
with the full orchestra, but also that went
down to the really intimate, so that David
(Lockington), the conductor, and I would
do something really intimate. And so
there were all these parameters and I was
talking to other people and what’s impor-
tant about this—it was important to me
that we feature the orchestra, because part
of what’s important to me is to say to the
world, “I want you to see the orchestra the
way I see it. I see it as a character. You
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know, characters in a play, they’re not just
like this big huge thing. I want you to see
my vision; these are real people, but
they’re taking on character and then
they’re presenting it in music.” So that
was an important part of it. So there were
all these variables.

Then we hired a creative coach, some-
body I’ve been working with for many,
many, many years, who came in and
workshopped it with us. Then what we

did, and this was another brilliant idea of
Jonathan’s, he said, “Well, we don’t want
to just get there to November and do this
for the first time. We need to test this.” So
we did what’s called a Maquette; it’s more
known in the art world, that word, as in
architecture. I just read a great description
of it. You make a small version of some-
thing that’s going to be very large. And so
I wrote the entire show—this is actually
really cool for harpists—I wrote the entire
show for string quartet, bass, flute, clar-
inet, percussion, and a tuba. So does that
sound familiar?

HC: Yeah.
DHC: String quartet, a flute, clarinet. So

it’s the Ravel ensemble plus tuba, because
Jonathan plays the tuba, and percussion,
because I really love percussion. I wrote
the whole thing and we tested it once, did
the whole show, videotaped it, edited it,
made the DVD once, went back and
rewrote it, made it again in September,
went back and rewrote it, and then finally
made it for the full orchestra. I mean, I’d
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you’re doing with this instrument?
DHC: No on both counts. I do not think

it is unique to me—I mean, I have often
gotten my ideas from other people, as…I
think maybe my mind—and I’ve always
done this—puts two things together. So
they may look completely different and
new to somebody else, in my mind, it’s
like, “Oh yeah, well, I’m just being Victor
Borge but on the harp.” Or, “I’m just
doing a science experiment, but I’m
doing it with music.” I mean, that’s how I
see it. So, I don’t see it as a new thing, but
just in a different form. Of course,
Rudiger Oppermann is really influential
to me, and in my mind, I put Rudiger
Oppermann together with people whose
names I don’t know, who are guys from
Mexico who I have no idea what their
names are, and they’ve been playing for-
ever, and they play the harp like it was
attached to their body. So, these people
are all doing things, and then I’m just
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on…I was writing musical theater when I
was a really little kid and then all the way
up until 1983. That’s what I mostly did
was write musical theater. In ’83, I realized
that, just from a purely financial stand-
point, was going to be just really difficult,
and that it was much easier to make a liv-
ing as a harp player, which was I think
why I became a harp player who, you
know, delves off in that direction.

I know what I want and I can continue
to experiment with it. And that’s where
the jazz comes in again, because I think,
and probably until I die, and other people
feel they have the liberty to take over my
work and really make it their own, I will
be continually evolving it. It is continual-
ly evolving. In “Baroque Flamenco,” you
know, it’s the first piece that I played with
orchestra. I changed the ending for this
DVD, because…I don’t know why; I just
did. And I will continue to evolve it, I’m
sure. Let me get back to your question; is
this another box?

HC: Yeah. I mean, do you feel like your
head’s going to hit the top of this box?

DHC: Well, it depends on how you
define “this box”.

HC: What you’re doing now. You know,
storytelling and music.

DHC: Stories and music? I don’t think
that has a box. It’s what I started at the
beginning. I think that the times I’ve felt
most in a box was when I tried to take the

story out of it. I think that’s what hap-
pened when I was playing jazz. I had
stopped singing, I didn’t sing. You know
this, but there’s lots of singing in the DVD.
I did that to prove to myself and others
that I wasn’t just a chick singer, you know.
I already talked about that. And I tried to
take the story out of it. And I would imag-
ine that what’s going to happen with me
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now is all those things are going to
become more intense. I don’t know how
yet; I don’t know what’s going to happen
next, but I know, when I think right now,
“Oh, what do I want do next?” Like, there
are two or three movies that I want to
write. I mean, what I’d really love to do
next, yeah, is a movie where the main
characters are harp players about my age.
So that would simply enhance the story
aspect. But the music is, again, a part of
the story. Am I answering your question?

HC: Yeah, keep going.
DHC: Also, part of what I wanted to do,

and it’s in my long-term goals...This
makes me so mad: the orchestra’s like,
“Well, we had a harpist soloist, you know,
two years ago. We can’t have another
one.” Versus, I mean, how often do they
say, “Well, we had a piano soloist,” or “We
had a violin soloist.” I would really like
that to be not. I know I can’t probably
burst that completely, but I would like that
to not be the case, and I think that by writ-
ing different music to be played with
orchestra, and some of the music on the
DVD I think is completely appropriate for
other harpists to play. Some of it it might
be difficult, because it’s so personal, but I
would hope that they might take it and
make it personal.

HC: So is part of what you do trying to
influence the larger harp community?
And if so, what are you trying to say?

DHC: I don’t know if I’m so much try-
ing to influence the harp community as
I’m trying to influence a larger communi-
ty. I love the orchestra. I think it’s an
incredible animal. And I often didn’t feel
like I had a place there, in part because I
would go to the symphony and it’d be like,
“Okay, so there’s a guy there conducting
and there’s a guy…” I don’t mean to be so
genderistic, but ever since I was a kid, I’ve
had this problem. When I was a little kid,
I knew I wanted to be a composer. I knew
I was a girl; all the composers I knew were
guys. I thought I was going to grow up to
be a guy. I thought I was going to grow up
to be an old man. Really, I mean, not sex-
change operation or anything, it’s just I
thought that’s what was going to happen.

been writing the orchestrations all along,
and we had a reading rehearsal in July,
you know, where we could just pass out
the orchestrations. But in terms of testing
it out as a whole, because I think, even
though it’s a bunch of different pieces, one
of the things I love about it is that there is
this sense that there’s something larger
that I’m trying to say. And the first half of
it…when I watched the DVD, I feel like
after I watched the first half of it, I’m like,
“Okay, yeah. That was kind of an adven-
ture.” What could they possibly do on the
second half?” And then the second half is
this completely…it’s like the top kind of
blows off.

HC: Yeah, it’s interesting; I think I had
the same sense from watching it.
Definitely. This is switching gears just a lit-
tle bit, but you talked earlier about how
you reached the boundary of this box that
you were in with jazz, and that’s kind of
how you came to whatever genre it is that
you are. And I guess this is a two-part
question. First of all, do you want to stay
in this box? If you could even call it a box
that you’re in. And how would you classi-
fy your genre? Or is it unclassifiable?

DHC: Hmm...there’s a whole bunch of
things; let me throw out a couple things.
The way we describe this DVD, the best
we’ve come up with is “a one-woman
show with a cast of 80.” Because that’s
kind of what it is. The genre makes perfect

sense to me, but it’s a very broad genre,
and if you’d known me since I was a
kid…I’m about telling stories with music.
It’s very difficult for me to write music
without there being a story. Now I grew up
with an opera singer, so stories and music,
it’s the same thing for me. I guess I think I
can say that in the DVD. So I see this as
one manifestation of that. I mean, early

HC: I can see that—your perceptions as
a kid.

DHC: Right. So, I want children and
and women and other people of all ages
will go to the symphony and see some-
body who does represent them, who’s
speaking for them, who’s an ambassador
for them. Because I feel like part of what
this DVD is about is to say to people, “Let
me take you into this world. I, too, was an
outsider. I, too, felt like I had no place
here.” I mean, I’ve always been afraid to
go to symphony concerts—I’m going to do
the wrong thing, I’m not going to under-
stand it, I’m going to feel stupid, I’m going
to be offensive in some way. Either I’m
going to be offensive in some way or I’m
just going to feel like, “What? I don’t get it.
Everybody else gets this and I don’t.” So I
feel like part of my job has nothing to do
with the harp, it doesn’t matter that it’s
the harp. It matters that I will take people
into the symphony. So I don’t think of
myself as a harpist, actually.

HC: You are so many things—a com-
poser, harpist, runner, all these different.
It’s funny, because I think that the harp
community claims you as our own. “We’re
so proud of Deborah Henson-Conant,
because she’s this harpist and she does
these crazy, wonderful things.” But I’m
wondering where “harpist” falls on your
list of what you do.

DHC: Well, I think I see the harp differ-
ently than many other people do.

HC: Many other people or many other
harpists?

DHC: All.
HC: Okay.
DHC: I probably don’t see it as a

“harp”, with quotation marks around it. I
see it as an incredible instrument with an
incredible range, especially now that it’s
electric. And not just that it has high notes
and low notes, but that it is loud and soft,
it is aggressive, it is… I mean, I could go
on and on about all the things that the
harp can do that other instruments can’t
do. And this is something that I just dis-
covered. I mean, I thought it was this lim-
ited, pretty little instrument, you know,
when I started, too. And as I got more into

it, I just realized that there is no
other instrument I could have cho-
sen that would have had more
headroom when it comes to expres-
sion and storytelling. I mean, and
that’s the thing that I just think is so
amazing, because I never chose the
harp. I never wanted to play the
harp. You know, the harp as we
know it, the pretty, soft, soothing
instrument, I never chose that, and
so why the harp? Why? Why am I
here with this thing? And I keep
coming back to new answers, and
now that you’re asking me today,
here, I’m thinking, “Oh! Maybe,
even though that’s the dazzling
stereotype that we all see, dazzling
by meaning that image is so loud
that it’s hard to see the other
images, but the real truth is: this
instrument has been used through-
out the ages as the storytelling
instrument.” Well, why? They know
other instruments were around.
Why? And that answer to that is
probably the same answer to “Why
do I play the harp?” I think the
answer is…well, first of all, it’s fun
to play with your hands. The fingers are
really fun. You can talk with it, it is an
entire orchestra itself. Like I said before, it
is the quintessential storytelling instru-
ment, whether you’re actually speaking
the story with it or not. And that is why I
love it. I also hate it for all the reasons that
it is a stereotype. And I would like to break
those stereotypes by going back to what it
really is.

HC: A lot of people have said that, you
know, you’ve redefined the instrument,
and you’re obviously doing things nobody
else is doing with this instrument.

DHC: Okay, although I would like to
say there are people I know of who are
doing it, but…

HC: You’re the most high-profile in this
country; let’s say that.

DHC: Alright, okay, yeah.
HC: So do you think that your style is

truly unique to you, or do you think you’re
just kind of ahead of the curve in what

(continued from page 26)

“As I got more into it, I just realized that there is no

other instrument I could have chosen that would

have had more headroom when it comes to expres-

sion and storytelling.”

“I want children and women and other people of all

ages will go to the symphony and see somebody who

does represent them, who’s speaking for them, who’s

an ambassador for them,” says Henson-Conant pic-

tured above during a 2001 performance in Italy.
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DHC: Yeah, I don’t know when I’ve ever
met or heard of anybody that has these
two polars, but I really think…some peo-
ple consider it a contradiction, I consider it
a paradox, and I really think that I have
become far more spontaneous and free as
I have become more organized on the
other end.

HC: That’s interesting. I have a totally
off-the-wall question.

DHC: Oh, good!
HC: Everyone wants to know about

your hair, so I have to ask.
DHC: Oh, my hair!
HC: Yeah! Like, how often do you have

to wash it? What do you do to it?
DHC: Okay, do you want the truth?
HC: Of course I want the truth!
DHC: Well, I’ll tell you how it hap-

pened. Okay, first of all, if you’ve seen my
hair on my album covers, on my old
album covers, I always look presentable,
but you’ve got to know, it took hours to get
me that way. My hair is in a coma, and it’s
been in a coma for many years. Normally,

I have the most nondescript hair; I don’t
even know what color it is. It’s never even
been a color. Anyway, what really made
me do what I did with it was that when I
started playing with symphonies, and I
started having a lot more stress before per-
formances, the last thing I want to do
before a performance is have to worry
about my hair, to have to spend anything
more than 30 seconds getting it presenta-
ble. So that was the motivation for me
changing my hairstyle. So I went to my
manager at the time and I said, “Okay, I
want a new hairstyle. Here are the criteria:
I have to be able to prepare it for a
performance in 30 seconds or less. I hate
having it in my face. I hate washing my
hair; I would like to wash it as infrequent-
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seemed so natural to me, and so I’m sur-
prised that it’s going very slowly, but I also
that apparently this stuff, which I think is
extremely obvious, is not so obvious. And
so I have accepted that I need to start
teaching more. I really never thought
about being a teacher, because I always
thought I could just tell people kind of
what I did, and then they could take it
from there, because that’s what I did, and

apparently that is not so. I real-
ly do need to sit down with peo-
ple, make more books that tell
them how to do it, and also real-
ly train people who can then
train other people.

HC: I think a lot of young
harpists really look up to you in
a lot of ways, and I’m curious if
you think that harpists look up
to you because of your style or
because of your music.

DHC: Well, both.
HC: Or when you ask a kid,

“Who do you want to be when
you grow up?” some kids want
to be Yolanda Kondonassis and
some kids want to be Deborah
Henson-Conant.

DHC: Wow!
HC: So do you think it’s your style and

everything you’re about or do you think
it’s the music—you know, “Hey, this
Nataliana thing, this isn’t like anything
else I’ve ever played.”

DHC: Huh. You know, this is really
funny, because these questions…many of
the answers that I want to give are obvi-
ous…like Nataliana; it was the first piece I
wrote for the harp. It seemed like it was
obvious; the harp needed a piece like that,
you know? So a lot of things have seemed
obvious to me, and in part maybe because
I started the harp late. I started seriously
at 22, and so I had a whole other life. And
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Ken Nordine from Chicago, who I’ve been
listening to since I was a little kid. He did
something called Word Jazz, which is
words and music, stories and music. I real-
ly love Ravel, but I’m not necessarily lis-
tening, and recently I had my first true
Beethoven experience, and that was really
amazing. I’ve never understood
Beethoven, I’ve never liked it, I’ve always
felt really lost and out of it. But I went to
see the Grand Rapids Symphony, and I
just had this experience where suddenly it
opened up, and I realized that Beethoven
was completely crazy, and I could see it,
and it sounded itself that way, and that
was really exciting. But a lot of times, I
feel really lost in music, and I think that’s
why I love the stories. It gives me a…

HC: Sort of a guide.
DHC: Yeah! And I love hearing people

sing. The last thing…I was running down
the path, and I heard this guy—I think he
was Korean or Chinese—and he was
singing in his language, and I just
thought that was beautiful, and I stopped
and just walked in front of him so that I
could hear him. I really love hearing
music in the environment, like people
accidentally singing, or whistling. I really
love that, and I really love hearing how
music fits…like, two things. Like, I always
loved it when I was a kid, lowrider,
Mexican boys, and my mother singing
opera, you know, how those fit together. It
gives me a sense of place.

HC: That’s great. A lot of people use
some colorful descriptions to describe you.
But I guess I was surprised—and I was sur-
prised the first time I met you—how
organized you seem to be. For as uncon-
ventional and improvised and a “let’s see
what we create today” type of person you
seem to be, you’re incredibly organized!

DHC: I’m totally fascinated by the
interplay of those two things, and it com-
pletely is…you know, it makes it very diffi-
cult sometimes to have staff, because peo-
ple think, “Whoa! I’m gonna go work for
her!” and then they come in, and they’re
totally offended by the fact that they have
to write everything down.

HC: Yeah.

ly as possible. And I would like it to look
cool and fun.” It’d be fun, and cool.” So
she said, “George Clinton!” So when I first
started having this done, it was way
wilder, I think. I mean, I had this woman
come and she just braided it all, stuff like
that, and it took, like, 20 hours, and it was
a drag. So now I do it myself. I had to
learn to do it myself, because the person
who used to do it didn’t show up one day.

HC: So do you think when we interview
you in another ten years, do you think
you’re just going to be wearing miniskirts
and cowboy boots, and…

DHC: You know, I keep asking myself
that. If I could wear anything, And I
would be wearing black leather pants, and
I don’t know what kind of a shirt. I could
imagine myself dressed like that and hav-
ing hair…either shaved head or very, very
short hair, because I would imagine that
would be the next thing that I would do.
So that seems like it would be the next
option for me.

HC: Do you think you will have rein-

vented yourself again in ten years?
DHC: Well, I’m always asking myself

that. Like, how long can I go out there
dressed like this? And I guess at some
point I will feel uncomfortable, and I will
stop doing it. Although some of it, as I get
older, like some of the things, like “The
Danger Zone”, I think just gets funnier as
I get older, to me. Ten years ago, I had just
started writing for orchestra. And, you’ve
got to understand, I did not know what I
was doing when I started at all.

HC: How did that process work?
Because I’m really curious, I mean, was it
trial and error? Did you go to a coach? Did
you just wing it?

DHC: The first time the Boston Pops
called me was two years before I played

so I think maybe I missed the stereotypes
in the beginning…I don’t know how it
happened; I really don’t understand. So, is
it my music or is it me? Like, as if I could
tell the difference between the two. I
mean, I don’t really…That is such an
interesting question! I wonder. I mean, I’m
curious, when you play someone’s music,
you become them in some way.” When I
first went on stage, I didn’t know how to
walk on stage, and I didn’t know how to
perform, but I knew my mother was a per-
former. So instead of trying to figure out
what she did, I just walked onto stage as
though I was her. And so I took on her per-
sonality in order to develop my own. So I
guess my hope would—and this is not
what you asked—but I guess my hope
would be that, whatever it is, whether it
was that they liked my persona or my
music, that they would start there, you
know, do whatever they wanted to do with
it, and then find themselves through that,
so that I would end up, of course, selfishly,
being re-inspired by them. You know, that
there would be that pollination: I give
somebody some idea, I see them…because
it always happens that when I see some-
body else play my music, either I think,
“Invest yourself more in it,”—or I’m think-
ing, “Ah! Great! I’m going to take that
idea!” You know, either it inspires me or I
think it hasn’t gone quite far enough yet.

HC: You’ve talked a lot about kind of
where some of your ideas come from for
the music that you write and the stories
that you tell. I’m kind of curious, who’s on
your iPod, or who’s in your CD player? Do
you listen to music?

DHC: No. I mean, I don’t often listen to
recorded music. If I do, I’ll listen to the
same things over and over and over and
over. It was Prokofiev’s piano concertos for
a long time. Like, right now, it’s just the
DVD on my iPod, because I have to listen
to it over and over again. I really like
hearing people talk. I really love the
sound of the human voice, and I really
love hearing stories, and I’ll listen to the
same story over and over again. I have
Sherlock Holmes narrated by a certain
person. And then there’s this guy called

taking it and maybe making it into some-
thing bigger. You know, putting it with
orchestra. Or I may be doing on the harp
what somebody’s been doing with the gui-
tar forever, but to me that’s not new, I just
changed instruments. So in that way I
don’t feel it, and often I feel like some of
the things that people consider to be the
most avant garde that I’m doing are the
most retro! I mean, strapping on the harp?

In my mind, I think I saw a picture of, like,
King David walking around with the harp
strapped on. And telling stories and play-
ing the harp? That’s as old as it gets. So if
there’s anything that I’m trying to do, it’s
break stereotypes.

I thought that I was doing new things,
you know, 15 years ago, and I assumed
that, by now, many, many other people
would be doing those things I was doing
15 years ago, and I don’t quite understand
why that hasn’t happened. I assumed
that, as soon as I got a harp, that I could
strap on everybody! Every guitarist and
every harpist would want to strap on a
harp! I mean, I just thought…because it

“The way we describe this DVD, the best we’ve come

up with is “a one-woman show with a cast of 80.”

Because that’s kind of what it is.”

“That’s what I like to see when I go see someone per-

form. I really don’t want to see how great they can

play or whether they can execute it or not, I want to

see who they are and what their vision is.”

photo: D. Carroll Burdick



“The harp is just one manifestation of
who you are. You need to walk on stage,
being who you are, and then let that play
out through your music.” And the great
thing for classical players is: it doesn’t
matter what music you play; you can do it
with the Debussy Danses—if you’re a sen-
sual person, you can make that piece
come alive like nobody else ever has. You
could make the Handel harp concerto
come alive like it never has.

I just heard Robert Levin, this piano
player, play Mozart—I was going to fall
out of Symphony Hall; he sounded like he
was playing jazz! And this was Mozart! It
was poodle music! So, it’s not about the
music, it’s about how you can infuse what
you are doing with who you are. And this
is what I want to say: It doesn’t matter
when you start, it doesn’t matter where
you start, and it doesn’t matter what you
start with, in terms of what you do with
your career or your life; it’s infusing your-
self into it, whatever it is; it is there to
show the world you. •
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really wanted to do that!”
I can’t even tell you…anybody who

knows anything about music would just
look at this and laugh. There were no
slurs; we as harpists don’t worry about
slurs, but other instruments need to have
slurs, because they need to know what the
phrases are. There were no dynamic
markings, because I’d been playing jazz.
You don’t have dynamic markings in jazz.
It was just like a big mess. There was just
nothing there except the music.

Anyway, he said, “This isn’t going to
work,” and I said, “Okay, what do we do?”
and he said, “Look, I know a guy who
could fix this.” I said, “How much will it
cost?” And the amount he gave me was
pretty much exactly the amount I was
going to get paid. And I said, “Fine.” So
this guy came over and literally lived at
my house for one week. He fixed it all
until it looked right, got all the parts
extracted, and the parts got onto the
stands, like, two minutes before the first
rehearsal. After the rehearsal—this was
really meaningful to me—we went
upstairs, and the conductor said, “Look,
this is over-orchestrated.” And we went

through, and we ended up
crossing out pretty much…a
lot of the stuff that the other
orchestrator had put in.
And what I realized after
that was that, in fact, I had
gotten the music right, but I
had no idea how to make it
look like I knew what I was
doing.

HC: Yeah, your instincts
were right.

DHC: Right. So he had
no way of knowing. I mean,
every…his instincts were
right, too; he looked at it
and he thought, “This
woman does not know what
she’s doing.” And I didn’t.
And so I learned that with
orchestral players, it’s
not…the music has to be
good, but it has to look like
something they can play. So
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DHC: Yeah, bad at new things and bad
in front of more people. Bad in front of a
larger audience! The other things that I’ve
learned is: the key to being fast is being
slow, the key to playing fast is playing
slow; so there’s all these sort of
dichotomies. Get out there and look bad!
That’s what I would like to say to people.
Have the guts, have the courage to look
bad, to not really know what it is…you
know, did I, like, go there and say, “Oh,
yeah, I know exactly where I want to go
and what I want to be”? No!

HC: It was a process.
DHC: It was a process. Even the first

time…I remember the first time I wore a
miniskirt, I was in a jazz club, and I did it
as a joke; I thought people would laugh. I
don’t know why. And nobody laughed!
And that’s when I started realizing, “Oh.”
And Corky Hale, who I went to study with,
told me this early on, and I didn’t believe
her, because at that point, I wasn’t trying
to dress like a harpist, but play like a jazz
player. She didn’t say this, but it’s like,

that sounded fine, but I went back and I
rewrote…I must have written “Baroque
Flamenco”…I probably have eight differ-
ent versions of it that I went back and
rewrote it, you know, listened to it, went
back and rewrote it with a twist. So yes,
trial and error.

HC: What else do you want to say?
What do you want to get off your chest,
Deborah?

DHC: Well, I really just want to encour-
age other people to be doing them. I
mean, it’s not about a genre; it’s just about
me just being who I am; all the different
parts of who I am onstage, musically and
otherwise. And that’s what I like to see
when I go see someone perform. I really
don’t want to see how great they can play
or whether they can execute it or not, I
want to see who they are and what their
vision is. And I want more harpists to…I
appreciate…I don’t want to boy-bash in
any way, but it is not lost on me that
many of the more commercially successful
harp players are men, whereas the vast
majority of harp players in this country
are women.

So I want to say, “Start looking at that,
girls!” Start looking at that, and start
doing something about it! Get out there;
be more willing to…whatever it is: look
stupid, or whatever you have to do to
make your vision. And I want to point out
that I have gotten really bad reviews, and
I’ve gotten people put me down for the
same stuff that I get good reviews for. And
when I started singing people came up to
my manager and said, “Deborah has to
stop singing. She is going to ruin her
career; you must make her stop singing.”
And I remember my brother hearing an
early recording and he was like, “Do you
actually let people hear you singing like
that?” I was like, “Yes!” One of my theories
is: you have to be bad to be good; you
have to go through being bad to be good.
If you’re not willing to do that, you’re not
going to get beyond where you are. And
that happens over and over and over
again; it’s not like you stop being bad, you
just get bad at something bigger!

HC: You’re just bad at new things!

with them. I said to them, “I’m not ready,
because I want to write my own music,
and I’m not ready to do it. Can we talk
about this next summer?” Because they’d
only given me, like, six weeks’ notice. And
he said, “Yeah, sure, we can do it next
summer.” Well, next summer he didn’t
answer my call. And for the next year he
didn’t answer my calls and I thought,
“Oh, I blew it!” The one thing I wanted to
do in the world, I blew it, because I said
no.” So when he finally called again two
or two and a half years after that, he said,
“Do you want to do this?” and I was like,
“Yes!” even though I still wasn’t ready. I
really didn’t know how to orchestrate for
an orchestra, so I did do what I always do,
which is get a book which is like “How to
Orchestrate”. When I handed him the first
score, I really wish I still had it, because it
was…I don’t know how to describe it. I
can’t believe he didn’t start screaming. I
mean, he looked at it and he was just like,
“You know, this isn’t going to work.” And
I was just like, “Aw, shit. I thought I could
do this, but I guess I can’t.” So I said, “So,
what do we do?” And it was just this
moment in my life, it was like, “I really,
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