Emmanuel Music, Pro Arte Chamber
Orchestra, and with the orchestras of the New England Conservatory, Shepherd School
of Music, University of Southern California (UCLA), and the Eastman School. For the
past three summers, he has been a faculty member at the Rose City International
Conducting Workshop, in Portland, Oregon. Conductors whom he has mentored at
Boston University now serve in a wide variety of distinguished conducting positions,
from music directorships of college and youth orchestras, assistant and associate
conductors of major US orchestras, to music directorships of professional orchestras
and opera companies. 

With the Cantata Singers, Hoose received the ASCAP/Chorus America Award for
Adventurous Programming; with the Emmanuel Wind Quintet, the Walter W. Naumburg
Award For Chamber Music; and as a fellowship student at the Tanglewood Music
Center, the Dimitri Mitropoulos Award. During his tenure with the Tallahassee Symphony
Orchestra, the City of Tallahassee declared a week to be named after him in recog-
nition of his contributions to the cultural life of the region. His recordings appear
on the Koch International, Nonesuch, New World, Delos, Gunmar, and CRI labels.
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1 The Unicorn and the Lady [20:38]
Jim Petosa, narrator
David Hoose, conductor

2 Berceuse for Violin and Piano [6:22]
Catherine French, violin
Christopher Oldfather, piano

3 Satori on Park Avenue [10:17]
David Hoose, conductor

4 Catena I [2:52]
5 Catena II [5:22]
6 Catena III [1:09]

David Hoose, conductor

7 A Neo-Platonic Epistrophe
While Crossing Times Square [5:31]
David Hoose, conductor

Red Dust for Percusssion Ensemble [12:41]
8 Movement I [.39]
9 Movement 2 [.39]
10 Movement 3 [.40]
11 Movement 4 [.40]
12 Movement 5 [.39]
13 Movement 6 [.40]
14 Movement 7 [.40]

15 Movement 8 [.40]
16 Movement 9 [.39]
17 Movement 10 [.39]
18 Movement 11 [.39]
19 Movement 12 [.39]
20 Movement 13 [.39]
21 Movement 14 [.39]
22 Movement 15 [.39]
23 Movement 16 [.38]
24 Movement 17 [.38]
25 Movement 18 [.38]
26 Movement 19 [.39]
27 Movement 20 [.16]

Frank Epstein, conductor

Total Time = 64:55

Collage New Music
Christopher Krueger, flute | Bruce Creditor, clarinet
Robert Annis, bass clarinet | Neil Deland, horn
Kevin Owen, horn | Catherine French, violin
Anne Black, viola | Joel Moerschel, cello
Jim Orleans, double bass | William Buonocore, mandolin
Ann Hobson Pilot, harp | Christopher Oldfather, piano
Frank Epstein, percussion | Craig McNutt, percussion


