Experimental Music: Cage and Beyond
is an eye-witness account of the
essentially Anglo-American post-war
musical tradition loosely associated with
the music and ideas of John Cage. First
published in 1974, it has remained the
classic text on the radical compositional
alternative to the mainstream avant
garde as represented by Boulez, Berio
and Stockhausen.

This reissue of Nyman's original text
celebrates the fact that 25 years later
we can see how far the challenging
concepts of this once marginalised
musical culture have influenced our
thinking and changed the musical
repertoire. Many composers who now
command large audiences - such as
Reich or Glass - can trace their roots to
this experimental tradition.

“What impresses me is not just the amount
of information but also the sensitivity to the
‘real thrust’ of what the particular pieces
and compasers were really about, That was
the part no one else could have come near
to. It will become the standard work on the
period without a doubt.’

Steve Reich in 1975
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This series offers a wide perspective on music and musicalt lifein
the twentieth century. Books included range from historical and
bicgraphical studies concentrating particularly on the context and
circumstances in which composers were writing, to analytical and
critical studies concerned with the nature of musical ianguage
and questions of compositional process. The importance given to
contextwill also be reflected in studies dealing with, for example,
the patronage, publishing, and promotion of new music, and in
accounts of the musical life of particular countries.
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Credits

The publishers of the Experimental Music Catalogue (London.}. were
generous in allowing me to quote from their scores in the firstedition of
this hook. The Catalogue has ceased to function and the archives are
now housed at the British Music Information Centre, Yo Stratford Place,
London Wr.

I am grateful to the following composers, fitst published by the
Catalogue, for permission to reproduce from their waorks in the second

edition:

Christopher Hobbs, Hugh Shrapnel, Takehisa Kosugi, Gavin Bryars,
Christian Wolff, Tom DPhillips, Michael Chant, Michael Parsons,
Howard Skempton, David Jackman, Frederic Rzewski, Jorn White, and
the Estates of Cornelius Cardew, Tetry jernings, Luigi Russolo.

Works published elsewhere are quoted by permission of copyright
holders as folows:

John Cage 4'33”, Edition Peters No. 67772 © 1960 by Henmar Press Inc.,
New York; John Cage Water Walk, Edition Peters No. 6771 © 1960 by
Henmar Press Inc., New York; john Cage Concert for Piane and Orchestra,
Edition Peters No. 6705 ® 1960 by Henmar Press Inc., New York; John
Cage Senata [f from Sonatas and Interiudes, Edition Peters No. 6755' @160
by Henmar Press Inc., New York; Jokn Cage table of preparations for
Sonatas and Interdlades, Edition Peters No. 6755 ® 1960 by Henmar Press
Inc. New York; Morton Feldman Intersection 3, Edition Peters No. 6915
@ by C. E. Peters Corporation; Christian Wolff For 1, 2, ot 3 People,
Edition Peters No. 6822 © by C. F. Peters Corporation. All reproduced by
permission of Peters Edition Limited, Londen.

Philip Glass 1 + 1 (1968) and Music in Fifths (£96g), reproduced f?y
permission of Chester Music Ltd on behaif of Dunvagen Music
Publishers, Inc.

Gavin Bryars Jesus’ Blood Never Failed Me Yet ® 19g6 Schott & Co. Ld,

London. Reproduced by permission.

Steve Reich Pendutum Music, Phase Patterns, Four Organs ® 1980 by Universal
Edition, London, Lid. Reproduced by permission.

Towards (a definition of)
experimental music

Objections are sometimes made by composers to the use of the term
“experimental as descriptive of their works, for it is claimed that any experiments
that are made precede the steps that are finally taken with determination,
and that this determination is knowing, having, in fact, 2 particular, if
unconventional, ordering of the elements used in view. These objections are
clearly justifiable, but only where, 2s among contemporary evidences in serial
imusic, it remains 2 question of making a thing upon which attention is
tocused. Where, on the other hand, atention maves towards the observation
and audition of many things at once, including those that are environmental
~becomes, thatis, inclusive rather than exclusive - no question of making,
in the sense of forming understandable structures, can arise {one is 2 tourist},
and here the word *experimental’ is apt, providing it is understood not as
descriptve of an act to be later judged in terms of success and failure, but
simply as of an act the outcome of which is unknows. What has been

determined? john Cage {1955)

When a composer feels 2 responsibility to make, rather than accept, he
eliminates from the area of possibility ali those events that do not suggest

this at that point in time vogue for profundity. For he takes himself seriously,
wishes to be considered great, and he thereby diminishes his love and increases
his fear and concern about what people will think. There are many serious
problems confranting such an individual. He must do it better, more
irnpressively, more beautifully, etc. thar arybody else. And what, precisely,
does this, this beautiful profound object, this masterpiece, have to do with Life?
It has this to do with Life: that it is separate from it. Now we see it and now we
don’t. When we see it we feel better, and when we ate away from it, we don't
feel so good. John Cage {published in 1959, written in 1952)
For living eakes place each instant and that instant is always changing. The
wisest thing to do is to open one’s ears immediately and hear a sound suddeaiy
before one’s thinking has a chance to turn it into something logical, abstract or
symbolical. John Cage {1952)

In this opening chapter i shall make an attempt to isolate and identify
what experimeatal music is, and what distinguishes it from the music of
such avant-garde composers as Boulez, Kagel, Xenakis, Birtwistle, Berio,
Stockhausen, Bussotti, which is conceived and executed along the well-
trodden but sanctified path of the post-Renaissance tradition.* Since,

* For obvious reasons [ have deliberately chosen to concentzate on she differences between
the experimental 2nd the avant-garde. interestingly enough Morton Feldman’s professed
independence of both experimental and avant-garde stzadpoints (as T will shaw,
Feldman’s music is experimental 2s  define it} leads him to these recent conclusions:
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as the Chinese proverh has it, ‘One showing is worth a hundred sayings'
I propose to take a practical instance — Cage’s 433" - dating from the
same inauguration pericd of experimental music as the three state-
ments quoted above, and useitas a pointofreference. Lhave selecred the
so-catled silent piece not because it is notorious (and mis-understood)
but simply because it is the most empty of its kind and thetefore for my
purposes the most full of possibilities. It is also — certainly for Cage -2
work that has outlived its usefislness, having been overtaken by the
revolution it helped to bring about. {1 no longer need the silent piece’

“Cage said in an interview in 1966.) I shalt build the discussion around
Cage’s questioning of the traditional unities of composing, performing
and listening: ‘Composing’s one thing, performing’s another, listening’s
2 third. What can they have to do with one anothet?’ In normal circam-
stances it might seem puzzling to make this separation, buteven at such
an early point in the history of experimental music 4'33" demonstrates
very cleatly what composition, realization and 2udition may or may not
have to do with one another.

The distinctions between the experimental and the avant-garde

ultimately depend on purely musical considerations. But as Cage’s
statements show it would be foolish to try and separate sound from
the aesthetic, conceptual, philosophical and ethical considerations that
the music enshrines. As Alan Watts wrote of the difficuldes for the
western mind in understanding Chinese philosophy, ‘the problem is to
appreciate differences in the basic premises of thought and in the very
methods of thinking.' And Boulez was aware of such differences:
‘Nothing is based on the “masterpiece”, on the closed cycle, on passive
contemplation, on purely aesthetic enjoyment. Music is 2 way of being
in the world, becomes an integral part of existence, is inseparably con-
nected with it it is 2n ethical category, no longer merely an aesthetic

one.’ Boulez was in fact comparing ron-western ethnic traditions to the.
western art music tradition, but his statement nonetheless expresses

the position of experimental music very clearly.

What music thapsodizes in today’s ‘cool’ language, is its OWn consttuction. The fact thsat
men like Boutez and Cage represent opposite extremes of modern methodelogy is not
whatis | ing. Whatis iz ing is theirsi ity. In the music of both mez,
things are exactly what they are - no more, 0o less. In the music of both men, what is
heard is indistinguishable from its process. In fact, process itself might be called the

Zeitgeist of our age. The duality of precise means creating indeterminate emotions is BoW

associated only with the past,

And for the newly-awakened political constiousness of Cornelies Cardew 2nd Joha
Titbury - which now teads thern to denounce their past attitudes and activities expressedin
this book — overriding sinularities reside in the elitist, individualistic, bovgeois cpwre
which has spawned both the experimental and the avant-garde.

Towards {a definition of ) experimental music

£ John Cage's 4733

TACET

TKRIAT

ROTE: The title of this work 1z the total Jength in mimsbos and
seconds of itc performance. At Woodstock, H,Y., August 23, 1957
the tithe was 41 Z30 and the three parts were 3I7, BT 400, and 1:
20", It wam porformed by David Twdor, planfst, win indicated the
bepginninge of parts by closing, the andings B opening, ihe key-
board 14d. iowaver, the work owy be perforaed by amy instnment-
i}ist or coabination of inrtrumertalists and lset ary looprth of
ne.

POR IFWIH KRN JHT LAGE

Composing
_Noution

The scorehof 4’33" presents, by means of the roman aumerals 1, If and
ITi, a three-movement work; each movement is marked “TACET’. A
footnote (the only actual ‘note’ in Cage’s score!) indicates that at the first
(and most talked-about) performance David Tudor chose to take four
minutes and thirty seconds over the three sections. Since ‘TACET' is the
word used in western music to teli a player to remain silent during a
movement, the performer is asked to make no sounds; but— as the note
makes clear — for any length of time, on any instrument.

As notation, then, 4'33” is early evidence of the radical shift in
the methods and functions of notation that experimental music has
breught about. A score may no longer ‘represent’ sounds by means of

3
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the specialized symbols we call musical notation, symbols which are
read by the performer who does his best to ‘reproduce’ as accurate[y
as poss:b!e%unds the composer ‘mitialty ‘heard” and ‘then stored,

‘Edgard Vardse once drew attention to some of the disadvantages of the
mechanics of traditional notation: with music ‘played by a human being
you have to impese a musical thought through notation, then, usually
snuch later, the player has to prepare himselfin various ways to produce
what will - one hopes — emerge as thatsound.’ 4'33” is one of the firstin
2 long line of compositions by Cage and others in which something
othet than a ‘musical thought' {by which Varése meant a pattern of
sounds} is imposed through notation. Cornelius Cardew wrote in 1963:
‘A composer who hears sounds will try to find 2 notation for sounds.
One who has ideas will find one that expresses his ideas, Jeaving their
interpretation free, in confidence that his ideas have been accutately and

concisely notated.’

Processes

Experimental composers are by and farge not concerned with prescrib-
ing a defined time-cbject whose materials, structuring and relationships
are caleulated and arranged in advance, but are more excited by the
prospect of cudining a sifuation in which sounds may occur, a pracess
of generating action {sounding or otherwise}, a field delineated by
certain compositional ‘rules’. The composer may, for instance, present
the performer with the means of making calculations to determine
the nature, timing or spacing of sounds. He may call on the performer
to make split-second decisiens in the moment of performance. He
may indicate the temporal areas in which a2 number of sounds may be
placed. Sometimes 2 composer will specify situations to be arranged
or encountered before sounds may be made or heard; at other times
he may indicate the number and general quality of the sounds and
allow the performers to proceed through them at their own pace. Ot
he may invent, or ask the performer to iavent, particular instruments
or electronic systems.

Experimental composers have evolved a vast number of processes
to bring about ‘acts the outcome of which are unknown’ (Cage). ‘The

extent to which they are unknown fand to whom) is variable and
depends on the specific process in question. Processes may range from
a minimum of organization to a minimum of atbitrariness, proposing-

different relationships between chance and choice, presenting differ-
ent kinds of options and obligations. The following list is of necessity
only partial because any attempt to classify a phenomenon as unclassifi-
able and (often} elusive as experimental music must be partial, though

most processes conform to what George Brecht termed ‘The Irrelevant

Process’ (espectally if ‘selection’ is taken to inchude ‘arrangement’):

Towazds (a definition of } experimental music

2 Christopher Hobbs's
Voicepiece

VOICEPIECE

Voscepiece is for any number of vocalists {not necessarily traimed singers), and lasts for any
length of time. Each performer makes his own part, Following the instructions below. It may
be [ound desirable to amplify the vocal noises, since it is difficull to vary the amplitude of
these predominantly quiet sounds. Any of the other sounds may be amplified. Laudspeakers
should be plazed arcund and among the audience The performers should sit in the
gudi(orium. and may move around [reely during the performance. The plece may take place
in darkness, in which case each performer will need 2 small torch by which to read his part,

Determination of Events

Open a Lelephane directory at random, and begin reading at the top of the left-hand page.
Read oniy the last four fiures of each number. Exch set of four figures constitutes one
svent, As many sets are read as will provide a programme of actions to £l the time available
for the perfarmance. Read down the page, omitting no numbers.

Interpretation of the Numbers

The first of the four figures in a set refers 1o various types of sound production, acrording
ta the foitowing system:;

. Figure 1 inldir:ates singing, with words. The words may be in any language, and any
dialect. Use any literature from which to obtain texts, except these instructions. Do not in
IRVENT YOUf OWN text. The literature, and thus the lanquage, ete. may be changed any
number of times during the course of a perfarmance but such changes showld be made
between, not during events,

Figure 2 indicates singing, without words. The note(s} may be sung to any sound
provided that the mouth is open for their production,

Figure 3 indicates humming {mouth closed).

Figure 4 indicates whistling, If you cannot whistle use instead any one vocal noise
ather than described in figures 6.8,

Figure S indicates spesch. The remarks in figure 1 apply here also. Very quiet speech
may I:el interpreted as whispering, very loud speech as shouting (see below)

Figures 6. 7 and 8 indicate vocal noises, produced with lips, throat and tonque -
respectiveiy.

Figure ¥ indicates a voca! noise produced by any means other than those described
above, eq. with the cheeks.

Figure © indicates any vocsl sound not included in the above categories, eg, screaming.

The second of the four fiqures in 2 set refers to the duration of the svent. 0 is very short

9 is very long. The other numbers represent roughly equai gradations between thase '
extremes, Esch event may contain any number of sounds of any duration, depending on the
overall duration of the event, The sounds may be made at any point within the event, with
or withowt Slence pr ling andfor ding any sound.

The thirg figure of the set refers to pitch and amplitude. O is very low/very quist, 9 is very
hightvery loud. Both these characteristics apply only in & general way to the event. Wot 2l
the sounds in an event need be very high and very loud or whatever.

Pitch and amplitude will 2pply in different degraes r.o the varigus spunds. It categories
1.4, pitch is the primary i ton, and, in g plitude will foliow on from it
it is, for example, very difficult for an untrained singer to produce extreme low sounds at
anything other than 2 very low ampliiude. In categeries 59, amplitude & more sasily vared,
sspecially if amplification is available, and pitch shouid be left to take care of itself

The fourth figure of the set refers to silence after an event. 0 is no silence, § isa very short
paise, and 50 on. 3 represents i very long silence.

Cretober 1967

‘In general, bias in the selection of elements for a chance-image can
be avoided by using 2 method of sclection of those elements which is
independent of the characteristics of interest in the elements them-

selves, The method should preferably give an irreguiar and unforeseen
pattern of selection.’
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i CHANCE DETERMINATION PROCESSES

These were first used by Cage who still faveurs them - the I Ching
(the ancient Chinese Book of Oracles) used to answer questions about
the articulation of his material {Music of Changes, 1951, Mureau, 197:);
observation of the imperfections on paper {Music for Piano, 1952—-6); the
random overlaying of shapes printed on perspex and readings taken to
make various determinations {(Varistions i-iif and VI, 1958-67); a star
map (Atlas Ecipticalis, 19612} and the computer (HPSCHB, 196g}. Other
composers have also used this type of chance process: raanber
tzbles or the telephone directory are to be used in La Monte Young's DPo¢m
.{19(}0], and in Christopher Hobbs’ Voicepiece (1g67) random techmques
are used to produce 2 programme of vocal action for each individual pez pet-
formet. George Brecht uses shuffied cards in Card Piece Jor Voices (1959)
as does Cage in Theatre Piece (1g60). The importance of Cage’s ehance
_methods of the early 50s, according to Dick Higgins, lay in the placing
" of the “materia! at one remove from the composer by allowing it 1o be
determined by a system he determined. And the real innovation lies in
the emphasis on the creation of a system' {or process).

* PEOPLE PRCCESSES

These are ptocesses which aliow the performers to move through given
or suggested material, each at his own speed. Morton Feldman was
certainly the first to use this procedure in Piece for Four Pianos 1957}
Cardew uses it in all seven paragraphs of The Great Learning (1968—71).
it could of course be used to establish the determinations of chance
processes, One particular form of this process, where each person reads
the same notation, has been described by Michael Parsons:

The idea of one and the same activity being done simultanecusly by 2 rumber
of people, so that everyone does it stightly differently, ‘unity’ becoming
‘multiplicity’, gives one a very economical form of notation — it is only
necessary to specify one procedure and the variety comes from the way everyone
does it differently. This is 2n example of making use of ‘hidden resources’ in
the sense of natural individual differences (rather than talents or abilities}
which is completely neglected in classical concert music, though not ia folk
music,

Differences of ability account for the {possible) eventuality of players

getting lost in Frederic Rzewski’s Les Moutons de Panurge (1969} {once you're
lost you're encouraged to stay lost) and the {probable) deviations from the

written letter of the classics by the members of the Portsmouth Sinfonia.

3 CONTEXTUAL PROCESSES

These are concerned with actions dependent on unpredictable condi-
tions and on variables which arise from within the musical continuity.

Towards (2 definition of ) expetimental music

3 Paragraph 7 of
Cornelius Cardew's
The Great Learnting
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The selection of new pitches in The Great Leamning Paragraph 7 is an
example of this process, originated by Christian Wolff whose music
presents a comprehensive repertoire of contextual systems. One of the
‘movements’ of Burdotks (19703, for instance, is for an orchestra made
up of at least fifteen players, each of whom chooses one to three
sounds, fairly quiet. Using one of these each time, you have to play as
simultaneously as possible with the next sound of the player nearest
to you; then with the next sound of the next nearest player; then with
the next nearest after him, and so forth untii you have played with ali
the other players {in your ozchestra, or if so determined beforehand,
with all players present}, ending with the player farthest away from
you. Rzewski's ‘improvisation plar’ for Spacecraft (1908) also perhaps
falls into this categoty, as do the last two paragraphs of Cardew’s The

Great Learning, and (in an entirely different way) Alvin Lucier's Vespers
{zg68).
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4 Hugh Shrapnel's
Cantation [ for piano. The
first figure is played by the
left hard; after a while the
second figure is added
with the right baad, then
the third figure with the
teft hand, and so on all
through the piece, so that
the frst note of the new
figure coincides with the
fiest note of the existing
figure to start with. The
tempo is strictly
maintained throughout;
dynamics are [oud 2rd
duration between fifteen
and thirty minutes.
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4 REPETITION PROCESSES

These use extended repetition as the sole means of generating movementi
— as, for example, in John White’s Machines, in the ‘gradual process
music’ of Steve Reich, Terry Riley’s Keyboard Studies, or 2 piece like Hugh'
Shrapnel’s Cantation [ (1970). Riley’s In € (1967) and Paragraph 2 of
Cardew’s ‘The Great Learning use repetition within 2 ‘people’ pmcess
{ot vice versa). In repetition processes the *‘unforeseen’ may arise (pau}
Feldman) through many different factors, even though the process may,;
from the point of view of structure, be totally foreseen.

5 ELECTRONIC PROCESSES

These take many forms and are dealt with at length in Chapter 5. A:
straightforward example is David Behrman’s Runthirough (1970} This
asks only for a particular electronic set-up consisting of generators
and modulators with dials and switches and a photocell d:sl:nbutor
which three or four people use for improvisation, Behrman writes tha!
‘because there is neither a score nor disections, any sound which resuits

Towards (a definition of ) experimental music

from any combination of the switch and }ight positioning remains part
of the “piece”. {Whatever you do with 2 surfboard in the surf remains
a partof surfboarding.y’

The Unique Moment

Processes throw up momentary configurations which have no sooner
happened than they are past: the experimental composer is interested
not in the uniqueness of permanence but in the uniqueness of the moment.
This is a concept which is clearly expressed in Jung’s statement about
the [ Ching:

The acteal moment under actuat observation appears to the ancient Chinese
view mote of 2 chance hit than 2 clearly defined result of concurring causal
chain processes. The mateer of interest seems to be the configuration formed
by chance events in the moment of observarion, and not at all the hypothetical
reasons that seemingly account for the coincidence. While the Western mind
carefully sifts, weighs, selects, classifies, isolates, the Chinese picrure of the
moment ercompasses everything down to the minutest nonsensical detail,
because all of the ingredients make op the observed moment,

By contrast the avant-garde composer wants to freeze the moment, to
make its uniqueness un-natural, 2 jealously guarded possession. Thus
Stackhausen (1956):

A sound which results from 2 cerszin mode of structure has no relevance
outside the particular composition for which it is intended. For this reason the
same ‘prepared’ element, the samre sound or the same *object” can never be
utilized in different compositions, znd al} the sounds which have been created
according to the structural pattern of one composition are destroyed when the
composition is completed.

And one finds Boulez, seemingly disconcerted by the impermanence of
his sounds, constantly ying to fix them with ever greater precision
by obsessive revising, refining and reworking, in the hope of sculpting
his sounds into more permanent finality. This attitude is hallowed by
tradition, as is shown by Webern’s approval of ‘the way Beethoven
worked and worked at the main theme of the first movement of the
“Eroica” until it achieved a degree of graspability comparable to a
sentence of “Our Father”’,

Identity

The identity of a composition is of paramount importance to Boulez
and Stockhausen, as t¢ all composers of the post-Renaissance tradition.
But identity takes on a very different significance for the more open
experimental work, where indeterminacy in performance guarantees that
two versions of the same piece will have virtually no perceptible musical
facts' in common. With 2 score like Cardew’s Treatise (1963-6) aural
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tecognizability is both impossible and irrelevant since the (non-musical)
graphic symbols it contains have no meanings attached to them but
‘are to be interpreted ip the context of their role in the whole'. The
petformer may choose to realize for example, as a circle, some sort
of circular sound, movement er gesture; but it is more likely that he
will interpret it in 2 ‘non-representational’ way by 2 melody, or silence,
or counting, ot turaing off the lghts, or ning in to 2 radio signal,
or whatever. Each performer is invited by the absence of rules to make
personal correlations of sight to sound, These will naturally change from
one performance to another, whose time scale will be totally diﬂ'er.j:n:.
What price identity here with a scove which is in no way a compendinm
or reduction of ali possible realizations?

As regards the relationship between one performance and another
Cage wrote in 1958:

A performance of 2 composition which Is indeterminate of its performanceis
necessarily unigue, It cannot be repeated. When performed fora second fime,
the outeome is other than it was, Nothing therefore is accomplished by sucha
performance, since that performance cannot be grasped as an object in time.

Recordings of the most open processes are also misleading. Both Cage
and Cardew have drawn attention to this. Talking of a composition
which is indeterminate of its performance, Cage says that a recording of
such 2 work ‘has no more value than a postcard; it provides a knowledgel-
of something that happened, whereas the action was a non-knowledge
of something that had not yet happened.’ Cardew is concerned about
the practical problem of reproducing improvisation where documents’
such as tape recordings are essentially empiy; they preserve cbleﬁy
the form that semething took, give at best an indistince hint as to the;
feeling, and cannot of course convey any sense of time and place. From
his experience with AMM he found that it is impossible to record with
any fidelity 2 kind of music that is actually derived from the room in
which it is taking place — its size, shape, acoustical properties, even the
view from the window, since what a recording produces is a separate.
phenomenon, something really much stranger than the playing itself-
“What we hear on tape or disc is indeed the same playing but divorced”
from its natural context.”

Difficulties also arise when one tries to explain the most open proy
cesses. A description of a particular performance may tell you little of
its musical concepts, and a description of the score may tell you wo
much about possible interpretations to be of any use. With Cage" s
Cariridge Music, Behrman’s Runthrough or Lucier’s Vespers the dlﬂ:l(‘{llﬂes
are less obvicus because the type of sound in any one version will be
recognizably similar to that of another {though a lot of other aspecis
will be different). But separate performances of Cage's Fontara Mix (1958}
or of Cazdew's Treatise may exhibit no family likencsses, Cage's own

Towards (a definition of } experimental music

tape collage versions (available on record ironicaily) are only versions,
momentary isolations or interruptions of an unrestricted process; they
in no way constitute the identity of the process called Fontana Mix.

433" raises similar questions. Since its first and most famous per-
formance was given by a pianist (David Tudor) it is thought of as a piece
for piano. But the score does not specify a particular instrument, and
strictly speaking 433" is not a piece for any instrument, but rather 2 piece
by meens of any instrument. Reference to the score will show that the
actions David Tudor chose for his realization in the Maverick Concert
Hail, Woadstock, New York on 29 August 1952 would only mistakenly
be considered as the identity of the piece. Literary, art and music critics
who use the silent piece as an aesthetic bargaining counter have shown
listle interest in the rezsons why Tudor did what he did and in whether
what he did is more, or less, important than the fact of doingit.

At the first performance Tudor, seated in the normal fashion on a
stool in frent of the piano, did nothing more nor less than silently close
the keyboard lid at the beginning of, and raise it at the end of each time
pericd. The score had not of course explicitly asked him to make these —
or any — actions, but they were implied because some means or other
had to be devised to observe the three time lengths without causing to be
keard any sounds notspecified by the composer.

Time

The attitude towards time expressed by 433" had its origins in the
rhythmic structeres that Cage worked with in the thirties and forties
{see Chapter 2) and it became the basis of all Cage’s music which
involves the measurement {exact or approximate) of time, This attitude
was of such fundamental importance to experimental music that Robert
Ashley could state with certainty {in 1961):

Cage’s influenice on contemporary music, on ‘musicians’ is such that the eatire
metaphor of music could change to such an extent that - time being uppermost
as a definition of music - the ultimate result would be 2 music that wouldn't
necessarily involve anything but the presence of people . . . Itseems to me that
the most radical redefinition of music that I could think of would be one that
defines ‘music’ without reference to sound.

Time may initially be nothing more tharn a frame to be filled. 'Form is the
length of programmed time’ declared Christian Wolff, a statement Cage
explains more fully in his comment on Wolff*s Buo [f for Pianists (1g58):

The ending, and the beginning, will be determined in performance, not by the
exigencies interior to tite action but by circumstances of the concert oceasion.
Ifthe other pieces on the programme take forty-five minutes of time and fifieen
minutes more are required to bring the programme to 2 proper length, Dus Il for
Bianists may be fifteen minutes Jong. Where only five minutes are available, it
will be five minutes long.
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5 Steve Reich's Pendulum
Music

i2

Neediess to say this has nothing to do with parial or incompiete
petformances: processes are by definidon always in motion and can be
equally weli expressed in two minutes or twenty-four hours. ‘Beginnings
and ends are not points on a line but limits of a piece’s material . . .
which may be touched at any time during the piece. The boundaries of
the piece are expressed, not at moments of time which mark a succes-
sion, but as margins of a spatial projecdon of the total sound structure,!
{Christian Wolff). And since the experimental composer is not dealing
in artefacts, the elaborate ime-structures erected by Stockhausen, for
exampie, are unnecessary: primary time-calculations may be very simple
and direct.

One can distinguish a number of methods of releasing time in experi-
mental music. A time frame may be chosen at random and then flled
with sounds. Or temporal determinations may be made by some method
or other and then measured according to any time units whatsoever,
from the shortest possible to the jongest possible. For Cage’s Atlas
Exlipticalis or La Monte Young's Poem (to name but two} ‘the duration may
be anything from no time 1¢ any time’, The work may last the duration
of a natural event or process — the time it takes birthday eake candles to
burn out {George Brecht’s Candle Diece for Radios} or the time it takes
for swung microphones to come to rest {Steve Reich’s Pendulum Music}.
Or the duration may be determined simply by the time it takes to work
through the given material In some pieces (such as Reich's Phase Pattems,
Gavin Bryars' Jesus’ Blood Never Failed Me Yet or Christopher Hobbs’s

PENDULUM MUSKC

FOR MICROPHONES, RMPLIFIERS, SPERKERS AND PERFORMERS
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6 Terzy Riley's InC, the
first 35 of 53 figures
[not the composer’s MS).

The .Remorseless Lamb) the working-through may be similar to that of
.tradftlona! music but in Paragraphs 2, 6 or 7 of The Great Learning, or
in Riley's In €, where each performer moves through at his own speed,

the duration of the piece is dependent on the inner workings of the
process.

Batany temporal decision made before a performance is transcended
by the experience of time as it actually does pass, for, paradoxically
the sounds flow free of any formalistic restraint. The audience may sz;
Tudor dividing the available time into three in his version of 4"33” but
this may not divide their listering into three periods. And in works
such as Cartridge Music where the temporal measurements may have to
fio with perceptible things like turning amplifiers on and off, this, too
is an infiependem, external programme, which may have no audible,:
connection with the nature of the sounds themselves,

' As an example of howa ‘working-through’ notation is experienced as
time, there is the story that Dick Higgins tells of a performance of 2 piece
by George Brecht given by Cage’s class at the New School for Social
Research around 1958. Each performer had to do two different things
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onece only, and Cage suggested that they shoEﬂd do them i? the dar::
s0 that they could not tell, visually, when the ?;ece was over. ‘The ro::s:;i t
was extraordinary,” says Higgins, ‘both for its own sake and for the
extraordinary intensity that appeared in waves, 2s we wondered wi;et:e::
the piece was over or not, what the next thing to happer wou he;i
Afterwards the performets were asked how long they thougift they ha
been in the dark; guesses ranged from four to twenty-.Fcur mmutt?s: t%le
actual duration had been nine minutes. Perhaps this kind of' expt:nent‘la[
time was what was ip Feldman's mind when he spokfz of working with
“Time in its unstrictured existence . . . how 'fii‘%le etus’ts before we put
our paws on it . . . cur minds, our imagination, into it.

Performing

Experimental music thus engages the perfom‘}er at many stages before,

above and beyond those at which he is active in sor.ne fo‘rr?:s of westem

music. it involves his intelligence, bis initative, h.1s opinions and pre-

judices, his experience, his taste and his sensibility in a‘way thatro ot}.1er

form of music does, and his conwibution to the musical coiia?c)fation

which the composer initiates is obviously indispensable. For while it may

be possible to view some experimental scores only as con‘cepts, they a:j,"
self-evidently {specific or general}, directives for (specific or general)

action. Experimental music has, for the performer, effected the feve:se
of Duchamp’s revolution in the visual arts. Duchamp once sjazd that
‘the point was to forget with my hend . . . I wanted to put {}8111{!!!8'.(;1:106
again at the setvice of my mind.’ The he.ad has alway_s been the gui ﬁi:l;lg
principle of Western music, and experimental music has suc:iess ):
taught performers to remember with their hands, to produce an expen.
ence sounds physiologically.

Tasks

The freedom of action that experimental scores give ma.ly be to san;;
extent an illusion. [r Lucier’s Vespers echo-locating devices are wb 3
freely adjusted by the performers to produce the best results from what

they hear feeding back from the particular environment that is being:

explored. But Lucier tells the petrformers that ‘any situat%ons., that al.?ii;if
from personal preferences based on ideas of texture, dc?nswy, improvis y
tons or composition that do not directly serve to amculaFe Fhe soun
personality of the environment should be considered deviaticns from
echo-iocation.’
th?zss:i{;iiﬁcance of Lucier’s instructions ext(?nds beyond Vespers Ii'or t;ef
very specihcally demands two conditi.ons which explode a number
myths surrounding experimental music.

Towards (a definition of ) experimental music

People tend to think that since, within the limits set by the com-
poser, anything may happen, the resulting music will therefore be
unconsidered, haphazard or careless. The attimide that experimental
music breeds amongst its best performers/composezs{listeners is not
what Cage called ‘carelessness as to the resule’ but involvement and
responsibility of a kind rarely encountered in other music. What degree
of ‘carelessness’, how much ‘self-expression’ (self-discovery is guite
another matter} is ene to find in this account by joha Tiibury of a per-
formance he gave of Takehisa Kosugi’s Anima 7 (1064), 2 work which
conisists of performing any action as slowly as possible?

The trouble with playing the piano is that once you have made the action to
produce the sound, the sound tends to free itself of your control. The performer
Is concerned primarily then with the action, not with the result; ifindeed the
two are separabie. This problem of defining where the performance of a sound
begins and ends is perfectly exemplified in Kosugt's piece. In a Loadon
performance [ast year { decided to perform the action to produce B fat on the
piano as slowly as possible. Several problems presented themselves, the most
taxing of which were how, where, and when to begin, and atwhat point to end.
By using this slow-modon procedure a simple reflex action murns into an
inhibiting dilemma. For example, was it possibie to perform the action to
praduce the sound without performing the sound? If I sounded the B Bat,
would not that be an ‘excess'? Does the action begin when my handis at rest
on my leg, or from the moment | approach or sit at the piano? in fact, § began
according to 2 stop watch, 2 solution I suspect Kosugi would have a pproved of.

The crucial word in Lucier's instructions for Vespers is task. For each
experimental composition presents the performer with a task or series of
tasks which extend and re-define the rraditional ¢and avant-garde) per-
formance sequence of reading-comprehension-preparation-production.

David Tudor’s task in 4"33” was merely to indicate the prescribed lengths
of silence,

Unpredictable difficulties encountered in performance

Apparently routine tasks may have an alarming tendency to breed random
variables which call for a heroic (unsung, unnoticed) virtuosity on the
part of the performer. The difficuities may be of his own making, as in
Titbury's case, because he chose to consider the ramifications of Kosugi’s
quite unobscure directive in relation to the act of performance. Byt the
problems may develop and pile up uncentrollably during the perform-
ance of an activity which on the surface seems to be mere routine,
Cardew’s perceptive consideration of the implications of the words
‘as possible’ as applied to ‘uniformity and regularity’ in La Monte Young's
X {any integer) for Henry Flynt, an unnotated piece of the early sixties, in
which a heavy sound (such as a cluster) is to be repeated as uniformly,
as regularly, and as loudly as possible a relatively large number of
dimes, shows his awareness of the nature of this problem (just as the
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demands made on each indjvidual performer in his Schogitime Special
provide a strong, programmed antidote to automatic or casual playing
in z totally different situation). He enquires as to what is the model for
uniformity. The first sound? Or does each sound become the model for
the one succeeding it? If the former, the first sound has to be fxed
in the mind as a mental idea which al! the remaining sounds are to
approach as closely as possible. Ifthe Eatter method is chosen, constant
care has to be taken to assimilate the various accidental variations as
they occur. Cardew points out thas David Tudor approached the piece in
this way and on noticing that eertain keys in the centre of the keyboard
were not being depressed he made it his task to ensure that these
particular keys continued o be silent. This task of assimilating and
maintainiag accidental variations, if logicatly pursued, requires super-
human powers of concentration and technique. Bur, he s4ys, it must be
remembered thatalthough uniformity is demanded (as far as possiblen,
what is desired is variation. ‘It ig simply this: the variation that is
desired is that which results from the human (not superhumany) attempt
atuniformity.’

Similarly chance procedures have 80 strong an ethical value for
Cage that they are seen not simply as generators (or disorganizers) of
sounds, but as quasi-natural forces whose results are accepted totaily
and unquestioningly, withoat any adjustment being made. But complete
acceptance of the resuits may make the task of the performer (in this
case, Cage’s Water Walk of 1g59) an unexpectedly difficuit one:

And then ! made lists of actions that 1 was willing to involve myselfin. Then
through the intersection of those curved lines and the straight line (ghe
materials of Fontona Mix) § could see within what amount of time | had, for
instance, to putaroseina bathtub, if that came up. Ifat the same time playing
2 particular note - or nota particelzr note— on the piano came up, those two
things kad to get done within the sae allotted.  ended up with six parts which
Ethen rehearsed very carefully, over and over again with people watching me
and correcting me, because  had to do i in three minutes. It had may actions

The Game Element

The tasks which the ¢o-ordination processes of Christian Wolff set the
player aze of a different order, For 1, z or 3 People {1964} contains four
symbols which mean: (1} play after a previous sound has begun, hold sl
it stops; (2) start anytime, hold until another sound starts, finish with ity
(3} start at the same time (or as soon a5 you are aware of it) as the next
sound, but stap before it does; (4) start anytime, hold til another sound
starts, continue holding anytime after that sound has stopped. The fact
that notations like these give the players no advance warning led David
Behrman to write:
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The player’s situation might be compared to that of 2 ping'—pong player .
awaiting his opponent's fast serve: he knows w'hat is coming (fhe serve} and
knows what he must do when it comes {return it); but the dewls' ofhow an
when these take place are determined only at the moment of their occurrence.

Dick Higgins coined the term ‘Games of Art’ in connection with certain;
forms of experimental music, and Professor Morse Peckham has written:.

The role of the game player is to present his opporer, wh{‘n may be hlmsc?lf,

as in solitaire ot fishing, with an unpredicted situation which w;l? for:l:e him

to behave in a particular way; while the player faced with such a situation h;s

as his role the task of rearranging the simatio:ll so that the tables are mned.
Playing a game involves continuoys risk-runaing. T‘he mlf:s pIacle lmnts.ontic‘n
what may be done, but more importantly, the.y prcwde'gu:dc s to improvisation
and innovation. Behaviour is aimed at following rules in pzedlctap!e sm{aaon?_;
and interpreting rules in unpredicted ones. Hence, an important mgredient :-dg
game playing consists of arguments about how the rules should be interpreted,

Rules and their (subjective) interpretation

Peckham was writing about games in general, but what he has to say.l."_i
very relevant to the mainly solitaire-type games of ex'perimental muljfc,,
The composer gives the performer freedoms, which may ke g
further than the composer may have envisaged: ‘I think compositiol
is a serious occupation and the onus is on the performer to show th
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composer some of the implications and conseguences of what he has
written, even if from tmc to time it may make him (che composer of
course} look ridiculous. What he writes and whatyou read are two differ-
entthings.’ (John Titbury, 1969) And Cardew reinforces Peckham's final
point about arguments over the rules in one essay in which he submiged
therules (or lack of them} of Morton Reldman's Viane Three Hands to close
analytical scrutiny, and in another calied ‘On the Role of the instructions
in Indeterminate Music’, In this he wrote that very often a performer’s
intuitive response to the notation influences to a large extent his iarer-
pretation of the instructions. He infuences the piece’s identity, in facy,
atthe moment when he first glances at the notation and jumps toa con-
clusion about what the piece is, and what is its nature. Then he arns 1o
the insouctions, which on occasion may explain that certain notations
do not for instance mean what many peopie might at first blush expect,
and these he proceeds to interpret in relation to his preconceptions
deriving from the notztions themselves.

Just as the interpretation of the rules may be taken out of the com-
poser’s hands and become the private concern of the performer, so may
the rules themselves. Some pieces intentionally make explicit che sub-
jectivity which is at the root of 2 large number of experimental scores.
Giuseppe Chiari’s instructions for his Lavore (1965) provide a simple
example: ‘All round the performer are many different things placed
in the most complete disorder. He arranges them in the proper order.
He follows his own idea of what their proper order is.” The conditions
on which Frederic Rzewski's Selfportzait (1964} depends (as distinct
from the decisions to be made in petformance} may arise from qual-
ities of which only the performer is aware. Four types, or origins, of
sound are specified: {1) “interior’ sounds, ‘merely thought or expressed
as vague, introverted, or incomplete actions, e.g. barely audible or
unclear, functioning as silence’; (2} sounds made by the performer’s
body or by objects attached to his body, such as clothing; (3} sounds
made by objects or instruments directly confronted, or mechanically
manipulated, by the performer; (4) sounds of an independent character,
produced by means externai to the performer ot his sphere of musicat
influence,

Not unrelated to this privacy are some of Gavin Bryars® works, espe-
cially a piece actually called Private Music (:969) in whick all activities are
to be private and self-insulated: ‘simply keep your privacy private depriv-
tag others of the possibility of your privacy’. The first of Christopher
Hobbs’ Two Compositions, 21 May 196g requires another subjective pro-
cedure, that of observation: ‘Observe activities in the environment which
are unintentional on your part (silence). Make actions or cause actions
t0 be made, in such 2 way that the activities of the environment seem
intentional and the actions which you make or cause to be made seem
like silence.” in fact, many scores ate equally valid as means of observing
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as of producing sounds or actions. Some of Brecht's event-sCcores catry
such instructions as ‘discover or arrange’ while the small print of Cage's
Variations [ zeads: ‘Some or all of one’s obligations may be performed
through ambient circumstances (environmentai changes) by simply
noticing or responding to them.

The Instrument as Total Configuration

Something else that emerges from Tudor's versior of 433" is the
notion that the use of 2 musical instroment need not be limited by the
boundaries erected by tradition, Experimental music exploits an instru-
ment not simply as a means of making sounds in the accepted fashion,
but as a total configuration — the difference between 'playing the piano’
and the ‘piano as sound source’.
In the past, piano music viewed the keyboard-hammer-string mechan-
ism from the vantage-point of the keyboard alone. {There have been
exceptions, of course — Chopin’s view of the art of pedalling as a ‘sort of
breathing’ and Debussy's desire to ‘forget that the piano has hammers’}
Experimental composers have extended the functions of the basic
mechanism. They have brought about the alteration of timbre by insert-
ing objects between the strings (Cage’s prepared piano} and by applying
various electronic treatments of which the simplest is amplification.
The piano becomes mote than ever before a keyboard-operated per-
cussion instrument. Cage devised the prepared piano as a one-man’
percussion band and Steve Reich describes his Phase Patterns as ‘literally’
drumming on the keyboard’. Alternatively, zuxiliazy objects may be
placed between the keyboard and the performer who activates them to
produce sounds, as in Kosugi’'s Distance; these objects may be viewed
both as extensions of the performer and extensions of the keyboard.
And forget the hammer mechanism, teplace itwith any kind of ‘manual’
operation, and the strings may be activated in any way; they can be hitor
scraped or bowed, with the fingers, hands or any other mechanical aids
- the pianc has become a pure percussion instrument.
Qnce you move to the exterior of the piano you find a number of>
wooden and metal surfaces which can be ‘played”. Again it was Cage,
who pioneered this with the accompaniment to The Wonderful widow of,
Eighteen Springs (1942) which is performed by the percussive action of
the fingertips and knuckles on the closed keyboard lid. When you have'i
realised that the piano does have an outside thena series of extensions Oﬁ
the concept ‘piang’ become possible. The instrument can be seen as jusfi
a large brown, mainly wooden object, on legs with wheels, of a particu-
tar shape, having curious mechanical innards and serving 2s 2 musicai‘_.:
instrument. The inaer mechanism may be completely disregarded (does?
it then cease to be a piano? — any complex object has a number of uses;
most of them only partiaf) so that the piano can be treated as an object.

Towards (a definition of } experimental music

¢ George Brecht's
tncidental Music

INCIDENTAL MUSIC

Five Piang Pieces,
any number playable ively o t fy. In any
order and combination, with one ancther and with othe:r pleces,

1.
Thegiano seatia tilted on its base and brought soresd agai
2 part of the piane. " roaiost

2.

Wooden bigcks.

A single block is placed inside the piana, A Block is placed
upon this block, then a third ppan the second, and so foth
singly, umif &t least goe Block fzlls from the column. '

3.
Photegraphing the piaro sittation.

Three dried peas of beans are diapped, ane after anothe;

, T ome
the keyboard, £ach such ssed remzining on the keyhoard is
Atached Lo the hey or keys nearest [ with 2 single piece of
pressure- senslbive tape.

5.
The planc seat is sultaht $, ard the perf
himsalf, ’ sems

Tomimimt, 14EL. L. S

Yvith surfaces to be hit or painted, have things thrown at, left on, hidden
in, m‘eved about or fed with hay. (Needless to say it is in no'sense a
definition of experimental music that pianos should be used in this way
~ Feldman’s keyboard writing, for instance, has always been every bitas
‘sensitive’ and ‘musical’ as Debussy’s or Webern's,}

Cardew’s Memories of You (1964}, for piano solo, sums up this new
approach te the piano. Its notation consists of a series of miniature
gf'and pizno outlines on or off which tiny circles are placed. Each circle
gives the lecation of a sound relative to a grand piano: the sound begins
andfor ends at that point. Different kinds of circle indicate whetherg the
sounds are to be made at floor jevel, above floor level or both. It is not
s;?eciﬁed whether the sounds are to be made on or with the iaiano or
with other instruments, or whether the sounds should be 'musi;ai’
ot made on or with the environment. Thus the piano becomes 2 kind
of ‘umbrelia’ covering a range of sounding activities whose only direct

connection with the piano may be the fact that they take place with
reference to the ‘plano space’.

Music as Silence, Actdons, Observations —and Sounds

Tudot’s version of 4'33" also showed that the performer is not obliged
to begin from the waditional starting point of causing sounds to be
made 2nd heard by means of 2 musical insttument. For when Tudor
does not need to make sounds to give a musical perfformance; when
Cage declares 'Let the notations refer to what is to be done, not t‘o what
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is heard, orto be heard';* when Ashley refers to time, r‘wz sounds, as the
ruling metaphor of music; and when the stow-motion procec.:lure of
Kosugi’s Anima 7 cotid be applied to any action — then we feahzr? Lh.at
in experimental music sounds no longer have a pre-emptive p‘nority
over not-sounds. Seeing and hearing no longer need to be considered
sepatately, or be combined into ‘music theatre’ as an art-form separate
from, say, instrumental music (as it tends to be with the avant-garde?.
Theatre is all around us, says Cage, and ithas always hung around music
— if only you let your agtention be ‘diswacted’ from the sm.mds: Cage
prefers the sight of the horn player emptying out the spit from his
instrument to the sounds the orchestra is making; you may prefer to
watch Bernstein with the volume control turned down to zero.

Who are the Performers?

Understandably, in view of the kind of tasks set, the extraordinary
range of often demanding musical and pata-musical skills called upon,
experimental music has developed its own breed o.f' performers and
tightly-knit performing groups - Tudor, Rzewski, Tilbury, Cage, Car-
dew, Skempton, Feldman (even), the Sonic Arts Union and the Sf:ratch
Orchestra, o whom experimental music is more than just a ‘kind of
music’ to be performed; rather, a permanent creativity, a way‘of per-
ceiving the world. Significantly only Tilbury and (in the earlier part
of his career) Tudor in this list are strictly performers only; all the OthEI:S
are composers who took up performance — perhaps to protect their
scores from the misunderstandings their very openness may encou'rage,
or because they were attracted by the freedoms they allowed, or simply
because the most direct way of realizing their performance-proposals
was to realize them themselves. And in the same way, some perfo‘rmers,_
seeing how little work the act of composition may involve, have in tul:n
become composers. The work of Rzewski and the Scratch Orchcjstza in
the late sixties went a long way towards channeHing and releasing the
creztivity everybody has within them.

Listening

The third composent of Cage’s compositional ‘trinity’, listening, impiic?s-
the presence of someone invoived in seeing and hearing. But m?Ed this
be ‘the audience’ as we have come to consider it? For experimental
music emphasizes an unprecedented Huidity of compaosetf performet/

* Cage's declaration, consistent with de Kooning's “The past doesn’t inﬂu_e:me me,;
infiuence it,’ gives one a new perspective on old music: the note € ina Mozart plang sona
means ‘hit that piece of ivory there, with that force and for that long.'

Towazds (2 definition of ) experimental music

listener roles, as it breaks away from the standard sender{carrierfreceiver
information structure of other forms of Western music.
In experimental music the perceiver’s role is more and more appro-

priated by the performer — not only in scores like Toshi Ichiyanagi's
Sapporo {1962) which has a sign which tells the player to listen to what
other players are doing, or in music like Christian Wolff*s which needs
2 high degree of listening and concentration. Dick Higgins’ account of
the Brecht performance in the dark at the New School showed that the
task {of performing two actions) bad become less important for the
individual than the perceprual and experiential situation that was brought
about. {This does of course leave room for perceiving to be done by any
‘2udience’ that may happen to be present.) And if the performer’s par-

ticipation is passive, involving observation rather than action, the work

is not invalidated or changed. For Cage at least experimental music is

notcencerned with ‘communication’ as other music is considered to be.

He once said: “We are naive enough to believe that words are the most

efficient form of communication.’ On another occasion he is reported

to have said: ‘Distinguish between that “old” music you speak of which

has to do with orceptions and their communicetion, and this new music,
which has to do with perception and the arousing of it in us. You don’t

have to fear from this new music that something is bad about your liking
your own music.’

A task may have a far greater value for the performer than it has for
the audience. Certain tasks may seem hermetically sealed to the listener,
self-evident games whose rules are not publicly available, mysterious
rites with professionally guarded secrets. For the performer the tasks may
be self-absorbing, or of only private significance, so that the question of
‘projection’ is not part of his concern. Sometimes the materials of the
task are so strong in themselves as to be automatically self-projecting,
as in Ashley’s The Wolfman, Cardew's The Great Learning Paragraph 2,
La Monte Young’s drone music, and in the extravagant actions Cage
and Fluxus composers sometimes chose to busy themselves with. On
occasions where more than one thing is going on at a time {Cage,
Scratch Orchestra) one activity may completely biot eut another, This
was the case when Tilbery was performing Anima 7 within 2 Scratch
Orchestra presentation: did anybedy notice that he was doing what he
was doing? And if someone did notice (suddenly}, was Tiibury’s actvity
made into a different kind of art?

The tasks of experimental music do not generally depend on, and are
not markedly changed by, any response from an audience, aithough the
atmosphere in which these tasks are accomplished may be completely
changed by audience response. Experimental music has, if) nothing else,
at least the virtue of persistence which keeps it going throughout any
uncalled-for reactions it quite often provokes. Hostile tisteners quite
often consider that their protest sounds are just as good as those of the
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performers; John Tilbury pointed out the difference on one s..uclT cc?a-
sion: that whereas the audience’s sounds were uncontrolled, 1r}suncnve
gut-teactions, the performer knew exactly what he was doing, pro-
ducing his sounds with consideration and control. ‘ .
What then is the function of the audience in experimental music?
Does ‘listening’s a third’ in fact leave nothing for the list‘ener to do?
Quite the contrary — the lstener, too, has a far more creanve‘ 31‘1(.11 pro-
ductive role than he had before. This follows from Cage's rejection of

the notion of entertainment as ‘being done to™:

Most people think that when they hear a piece of music, thq.r‘r.e notdoing
anyrhing but that something is being done to them. Now this is not rue,
and we raust arrange our music, We mUSt AITANZE OU AIt, We Must arrange
everything, | believe, so that peaple realize that they themselves aze doing it,
and not that something is being done to them.

Cage is not giving a mandate for audience participation: he isbaiming ?t
the fullest possible engagement of the listener and the testing of his
percepmial fzculdes.

Butwhat then is perceived? Perhaps nothing, as when you are present
ata performance of La Monte Young's Poem when the ch.af: ce procedures
have determined a duration of nic length {‘the composmon. may be any
length, including no length'). Or very little, i you had wlmesse.d t}.xe
first performance of Cage’s Imaginary Landscape No. 4 for 12 radlqs in
1951. This was performed so late at night that very ft’."\-‘if of the specified
wavelengths were stili broadcasting, so that, according to the veteran
composer Henry Cowell, ‘the “instruments” werelanabie' o capt?re

programmes diversified enough to present a really mterestmgl spet.:lﬁc

result.’ Bue Cowell had beer unable to adjust his ears (and his mmc%)_

to the actuality of the new music, which is not 2 music of results. Nor is

the need to be *interesting’ a concern of experimental composers — as zt
is of the avant-garde. Cowell did add: ‘Cage’s own attitude about this,
was one of comparative indifference, since he believes the concept to

be more interesting than the result of any single performance’ - though

he seems to have failed to appreciate the implications of this remark.

Focus

Equally important as regards the reception of experimemial m!.lS.IC 18‘
Cage's concept of *focus’. Focus for Cage is ‘what aspectone’s noucmg’,i_;
focus is Cardew hearing Alan Brett playing a Bach Sarabande at r.h_e to;_ré
of a cliff in Dorset — “from half 2 mile away by the water’s edge I :'den-r
tified the melody quite positively as Holy Night.’ Eocu.s is' the eagm.eer
in charge of Cage’s recording of his Indeterminacy s.wnes in 1g58 Lryli:ii
“to get some kind of balance rather than just letting ti.ze foud sotfned_:
(made by David Tudor} occasionally drown out my voice. 1 explaia

Towards (2 definition of ) experimenta) music

that a comparable visual experience is that of seeing someone across
the street, and then not being able to see him because a truck passes
between you.” Focus is the woman at the Biack Mountain Happening in
1952 asking Cage which is the best seat and being told that they wete all
equally good 'since from every seat you would see something different’.
Focus is listening closely to the gradually changing patterns arising cut
of the repetition process in Steve Reich’s music. Focus is wandering
either physically or perceptually around a Seratch Orchestra mutitiple-
activity presentation, concentrating on a single activity or feature of thae
activity (sharp focus), or listening, from 2 fixed position, to everything
that is going on {soft focus), altowing for all the possible shifts and
gradations of focus in between. Ear Cage, at least, is ‘averse to 2l those
actions that fead toward placing emphasis on the things that happen in
the course of a process’.
Cage’s crucial decentralization of musical and physical space brings
music more into line with painting: ‘Observe that the enjoyment of a
modern painting carries one’s attention not to a centre of interest but
all over the canvas and not following any particular path. Each point on
the canvas may be used as a beginning, continuing, or ending of one's
observation of it," So that if the listener does not have anything done
to him, since the composer has not arranged things so that everything
is done for him, the responsibility for how he hears or sees is placed
firmly on the functioning of his own perception. The listener should be
possessed ideally of an open, free-flowing mind, ca pable of assimilating
in its own way a type of music that does not present 4 set of finalized,
cafculated, pre-focused, projected musical relationships and meanings.
The listener may supply his own meanings if that is what he wants;
or he may leave himself open to taking in any eventuality, bearing in
mind George Brecht’s proviso that any ‘actof imagination or perception
is in itself an arrangement, so there is no avoiding anyone making
arrangements’. Since the listener may not be provided with the strucrural
signposts (of various shapes and sizes, pointing in various directions)
that he is given in other music, everyone has, according to Cage, the
opportunity of ‘structuring the experience differeatly from anybody
else’s in the audience, So the less we structure the occasion and the more
it is like unstzuctured daily life, the greater will be the stimufus to the
structuring faculty of each person in the audience. “If we kave done nothing
then he will have everything to do.”* (My italics)

Music and Life

It is a well-known fact that the silences of 4'33” were not, after all,
silences, since silence is a state which it js physically impossible to
achieve. Cage had proved this to his own satisfaction in 1951 when he
betook himself to Harvard University where, in an anechoic chamber
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— an environment which was as silent as was technologically feasible —
ke nevertheless heard two unavoidable sounds, one high - thfa sounfl of
his nervous system, the other low — the sound of ?is blood f:lrculau?n.
Cage therefore proposed that what we have been 1{1 the }‘aab!t of calling
silence should be called what in reality it is, non-intentional sounds -
that is, sounds not intended or prescribed by the com?oser.

4'33" is a demonstration of the non-existence of silence, of the per-
manent presence of sounds around us, of the fact that they are worthy of
attention, and that for Cage ‘environmental sounds and noises are mf)re
usefis] aesthetically than the sounds produced by the world’§ mnsw.a!
cultures’. 4°33” is not a negation of rusic bur an aﬂ.irmauon of its
omnipresence. Henceforward sounds ¢*for music, like silence, does I}O{
exist’) would get closer to introducing us to Life, rather than Arr, whfch
is something sepatate from Life. This would notbe ‘an aftempt to Prlng
order out of chaos nor to suggest improvements in creation, but simply
away of waking up to thevery life we're living, which is so exct?llent once
one gets one’s mind and one’s desires out of its way and fets it act of itg
own accord’ (politically a highly dangerous attitude). .

Cage wrote this in 1957, and at that time George Brec‘ht come?d the
term ‘chance imagery’, thus placing the artist’s ‘chance images in .the
same conceptual category as natural chance images {the configuration
of meadow grasses, the arrangement of stones on _a brook b.ot:om),“

and rejecting the idea that an artist makes son.lethmg “special and___
beyond the world of ordinary things’. This explains Cage’§ attachme'nt;
to an art which ‘imitates nature in its manner of opera?on’, that lsf;'
the spomtanecus — natura returans, rather than the u?las&ﬁed - rl.utnra
neturate, and it accounts for the emphasis in experimental music on

operational processes, which ensure a music that appears to happen of -

its own accord, unassisted by a master hand, as if thrown up by natual
forces.

Consistent with these ideas is Morse Peckham's statement: ‘A v.-'ork of.
art is any perceptual field which an individual uses as an occasion for:

performing the role of art perceiver,” a definition that correct.iy Ieaves
open the question as to whether the perceptual ﬁel(-i was occasioned by,
somebody else (2 performer} or by the individual himself, and whether;
this field is an Are context or a Life situation.

The Musical Consequences

What then are the musical resultants of the two separate musical-
ideational systems, the experimental and the traditionalfavant-garde?
1will let the protagonists speak as much as possible for themselves.

In an article written in 1958 Stockhausen drew attention to what he
saw as one of the major disadvantages of total serialism:

Towards (a definition of ) experimental music

Lin total serialism io general] all elements had equal rights in the forming
process and constantly renewed ail their characeeristics from one sound to the
next . . . iffrom one sound to the nexr, pitch, duration, timbre and intensity
change, then the music finally becomes static: it changes extremely quickly,
one is constantly traversing the entire realm of experience in a very short

tite, and thus one finds oneselfin 3 state of suspended znimatgon, the music
‘stands spll’,

Ifone wanted to articalate Larger time- phases, the only way of doin g this
was to let one sound-characteristic predominate over all others for some time.
However, under the circumstances then prevalent, this woold have radicatly
contradicted the sound-characreristics. And a sctution was found to distribute
in space, among different groups of loud-speakers, or instruments, variously
long time-phases of this kind of homogeneous sound-structure,

Christian Wolffwrote in the same year:

Notable quatities of this music, whether electronic or not, are monotony

and the Irritation thataccompanies it. The monotony may lie in simplicity

or delicacy, strength or complexity. Complexity tends to reach a point of
neutralization; continuons change results in a certain sameness. The music
has a static character. It goes in no particular direction. There is 1o pecessary
concern with time as a measure of distance from 2 pointin the past taa pointin
the future, with linear continuity alone. Itis not a question of getting apywhere,
of making progress, or having come from anywhere in particular, of radition
or fururism. There is neither nostalgia or anticipation.

It is interesting to compare the reactions of these two composers to
certain conditions common to both avant-garde and experimenta! music
of the fifties — sameness, stasis, lack of direction. Stockhausen is speak-
ing of an unwanted sitzation needing to be remedied by his interven-
tion, Wolff of a situation he is quite bhappy to accept, leaving sounds to
go their own way,

But what were Stockhausen’s reasons for bending the rules without
contrzdicting the authority of the Idea? The composer was nominally
in total contzed of his materials, yet despite (or because of ) the rigidity
of his control system, the sounds had 2 tendency to develop, en masse,
a surrogate life of their own. In order to restore his mastezy over his
sounds, he had to resort to other means of ordering them, of shaping
their movement and identity.,

The classical system, and its contemporary continuation {in the hands
of Stockhausen, Birtwistle, Berio, Boulez, Maxwell Davies and others)
is essentially a system of priotities which sets up ordered relationships
between its components, and where one thing is defined in terms of its
opposite. In this world of relationships dualism plays a large part: high{
fow, riseffall, fast/siow, climaxfstasis, importantfunimportant, melody!
accompaniment, densefopen-textured, solo/tutti, mobile/immobile, high
profiletiow profile, sound/silence, colourfulfmonochrome — the one only
exists in tetms of the other, The seemingly experimental plus-minus
systems Stockhausen uses in recent works like Spiral deal with these
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dualisms on a sliding scale — more articulated, slower, lowee in pitch,
iouder, etc. than what has gone before. .
This priority system establishes a seties of functions. The most.ob\rfous

example in classical music is the ‘closing theme' whose .ﬁmcnon isto
end the exposition of a sonata form movement, and which sc.mnds as
though itis rounding something off. While the return of %he main theme
in the newly established home key is obviously sl.mwn t'o its bestadvant-
age after 2 development section whose funetion is precisely to i')e tonally
unstable. With the expansion of tonality in the early Part of th!.s cen‘mry
music lost the possibility of this clear-cut type of rm‘;szcal functionalism;
but the need for something arranged and heard in the r.‘enae)'(t of, or
in apposition to, something else, still rvf-mained. Stockhausen's use oﬁ)
space was 2 way for him to package his sounds‘, to shape the sound
mass, to set one thing in a calculated relationship to another, and he;
achieved this by shifting sound blacks around in space. N .‘

At the same time as Stockhausen and Wolff, Cage was writing abouts,
the need for separating instruments in space as follows:

(Jt] aliows the sounds to issue from their own centres and to interpenetrate

in 2 way which is nat abstrueted by the conventions of Europear:h harmonyf "
and theory about relationships and interﬂ?rencc‘es ofsouncl?. Inthe casz o g _
harmonious enscmbles of Eutopean masical history, a fusion of sound was
of the essence, and therefore playersinan ensemb!e wetre b:m.:ght‘as Flose
together as possible, so that their actions, productive ofa.n objectin :mf:i,o . 5&
might be effective. In the case of the performance of music the compiom ng
which is indeterminate of its performance so thai the action ofth? playersis
productive of a process, BO harmonious fusion of so.unc?l is essen.aa.l. A Bon-f_l..
obstruction of sounds is of the essence . . . Separation 1A space is spoken o
as facilitzting independent action on the patt of each performer . . .

What Cage is proposing is a deliberate process of de-;?ackaging 50
the listener’s mobile awareness aliows him to experience the soungy
freely, in his own way. Stockhausen's processgd packagirg gwes:
listener fewer chances of this kind since the major ;?art of the organiz
ing has been done for him. This is as it is in classical systems w
the listener is manipulated by a music that pr.ogresses as a series :
signposts: listen to this here, at this point, in this cont'ext, i‘l‘l ap{po it 5”
to this or that; in such a way that yoor rnethcd.of tistening is OGS
tioned by what went before, and will condition, m mugl‘{!y ﬂl;my
composer intends, what comes next. And Vfrl'.nat in expenmenumrﬁs 3
{say a piece by Feldman) is almosta factofliving, thaf you sho p
from moment to moment, was made by Stockhausen intoa factofs
ture (Moment Form) where the moments are not heard as-they-happel
-they-are-structured {(to happen}. )
bu;?:e t::,aferrnu1ts which 1 have used to clarify some of the difﬁfrﬂ_i:
between the experimentaf and the avant-garde d.ate from thed %
But a comparison of two more recent statements will show that, eSP

o
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Stockhausen’s outward conversion to a process-music, he has in fact

changed very little — once a Enropesn art composer, always a European
art composer.

Cage:

Iwould assvme that relations would exist berween sounds as they would
exist between people and that these refationships are more complex than any
iwould be able to prescribe. $o by simply dropping that responsibitity of
mazking relationships [ don't lose the relationship. I keep the situadon in

what you might call 2 narural complexity that can be observed in one way
or another.

Stocichausen:

So many composers think that you can tzke any sound and use it. That's true
insofar as you reaily can take it and integrate it and ultimately create some kind
of harmony and balance. Otherwise it atomizes . . . You can include many
different forces in a piece, but when they start destroying each other and there's
o harmony established between the different forees, then you've failed. Yon

must be capable of reaily integrating the elernents and not just expose them
and see what happens.

(Note the key European avant-garde words, ‘integraze’, ‘harmony’,
‘balance’, which show that the responsibility for making relationships
is in the hands of the composer, whereas Cage is far more willing to
allow relationships 1o develop naturally.}

And this is the effect that processes have in experimental music: they
are the most direct and straightforward means of simply setting sounds
in motion; they are impersonal and external 2nd so they do not have the
effect of organizing sounds and integrating them, of creating relation-
ships of harmony as the controlling faculty of the human mind does. ifa
composer sets up a process which allows each player to move through
the material at his own speed, for example, it is impossible for him to
draw things together into some kind of calculated image, a particular
effect or pattern of logical connections. Rise and £aii, loud and soft, may
occur but they occur spontaneously, so that the old (and new) ‘music of
climax’ is no longer the prevailing model. For all things are now equal
and no one thing is given any priority over any other thing.

Merce Cunningham summed up the implications of this situation

where priorities no longer exist, where every item is of equai value, as
early as 1952:

Now I can’t see that crisis any longer means a climax, unless we are willing

to grant that every breath of wind kas a climax ¢which I am), but then that
obliterates climax being a surfeit of such. And since our lives, both by nature
and by the newspapers, are so full of crisis that one is ne lorger aware of it,
then it is clear that life goes or regardiess, and further that each thing can be
and is separate from each and every other, viz: the continuity of the newspaper
headlines. Climax is for those who are swept by New Year's Eve.
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One of the automatic conseguences, so it appears, of the musical pro-
cesses employed by experimental composers, is the effect of Battening
out, de-focusing the musical perspective. This flatness may be broaght
about in 2 situation ranging from uaiformity and minimum change —
for example, the music of Steve Reich or John White, which consists
of 2 constant ot near-constant band of scund from which inessentials
have been removed, to one of maximum change and multiplicity — for
instance in Cage or the Scrarch Orchestra where no attempt is made to
harmonize or make coherent any number of hermetic and self-contained
‘compariments’. (Cage said in 1gbr: ‘We know two ways to unfocus
attention: symmetry is one of them; the other is the over-all where each
small part is 2 sample of what you find elsewhere. Tn cither case, thereis
at least the possibility of looking anywhere, not just where someone
arranged you should.")

Form thus becomes an assemblage, growth an accuraulation of things
that have piled-up in the Gme-space of the piece. (Non- or omnidirectional)
succession is the ruling procedure as against the (directional) progression
of other forms of post-Renaissance art music. What the painter Briap
Q'Doherty wrote of Feldman's mwusic can be seen to apply to the music
of other experimental composers: ‘Sounds do not progress, but merely
heap up and accumulate in the same place {like Jasper Johns' numbers),
This blurs and obliterates the past, and obliterating it, removes the
possibility of a furure.’

What is, or seems to be, new in this music? [asked Christan WolfT in 1958].
Ore finds a concern for 2 kind of objectivity, almost ancnymity — sound come
into its own. The ‘music’ s a resultant existing simply in the sounds we hear,
given no impulse by expression of self or personality. It is indifferent in motive,
originating in no psychology nor in dramatic intentions, nor in lteraty or
pictorial purposes. For at least some of these composers, then, the final
intentior is to be free of artistry and taste, But this need not make their work
‘abstract’, for rothing, in the ead, is denied. Itis simply that personal
expression, drama, psychology, and the like are not part of the composer’s
inidial calculadon: they are at best gratuitous.

Backgrounds

Experimental musie appears to have sprung up quite spontaneously in
the early fifties: it was not the culmination of a long line of development,
being largely without a linear history. But it would be wrong to imply
that it happened without a historical background. One can find in the
work of many early twentieth-century compasers certain attitudes and
techniques which, without directly influencing experimenta! music,
provided paraliels for, or intimations of, some of the concepts and
methods that experimental composers have been developing in the last
ewenty years, On the question of influence Cage applied de Keooning's
view of the past to the specific case of Charles Ives, though it couid apply
to relevant pre-experimental music as a whole:

Irather think thatinfluence doesn't go A B C, thatis to say frotm Ives to
somecne younget than Ives to people stili younger, but rather that we live

in 2 field sityation in which by our actions, by what we do, we are able to see
whatother people do in 2 different light than we do without our having done
anything. What I mean t0 say is that the music we are writing now influences
the way ir which we hear and appreciate the music of Ives moze than that the
music of ves influeaces us to do what we do.

So in this chapter [ am not concerned with tracing a continuous line of
development, nor (necessarily) with assessing the significance of the
music in its own time. I shall examine the backgreunds to experimental
music in the tight of what the new tells us about the old, limiting myself
to two (interconnected) field situations - those of methodology and
sound materials - that grew up as composers attempted to break away
from the Himiting structure of the prevailing Germanic radition.

CAGE’S RHYTHMIC STRUCTURES

The immediate background to the early experimental music needs to be
traced back no further than the rhythmic structures that Cage used in the
thirties and forties. '

Cage’s studies with Schocaberg had left him totally unimpressed
with the traditional language of music which was organized and arti-
culated by means of pitch and harmony. All composers of tonal music
from before Bach onwards had used harmony to define the structural
parts of the composition as a whole. As the power of tonality as an
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organizing agent gradually weakened more and more, in the early part
of the twentieth century other organizing methods were evolved, of
which the most imporiant was the setialism of Schoenberg, Berg and
Webern. But for Cage setialism was not the answer since it ‘provided no
structural means, onlya method . . . the nonsouctural character of which
forces its composer and his followers continually to make negative steps.
He has always to avoid those combinations of sound that would refer
banally to harmeny and tonality.’ Stravinsky's neo-classicism was for
Cage another naprofitable {ineto follow: while the ‘twelve-tone row oﬁ‘er.s
bricks but no plan . . . the neo-classicists advise building it the way it
was before, but surfaced fashionably’. '

Cage proposed a radical new context for sound: “The oppomfe and
necessary coexistent of sound s silence’. Of the four determma.nts
of 2 sound (pitch, timbre, loudness and duration} it is only duration
that is common to both sound and silence. This is what led Cage to
declare: “Therefore a structure based on durations (rhythmic: phrase,
time lengths) is correct (corresponds with the nature of the material),
whereas harmonic structure is incorrect {derived from pitch, which has
no being in silence).’ :

in his early works — the pre-chance pieces for prepated piano and for
percussion ensemble — Cage showed that his interest lay not in rhythms‘
(individaal thythmic patterns) bet in rhythm as structure, the ‘division_.é
of actual time by conventional metrical means, meter taken as simply;
the measurement of quantity’. For Cage, a rhythmic structure was ‘s’
hospitable to non-musical sounds, noises, as it was to those of con-?
ventional scales and instruments. For nothing about the seructure was%
determined by the materials which were to occur in if; it was conceived,\_;j_‘
in fact, so that it could be as well expressed by the absence of these’
materials as by their presence.’ o

‘This was an astonishing concept, for it demolishes at a single stroke.}-'f;
the accepted notions of form and content in music., Hegel wrote: ‘In“;:-__
formal logic the movement of thought seems o be something separa’te_;i
which has nothing to do with the object being thought.” In Dialemw!f
Materiglism Henri Lefebvre commented on Hegel’s proposition: ‘If !’.hI.S
independence of content and form were attained it would either forbid
the form being applied to any patticular content, or else allow it to be;
applied to any content whatsoever, even an irrational one.’ This is pre-ﬂ
cisely what Cage is implying in his statement abous chythmic structurt;!.-?_i
and it is a concept which is totally unacceptable in traditional mus:ci;:
where form must be, at all costs, ‘organic’.

It may seem that by laying out and filling empty spaces of ime Cage .
was cutting music off from its supposed natural, organic roats - lm%
sources of growth. But Cage was in effect freeing music —or, as he m!gi‘ltﬁ
have put it, freeing sounds of music. For he was advocating that mu?»icéi
should ne longer be conceived of as rational discourse, concerned w1tl_%_ i
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manipulating sounds into musicai shapes or artifacts {motives, melodies,
twelve-tone rows) as though they were parts of a discursive language
of argument.

Traditional Earopean music is based on this kind of manipulation:
this is the ‘logic’ behind the growth and development of, say, a sopata
form first subject and explains why composers can tatk of musical tdeas.
Cage had discovered the simplest and most dizect way of letting music
develop more according to the logic of sound, unhampered by any {non-
sonic) pseudo-logies or methodological strictures. If music was (o be
a language at all, it would henceforward be a language of statement.
Consider, in this respect, what Gavin Bryars has written of his own
music: “The use of simple existential facts, as distinct from developmental
argument, seems to be of considerable importance, and to this end a
minimal amount of purposeful action tends to take place (“change” .
being understood as 2 constant in any perception of “fact™).’

Cage made his claim about the openness of a rhythmic structure to
any coatent in 1949, when his ‘ideas of order’ were beginning to give
way to ‘ideas of no order’. Cage’s ideas of order, however, of unity and
diversity, bore lirtle relationship to the traditional ones that Schoenberg's
music expresses, whose historical pedigree was clearly indicated by
Webern: 'Bach wanted to show all that counid be extracted from one
single idea. Practically speaking, the details of twelve-note music are
different, but as a whole it is based on the same way of thinking.’ This
way of thinking motivated (and sdll motivates} Boulez, Stockhausen
and other European avani-garde composers in the eatly fifiies.

Cage’s ideas of unity, on the other hand, were based on the use of
arithmetical proportions as regards structure (the division of the whole
into parts, large and small). This ‘formalistic’ control lef it possible for
method (note-to-note procedure), materials (sounds and silences) and
form {continuity} to remain uncontrolled, allowing the sounds to form
relations freely amongst themselves, Cage based his rhythmic struc-
tures on a square root principle: large lengths have the same relation
within the whole as the small lengths have within a unit ofit. The ‘empty
structure’ would be plotted beforehand and it acted as a pre-formed
frame which could then be filled with any sounds or silences accordiag
to taste (4'33" is, of course, nothing more than an empty frame).

Cage wrote much of his music of the thiries and fortes for the
dance; since time is the only parameter common teo dance and music,
single rhythmic structure could be used for both; this freed the choreog-
raphy *from the necessity to interpret music on the level of feeling’.
Merce Cynningham would present Cage with a scenario which would
form the basis ‘for a study of numbers with which i find it congenial to
begin a musical composition’. The dance working and the musical
working of the structure were applied independently, and the results
‘were brought together as pure hypothetical meaning’.
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10 Satie's
pre-compositional
‘rhythmic structure’
for Entr'acte.
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L'or Cage, Beethoven (and the music that he influenced) represented ‘the
most intense lurching of the boat away from its natural even keel'. He
felt rhat only Satie and Webern (in his early music) had had the good
sense to build their music from the roots of soend and silence — lengths
of time (like the Indian tala}, Whether Webern did this consciously is a
matter of conjecture, but thete is ne doubt that Satie did use time
fratnes, as Roger Shattuck’s description of Satie's score to Eatracte, the
René Clair film sequence used in the Picabia ballet Reliche, clearly
shows:

Satie merely uses eighr measures as the unit char most closely matches the
average lengrh of a single shot in the film. He fils each of these units with

one stereatyped phiase repeated eight times. Berween the units he inserts a
double ling, a new signature and frequen tly a change in tempo. The rransitions
are as abrupt and as arbitrary as the cuts in the filim. Typical measures iend
themselves to infinite tepetition and do not cstablish any strong ronal feeling,

Satie is the only pre-experimental composer whose wortk is more than
merely relevant (‘i’s not a question of $atie’s relevance. He's indis-
pensable,’ said Cage) since his music is actually played by experimentat
musicians. (The most notable occasions were the first performance, by
Cage and others, of the marathon Vexations in New York in 1903 and a
less publicized performance by Gavin Bryars and Christopher Hobbs
in Leicester in 1g71.}

Satie’s music is indispensable for 2 number of reasons. Cage’s
flattening out of traditional musical perspective by means of rhythmic
structures was forestalled by Satie’s use of tonality/modality merely as
the medivm through which music happens to Bow. Chords, tunes,
succeed each other, they do not progress; and, on the larger scale,
tonality is not used as a dynamic organizing force - it does not propel
the music forward from one point to another; a second phrase does not
‘depend’ on what preceded it and ‘imply’ a continuation, as it nermally
does in tonal music even ia brief lyric forms. Instead one finds jump-
cuts, anti-vartation, non-development, directionless repetition, absence
of contextual relationships, logic, transitions. ‘He was going nowhere.
The artist counts: 7, 8, g, etc. Satie appears at unpredictable points
springing always from zero: 112, 2, 49, no ete.” (Cage) The zero of Cage’s
silent piece, the zero of Rauschenberg’s white paintings, so the zero
of Satie’s Socrate which lives in a state of timeless musical poverty: no
climax, ne colour, no vartety, no rhythms, no stasis, no movemert, ao
surprisc. Not for nothing has Cage recently taken to making ‘cheap
imitations” of the rhythmic structure of Socrate,

In advising Debussy to steer clear of the overpoweringly unhealthy
influence of Wagner, Satie said some very pertinent chings about the
nonsense of dramatic symbolism, which for Wagner meanr that sounds
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were not used for their own sake but for their ability - real or imagined ~
to duplicate, conjure ap, imply or express something outside of the
sounds themselves: 'There is no need®, Satie said, “for the orchestra 1o
grimace when a character comes on the stage. Do the trees in the scenery
grimace? What we have to do is to create a musica scenery, a musical
atmosphere in which the characters move and talk.” Cage has been very
scrupulous to avoid any kind of symbolism in his music, so that sounds
may be heard, as much as possible, for what they are, not for what they
mean or what the composer thinks they mean. If there is symbolism in
Cage then it is of 2 decidedly non-dyalistic kind: T don'tlikeitwhen . , |
a particular thing is a symbol of a particular other thing. But if each
thing in the wotld can be seen as a symbol of every other thing in the
world, then Ido likeit. _

Related to Satie's ‘musical scenery’ on the stage js his proposal for &
musique d'ameublement, 2 furniture music which would provide 2 cmn-_f:
posed musicai atmosphere in which members of an andience, in real fife}
orin an arranged, concert situation, should be allowed to move and tall3
unimpeded:

We urgently beg you not to zttach any importance to itand 1o act during

the intermission gs if the musie did not exist. {Furnituze musicl hopes to
contribute to life the way a casual conversation does, or z picture in the gallery,
or achair in which one is notseated . . . We want to establish 2 music designed
to satisfy ‘useful’ needs. At has no part in such needs. Furniture music creates’
avibration; it has no other goal; it fills the same role as lightand heat— 25
comfort in every form.

This is in sympathy with a number of conditions of experimental musig}
- with Cage’s ideal of a music which artempts to remove the distincﬁo_'
between life and art (‘Art’s obscored the difference between art an
life. Now iet life obscure the difference between life and art'); the ofteig
Dick Higgins’ likening of the artist to a ‘carpenter who puts rogether
wble. If he does a bad job, coffee cups wiil upseton it. If it is 2 beautifgh
and polished one, it will invite the possibility of many fine meals being]
enjoyed on it’; Christopher Hebbs's comparison of 2 musical presentag
tion toa party, or the low-level activity of the Scratch Orchestra's Scratl8
Masic. .
Satie’s use of extended repetition, not as ostinatos or effects, takes g
fresh significance in the light of the new experimental music which nse
multi-repetition, tape loops and the idea of endlessness. But mor
tmportant than the technique itself, or its significance in a histori l
context, is the aesthetic bekind it. Dick Higgins has drawn attention fO
the anti-entertainment effect of the 8-beat passage at the end of Via
Séquins et Vieilles Cuirasses which has to be repeated 280 times: ‘If it catt
be said that Satie’s interest in boredom originated as a kind of gesture
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—there is a certain bravura about asking 2 pianist to play the same eight
beats 380 times ~ and developed into a fascinating, aesthetic statement,
then I think it can be said with equal fairness that Cage was the first
to try to emphasize in his work and his teaching 2 dialectic between
boredom and intensity.” (‘Alf emotions aflowable, even boredom,’ says
George Brecht.}

And a performance of Vexations, in which a 52-beat passage is to be
repeated very softly and siowly 840 times, lasting something over 18 hours,
makes the same demands that Cardew found in La Monte Young’s X for
Henry Flynt. This is shewn by extracts from a written dialogue which
Bryars and Hobbs carried on during their respective non-playing periods
of their performance of Vexations:

Bryars: Sometimes 2 chord sounds completely wrong —the last crotchet
chord in the piece always does; 2nd the C at the startsounds very sharp, after
the preceding chord. When I make 2 mistake it's like the end of the world.
The music’s unnerving because it’s impossible to get used to it

Habbs: it's like you say —the end of the world - like falling asleep while driving
on the motorway.

Bryars: 1don’tworry so much about becoming mechanical — I §nd that if the
notation were to be taken away [ couldn’t play it! There was quite 2 startiing bit
in my tast section where the bass suddenly sounded very clear even though,
acoustically, it was probably 2 good deal softer than the upperpants . . .

Hobbs: Yes, the notation is reaily weird. Esp ecially on the 4th system — there
are two chords which are the same notes, and occur within 1 quaver or 50 of
each other, I can’t remember what they are, but they’re notated completely
differently (e.g. F sharp and C flat the first time, G fat and B the second), and
the effect is of the notation bending the pitch of the notes. I have to keep telling
myself that if t play the chords with the same fingering they really will sound

all righti There’s a strong temptation o use a different fingering for each
differently notated identical note . . .

Satie’s music is handled with great sympathy by experimental musi-
cians; Webern's music was brutally appropriated by the avant-garde. In
fact a useful way of illustrating the technical and conceptual differences
between the experimental and the avant-garde is to examine briefly their
different reactions to the music of Webern in the early fifties — they
might have been talking about two different composers. The Europeans
were attracted to the rational, purely techniczl and procedural aspects of
Webern's music; they saw in his refinement and extension of serialism
the possibility of erecting a completely controlied and controllin g musical
systern. They saw in Webern's awareness of all aspects of musical sound,
as Christian Wolff peinted out, ‘the intention for a total application of
the serial idea, a kind of total control of the musical material’. This led
to z sterile matching of numbers with sounds ard their characteristics,
in the hope of attzining total unity, the immaculately ‘organic’. Wolff
fele that the vse of total serial control might introduce an irrelevant
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complexity. ‘Thete is rather an inevitable natural complexity in thmgai
{cf. the structure of a tree); and it cannot finally be precisely indicared:
or controlled or isolated. To insist on determining it totally is to make}
a dead object.’

The Americans on the other hand were not 50 much interested in how.
Webetn'’s music was written and constructed, as in how it sounded, They
found that his music was made up of a unique dialectic between soundi
and silence, that the sounds were heard in silence, that silence was an!
integrai part of the musical fabric. They were not interested in the three.
note pyrotechnics of the first movement of the Concerto Op. 24 (from his’
analysis of the pitch structure of which Stockhausen extrapolated the;
extension of serial treatments to duration, timbre and amplitude) byt
in the timbral quality and weight of each separate chord in the siowf
movement. The ‘imagery’ of this movement must have appealed very"'
strongly to Morton Feldman, though he probably found the rhythmie:
arrangement of the chords oo inflexible. These chords were obviouslﬁ
determined by serial methods, and this is perhaps important as far ag}
notation and formation is concerned. Butwhat you hear is very different?
John Tiibury saw the 7ths in the last movement of the piano Varictions
as displaced octaves; their pitch origins were unimportant — they were
heard as sonorities.

Christian Wolff noticed another audible result of Webern's serial
procedure: that within this controlled, note-to-note procedure th
emerged indeterminate, exira-serial configurations, irrational non-lin: 1
static spatial groups. This was due to Webern’s technigue of repeating]
notes of the same pitch, always in the same octave position, in differe;iﬁ
permutations and transpositions of the row. '

SOUND —THE SONIC EXPERIENCE

While Schoenberg, Berg and Webern were using a very limited range qﬁ'
sound material to ‘colour’ their musical constructions, as clothing fof;
their pitch manipulations —Schoenberg said in 1949 thatan instrument’
colours have a ‘meaning only when they make the idea clear — the motivi
and thematic idea, and eventually its expression and character’ -
music of some other composers showed an awareness of the existence
and properties of sounds from 2 far wider range of sources than thosé]
of the Viennese ‘putists’. _
The doors of musical purism were, if not battered down, at least
pushed open gently, through the awareness of ‘alien’ musics. Debussys
and Ravel were overwhelmed by the Balinese music and other non:
western music which they heard at the 1889 Paris Exhibition, and they
began to introduce exotic sounds into their music; the so-called nation:
alist compaosers laced their works with the modes and moods of their

indigenous folk music; Satie and Ives invented a kind of musical pop art
by putting into their pieces the sounds of their musical environment —
popular songs, cabaret songs, matches, patriotic songs, hymns, band
music, ete.

More fundamentally, if only locally disruptive, was the bruitism of the
Futurists which used the sounds of the non-musical environment —
namely noise. Other composers questioned the hegemony of the octave
divided into twelve equal semitones. Varése, very early in his career, didn't
see why the tempered system ‘should be imposed as a prescriptive, as
if it were the final stage of musical development’. His mentor Busoni
invented 113 different scales using the chromatic octave, and proposed
scales based on thirds and sixths of a tone. Alois Haba's microtoral
system was an amiable backwater and more recently Harry Partch has
developed a 43-degree scale system and invented, designed and made a
remarkable set of instruments in order to realize his neo-Greek musical
concepts in terms of this systern.

And there was also a growing awareness of sound as an acoustic
phenomenon. In this respect the acoustical researches of the nineteenth
cennury physicist Helmholtz were significant, but speculation about
acoustic properties was nothing new. Leonardo was very inquisitive about
the acoustic properties of things. He envisaged new, mechanically aided
instruments: ‘With the help of the mill  will make unending sounds
from all sorts of instruoments, which will scund for so long as the mill
shall continue to move,’ and carried out simple experiments with bells
and asked himself whether ‘many tiny voices joined together will make
as much sound as one large one' orwhether ‘aslight sound close at hand
can seem as loud a5 a big one afar off”.

George Ives was 2 musician with an erdiess curiosity (both of mind
and ear) which inevitably affected his son, the composer Charles Ives.
Many of George Ives’ experiments have become legendary through the
Cowells’ book on Charles Ives. On occasions he tried to reproduce the
sound of bells on the pianoy he built a machine that would play notes ‘ia
the cracks between the piano keys'; he invented quarter-tone systems,
some of which were totally impracticable — as when he stretched twenty-
four strings across a clothes press —while others involved tuned glasses
and the slide cornet, Other new tunings he devised by means of a piaso
tuned according to natural intonation (rather than the accepted artificial
divisions of the traditiona] equal temperament system) and by means of
glasses tuned to new scales without octaves. Healso made povel arrange-
ments of the human resources of music: he invented the ‘humanophone’,
a group of singers who each sang their single note only whea called for
(rather like a vocalization of English change ringing}. On 4 July he wrote
music for different bands to play in different spaces; at other times
he played instruments across Danbury Pond one at 2 time and tried
endlessly to imitate the amplified echo.

39



Experimental music

11 Astereopticon
photograph of George
lves and other members
of the Tirst Connecticut
Heavy Artillery Band.

40

Many of the fearures of the music of Charles Ives that make him relevs,
ant to experimental music also stem from observation: less perhaps the
observation of acoustic phenomena than of the acoustic-social behamour;

of men using sounds. These too are familiar from the Cowells’ books:
the two bands playing different tunes, starting from opposite ends of
the town — ‘As they approached each other the dissonances were a‘cute,lii
and each man played louder so that his rival would not put kim off';:a-
ot the camp meetings where several hundred people sang hymn tunes,:
some singing at the correct pitch, some a littke higher, some lower.
Similarly Ives noticed that in a band performance the different ablhty
and temperament of the playets produced behavioural and Consequently
musical discrepancies which were of great fascination: a nervous vzola
player who speeds through his material, a lethargic horn player who was
‘unable to divide his attention between music stand and conductor, sc
he took what was for him a comfortable pace whenever the music gct_g_*.
little difficult, and he stuck to it through thick and thin so consistentl.:
that in several places it became the regular procedure for the. band m,,
play its cadence with a Hourish and then wait quietly at attention urtl
the horn player got through his last two measures”. .
Such Buctuations between one individual and another found their way,
into Ives” own music, and it is very significant that a serious composgr-‘_
of the times should find such things of interest at ail, that he should b€
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aware of 2 natura), relative, musicai life which existed outside the citadel
of Germanic absolutism. Compare Schoenberg’s dogmatie assertion;
“Fo be musical means to have an ear in the musical sense, not in the
natural sense. A musical ear must have assimilated the tempered scale.
And a singer who produces natural pitches is unmusical, just as some-
one who acts “natural” on the street may be immoral.’ Compare that
with Ives’ story of his father: when someone asked hin could he stand
hearing old John Bell (who was the best stonemason in wown) bellow
off-key at camp-meetings, he answered: ‘Old Johnisa supreme musician.
Look into his face and hear the music of the ages. Don’t pay too much
attention to the sounds. [fyon do, you may miss the music.’

Such natural activities ives ‘wrote into” his music; experimental com-
posers arrange situations which allow such things to arise naty rally,
of their own accord. (This is what Michael Parsons had in mind i
the quotation on page 6.) But Ives's attempts to preserve of reproduce a
kind of *musical nacuralism’ are spivitually, and often m usically, close o
Cage’s desire for a mimetic music. Seemingly haphazard multilayering,
superimposition and chance collisions in Ives’s music are relevant to
Cage’s ideas of maltiplicity and interpenetration, and the spatial laying
out of instruments and instrumental groups goes a long way to shifting
attention from a central focus. ‘One thing is that he knew that if sound
sources came from different points in space that that faet was in itsclf
interesting.’ (Cage}

But Cage has also written of Ives’s Americanisms that ‘if one is going
to have referential material like that, I would be happier if it was global
in extent rather than specific to one country as is the referential material
of Ives’ music.’ Henry Cowell did in fact foreshadow McLuhan’s global
village in his United Quartet of 1936 which drew on material from every
time and place: the message of the piece ‘concerns human and social
relationships. The technique is for the purpose of conveying the mess-
age to the widely differentiated groups who need to be united in these
relationships.’

©On occasion Ives and Cowell also introduced into their music certain
‘indeterminacies’, Ives gave freedoms to the performer, saying to do
this or that according to choice. Cowell in his Elastic Musics allows that
time lengths may be shoet or long (through the use or omission of
bars provided by him), and in his Mosaic Quartet the performers can, in
any way they choose, produce 2 continuity from blocks which Cowell
provides. But for Cage perhaps the most ‘relevant’ aspect of Ives’ music
and ideas is his vision {in the Postface to 112 Songs) of somcone sitting on
aporch inarocking chair smoking a pipe looking out over the landscape.
sitting there doing nothing and *hearing his own symphony’.

As regards the introduction of noise into music the Futu rists, through
their spokesman, Luigi Russole, were full of polemic and eloquence:
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We must cntarge and enrich more and more the domain of musical sounds.
Ot sensibility requires it In faet it can be noticed that Ellil contemparary
composers of genius tend to stress the most complex d1_ssfsnanccs. Mov_mg
away from purc sound, they neacly reach noise-sound. This need :Hlld t!us ‘
tendency can be totaily realized anty through the joining and substituting of
noises to and for musical sounds.

Russolo saw quite correctly that with the piling up of dissonance in the}
work of the late romantics a chord was beginning to have a separate.
identity in its own right, symptomatic of and contributing to the dis..
ruptior; and breakdown of tonal movement and relations. For Debusgya-
chord was a tmbre, an individual sensation as much as a linking iten;&-
in a harmoenic continuity. And in the Klangfarbenmelodien ofSchoenbEIg_
and eatly Webern, timbre acmally replaced pitch-harmony as the means;
of creating succession. But as H. H. Stuckenschmidt noted, $clioenberg"
felt that the relations of ene timbre to another should be dictated bya
fogic comparable to thatunderlying changes in pitch.

However in ‘Farben’ (Chord Colours) of his Five Orthestral Pieces Op. 16
of 1909, Schocnberg used changes in the colour and texture of choxds
as the chief means of articulation. What attracted La Monte Young m}
particular to this movement was the fact that it involved stasis rathe}
than climax;: but it is equally important in that it used sound as sound}}_
and nor as a subsidiary colouring element. The disinterest which‘
Schoenberg expressed in timbre in 1949 is a far cry from his amtmiE
towards instrumental colour in 19og, when he gave the conductor g
‘Farben’ the following instructions:

1n the piece the conductor's task is not to bring out those individual voices
which secin to him thematically impottant, nor to even aut supposedly
unbalanced mixtures of sounds. Where one part is o stand out more than the-
others, it is scored to that effect and the sounds are notto be cvened out

‘The chords must change so gently that no emphasis can be pereeived arthe
instrurmental entrics, and so that the change is made apparentonly theough &8,
new colour.

To Russelo. however, all musical sounds had become too familiar 4 X
had lost their power to surprise. The Futurists acernpted w ‘breaka !
cost from this restrictive circle of pure sounds and conquer the infi
variety of noise-sounds . . . We get infinitely more pleasure i mmgi .
combinations of the sounds of trollevs, autos and other vehicles,”
loud crowds, than listening once more, for instance, w the hefo
or pastotal symphonies.” Noise-sound is the musical parallel of A
increasing proliferation of machinery’, a ‘reminder ofthe colourﬁ.lln
of life" (Huelsenbeeky., The following paragraph is also relevant B
experimental musie:

Noise accompanies every manifestation of our lite. Noise is famjliar eo us. ot
i
Noise has the power to bring us back to lfe. On the ather hand, seund, fore

B.u.kgmunds

‘12 Luigi Russolo’s Newse
_'_Musi(: Awakening of a City,
“for howlers, booners,
‘eracklers, scrapers,
‘exploders, buzzers,
urglers and whistles
Lthe instruments in
his "Noise Orchesera',
ostcertainly the first
modern score to dispense
with the tore familiar
aspects of conventional
&i{chfrhylhm Notacon.

to life, always 2 musical, outside thing, an oceasional elerment, has come Ly
strike our e2rs no more than an overly familiar face does our eves. (Russolo)

Though sympathetic to the spiritin which the Euturises worked, the new
modern sensibility that their short-lived experiments expressed, Edgard
Varese's professionalism as a composer was fereely opposed to their
romantic naivety and their ‘reproduction’ of certain aspects of daliy life.

He too was of the opinion that ‘our musical alphaber must be enriched,

We also need new instruments very badly.’ But for Varése the values of
the incorruptible, individual artistic imagination and personality were
of paramount impaortance. Not for him the anonymity of Saue, the
avoidance of personal expression and taste by Cage and Wolff, This
drew upon him Cage's disapproval: ‘Rather than dealing wirh sounds as
sounds, ke dealtwith them as Varése',

His real importance lies in dealing with sound direcuy, as a raw
phenomenon, with a meticulous attention to spacing, sonority and a
precisely calculated feeling for timbre and i infensity; timbre is no longer
"incidental, ancedotal. sensual or picturesque’ but becomes “an agent of
debineation’. His music was the first thar is impassible to transfer to any
other medivin--unhike, say, Steavinske's Tie ke SPGB0 plano
arrangement of which successfully preserves the musical content’, i
“idea structure’,

As a child he was not interesred in learning s scales since they ol
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somitded the wime, and 1y s nuatire swork notes” donan have the fune-
ton they do in Schoenberg and Webern. A specilic pich, in 2 specitic
and carefully considered part of an instrument’s range and praduced

with 2 sharple detised anicuiation, heeomes part not ot achosd tutofa

chorda! ageregaic. a density of what happeis to be piiched notes, His
strstctunng methods —which ke likened w cryswal tormation - consist of
Javing side by side tliese densities. which may diter one trom the other
anlvin emplasis, duration nd note-alignmen. Again. torm s 4 resule-
ane, an pecumulation ofwhat kas happened ut the piece - emphasis ison
esperience racher than siructure. The analogies he makes are geometrie,
gravi i, Achemic . naiuab he spedis of mound masses. of shift-
ing planes . . . wking the place of linear counrerpoinr . .. There will
w0 toneer ke the ald counterpaint ot melads o tnserplay of nwlodies.
The entire work will be amelodic somiiny, the ensire work wind Sow gy
ariver flows.”

Large percussion sections play 4n importin rofe i his erchestral
music, and it was ¢haracteristic that he devated o single work o per-
cussion only, fonsengn (1931) is for 13 plavers playing 37 pereussion
fmsttunrents including nwo sirens, This ix the tirss musicad plece to be
orzaized salely on the basis of mese, or rather o the basis ot instro-
Sents e ndennite piich, e i pirched, oapablc of sormas iervadlic
progression {the piano, too. is used pureiy as a PEECUSSION instrument).
But just s the majonty of the insiruments he used were tiken (rom
the orehestral percission secton so the thythmic sivle of lonwsathionis a
rraditional one, with reguiar ubdivision of aregulis bear

Coue had o destte to be ted down to this tradithenal sestem -
Iis rhethms are very much his own, 2s was the voraciy with shich he
seized oy percussiotmsitument and possibe sounding substance,
and ser abour diseovering others pragmaticalle e sater gong, far
entmple, aometad or ghass <heer whivh when hit and plunged oo
siter produces 4 glissando. And beanng w sied the adure of {lage's

siHon was fess o matier of writing

chyrlintic struetiie weehnigue, cony
music fur these resourees than of setning et i motion and dHowing
them e sound,

The prepared plane, Cage's best-known invention”. i 4 unique

cannibalization of piane and percusston orclsera [t 5938 Cage was

Ereed with the nroblen of providing pervession minsde fora dasoe grov
i i ) s

i a4 space where there was not enough room jor the kind of large

citsermbie ie was then workag with

sed sonae ot ilenry

sdes o the

s ey the 1
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#MELSURE, EROM TAPGE .

14 {a} John Cage Sonatos and Interludes, table of preparations

14 (b} {opposite} John Cage Sonatas and Intertedes, Sonatz No.z
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amplified by means of a contact mike. But justas important o five elec-
tronic music-to-be was a piece cailed Living Room Music which Cage wrote
in 1940. This is prophetic of the way live electronic music tended to
import ‘foreign objects’ into the concert hall and to ‘play’ the environ-
ment: the percussion instruments it uses ‘are those be found in a
living room — furniture, books, papers, windows, walls, doors’.
Roughly between the years of Cage’s Sonatas and Interhudes and Musicof
Changes - 1948 to 1951 - European composers broke through the ‘sound
barriet’ into two, initially guite distinct, areas of electronic mustc: the
French variety, musique concrite, which used sounds of an everyday acoustic
or environmental origin, and decronische Musik, the German brand which
used only electronically generated sounds as its raw {or rather, smooth}
material. in the late forties Pierre Schaeffer began to listen to common
sounds — trains, bells, humming tops ~ and to experiment with these
sounds with z curiosity and pragmatism not surprising in 2 ex-sound-
effects man. He recorded sounds on disc loops {tape not being available
to him at that time), cut off the attack and decay of sounds, ran things
backwards and at different speeds. He was soon joined by Pierre Henry
and between them they began to evolve a curiously backward-looking
technique and aesthetic, being unable or unwilling to discovera method
which would be *hospitable’ to these new sounds as Cage did in the
thirties. So one finds fugues and inventions and waltzes as methods of

organizing sounds which are typically not used for their own sake butfor -
their dramatic, anecdotal or assaciative content —not for nothing was the |

first ‘classic’ of musique concréte, Symphonie pour un homme seul, described
by its makers, Schaeffer and Henry, as ‘an opera for the blind.’ !
For the Germans on the other hand electronics were a means of
achieving perfection: given a 'perfect’ theory (total serialism) and petfect
sound material {the clean, unsullied sine tones) 2 perfect music, so they”
thought, would be born. This was not to be, and very soon impurities like,
the boy’s voice in Stockhausen’s Gesang der Jiingtinge were introduced. 7
Cage’s first electronic, ot rather tape, piece, Williams Mix of 1952, cut .
through the concretefelectronic distinction —adistinction which hinged;'
on sound origins and technical methods — by building up a vast library:
of sounds and using chance techniques to dictate how the tape shouldﬁé
be cut, spliced together and combined. He divided the available sounds;
into six non-exclusive categozies: city sounds, countzy sounds, electronii:_f_.
sounds, manually-produced sounds ‘including the literature of music’;’
wind-produced sounds ‘includiang songs’ and small sounds requiting’
ampiification to be heard with the others. The comprehensiveness of
the sound sources of Williams Mix and the potential presence of sounds
in a performance of 4'33” make these pieces, if viewed symbolically,
as demonstrations of the availability of all sounds to the composer B
future, sounds thatwere previously called ‘music’ as weli as those knowﬂ
as 'noise’ — a realization, in practical terms, of what Debussy said quite’

Backgrounds

some time ago: ‘Any sounds in any combination and in any succession
are henceforth free to be used in a musical contnyity.
But i.t would be incorrect to define experimental music — as | implied
by leaving ‘sound materials’ out of the previcus chapter — in terms of
the newnes‘s of strangeness of the sounds it uses. The sounds of avans-
garde m‘usm may be, and frequently are, more astonishing than those
of exper.imenml music, while Morton Feldman's music is all written for
conventional instruments which are o be played in a beautifisl, rather
than chraordinazy, manner. Feldman has written that by the earl’y fifties
the somF experience — the awareness of sound that had been growingin
the previous thirty years or so - was too strong to be contained; Boulez
too recognized the force of sound. But whereas for Feldman the ’im Ort-
ant word s contained — whatever sounds one uses should be ailowgd to
flow .free of any methodological impediments — Boulez was interested
only in containment and constraint. He wrote that one should attempt
‘Fo constryct a coherent systerz by means of 2 methodieal invests z-
tion .ef the musical world, deducing muitipie consequences fronf a
f:ertan‘z number of rational points of departure’, Such a ‘methodical
mve‘stzg.ation and the search for a coherent system' are for Boule
‘an mdls.pensabie basis for all creation’. Feldman felt that the twelv;
ton; setles, in relation to the sonic experience today, ‘seems to me the
equivalent of 2 baby’s playpen, and just as full of toys and pacifiers’, and
found deplorabie Boulez’s remark that he was less interested i h‘
piece sounds than how it is made, s
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Inauguration 1950—060:
Eeldman, Brown, Wolff, Cage

A sound does not view itself as thought, as ought, as peedn}g am.}t:her :;ouuuig{i
for its elecidation, as exc.; ithas no time.for any cor'zslderagc:ln -it |§tonc:'.;31:

with the performance of its characterisqu: before it h_as die away L must
have made perfectly exact its frequency, its loudne_ss, its fength, its e s
structure, the precise morphology of these and of icself. o

Iimagine that 2s contemporary music goes on changing in t}lle \Ta){ir;z; N

T'm changiag it what wiil be done is to more and more comp ctezlf e e
sounds from abstract ideas zbout ﬂ)e!'{'l and more and more exac yore oo

be physicaily uniquely themselves. This means for m_e:‘knom?‘g m reand
more not what 1 think a sound is butwha_t itactually isin t:tll of its ac

details and then leting this sound exist, itself, changing in 2 changing

Cage {1952)
sonorous environment,

Cage's Music of Changes was a further indication that tﬁe artsin geneFal \p;ere
beginning to consciously deal with the ‘given’ material and, to varying degrees,

. . ; frontrol.
liberating them from the inherited, functional concepts 0 Earle Brown

It appears to me that the subject of m'usic, from Machau_t S i;ou}::a hzse  They
always been its construction, Melodies of 12-tone rows just don't| p[;; et;.wr
must be constructed . . . Todemonstrate any chlnal :d_ea in musu:j,.j wd "
structure or stricture, is a matwer of COnSUuCtion, in which d]:e mﬁe ho r|:|th egy

is the controlling metaphor of the composition . . . Oi‘fly by ;énhxmgunds et
elements traditonally used to construct a piece of music could the so

in themselves — not as symbols, or memories which were memories of other

Morton Feldman
music to begin with. o

One day | said to myself that it would be better to get rid of. all.t.hat - mclodé. :
thythm, harmony, etc. This was not 2 negative thought and did ng: mea?se 2
i ‘ - that, while doing something eise,
itwas necessary 1o avoid them, but rather , getse,
We had to liberate ourselves from the diz

they would appeat spontanecusly. : ' :

i d effect, because the intenton

d peremptory conseguence of intention an ect,

?::}ur;a!w:grs be our own and would be circomscribed, when so mﬁqy ;}Lhe\:r -
forces are evidently in action in the final effect. Christian

The Early Fifties

These statements by Cage and the three younger (?ompos..ers ul.rho‘, al;;;i
with the pianist David Tudoz, were closely a.ssocwted with him in ¥
York in the early fifties, show an almost uniform, {?omrt{on urgel;;:ybe
practical, not polemical, in motivation - for 2 music which shtt;lu o
allowed to grow freely from sound at its very grass roots, for metho

inauguration 1950-6o

discovering how 10 ‘let sounds be themselves rather than vehicles for
man-made theories, ot expression of human sentiments’ {Cage, 1957).
The immediate desire to deal with whar sound is, rather than what the
composer may think it is or decides he wants it to be, was held com-
runrally; the philosophical and aesthetic motivations were as personal
and characteristic of each composer as their music initially was and
still is. It would be misleading to talk of a ‘school’ or package aesthetic,
for it was rather what Cage, in another context, referred to as a ‘feid
sitzation’, a creative climate that Cage had helped to bring about, in
which ali four composers worked and to which they all contributed.
And to tafk of the ‘influence’ of Cage is an oversimplification. Dick
Higgins wrote of Cage’s teaching at the New Schoo! of Social Reseatch
in the lace fifties that ‘he brought ot what you aiready knew and helped
you become conscious of the essence of what you were doing’; and
for Feldman (in those early days) Cage ‘liberated me in terms of self-
permission to go on with what § had decided I was going te do’.

Cage’s adoption of chance and random procedures, his use of the I Ching
as a means of making compositdonal decisions, his pre-indeterminacy
method of ‘fetting sounds be themselves’, were as much the logical
outcome of his eatlier methods as they were evidence of his deepening
atachment to the Zen philosophy of non-involvement. He had begun
attending D. T. Suzuki’s lectures in 1947, and maintains that ‘without
my engagement with Zen § doubt whether T would have done what 1 have
done’ (2961). The apparent will-lessness and quietude of Feldman’s music
appear to be more in tune with what one Imagines to be the “Zen spirit’,
but Feldman has denied any interestin Zen, which to him s just another
‘think system’, no better and no worse than any other (ke once said
‘my whole debt to Orieatal culture is Chinese food’). And Earle Brown
arrived at his *objective’ artitude towards sound largely from his study
between 1946 and 1950 of the completely European music system of
Jeseph Schillinger, which was based on the qualitative and quantitative
analysis of the physical material of music (i.e. sound). Brown claimed
that Schillinger’s system suggested bases for objectively controlling and
generating the material ‘whatever “aesthetic” context one chooses’.

But equally, Brown's musical ideas were affected by the recent
developments in the visual arts, especially the work of Tackson Pollock
and Alexander Calder, for visual artists had created an environment

which must have been encouraging to innovation in the other arts. In
factFeldman has written:

Anybody who was zround in the early fifties with the painters saw that these
men had started to explore their own sensibilities, their own plastic language

-« - with that complete independence from otherart, that complete inner
secutity o work with what was unkaown to them. That was a f2ntastic zesthede
achievement. | feel that Jobn Cage, Earle Brown, Christian Woiff and I were very
rauch in that particular spirit
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And ir was the new painting that, Feldman main_tains. made h1r.n iie:r-
ous of a sound worfd more direct, more immediate, more physical than
anything that had existed before’.

Morton Feldman -1

To conjure up this new sound world Feidman kept himselft;nta:r;ted
by European think and wrire systems - more‘z s0 than the ot ‘ertti :'lee
composers. While the meticulousness of Cage’s chanrie detcrmm? ] s,{
Brown's analytical total scund continuum, and Wolff's permutations o

minimal ‘rows’ could be lined up with the current E‘urop‘e‘an methods
{even though intentions differed radically}, Feldman's ability to efc.apf
from methodology as ‘the controlling metaphor of th_c composu};on

was accomplished through a reliance on instmc?, ata ume.when:u;o-
pean composers were more than ever bc_fore_seekmg refugein glet (-)bc;
logy and denying the force of the instinctive. Feldma‘n has descri ;]

Cage’s reaction to a youthful string quartet he had written (at roug' ¥
the same time as Boulez was writing to Cage ‘I must know everything

in order to jump off the carper’). Cage ‘locked at it for a long time

and then said, “How did you make this? . .. In a very weak v_oicel
answered, “John, I don’t know how I made it.” The response to this was
startling. John jumped up and down and, with a kind of high monkey

squeal, screeched, “Isn’t that marvellous. Isn't that wonderful. It‘s___,:
so beautiful, and he doesn’t know how he made. it.”” Feldman adds:;
‘Quite frankly, | sometimes wonder how my music would have turned:

Inanguration 1950-60

It must have been pureinstinct which led Feldman to the impressively
simple method of working directly with sounds unhindered by pitch
relationships, and {incidentally} to be the frst CCMposer to put inro
practice what Cage called music ‘which s indeterminate with respect
tw its performance’, and the first to use non-representational graphic
notation. His Projections of 1950-1 are aptiy named since his ajm was ‘not
to “compose” but to project sounds into time, free from a compositional
thetoric that had no place here. In order not 1o involve the performer
{i.e. myseif) in memary {relationships}, and because the sounds no
longer had an inherent symbolic shape, I allowed for indeterminacies
in regard to pitch.'

To counteract the functional, structuring and connecting power
that pitch relations had assumed in Western music {either in a pitch/
harmony system - as in tonal music, or a pitch/permutation system - as
in serialism) Feldman simply divided up the range of each Instrument
into three registral areas — high, middle and low ~ whose boundarics
were to be determined by the plaver who is allowed to select any piteh
from each area. These ranges are indicated by boxes arranged vertically
{originally on graph paper), the length of each box in terms of a four-
pulse time ‘bar’ indicating how each sound s to extend in time. So that,

as Bavid 8ehrman has pointed out, pitch is (relatively) free while time of
occurrence, tmbre, number and dynamics are {relatively) fixed.

By asking the performer 1o male a separate decision for cach box in
these and subsequent graph pieces, Marginal Intersection and the Intersection
works (where occasional concurrences ‘intersect’ the single notes),

1obn had not given me those early permissions to have confidence }?eI(%mafl succeec%s in unfixing the melodic continuity, in‘diss‘olui‘nfg rljze
rs Moron Feldman ?uti }‘0 nha ; g logical’ connections be.tweefz one sou_nd and the next. I:.ach !ndlvxdudl
intersection 3 11} [y HISHACLS. note, for each player, arises trom a ‘blind”, unprepared situation where
the so-ealed pitch logic of serialism js automaticaliy ruled out; each
note is heard (as far as is possible) as a separate, isolated timbre, since
. pitch has now becomcea secondary characteristic of instrumental tumbre,
L teversing che traditional relationship.

3 Feldman’s attempts to release a series of jndividual timbral ‘weights’
is not, however, confined o any one notation method. ‘Feldman's con-
ventionally notated music is himself playing his graph music’ said Cage;
and his method goes against al! the ‘jaws’ of traditional structural plan-
ning. Each note, each chod, is a separate weight, composed and heard
separately, having no priority over the one coming before or after: *l make
one sound, and then § move on to the next' says Feldman. The poet Frank

O'Hara wrote of Feldman’s conventienally notated musie: ‘Nowarion is

notso much arigid exclusion of chanee, but the means of preventing the

sfructure trom becoming an image, and an indicanon ot the COMPpOsCr's
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has nevertheless rejected the idea of system’ (unlike that other musical
analyst, Karlheinz Stockhausen). “What interests me,” Brown has said,
‘is to find the degree of conditioning {of conception, of notation, of
realization) which will balance the work berween the points ofcontroll
and non-control . . . Thereis no final solution to this paradox . . . which.
iswhyartis.'

Brown’s interest in the work of Caider and Poliock, which he first
saw in 1948 or g, accounts for the two important aspects of his own
work: spontaneity and open-form mobility, In Calder's mobiles Brown
saw the

creative function of ‘non-control’ and the ‘finding’ aspects of the worlf within
the pracess of ‘making' the work, the integral but unpredictable ‘floating’
variations of 3 Calder mobile and the contextual rightuess of Pollock’s _
spontaneity and directness in refation to the material and his pgry’cu!ar image
ofthe work. Both show an awarcness of the 'found object” tradinon as well

as established anigue and personal conditions of control of the tmsli_ty. The
momentary resolution of this dichotomy seems to me to be the ‘subject’

{as distinct from object) of today’s att, commoi to all of the arts.

The fully-notated pieces Brown wrote between 1950 and 52, suchas Miis‘!t\

forviglin, cello and piano, cxhibit a Calder-tike mobility in that, as the units,

of a mobile undergo ‘constant and virtually unpredictable but inherent
change’, so Brown constructed units of thythmic groups, asscmbled them

‘zather arbitrarily’ and accepted rhe fact thar all possible assemblages-

were inherently admissible and valid. The result s *one static version of
compositionally mobile elements’.

The 19523 works, assembled under the overall ride Folio, are of greater
significance since they move directly into performance indeterminacy
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by introducing ‘invented notations of a highly ambiguous graphic
nature’ which provide for a2 permanent mobility from one performance
to another, designed specifically ‘to encourage contceptual “mobility”
in the performers’ approach to the score', if one describes an indeter-
minate piece as ane in which the performer has an active hand in giving
the music form, then Brown's are indeterminate in the literal sense.
Both Brown and Cage dramatize the structural aspect of process, as
Feldman has noted, butwhereas Cage fixes the structure temporally and
either suggests the material ot (in his earlier pieces) used the ! Ching
to let the content decide itself, Brown composes the content and allows,
as he says, the *human element w operate by opening up the form’.
Brown has more recenty written that he sees “form as a function of
people acting directly in response to a described environment . | | it
seems reasonable to consider the potential of the human mind as a
coliaborative creative parameter.”

Coupled with the opening up of form and of the tesponses of
the performer, Brown also realized in his early works that time was
an inherently fexible component. In the prefatory note to his Folio
collection of 1952 Brown wrote: *Time is the actual dimension in which
music exists when performed and is by nature an infinitely divisible
continuum. No metric svstem or notation based on metrics is able
to indicate ail of the possible points in the continuum, yet sound may
begin or end anywhere along this dimension,” and, elsewhere, that the
liberation of time was a more important project than the liberation of
sound. Since time is an unmeasurable variable, Brown developed what
he called ‘time notation’ (which has since become a standard part of
teday's compositional technigue). With such a newation Brown would
indicate precise pitch, loudness and note grouping, but would allow
the durations to be in a relatively fiexible visual-temporal relationship
to one another — not metric and countable as in traditional notation.
Consequendy ‘time is net indicated mechanistically, as with rhythm. It
is articulated for the performer but not interpreted for him’ (Feldman),
being geared to counteract the discrepancy between the written page
and the realities of performance. The first score in this time notation —
Brown's first ‘open form’” work ~ is Twenty-Five Dages for 1 to 25 pianos,
written in fune 1953. Here all the sound material is composed but the
ultimate form, the organisation of the given material, is left open. This
introduces what Brown calls *inherent variability of the pitch content of
the material’. And the pages themselves may be plaved in any sequence
and, because of a characteristic of the time notation. in either ipversion
of the page.

However, the most open works that Brown conceived in the early
fitties were two that fixed the structure but left the materiat unspecified.
December 1952, for one or more instruments andfor sound-producing
media, is completely graphic and consists of 3t horizontal and vertical
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blocks, of different lengths and thicknesses spaced over a single sheet.
Four Systems (1954) is similar except that here the rectangles are placed
in four equal divisions — the systems. Both these scores are related to
Cage's thythmic structures, with the difference that Brown presents the
performer not with given lengths of time or number of bars, but with
actual spaces which are to be filled or represenied by any type or com-
bination of sounds, according to any chosen time scale.

The initial impression of these two scares is that the blocks should
represent chords or clusters, or sustained sounds of some sort. But this
is not necessarily so. A version John Tilbury made some years ago of
December 1952 treats the hotizontal rectangles as melody, with thickness
as intensity and length duration; the vertical blocks are represented
by hazrnony, with width again as intensity and height frequency. And
a performance which Brown himself directed in 1969 was filled with
sounds which were very much in accordance with the musical taste of
the late sixties. (By providing musicians with blank forms, Dick Higgins
once pointed out, ‘the most televant materials for a given time and
mentality can be filied in, thus avoiding the appalling irrefevance of
perishable materials that are no longer relevant.’ This is not necessarily
true either, since the values and concepts embodied in the blank form
may become equally perishable, out-of-date and irrelevant.)

What is especially relevant about December 1952 and Four Systems is
that, so eatly in the inauguration period of experimental music, they
allow the performers the freedom to ask (and answer) for the first time
in musical history such questions as: What are the units of time? And
how do they relate to the total time, the time of individual rectangles,

the time of the silences berween them? Should the intensity range refer
outside the piece or not? Given that all the rectangles fall within a faitly
nartow range of widths, should the gradations of loudness be within a
similarly narrow dynamic range — that is, soft — or could one use a total
contintum of very soft to very loud corresponding to the scale of thinnest
to thickest rectangles? And should the relating of musical elements to the
rectangles be logical or arbitrary, consistent or inconsistent? The score
itself is makile, too: “The compositon may be performed in any direc-
tion from any point in the defined space for any length of time and may
be performed from any of the four rotational positions in any sequence.’

Christian Wolff - I

Christian Wolff said of the early days in New York, when he, Feldman
and Cage brought their latest pieces round to shaw each other: ‘Sounds
were reated as seli-contained counters, and fitting them together was
a bit like making moves in a game of chess.’ Wolff was only 16 when
he first met Cage, and uniike Cage, Feldman and Brown had no pre-
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viously acquired musical culrure to ‘unlearn’. At the same time as Cage
and Feldman were disvovering performance indeterminacy (in Imaginary
Landscape No. 4 and Projections [ and IV respectively} Wolff had found his
own methods of de-systematizarion which allowed the chance element
to emerge in performance. One piece involved writing notes down
the page in vertical columns while the player read and played them
across the page in the normal fashion. He also wrote pieces for voice
tn which no actual notes were given: there was just 2 line moving up
and down across the page which indicated the general direction that
thnle sung pitches should move in, Wolff*s intention was to treat the
voice in the same way as a non-pitched percussion instrument where it
is Im?ossible to determine exactly the pitch that will result from the
notation.
:Bllt Wolfl"s major preoceupation in 1957 and 2 was with completely
written-out pieces which revolved around a very restricred gumber oJf
pitches. The Trie for flute, clarinet and violin uses only three pitches
(a: ‘tonal’ £, B and F sharp), Trio | for flute, trumpet and cello uses four
pitches (an “atonal’ G, A, A flav and C) while the Duo for Violins of 1950
uses three notes covering only a tone— D, E Bat and E natural. These go
on for six or seven minutes, and what intetested Wolff was not so much
the notes themselves as their overlapping and combination. This is
a kind of minimal serialism, used without any perceptible system, by
which the selected pitches were shaken up in as many different pattc;ns
rhythms, dynamics and imbres as possible. Wolff*s motive was simpl}'r
to .discover how free he could be within very narrow limits. He has
pointed out that a piece with two violins playing at slow speed, using
_nnly twa or three pitches, could take what seemed like hours although
it lasted only a few minutes ‘because of the narrow band of differences
and the fact that the earwasn't used to hearing differences of that kind'.
{These are perceprual areas that composers like La Monte Young :m(j
Steve Reich have recently begun to explore systematicaily,)
‘ By fhufﬂing fixed pitches around (there is no ‘octave transposition’)
in a circumscribed range (Trio covers just over an octave) all rraces of
functionalism scem to have been removed — they don’t ‘go anywhere’
@elodically or harmonically — s¢ thar they can be heard more as‘sounds
in their own right, the ear being led to hear minute timbral differences.
Thesle. pieces may perhaps be viewed as *extractions’ from the European
trgdmon. but when this technique is applied ro the piano, as itis in For
?lann ! (1952), where only g different pitches are arranged in constella-
tions whose inner details change on each occutrence, separated from
one :1_r1_other by notated silences. the result is noticeably non-European
1n spirit. The silences may serve as focusing points for the sounds, but
equally they are openings which let the sounds of the cnvirom;wm
mingle with and perhaps even obliterate the composed sounds. Cage
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tells the story of a performance Wolff gave where the sounds of traffic
and boat horns coming through the open window.werc? louder tl'lan the
piano sounds. Someone asked him to play it again with the \'\deows
closed to which Wolff replied ‘that it wasn't really necessa.ry, since the
sounds of the environment were in no sense an internuption of d.m?e
of the music’. As Wolff remarked (of the early experimental music in
general} ‘the work is at once itself and perspicaciovs.’

john Cage

Stlence was perhaps as important a feature of the carly experimental
musicas performance indeterminacy and cilamlse prot{edur‘es. For, as Cage
indicates, ‘when silence, generally speaking, is notin ewd_cnce_, the V\Tlll
of the composer is.” Inherent silence is equiva.Ien_t 0 de'mal of the will,
and (in 1958) he spoke of the need for discontm:_my Ihavmg the’efﬁ:ct of
‘divorcing sounds from the burden of psychological intentions’. Hence,
as an extreme case, Cage’s silent picce, 423", made public in 1952 bi:lt
conceived some years earlier. What is important about the rhythm.lc
structure of 4'33” is that it is expressed not in numbers of bars but in
actual elock time, that the published durations could be replaced by any
others and were determined by chance operations. Chance first cropped
up in Cage’s work when he was writing Sixteen Dances ar.ui the Concerto fo;
prepared piano and orchestra in 1951; in the. course of.hls wo.rk h.e staratf
using squares on which he set out the musical material at his disposal -
which resembled the gamuts of the String Quartet, As he started wondet-
ing how to get from square to square Cage saw chgnce proccf;‘gres \:;S Llfflfe
way out of this predicament. These charts, according to_(%hnst:an ‘o (i
were ‘a stage in a particular method of serial compos_mon, associate
with Cage’s growing belief in a philosophy uf.non—mvol\rem‘c?t Z:ld
purging the idiosyncrasies of onc’s own perso.nallty’. Cage l?as said that
both he and Boulez were using similar tcchmques‘at this time: Boulez
had murned the series into a chart arrangement while Cage used c‘harts
first as magic squares and then later in relation to the mechamcsd of
using the I Ching for chance operations. The lctters they exchange tlz:t
the time showed, according to Cage, ‘agreer.nent 'between us at t;
beginning, and then divergence exactly on this po:nF ?f total contro
and renunciation of control’. And certainly Cage’s opinion Fhat Chal:lCE
procedures bring about ‘a musical composition the continuty of whic
is free of individual taste and memory (psychology) and alse of tb?
literature and “rraditions” of the are’ sounds not dissimilar from ‘Bo'uIez
intentions behind Structures Livre la for two planos (1952) to *eliminate
from my vocabulary absolutely all trace of heritage’. ‘ . |
Yet however centreless, structureless, featureless, hierarchiless n.e
first book of Structures may sound, however much harmenic ang thematic
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writing ntay have been dissolved, however much Roulez may have resorted
to quasi-2utomatic ‘external’ procedures, his methods are, contrary to
Cage’s, asupreme reinforcement of the type of unity described by Webern
{see p. 33}, since all sound parameters — rhythm, intensity, modes of
attack and pitch content — have ail becn related to the ‘ideal’ model of
the r2-note chromatic scale,

Boulez emphasized the need to purge his music of any remnants of
a tradition he considered dead. With their methods of ‘onfixing’ the
continuity Cage and Feldman had no desire or need to be as restrictive,
as obsessed with language and purity of style as Boulez, In fact tonal
chords and intervals pass nawrally throogh all of Feldman’s music
and in Water Music (1952) Cage deliberately re-introduced ‘sounds that
were, just from a musical point of view, forbidden at that time . . . banal
musical sounds’ such as octaves, 5ths and dominant 7ths: ‘T've atways
been on the side of things one shouldn’t do and searching for ways of
bringing the refuscd elements back into play.’

Where Feldman and Wolff had restricted themselves to a minuscule
range of sounds, in Music of Changes of 1951 Cage’s non-restrictive philo-
sophy led him to explote sound-as-totality by selecting a vast amount
of piano material which he put together according to the answers
which resulted from his consultation of the [ Ching (by the method estab-
lished for obtaining oracles — that of tossing three coins six times).
The materials were [aid out in charts which governed superpositions
(how many events are happening at once during a given structural
space), tempi, durations, dynamics and sounds {of which half contain
siences}. The categories from which the material was drawn were
single sounds, aggregates (like the mixed timbre sometimes obtained
0n a prepared pianowhen a single key is depressed), complex situations
in time (constellations) and sounds of bath definite and indcfinire pitch
(noises;.

Music of Changes is based on the same square root principle as Cage's
carlier work, but this is expressed not in numbers of bars or time periods,
but in lengths that exist only in space, the speed of travel through which
is unpredictable, Since the shape of the piece is determined by the
changing tempo indications the player must first estimate the length of
each line or each page in seconds, and then follow the graphic spacing
of the score. Consequently two silences that lock the same length, for
instance, are moved through at a different pace and thus last different
lengths of time. The chance operations also threw up various impossible
notatiens {such as 1/7+2f3+1/5 of a crotchet to be played within a second)
which cannot be taken literally; according to Tehn Tilbury theyv are
as much a notation ‘directed at the performer as 2 description of the

sound to be heard, They suggest a style of performance: neat, CcTisp,
precise, cool:’
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Far David Tudor twha gave the first performance) Music of Changes was a great
discipling, because you can't do it unless you're ready for anything at each
instant, You can't carry over any emotional impediments, though at the same
time you have to be ready to accept them each instant, as they arise. Betng an
instrumentalist cacries with it the job of making physical preparations for the
nextinstant, s0 had to tearn ro put myself into the right frame of mind. T hud
to fearn how to be able 1o cancel my conscioushess of any previous moment,
in order to be able to produce the next one. What this did for me was to bring
about freedom, the freedom to do anything, and thar's how [ learned to be free
for a whole hour ata time.

But the situation where such freedom was most useful was not 10 be
brought about by chance aperations which may identity ‘the composer
with no matter whar eventuality’ but whose notation ‘is in all respects
determinate and does not permit the performer and such identification,’
as Cage wrate of Music of Changes, For a full and logical tmplementation
of Cage's philosophical position, however, a shift had to be made from
chance operations where “one knows more or less the elements of the
universe with which one is dealing,” to indeterminacy where Cage felt
that he was *outside the circle of a known universe, and dealing with
things that I literally don’t know anything about,” 2 transition in which
Cage’s views gradually changed from ‘particular ideas as to what would
be pleasing’ toward no ideas as to what would be pleasing — a position
where all results are acceptable and accepted and *an error is simply a
failure to adjust immediately from a preconception to an actuality.”
Imaginary Landseape No. 4 for 12 radios, composed in the same year as
Music of Changes, moves closer to performance indeterminacy. Chance
operations were used to determine the loudness levels, durations and
station tunings on the 2 radios. Here unpredictability {s guaranteed
by the fact that although the timings, wave-lengths and volume control
changes are commeon to all performances, the piece will never sound the
same since the music broadcast on the given wave lengths will differ on
each occasion and depend on factors beyond Cage’s immediate contral.

The Later Fifties

Between 1952 and 6 Cage worked on two large projects — Music for Pigra
1-84 and the series of pieces for various solo instruments whose titles
are expressed in time lengths (4733 is the first of this series). In Music
for Piano Cage rurned to the imperfections on sheets of paper as 2
randomizing method and sound source. Just as Cage had found that
‘silence’ is full of {unintearional) sounds which may be of use 1o the
composer and listener, sv a "blank’ sheet is also already alive with pro-
spective sounds. Cage asked the | Ching as o how many notes shouid
be used from each page; whether they are t be plaved normally, of
are muted or plucked; whether they are sharp, flat or natural, or are
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ty John Cage’s Concert for
Pigno and Orchestra

noises to be produced by hand or beater, inside or cutside the piano

construction. The corresponding number of imperfections on a blank

sheet of ransparent paper were then marked out, and registered on 2

master page on which stave systems had been drawn.

'Whar resulted was a series of single notes and flurries of notes. The
pieces may be played alone or together in an endless number of super-
tmpositiens, combinations, everlaps and successions. Another new fea-
ture for Cage is the fact that nothing is determined as far as performance
time 1s_concerned. Performers may move through the space-time at speeds
of their own choice: *Such space may be interpreted as moving, not only
constantly, but faster or slower,’ says Cage who recommends, as regards
total duration, that ‘given a programmed time length, the pianists may
miake a calculation such that their concerrwill fill it.’

‘Tl?e ‘time-length’ pieces, 21°57.9864” and 34'46.776" both for a
pianist {.195‘4). 26"1.149¢” for a string player (1955) and 27"10.554" fora
per_cuss:omst (1956), all share the same numerical rhythmie structure
wh:ch through the application of chance operations differs in acrual
time-lengths in each case. This is definite evidence of the ‘hospitality*
of a rhythmic structure to any kinds of sounds - Cage also used this
rhythmic structure as the basis of a verbal composition, 45° for a Speaker
(1934-5), a text which deals with many of the ideas and methods behind

the.se works. In this series Cage makes further inroads into raditional
attitudes towards contentand identity. Richard T 0op has written:
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18 Non-harmoniousness

1970-style:
2 simultaneous

performance of Concert jor

Piana and Grehestra and
Song Books (world
premiére) in Paris,
October 1g7o. (The
performance also
included Rozart Mix.)
fohn Cage, and Cathy
Rerberian, right.
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The striking feature of these pieces is not their iqdividual conzent, hqt t}l:lenr
unlimited capacity for combination with other picees, wh1c}_1 theo:cuca ¥
allows for the ebliteration of every distinguishing chare_u:terlsuc ofeach
individual piece, and thus undermines any atrempt o view any one of them
as a self-contained unit.

One of the performing instructions for these piece‘s runs: ‘The norapon
may be read in any “focus”, as many or as few of its aspects as des1re'd
being acted upon.” This is a crucial test not $0 much of the player's
technique (though force, distance and speed of autack are gaphed ab?ve
the main notation: Cardew remarked that he sees thr.:se things Aashing
past as he plays, wishing he had time to pay attention to the.m]. as of
his sensitivity to the ‘ethos' of the piece as implied in this pc?rrnmslon.‘
However much experimental music may appear to be un1ntcreste§ in
the idea of achievement, a composition of the scope am‘i comprehenm.ve»
ness of Cage’s Concert for Piano and Orchestra can be viewed as nothing
less than 2 genuine, old-fashioned achievement. Ca'_ge‘s wor‘k on Cﬂme‘ﬂ
during 1957 and 8 consisted of 14 solo parts of which the piano pa;t‘is
a gigantic ‘composition’ in its own right. Each may be pt?rformc in
whale ot in part, for any length of time, as asolo orin combination .wnh
any other solo part or parts, or simultaneou‘sly with a number Of—PICCE.S
that Cage has written since —with Solos for Voice (1958 and 1960) gnd theit
continuation of 1970 Sang Books, Fontana Mix (1953) ok Rozart M (196‘5)._
Cage assembled the matetiat for the wind an_d string parts by vtr(;;kmg
closely with the players themselves so as to discover as many different

g \..L e e, o, .
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methods of sound production as possible — many of these have since
passed into the standard instrumental repertory — which he subjected
to a variety of different chance procedures. Cage's intention with this
‘total spectrum’ was ‘to hold together extreme disparities, much zs one
finds them held together in the natural world, as, fot instance, in a forest
or on a city street’. But, the compositional glue having been removed,
things had to held themselves together of their own accord especially as
Cage recommends that the orchestra should be split up and the players
freely distributed around the performing space, even amongst the audi-
ence. This put inte practice Cage’s ideas about non-harmoniousness
{to which I referred in Chapter 1) which helped to bring about two
conditions he desired - unimpededness and interpenetration. These are
oriental concepts which D. T. Suzuki saw as distinguishing Furopean
thinking where ‘things are seen as causing ane another and having
effects’, from oriental thinking where ‘this seeing of cause and effectis
not emphasized bur instead one makes an identification with what is
here and now'. Cage further describes unimpededness as ‘sesing that
in all of space each thing and each human being is ar the centre and
furthermore that each one being at the centre is the most honored one
of all,” and adds: ‘Interpenetration means that each one of these most
honored ones of all s moving out in all directions penetrating and
being penetrated by every other one no matter what the time or what the
space,’ so that ‘there are an incalculzble infinity of causes and effects,
that in fact each and every thing in all of time and space is related to
each and every other thing in ali of time and space.’ (1g58)

In nermal circumstances the more complex the music the more the
function of the conductor becomes that of policeman (as demonstrated
by Boulez the traffic cop at the beginning of his Pii selon Pli) beating time
to unify the proceedings, to achieve harmoniousness. The conductor in
Concert (if one takes part - he is not essential) ‘by his actions tepresents
a watch which moves not mechanically but variably,’ relating not to a
score (there 1sn'rone - no master plan) but only to his own part, so that
*his actions will interpenetrate with those of the players in the ensemble
in a way which will notobstruct their actions’.

Each player makes his own programme from the not unspecific materials
provided, calculated to fill an agreed-upon performance time, Time how-
ever becomes a variable commaodity since the conductor has to transform
‘real’ clock time nto a ‘musical’ time by (literally) altering the length of the
minutes: each plaver moves mdependently within this temporal structure
without any reference to, or coordination with, the other plavers,

The colossat plane part contains 84 'different kinds of composition’
and is ahighly diverse accumulation of the majority of notations Cage had
invented up to that time along with new ones, the seeds of notational
concepts, Bach individual notation has its own specific instruction. Some
notations are highly complex, impracticable or idealistic, others are
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directly stimulating or — to a greater or lesser extent ~ precise: some need
to be measured exactly, in the Davad Tudor manner, others may be read
atsight, in any focus. Many of these notations move Furtheralf.mgthc rgad
to a completely non-representational situation — no long{.er is a particu-
lar sound heard and translated into a graphic symbol which represents
the ‘image’ of the sound to be reproduced. Many in fact ra?present a
certain kind of work to be done so as to arrive at 2 point ef being able to
make an action (o actions) to produce a sound {or scunds)!

Concert deals with a universe still known to some extent to Ca'gc_A He
first managed to step completely outside this univers.e with Var‘mnons i
{1958) and the subsequent Fontana Mix and WBAI, which move into the
area of variable, blank structures. These put in the hands of the per-
former himseif the means to create his own personal random and to
select his own sounds to line up with the results of these processes.
Performers are given a number of transparent sheets, printed wigl shapes
of various kinds, which are to be overlaid in an unplanned fashmn:

‘The randomizing materials for Variations I — the first of a series of
seven Variations composed between 1058 and 1968 —are six large squar.es
of transparent plastic, one with points of various sizes, the others with
intersecting lines. The size of each dot shows whether each event should
consist of one, two, three ot four or more sounds. The lines reprlesent
lowest frequency, simplest overtone structure, greatest ampht}ide,
shortest duration and earliest accurrence within a decided-upon time.
A sheet of lines is placed in any position over the sheets of poiflts, and
perpendiculars drawn from a point to a particular .ime ‘give diS?ﬂIlCt?S

to be measured or simply observed’ — that is the distances are read‘m
relation to zny scale of values which the performer has chos.en t{.) give
each line. Variations [ is thus a score which deals with th.c unigue mtf.:r-
penetration of all aspects of a sound event, since a different sp:fual
atrangement of points to lines would bring about a different combina-
tion of characteristics. .

This leaves the player free to use any kind of sound, from any kmc.l of
sound source, and the final transition has been made from Lhe.musmai
work as object to the work as process. With performance indet.ermmacy, as.
Cage said at the time, ‘one can just work directly, for nothu{g one does
gives rise to anything that is preconceived, though everything may be

later minutely measured or simply taken as a vague suggestion. This

. . N
necessitates of course, a rather great change in the habits of notation.

Christian Wolff—il

While Cage was moving towards this kind of indererminacy i‘ulvoivinb
pre-performance determinations {rather like traditional COl.'npDSlthI.], but
with shifted emphasis) Christian Wolff was evolving an indeterminacy
in which all the decisions were to be made during performance, notby
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providing sound material to be realized on the spot (like Feldman and
Brown) but by creating a chain of unpredictable situations which would
only be brought about through the act of performing.

Alchough afrer his early days with the Cage group Wolff left to study
Classics (he earns his living teaching Greek at Dartmouth College, New
Hampshite) ke carried on writing pieces for David Tudor. In the mid-
hfties he was getting back to indeterminacy by writing pieces which
were impossible to play due to aspects of thythm, fingering or keyboard
layout, The impossibitities would force the player to discover a solution
of his own, or force Wolff himseif to find a compositional way out by
declaring tempo as zerp - that is, any duration. Having to write a piece
quickly for Frederic Rzewski and himself to play at a concert in 1956 he
drew up a kind of *shorthand’ notation which taid out certain spaces of
titme and groups of notes from which the players could selecr, with a
wide range of instructions which wouid bring about situations ‘from
nearly fixed to nearly frece’.

This was the source of the indeterminacy that Wolff has since
developed which places ‘chance completely outside the performer's
control by making his ear the vehicle', I -

"~ Inthisexample fom
Duo for Pianists 11 {1958} the figure to the left of the colon gives thetime, in
seconds, during which one has to play, and the figure to the right the
number of notes that are to be played anywhere within the indicated
time. Thus for the first unit the playet is to produce no sounds for a
second and a half, while for the second unit he must play within a quarter
second three notes from a given pitch source *2” (in which there are, say,
4 pitches), in any higher or lower octave than the one in which they
appear originally (this is indicated by x-}. {In his analysis of this passage
in Die Rethe 7, Wolff goes on to say that any three of the four available
pitches can be chosen, or one smay be chosen and repeated three times,
or two, one of which is played twice.) Along with these one must play two
notes from source ‘b’, and how these five pitches are disposed — singly,
or in chords, their dynamics, and their individual durations - is left to
the performer, who must, however, act within a quarter of a second.

But one player does not move through these events regardless of
what the other player is doing (as is the case in Cage’s music), What
one player does depends for its initiztion precisely on what he hears the
other performer playing. Each musical unit in Wolff’s score is preceded
by one of ten cues (in this case five seconds ofsilence). Each player makes
his own particular continuity of structural units out of the common
rescrvoirs of pitch materials and timed rhythmic sreucture, and what
he piays, and when, depends on which cue he hears, or perhaps fails to
hear. But the rules are not 1o be followed at all costs: if both players are
waiting for cues at the same time then, instead of remaining silent for
ever, they have to work outa solurion on the spot.
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19 Christian Wolff's For
One, Two or Three People
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Wolff has said of this type of notation that it allows for ‘precise actions
under variously indeterminate conditens . . . Both fuidity and e:fac‘t-
ness of performance are possible. And no structural whole oft?Fa.hty is
calculated either specifically or generally in terms of probabilities .of
statistics. The score makes no finished object, at best hopeless, fragile
or brittle. There are only parts which can be at once transparent and
distinct.” .

This contingency process works very well for two or mor.e instry-
ments, but is obviously difficult to apply to a solo situation (which W?lﬂ;:
wanted to do in pteces he wrote for David Tudor, partly as a ‘n=:a.ct|{’n;1§’T
against Tudor, who would always work out 2 piece fully beforehandd)§
Consequently in For Pianist (1959} Wolff makes the cue .systern depen :
ent on factors beyond the player’s control — either accidents or errors_vf
he makes, or particular acoustical conditions that may arise. 'i‘!'lus thi_-

pianist may have to jump from a low note to 2 high note as qu:ckfy L
possible; if he hits the correct note he is to continue in one way, if he
misses it he is given a different path 1o take. When he h;las toplaya nloté_
‘as soft as possible’ there are three different continuations dcpendmg‘
on whether he manages to play very softly and audibly, plays wo l?uflllY:%
or plays so softly that nothing can be heard at all. And there are similal

Inavguration 1g50-6o

alternarive routes to take, for instance, after 2 specified note hegins to
produce harmonics, or dies away.

But these notations are highly complex and demanding, and in sub-
sequent pieces like For s or 10 People €19632), In Between Dieces for Three
Players (1963), For 1, 2 or 3 People (1964) and in more recent scores such
as Edges and Pairs Wolff dispenses with the elaborate titning scheme, a
specitic number of people playing specific instruments, thythm and the
pitch gamuts. This ovight seem like 2 relaxation until one realizes that
these pieces make far greater demands on the performer's ability to heat
{and to act on what he hears) than on his ability to work out complicated
musical problems on the spot; the continuity depends more than before
on paying very close attention to the sounds produced by the other
Players or in the environment.

Wolff has said that this kind of *aural’ indeterminacy was the only
way of 'producing sounds 1 could see no other way of producing . . .
Actions are indicated directy and simply. Their results, the sound and
thythm of the pieces (the rhythm, for instance, produced when one no
Ionger knows where one is) could, 2s faras 1 know, be brought about in
no other way,” And the player, apart from listening for cues, is so involved
in the act of preparing, timing and releasing sounds that, as John
Tilbury has said, ‘you have no chance of emotional scif-indulgence; vou
have a job to do and it takes all your concentration to do it efficiently
- L.e. musically, With this music you learn the prime qualities needed
in performing: discipline, devotion and disinterestedness. '

In moving from symbol to symbol the player has to shift his atten-
tion continually from cne aspect of what he does to ancther. The acute
differentiation of sound which Wolff asks for forces the plaver to dis-
cover new means of producing vibrato, attack and release, articulation,
timbre-alteration and distortion. For 1, z or 3 Peaple, for instance, spe-
cifies twenty-two different types of sound production, from ‘anything'
to 2 ‘sound involving friction’ and *slight alteration of a sound’, The
technical equipment needed to play Wolff’s music are extreme presence
of mind, 2 mental as well as physical agility and an acute grasp of the
capabilities of your instrument, In performance the players seem to be
in 2 state of perpetual crisis, yet the music sounds catm, relaxed and
varuffled, unlike the avant-garde variety which often sounds as though
itis actually the expression of crisis.

Earle Brown-—1Ii

In the later fifiics Brown did not continue to work with the vpe
of notation one finds in December 1952 and Four Systems: these were not
what Brown considered to be ‘works’ since they were devoid of content.
December 1952, he said, was *an “activity” rather than 2 “piece” by me
because of the content being supplied by the musicians'. {This was,
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of course, precisely the kind of situation that Cage spent the whole of
the fifties trying to achieve.)

[n his later work — such as Available Forms for orchesira (1g61), Corroboree
for 3 {or 2} pianos {1064) and String Quartet (1965) — Browr_l ‘attcmpts
> combine the ‘graphic’ and improvisational ‘mobile’ qualities ofth.e
1952 works in Folie, with the ‘composed-material, opa?n-fonl‘n'.condl-
tions of 25 Pages of 1g53. These are both methods ofmntcnsﬂ'ymg the
‘ambiguity inherentin any graphic representation and possnbl‘e com‘poser,
petformer and audience response to it’. A ‘mobile’ scqre is subject to
physical articulation of its components, which results in an ?nknown
number of different, integral and 'valid’ realizations. This is distinct from
a ‘concepmually “mebile”’ approach to basically fixed grzllphic elements,
which is subject to an infinite number of rea]izationz.; in performance
‘through the involvement of the performer’s immediate res ponée‘s to
the intentionally ambiguous graphic stimuli relative to the conditions
of performance involvement’. .

Einally, of course, the identity of the work remains in Brown’s hands:

There must [he says] be a fixed {cven if flexible) sound-content, to establish
the character of the work, in order to be called ‘open’ or ‘available’ form. We
recognize people regardless of what they are doing or saying or how t}n_zy are
dressed iftheir basic identity has been established as 2 constant but Aexible

function of being alive,

Morton Feldman -[i

After several years of writing graph music Feldman began to discover its.
most important flaw. He found it was not only allowing the sound to be_.
free, but was also liberating the performer. He had never thought of ti'{e.;
graph as an ‘art of improvisation’ but more as ‘z totally abstract sonig;
adventure’, This realization was important ‘because I now understocd_?\_
that if the performers sounded bad it was less because oftheif' la?ses og
taste than because [ was still involved with passages and continuity th:ft
allowed their presence to be felt.’ . .
Between 1g53 and 1958 fie abandoned the graph; but r_?us !ef.t hlm}
equally dissatisfied with precise notation: ‘Itwas too one-dlfnensmna%
It was like painting a picture where at some place there is always 2
horizon. Werking precisely, one always had to “generate” the movement?
— there was still not encugh plasticity for me.” But whatever methad%
of notation adopted the purpose was the same — the exploration Uf
sound as sound. The ‘image’ of Feldman’s music remains the same, his:
precccupation with ‘surface’ as the *subject’ of his mulsm: ‘In that ser.lst’.,__”
my compositions are not “compositions” at all. One might call them ﬂmef:_;}
canvases in which [ more or [ess prime the canvas with an overall hue© 1
music. [ have learned that the more one composes or constructs the’

Inauguration 1950- 60

fore one prevents Time Undisturbed from becoming the controlling
metaphot of the music.”
in the late fitiies Feldman discovered a highly effective method of
specifying the sounds and controiling the image of the music, while
allowing the perforners themselves to ensure the Recessary ‘plasticity’
of movement. Piece for Four Pianos {1957) is the first to be set in motion by
means of what § have called a ‘people process’. Feldman provided only
one part made up of chorda! ‘weights’ of characreristic delicacy; each
performer reads from this part. All four players start together and then
proceed at their own speeds, free to choose their own durations within
an agreed-upon tempo. The result is ‘like 2 series of teverberations
from an identical sound saurce . . . The repeated notes are not musical
pointillism, as in Webern, but they arc where the mind rests on an
image ~ the beginning of the piece is like a recognition, not a2 motif,
and by virtue of the repetitions it conditions one to listen,’ said Feldman.
The repetitions arise, of course, from the fact thar the pianists play the
same chords but, because of the variations in tempo, they occur at
different times, this variability ensuring that the repetitions are always
irregular,

Feldman extended this principle in the series of five pieces hewrote in
the early sixties called Durations. These are for varied groups of instru-
menis, and each instrument has a different part so that it lives out ‘its
own individual life in its own individual sound world", Subsegquenty
Feldman evolved yer another means of introducing plasticity while
preserving the image, of which De Kooning (1964) is the most remark-
able example. Here the ‘working-through’ process is conpled with a
special type of contingency process: instraments (as always in Feldman's
music) play with an absolute minimum of aack. As the sound of one
instrument fades and decays so another instrument takes over: a kind
of slow-motion tag game.
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Seeing, hearing: Fluxus

For Cage 433" was a public demonstration Fhat ir was ir‘npmctical, if
not senseless, to attempt (o retain the traditional sepa‘rauon of sounFI
and silence. For the audience it perhaps proved something else: as their
attention shifted from listening to something tt}at wasnl’t really there, to
wartching something that was (Tudor's restrained actions} they misst
have realized that it was equally senseless to uy af}d separate hearing
from seeing. The theatrical focus of the silent piece mz?y have been
unintentional, but nevertheless Cage knew that ‘theatre is all around
us,” even in the concert hall. in the same year, 1952, Cage ‘arranged
2n event which deliberately moved out beyond *pure’ music into what
was unmistakably theatre. This was the so-called Happening at Black
Mountain College, the first post-war mixed-media event. ‘

For this star-studded oceasion Cage provided a rhythmic structure,
a series of time-brackets, or what Michael Kirby h.as called compart-
ments, Once a performer’s compariment had been mgnalled to start, he
was free to act in it for as long as and in any way he liked. The separate
compartments were arranged to overlap one anodle.r 'SjO that :; @1@
plex of differently timed, completely independent activities, each n its
own time-space, was produced. (This was _thc precedent for all the
‘combinings’ Cage has produced — from the mmullwnleous perff}rman‘i;
of the ‘time-length’ pieces and the various combm.atzons possible wn‘
Concert, to HPSCHD {1967) and Musicircus (1968) which guarantee Cage's
ideal of unfocused, interpenetrating multiplicity.)

The activitics which the ‘happening’ contained were as follows:i:
Cage was up a ladder delivering a lecture which included programrtnhe ;
silences; poets M. C. Richards and Charles Olson went up an.o ed
ladder at different times and read; at one end of the hall was amovie an
at the other end slides were projected; Robert Rauschenberg playeg
an old hand-wound gramophone, David Tudor was at the planf} an
Merce Cenningham and other dancers moved around the audience,
while some of Rauschenberg's white paintings were suspenfie&li abo;'e
the proceedings. The seating arrangement was special, COHSISFndg c;hi
square composed of four triangles whose apc.xcs merged towards
centre but didn't meet; movement took place in the large centre sp;.ice
and in the aisles, although the larger partof the action happened outside
the square.

Seeing, hearing
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Cage's Theatre Piece

Overtly visual material begins to appear in Cage’s compositions
from this time onwards, Water Music which 'moves towards theatre from
music’ Is 2 poster-sized score large enough for the audience to see,
‘since we're involved with seeing now,’ and contains instructions for
the pianist to make seunds which involve water in some way - pouring
water from one cup to another, using a whistle which only produces
sound when it is filled with water, and so on. In 34°45.776” for a pianist
Cage introduces a bunch of auxiliary noises which stand out from: the
piano sounds, and for his lecture 45° for a Speaker he chose 32 ‘noises and
gestures' of an everyday physical kind {cough, fean on elbow, laugh, etc.)
which were subjected to chance operations to determine at which points
during the reading they were to be made. Two pieces, Sounds of Venice
and Water Walk, which Cage made for and performed on Ttalian TV
in 1959, both use 2 large number of stage props.

Theatre Piece of 1960 is the culmination of these theatrical activities
expressed in terms of his current ‘scrambling’ notations, which take the
task of supplying specific materials out of Cage’s limited hands.

The piece may be done by any number of performers from one to
eight, of any type - musicians, dancers, actors, mimes, etc. — who each
work out their own programme of events according to the numerical
‘clusters’. The large figures within brackets refer to a gamut of twenty
nouns andfor verbs which the performer has chosen and written on
separate cards; these are then shufed. The smaller numbers refer to the
introduction of new elements into the gamuk (+) from another shuffed
deck also placed face-down; and the removal of an old element to a
reserved deck (-}. Bach performer may be involved in anything from tifty
to a hundred actions. The square bracket refers ro the amount of tinte
the performer has to make an action, 1o be measured by any of the

transparent rulers provided, or by others made by the performer. The
vertical figures relate to questions which may ‘arise as to what is to be
done’, and which must be asked in such a way that a number between
one and twenty will provide the answer; %, no answer, gives the
performer free choice.

The cards are laid out so that the performer can read the numbers;
he is now in 2 position to make a thirty-minute programme of action
according to the particular numbers in the score {of which he may use
as much or as littde as he wishcs, vertically or horizontally), In this way
heshould, if he followed Cage's directions, ‘arrive ata complex situation.
Burwhat people tend ta do is to get ideas of what they think will be intet-
esting and these, of course, are 2 mited number of things, becayse their
maginations are lazy, and they do fewer things rather than more and
they are satisfied to do one thing over zn inordinately long duration.”

Some kind of natural social complexity arises from the constant
crisserossing of the individually programmed action sequences, each
potentiaily differentin stvie and content. One performer may choose such
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20 George Rrechr's
Spanish Card Piece far Objects
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SPANISH CARD PIECE FOR QBIECTS

From gne Lo Lwenty-tour perfarmers are arranged wilhin view
of each other. Each has belore him a slopwatch and a set of
objects of four types, corresponding to the four suits of Spa-
nish cards: swords, clubs, cups, and coins,

One perfarmer, as dealer, shuffles a deck of Spanish cards
(which are numbered 1-12 in each suit), and deals them in
pairs to all performers, each performer arranging his pairs,
face up, in front of him.

AL a sign from the dealer, each performer starts his stop-
walch, and, interprating the rank of the first card in each pair
as the number of sound to be made, and the rank of the sec-
ond card in each pair as the number of consecutive five-sac-
ond intervals within which that number of sounds is to be
freely arranged, acls with an object comesponding to the suit
of the first card in each pair upon an object corresponding to
the suit of the second card in thal pair,

When every performer has used all his pairs of cards, the
piece ands,

&’\E:"I‘?SO.'E‘C

nouns and verbs as painting, bathtub, dismantle, spirals, run, Queen's
Park Rangers, while another list may incfude Aftica, catch, fowers,
fishing, innocence, Mao Tse-tung, Bach is realized in any way the p.er-.
former feels fit since ‘each performer is who he is> e.g. performing
musician, dancer, singer — Cage chose this approach so that nobody
wauld have to do something he could not do. But he insists that the
performer bears in mind that this is a piece of theatrical music.

In this way Cage hopes to parallel particular kinds of ‘reality mode.ls’:_
‘Ifyou go down the street in the city you can see that peop]e art.? moving
about with intention but you don’t know what those intentions are.
Many things happen which can be viewed in purposeless ways’; an.d the
more things happening the better since ‘if there are only a fev‘v 1fieas
the piece produces a kind of concentratian which is characteristic of

hurnan beings. If there are many things it produces a kind of chaos’

characteristic of nature.’

For George Brecht, on the other hand, ‘the occurrence that would be-.

of most interest to me would be the little occurrences on the streeL’._
While Cage invokes the total, unpredictable configuration, p‘emjla‘nent
tlux, and seems (theoretically) notinterested in the quality of:nd1v1.dual
things, Brecht isolates the single, observed occurrence and projects
it (via rectangular cards of assorted sizes in a box entitled Water Yam
(1gB0-3)) into a performance activity, which he called an ‘event’.
Brecht was 2 painter whe in the eatly fifties formulated a numbe‘r of
chance methods to break cut of the blind alley of abstract expressionisn
and who, in 1957, wrote an authoritative nionograph, entitled Chane-
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21 Brecht’s Bach

BACH THREE GAP EVENTS

@® Brazil ® missing-letter sign

® between two sounds

® meeting again

Teo Ray J,

P Soring, 1941
22 Brechr's Three GapEvents 6. Brch

Imagery, of the history and use of random procedures in 20th-century
art. In 1958 he enrolled, along with Dick Higgins, Jackson MacLow, Al
Hansen, Allan Kaprow and others, in Cage’s class at the New School of
Social Research.

Arthis time he was writing musica! pieces such as Candle Piece for Radios
and Card Piece for Voice which used game materials, such as playin gcards, as
musical scores. Brecht found that these ‘turned our 1o be quite theatrical
when performed, as interesting visually, atmospherically, as aurally'.
Becoming less interested in the ‘purely aural qualities of a situation” he
observed his first event in the spring of 1960: ‘Standing in the woods of
East Brunswick, New Jersey, where | lived at the time, waiting for my
wife to come from the house, standing behind my English Ford station
wagon, the motor running and the left-turn signal blinking, it occurred
tome that a truly “event” piece could be drawn from the situation.’

The result of this chance observation was Motor Vehicle Sundown {Event):
a number of cars gather at dusk, engines are switched on, and the drivers
(performers) act according to the directions on a set of instruction cards.
Of the forty-four types of cards each petformer has twenty-two, and
half of these indicate silence while the other half ask the perforniers to
activate different components of the car - some purely visual (various
lights to be turned on and off ), others purely aural {sound horn, siven,
bells, etc.}, others a mixture (open or close doers, ete.}, The duration of
each action depends on a count chosen by the individual, measured at
4 1ate agreed by all the perforiners.

Other pieces included in the Water Yam box use similar methods in
a less public sphere: the title of Spanish Card Piece for Objects speaks for
itself, and in Mailard Milk each of the three performers has to play ‘a
conventional musical instrument, a toy, 2nd a common object or set of
objects’. Toys figured largely in the New School class, since they could be
played withour any specialized training, praduced unhackneyed sounds,
and could be picked up at dime stores on the way to the class. Comb Music
and Drip Musie are both simple unitary processes using common objects
—acomb, each prong of which is successively plucked, and a source of
water dripping into an empty vessel. These can be done by individuals
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23 Brecht's Comb Music
{Cemb Event)
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COMB MUSIC (COMB EVENT)

For single or multipte performance.

A comb is held by its spine in onehand, either free or resting
on an object,

i i ith its tip
The thumb or a finger of the other hand is held wit _
against an end prong of the comb, with the adge of the nail
overlapping the end of the prong.

i i i d so that the
The finger is now slowly and uniformiy move
prong issg inevitably released, and the nail engages the next
prong.

This action is repeated until each prong has been used.

Second version: Sounding comb-prong.

Third version: Comb-prong,

Fourth version: Comb. Fourth version:  Prong.

G, Brechl
11959-621

or groups, and Comb Music is especially effective when plz?ye.d with a
number of combs: delicate, tinkling fragments, produced in irregular
parterns, barely discernible out of the silence. Brecht o‘nc‘e wr?te of
2 ‘borderline art’ — ‘Sounds barely heard. Sights barely distinguished.
(it should be possible to miss it completely.)’ .

David Mayor has pointed out that Brecht’s Tuwo Exercises may be com-

¢ i 51 ¢ ject before
pared with one of the pre-Zen Centering’ texts: ‘Feel an objec

you. Feel the absence of all other objects but this‘01}c. Ti:len, leav;‘ng
aside the object-feeling and the absence-feeling, Teallzf:.' While Instruction
¢“Turn on a radio. At the first sound, tarn itof.) is quite CIO?E to anoti'ler
‘Centering’ text: ‘Justas you have the impulse to do someth.m.g, stop.

While the discipline involved in performing the mmlmal‘ e.venf
activities make Water Yam ‘a course of study for experimcntle musnflans
{Cardew), the box is at the same time a central documentin tht: hiSth[Y
of Fluxus. Fluxus was an indefinable movement about which mis-
understandings arose, according to Brecht,

from comparing Fluxus with movements o1 groups whose indiwduz;jls;i)l(i\;e
had some principle in common, or an agreed—t}pon programme. lr_l e it
there hag never heen any attempt to agree 60 AIms of methods; u:udm ua orch
something vnnameable in common have simply naturally coalesced io pu
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24 Brecht's Two Exercises

25 Brecht's Drip Music
{Drip Event)

TWO EXERCISES

Consider an object. Call what is not the object “other. "

EXERCISE: Add to the object, from the “other, " another
object, to form a new cbject and a new “other."

Repeat until there is no more Yother,"

EXERCISE: Take a part from the object and add it to the
“other, " to form a new object and a new “other."
Repeat until there is no more object.

FaLlenl

and perform their work. Perhaps this common something is a feeling that the
bounds of art are much wider than they have conventionally seemed, or tharart
and certain long-established bounds are no longer very sseful, {1964)

According to George Maciunas, the chief protagonist of Fluxus (at least
as a publishing movement), Fluxus events ‘strive for the monostructural
and nontheatrical qualities of the simple natural event, 2 game or a
gag. It is the fusion of Spike Jones, vaudeville, gag, children's games
and Buchamp.’ Thus Brecht's events may be simultaneously gags and
quite sericus exercises to reduce things to their essence. Some deal
with musical instruments 2s objects over and above (or below?) their
normal use as sound-producers, Organ Piece, whose sole instruction is
‘organ’ isolates the one feature common to all organ music, the instru-
ment. Piano Plece 1962 (‘2 vase of flowers on(to) a piano’) fondly draws
attention to a gentee! habit, the mute piano as an item of furniture,
a curiously shaped table, Others ate double-takes, puns on objects
rather than words, gently steering the audience’s expectations away
from conventional hazards into hitherto unlit zones. A performer comes
onto the stage, dressed for the occasion, holding his instrument,
and proceeds to take his fute to pieces and put it together again in
Flute selo (*disassemblingfassembling’y; in Solo for Viglin to polish the

DRIP MUSIC (DRIP EVENT)

For single or multiple performance.

A source of dripping water and an empty vesse) are
arranged so that the water falls into the vessel,
Second version: Dripping.

G. Brecht
(1959-627
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26a Selo for Violin:
George Brechr
26b D1 Music:
George Brecht

instruiment, while String Quartet (‘shaking hands’) reduces this normally
tempestuons acuvity to 2 single gesture of friendly solidarity.

A number of kather eluborate versions of Tirceht's events made — most
likely mot by Brecht himselt - For the Flugorcheste in 1966 Iclmphasv
ize their gag potential at the expense of their spiritnal qualities. For
instance in Concerto for Clannet (‘nearby’) the clarinet is suspended by
a string tied o 1ts centre so that it holds a horizontad position about
six mehes above the performer’s mouth, Without using his hands, the
performer bas ta attempe to play a note, either by swifu_;ing the reed end
down or by jumping up ro ir and catching the reed with his nwuth:.a.nd
in Symphony Ne. 1 (through 3 hole’y a number of musicians pos;tlgu
themselves behind a full-size photograph of another orchestra, with
their arms inserted through holes cut inthe photograph atthe slmnldelrs
ot the photographic musicians. “Performers may ]mlf{ Instrinents In
the convendonal way and attempt to pley an old favournie.”

Nist s imporrant as the eventas gag s the event as duration. l%rech:
devised o whole series of natural “elocks” with wilnch ke unmeuasure

i i ; T st 1w the birthday cake
passing tine. candle Piece far Radiss Lasts as long as the | irtheay ¢

. . b .‘n,‘“-
Nwst: Lo po 2 depends o the pertormer's balaiemg skili and dhe la
Tis of colour

of aravity, b erhier events durstion e be deined i ey
o B

. gt e e e e s ab
T Dhergnems cred soreen” -wlieh oy reten o the variaile oegras

26¢ i
Greorge Brecht

W Piete 1gd 2

£
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change of'traffic lights); or perhaps interms ot 2 change of physical stare,
11 Three Aqueons Events (icefwaterfsteam’: or in the unspeeibed inrerval
between things - 'between two sounds’, “between rwo breaths' on the
small scale, and in Three Telephone Events on a fpotentiailyy Lirger scale.
Brecht's events function on 2 number of different icvels. They are
truly what Dick Higgins called intermedia ~ not a piling up of media
but semething that talls betiseen ditferent media. They inhabit the area
between poctry and performance. For poetry they offer observations.
and for performance they offer observations as instructions or nyerial
tor pertormance or art-objects. Thus “discover or make’, “oniro} 1 piang’
aretvpical instructions ina Brechrscore. “Event seores are et thirovl
music, getting down o Bers” Brecht once noted, Bur there is nothung
$I3 R CVCDT-STORe O Insist that an event must be a public pertorimance:
Three Telephone Cuents could equally well be 2 mode of orgmizing or
CAPCTICDCING 1R I one’s own Bite. For Brecht, Tike Cagel sees o dif-

ference between ‘theatre and amy other of Nis Jactions: he wauld SR
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27 The second picee from
Incidentai Music: George

Brecht

28 Brechv's Theee
Telephone Events

8o

THREE TELEPHONE EVENTS

@ VWhen the telephone rings, it is )
aliowed to continue ringing, untif it stops.

® ‘When the telephone rings, the receiver
is lifted, then replaced,

® When the telephone rings, it is answered.

Performynce note- Each event
comprise’ #H poowrenced

Spring, 1961 within ity dwdon,
'

with Cage that ‘theatre takes place all the time wherever one is and art
simply facilitates persuading one this is the case.’

Most of Brecht's events were written between 1961 and 2, although he
continued to notate them occasionally {‘the later ones became w.ery private,
like little enlightenments { wanted to communicate to my fr{ends whg
wouid know what to do with them'). The event scores of Takehisa i(olsugl
were written for a later period of Fluxus, 1964 to s, aldaough_!’(osugt h‘ad
organized the firsthappenings, events and activities in Toiqfo in 1960 with
the Ongaku group. The notions of physicality, space ar}d_ t.lme press?-nted
in Kosugi’s scores reflect a specifically Japanese sensibility. In A!-nma;
space as a potential for action is deliberately conﬁncd‘and e.xpcnenc«le
directly. In Theatre Music the performer is concerned with 2 51rn'pie umt’}'
of time, space and bodily movemnent. This persistence {'kef:p‘, ‘intently’)
takes on a savagely physical character in Music for a Revolution.

Seeing, hearing

29 Kosugi's Theatre Music,
Musit for o Revofution and
Anima 2

THEATRE MUSIC

Keep walking intently

T.Kosugi

MUSIC FOR A REVOLUTION

Seoop out one of your eyes 5 years from now and
do the same with the other eye 5 years later,

T Kosug
ANIMA 2
Enter into 2 chamber which has windows,

Close all the windows and doors.

Put cut different part of the body through sach window.
Go out fram the chamber,

The chamber may be made of a large cloth bag with
door and windows made of Zippers.

T.Kesugi

Other pieces deal with more practicable musical processes which
are also realizable over a {comparatively) lengthy period of time. In
Mierg [ a live microphone is wrapped in a very large sheet of paper.
The microphone amplifies the creaking and crackling of the paper as
it unfolds gradually of its own momentum. In the three compositions
Kosugi entitled South the whote word ‘south’, or parts of the word are
subjected to extension or slow-motion procedures; in South No. 2, for
instance, the whole word is to be pronounced ‘during a duration of
more than 15 minutes’, so that the transitions between the letters are
as effortiess and smooth as possible.

John Tilbury’s account of performing Anima 7, which [ quote on
P- 15, shows that when an everyday action is subjected to 2 slow-maotion
process all kinds of unforeseen, near-crippling problems are thrown
up. This is also true of the transients of the word ‘south’, Kosugi seems
to have used these processes not as 3 means of taking the performer
outside himseif, but of making him more intensely aware of interior
actions which he normaily performs quite instinctively. As a result he
is drawn vutside the universe of his known physical functioning.
Distance for Pigno (for David Tudor) is an extreme example of this: the
performer is forced into an unpredictable telationship with the piane
because obstacles are placed between him and the instrument. The
pianist positions himselfat a fixed point some distance from the piano,
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and produces sounds, not directly but by manipulafing‘t}ze D(;J]CCI:S
placed berween him and the piano (the whole of W[‘IIICh.IS used as
sound-sotrce). These objects are not extensions of his p]afnsuc tech-
nique but impediments to it, for Kosugi is less conc?med with pro?u[hc-
ing new sounds than with cxtending the performer’s awareness of the
aking sounds. o
pr?\c:;ihii?pproagch to the direct experience of’ unm?gsured timewithin
a monostructural framework is found in the Campasmons. that La Monte
Young produced in 1960 and 1961, Young h‘ad been wor_kmg onthe W?St
coast of America during the Afties and he did not come into contacl:‘wmh
Cage’s music and ideas until 195¢ — ironically in Dlarmstadt, t?e I:ur(.::-
pean mecca of serfalism. Young acknowiedge? the influence ¢ .Qage in
the use of random digits and ‘the presentation of what ‘tradmonf]liy
would have been considered 2 non- or semi-musical evcflt lfl aclassical
concert setting'. But like Brecht his approach was reductionist: whereas
Cage’s pieces ‘were generally realised as a cor.np!ex ?f program medhsou nds
and activities over a prolonged pericd of time with evevnts‘ coming and
going, T was perhaps the first to concentrat.ehon and dei:‘mlt the u.:ork to
be a single event or object in these less traditionally musical areas’.

e moved into these unitary activities by the same route. :'as George
Brecht — muiltiple activities using chance technique.ﬁ:. In VIS‘[OH {1950}
Young took a time period of thirteen minutes during which ele\;:n
sounds, ‘described with insistent precision’ (Cardews}, had to be n}a e,
whose spacing and timing were to be worked out by consulting a
random number table or telephone directory. ‘

The first version of Young's next piece, Poem for Chairs, Tables, ‘and
Benches, Etc., or Other Sound Sourees (1g60), iavolved dragging, pus:hmg,
pulling or scraping these items of furniture over the floor acct?rfimito
timings determined by the same methods as Vision. Once a decision is
been made as to what sized units are to be used to measure the avail-
able time — a quarter of a second, hours, days, years — random dlgn?s
determine the duration of the performance, the numi.)er of events, their
individual length, the points at which they are to bengl and end and the
assignment of each sound source to the selected durations. Inst:ia.urw.n‘:tf3
— anything that can be dragged across 2 fioor, or any other sound sour

— their articulation, location and touch are left free; any ‘sorf of. Boor:
surface may be used and sounds may be made at any point inside or

outside the performance space. . _
The comprehensiveness of Peem led, after its early performances, to

this situation described by Cardew:

The work developed intw a kind of ‘chamber opFra’ inwhich arty acinwty;mllx
necessarily even of a sound variety, could cons‘utute one strand in the cu. Ip o
weave of the composition, which could last mmll.ites, or weeks, Of’ acolm. ; : o
it was quickly realised thatall being :l_nd hap.pcm:]g from the very bfepgmn &
time had been nothing more than a single gigantic performance of Poer.

Secing, hearing

30 Young's Composition
1960 No.z: George Brecht
performing.

Composition 1960 #2

Build a fire in front of the audience, Preferably, use woad al-
though other combustibles may be used as necessary for starting
the fire or controlling the kind of smoke. The fire may be of
any size, but it should not he the kind which i associated
with another obiect, such as a candle or a cigarelte fighter
The lights may be turned out.

After the fire is burning, the builder(s) may sit by and watch
it for the duration of the composition; however, he{they) should
not sit between the fire and the audience in order that its mem-
bers wili be able to see and enjoy the fire.

The composition may he of any duration,
In the event that the performance is broadeast, the microphone

may be brought up ciase to the fire. .
¥ ot up ‘ 5-5- 60

The compulsive universality of Poem is at the opposite pole from George
Brecht’s minuscule intersections with reality, his universe made up of
separate occurrences. Young's single, all-embracing metaphor was con-
tinued in the unitary presentations of his Fluxus period. Eartly in 1961
his interest in the ‘singular event’ led him 1o write all his 1961 pieces
‘in a singular manner’. He wrote (and gave a variety of dates to0) the
$ame composition twenty-nine times: 'draw a straight line and follow
it." This was, in fact, his Composition 1960 No, 10 which he performed
at the time by sighting with plumb lines and then drawing along the
floor with chalk. He drew the same line every time though it invariably
came out differentdy: ‘the technique 1 was using at the time was not
good encugh.” (Other Fluxus people noted Young’s obsessions. George
Maciunas' Homage to Lo Monte Young of 1962 instructs that lines pre-
viously drawn at any performance of Composition 1961 should be ‘erased,
scraped and washed,’ another version adding any other lines previously
encountered, ‘like street-dividing lines, ruled paper ot score lines, lines
on sports fields, lines on gaming tables, lines ruled by chiideen on
sidewalks, etc.")
Like Poem, the line piece becomes 2n extended metaphor. For aline is
a ‘potential of existing time’ and is therefore relevant to music. Thys
i Young's Campesition 1960 No. 7 the notes B and E sharp are *to he held
for a long time’. Bur a line cun also be taken as 1 condensation of any
number of mono-directional, undeviating linear activitics — walking,

education (perhups), marksmanship, Catholicism, La Monte Young's
career, ele.
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31 Young's Composition
1g60 No.s5. Plana Piece for
Terey Riley No.1, Piana Piece
for bavid Tudar Ne.2 and
Composition 1960 no.7.

Piang Piece for David Tudor %1

Composition 1960 # 5

Turn a butterfly {ar any number of butterfiies} loose in the per-
formance area.

When the compasition is over, be sure to allow the .butterfly
to fly away outside.

The composition may be any length but if an unlimited amount
of time is available, the doors and windows may be openeg
before the butterfly is turned toose and the composition may he
considered finished when the butterfly flies away.

6-8'60

Bring a bale of hay and a bucket
of water onto the stage for the
piano to eat and drink, The

Secing, hearing

performer may then feed the piano
or leave it to eat by itself. { the
the former, the piece is over aftet

Piano Piece for Terry Rijey #F1

the pianc has been fed. 1f the
iatter, it is over after the piano
eats or decides not to,

Push the piano up to a wall and
put the flat side fiush against it.
Then continue pushing into the
wall. Push as hard as you can,

1f the piano goes through the wail,
keep pushing in the same direction
regardless of new obstacles and

October 1960

Composilion 1160 #7

] continue te push as hard as you
%ﬁ can whether the piano is stopped
T__ against an obstacle or moving,

The piece is aver when you are
too exhausted to push any longer.

oy 2:10 AM.
\Tui.{ 1940 Kovember 8, 1960

tebe held §eva lang Time

Young's 1960 compositions fall into a number of categorties, some,
like the line piece, uniquely his, others in fine with the prevailing, oﬁeq;
destructive, mood of other Fluxus artists. There is the obscure poetty af’
Pigno Piece for David Tudor No. 3 — ‘most of them were very old grass-
hoppers’, Or his fuli-frontal presentation of ratural phenomena: a ﬁze!
is built in front of the audience {Compositian 1960 No. 2) and butterﬁleSi
are turned loose in the concert hall (No. ). This springs from his?
fascination with the poetry of nature: ‘Being very young, 1 could stif} mkt':':
something so highly poetic and use it without the fear | would have now_;
_ tharitwould be rrampled on . . . After all, a butterfly is only abu‘tterﬁ)".
is only a burerfly.’ Young was at that time presenting nature directly’
rather than analogizing natural processes. If the firc piece needs 311)’.
justification then it lies in Young's statement that it is good for somel_'?_‘
onc to ‘listen 1o what he ordinarily just looks at, or leok at thing} h*{f

would ordinarily just hear'. (George Brecht, performing the fire piect

extracted an ‘event’ from Young's naturalism: he carefully built a pile
of matches on a glass on a plate on a cloth an a stool.)

Along with other Fluxus composers La Monte Young was fascinated
by the audience as & sccial situation, Three of the 196o compositions
are ostensibly ‘audience pleces’. [n Composition 1960 No. 3 listeners ate
told that for some specific time or other they may do anything they
wish. In No. 4 the audience is told rhat the lights will be urned off for 2
time; the lights are switched off, and at the end an 2nnouncement may
{or may not} be made ‘that their activities have been the composition’.
No. 6 reverses the performerfaudience relationship — performers watch
the audience in the same way as the audience wsuvally watches the
performers. Non-performers are given the choice of watching or being the
audience. All these pieces may be of any duration — as with Cage’s pieces
the performance lasts any chosen length of programmed time,

The audience, as an object of experimental curiosity, as something
less than passive spectators, figures in other Fluxus events, at times
treated respectfully (by Young), but their participation is quite often
engaged by a deliberately aggressive gesture as it is in the Audience Dieces
of Ben Vauter. In one of these the audience is locked in a theatre, the
event ending when they find their way out; in another tickets are to be
sold between eight and nine pm, bur at nine pm an announcement is
made that the play has already started and will end at twelve pm, ver at
no time will the audience be admitted.

At the same time as 1his apparent maltreatment of 2udiences, there
are events which involve that re-evaluation of the function, purpose and
identity of the musical instument discussed in Chapter 1. Young's Piano
Piece for David Tudos No. 2 (1960), his X for Henry Flynt, his line pieces, are
concerned (as are many of Kosugi’s picces) with persistence. In Piano
Piece for David Tuder Ne. 2 the pianist is asked to open the lid of the piano
and let it fall without making any sound, and he can oy as many times
as he likes until he suceeeds (perhaps this is a preliminaty exercise to
a possible repeat performance of Tudor’s version of 4'33”). But this
work Is also part of the Fluxus trend towards violence, destruction, or
just plain disinterest in the cultural values enshrined in musical instru-
ments, which are treated unmistakably as ‘something else’.

This treatment may be gentle, for example the fower vase placed
on Brecht’s piano, or some of the ‘incidences’ of Incidental Music: “The
piano seat is tilted on its base and brought to rest against a part of
the piang' aad ‘Three dried peas are dropped, ore after another, on
to the keyboard.' Many events are what Duchamp would have called
Reciprocai Ready-Mades: *Use a Rembrandt as an ironing board.’ In
Young's first Tudor piece 2 bate of hay and a bucket of water are brought
on to the stage, and the piano is fed. or lefi to feed itself. In Robert
Watts' Duet for Tuba coftee is dispensed from one of the tuba’s spit valves
and cream from the other. In Ay-Q’s Reinbow No. 1 scap bubbles are
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blewn out of various wind instruments. The 12 une Compasitions for
Nam une Patk (162} by George Maciunas begin with ptano movers
bringing the piano on to the stage, and end with their carrving it off;
benscen (hese events the piist has (among ather things) to pliace a
dog or cat ior both) inside the plane, play Chopin, stretch the 3 highese
strings with a runing key till they burst, place one pisno on top of
another. Maciunas' Solo for vialin {akso 196 2) proposes that anold classie
e plaved on a vialin and that where pauses are notued the vialin ig
ro be maltreated - by scraching the loor with ir, dropping pebbles
thraugh the £holes, pulling the pegs out, and so on. And in a per-
tormanee of Richard Maxfeld's Concert Snite [roin [Fromenon L Monte
Young quietly set Are to his violin while the other instruments were
plaving away quite happily.

Boredom. viclence, danget, destruction, fuilure and mennnglessness
all seem to be inexiricably ticd up in these phenomenaswhen some tasks
are, on the surface, so casy, some other quality has to be introduced
or extended ro guarantee excitement or the unexpected. Dick Higgins
has said of the upening bars of the last movement of Beethoven's
ath Symphony that they come "as close as one could come, within the
harmonic cuncepts of the day, w shinple hsterin. and they work because
thev take the risk of degeneraing’. Today™ (19661, he savs i sense af’
rink ix indispensable, because any simple picce tails when it becomes
tacile. This makes for all the more challenge in risking facility, vet sl
remmaining very simple, very concrete, very meaningful.” He goes on 1o
sav: “The composer is pertectly well aware of the psychotogical difh-
culties which his composition may produce tor some, if not atl. of the
sedience. He therefore finds excitementin insisting on this, 1o the point
of endangering himself physicaliy ar even spiritually in his picce.”

Tu emphasize this etfecr he wrote, berween 196t and 3. a series
ot compositions called Danger Musics, ‘each of which emphasized one
spiritual, psvchological or physical danger that seemed appropriate 1o
the general aesthetic | was using . . . [t s very tempting sometines 10
see not how much one can get away with, but how much one can use
the cludlenges that are there.” The best-known, Danger Musie No. 5, was
in fact written by Nam June Paik; it instructs the performer to crawl up
the vagina of a living female whale. (Comments Al Hansen: 'l don’t
think Paik has ever performed this because he is still with us.”)

laik it was who fagain in Hansen's words) would ‘move through
the intermission crowd in the lobby of a theatre, cutting men’s neckties
oft with scissors, slicing cours down the back with 4 razor blade and
syurrring shaving eream on rop of their heads™, On one veeision he did
this ta the farher-figure himself, John Cage (thepicee ts called In Homage
te Jahn Cagel: “this sort of thing has led Cage 1o wonder whether his
intluence on the young was altagether a good one’ comments Calvin
Tomkins primly.
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Violence was always an intcgral part of the unclassifiabie perform-
ances of the sensational duo of Paik and the cellist Charlotte Moorman.
Berween 1964 and 5 Gluseppe Chiari wrote a series of word pieces, each
ane nicely caleulated o suit the style of the performers they were dedic-
ated to. These are often theatrical in the conventional sense of the word,
preseribing a series of programmed actions and events to be worked
through. Don't Trade Here, the Patk-Moorman vehicle, is, nawurally, the
most histrionic. First 2 sentence has to be repeated 122 times over 3
period of ten minutes, after which, the score runs: *Shout. Complain,
Like a beast. Take a microphone, Bring it near your throat. Play with the
intensity level of the amplifier arriving alternately and simultaneously at
such a high level as to cause very sharp frequencies in this loud speaker.
Reduce to lowest the level of the amplitier. Vomit. Or ery. Cause the
vomiting or tears rechanically or chemically,” And so on.

Moorman’s cello has surpassed any other instrument, in any eta, in
the number of uses it has been put to. it is attacked when a recording
of aerial bombardment is played; it is fought with in a large bag with
zippered orifices; it is frozen in 2 block of ice, and then the ice bowed
untt it melts and Moorman can get at the cello;* Paik's back is bowed
as if itwere a cello, and the instrument itselfis used as a2 sexual organ.

Paik’s Opéra Sextronique was an attempr at the sexual emancipation of
music; as a result of the first performance in New York in 1967 Moorman
was arrested on a charge of public indecency tor playing bare-breasted.
The poster for the performance carried the following manifesto:

After three emancipations in twentieth century music (serial, indeterminate,
actionai} 1 have found that there is stll one more chain to lose. Thatis PRE-
FREUDIAN HYPOCRISY. Why is sex 2 predominant theme in art and iiterature
prohibited ONLY in music? How long can New Music afford ro be sixty years
behind the times and suil claim to be a serious art? The purge of sex under the
excuse of being ‘serious’ exactly undermines the so-called 'seriousness’ of
inusic as a classical ary, ranking with literatuie and painiing. Music history
needs its D. H. Lawrence, its Sigmund Freud.

This person still has not been found and Paik has given up the search in
favour of experimental television systems. Television, he says, ‘has not
yet left the breast’.

* This was performed in London at §CES in August 1972 without the cello.

Electronic systems

Composers began introducing electronics into experimental music in
the early sixties, not by taking into concert halls the equipment from the
electronic studios which had proliferated in the fifties, but by inventing
and adapting a portable electronic technology which was easily accepted
into the ever-open world of performance indeterminacy. Live electronics
were used in two related ways. First, electronic versions were made
of scores whose instrumentation was unspecified — such as Cage’s
Variations !l and Wolff"s For 1, 2 or 3 People - which could now draw freely
on the new range of sound sources opened up by electronics. Secondly,
the way was prepared for pieces which specify a particular electronic
system, which may in itself be inherently indeterminate and may or may
not include a score for acting within its ‘electronic instrumentation”.

Cage’'s Cartridge Music of 1960 was the first work of this type, and pro-
vided the irreversible solution to what he must have felt was unsatisfactory
about his 1958 tape collage version of Fontana Mix. He had attempted to
mitigate the ‘fixed object’ aspect of this by allowing not only its com-
bination with other pieces (such as Concert and Atia) but the manipulation
of the tape in performance. In effect he is merely providing seventeen
minutes of material which may be used in any time length, and per-
formed in 2ny number of ways: 'Ideally, the score will be used to bring
about changes of time, alterations of frequency and amplitude, use of
filters and distributions of sound in space.’

Richard Maxfield accepted the fact that a tape piece — in which the
composer, as Varése pointed out, is in direct contact with the sounds
he Is using ~ becomes ‘the terminal object of creation’. He deplores
the ‘perilous condition (in instrusnental music) wherein the final act of
cteation depends on such exigencies of the moment as states of diges-
tion or how the audience and the performer get on together'. Maxficld
however had a remedy for the unchangeable aesthetic experience of
the tape object: for each of his pieces he composed a vast ‘library’ of
materizis out of which he could make a new realization for each per-
formance, or each time he distributed a copy.

{t was also around i1g6o that European composers staried to break
out of the closed cycle of music committed to tape. Berio™s Différences
couples a live quintet with a progressively distorted ape of the same
instruments; Stockhausen in Kontakte uses percussion and piano to
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make points of contact with the clectronic sounds on the tape, M_a.\:ﬁled
has pointed out that with ‘add-a-part’ pieces any close co-ordination
with the tape defearts the frecdom of the tape to ‘transcend old ensen? ble
Iimitations and the live performance is effectively straightfjacketed into
the bargain’. .
Maxfield’s way out of this difficulty was to extend the visualjtheatrical
element impiicit in any performance 1o make a kind of ‘opera for players
instead of singers’ in which specific 'performers, most ideally, wogld play
themselves’. Thus he composed twao picces, Piano Concert for David Tudor
and Perspectives for La Monte Young, with ‘the consideration of the dlsi’_lrf(‘(-
ive stage personality of the soloist, who will be seen, heard, feilt ;d‘urmg
the music'in mind. (Cardew has indicared that the words ‘David !uqor'
in Sylvano Bussotdd’s § Pieces for David Tudor ‘are in no sense a dedication,
but rather an instrumental indication, part of the notation’.} '
Maxfield’s procedure for these two pieces was first to record impro-
visations made by the performers, thus obmining a library of sounds
farger than he would need. ¥rom this material he would m‘akci a tape
which the player would combine with, in pexformance, ‘similar buz
new live sounds in freely improvised rapport with this montage’. What
resulted was 2 continuous feedback process of ‘instrumental personality’
between the performer and himself, through the interposition of the
composer: Tudor or Young would be familiar with the sounds they had
made but they would not know beforehand which ones had been used
ar how. Maxficld adds that ‘these performers characreristically employ
unconventional modes of performance, beautiful and fascinating to
watch; and the recorded montage does not imitate an instrumental
texture (on the contrary, its components originate in it, from which they
radically deviate and extend).’

But by using live electronic systems the composer and‘for performer
is given an even more direct contact with sound than Varése could have
had with tape manipulation and electronically generated sounds. Cag.e's
Cartridge Music had its roots in his pre-war lmaginary Landscape No. 1 which
introduced a number of proto-electronic instruments, and, morelrf?lev-
antly perhaps, in the category of ‘amplified small sounds’ of Willigms
Mix {1952). The score of Cartridge Music consists of transparent ‘sheets
on which are printed different shapes; these sheets are overlaid and
readings taken that are ‘useful’ in performance since they ‘enable oneto
go about the business of making sounds’.

These readings indicate to the players when to activate, ‘generally
by percussion or fricative means,’ objects, such as toothpicks, matches,
slinkies, piano wires, feathers that have been put into a gramophone
cartridge in the place of the needle, or the ubjects - chairs, tablles,
wastepaper baskets {reminiscent of Living Room Musir of 1940} - whu‘:h
are amplified by means of contact mikes; or when to change L]]E‘di:l]
position on the amplifier; or when to remaove an object from a cartridge

Electronic systems

and insert another; or perform loaps - ‘repeated actions, periodic in
rhythm’.

Twe compositional features of Cartridge Music are as characteristic of
the electronic system itself as of Cage’s openness to it. The frst has o
do with the non-realizability that is written into the process; Cage gives
as an example of this an instance when (as part of his programme of
action) one player changes a volume control, lowering it nearly to zero
so that another performer’s action (o be made through that amplifier is
rendered inandible. ‘T had been concerned’, says Cage, ‘with composi-
tion which was indeterminate of its performance; but, in this instance,
performance is made, so to say, indeterminate of jtself’ Secondly Cage
accepts into the performance any unplanned, unavoidable by-produocts
of the electronic system like feedback or loudspeaker hum ~ all sounds,
infact, ‘even those ordinarily thought to be undesirable’,

After his experience with Cartridge Music, WBAI {1961) and other scores
designed ‘for the operation of machines,’ Cage, examining *the fact of
musical composition’ in the light of his Yariations V (1965), could write
that one could view ‘composition as activity of 2 sound system, whether
made up of electronic components or of comparable “components”
(scales, intervallic controls, etc.} in the mind of man’. This attitude may
have grown from Cage's contact with 2 younger composer, Gordon
Mumma, who has spent some years designing complex electronic equip-
ment (used mainly to process sounds made on conventional instruments)

which is an integral, integrated part of the actual process of composing
his music:

My ‘end-product’ is more than a package of electronic hardware, itisa
performance of music . . . Some diffcrences cxist betwoen the design and
human-engineering of electronic music studio equipment and that of
live-performance equipment. In the studio the com poser doesi’t really work
inreal-time. He works on magnetic tzpe, without an audience, and can use his
studio-time for ‘reworking’. In the live performance an audience s waiting

to be entertained, astonished, amused, abused, or whatever, and there is no
time for ‘reworking’. My decisions about efectuonic procedures, circuitry, and
configurations are strongly influenced by the reguirements of my profession
of a music maker. This is onc reason why I consider that my designing and
building of circuits is really ‘composing’. 1 am simply employing electronic
technelogy in the achievement of my art.

The score may be nothing more nor less than a circuit diagram.
Mumma states very lucidly the case for the use of electronic systems in
live performance; but his custom-designied and -built cybersonic systems
represent only a very specialized area of experimental electronics, Wihat
they share with less esoteric, more readily available, systems is that they
present or exploit in some way the gualities of variability, instability or
unpredictability - things which may arise of their own accord or are in
same way beyond the immediate control of the composer or operator.
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Systems applied to normal musical eperations

These are mainly systems where normally acoustic sounds are ampli-
fied, as in Cage's Music for Amplified Toy Pianos {1960) and the electronic
version of the orchestral Atlas Eclipticalis (1961~2). Any other sound
source, invented instruments, found objects or substances have been
amplified ~ in Cartridge Music, for instance, and especially by impro-
visation groups ltke AMM and MEV (see Chapter 6). But equally any
normal {or abrormal) action may be amplified (using the appropriate
microphone) as in Cage's 000" {1962), an electronic version of 213",
which specifies that in a simatdon provided with maximum ampli-
fication (no feedback) one has to perform a disciplined action — without
any interruptions and fulfilling in whole or part an obligation to others.
No mwo performances are to be of the same action, nor may that acton
be the performance of a 'musical’ composition. No attention is to be
given to the situation {electronic, musical, theatrical).

The best-known realization of this piece was deseribed as follows by
Calvin Tomkins: *The high point of the evening came when Cage gravely
put a throat microphone around his neck, turned up the amplifier all
the way, and drank a glass of water. Bach swallow reverberated through
the hali like the pounding of glant surf.” Amplification may reveal a pre-
viously unheard, unsuspecied range of sounds, drawn out of hitherto
mute or near-mute instruments of whatever nature, bringing aboutboth
quantitative and qualitative changes in the materials amplified.

Manually operated systems

Cage also set the precedent for specifying systermns which are ‘ performed’
with or without the aid of determinations made by means of score-
materials — scores ‘for the operation of machines'. The systems may be
elaborate but they need not be specially devised circuits. The famous Los
Angeles performance of Variatiens IV used only the normal, everyday
products of electronic technology — records, tapes, radios, microp-
hones, which are manipulated by the performers; the activities of the
audience, drinking, talking, walking about, arc themselves amplified
and mixed in with the final result. Even simpler manually operated
systems are found in Cage’s Rozart Mix and Newport Mix which involve
the making and simultaneous performing of a large number of tape
loops. Not dissimilar is Cage's more recent 333 (1970} in which
a number of record playess and a vast, randomly selected, collection of
LPs are made available to the audience to play in any way they wish.

Selt-cancelling or hidden systems

The performance indeterminacy implicit in Cartridge Music, where one
player’s readings may cancel out the sounds made by another player, is

Electronic systems

the background to a piece like Toshi Ichiyanagi's Appearance of 1963.
A brass insrument, an organ and a string instrumest, ail amplified,
work through their individual parts, made up of graphic symbols, in
their own time. The amplified sounds ave fed through a ring modulator
which is operated accerding to 2 separate part with its own fairly strict
time schedule. Thus which sounds will be heard straight and which
will appear ring modulated is unpredictable, since the progress of the
instruments is independent of the modulating scheme.

Of British experimental composers only Gavin Bryars has shown interest
in electronic systems of any sort, and of his systems most belong to the
‘hidden’ category, having to dowith the secret- because it is often inaudibie
to the audience — ransmission of information of some sort, verbal or
musical. In Serenely Beaming and Leaning on a Five-barved Gate (1g70) Bryars
sets up a reducing network ({in cxactly the same way as the Football
Association Cup works): a back row of, say, sixty-four tape recordets
(comparable to the third round of the F.A. Cup) feeds, via stereo head-
phones, sixty-four performers who in turn feed, via close microphones,
amplifiers and sterec headphones, thirty-two performers {so that each
of the back sixty-four becomes an ‘ear’ of the next row of thirty-rwo)
and, in the same binary way, down to one. The tape recorders have owo-
channel tapes of spoken verse by Patience Swong, each channel being
different, and all tape machines have identical tapes. The performers in
the back row are advised by Bryars 1o listen to and reproduce into the
microphone what they hear in certain ways —‘shadowing’, say, what they
hearin the left ear, picking out only certain words, changing their listening
on other words, shadowing only certain timbres {high voice, male voice,
ete.). Their (non-personalj choice is fed through to the next row of per-
formers who, instead of tapes, hear two performers from the back row,
and perform tasks on the processed material they hear, and so on, What
the listener hears is only the final resuitant of the transmission process:
namely whar the front performer makes audible ofwhat he hears. This is
completely unpredictable on account of the unpredictability inhkerent in
the hearing/repeating system itseif: buritis guaranteed thatitwill be some
kind of concentration of the imagery of Patience Strong’s poetry.
1-2-3—4 {1971) wotks on 2 not dissimilar principlie. Here each instru-
mentalist has his own cassette tape recorder to which he listens again
over headphones. Bach tape carries a selection of famitiar music, mainly
pop and jazz standards (though a version could be made with any kind
of music), The music on each tape starts at a given speed, gets slower
and eventually reduces to a single organ chord, Each player {(who may
have only an acquaintance with what is on the tape or wio may have
been practising for weeks with the headphones} plays along as best he
can with what he hears from the tape — a bass Player wiil pick out bass
parts, a trumpeter the trumpet parts, etc. The final chord on each tapeis
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33 Rrvars modeiling the
coat into the pockets of
which are placed sound-
producing objects for his
Maruellous Aphorisms Are
Seattered Richly Throughout
These Pages.

94

different, and the note he plays is related to this chord. But.what he plays
becomes part of a different {composite} chord, giving 2 d{fferent chord
to the one acoustically avallabie ‘with the curious intonaticn due to the
coharmonic difference between what the performer believes he plays and
what he is heard to play’. Bryars also outlines a possible role for ﬂ'fe
listener, which is dependent of course on the fact that most of the mlatena
prima of the piece is hidden — all available to the composer, part a?a:lab[e
to the performers, and not very much to the listener: ‘Th.e plece:, as
petformed, is a series of implications which ma}'r be resolved mduc.twely
by the listener who can only arrive ata hypothes..ls as to what constitutes
a setof unheard facts (performers don't have this problem).“ Perforlmers
can only hear a single cassette and therefore listeners are in a logically
superior position to that of the performer.
Of his music since 1969 Bryars has written that at least some of?he
pieces have been interesting notoniy because of their aural effect (which
may or may not have been considerable) butalso because of what they a}

imply and b) contain.

The implications have been logical and hence necessary rather than In.crar::i, .
political, social, situational, and hence tangential. Their contents have tende
towards perceptual incompleteness, towards cxcess {o_f duration, num_ber,
ratio of effect to cause, of visual to auraly, towards caprice, towards an interest
in titdes as weil as pieces.

Eleceronic systems

34 Bryars's Private Music

Serenely Beaming and Leaning on o Five-berred Gate is 2 example of the lateer
as also of both perceptual incompleteness and excess in the ratio of
effect to cause: the tape recorderfperformer network could be produced

PRIVATE MUSIC
Eor any number of performers
lasting as long as the source material.

Any kinds and numbers of private sources:
carphones, headphones, viewers, scents,
feelies, food, drink, telephones ete.

Alternarives:

join in with the private source (hot theatrically,
but humming along, identifying, guessing).
Talk to the other performers or to yourself,
Simply kecp your privacy private depriving others
of the possibility of your privacy,

“I'he Sybil with raving mouth ytters solemn unadorned
unlovely words, but she reaches out over a thonsand
vears with hervoice because of the god in her.’
{Heraclirus: fragment 7g)

Additional inputs: telepathy, spiritnalism (ifthe performer is a medium),
al sensory inputs are available for use providing that their nonitoring
(expression} is voluntary.

Drivate Musit is essentially a solo performance, or paraliel solos in
simultaneous performance: for private group pieces, see Serenely Beaming and
Leaning on a Five-barred Gate and 1-z—3—4.

Private Music may be performed simultancously with Marvellons Aphorists
Are Scattered Richly Throughout These Pages (solo performer).

{Marvellous Apitorisms Are Scattered Richly Througheut These Pages may be pesformed
by a solo performer with a group performaice of Serenely Beaming and Leaning on
@ Five-barred Gate, in which the soloist is a member of that group.)

{Made in Hong Keng may be performed as the source material of Christopher
Hobbs’s The Glory of Highland Scotland (Teur 47).)

Another private piece, which may be perhaps viewed as a ‘version’ of
Private Music, is Marvellous Aphorisins Are Scattered Richly Throughout These Pages:

Any number and kinds of quiet sound sources

Concealed inside clothing in such a way that their activation and
manipulation is outside public view.

Inside shoes, hats, coats, rousers.

Buiky maybe, but quietly buzzing.

A bottormless mine of uscless information.
Lirstit was fike Harpo Marx,

Johwn saw jtlike an okd man on a park bench.

[sdw it like a prince among poets, constanily seeking out marvellous
aphorisms.
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on a Busby Berkeley scale still without anything mere than the ‘one-man
output’ being heard by the audience.

Some of Bryars™ systems are so ‘hidden’ and incomplete as to be
purely ‘private’, one actually being called Private Music and Appendix to
Private Music (p. g5).

Contingency Systems

A good example of an electronic contingency system is Robert Ashley’s
Fancy Free (illusion Model IV ) of 1g71. This was written for Alvin Lucier and
uses Lucier's speech imperfection {stuttering) just as his own pieces
do. The speaker speaks the following text continucusly: ‘I am fancy
free under a starry sky greyer greyer than 2 mother’s cunt and bitterer.’
The enunciation of each word is an act in itself, requiring seven to
ten seconds of preparation and releasc and a separation of each word
from the following one by a period of four to eight seconds of silence.
The specch is recorded simultaneously on four cassette tape recorders,
When a speech impetfection occurs (as it inevitably will with Lucier’s
stutter) then the recording of that unit of text must be replayed as
so00n as the unit has been completed. (Ashley defines ‘imperfection’ ag
‘any stuttering ot faltering on the part of the speaker, any voice breaking
or distortion as 2 word is enunciated ot any interruption of the sound of
the reading of the text by a playback sound’.} As soon as the playback
is over the recording is continued as before. Each of the tape recorder
operators has 1o pay attention to a different unit of the text: the syllable,
the word, the line or the whole text. The piece continues until the textis
spoken from beginning to end without any of it needing to be replayed -
that is when the text is spoken perfectly.

Fancy Free is thus built on the principle of chance by contingency, as
a kind of ‘feedback game’, Ashley in fact conceived his Hlusion Models
as virtually hypothetical installations in which computers would con-
trol sound in such a way that certain effects would be created in the
perception of the visitor that are otherwise impossible to achieve. Ashiey
considers that the computer could be programmed to analyse speech
patterns in any kind and number of groupings, and the option of chang-
ing the programme of these groupings could be aliowed the speaker on
a deeper level of game participation.

Systems Dependent on Movement {etc.) for Activation

These comprise various sorts of photoelectrical devices, such as the
photocell mixer Erederic Rzewski designed in 1965, for making sound
move in space. In the 4-channel model the input signal of each channel
is split into four parts, going to four amplifiers which power four
loudspeakers placed at N § E W points in the hall. Light projected onto
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35 Cage'sVariationsV;
the movement-sensitive
antennae, with dancers
Carolyn Brown, Barbara
Lloyd and Merce
Cunningham, and
musicians Cevid Tudor
and Gordon Mumma.

photosensitive resistors mounted on a dise, when moved up and down,
increased or decrcased the volume of the sound; and, when moved in
a horizontal direction, distvibuted the sound in varying proportions
to the different amplifiers, causing the llusion of 2 sound movement
in the light. Four different inputs (‘imagine four tapes: Bach, Brahms,
Boulez and Behrman') may have their respective levels controlled, 2nd
their apparent points of origin in the hall made te move about very
rapidly in any way; they can be alternated extremely quickly by using
one light-soprcc (such as a penlight torch) or blended by using four
light sources. This mixer made possible a number of operations which
could not be achieved with any other sort of mixer ~ very rapid arti-
culations or sudden sharp atacks.

The activation of the sound-system of Cage's Variations V {1965) is as
much dependent on the movement of dance as it is on the manipula-
tions of the musicians. Gordon Mumma, a member of the composingf
performing staff of the Merce Cunningham Dance Company, has taken

part, along with Cage, in 2 number of performznces of the piece and has
written of it as follows:

The stage contains two systems of clecironic sensors; the first is 2 set

of focused photocells, the second a group of five-foot-high anzennac. As

the dancers move about the stage they interrupt the light which falls on the
p_homcells. The vertical antennas are capacitance devices which respond to the
distance of the dancers from each other, 1o the proximity of the dancers from
.the antennas, and to the numbcer of dancers on the stage. The changes of light
intensity on the photocells, and the capacitive responses of the antennas, are
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Doth transantied as electical signals w electrome mnase mgger’ cquipinent
i the orchestra pit The Musicians operaie i orchester ol Lipe recorders,
cecord plivers, and tadio receivers whech contan the s nnterials
composcd by Gage. Belore these soumds are herd by the andienee thew e fed
into the electronic-musie ‘triggee equipment, The sowtds dre then released o
lpodspeakers inthe andenee by the riggering acting of the dineers”
IOoweents onthe stage.

Becse the {unctions of these nve separite sensor systems overlap, the
carrespondenees of the dancers” movements on ghe stage and the serannd
movements 11 the anditorinn are extremely comples. Lurthey atisities
compoutd this counierpoint: aa claborswe kghting system. inclading tihm and
alide projections designed by St Vinderbeek, and oni-suage props which e
wired for dircer sound by special mikes: and there is 2 vet of programmed
timing cands tor tefevision caments and videomning cansole which were thus
integrated directy into the producton as pecformers, and weee virtually
removed brom ther asual obserecr o spectaten funetions,

AMumma adds that ‘the audiences impression of Varanem Vo atasurface
level, is that of a superbly poly: -chromatic, -genic, -phomie, -muric,
-marphic, -pagic. -technic, -valent, multi-ringed ¢ireus.”

Contracily. it To gatn the affection of Miss Dwyer. even for ane short minute,
would benefit me no end Gavin Bryars uses ihe movement of very priminve
clectronic equipment to counteract the inherent mavement of his sound
material, It consists ol a manually operared nevwork of overhead wires
tnvlon lixhing tackle) along whicl small speakers are moved physicilly
by means of pulleys (fishing reels). There are upwards of tourreen small
speakers fed by a single stereophonic amplibier — each channel COIng 1o
seven speakers - i constant movement. The sound souzces themseles
consist of moving sounds, such as hi-f recordings of stereo “eftects’
{cxpress trains, ping pong and the likelo and the aim of the pulley-
opetators is to render these sounds as stationuey as possible.

A quite different principle of activation was used by Kosugi in his
712-9374 (106g). tlere a number of radio frequency osciflators are
suspended by fine wires 1 the air curtent. The wires reflect light too
and even slight mouons (‘the results of nnscen forees') are wransiated
and rransmitted to the oscillators.

Same of the recent work which David Tudor has done with Lowell
Cross uses sound to generate images. This work developed after Rewnion
(168}, a concert built around a gamie of chess between John Cage and
Marcel Duchamp. Sounds were provided by Loweli Cross, David Betirman,
Gordon Mumma and Tudor, but the whole audio system was royted
through the chesshoard. Lowell Cruss had developed a phota-electric
switching mechanism which was arached to the chessboard and every
time 4 aove was made this changed the relationship berween the inputs
and the owpurs, which meant that someane couid be praducing lows of
material for whicli there was no ourler tthe "hidden-system’” syndromel.
Tudor savs that very eatly in the game he discovered he had no output s0
he asked Cross to show him his signals on his TV sereen. “Sinee that

36 Crossand Tudor's
Rewman arthe Ryerson
Theatre in Torome,
SMarcl rgod: Teeny
Luchamp, Mareel
hicivimp and Joiny Cage.
David Behrmun and
Londan Mamnsnn
hackeround.

Lleetronic syseems

time : have cone o the peint where I don't need ro hear the sound any
I?]nl't’, but only to look ar it because [ oan wll wiar it wounid sound ii;{;'
triva seeing

i their VideofLaser coliaborations Cross ond Tudor gatherogether 4
variely oi visual torees - light svstems, dance, UV, thewre, (i or Liser
hednt progeciions —and these are activated by xounds, so a8 1o generute a
simultancous, mutually inter-dependent consrellation ot sounds a:d
images., something distinet from the aceepted mixed- or multi-medin
procedure of piling up a comples ol separate sound and visual media.
In the recent work of Nam june Paik, oo, the images on TV screens
are controlied by sounds. For instance in his TV Bra for Living Seulptuce
(rghyl two ting TV sers cover Charlotte Moorman's bare breasts; the

images on the TV sers are modutlared aad changed by the notes <he
plavs on the cello,

Feedhack

e I’F!. : e { SR e . e 31 ] :

e the most sieaightforsard nrethods of ensuring unpredicihie
ity pertormance of dive ¢lectronic music - method which exploizs
the potenrial ot rhe machines themscives couplud with various simply
Lt ol acouste dite - i the gee of icedhack. Feedback asises ol own
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accord when the sound levels of an amplified instrument/speaker sys-
tem are 5o high that, when the instrument and speaker are o close to
each other, a continuous circuit is set up which literally feeds back on
itself, producing a continuous sound. In most situations feedback is con-
sidered to be undesirable (and is corrected by lowering the volumie conaol
or moving the instruments away); Cage’s ears were open enough to accept
feedback (and other unwelcome electronic noise-products) in Cortridge
Music and intentional guitar feedback is a familfar device in pop music,

Some experimental composers have also used feedback not as an
acoustic accident but as the ‘controlled’ subject of cheir pieces. Because
of the continuous chain of sound set up between input and output, the
emphasis with feedback is on an accurnulative growth of saund mass.
Some pieces avoid the high volume and density most characteristic of
feedback. David Behrman's Wave Train (1g67) avoids the ‘uncontrolled
howling’ type of feedback and concentrates on sounds of unusual
delicacy. The contact mike on the piano strings causes feedback when
the amplifier level is raised; the loudspeaker feedback, when the dia-
phragm oscillates, causes the strings to resonate in their turn, and this
resonance in its tern is fed into the speakers via the microphone, This
type of {eedback cycle was exploited in a rather less closed situation by
the percussionist Max Neuhaus in his series of Fontana Mix-Feed perform-
ances around 1965 and 6. These were versions of Cage's Fontana Mix in
which contact mikes were placed on, say, the skins of two timpani which
were placed facing rwo large loudspeakers, Neuzhaus would manipulate
the amplifiers and nothing bur feedback sounds would be produced
¢with other ' mysterious’ sounds caused by the vibration of the drum skins).
The actual configuration of the feedback would vary from occasion to
occasion, depending largely on the different spaces in which the piece
was performed and the size and positioning of the audience.

Steve Reich’s Pendulum Music (1968) only in its final state reaches the
continucous sound so characteristic of feedback (this is the signal for
the piece to end). A number of suspended microphanes are all refeased
at the same moment so that they swing free over, or in frone of, the
same number of loudspeakers; the amplifiers are turned up to the point
where feedback occurs. What one hears is a seties of feedback pulses of
different pitches progressing at a different rate depending on the speed
of swing of each pendulum which itself depends on the exact position
fram which the mike was released. The precise phasing of the pulses
is therefore to some degree unpredictable, and as the pendulum swings
progressively more slowly (shorter distance of swing as the momentum
runs down) so the feedback puises became correspondingly longer, till
the swinging stops completely and continuous feedback is produced.

Possibly the best-known feedback piece is Robert Ashley’s The Wolfman
(1964). Ashlev indicates thacthe main prerequisite of The Wolfiman is ‘the
use of “volume” levels that are unattainable except through electronic
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amplification’. He stresses the need for the right type of equipment
and for the correct placing of loudspeakers so that very high levels of
amplification are possible without feedback oceurring, but leaving volume
in reserve so that feedback can be produced when required. Against a
background ofa tape collage (Wolfiman, 1964, o1 The 4th of July, 1960) the
composer itnprovises on four companents of vocal sound. Each phrase
lasts one breath and divides into three parts, a sustained tone, a period
in which one component — pitch-range, joudness, tongue position and
lipimouth positior - is varied, plus the final period of sustained tone.

Berween each phrase the ampli§er level is turned up to produce feed-
back. The mixing of the vocal and feedback sound is assured both by
keeping the tongue always at some point on the roof of the mouth {*this

particular kind of voeal cavity allows a certain amount of acoustical
feedback to be present “within” the sounds produced by the voice’) and
by keeping the mouth close to the mike, since in any other position only
the loudest sounds would ‘control* the feedback — ‘contrary to the
notion of using “loudness™ as a variable component of the vocal sound”.

The frightening saund preduced by the high amplification and feedback

is accentuared by a visual presentation which pushes The Wolfman into

a highly projected ‘theatre of effect’, though Ashley does insist that the

performer attends primarily to the sound aspect of the piece. A sinister

night-club atmosphere is evoked, the performer wears dark glasses, and

is dramatically spodit, though the particular means employed will vary

according to the potential of each performing situation.

Specially devised “feedback-type’ systems

Gordon Mumima, along with David Behrman, Robert Ashiey and Alvin
Lucier, 2 member of the Sonic Arts Union founded in 1966 o perform
and promote each other's electronic-theatre music, has specialized in
developing what he calls cybersonic devices whose circuitry works in a
way analogous to feedback but which are also transformation devices
{as are amplification o1 ring modulation) in that they are used to modify
the sounds of acoustic instruments which trigger them off. Hompipe
(1967), the best known, is 2 compasition for solo modified horp with
cybersonic console. The console is a kind of analogue computer which
is worn by the horn player artached to his belt (which enables one to sec
very clearly how electronics may be literally an extension of the player
and his instrument). The horn itself is modified with various reeds in
place of the conventional mouthpiece and with rearranged slides which
enable the sound to be heard from different parts of the instrument.
The cybersonic console is more a feedback than a transformation
device, and works on the principle of an interaction between the horn
sounds and the environment. Whar the console cireuitry does is to
monitor the horn resonances in the pecformance space and adigst irself
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37 The Sonic Arts
Union in rehearsal atthe
American Embassy,
London, in April 1971.
Robert Ashley {with
set-np for Fancy Free},
Alvin Lucier (The Duke of
York), Gordon Mumma
(Hornpipe} and David
Behrman (Players with
Cirtuits).
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to complement these resonances. During this adjustment certain ci.r-
cuits become unbalanced and attempt to rebalance themselves; and ip
the process various combinations gccur which produce purely electron.ic
sound responses. These responses, heard over the loudspeakers, in
their turn produce three further sound activities ~ the horn in ensemb?e
with the electronic sounds, solo electronic sequences of long cybersonic
responses, and electronic sounds articelated directly by the sounds
made by the horn. . ‘

This puis electrontic technology to a unigue use: cybersomf.: dev?ct:s
are not ‘applied” to an instrument as is amplification, say: since it is
designed specifically to bring about a particular kind ofmufl,ical result.~
it is a particuiar kind of composition in effect. But this mu_sacal refult is
not programmed definitively but depends finally on the interaction of
the openness of the (gate-controlled) circuits and the ur?accou.ntable
acoustics of the concert hall, the whole chain being set in motion by
the sounds of the horn, which are heard in their turn transformed.

Mumma has used this kind of circuitry in other works, such as Mesa
{used for Merce Cunningham’s ballet Place) in which a bandoneon -
an Argentinian accordion-like instrument — is modified to produce
sustained, inharmenic ¢lusters of gradually changing sound-colour for
long periods of time with extreme changes of loudness, not possil;.)Ie
to produce with any other sort of electronic equipment. Along with
the circuity itself Mumma maintains that an important aspect of the
sound articulation

is its locus or ‘place’ in the environment of the listener. This ‘place” js

not simply the actual origin of the sound in the auditoripm but rather an
apparent source as perceived by the listener. 'l‘h.is is achicved by deploying
inharmonically related portions of the elecuenic bandonecn sound :_hmugb
different loudspeakers in the auditorium. These dispersed sounds mix

inharmonically through each listener's two cars in various spatally
disoricntating ways. Not only is the ‘place’ of the sound articulated by chis
means, but the apparent size of the sound space is contnually changed.

The cybersonic console used in Hornpipe is a miniature analog com-
puter, as mentioned above, designed for, or taught, specific functions
relevant to that composition (*because it receives information and makes
decisions unique to itself and the various performance situations, it is
intelligent’). Computers don’t themselves figure very largely in what I
have defined as experimental music (even though Hiiler and Isaacson's
book Experimental Music is concerned solely with computer music). Cage
and Hiller used the computer as z rotally mechanized Ching for HPSCHD,
but otherwise computers have been used largely for composing and
analysis, and 1o 4 lesser extent as sound generators, because, according
to Mumma, ‘they are fast calculators with large memories. Their func-
tion is that of a glorified super-slave.’

In Conspiracy 2 (1969-70) Mumma does however use a digital com-
puter as 2 member of the performing ensemble, on an equal footing
with the human performers, each of whom makes his own contribution
to the piece. The circumstances and continuity of each performance
are determined by communication between the performers, using any
comprehensible language. The computer communicates by whatever
means is available (e.g. reletype, cathode-ray display, or line printer}.
The human performers may choose to employ the eomputer input not
only as a means of communication but also as a musical instrument or
theatrical effect— the computer’s contribution being 'the natural sound
orvisual activity of its own information processing’.

Conspiracy & is intended to be seme sort of communications parallel to
the Chicago Conspiracy trial:

{tis a theatre of communication under hazardous conditions. In an interaction
of diverse personalities the forces of social reguladon are neither predictable
nor necessarily just. The viability and survival of a demoeratic enscimble implics
{virtually requires) a conditon of constantly changing allegiances, raising
unresalvable questions of conspiracy, and reactions of repression.

Electronics, post-electronics and man-made environments

lves, Debossy, Russolo, Varése, Schaeffer and Cageall pioneered the use
of ‘music’ to make us conscious of the life and sounds outside the
accepted musical-social environment. Cage’s music also increased the
awareness of the physical space in which music is made, and the eflect
that different listenet-location may have on the perception of a music
freed from the traditional restraints of time and place. Variations [V (1964)
deals directly with location: sounds are to be produced ouiside the theatre
spacc at points determined by extending our lines deawn on 2 plan of
the performance area. ‘It was an attempr (o expel music, as one sends
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children to play outside, o that grownups could ger on with what they
were doing. '} As L have shown elecironies have been used o develop chiy
awareness, burthe non-electronic or post-clectronic' devices do the job
just as well,

L.a Monte Young tn his “lecture 19bo™ mentions Dennis johnson's
discovery ol a piece "which was enurely indererminacy and left the
composer aut of it He wrore the pivee down — it consisted of one word:
LISTEN. Max Neuhaus put this ides invo practice mg piece eafled Listen
and subntled *Field Trips Thru Found Sound Environments’. This was
one of *six sound orientited pieces for situations other than thar of the
concert hall’ that Neuhaus arranged betwecn rgh and 8. Listen is a close
relative of 4’237 with some very interesning differences: Cage's picce
is ‘hindered' by being set in a cancert hall, by containing no specific
direcrive for the andience, and by leaving what s heard completely to
chance. Neuhaus ‘remedies” this. Anaudience expecting a conventional
conecert ar lecture is put on a bus, their palms are samped with the word
listen and they are taken ro and around an existing sound environment
such as a power station or an underground railway system. Another
picee, American Can, conaists of blanketing an arca of hard ground with
products manufactared or distributed by the American Cuan Con: these
may then be acrivared in some way e members of the public,

I'wo pieces = Felephone Access and Pubin Supply = both use a “lound”
electronic system - the telephone. Telephone Aceess could be used by
anyone by dialling an advertised tclephone number, The system was
programmed to respond in some way to the caller. In the fiest version,
whicl was in operarion from 4 Seprember w14 October 1963, sounds
were made in response to words. The cabler would sav a waord, the
systeny would rake the word and rranstorm ivinto a sound which was
imimediately plaved back ro the caller, who could continue the process
aslongas he wished. Public Supply was rather more claborate: any person
could phone in any sound from anvwhere. Sitting by vour radio, you
telephone in, withaur turning the radio velume down; when you hear
the phone stop ringing, you make rhe sounds vou have chosen. The call
is fed directly into a system, and will then be moniored, mixed andfor
altered into camposite sounds by the composer and then broadcast.
This was evidently a means of making isolation and privacy public.

Drtue-in Music was an atterapt to improve the environment for motor-
tsts by establishing arcas of sound. which can be heard ool through
an AM radio, along a mile of streer or roadway. These would tunction
permanently or semi-pernunently. avalable 24 hours 3 day tor anvone
driving along that toad. & number of low-powered radie nansmiuers
are set up by the roadside in such 2wy thanthelr areas of broadeasting
averlap, so that atany one moment the lisieper (driver) hears acombina-
ton of sounds, which changes according to how one drives through the
area, (1 suppose the tempration musi be resisted w drive backwards))

 Fivld Taps Yhru Feund Sound Ermiranmants
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‘Private’ Environmental Systems, and the Narural Envirenment

Neuhaus' preces work in and on the public. man-made sector of environs-
mental seund. The fourth member of the Senic Arts Union, Alvin Lucier,
has from 1965 on produced a series of works which have locared,
isolated, explored. researched. exploited and tested the properties of
more private or namral environments, of sounds that “would never -
in ordinary citcumstaoces — reach our cars.” and of sound-producing
materials, or better, substances, that contain’ sounds larer to be released
- by systems more individual (though not necessarily more complex}
than amplification,

In all of Lucier's pieces. whether they are concerned with enelosed
spaces, extended open spaces, environmental sounds, voice characrer
stics or vibratng surfaces, he sers up open processes to discover the
parricular characteristies of the materials or areas he has selected, and
what distinguishes them in different settings. The emphasis on pro-
CeaaUy In IMPUTTAT 2 s eiabics one te eapivre the signature of cach
tocanon or subsrance forits own impermanent unguencss without negd-
Ing 10 compromise or package the “discovery” as a research document,
The research aspecris written into these scores and muay be accomplished
by elecorenic, sub-. pseudo-, para- or post-electronie devices (whateser

i0s
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is most suitable for the job in hand). In addition Lucier mayv ask the
perforniers o find and build vp collections of specific categorics of
objccts 1o use in the realizanion of the piece.

Music for Solo Performer (1965) is the first of the series and uses the
performer himself as an environment, or to be precise, thealpha rhythms
of his brain. Small electrodes are attached to the performer’s scalp
and pick up the alpha rhythm — a ‘low-voliage brain-wave signal of
approximately roHz which appears at the scalp surface during the non-
visyalizing times of human mental actvity’ (Mumma). This signal is
amplified by normal hi-fi equipmentand made audible over loudspeakers,
From the beginning Lucier was determined that this should be 2 live
petformance work, despite the delicate uncertainty of the equipment
which is difficult to handle even under controlled lab conditions. He
realized the value of the EEG situation as theatre — the preparation
before the performance begins, the focus on the performer as, more
or less, the opening of the eyes coincides with the stopping of the
alpha rhythm — and realized from experience that ‘live sounds are more
interesting than taped ones.” He ‘was also touched by the image of the
immobile if not paralysed human being who, by merely changing states
of visual attention, can activate a large configuration of communica-
tion equipment with what appears to be powers froimn a spiritual realm.’
He found the ‘alpha’s quiet thunder extremely beautiful and instead of
spoiling it by processing, chose to use it as an active force in the same
way one uses the power of a river’.

The alpha rhythms which one hears over the speakers are not ends in
themselves, however; the speakers are used to resonate a large number
of percussion instruments including cymbals, gongs, bass drums, tim-
pani and other resonant found objeces (this is related o the feedback-
type triggering systems). Lucier also extended the alpha as a control
signal to operate a stereo tape recorder on which are stored wransposed
versions of pre-recorded, accelerated alpha rhythms; his original idea
being to develop the idea of control to include more sophisticated
systems of lights, alarms, TV sets, radios or whole environments. He did
not use brainwaves again — though other composers, such as Richard
Teitelbaum, Alex Hay and David Rosenboom, have — and his sub-
sequent pieces, apart from those concerned with ‘vocal identity’, are
environments 1o be activated by groups of people.

Of the *inner environments’ the first was Shelter (1g67) in which ‘any
dim or dark eaclosable space’ is to be sealed off (to block the entry
of airborne sounds}, the sensors attached to its inner surfaces so as
to pick up sounds that originate either outside the shelter or within
the structure of the shelter itself. The floors, walls and ceilings act as
filters and the sounds picked up by the sensors are mixed, amplified and
distributed to listeners outside the shelier. A performance may accept
as material the ambient sound-events picked up by the sensors - for
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instance the sounds of a plate glass window in a skyscraper activated
by the craffic could be monitored — or musicians may make sounds
outside the sheleer, the filtered images of which will be heard inside.

The Queen of the South {1972) is also concerned with the activating
of solids (*responsive surfaces'), but here the cbject of the exercise is
to observe the visible effects of sounds on these substances, not by
electronic analysis or parallelism (light patterns dependent on sound
movement, etc.) but by the placing on the responsive surfaces (metal
plates, drumheads, glass sheets, etc.) of iron filings, granulated sugar
or any other granules. The surfaces are excited by making sounds
either over loudspeakers (as in Music for Sole Performer), through directly
coupled audio transducers or direcily on or very near the vibrating media
themselves. The players have to observe the continuous variations as
the strewn material responds to the disturbances caused by the sound
vibrations; they may, if they want to, find sound equivalents to fit pre-
determined patterns such as latices, spirals, clock faces, etc. From time
to time fire and ice may be applied to the vibrating surfaces to alter
their characteristics, and liquid verstons may be made. Al musical con-
siderations, such as pitch, timbre, duration, texwure, density, attack, decay
and continuity are to be determined only according to the on-the-spot
decisions necessary to make and influence the images.

Of the closed-space pieces Vespers {1968) and | am sitting in a room
(1g70) explore the resonances of fixed spaces, Chambers {1968} those of
pottable environments. These are to be collected or made - sea shells,
rooms, cisterns, tunnels, cupped hands, ete. —and ways found to make
them sound - by blewing, bowing, rubbing, scraping, tapping, etc. The
more portable chambers are to be carried out into the open air and a
dialogue may be conducted between the sounds of the environment and
the sounds produced by, in, with and from the resonating chambers.
And the sounds of fixed environments may be carried, by means of
recording, radio or telephone, into places wherc they have never been
before (theatres into beds, for instance),

The procedure of The Queen of the South gets fairly close to a genuine
scientific experiment - sounds are chosen according to how effective they
are in causing the granules to move; Vespers is concerned with explora-
tion ir both musical and physical senses, Luciet’s musical interests are
often closely tied in with new developmeats in the natural sciences.
Music for Sola Performer resulted from Lucier’s contact with the work of
physicist Edmond Dewan of the Air Force Cambridge Rescarch Lab in
Bedford Massachusetts who was engaged in brainwave research in con-
nection with fiying. (It was believed that certain periodic visual rhythms
of slow propeller speeds were locking into corresponding brainwave
frequencies of aircraft pilots, causing dizziness, blackouts and epijeptic
fits.) The Queen of the South reflects the recent work of ilans jenny;
(uastmodo the Great Lover (1070) the recent research into the communication
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systems of whales, while Vespers is a musical application of the tech-
niques developed by bats and dolphins in the art of echolocation, or, in
Lucier's words, ‘sounds used as messengers which, when sent out into
the environment, return as echoes carrying information as to the shape,
size and substance of that envirgnment and the objects in it’.

Performers equipped with Sondals — hand-held echo-location devices
that emit fast, sharp, narrow-beamed clicks which help the biind to find
their way around (though metal toy cricket clickers could be used) -
‘perform the task of acoustic orientation by scanning the environment
and menitoring the changing relatianships between the outgoing and
returning clicks’, The speed of the clicks is to be adjusted by the per-
formers, so that the returning echo is half-way between the outgoing
pulses; at this point an object appears to emit sound, the quality of
which is dependent on the material of the object itself. By this means,
according to Lucier, clear signatures of the environgment can be made,
Lucier in this way manages to find precise sound equivalents for (or
results of) non-musical situations. In Vespers the performer’s task is to
take ‘slow sound photographs of his surroundings’.

Quasimodo the Great Lover praposes a system which is the obverse of
the enclosed-space pieces. Here by setting up any number of (linked)
microphone-amplifier-speaker networks, sounds are carried over long
distances — *to capture and carry 10 listeners far away the acoustic
characteristics of the environments through which they travel’. The
players are addidonally instructed to design formal structures with a
succession of sound events each of which is to be subjected to gradual,
tepetitive and cumulative variation as regards any aspect of time or
sound, so as to extend in time the relationship between the original
sound event, the altered sound, and the environment through which it
travels. For instance, a short sound may be lengthened little by little so
that the reverberation timne of the environment may be perceived ~at first
in terms of discrete sound events and their echoes, then with more and
rmore complete overlappings until finally the lengths of the events are
too long for either practical performance or measurement.

This is a ‘gradual musical pracess’ in the sense used by Steve Reich
(which I shall discuss in the final chapter). So toc is [ am sitting in a room.
The speaker/performer, sitting in a room whose ‘musical qualites he
would like to evoke’, records the following text:

Tam sitting in a room different from the ote you are in now. 1 am recording the
sound of my speaking voice, and 1am going to play it back into the room again
and again, uatil the resanant frequencies of the room reinforce themselves 50
that any semblance of my speech, with perhaps the exception of thythm. is
destroyed.

The resulting recording is made into a Joop which is processed, by means
of near-simultaneous playback and re-recording, recycled through any
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number of generations to bring out or ‘perform’ the natural resonant
frequencies of the room which have been articulated by the speech.
This is one of a number of pieces, including Ashley’s Faney Free, which

have “used’ Lucier’s peculiar verbal gift - a very pronounced stutter. In
fact Lucier regards the activity of | am sitting in o room less as a demon-
stration of a physical fact - the room resonance - than of away to smooth
out any irregularities his speech may have. An earlier picce, The Only
Talking Machine of its Kind in the World (1969}, was concerned only with
this ironing out process. The ‘instrumentation’ of this piece is as follows:
for any stutterer, stammerer, lisper, person with faulty or halting speech,

regional dialect or foreign accent or any other anxious speaker who
believes in the healing power of sound. The speaker talks to an audi-

ence through a public address system for long encugh to reveal the
peculiarities of his speech; his friends set up a tape-delay system, tapped

from the PA, and the speaker continues talking ‘until anxiety ahout his

speech Is relieved or it becomes clear that the tape-delay system is
relieved or itbecones clear that the tape-delay system is failing and will
continue to fail to bring this abour’,
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Indeterminacy 1960—-70:
Ichiyanagi, Ashley, Wolff, Cardew,
Scratch Orchestra

Bv the late sixties indeterminacy had not only become a fact {)qu§1c31
li‘fe, but had made itself available to a larger number of people w;t.h a
wider range of abilities and experience. For, apart from the techz}n—:al
knowledge needed to assemble the equipment necessary, Fhedmusn':c;f
composers like Lucier and Bryars required no really SI}ECIGII?:E music
skills in performance. And the work of Cgrdew has grown .fr‘om .adneed
to simplify demands and presentation without C{‘)mpromismg ideals,
to developing these ideals inan increasingly accessible wgy. ‘By contrast,
Cage’s and Wolff’s indeterminate scores of the eatly sixties not only
demanded considerable technical expertisein perform:‘mce, butalsothe
ability to comprehend quite sophisticated abstract musmai_ concepts anfl
to unravel a complex notational sign-language; early exp?nmental ftlﬁism
was only available to 2 small dedicated elite of professional musicians
such as Cage, Tudor, Wolff, Cardew, Tilbury and a few ot‘hers. .
Fluxus was important in many respects. An advertisement in the

vitlage Voice of 23 September 1965 runs:

ELUXORCHESTRA PERFORMS 20 WORLD PREMIERS! ofavaljt-gagist mu:sic.
ying yang music, Donald Duck music, anti-necbaroque music, pstaphygczi
,music no music. La Monte Young conducting an orchestra of rwenty unskille

instrumentalists.

What is important in this advertisement as far as th(? exlperimentzil
tradition is concerned is not the gagfDonald Duck frivolity, but_ th;
emphasis on the unskilled. Fluxps tasks were Slle.h th:ft untrame)_
musicizn-performers (who were mostly non-musicians 1::1 any cas'?__._é
could accomplish them with no special difficulty. What is alse VTE‘
important about Fluxus events is that while the Cage camp was SILL
involved with abstract, partially explained processes, Fluxus coxr_]pos:;?
unashamedly dealt out unambiguous, concrete proposals (w?uc.h 8 t
ieft room for personal idiosyncrasies in rca]ization);.smash a V}Dhnfuw
a flesver pot on a piano, keep walking intently, the intesval of a 6ft pat
be held for a long time. And by around 1968 Wolff and Cardew, :[{-
example, had forsaken the cryptic for the direct: ‘Make sounds ‘:;d"
stones’ {Wolff, Stones), or ‘All instruments play the low nF)te ovsl:r o
over, long; arrange breathing so that gaps don’t appear. Enter singi¥-
(Cardew, The Great Leamning, Paragraph 3) And Cage dispens
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ed with the.

need for notation and some form of measurement with Rozart Mix of
1965, which asks six performers to make a minimum of eighty-eight
tape loops and play them over thirteen tape recorders.

In the ecardy sixties a composer tike Foshi Ichiyanagi was able to
develop notations which obviously take off from, and simplify, those of
Cage and Wollt, but which were easily adapted to the Floxus style. His
Piano Piece No. 5 for instance is an unspectacular indeterminate score
which specifies certain timings and dynamics; but in the ‘Fluxus vari-
ation for no performer’ an upright piano is positioned on the stage with
its profile facing the avdience, and its sustaining pedal held down. A
performer hidden from the avdience in the wings throws darts at the
back of the piano according to the instructions in the score. Music for
Electric Metronomes {160} is a score that resemnbles a minimal map: dif:
ferent kinds of lines (straight, curved, zigzag, etc.) join up 2 series of
aumbers to each other. These numbers refer to metronome sewtings
which ate to be changed over 2 period of specified beat-counts, The
lines refer to different, but unspecified, actions andfor sounds that the
performer makes afier operating the metronome, and which are to last
approximately the same length of time as the meuonome sering.

The piano as dart board, the metronome as musica! instrument trtay
be somewhat Fluxus-orientated, but Ichiyanagi's Music for Piano series
(r959-61) were as a whole more complex and open than the single-idea
events, and were concerned almost exclusively with sound-producing
activities. On the other hand a notation like that of Piano Diece No. 4
{‘Use sustained sound(s) and silence(s) only. No attack should be made.
The piano may be played with any number of players on any number of
pianes’} is obviously a more direct and unambiguous cail o mausical
action than Cage's and Woltf s (stilly graphically involved notations of
that time,

Bur comparisons are not really to the point, since Ichiyanagi was
calling into being a music more delicately spaced than that of either
Cage or Wolff, and his notation is the easiestway of realizing this. A few
years later, writing of his Appearance {which | discussed in Chapter s,
Ichiyanagt outlines an aesthetic ideal very close to that which Cage
proposed in the early and mid fifties. Cage's ideat developed into a
{Zen-inspired) interest in piled-up sound complexes, in mukiplicity and
interpenetration, and in constant activity. Ichiyanagt was seeking the
{also Zen-inspired) state of calmuess, emptiness and non-interference -
a music of which Cage admiringly wrote that it ‘does not make the air jt
is in any heavier than it already was’. Here is Ichiyanagi's statement
about Appearance:

My conception of the picce is quite dependent on the traditional Japanese
concepts of time and space. So. that piece creates something, but not a whole
thing . . . Itleaves things open . . . Atthe same time, outside elements
appear . . . [ts like an ofd Japanese garden desian. e 00
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like the moon, the clouds, the trees change all year round . . . You lock atthe
movements of the stars . . . Those things arc included in the garden: however,
they are not controlled by the creator.

Sappors £1962) applies the graphic symbols vsed in Music for Pieno Nos: 2
and 7 to ah ensemble situation where the ‘social’ consequences are‘, asin
Christian Wolff's music, of great interest. {Interestingly the notation of
Music for Piano No. 7 bears a logical relation to the pianc layout: It?& and
right of the score correspond to low-high of the keyboard, while the
symbols —one of which makes provision for sound prod.uced f}ther than
by the keyboard - are read from top to bottom.) Sappere is 2 piece fOt"up
w fifteen players {and conductor) using any kind of sound-.m.akmg
objects ‘capable of meeting the requirements of the score'; this is not
the same as ‘any kind of sound-making instrument’ because the type
of sounds indicated by the symbols limit the choice of instzuments to
some extent. The sounds required are attacked sounds, vpward and
downward siiding sounds, and long silences. Bach pIaYFr has a different
page and they are combined in a free and unecordinated way, The
‘social’ aspect is covered by another symbo! which tells one performer
to listen to the sound produced by another, sometimes while continuing
his own sound, at other times while watching the sound-making move-
ments of ancther performer, or waiching or listening to whatever the
conductor does. One of the instructons states that these instructions
may be disregarded; if they are not, then at these observing moments
the player may switch from the notation he is working on to another
which begins with whatever he has just heard or seen. If he cannot find
one on his sheet he can then exchange his part with that of another
player — a form of democratic bingo. . ‘
Ichiyanagi’s Distance (1962) requires thatsounds be originated ata point
at least three metres from where the sounds issue - generally performers
are positioned in some way somewhere above the audifenceT inanet,on
scaffolding, on a balcony, say — from where they activate 1n§tmants
placed below them on the floor. For Cage ‘this physical separation brmgs
about an vnusuai playing techniqgue that brings the sounds together in
the natural way they are together whether in the fields, in the streets, of
in the homes and buildings’. The performer has not so much to find

some means of articulating standard instruments from that distznce,. as
to invent new instruments specially geared to the task in hand, which
can be activated by means of pulling ropes, or blewing down tubes, ot
hiting, prodding, scraping or pushing with long poles, and so on.

A very ingenjous realization of Distance was devised a few years ago
by Portsmouth art student James Lampard. Tt consisted of a complex
logical chain, He placed a lighted cigarette in the end of 2 long tube. The
tube was Jowered onto a long board with clusters of matches all the way
along it. When he inhaled the first match was lit, and very slowly the
whole series of matches would burn and Bare. Attached to the last group
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of matches was a balloon filled with water. As the last march burned it
burst the balloon which dropped the water inte a bucket flled with
Andrews’ Liver Salts, which fizzed. The side of the bucket was amplified
with a contact mike: that was the sound Lampard had set out ro make.
In his in memoriam pieces of 1963—4 — in memoriam ESTEBAN GOMEZ
(quartet), JGHN SMITH {concerto}, CRAZY HORSE {symphony)} and KIT
CARSON (opera) ~ Robert Ashley showed himself to be concerned
with the problems of ensemble playing as a ‘social activity’, involving a
permanent interplay between (group) obligations and ¢ individual) inngi-
tions. The part-verbal, part-graphic notation Ashley used lays down
basic processes of movement and coordination; the coordination is not
of instrument with instrument (as in Wolff) but with some ‘cutside’
reference, of a type specified by Ashley but whose exact composition is
to be determined in each performance by the musicians themselves.
Thisdispenses with the detailed moment-to-moment reading demanded
by Wolff’s fand Cardew’s earlier) music, while calling on the players®
awareness, attentiveness and ability to adjust,
With in memoriam ESTERAN GOMEZ one has to coordinate with a
‘reference sonetity’, 2 sound prepared in advance by the group as a
whole and in which it should not be possible to distinguish individual
instruments. This provides a point of tonal reference for the various
sound activities of the performers. The piece goes through a series of
unschedaled permutations whenever a performer ‘senses or even wants
to sense’ achange from the reference sonority. In memoriam JOHN SMITH
deals with the coordination of an instrument with a particular location,
and with two types of actions {sounds): a continuocus action, which
is appropriate to all instruments and all locations, and a transitory
action unique to the coordination of one instrument and one jocation.
In in memoriam CRAZY HORSE the players have to try to achieve two
‘ideal’ densities —as pure (unanimous, similar, redundant, synchronous,
integrated) or as noisy {disparate, dissimilar, chactic, asynchronous,
divided) as possible. These densities are not, however, conceived in
terms of a permanent scale of values or of final goals to be attained
{'the contrasting of “purposes” and “lack of purpose” is expressly not
part of the piece’ Ashley said) but are (all) states towards and away from
which the motion of the piece should How.

In his ‘Prose Collection’ Christian Wolff moved further away from the
complexity that one still finds in For 1, 2, or 3 People of four years earlier,
dispensing entirelv with any sort of graphic symbols, adopting a com-
pletely verbal notation which ‘leaves a lot of room for the player to use
his discretion’. ‘Fm trying to see how littde 1 can indicate and yet come
up with a piece that's clearly itseif, one that stil! has 3 life of its own,’
Wolff has said, And we find in these pieces the generality, suggestion
and precision notable in his earlier seores, but presented here in 4 far
more accessible manner.
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39 Chrisdan Woift's
Pley. as characteristic of
his contextual systems as
his graphically notared
SCOFCS.

Tta

Play for example consists just of ‘indications for playing, for making
sounds’, it is designed ‘for those who don't necessarily have a musical
education. An inclination to play with sounds would suffice perfectly
to lead someone to perform it, while a litde ingenuity, discipline, con-
centration and calm can only improve execution.’

But Play is the least simple of these word scores; it lays down general
limits or gives precise indications as to how to proceed, and makes
suggestions about coordination, timing and sequence. Play thus has a
very clear character, yet the indications are sufficiently ambiguous
(when? where? with what?) so that the progress of the piece is in no way
impeded by the imposition of a formal plan, or by the provision of 2
set of symbols which need z quite specialized ability to translate them
into action. But the demands the score makes on the conscientious
performer (or interpreter - ‘let the compesition be the interpretation
and the interpretation the composition’) make it difficult to be casual:

Play, make sounds, in short bursts,

ciear in outtine for the most part;

quiet; twa or three times move towards

as foud as possible, but as soon a5 you

cannot hear yourself or another player

stop directly. Allow various spaces

between playing {2, 5 seconds, indefinite};
sormetimes overlap events, One, two,

three, four or five times play a fong sound or
complex or sequence of sounds, Sometimes
play independently, sometimes by co-ordinating:
with other players {when they start or stop

or while they play or when they move} or a player
should play {start or, with long sounds,

start angt stop or just stop) at a signal {or

within 2 or five seconds of a signal)

over which he has not control (does not

know when it will come). At some

point or throughout use electricity.

The two most immediately striking compositions in the ‘Prose”

Collection’ carry titles which denote the means of sound production,
materials taken from the natural world: Stones and Sticks. Any perfonn-
ance naturally takes on the qualities unique to these materials (ina waya
performance is “about’ the properties of stones or sticks) yet the cleat

but subtle language with which Wolff expresses his proposals gives F'y

cruially important guide to the spirit of the interpretarion. Stones ruos:
‘Make sounds with stones, draw sounds out of stones, using a number
of sizes and kinds (and colours); for the most part discreetly; some:
tmes in rapid sequences. For the most part striking stones with stones,
but also stones on othet surfaces (inside the open head of a drum, fﬂf
instance) or other than struck (bowed, for instance or amplified). Do

notbreak anything.’ And Sticks: “Make sounds with sticks of various kinds,

one stick alone, several tagether, on other instruments, sustained s
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well as short . . . You can begin when you have not heard 2 sound from
a stick for a while . . . You may end when your sticks or one of them
are broken small enough that a handful of the pieces in your hands
cupped over each other are not, if shaken and unamplified, 2udible
beyond your immediate vicinity,’ :

Play was written for players who have not necessarily had the benefit
of {or been corrupted by) 2 musical education. The ‘Prose Collection’ as
a whole can be viewed a5 a tribute to the English musicians Wolff worked
with duringa stay in England in 1968. That there should be such musicians
is largely due to the many-sided work of Cornelius Cardew (and, in
a performingjfteaching role, JTohn Tilbury). Morton Feldman's assess-
ment (in 1966) of Cardew’s indispensability has been proved remarkably
accurate by subsequent experience: ‘Any direction modern music will
take in England will come about only through Cardew, because of him,
by way of him. If the new ideas in music are felt today as 2 movement
in England, it's because he acts as a moral force, 4 moral centre.’

Over the period 1961-71 Cardew’s scores, instructions and comment-
aries show a consistent and progressive line of development, not s¢
much on a purely musical level, but rather in terms of ‘nurturing’ a breed
of performers capable of meeting the requirements of experimental
scores. This culminated in the foundation of the Scrawch Grehestra
- a pool for performers and composers: composer-performers and
performer-composers. Cardew has always conceived of notation (in his
own works) notas an end in itsel€or a means of unlocking sounds, but as
a way of engaging the most valuable resource of any music - people.
Notation can make people move if other means, like aggression or
persuasion, are facking. The notation should doit. The trouble is, he feels,
that just as you find your sounds are too alien, intended ‘for a different
culture’, you make the same discovety about your beautiful notation:
no-one is willing to understand it, no-one moves.

Almost every type of notation and musical simation Cardew has
created was intended to make an immediate impact on the {prospective)
performer, to stimulate him to acgon. in the notes to Octet ‘01 for Jasper
Johns {1961) Cardew remarked that the stimulation of the interpreter is
a facet of composition that has been disastrously neglected and in 1966
he wrote that in any neration a balance must be maintained bewween
cogent explicitness (necessary to galvanize the player into action) and
sufficient flexibility (in the syinbols and the rales for their interpretation)
to permit of evolution. And speaking specifically of the chain of sign-
complexes that make up the ‘score’ of Octet "61, he said that they should
be allowed to suggest samething concrete; a sound, a rechnique. The
rraditional connotations of signs or parts of signs should provide suffici-
ent context for a concrete interpretation of at Jeast one sign by alimost
any musician.
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like che moon, the clouds, the trees change all year round . . . You look at the
movements of the stars . . . Those things are included in the garden; however,
they are notconwolled by the creator,

Sapparo (1062) applies the graphic symbols used in Music for Piang Nos.‘z
and 7 to an ensembile situation where the ‘social’ conseguences are., asin
Christian Wolff 's music, of great interest. (Interestingly the notation of
Music for Piana Ne. 7 bears a logical refation to the piano layout: lf.tft and
right of the score correspond to fow-high of the keyboard, while the
symbols — one of which makes provision for sound prod!.lced .other than
by the keyboard - are read from top to bottom.) Sapporo is a piece for.up
to fifteen players (and conductor) using any kind of sound-‘mfzkmg
objects ‘capable of meeting the requirements of the score’; this is not
the same as ‘any kind of sound-making instrument’ because the type
of sounds indicated by the symbeols limit the choice of instruments wo
some extent, The sounds required are attacked sounds, upwa.rd and
downward sliding sounds, and long silences. Each player has a different
page and they are combined in 2 free and uncocordinated way. The
‘spcial’ aspect is covered by another symbol which tells one perfonfler
to Hsten to the sound produced by another, sometimes while continuing
his own sound, at other times while watching the sound-making move-
ments of another performer, or watching or listening to whatevelt the
conductor does. One of the instructions states that these instructions
may be disregarded; if they are not, then at these ob.serving moments
the player may switch from the notation he is working on to another
which begins with whatever he has just heard or seen. if he cannot find
one on his sheet he can then exchange his part with that of another
player - a form of democraric bingo. N ‘
Ichiyanagi’s Distance {1962) requires that sounds be originated ata point
atleast three metres from where the sounds issue — generally performers
are positioned in some way somewhere above the audience - in anet, OB
scaffolding, or a balcony, say — from where they activate mf,trum?nts
placed below them on the floor. For Cage ‘this physical separation bnngs
abour an unusual playing rechnique that brings the sounds together in
the natural way they are topether whether in the fieids, in the streets, or
in the homes and buildings’. The performer has not se much to ﬁndl_
some means of articulating standard instruments from that disrance,‘ as
to invent new instruments specially geared to the task in hand, which
can be activated by means of pulling ropes, or blowing down tubes, or
hitting, prodding, scraping or pushing with long poles, an‘d SO o
A very ingenious realization of Distance was devised a few years age
by Portsmouth art student James Lampard. It consisted of a complex
i(;gical chain. He placed 2 lighted cigarette in the end of a long tube. The
tube was lowered onto a long board with clusters of matches all the way
along it. When he inhaled the first match was lit, and very slowly the
whole series of matches would burn-and flare. Attached to the last group
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of matches was a balloon filled with water. As the last match burned it
burst the balioon which dropped the water into 2 bucket filled with
Andrews’ Liver Salts, which fizzed, The side ofthe bucket was amplified
with a contact mike: that was the sound Lampard had set out to make.

In his in memoriam pieces of 1963—4 — in memoriam ESTERAN GOMEZ

{quartet), JOHN SMITH (concerto), CRAZY HORSE {symphony)} and KIT
CARSON (opera} — Robert Ashley showed himself to be concerned
with the problems of ensemble playing a5 a ‘social activity’, involving a
permanent interplay between (group obligations and {individual) intui-
tions. The part-verbal, part-graphic notation Ashley used lays down
basic processes of movement and coordination; the coordination is not
of instrument with instrument (as in Wolff) but with some ‘outside’
reference, of a type specified by Ashley but whose exact composition is
to be determined in each performance by the musicians themselves.
This dispenses with the detailed moment-to-moment reading demanded
by Wolff’s (and Cardew’s earlier) music, while calling on the players®
awareness, attentiveness and ability to adjust.

With in memoriam ESTEBAN GOMEZ one has to coordinate with 2
‘reference sonority’, a sound prepared in advance by the group as a
whole and in which it should not be possible 1o distinguish individual
instruments. This provides a point of tonal reference for the various
sound activities of the performers. The piece goes through a series of
anscheduled permutations whenever a performer ‘senses or even wants
tosense’ achange from the reference sonority. In memariam JOHN SMITH
deals with the coordination of an instrument with 2 particular location,
and with two types of actions {sounds): a continuous action, which
is appropriate to all instruments and all locations, and a transitory
action unique to the coordination of one instrument and ene locarjon.
In in memoriam CRAZY HORSE the players have o try to achieve wo
‘ideal” densities — as pure {unanimous, similar, redundant, syachronous,
integrated} or as noisy (dis parate, dissimilar, chaotic, asynchronous,
divided) as possible, These densities are not, however, conceived in
ternts of a permanent scale of values or of final goals to be attained
(‘the contrasting of “purposes” and “lack of purpose” is expressly not
partofthe piece’ Ashiey said) but are (all) states towards and away from
which the motion of the piece should flow.

In his ‘Prose Collection’ Christian Wolff moved further away fram the
complexity that one still finds in For 1, 2, or 3 People of four years earlier,
dispensing entirely with any sort of graphic symbols, adopting a com-
pletely verbal notation which ‘leaves a lot of roam for the player to use
his discretion’. ‘I'm trying to see how little | can indicate and yet come
up with 2 piece that's clearly itself, one that still has alife of its own,'
Wolff has said. And we find in these pieces the generality, suggestion
and precision notable in his earljer scores, but presented here in a far
maore accessible manner.
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36 Christian Wolff's
Play, as characteristic of
his contextual systems as
his graphically notated
SCGEES,

Play for example consists just of *indications for playing, for making
sounds’. It is designed ‘for those who don’t necessarily have 2 musical
education. An inclination o play with sounds would suffice perfectly
10 lead someone to perform it, while a little ingenuity, discipline, con.
centration and calm can only improve execution.’

But Play is the least simple of these word scores; it lays down genera]
limits or gives precise indications as to how te proceed, and makes
suggestions about caordination, timing and sequence. Play thus has a
very clear character, yet the indications are sufficiently ambiguous
{when? where? with what?) so that the progress of the piece is in no way
impeded by the imposition of 2 formal plan, or by the provision of 3
set of symbols which need a quite specialized ability to translate them
into acrion. But the demands the score makes on the conscientious
performer (or interpreter ~ ‘let the composition be the interpretation
and the interpretation the composition’) make it difficult to be casual:

Play, make sounds, in short bursts,

clear in outline for the most part;

quiet; twa or three times move towards

as Joud as possible, but as soon as you

cannot heas yourself or another player

stop directly. Allow various spaces

between playing {2, & secongts, indefinite};
sometimes overlap events, One, two,

three, four or five times play a long soung or
complex or sequence of saunds. Sometimes
play independently, sometimes by co-ordinating:
with other players {when they start or stop

or while they play or when they move} or a player
should play {start or, with long sounds,

start and stop or just stop) at a signa! {or

within 2 or five seconds of a signai)

over which he has not control {does not

know when it will come). At some

point or throughout use electricity.

The two most immediately swiking compositions in the ‘Prose
Collection’ carry titles which denote the means of sound production,
materials taken from the natural world: Stones and Sticks. Any perform;
ance naturally takes on the qualities unique to these materials (inaway
performance is *about’ the properties of stones or sticks) yet the cIear_
but subtle language with which Wolff expresses his proposals gives 2

crucially important guide to the spirit of the interpretation. Stones runs::

‘Make sounds with stones, draw sounds out of stones, using a rumber
of sizes and kinds (and colours); for the most part discreetly; some-
times in rapid sequences. For the most part swriking stones with stones,
but also stones on ather surfaces (inside the open head of a drum, fof
instance) or other than struck (bowed, for instance or amplified). Do
not break anything.” And Sticks: ‘Make sounds with sticks of various kinds,
one stick alone, several together, on other instruments, sustained 28!
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well as short . . . You can begin when you have not heard a sound from
a stick for 2 while . . . You may end when your sticks or one of them
are broken small enough that a handful of the pieces in your hands
cupped over each other are not, if shaken and unamplified, andible
beyond your immediate vicinity.’

Play was written for players who have not necessarily had the benefis
of (or been corrupted by) a musical education. The ‘Prose Collection” as
awhole can be viewed 25 a wibute 1o the English musicians Wolffworked
with during a stavin England in 1968. Thatthere should be such musicians
is largely due to the many-sided work of Cornelius Cardew (and, in
a performingfteaching role, John Tilbury). Morton Feldman’s assess-
ment (in 1966) of Cardew’s indispensability has been proved remarkably
accurate by subsequent experience: "Any direction modern music wiil
take in England will come about only through Cardew, because of him,
by way of him. If the new ideas in music are felt today as a movement
in England, it's becausc he acts as a moral force, a moral centre.’

Over the period 196171 Cardew’s scores, instructions and comment-
aries show a consistent and progressive line of development, not so
much on a putely musicai level, but rather in terms of *nurturing’ a breed
of performers capable of meeting the requirements of experimental
scores, This culminated in the foundation of the Scratch Orchestra
- a pool for perforiners and composers: composer-performers and
performer-composers. Cardew has always conceived of notation (in his
ownworks) notas an end in itself or 2 means of unlocking sounds, butas
a way of engaging the most valuable resource of any music — people.
Notation can make people move if other means, like aggression or
persuasion, arelacking. The notation should do it. The trouble is, he fecls,
that just as you find your sounds are too alien, intended ‘for a different
culture’, you make the same discovery about your beautiful notation:
no-one is willing to understand it, no-one moves.

Almost every type of notation and musical siruation Cardew has
created was intended to make an immediate impact on the (prospective}
performer, to stimulate him to action. in the notes to Geter '61 for Jasper
Johns (1961} Cardew remarked that the stimulation of the interpreter is
a facet of composition that has been disastrously neglected and in 1966
he wrote that in any notation a balance must be maintained between
cogent explicitness (necessary to galvanize the player into action) and
sufficient flexibility {in the symbeols and the rules for their interpretation)
to permit of evolution. And speaking specifically of the chain of sign-
complexes that make up the 'score’ of Octet *61, he said thar they shouild
be allowed 1o suggest something concrete; a sound. a technique. The
raditional connotations of signs ot parts of signs should provide suffici-
ent context for a concrete interpretation of at leasr one sign by almaost
any musician.
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But this has a paradoxical effect. Because of the specialized notatiod
the music would be protected against rontine performances, since ‘fe
musicians will take the trouble to decipher and learn the notutions
unless they liave a positve interest in performing the works.” Yet th?._
demands of a score like the orchestral Autumn 60 are enough to sca._r;"
off any musician who has been brought up to play Beethoven 311!!_ﬂ
Mahler (in 1973 as in xg6o). The very fact that the parts and the scoré_’j-
are identical "implies that a higher degree of interest and involvement!
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is demanded of the musicians,’ Cardew wrote. ‘They have to acquaint
themselves with the musical principles underlying the work; they have
to investigate the range of possibilities opened up by the score. And
finally they have to accept the tesponsibility for the part they play, for
their musical contribution to the piece.’

Cardew felt at the time that Octet '61 was an opportunity for an inter-
preter. [t demands no very sophisticated formal approach: the performer
does not have to be a composer, he merely has to discover and use
that modicum of creativity that is availabie to all. This is an optimistic
assessment. Roger Smalley has written of his experience of Cardew's
earlier music that ‘so far fyom being entirely free, as one might suppose
at 2 casual glance, the performer finds himself gradually entmeshed in
an ever-narrowing field of possibilities wherein it eventually becomes
difficult to do anything at ali’.

Treatise, which occupied Cardew from 1663 to 7, is totally graphic and
only very occasionally slips in symbols taken from waditional musical
notation - a kind of secret code for the trained musician. For Treatise is 2
further stage on the route away from notations which are only of use 10
trained musicians. In his essay ‘On the repertaire of musical memaories
and the disadvantages of a musical education’ he wrote that ideally such
music should be played by 2 collection of musical innocents; but in
a culture where musical education is so widespread (at least among
musicians) and getting more and more so, such innocents are extremely
hard to find. Treatise attempts to locate such musical innocents where
they survive, by posing 2 notation that does not specifically demand an
ability to read music.

Treatise stems from Cardew the composer working with Cardew the
professional graphic designer. In the publisher’s office he worked in he
came to be more and more occupied with design diagrams and charts,
and in the course of this work he became aware of *the potential eloquence
of simple black lines in a diagram’. The shapes used in Treatise are basic
- circles, lines, triangles, squares, ellipses — perfect geometrical forms
which are ‘subjected in the score to destruction and distortion’ with
impeccable draughtsmanship. Treatise is 2 comprehensive graphicjourney,
a continuous weaving and corabining of'a host of graphic elements into
a long visual composition, the meaning of which in terms of sounds
is not specified in any way. It ‘treats’ of its graphic subject matter in
exhaustive ‘arguments’,

Through the whole work (but with occasional deviations and breaks)
runs a single straight central herizontal line which may provide the per-
former with some sort of reference orientation {a life line?). [ the very
frstperformance of part of Treatise in June 1964, Frederic Rzewski chose
to interpret only this central line which he played as a continuous sound.
At each break in the line he would start 2 new sound. This served as an
orientation for the other players. The score is not however descriptive
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41 A 1968 performance
of Cardew’s Treatise: John
Tilbury (pianc), David
Bedford and Francine
Eliot (balloons)

of a musical situation - ‘the sound should be a picture of the score, not
vice versa,’ Cardew has said.

But as I have said the richest potential of Treatise reveals itself when
the performer(s) form some sott of non-representational relationship
between symbols and materials and treatments (which need not be of
a sounding variety) - or a mixture of both. Cardew gives an example:
take the enclosed spaces and divide thern inte categories — triangles,
circles, circle derivatives, squares, square derivatives, irregular enclosures,
Musical catcgories can then be matched up with these: triads, trills,
wrregular tremolos, periodicities, deviating periodicities, clusters that
disintegrate in the direction of whatever shape is closest. What is
important, overall, is a contexrual consistency: in Treatise a sign has 2o be!
made appropriale to its context. Like words that exist as various pans
of speech: according to its position in the grammar you have to selecr
the appropriate form of the word. On the other hand, since Cardew:
scrupulously avoids making a set of rules for Treatize (he has e]aborated__
ideas about, but never instructions for the score), there are no grounds ow
which a totally inconsistent reading could be ruled out.

But once again Cardew seems not to have been satisfied that Treafuz;
was 2 successful means of locating musical innocents. It may have
dispensed with musical notation but it still demands a certain {ac:ht]?
in reading graphics, that is 2 visual education. As Cardew pointed out.(
ninety per cent of musicians are visual innocents and 1gn0ramusess
and ironically this exacerbates the situation, since their cxpression or!
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interpretation of the score is to be audible rather than visible. He found
that his most rewarding experiences with Treatise had come through
people who by some fluke have (a} acquired a visual education, (bj
escaped a musical education and (¢) have nevertheless become musicians,
i.e. play music to the full capacity of their beings.

Depressing considerations of this kind led Cardew to his next
notational experiment, in what he cailed a guided improvisation, called
The Tiger's Mind (1967). a verbaily notated score which outlines 2 num-
ber of ‘character’ roles to be acred out. Verbal notation was another
breakthrough, since, as Cardew realized, the ability to read is almost
universal, and the faculties of reading and writing are much more
widespread than dranghtsmanship or musicianship. The merit of The
Tiger's Mind is that it demands no musical education and no visual edu-
cation; all it requites is a willingness to understand English and 2 desire
ta play ‘in the widest sense of the word, including the most childish’.

Cardew next moved further in this direction with his Schooltime Com-
positions of 1968, an ‘opera book’ at once more open and more crypric.
This is a pest-Fluxus notebook of observations, ideas, notations, hints,
diaprams, concepts, scientific experiments, geometzic analogies - some
direct, some oblique, mostly presented as 'facts’, with no covering in-
structions. For Cardew each composition was a matrix to draw out
the interpreter’s feelings about certain topics or materials. The different
matrices grew around such things as words, melody, vocal sounds,
triangles, pleasure, noise, working to rule, will and desire, and keyboard.
Cardew’s plan was based on the translation of the word ‘opera’ into
‘many people working’. Some of the matrices serve as a measure of
virtuosity, others of courage, tenacity, alertness and so on. They point to
the heart of some real matter, mental or material. The score tells the inter-
preter the general area of his potential action ~ he may wish or have the
talent to play, or sing, or construct, ot illumine, or take exercise of one
sort or another, and can draw out his interpretatons in that direction.

The functon and purpose of graphic notation in the work of Tom
Phillips is of a rather different order from Cardew’s, whose desire to
locate musical innacents resulted (in effect) in the substitution of one
sophisticated visual system for another. Philiips approaches sound-
making from the standpoint of the literary visual artist, who is also 2
musician in his own tight, providing pictorialjverbal scores - notably
jrma and Seven Miniatures — as projections of his current preoccupations
as a visual artist into the ‘specialized’, tangential realm of performance.

almost all the material of frma ¢an opera composed in 196g and still
awaiting production) is derived from Phillips® ‘small-scale Gesamt-
kunstwerk’ (comprising visual material, stories, scores, poems ere.},
A Humument, which is a treated version {(using verbal obliteration and
justaposition techniques) of a Vicrorian novel - W. H. Mallock’s A Human
Pocument. Printed on a single sheet (50 % 5o cm), the ninety fragments
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Vosals Metody ‘Performances may lastany length of tirme: compactness should however
be aimed at,’ and, ‘Although moments of extravaganza and grotesque
comedy are implied, the general mood of the work should be sober and
the outlines of the action as rational as possible.’

Just as [tma is the oniy experimental work which needs a La Scala
do itself justice without any compromise, so its guality of incomplete-
ness sets it apart from other indeterminate scores. Phiilips suggests that
perhaps one should treat the indications in the score ‘as if they were
the only surviving fragments of an ancient opera, or fragments of eye
and ear witnesses’” accounts of such’, and, given no knowledge of the
performance tradition of the time, one should reconstruct a hypothet-
ical whole which would accommodate them economically, ‘would bean
= approptiate basis of approach to a production’,
= Seven Miniatutes, written in rg7o for John Tilbary, centres around the

=

brli
ail]

K the anwm used,

coafe Ltk o 3 beeath the second and penultimate motes
: of the mode should be omulled. fami 3
pianist as performer, and presents the more snapshot, Fluxus aspect of
Making A Tom Phillips” work. Here duration is severely circomscribed — each
aking . . . . .
section is to be accomplished in less than a minute — and the specified

tasks aliow for both music and mime (unrestricted in ‘John Tilbury
presents full frontal nudity for the first tine in serious music’). The
collection includes two short items from frma and a treatment of part of
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43 Selections from

Chillips’s Trma: five each
from libretto, décor and N fulee membrane st : e s excite
sounds.
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All the material is optional, apart from the title aria ‘Irma you will be e ¥

mine' and the chorus ‘love is help mate’. These must be performed at
leastonce in every staging of the opera - prominence must be given them
by suspending all other action. Othenwise Phillips gives only general
guidelines for performance, which, like Christian Wolff's instructions
{significantly it was Phillips who designed, printed and published the
first edition of Wolff's ‘Prose Collection’), seem to leave all possibil-
ities apen while gently suggesting that some rouves are dead-ends:
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the piane arrangement of Poet And Peasant, And Peas. The mime numberg
are spin-offs from Phillips’ other major preoccupation - posteards
To adapt Mallarmé, for Phillips perhaps everything in the world exjs;‘;
in order 1o end up on 4 posteard. ‘A category invented or discaversd
{the same thing) will be found echoed in postcards all over the coantry
al aver the world (as with red cars bisected by lamp-posts).’ ,
inmnany respects Sthooltime Compositions was a kind ofway-station along
the road of expanding the context of experimental music in Englang
it certainly went further than The Tiger's Mind in giving creative scope [{;
the musician if he wanted it. Cardew felt that The Tiger's Mind left the
musically educated at a considerable disadvantage. He saw no possibility
of turning to account the tremendous musical potential that musically
educated people represent, ‘except by providing them with what they
want, traditionally notated scores of maximum complexity'. He felt the
most hopeful fields were those of choral and orchestral writing since
there the individual personality (which a musical education seemg
so often to thwart) is absorbed into a larger organism, which speaks
through its individval members ‘as if from a higher sphere’.
f by this Cardew intended writing for traditional choirs and orchestra
then he must scon have realized that there were other solutions than
this desperate one of coming to terms in some way with the musical

establishment, since it is the establishment that owns the orchestras, The .

solution came with The Great Learning which Cardew wrote in 196871,
Inits scope and exhaustiveness The Great Learning is the precise paralle] of
Treatise; but whereas Treatise deals in the musically abstract, The Great
Learning presents the performer with entirely tangible musicaf situations
and materials.

The Great Learning is based on one of the four classic books of the
Confucian religion. The first chapter is said to have been written by
Confucius himself and is divided into seven paragraphs each of which
Cardew has taken as the basis of a sizeable composition for an unlimited
numbet of performers. The texts are concerned with the development
of an unassailable motal authority which Confucius locates inside. For
instance Paragraph 1 runs: ‘The great learning takes root in clarifying the
way wherein the intelligerce increases through the process of looking
straight into one’s own heart and aciing on the reseits; it is rooted in
watching with affection the way people grow; it is rooted in coming to
test, being at ease in perfect equity.’ These texts express the {idealist) view
that once you have set your own house in order all will automatically be
well with society. However, consistent with Mao Tse-tung’s remark at
the Yenan Forum on Literaturce and Art that works of art that do not meet
the demands of the struggle of the broad masses can be transformed
into works of art that do, Cardew has tecently begun a reinterpretation
of The Great Leamning, a revision of both texts and presentation. The new
translation of Paragraph 1 runs: *The Great Learning means raising your
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level of consciousness by getting right to the heart of a matterand acting
onyour conclusions, thus also providing an example to others. The Great
Learning is rooted in love for the broad masses of the people. The target
of the Great Learning is justice and equality, the highest good for all.”

The strength of The Great Learming derives in part from Cardew’s
{then) personal acceptance of the Confucian principles of behaviour and
their translation inte direct, non-symbolic (non-expressive] musical
procedures; these should not only lead the performer in the direction
of ‘correct behaviour' during petformance but should benefictaliy spill
over inte his day-to-day existence, The ethical purity is mirrored by
Cardew's use of sound resources. The Great Learning appears to come
to rest at a point of redefinition of the natural, concrete, real physical
properties of (sounding) things. One is made intensely aware of wind
issuing from blown pipes {Paragraph ), from organ pipes (Paragraphs 1
and 4), or from the human throat, in singing (2,3,5,7} O Broup speech
{1,4,5} of objects struck against each other — stone against stone (13,
wood on skin (2), mainly metal on metal €(5); or scraped (5); of bow
against string (5); ot of physical gesture and games (5).

What are the means by which the musician whose ‘individual per-
sonality is absotbed iato a higher mechanism’, those who just wish to
indulge in play, and musical innocents who have 20 ability to read
standard musical notation, may all find themselves satisfied by what
The Great Learning has to offer them? In Paragraphs I and 2 specific
musical materials are presented in terms of group rimals which have
built-in scope for the individual differences that Michael Parsons spoke
of on page 6. The central part of Paragraph 1 grows through a simple
accumulative process of a series of solos for any kind of whistle instru-
ments, supported by a multiple drone provided by the non-soloists. Each
whistler takes his turn as soloist playing his own reading of the curl-
ing graphic notation (a wansliteration of the ideograms of the original
Chinese tex). Each solo is separated from the next by the other large
group of participants speaking the Confucius text communally (a device
also used in Paragraphs 4 and 5).

Paragraph 2 is similarly concerned with group rather than individual
music, though the balance between the two is changed. it is equally
ritualistic, but whereas the ritual of Paragraph I is static and draining,
requiring minimum involvement, the ritual of z is tough, the discip-
line primarily exuberant, the involvement never less than total, being
physical. For the singers, exhaustion, since they can’t win the battle of
singing at maximum force for a long duration against a mass of drums
playing with greater and more effortless force.

The process involved in Paragraph 2 is as follows: the available
resources are divided up into a number of groups; each group consists
of a drumimer, a lead singer and other singers; the drummer begins by
playing any of the twenty-six notated rhythms and he plays it over and
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of The Great Learning
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over again like a tape loop for the duration of each oF the vocal *periods’.
These consist of twenty-five pentatonic phrases of five or six notes each,
each note, together with a word or words of the text, being held for the
length of a breath. The lead singer begins his new note after ali the
singers have finished the previous note, and it is picked up by the other
singers. When the whole phrase is finished, the drummer moves to
another rhythm and the procedure is repeated.

What ate the variabies in this process? Strength of singing (dependent;
on the size ofthe groups, the strength of the individual voices, the speedif
at which the new note is picked up - the more the singers are togethe_r',;.
the stronger the overall sound); vocal colour {range of voices, proporr.io!i
of maleffemnale, highflow); and drum colour (differentsizes and tjmbreé':
of each drum, different strength of playing). Timing, the speed of mov-
ing through the prescribed material, is another important variable; itis
influenced by the gap the leader allows before pitching the new note, the’
staggered entries and endings due to the differences in breath leng’dlf-fn_'4
how long it takes each singer to hear, take in and reproduce the leader’s
note, and so on.

For the listencr, who perceives the field Cardew delineates as a whole,
the individual freedoms are of less audible consequence than the group
freedom that produces the real motion of the piece. In performance a
large number of these completely autonomous groups are spread in or
around a hall, each separated from the next spatially, All the druromers
begin together, each almost certainly with a different rhythm at a dif-
ferent speed, and the singers proceed in the way T have described. Ali the
variables, the group independence, ensure variety of tempo and dynamic
colour, conflicts of rhythm and above all of pitch - at any given moement
each group is at a different stage of working through the process. Within
this multi-spatial, multi-rhythmic, multi-tonal experience details are
constantly changing, and this necessitates listening from different
locations, in different focuses.

At the other extreme, the unitary scares of Paragraphs 6 and 7 pro-
vide for a personal ritual threading through a communal nerwork, in
a climate of a (near) total or slightly ‘coloured’ silence. In Paragraph 6
personal responsibility for making sounds is acute since for much of the
time one has to wait and judge the right context into which to add one’s
small sounds, whose placing but not whose details are suggested by the
composer. 50, for example, one has to make ‘isolated’ or ‘synchronized’
sounds, which happen at different points for different players working
through the score at their own speeds. The context is thus different for
each player; your context (a silence intowhich you have to place an isolated
sound) depends on theirs, and is simultaneously 2 part of theirs.

Paragraph 7 is completely vocal and again proceeds on the network
principle. The Confucius text is split up into twenty-five separate units,
such as ‘sing g (f2) SWEDPT AWAY". This means sing the words 'swept
away' on a breath-length note ninc times, the same note each time; of
the nine sounds any two should be loud, the rest soft. To start the piece
each performer chooses his own note on whieh to sing the first word.
For each subsequent unit each petformer chooses a note that he can
hear being sung by someone else in the vicinity. Each singer progresses
through the musicftext at his own pace, and as hc moves round the
performing space picks up a note nearby, another performer picking up
a note as he walks past you - in a perpetual slow-motion telay proces-
sion. This begins as a complex chord {each with his own note) whichk in
the course of the piece becomes simpler and simpler as the number of
available notes gradually reduces to one ot two, the performers having
spread out and become widely separated in space and time. Unity is
cemented atthe end as the final sentence is spoken by all the performers
together, after the last singer has completed his personal process.

Paragraph 5 is The Great Learning spectacular, an accumulanon — 'l
simply included everything which had cropped up at the time.” This
paragraph begins with a Dumb Show in which the characters of the
Chinese text are translated into a hybrid of the sign language thar was
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developed by 1he American tndians for communication with the whiley
in the nincicenth contury. Fach person performs this indcpendemlv
having "learned’ rhe first sequence of signs from the person whe went
betore him. The remaindet of the composed part of the paragraph con-
sists of a lengthy sequenee of group recitations of the rext, interspersed
with chanting of the seven individual sentences of the texts by indj-
viduals and a set of seven verbally notated compositions ‘thar are not
rationally related to the texr'. Thesc explore separate and distinet depart-
ments of sound production, such as bowed sounds, plink, loud ang soft
laughter music, beauriful music. An optional Number Score and Actiog
Score may be performed simultancously with the seven compositions —
these harness the energy potential of mind and body, conceptand action,
Also performed simultaneously with all this are rthe ten Ode Machines,
¢laborate, norated solo melodies performed in snch a way thar they ai}
come to an end atapproximarely the same time coinciding with the end
of the other musical compenents, composed or seni-composed.

The function of all this music 1s o ‘clear the space for spotitanecus
music making’ in the form of an extended improvisation: the centre.
point of the text for Paragraph 5 is the sentence “They disciplined
themselves. Cardew sees self-discipline as the

ewsential prerequising for improvisarion. Disciplie i nor fo be seen as the
ability to conform o a rigid rule structure, but as the abiliy o work collectively
with ather people in a harmontous and fruifil way. [niegricy, self-reliance,
initiative, to be articulate (say, an an wstrument) in a natural, directway; these
ate the qualitics necessary for improvisation. Seff-discipline is the necessary
basis for the desired spontaneity, where everyehing that ooonrs is heard and
responded w without the aid ol arbitrarily controlled procodures and
intellectual fbour,

Improvisation was the other reguiar channel for Cardew's musical
interests during the late sixties, and it was through his inestimably
valuable experience with the AMM group, founded in 1965 by three ex-
jazz musicians, Keith Rowe, Lou Gare and Eddie Prevost, that Cardew
was able to formulate these ideas about the need for self-discipline
above all in improvisation. For the serious so-called live electronic
improvisation groups which sprang up in the late sixties — AMM, the
Italian-American Musica Elettronica Viva and the more recent TajMahal
Travellers from Japan — improvisaton was not 4 ‘mandate for self:
indulgence’. Although Cardew could write abour the early days with
AMM that *for a camco picture of what I've found in AMM that| haven't
tound before is just the face that ! can go there and play, and play exactly
what you want, and that's something Pve alwavs wanred w do.’

Improvisation successiuliy breaks free ‘trom the ulrerior distractions
ot agreed plans and srandards, and then from the alerior distractions
ol'purposes or reflexes arising spontaneously in pertormance, ' as Victor
Schondield once put it But although AMM dispensed with scores of

45 AMM 1062 vintage:

Keith Rowe, Cornelius
Cardew, Lou Gare and
Eddie Brevose,
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score-substitutes - a score being. accarding to Cardew, “something
beyond you, some authority which vou are trying to fulfil’ - other. new
authoritics may be located inside the group: the other players, the search
for new sounds and materials, new and unorthodox techiniques, the
pursuitof some inexpressible, unrealizable ideal. With AMM ‘the paradox
ts that continual failure on one plane is the root of stecess on another”,

But whatever this purpose it goes bevond a (mere} striving for per-
inanent originality, a practical exposition of newness for the sake or
newness. Cardew onee pointed out:

15 notwhatic sennds like that inrerests sue, it s whar it e, Actually this is one
of my sundards - not to make asound that's like something, bur w make a
sourtd thatis juscthae . . Iwant the feehing thar everything you <o is for the
firsttime. You have w discover the notes. [here’s something great about doing
things twice because it's never quite the sme the second dme,

Lie the carly days AMM may have more consciously experimented with
new and unorthodex sounds. They used contict mikes to amplity other-
wise inaudible sounds trom all manner of sources, including pares of
the environment; amplification of this sorr. like the transistor radio,
whose use as a musical instrument was ploneered by Cage and which
acted asan it 1o the plavers, begnne catmmoiplaces diring thye
sixties. Highly resonant sheets of mild stee! or the strings of the prane
were bowed, a viriew of gadgets (Brom diamsticks to barteny-operated
cackrail miverswere nsed, and Keith Rowe ar times found 2 number of

novel wavs of *bowing’ his elecivic gwnr. And the GPEN Processes ol
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improvising were equaliy hospitable to traditional sounds if they weps
frec of *habit’, either coming from the radio or produced by the players
themselves.

Over the years instrumental novelties became rarer and rarer ang
sound was left to take its own course, flowing with the naturalness of
mation of a river: gentle, thonoténous, surprising, with a rapid currep;
... ‘Now things only change when they do, which is much bettey
said Eddie Prevost in rg71. Improvisation gave rise, Cardew wrote, tg
informal ‘sound’ that has ¢ power over our emotional responses formal
‘music’ does not, because it acts subliminally rather than on a cultypi
level. This is a possible definition of the area in which AMM was experi-
mental, he felt. They were searching for sounds and for the respanses that
artach to them, rather than thinking them up, preparing them and pro-
ducing them, The search was conducted inthe medium of sound and the
musician himselfwas atthe heart of the experiment.

Musica Elettronica Viva {(MEVY) presented the improvisation group iy
a completely different form, musical and social. Whereas Eddie Prevost
could say of AMM, *personal and playing relationships are very differemt
- plaving is the only time we can really talk to each other,” MEY funce.
tioned morelike 2 commune. Personal differences as to musicat intendons
weighed far stronger (and evenwally were the cause of MEV's disbanding):
personnel frequently changed according to who happened to be around
at uny time; other musicians sat in and played wirh the hard-core mem-
bers (Frederic Rzewski, Richard Teitelbaum, Alvin Curran, Allan Brvanr)
and were welcaomed more openly than they were by AMM, extremely
sclf-contained and privare, basically hostile t ‘outsiders’.

MEY was a meeting place: 4 'performance group, away-station, anda
school where obder and younger iearn from cach other and play together
onthe same stage,” justly proud of their oswn comprehensive acquisitive-
ness, 4s 4 one-time publicity starement shows:

Tapes, complex electronics - Moog synthesiser, brainwave amplifiers,
photocell mixers for moment of sound in space — are combined with traditiona!
instruments, evervday objects and the environment itsetf, amplified by means
of contact mikes, or not. Sounds may originate both inside and outside the
performing-iistening spce and may move freelv within and around it. Jazz,
rock, prinitive and Oriental nuusics, Western classical tradition, verbal and
organic sound both individuat and collective mav all be present.

MEV's presentitions, unlike AMM's. may consist of or mercly include,
i the total fiow, individual composed pieces by members of the group
or others. Their carly performances of 1966 tended to consist of fixed
picces, with a ot of electronic gadgeury, and ac their last London con-
cert in 1970 there were again separate compositions, this time almost
totally free of clectronics - but in between were various improvisation
“projects’. Rzewski wrote thatwhatever changes had taken placein MEV

were i the sy of rofincmiene aed sieee B
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40 Keith Rowe: using a
ransistor radio to make
aguitar sound in AMM.

of interpreting the moment, rather than constructing repcatable pro-
grammes: creating meaningful rituals. not images: becoming involved
with the process, the operation, and not with the result of it, or its effects
on people.” He and MEV as 2 whole found that group activity was more
intensc than any solitary activity, like composiiion, because ‘living in
a group tends to amplify all expertences, botl the positive and the
negative ones.’

AMM scem to have worked withour the benefit or hindrarce of ain
kind of prepared external discipline; MEV on the other hand, in their
best known improvisation ‘picce’, Spacecrafi, which they presented about
eighty times during 1967 and 8, had ‘a compositional scaffolding that
is treated tike an instrument with moveable pacts’. This “meaningful
ritual’ was not in the form of a score: it was « lofty creative ideal to be
tealized by cach individual within the corumunal situation. The plan was

comrered wirh the nraeecs oo
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— ‘a new space which was neither his nor another’s, but everybody's?,
Each plaver would, hopefully, find his way out of the labyrinth he inevit-
ably finds himselfin; first with music of a necessarily irresponsible angd
chaotic kind. then by gradually working into someone else’s labyrinth,
and finally, pechaps miraculously, ‘music will immediately resule? a¢
this point ‘the entire space and everything in it will be transformed; the
aundience, wo, will be drawn into the music and eventually contribute
to it, either by producing sound or remaining silent.” If the miracle dig
not happen, the performers were to seek out a fundamental thythm, 5
‘general oscilladon which forms the tonic for everyone's individual music !
and the energy formerly expended in the confiict of individual interests
would then begin to transcend the individual musics. Every performance
became one moment of a continuous process. But ‘the process then
came to an end, as it were, and the rather esoteric techniques used ip
maintaining it were abandoned in favour of others which were more
open, more accessible 1o the casual visitor or listener.”

Subsequently, MEV, having in Rzewski’s opinion succeeded in liber-
ating the performer, by emphasizing that the ‘act of music-making is
selfexploration within and of a collective,” set about the task of fiber-
ating the audience, of further removing the shackles of elitism that stiil
held a tight grip around experimental music. In his piece Free Soup of
1968 he puts forward some revolutionary and (as things turned out)
None-to0-permanent proposals:

Weare all ‘musicians”. We are all ‘creators’. Music is a creative process
inwhich we can all share, and the closer we can come to each other in this
process, abandoning esoteric categories and professional elitism, the closer
we can all come to the sucient idea of music as a universal language . . . We
are trying to catalyse and sustain 2 musical process, moving in the direction of
unity, towards a sense of communion and closeness among al] the individuals
present . . . The musician takes on anew function: he is no longer the mythical
star, elevated 1o 2 sham glory and authority, but rather an unseen worker, using
his skill to help others Jess prepared than he to experience the miracle, to
become great artists in a few minutes . . . His role is that of organizerand
redistributor of energies: he draws upon the raw human resources at hand and
reshapes them, combining laose random threads of sound into a solid webdii
which the unskilled person is able to stand, and then take flight.

Rzewski's ideas approach, by an independent route, Cage’s 1967
prescription that “art instead of being an object made by one persnllls
a process set in motion by a group of people. Art's sacialized. It lSlLTI.
someone saying something, but people doing things, giving everyoné;
(including those involved) the opportunity to have experiences Lbe}'
would not otherwise have had.’ Yet Rzewski set his sights on liberating
a far wider range of people than Cage has done, by involving’ Ch@
erstwhile ‘spectator” in 4 sphere of activity where the prodution of'muﬂg
takes precedence over perteption, and in doing so incidentally gotnear;eg
to overcoming Cage's objection (‘A compaser is simply someone whe

Indeterminacy 1gbo-7a

tells other people what to du. 1 find this an unattractive way of getting
things done.") than Cage has himself. In his Free Soup Rzewski invites
the zudience to bring instruments and play with MEV whose members
should try *to relate to each other and ro people and act as naturally
and ftee as possible, without the odious role-plaving ceremony of
rraditional concerts’.

Rzewski's Sound Pool (196¢9) gives the specialist musician a2 new
role. This plece Is an improvisation session with undefined limits, and
containg the instruction thart 'if you are a strong musician mostly do
accompanying work, that is, help weaker players 1o sound better. Seck
out areas where the music is flagging, and organize groups.” Much of
the work of the Scratch Orchestra solved the problem of discrepancies
in ability in different ways — mainly by avoiding a direct confrentarion
with it by arranging situations which are especially open o wide vari-
ations of interest and ability (Paragraph 5 of The Great Leaming is a
composed recognirtion of this).

Rzewski's proposals do not deny the tained musician’s abilities
but rechannel them into a teaching and coordinaring role: he may lose
his star quality, but he need not forget thar he is a musician. Sound Pool
particularly was 2 teaching instrument, and outlined methods of com-
munal composition which in other experimental scores are either only
implicit or dependent on the inner responsibility and self-discipline of
the individual player. Sound Pool and other pieces arose out of MEV's
experimental music-making in the streets and piazzas of Rome and
Venice in 1068 and according to Richard Teitelbaum reflect Rzewski's
‘continuing desire to create unity and harmony among human beings
through the creation of 2 sound-space environment’.

In Sound Pool each player makes only one simple sound and regulares
his loudness level 50 that itis slightly louder than the softest sound he
hears around him. He then moves towards the sofiest sound or con-
versely away from any loud sounds nearby, conrinuously adjusting the
loudness of his sound. Intentional spunds are thus used to ‘neutralize’
unintentional sounds in the environment - as a kind of music-ecology,
very different from Cage’s willingness to accept any sound that may
happen. The score states: 'In an environment where painful noise is
being produced by other human beings, the object of the performance
must be to cast a living net of sofiness across space, o guide these
beings from peaks of pain to valleys of pleasure in which all are able to
hear each other and harmony becomes possible”

The need ro bring a large number of non-specialist peopic together as
doers, rather than watchers, had seemingly become urgent by 1968 or g.
Paragraph 2 of The Great Learning brought a lot of people wgether for
the simple reason thar it necded a large group of musicians to give
its first performance in 1g68. Out of this group the Scratch Orchestra
developed, and some of the later paragraphs were wrirten expressly



Experimental musie

wirh the Serach Grehesiva in mind: Paragraph 5 tin particular reflecgg
what 1 understood o be the internal structure of the orchestra at the
time of composition (1970} with its high levei of differentiarion o
actions and tunchons' {(Cardew).

Cardew was co-founder of the orchesira along with Michacel Parsong
and {Howard Skempton, and the Draft Constitution of 1969 can be seep
as Cardew's most ambitious merhed of ‘getting people moving', The
Dyraft Constitution defined a Serarch Orchestra as “a large number of
enthusiasts pooling their resources (not prinuirily material resources)
and assembling {or action tmusic-making, performance, edificationy,
The word ‘music’ and irs derivarives, he notes, “are here not understood
to refer exclusively fo sound and refated phenomena (hearing, ere).
What thev do refer to is Aexible and depends entirely on the members of
the Scracch Orehestra.’

The Dratt Constitution went on o outline hve basic repertory
categories:

Seratch Misic each member has available a number ot accompaniments
perform.hle continueusly for indehinite periods. “cach plaver providing a
single laver ina Club Sandwick of souad” (Skemnproit. aliowing a selo o be
heard s soeh ifone should arise.

Dopular Classis: works familiar to several members onlv quality tor this
category. (e snember plavs a particle (a page of seore, a page or more of the
part tor pnie Instrument or voice, @ page ol an arrangement, @ thematic analysis,
agramophone record, ete.) and the restjoin in as best they can, plaving along,
contribating whatever chey can recall of the piece in question, filling the gaps
ot memore wizh improvised variauonal materiad’

im [NIUSEIVHTE

stiort, mainly verbal instracticas s el do not attempt g
infHuence S masie thatwiall be plaved: atmosethey o

estthlisha communine
A Cardew) seving as
ahrinoal. the smablest
poond.

oifeching or g communal starning-point, throvg ¢
‘vatalysts or ebricanes, inrodicing, principaliv thiou
practic.a] mesuic ot sumuladon or costeint {5k

Lompasrtio,:

sither established experimentat o ¢x,osneh as Ba Monte
Young's Toem, {erry Riley's inC, or speciaiby written works by orchestrs
members wltich ‘read r be motivared primarily by secial consideranoas, the
basic regeirenents being breviry and a simple torm uf notation capabie of
being understond by both stosicians aad non-musicians” tHobbs),

The fitth and swosr stimulating category w e evolvad was the Researdt
Prajeit.

trers e it e 2
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Ceseareh shouid be fivouglidisecs expor
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g7 The Scrarch Orchestra
atEaling Town Hall in

Indeterminacy 1gbo - 70

}\--.
N

For Cardew (if for no-one else) the orchestra was the embodiment
of certain educarional, musical, social and cthical ideals, of which the
Serarch Music category was the cornerstone, being "a kind of basic

training lor participation in the SO:

seraich Music a5 composition is thoughtiul, retleciive, reguiar, mmeasusing
the transitor ilea; itis also about privacy and seli-sustenance, twhile i
performance it] is about live and ler live'. peacefs] cohabitatien. contrianng

st ..

to society, ineasingless and meatingiulwork, plav. meditation, reli
‘Fhe superficially private and individuabistic qualiiv of Sersteh Muasic must be
seen in perspoctive. L fosters communal activity, iv breaks down the barrier

berween privaze and group activiy, beiweent professional and aimatear - 108
2 means (o shating experience. (1970}

This conception of Scratch Music may be Cardew's owrl. but its
application to the orchestra’™s work as a whole - o Scrach Music as the
sum of all the music made by the SO - is prety accurate, The seratch
Orchestea fsingularly unsusceptible to definition thougl itwas) derimed
itseil no through constirutions or the inenions of one compescr, bat

HHO

through s interests, idiosyncrasics, ideas. creaviviiy ol the @
individuals, deawn from any number of watks of lite who made up the
aschestra, The Scrateh Orchestavs fumwvntien, unwritalle] Constitu-

TOCTIEEY

g was one which allowed cicli person 1o be iimselt. de

sorsa] miczocosm where (for o ooy nws the dividual ditterenees
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Lerween people could coexist quite happily, without apparenty being
reduced ro 4 commeon “constitutional” or organizational dcnominator,
where a nontingl “srar’ (e Cardew ora Tilbury) had na priority rights gve;
the voungest, newest. most inexperienced nember.

Each member of the Orchesera in rotation, starting with the youngest,
had theoption ot designing & concert - conrents, durarion, locarion, ere
- in which as many ar as few members as were able 1o or interesreg
ok part. Between the Hrst concert at Hampsread Town Hall on
November 1969 and 2¢ December 1g7o over So concerts were given - ip
Londou, in Cornwall. tin Wales; i town halls, concert halls. churches,
universities, parks, thearres, galleries, pubs, aricolleges: onanisiang, 5
Like, an embankment. a torecourt, by the seasin a cultural insticute, ip
vitlage halls; as Scrarch presentattons in their own rght, as part of
festivals. a protest concert. plavground entertainment, 4 wedding, a
masked bail.

Giveu that each coneert was suggested by a different member, the
structure and shape of no twao concerts was alike. It may have con-
sisted of o rightly scheduled series of individual pieces, each with
beginnings and endings: or it may have huad specified indeterminare
cosnpositions fo be portormed over specitic dutatons; it may have taken
the form of a journey which would provide loose structural frame-
warks, Other propasals aflowed a length of rime to be programmed
in any way by individuals ar groups: or the concert may have been a
composttion’ in itsell. presepbing an overall pattern - for instance a
yradual increase in dynanne volume during the sllouwed rime span with
sounds beconring less freguaent as thev get fouder: or 1 nay have beena
simple direciive that vou may do anvthing as kg as you do it softly.
Presentations evolved around a concept {rocks. prizewinners, memorial
concert) or a papular clsie thdeho for instaoce). Scratch Music and
Improvisauon rites nuy appedr icidentally or be the guiding prin-
ciple hehind @ concerr. The minture may be unpredicrable as in a recital
given by John Tilbury where ke plaved a popular classic (the first move-
tnent of the Tohaikovsky Mane Conierto Noo 51 while bound hand and
teat (Hugh Shrapnel's Howhni Rite} against & gentle background of
Scratch Masic plaved by members of the srchestra sitting amongst the
audieuce.

The tindividually progrmmed concerrs” i which each member is
rexpensibie o whar be does and wheno soniid be viewed as the most
charagterinie” Secavl presentarion These soers e niest consisten

“and procnee of maltpheit and inter-

: availabie level of participation. since
BRGNS H RIS RINT vtling and net nevessarily cireumscribed

TR TIEN ) N TR

Sdinanedt Caoe B o of 2 hviepageneols

it hrought i

coniegtion o pearde o peitons wrhont the sathorie of’ g score, tor

8 Joha Tithurytied upan
Hugh Shrapnet’s Houdin
fate with Brvo Harris
drums) and Alec Hilt
tsaxophone),
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instance in his Musicuas productions of which one “consisted simply
in inviting those whe were willing o perform at onee in the sanie
place and tine”. But there is 4 radicai ditference between the gtbering
together of 3 sumber of independeny musivians o make s (hecessarily]
highly spectacuiar. media-orientated cnvirmmens”and regular voneers
given by a repularly meeting large experimental ensemble. flexible
social umit with written and unwritten - Taws' of community and musicsl
behaviour.

Unfike Rzewskisvision ofa large numiber of people growing together’,
uniBed in common cause, the Sertch Orchestra fostered independence,
isolationism and separation - and perhaps interdependence. Where Cage
had in the early fiftics set out to separare sounds in @ given composi-
tional framework, the Scraick Orchesrra separated people and rolesin
a given sovial framework. 1t wis tus super-individualism tamongst
other inner contradictions within the nrehestra) that may have been
pesponsibie bor the orchestes’s move oo sronnd the anddie o sg 7
away fromt the (parnal) teceptanve of Contucis 3 4 gadimg prinviple
tor behaviour towards a Maoist posiizon, inwhich experimenial music

can be provided fur revolutionury poiiti
gut during the mast stable S0 peri M Brovgihn avt o
gl ievel o differentiation of tasks, eoilier 1 combimanion, stuecessioen.

T LR A LTS A TR PR T
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4¢ Word-scores,
which fostered
social as much

as musical
awareness, by
some of the
composers who
influenced the
spiritand identiry
of the Scratch
Orchestra. ¢ and
d. are two
Improvisation
Rites from Nature
Study Notes edited
and published by
Cardew in 1g69.
a Michael
Chant's Pastoral
Symphony (1980)
whose notation
is NOLas
immediately
simple as the
gencral run of
Scrarch Orchestra
compositions
and which moves
further away from
‘music’ and
‘performance’
than La Monte
Young's Poem {'any
activity . . ).

b Extracts from
David Jackman's
Stratch Music

¢ Howard
Skempton’s
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ot imagination, skill of conception or execution; exciting or boring; con-
fined to a small space (a stage) or spreading around an open performance
space; still or moving; silent or sounding; one thing blotting out another,
but without any upstaging; activities with greater or lesser definition or
identity; identifiable or not; necessary or unnecessary; humour or lack
ofit; silly or sensible; thoughtful or spontaneous; selt-immersed or cut-
going: real games or invented ones —in effect a microcosm of a socicty in
which everyone is himself and brings his particular walents, virtues and
defects to this creative ‘pool’.

Dick Higgins once wrote of the rules which govern some types of
experimental composition:
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{They] establish a communiry of participants who are more conseious of
behaving in similar ways than they weuld be if they were acting ina dramg,
Tiris community aspeet has its dangers and its blessings. In being conscioug
of other pardcipants an individual may become self-conscious and decide g
reject them, grandsianding and damaging the spiri of the piece in a mueh
more unconirolled way than ifhe had notbeen given the responsibility of
making his own use of the rules

- which pretty accurately sums up the problems which confronted the
Scrateh Orchestra and which were by and large solved successfully,

In a review of the very first SO concert, T wrote that 1 was remindeqd
maore of a workshep or schoolroom or market place or even farmyard
than of a concert hall. Subsequent expasure to the orchestra leads me g
add te this fist. One might find on different oceasions characteristics of
an encognter group, nursery, Quaker meeting, building site, fairground,
school, football match, railway terminus, group therapy session, campfire
singsong, adventure playground, sports meeting — no single sociaj
phenomenon makes a completely apt analogy, which is understandable
since the Scratch Orchestra was always (just) the Seratch Orchestra
{at times it even resembled an orchestra), Christopher Hobbs proposed
the very suitable social analogy of a party:

What's needed is a situation which will destroy the clear-cut fornt of the
tipartite musical system . . . in which each person will move effordessly
between the role of composer, performer and listener. The best analogy I can
think ofwhere the participants take active and passive roles quite frecly is that
of a party. Say you substiruted host for performer, guest for listener {composers
dor’tconeern us right now). As well as making conversation, vou’d make
music, perhaps in the same way as you'd make conversation, drifting uptoa
performance already in progress, listening for awhile to get the gist of what
was going on, walking away if the proceedings didn'tinterestyou, staying
around, contributing something perhaps if they did. Several groups wouid be
‘esmbiished, all functioning separately and simuitaneously, no one of them
impinging on any other. Some parties you stay away from, knowing you won’t
enjoy them. Other times you don't discover this until you're at them. Then you
simply leave carly. It is interesting that while one rarely blamcs anyene for the
failure, people are anly teo quick to blame the organizers for the Gilnre, as far
as they are coneernied, of a concert. Iv's to do with expectation, fiestly, what
people wanl to get outof a concert. Mostly they want to come along and be
entertained (project: to drop the word enterrain, which has accrued a stultifying
atmosphere of *being done to’).

Minimal music, determinacy and
the new tonality

America

One single word might sum up what appears, on the surface at least, to
be the most significant quality of experimental music: Himitlessness.
You may find this in Cage’s theoty and practice of interpenetrating, non-
focused multiplicity, extended to human as well as musicalfactional
resources by the Scratch Otchesmra; or in sounds {rom any pessible
source feeding into some vast imaginary electronic mixer; or in the sense
that theatre is all around us, spilling out of (and inte} concert halls; or
in musical processes which allow that within limits anything goes.

George Brecht, La Monte Young and other Fluxus composers reviewed
muldplicity, found its deficiencies, and chose to reduce their focus of
attention to singuolarity, For Young, at feast, Fluxus was a useful medium
for presenting ideas which he was working on before becoming invoived
in chance procedures, and which have initiated a line of development
which from around 1962 has run concurtently with, but independently
of. the one 1 have been describing so far. Perhaps a reaction against
indeterminacy was inevitable: the music of La Monte Young and Terry
Riley, Steve Reich and Philip Glass — the three other American com-
posers most closely associated with Young's minimal ‘alternative’ -
shows 2 many-sided retrenchment from the music that has grown from
indeterminacy, and draws on sources hitherto neglected by expeti-
mental music. This music not orly cuts down the area of sound-activity
to an absolute (and absolutist) minimum, but submits the scrupulously
selective, mainly tonal, material to mostly repetitive, highly disciplined
procedures which are focused with an extremely finc definition (though
the listener’s focusing is not done for him).

The origins of this minimal process music lie in serialism. La Monte
Young was attracted by aspects of Webern's music similar to those that
had interested Christian Wolff. He too noticed Webern's tendency to
repeat pitches at the same octave positions throughout a section of a
movement, and saw that while on the surface level this was "constant
variation' it could also be heard as ‘stasis, because it uses the same form
throughour the length of the piece . . . the same information repeated
overand over agaln'. The stasis he saw in Webern he also found inmusic
from ourside the Western tradition. He has said of Western music since
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50 ‘Tetry Jennings's String
Quartet (1:35 means the 2"
group starts 1 minute and
35 seconds from the

the thirteenth century: ‘Climax and directionality have been among the
most important guiding factors, whercas music before that time, from
the chants, thrpugh organum and Machaut, used stasis as a point of
structure a litde bit more the wav Eastern musical systerns have.”
Young's Fluxus pieces were both specific and general presentations
of the rwo most important aspects of Young's subsequent musie.
sustained tones {the notes B and T sharp to be held) and extended
duration {for a long time). Both these are implied in the ‘Draw a straight
line and follow ir activities and arc expressions of techniques he
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Minimal music

Brass (1957) Young began to introduce, within the serial style, very long
notes, sometimes held for 3 or 4 minutes; nothing else would happen
except for occasional other long notes overlapping in tme, and rests
which lasted for a minute or so.

In Trie for Strings (1958) this technique becomes ‘more refined and
perfected’, the style more exclusive, the durations jonger and more
untroubled: the opening viola C sharp lasts four and a half minutes,
a period during which 2 violin and a cello note are added and taken
away. These are not to be heard as individual ‘parts’ but as contibu-
tions to a chordal unit whose compenents are of different durations.
Young has said of Trio that there is a greater emphasis on harmony
‘to the exclusion of almost any semblance of what had been generally
known as melody’.

‘The timbres of Trie were deliberately colourless — the instruments are
plaved without vibrato, and bowing is as slow as possible — which gives
the players a distinct physical feeling of sound production. Dynamic
levels on the other hand are not constant, even though they lie mainly
within the area of pppp to p. Pieces which Terry jennings wrote in 1960
extend and slightly simplify the procedures of Young's picces. Tn Piete for
Strings and String Quartet the precise duration system is all-important:
notes are to be sustained for extended, timed durations - one hundred
seconds, ninety seconds, without change, or a sixty-five second silence.
The String Quartet also presents a time scheme which contatns widely
spaced harmonic concurrences of from no notes to four notes. Any feel-
ing of harmonic movement, or motion of any sort, is drained away by
the various durations ranging from five to nincty-five scconds (average
duration is one minute). [n the complete rhythmic structure of rwenny-
eight minutes and twenty seconds jennings spaces only 31 ‘chords’
made up of no more than 43 separate pitches.

In 1964 Young began working on The Tortoise, His Dreams and Journeys,
a long and comprehensive *work’ which in ideal circumstances would
unfold through the performance of different sections every day and
whose scope 'is 5o inclusive that T expect to be performing parts of it
throughour mylifetime’. To ensure performance and permanence Young
established The Theatre of Eternal Music, a performance group com-
pletely dedicated to the realization of the exacting demands Young's
music makes.

Young’'s musical system is modal and relies on the establisiiment of
a drone and the articulation of very stringently selected, harmonically
related frequencies (overtones) above this drone. Inthe mid-sixties The
Theatre of Erernal Music consisted of aviols (plaved by John Cale) whick
had a flat bridge so that chree strings could be plaved simultaneously:
a violin (Tony Conrad) which played double stops, and wwo voices -
making availablc a total of seven different pitches. Constant drones were
also provided by an audio-frequency generator tuned o one pirch and a
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51 The Theatrec of Eternal
Music: Tony Conrad,

La Monte Young, Marian
Zazeela, and John Cale
taking part in Young's
The Tortaise, His Dreams
and journeys.

‘turtle motor” - a tiny vibrator which had been used to run an aquarium
filter. More recently Young has taken to using a Moog synthesizer with
highly stabilized sinewave oscillators, in addition to various instruments
and voices,

For any performance the frequencies and which combinations are
to be allowed are determined in advance. The system is rigorous as
are the demands on the performers: the only freedoms permited are
those of articulation - that is, where, in time, onc places one’s allotted
frequency. Young has said:

If'we have already determined in advance the frequencics we'te going o use
and we allow only certain frequency combinations — certain chords which we
have determined are harmonious to our ears — then we find that as soon as one
or two peaple have started playing, the choices lefr are greatly reduced and
limited, so that cach performer must be extremely responsible. He must know
exactly what everyone else is playing, he must hear at all ritnes every other
frequency that is being plaved and know what it is. This s the assumption on
which we perform.

With electronics he found he was able to emphasize any particular
harmonic ke chose: ‘In other words ' really ineerested in a very pre-
ciscly articulated situation -1 always have been. I'm interested in the most
clear and sparse sounds - in control and in knowing what ’m daing.’
As with Trio harmonic concurrence rather than melodic succession is
the guiding principle: *We don't necessarily hear the frequencies as one
coming after another, filling up an octave. We hear them as varfous

Minimal music

relationships 1o a pitch we have established very clearly in our ears and
minds. We approach each new pitch, which then provided another iden-
tiftable point in the octave, from some very simply established interval”
Young's music uses rhythm and harmony in a nanral, munally dependent
relationship. Tuning, he says, Is a function of time. “Since wning an interval
establishes the relationships of wo frequencies in time, the degree of
precisionis proportionate to the duration of the analysis, i.e. 1o the dura-
ton of the tuning. Therefore, it is necessary to sustain the frequencies
for longer periods if higher standards of precision are to be achieved.’

In addition to the need for exactness of ning, Young lays stress on
special methods of vocal production and careful attention o ampli-
fication. The singers produce throat tones and nose tones, of which
rhe latter are much closer 10 a simple wave structure, having fewer
harmonics than throar tones. By using the resonating chamber of the
mouth in particular ways with different syllables, different harmonics
can be emphasized. This is 2 genuine ‘Hmbre composition” which gets
as near as possible to a music based purely on sound, and not only
are there individual timbres, but there is also a cumulative timbre,
which corresponds to the component partials of an assumed Jowest
fundamental frequency.

Young's amplification systems, roo, are carcfully adapted or buik
to his special requirements, and amplification is not used for its own
sake but as a means of emphasizing selected characteristics of the
sound. The extremely high level of amplification is necessitated by the
acoustic phenomena Young wishes to bring about. In the first place
amplification allows the ear to hear the bass (which is, after all, the
absolute foundation of the music) ‘more in proportion to the way it
is actually being produced’ since in normal sinzations the ear cannot
perceive all the bass that is actually present. Secondly, amplitication
increases the strength of the upper harmonics so thar combination tones,
particularly difterence tones, become more audible. These irrationally
praduced acoustie by-products enrich the sound-mix and enable the
listener to experience what Young calls *harmonic analvsis by ear’ — that
is one is able to hear what is happening while it is happening (even if
one is not aware of why itis happening). Thus the control system Young
erects js, unlike traditional conol systems, carvefully calculated o allow
sound to develop its own momentum.

Considering the specialization of Young’'s work, the continuous, all-
exclusive demands of The Tortpise, it s not surprising that Young should
tormulate such a concept as the Dream House, a specially arranged
environment in which his music coutd Hourish permanently 4z a living
organist wich a life and tradition of its own’. This would more than
adequately solve the tme problems of experiencing the sections of The
Tertoise, His Dreams and Journeys. The installation of a permanent Dream
House would, aceording to Young,
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free the artists from the artificiality of measured time, and allow them o
perform inreal ime. . . . One must recognize that most artises can only be
expected to produce their bestwork on the inspiration of their muse and at
those times during the day or week when their physical and mental powers
are at noticeabie peaks. Certain aspects of the structure of the vocal work

are specifically organized to be determined by the performers during the
performance, which requires that we must be as sensitive as possible o the
demands of the work and 1o all interacting forces which may bear adirect
reladionship to the work at just that pointin time when it is being performed,
and in part, ereated.

Ttwould be difficult to underestimate the significance of many of Young's
innovations: the centinuous practical research into certain psycho.
acoustical phenomena (*To my knowledge there have been no previons
studies of the long-term effects of continuous periodic composite sound
waveforms on people'); the sustdining of 4 select band of sounds over
extremely long durations; the introduction of constants (the drone for
instance}); the establishment of an unbroken continuity, which is entirely
filled with sounds.

The music of Terry Riley developed out of an aspect of Young's music
which appeats on a “passive’ level in The Tortoise, His Dreams and Journeys,
that of repetition, which was one of Young's primary interests in his
immediately post-Fluxus work, such as X for Henry Flynt (the most
famous performance of which found Young beating 2 frying pan 6ooor
s0 times non-stop), Beath Chant, Dorian Blues and Sunday Morning Blyes,
Young has said that he is ‘wildly interested in repetition, because [ think
it demonstrates control’,

Riley is basically 2 solo improviser who ‘multiplies’ himself in per-
formance by means of repetition, tape loops, tape delay systems and
multi-rracking devices. The impulse behind his Keyboard Studies (which
he began around 1964) is primarily thythmic and meledic. A series of
bfteen short curling modal 'figures’, each centred around three or four
nates of the mode, are each repeated a limitless number of times. They
differ from Cage's gamuts, however, in that rhythmic variety is of no
importance as the Agures are played in regular equal notes against 2
background pulse {(implicit in Keyboard Studies but stated in In Cj. The
player works through the material making sure that the opening (bass}
figure is always present. In a solo performance this is achieved by either
using both hands on the keyboard or by using supplementary tape
loops, but in a group performance with a number of people playing any
sort of keyboard instrument it is easier to keep this ‘ostinato’ going.

A solo performance may draw the figures through z very fine line
of sound, where everything is ‘reduced’ still further to an intensive
exploration of the changes brought about by the repetition and com-
bination of the pitches, as they successively rise in pitch to cover the
interval of an octave — always in relation to the permanent melodic
‘fundamental’ of the mode in the bass. The multi-repetition gives each

Minimal music

figure an independent rhythmic, melodie and accentual profile: repeti-
tion brings these inner stresses, which are, however, purely localized,
serting up tiny eddies in the enflowing continuum from which any other
sort of stress, or edge, is excleded, Within a completely static musical
‘environment’ is perpetual motion.

Performance by a group of keyboard instruments thickens the plot.
Here each performer keeps 2n old figure going or introduces another
when he wishes, as long as he keeps within striking distance of the other
players. In the scope that Riley gives for individual judgement in this
picce and especiaily in In £, Riley differs from Young and Reich who
allow almast ne room for individuality in their more rigorously organ-
ized music. Riley's allowances obviously derive from the fact that Rjley
is essentially a performer and improviser who composes, rather than 2
composer who performs.

The ricval spontancity of [my] music derives from the fact that most of my
musical cxperience has been in the jazz hall, or places where musicians are
actally en top of the notes they're playing, every note is danger. 1 think that
music has to have danger, you have to be right on the precipice to really be
interested, not gliding along playing something you know. iFvou never get on
the brink you're never going to learn what excitement you can rise 0. You can
only rise to great heights by danger and no grear man has ever been safe.

Riley also made a number of tape pieces but has said of working with
tape: ‘[it] is more like composing, which 1 never enjoyed - sitting at a
desk and writing music. That's why I put iy music down on a tiny sheet
of paper and spend al my time playing.’ This explains why the dates,
titles and notations of Riley’s pieces are variable. He treats his sheets of
notations as mnemonics for his own, mainly solo, improvisations which
may vary 4 lot from performance 1o performance, ofien depending on
the equipment available. The recorded version of Rainbow in Curved Air
(1970} for example makes full use of the mixing and overlaying facilities
of the recording studie, and is considerably more complex than a live
concertversion where he might only have the use efan organ, tape delay
system and perhaps an assistant. Yet each version shares with the next
a common pool of medal pitch material, which sets his performing/
composing apart from the ostensibly limitless, open processes of live
electronic improvisation groups or the potentally endless number of
realizations of indeterminate scotes,

When Riley's scores are made available to other musicians the
musical figures come with a set of rules which are evidently a distillation
of Riley’s own performing practice; these rules are quite minimal and do
not restrict the plavers particuiarly but ensure that certain states should
be achieved and maintained during the continuous process. The ruies
for Dorian Reeds for instance specify that one particular ‘continuum’
figure should be heard throughout, and give guidelines for proceeding
around the repeating figures. Dortan Reeds, like Keyboard Studies, is possible
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cither as a solo perfarmance, when delay accumulation looping or 3
phasing recording process may be used, or in any number of ensembje
versions when the second word of the title has to be changed to identify
the instruments used — Reeds, Voices, Winds, Strings, Brass or Mix.

Apart from the building of a complete musical system out of repetj.
tion, Riley’'s major achievement has been the installation of regular pujse
into experimental music. He has spoken of such constants as pulse ag

the oricntal way of being able to get far ont. You can get as far out as youwant jf
you relate to a constant. Working with timme in this way you really get 1o know the
constantand you find vourselfin a0 entircly new area, Finding the right puise
rate is like finding the huming which is perfect and settled. We always found thag
ifwe started out a littie bit too slow, automatically everybody would get into the
time, because at onc pulse rate cverything works perfectly. Finding this at the
beginning, this tuning up to time, somerimes takes as much as haifan hoor,

In Keyboard Studies and Dorian Reeds the pulse is ‘contained’ in the regu-
larity of the figures themselves, whereas in In € (1964), Riley’s ‘classic,
the pulse is stated directly, in the form of 2 regular quaver high C which
maintains the tempo and gives the performers a permanently audible
constant to relate to. In C s a genuine ensemble piece which can only
be performed by individuals acting as a group rather than as a group of
multiplied solaists. The piece is open to any musicians, of any number,
who play instruments capable of meeting the requirements of the
specified range of 2bout an octave and 2 half from middle C up.
Though the notational means is the same — a series of figures on 2
single sheet ~ In € is more developed in many respects than Keybogrd
Studies. The fifty-three figures are now no longer tiny circulating melodic
cddies, but are clearly profiled motifs, with definite meledic and
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rhythmic character, often slightly discontinuous with written-in rests.
These figures last for from one to fifty-two quavers, made up of figures
ranging from semiquaver patterns to semibreve melodies. The phrases
have a classical profile, emphasized by Riley’s replacement of the blues
modes of Keyboard Studies with the Ionian mode (a2 chromatically
inflected but non-modulating C major — hence the title).

After the pulsc has been established each performer determines for
himself when to enter, how many times to repeat each figure and how to
align the Agure with the other parts. Although, as with Riley's other
pieces, the progression through the written material is nominally free,
each player is respousible for the overall ensemble sound of which he
is part. This responsibility sets the In € process apart from that of
Cardew’s The Great Learning Paragraph 2, for example, where the rela-
tonship between the separate drummingfsinging groups is determined
randomly, as the groups move independently through the material
at their own speed. Riley places stress on the musiclanship of each
individual, so that his part can be related to by the other players and he,
in turn, ‘can make a meaningful relationship to them’. Similarly the rate
of progress must be regulated - performers should not wander too far
ahead or lag behind the ensemble. Thus the overall rate through the
figures is controlled, even though the individual rate is quite free. This
controls the global flow of the piece, and guarantees that the basic
textural density and skructure is maintained.
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Within this structure the mass of individuals placiag their Agures in
different temporal position — the same figure heard against itself op
different pulses; one player on onc figure, another on another, giifj
others on a third (with a number of individual variadons berween each
combination of figures) — creates a complex, highly varied pulsating
‘vibration’, changing from moment to moment, as each player stays
or moves on in his own time. The sounds, and the overall sound, are
divorced from any single person’s intention, and from any kind of
‘tonal’ functionalism very much part of the experimental tradition, even
though it introduced 2 physical exhilaration into an experimental music
that has been notably lacking in this kind of physicality.

The motivation for Philip Glass's music may appear to be primarily
melodic. Again repetition is the rufe but the relation of one modular
figure to the text is an additive one. The essence of Glass’s music is in

54 PhilipGlass'sy +1 fact contained in a rhythmic piece called 1 +1 (1g68). This is for 2 single
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player who taps rhythms on an amplified table or other surface; what
he taps is derived from two tiny thythmie figures which he can repeat
and combine in any way he likes. Alf Glass’s ensemble pieces are bascd
on this additive thythm process which is applied to the melodic lines
which provide the continuity of the music, in an unending flow of
regular quavers.

The opening of each piece establishes a melodic unit, which is repeated
from say twice 1o eight times. The next unit is literaliy a simple melodic
extension of the previous one, a process which is tepeated throughout
the piece, though subtraction may also be used. For instance in Music in
Fifths (195¢) 2 sequence begins with a simple diatonic 8-note rising and
falling five-finger exercise; the next figure repeats the first two notes
¢making a 10-note figure), then the (original) sth and 6th are added
again (12-note). To this a repeat of the first three are added (15-nete},
then notes § to 7 (:8-note), then all the first four are added in repeat
{22-note) and finally the last four are added again. So that by the end of
the sequence the originat §-note figure has grown —without the addition
of any new pitches — inte 2 26-note melody, and the original sequence of
notes 1-2-3-4-5-6-7-8 has been permutated by adding one unitata time
into the following: 1-2-1-2-3-1-2-3-4-1-2-3-4-5-6-5-6-7-5-6-7-8-5-6-7-8
where, becausc the second note is the same as the 8th, the third the same
as the 7th and the 4th the same as the 6th, five separate pitches both
retain their original crdering and are subjected to a process of regular
temperal shifts in a constant pattern of movement.

These growing lines are doubled by any number of instruments,
which all play in rhythmic unison. As regards the vertical dimension,
Glass's music has progressed texturally and intervallicly over the years
from single lines {Music in Unisen) through parallel intervals (Music in
Fifths) to pieces where ‘intervailic displacement’ occurs. In these the
instruments, stil} playing in rhythmic unison, each have a slightly differ-
ent melodic continuity within the overall one, This procedure extends
the principle of melodic parallelism beyond the literal as it is in Musit
in Fifths where a single line is doubled, or rather exists on a permanent
‘double plane’, unison being extended outwards to a 5th. The picces
which go beyond simple parallelism reflect Glass’s developing interest
in texturat depth. Starting with a music based on simple monophony
he thus introduced the idea that the music, though played rhythmically
in unison, can be played with different parts on different ‘plateaux’
which would move in parallel, contrary or similar motion in refation to
each ather.

And as the music grows in depth and complexity of texture, so the
time taken for the sound organism to make itself felt is extended. Music
in Fifths lasts around twenty minutes, whereas Music with Changing Parts
{xg71) has to last an hour and a quarter. This piece for the first time
allows the performer a certain element of choice, something restricred
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55 The Philip Glass
Ensermble, New York
University, February 1971

56 Extract from Glass's
Mausic in Fifths

in Steve Reich’s music, as I shall show, to the rehearsal stage where
the performers can choose which of the resultant patterns they wish to
double; once the decision has been made it remains the same fot every
performance. Glass however leaves the players free to change pans at
fixed points (which he cails ‘changing figures™) to new melodic plateaux
‘giving the piece a continuous textural development in the course of ap
evening-long performance’.

Minimal music

Glass has pointed out that quite often that the key to the development
of his musical thinking has been the regular contact with, and the par-
ticular make-up of, the ensemble of amplified instruments he has been
working with since 1968. Like Young, Riley and Reich, Glass is involved
with processes in live realization, not processes that exist as objects
on papei;

At present [ relate to my music 2s 2 composer and performer and have little
interest in performance of my music outside of this enscmble (of any situation
inwhich 1 could ot be actively involved). [ am conscious of creating a repertory
for a specific group of players. Or, to putitanother way, | am motivated to write

new pieces notout of any desice to create abstract pieces, butso thatwe wiil
have new music to play.

And as with the music of Young, Riley and Reich, Glass's music has
acoustic consequences beyond the written and played notes. Each figure
sets up independent rhythins which arise naturally our of the regular
quaver movement. But more important, in Music with Changing Parts, the
richness of the texture, and the busyness of the constant quavers and
the common pitches, produce 2 whole series of sustained tones which
evolve tonally throughout the piece. At some points the players are
free to add unspecified pitches by playing or singing held notes along
with the unbidden drones. The player tries to find those pitches which
are intrinsic te the musical texture (the ones most strongly ‘heard")
and brings these forward by joining in with them. The players found by
experience that as the pitches appeat less close to the implied notes, they
tend to separate out from the sound mass, so that the choice of pitch is
critical in the moment of performance.

Steve Reich's music also relies heavily on repetition; but this 15 2
‘local’ device by which Reich rezlizes his concept of ‘music as & gradual
process’, by which he means not the process of composition, buta piece
of music that is, literally, a process, This relates of course 1o all the
music 1 have discussed so far in this chapter, but Reich has not only
formulated the concept, ke has applied it with the greatest rigour Lo his
own music. The distinctive thing about musical processes of this sort,
says Reich, 'is that they determine all the note-to-note {sound-to-sound}
details and the overall form simultancously’. Two things are important:
first, that the process should be able to be heard as it is happening ~ Reich
is not interested in ‘secrets of structure that you can't hear’, such as rhe
results of Cage’s chance processes which are used deliberately to obscure
any perceptible organization. With Reich, as with Young, Riley and Glass,
the process is used 25 the subject rather than the source of the music.

The second important aspect is that the process should happen very
gradually and slowly, so that one's amention is drawn 1o the process
itself and to the inevitability of its gradualness. (Reich makes the com-
parison with turning over an hour-glass and watching the sand slowly
run through to the bottom. )
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Musicians performing
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Reich selects his materials and discovers the best process to run the
material through but ‘once the process is set up and loaded it runs by
itself.’ The implication is that once the overall decisions are made, the
programime set, Reich does not ‘interfere’ in any way with the pro-
cedure, though interim decisions are not of course ruled out since Reich's
processes are manual and mechanical rather than computerized. The
process of Pendulum Music, however, is one that once set in motion is left
to run its own course. But processes allow Reich, as they did Cage, to
step aside from his material so that the continuity is not decided at cach
stage by his own subjective decisions, Musical processes, he says, ‘can
give one adirectcontact with the impersonal and also a kind of complete
control, 2nd one doesn’t always think of the impersonal and complete
control going together.” ‘A kind of complete control’ is a significant
gualification; by running the material through the selected process
Reich nominally controls everything that results but he also accepts
ail that results ‘without changes’. These uncontrolled, unprogrammed
results are similar to the diffcrence tones in Lz Monte Young’s music
and the drones in Philip Glass's Music with Changing Parts, or in Reich’s
words ‘details of the sound moving out away from intentions, occurring
for their own acoustic reasons’.

In 1965 Reich made an empirical discovery that set him off on the path
ke has pursued consistently until 1973: working solely with a single
fragment of sound — a short pre-recorded spoken phrase, a shoit
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thythmic or melodic pattern (usually a decoration of a modal harmony)
~and submitring it to a process whercby it gradually and progressively
moves out of phase with jtself. This is what happens in Pendulum Music,
which bears the same relation to Reich’s ensemble music 25 1+ 1does o
that of Philip Glass. 1n 1965 Reich recorded the voice of a black preacher
in a San Francisco square, Afierwards in his studio he selected a short
phrase whose musical qualities interested him and ran two identical
loops of it on two supposedly identical tape recorders. However, he
found that because of minute differences benween the machines, the
phrase was heard marginally out of synchronization with itself. He
then began to control this discrepancy by delaying one of the spools
with his thumb, but to such an infinitesimal degree that the pitch was
not affected. Gur of these experiments came two tape pieces, It's Gonna
Rain (using the preacher's voice) and Come Qut (1908) which is based
entirely on the single spoken phrase ‘come our to show them’,

But machines were only a means to an end for Reich, who had spene
much of his time till then as a performer. Machines did however make
possible some instrumental music which Reich considers he could never
have arrived at by listening to any other western or non-western music’.
The process of Piano Phase composed in 1967, the first live piece, is the
same as that of Come Out though coloured by human fallibiliey and
adapted 1o musical, not spoken, sound; in additon, being restricted to
two pianists playing in real time, the overdubbing and mixing pos-
sible with tape are ruled out. in Piano Phase a 12-note, even-semiguaver
melody of five different modal pitches is set up in vnison with iself
on both pianos; the lead player gradually speeds up very slighdy until he
has moved one semiquaver ahead and continues this process of phasing
until both instruments are back in unison. By this simple mechanical
method Reich found 2 ‘completely new way of playing music that was
completely worked out beforchand and yet which did not require me or
any other performer to read the score while playing, thus allowing one
to become totally involved with lisiening while one played’.

Reich's two subsequent phase pieces, Phase Potterns (1g70) and
Drumming (1971} are both extensions of the principle of Pians Phase. Both
are built entirely out of a single, straightforward drum rhythim, which
is put through complete cycles of phase relationships with itself. In
addition to constant puise resuiting from the constant rhythmic pattern,
Reich always employs constant timbre, something possible but not
cbligatory in Riley's music. For Reich only works with groups of ident-
ical instruments — Piang Phase is for two pianos, Phase Patterns for four
electric organs, and the fivst three sections of Drumming use respectively
sets of bongos, marimbas and glockenspiels, and the last section com-
bines all three timbial layers. And since nothing changes but the phase
relationship berween the given chordal rhythmic units at constant
register, cach Reich piece occupies the same, permanent musical space,
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58 Reich’s Phase Patterns,
hars o—1. The process of
gradually shifting phasc
relationships between
two or more identical
repeating figures played
on two or more identical
instruments.

154

YETREALY
T

KEY BowiD
I

CemPLETE
RETLT IS
HHTTELR of

XevBoMDs
I+X

TP DAL
RESULTRE
PATTRINS

Fof
RESBPARDS
W+E

The firse keyboard player beging and it joined i snisen by the second af member 0. After aboxt
o mrnste of geiring comfurtable the second player gradusily increaser bis sempo revy slighily so
that be begins to move abead wntil, say in abons 15— 40 seconds, Be 1 ane erghtd note ahead of rhe
first performer, ar sheun o 1. The doited Jimes indicate this gradual morement and the con-
sequent st of phase relation briween the fwo peeforomers. Thic awe righeh nate one of phase
redution 15 then heid while the thivd and foursh perfermers bramg end rerevad parterns ressifig
from thit comiination of kepboardl one and Jwn. Six patierns af fhes serd are writien oof af I,

like a constantly pulsating drone which does not serve as the foundation
for any liarmonic superstructure because it simultancously carries with
it its own foundarion and superstructure.

Since Reich’s processes are completely worked out down to the last
detail beforehand, over a period of several months in group rehearsal,
there is no room for improvisation in his music. OF the ‘mechanical’
aspect of playing his phase pieces Reich has written:

This music is not the expression of the momentary state of mind of' the
performers while plaving. Rather the momentary state of mind of the
performers while plaving is largely determined by the ongoing composed
slowly changing music, By veluntarily giving up the freedom to do whatevet
momentarily comes t mind we are, as a result, {free of all that meomentatily
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comes to mind. The exwecne linits used here then have nothing to do with
totalitanian political controls imposcd from without, burare closely related o
Yogic controls of the breath and the mind, maintained from within . .. The
kind cf attention that ‘mechanical” plaving calls (or is something we could do
morc of, and the *human expressive’ activity which is assumed to be innately
human and associared wirh improvisation and similar liberties is what we
could do with less of right now.,

So much for the ‘rational’ side of Reich’s processes which gives the
music its coninuous middle ground, charged with an energy and tension
that is never released, never resolved, Reich writes that although ‘everyone
hears what is gradually happening in a musical process there arc soll
enough mysicries to sadsfy all. These mysteries are the impersonal,
unintended, psycho-acouste by-products of the intended process.’ These
areirrational, not directly controlled or even foreseen by Reich. Some of
them may be simple musical results — cross-rhythms, submeledies, which
because of the phasing process change from one phase relationship to
another. Some of the different patterns that arise are doubled, so that
what was originally unintentional has now been accepted and become
intentional. Thesc are what one might call sound objects thrown up in the
natural process but which have absolutely no existence separate from
the flow of the constant rhythmic stream. In Phase Patterns some of the
resuitant thythmic and melodic patterns produced by the first two organists
are doubled by the second two, while the nature of the instruments in
Drumming requires additional ‘outside’ resources to double the resultant
patterns: the bongos are doubled by a male voice, the marimbas by
female voices and the glockenspiel by whistling and piccolo.

But Drumming especially draws attention to types of by-products which
are more ‘mysterious’ and unpredictable than those of purely musical
conscquence — such as the complex cross rhythms which are produced
in Drumming theough the hocker-like combination of a number of very
simple chythmic patterns. These acoustic effects were especially promin-
ent in the ape pieces, It's Gonna Rain and Come Gut. In these, acoustic
incidentals in the original lovps - such as the sound of pigeons heard
in the background behind the preacher’s voice, verbal transients, con-
sonants and so on — are released, emphasized and transformed by the
repetition and phase-shifting process, adding a dimension of previously
unheard and unsuspected sounds which could not have been produced
in any other way. Sinilarly in Drumming the concentration induced on
the timbral limitation by repetition may lead the listener to focus on
something other than the pitchfrhythm content. Forinstance the bongos
may appear to lose any sense of pitch and become just reiteeated skins,
taking on an abstract, indefinite, colourless properiy. The marimbas
one hears as softly resonating wood; while the glockenspicl group
produces — on a high timbral plateau - extremely dissonant harmonics,
nothing wore than a bell-like aura, and on a lower platean, depending
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Paragraph 2 of The Great Learning is typical, in that although it uses
pentatonic tunes and repeated drum rhythms these are run through a
not particularly rigid or restricted process, whose derivation from the
tradition of indeterminacy is qaite obvious. Similarly Michael Chant's
Beautiful Music (1969} uses wadidonal sounds in an indeterminate situ-
ation. This is a piece which ailows for the Scratch Orchestra’s ability
differential but specifies that most of the musical materials — apart from
drones, which can be played by anyone, endlessly repeated rhythmic events
for those who cannot read music, and ‘crashing thunder’ for willing
percassionists — should be derived from the twelve familiar common
major triads, occasionally decorated to turn them into dominant 7ths.

Les Moutons de Panurge, writien in 1969 by an American, Frederic
Rzewski, is in tune with the capabilities of the Seratch Orchestra; it gives
specific activities for ‘musicians’ and ‘non-musicians’ 1o engage in. Itis
an interesting case of a type of gradual process music with a built-in
allowznce for failure, and, for performers who complete the course,
there is a ‘reward’ in the form of an invitation to improvise.

The cxperience of the young English compoeser Hugh Shrapuel shows
why it is perhaps unwise to draw a rigid conceptual or techpical dis-
tinction between indeterminate and ‘ecw’ tonal music in England. At
the end of the sixties Shrapnel, along with many other composers, felt2
profound dissatisfaction with the ‘existing musica) establishment: R0t
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6: Hugh Shrapnel’s
Lulleby

fust with modern music, but with the whole musical climate that begets it”.
The musical consequences of this dissatisfaction led him to write 2 serics
of compositions in 1¢6g ‘which in retrospect seem to be a protest and
reaction against the kind of music { had been involved with up till then’.
These pieces were all verbally notated and made no reference to musical
materials except in a ‘deliberately crude way’. Some of them give perform-
ance details {timing, spacing, location, ete.) while others, more abstract
and conceptual, consist of the outlining of 2 formal scheme sometimes
without any reference to content — musical or otherwise. Soon afterwards
though he ‘felt the need for 2 more positive approach to sound materials’
and also a need for ‘music making on a smaller, more disciplined icvel’
than the Scratch Orchestra, This coincided, in 1970, with a renewed
interest in * “musical™ materials — notes again’. The ‘musical’ pieces he
has written since arc the antithesis of the verbal pieces: "Whereas the
latter attempt to define a very wide Geld in a very vaguc way, the newer
pieces consist of exhaustive exploration of a single (usually very simple)
musical entity {often by means of permutation).” The two concepts
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however are not mutually exclusive, since ‘some of the verbal pieces
require as much discipline as the recent, fully written-out picces, ang
some of the larter can be played by any number of non-musicians.’

In a programme note for John Tilbury's five-concert Yolo Solo extrz.
vaganza of 1970 — which inciuded performances of George Breche's
Water Yam, music by Terry Riley and Christian Wolff, and The Sound of
Music, a ravishing compilation of Tilbury's favourite passages from the
classical piano repertoire — Christopher Hobbs drew attention to the
presence (implicit or explicity of melody in many of the pieces in
the English music tecital. He mentioned a story told by Keith Rowe of
a Japanese monk, vegetarian for vears, who having attained satori, ears
whatever is put in front of him. The analogy with experimental musicjs
clear: ‘Having experienced silence we return to the old sounds; only, hope-
fully, with our feet a litde off the ground.' He also draws attention to o
wrend in this reversal that has no direcr parallel elsewhere: the renewed
interest in the quite unassuming ‘third stream’ music by Victorian salon
composcers, and lowbrow but respectable composers like Albert W,
Ketelbey (of Bells Across the Meadow and In a Monastery Garden fame). Accord-
ing to Hobbs the return (o these composers ‘seems natural, satisfying
as it does the desire for melody, harmony, nostaigia, all the qualities
missing from Boulez, let us say’. The aim of these composers was notto
make *great art or express deep emotions, but were simply doing a job,
catering for the needs of the musical public, and doing itwell.

Cage was the first to consider the classics as just s much sound
material to be used in its own right, not for its symbolic or associational
value (‘which and whose associgtions?” asked Tilbury). In 1956 Cage
wrote: "With magnetic tape the possibility exists to usc the literature of
music as material; this is the best thing that could have happened toit.’
And in the indeterminate scores the presence of the radio and the pos-
sibility of using any sound sources guaranteed a constant stream of old
music, of traditional sounds, (lowing among the new. These too were
accepted as free agents. living out their own lives along with the other
sounds, and not treated or distorted in any way except that they may have
had to submit themselves w programmes which involved being switched
on and off at times, in ways that did not correspond to, or were depend-
enton, their characteristics. Howard Skempton has spoken relevantly of
the introduction of *uncontrolled variables' into the classics:

Rendered meaningless through uninspiced repetition, made banal through
close association with the mass niedia, these pieces become transformed in
the hands of the Scratch Orchiestra, o John Tibury, or Gavin Bryars and the
Porismiouth Sinfonia. Some of Lhe lost magie can of course be restored througit
diszgizion, sinec the intreductios of uncoauolled vatiables is bound to make
the situstion more inleeesting. but justaposition with the untamiliar is equally
capabie of making the overfamiiiar sound strangely beautiful,

And the awtitude of Christopher Hobbs to old music is unequivocal:

Minimal music

Most ol my picees are based on material by other composers. | don’t sec this as
being patasitical; music, after all, is inanimate, Cereain marerial 1 ind vscless
for my purposes: the music of Mozart, Wagner and Banidk, for example, and

all ‘new’ music. Generally it is the men below the surface of great music who
provide most enjoyment; John Bull, Seriabin, and Billy Mayerl have ali had their
day, (1972}

Treatments vary considerably. Hugh Shrapael wrote threc word picees
which submit unspecified classics 0 a generalized process. In Accom-
paniment any number of recordings of classical string quartets are to be
widely separated (to accompany each ather) and played at low volume
fto accompany something else). In Sing any well-known songs of any
period are to be sung, whistled or hummed very quietly, and are to be
changed in some way se that the tunes are stil recognizable but not
immediately identifiable. And in One Minute Break each of any number of
performers chooses a well-known e and plays a single phrase from it
spread outte last the entire duration ofa minute, preserving the rhythm,
phrasing and expression of the original as closely as possible. At the other
extreme from these largely improvisational treatments of the classics one
finds Michael Chant's minute snapshotversions of pop tunes — Boom Bang
A Bang and Of Qver Fond {based on a number from the Beatles ‘Revolver'
album). On alarger scale one finds randomized treatments of particular
classics brought zbout by massed groups. In this category falls the
‘textbook’ method of performing the Scratch Orchestra’s Popular Classics.
This is a basically separatist procedure, and in the long run is concerned
with atomization, with taking a classical ‘token’ and spinning it out of
context; the token itself may be of no real significance in itself.

On the other hand the Portsmouth Sinfonia (collectively founded by
Gavir Bryars and staff and Fine Art students from the Portsmouth
Polytechnic) specializes in the classics, having no interest in any music
other than that which has been hallowed by time, proven by popularity.
With the Sinfonia there is no question of avoiding or disguising whatis
most popular about the popular classics. Considering the Orchestra’s
intention simply to play the music they know (from sources outside
the eencert hall - the Wiliiam Tell Qverture from the Lone Ranger series,
the 1812 from Family Favourites) it might seem add to find the Sinfonia
in a book on experimental music. Not, however, if onc remembers
Skempton's term ‘unconirolied variables®. These variables are located not
in the arrangements of the picces, which may be truncated ro preserve
the most well-known bits, or re-orchestrated yet otherwise remain
faithful to the originals, but in the players themselves.

The uncontrollable Factor arises out of the variable abilities of
the members. Some are untrained and others Iess musically innocent
may not be speciaily expert on their instruments. As with so much
experimental music one hears a wide discrepancy between intention and
effect. The Intention is to play the notes, carefully, 2s written . even though
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Sinfonia by Southsea pier.
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some members can’t read music and may not be too good at playing by
ear. What results through the players’ incompetence is somewhat at
variance with the leter of the music, and uncontrollably hilarious. What
one hears at a Sinfonia concert is familiar music, seriously dislocated
{to a greater or jesser extent). The originals may be recognized only
by their rhythmic content or there may oceasionally be more than a
whiff of familiarity about a tune. Rhythm in the Sinfonia is something
not to be relied upon; most players get lost, are not sufficienty in con-
trol of their instruments o keep up the pace, may suddenly telescope
halfa dozen bars into one, or lose their place. Pitch too is a very volatile
element; as some playcrs will most probably, if vnintentionally, be
playing wrong notes, the vertical combination will be unpredictable
{one person may get the tune absolutely right for a few bars); rather,
pitch shape and melodic contour may be preserved.

More calculated re-articuiation of the classics s to be found in some
of the work Christopher Hobbs wrote both during his involvementwith
the Scratch Orchestra and subsequently in the more systems-conscious
world of the PT Orchestra. As in his verbal scores (such as Voitepiece}
Hobbs subjects his ‘found” materials to random controls of different
kinds. Czerny's 100 Royal Bouquet Valses for the Piano by Lanner and Strauss,
arrariged for such as canniot reach an Octave (1970) consists of 100 fragments
of one to six bars from this nineteenth century dance music sampler.
These fragments can be plaved in any order; one pianist {of at least three)
starts with any figure taken from the bwenty-four sections atranged
progressively by key. This is repeated over and over again like a tape loop
and the speed it sets should remain constant throughout that particular
section. Consequently at any one time a number of players are playing

Minimail music

63 Thelastsection of the
first, and firsk section of
the second of Christopher
Hobbs's 2 Fifteenth-Century
Roll-offs for four reed
organs and four oy
pianos,

different fragments in the same key and in some sort of constant bur
‘out-of-time’ rhythmic relavon to each other {the second player may
cquate his quaver or his minim with the leader’s crotchet for example).
Relationships in this piece are made during performance. in The
Remorseless Lamb (also written in 1970) Hobbs took a two-piano version of
Bach's Sheep May Safely Graze, separated out the right and left hand parts
of each bar, and subjected these parts 10 a random procedure. By this

means the piece was taken apart and put back together again, retaining
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64 Two of the four parts
of John Whire's Drinking
and Hooting Machine

the original hand origin ot the parts while completely reorganizing their
combination and succession. Thus each bar of The Remorseless Lamb may
contain parts [roin four different bars of the original. The music which
proceeds impassively, comfortably and unvaryingly for just under fifty
minutes is 2 comfortingly disorientating experience. ITobbs™ treatment
(like the Portsmouth Sinfonia’s butina different way) emphasizes many
of the strengths of ronality by showing (though this is nor what he seg
out to do} how casy it is to dismantie them. By using randomizing
techniques Hobbs has effectively removed the harmenic glue from the
harmonic texture, so thatthe original components Soat about in limbg,
without benefit of any binding agent, which s what, as I hinted at the
end ef Chapter 1, the tonal system provides, as much on the small scafe
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{one chord linked to the next) as on the large (the music's harmonic
movement).

flobbs has fed other music through dislocating procedures -
including Tchaikovsky's Romeo and Jufiet Overture {in Pretty Tough Cookie),
Scriabin, Karg-Elert, Elizabethan music and music from a Scottish
bagpipe mutor. From such pieces as Remorseless Lamb and First Doomsday
Machine (C. Hobbs out of John Bull) John White formulated the concept
of the musical *readymade’, a concept which brought home 1o White
‘the fact that the music one loves and cherishes can in a sense become
one’sown . . . the terrain of “machine” procedure contains also the pos-
sibility of happily indulged sentimentality {rather than the noble sentiment
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which is generally considered superior). System and Sentimentality are
the 85 of my Reich.”

White's ‘machines’ derive in fact from performing Cardew’s Treatise
during the sixties, a score which scemed ro emphasize to White “the
nced for a sericter discipline in the performer, an attitude of great
chivalry towards the infernal needs of the material despite the apparent
loopholes left by the instructions (ot lack of them)’. Here is White's own
description of the ‘machine’:

The sound and the activities of the performers are (ed like raw marerials intg 4
machine ot process and emerge as a pattern un ique to the pecaston on which
the particolar Machine is being performed. The sounds tend towards a sartof
ragged consonance, the procedures usuallv involve much repetiton with
changes happening almost imperceptibly over large spans of e, and the
atmosphere is usually pretiy calm and unruifled however fast the pace of

the music.

White's machines are easily distinguished from the gradual process
music of Reich. Incessant and rigorous, but implacable and Impassive,
they lack the high-octane energy of the American variety; they do not
limir themselves to a single overriding procedure such as phasing; and
being English they are ambling, fiiendly, self-effacing systems, which
may break down or have built-in self-compensating mechanisms (‘The
musicians, with frequent pauses for reassessment of the situation . |
runs White's note to Autumn Countdown Machine of 1g71).

Equally, like Cage’s music, White’s machines are very hospitable as
far as their subject matter is concerned, and completely open w the
charms of the found object. Not only musical sounds but banal everyday
occurrences are ‘rationalized’ by White as he puts them on his musical
conveyor belt, The systems themselves may also be ‘found’, or derived
from a variety of sonrces. White used random number tables to bring
variety to the ‘impassive regularity’ of the PT Machine (196g) and the vast,
tidal cycles of the magnificent Celle and Tuba Machine (1968) are deter-
mined by chess moves across a square, As in the American minimal music
sor all the workings of the process are easy to follow audibly; as Briza
Dennis wrote of White's random procedures ‘because the limits are
precisely fixed, chance becones perceptible and the phases themselves
are a bv-product of chance.’

The Drinking and Hooting Machine shows how the discipline of the
machine world can be used in an ‘all people are different’ situation.
Performers are divided up into four groups; each group has a pait
in which the four modes of drinking — sip, swig, gulp and “as is' {the
latter indicates temporary abstinence) are aligned with a specified
number of repeats for each action. Each performer proceeds through
the material roughly at his own pace, After each sip or whatever, he has
to produce a *hoot’ by blowing across the top of the bottle for the length
ofa breach.

Mipnimal music

The machine aesthetic was closcly connected with that of the
Promenade Theatre Orchesira, a group made up of White, Hobbs,
Shrapnal and Alec Hill playing toy pianos and reed organs with a few
incidentals like cowbells. The way the PTO once advertised their wares
gives a very precise feeling of their musical world: ‘Restful reed-organs,
soothing psalteries, suave swanee whisdes, jolly jews harps — NO noisy
electronies. (Just che job for that lazy Sunday afternoon.) All musical
material guaranteed through-composed. NO hit-or-miss improvisation.

Routine both as method and result is central to the PTO and ro much
recent music. Many of Shrapnel’s scores such as the six-hour Cantation i!
reflect his interest 'in a kind of endlessness, of something happening in
the background and not disturbing whatever else is happening’. The
PTC might appear to have exclusive rights to Satie's furniture music,
were it not for the fact that so much music by the new post-Cardew
generation of Lnglish composers seems to aspire to the condition of
Frederic Rzewski's IVAN'S PIECE: Automatic Music of 1967: ‘The player's
abject is to maintain the music at a constant median level of intensiry
and density. All of his activity is directed at neutralizing every tendency
of the music to drop below or rise above this imagined ideal level,”

The need to evolve a new tonal language is removed when consonant
harmonies are run through any kind of repetition process, since the
cmphasis on process means that the primary material may be quite
insignificant - as many of john White's Machings show. Repeated frag-
ments may of course have their own very recognizable language: Iiugh
Shrapnel’s Cantation ! and Raindreps of 1970 and many of Alec Hill's PTO
works are audibly based on change-ringing bell patterns, while Gavin
Bryars’ The Ride Cymbal and the Band that Caused the Fire in the Sycamore Tree
(1970} uses jazz clichés and moves through a series of key sections
containing several loops related to a single chord, the wholc sequence
being related to jazz chord changes.

Howard Skempton's music stands apart from the recent trend
towards endlessness. Brief, delicate, miniature works like A Humming
Song, Snow Piece for piano, African Melody for celio and Maypole for orchestra,
are occupied with the captured moment, potential rather than actual
recurrence, and the reductive extremes of discipline turned on isolated
harmonies or pitches. Asked for 2 statement on his music for a pro-
gramme note Skempton provided the following:

The composer is concerned with communicating the foem, and coneerncd with
sound as the most powerful means of communicating the form,

The form is the single idea motivating the piece; without this concentration
of artention these is no unity.

And without economy thete is no power; and without self-control there is
aothing.

However with his Walt: of 1970 Skempton produced the first experi-
mental tonal piece to be conceived in terms of a connected melodic
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65 Howard Skempton's
Snow Piece
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and harmonic sequence — a new tonal ‘language’. This nostaigically
unsentimental piece consists of 2 32-bar tune whose 8-bar sections all
firmly in C major are to be repeated in a given order over a period of
twelve minutes or so. This is a tonality even more devoid of drama and
surprise than Satie’s: experimenial flatness and tonal ‘movement’ are
obviously not incompatible. Not unrelated to Waltz, perhaps, is Gavin
Bryars® Jesus’ Blood Never Failed Me Yet (1g71), for recorded voice with
instrumcntal accompaniment. The voice is that of an old tramp who
sings 2 slowish 12-bar sentimental religious song. Bryars made a tape
loop of this tune and this is played back over a period of thirty minutes
{at least) to a group of instrumentalists, The continuous accompaii-
ment they provide is a simple, straightforward, harmonious backing
to the tune, warm and sophisticated Hollywood-style; the instruments
are introduced unobtrusively, one by one. Variables within the recorded
tune itself affect the atmosphere of the accompaniment. The tramp was
recorded singing witheut an accompaniment, and Bryars was impressed
that he sang remarkably well in tune and time. But not perfectly in time:
the first bar, for instance is slightly shorter than the more or less regular
314 of the rest, due to the tramp’s unconscious dramatization of the
tune. No matter how many times the instrumentalists liear this it seems
difficult to get accustomed to, and this gives the accompaniment 4
fecling of uncertainty.

The music of Tvan Hume-Cartet, which provided the staple diet for the
Ross and Cromarty Orchestra (like the Sinfonia also Portsmouth-based),
is written in a direct and unsophisticated idiom of a three or four chord
diatonicism with square tunes often based on broken chord parterns.

Mintmal music

66 Skempton’s Waltz

APR I IPTO

Each of his Ross and Cromarty Waeltzes, 2 simple 12-, 14-, 15- or tb-bar
structure, is played first on the piano, and on each repetition another
insrrument joins in; ‘the entrance for the instruments is as orderly as the
music,” those of higher pitch (glockenspiel, violin, recorder), followed
by those of medium pitch (clarinets), those of lower pitch (bassoon,
rrombone), and finally the percussion. Hume-Carter's attinede towards
the Ross and Cromarty Qrchestra was that, because of the simplicity of
the music and its use of only what is richly essential’, anvone with little
or even no knowledge could parricipate in the performance of any of the
waltzes — after all youwould only need 16 know how 1o play four or less
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67 Bryars' Jesus’ Bicod
Mever Failed Me Yet
(short score)
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notes. He further saw the role of the Ross and Cromarty Orchesra as
exemplary, encouraging the performance by others, either individually
or eollectively, of its own pieces or pieces similar to those used by the
orchestra. In a brief manifesto that Hume-Carter wrote on 1 Febroary
1972 he said thatthe simple, tonal rnusic of the orchestra was accessible
to all. He does not prcterid., however, that it is 2 people’s music, the
absence ofwhich is the major problem facing the orchestra (*There is no
Euture for a music that is not 3 people’s music®), and maintains that the
repressive, so-called popular and bourgeois art music cannot furnish
this need on account of their ‘capitalist origin and sentiment’ — since ‘it
is because of and for capitalism that they exist’.

The Ross and Cromarty Orchestra has now disbanded and Hume-
Carter has taken to writing proletarian operas. Cardew, Tilbury, Keith
Rowe and other members of what remains of the Scratch Orchestra -
the Ideclogical Group — are addressing themselves with great deter-
mination to evolving a function for themselves as musicians and a music
which will 'serve the struggle of the people’. This is an attempt to resolve
what one member of the group, Alan Brett, has called ‘the crippling
contradiction in modern bourgeois art” namely that ‘those artists whe
have achieved 2 revolution within their individual artistic languages
have rendered their own cfforts 2 useless nonsense, because of their
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works’ total lack of revolutionary content.” Not all the experimental masic
in England is politically motivated, yer the future, and perhaps dis-
appearance. of the concept 'experimental ntusic' lies, 1 feel, in the hands
of the younger British composers whose work T have briefly outlined.
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(London) Feb. 1970
Nyman, Michael Interview with Steve Reich in Musical Times (London} March 171
Nyman, Michael Melody Rides Agoin in Music end Musitians {London] Oct. 1971
Nyman, Michael The Sinking of the Titanic in Music and Musicians (London)
Dec. 1972
Reich, Steve Music as a Grodue! Process (essay in programme notes) 1970
Young, La Monte and Marian Zazeela Selected Writings George Wittenborn,
New York 1970

A discography of experimental music
by Robert Worby

This discography is arranged by composer and shows:

Title of work » Date of recording - Record label and catalogue number

Where no date or catalogue number is shown, this information is
unavailable.

Where appropriate the title of the record is shown in brackers eg.
f{on ‘Electronic Sound’).

Recordings are listed chronclogicaily or, where appropriate,
alphabetically.

AMM {WITH CORNELIUS CARDEW)

AMM « 1966 ~ Elekira EUK 256 and EUK 57256

Live Electronic Music Improvised + 1988 - Mamstream MSisooz

The Crypt—12 June 1g68 - Matchless Recordings MRCDOs

AMM Music - Matchless Recordings - RERAMMCD (CD re-release of 1966
Elektra recording)

ROBERT ASHLEY

In Memoriam Crazy Horse (Svinphony] {on ‘Music from the ONCE Festival') +
1964 + Advance Recordings

Untitled Mixes (on ‘Explosions’) - 1965 » ESP Records ESPhooy

The Wolfman - 1966 + Souice 4 - Composer{Peeformer Edjtions

She Was A Visitor {on 'Extended Voices™) - 1967 - CBS Qdyssey

Purpeseful Lady Slow Afternoon (on ‘Elccuonic Sound') - 1971 = Malustream

In Sara, Mencken, Chriscand Beethoven There Were Men and Women -
1974191 » Cramps CRSCioz

Private Darts - 1978fgo + Lovely Music LM1oor and LCI001

Automatic Writing + 1979 « Loveiy Music VR 1ooz

Sonata: Christopher Columbus Crosses to the New World in the Nina, the Pina
and the Santa Maria Using Onlv Bead Beckoning and a Crude Astrolabe
ton ‘Just for the Record’) - 1979 - Lovely Music VRio6:2

Interiors without Flash - 197¢ - Giorno Poetry Systems

The Bar {from Perfect Lives) - 1981 + Lovely Music VR 4904

Music Word Fire And 1 Would Do ltaAgain (Cao Cood: Theiessons - 1945 -
Lovely Music VR 4908

Perfeet Lives - 1983 - Lovely Music LMC4913-47 and LCDMg17.3

Atalanta (Acts of God) » 1985 - Lovely Music VR3301-3

Yeilow Man With fieartand Wings » 1ggo - Lovely Music LU oog
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Odalisque (on ‘Full Spectrum Yoice') « 1gg1 - Lovely Music LCD 32014

Lmprovement = 1gg2 - ElekirafNonesuch 7928g-2

Factory Preset fon ‘A Chance Qperation’ — a wribute to John Cage) - 1993 + Kach
International 3-7238-2 Yox2

The Producer Speaks {on 'Sign of the Times’) - 1994 + Lovely Music LCD3022

van Cao's Meditation (on 'With and Wichout Memory’) + 1994 = Lovely Music
LCD 3053

ellAficionado - 1904 « Lovely Music LCDroog

Qutcome Inevitable « rggs + 0. Q. Dses

Love is a Good Example (on *A Confederacy of Dances®, Vol. 2) - 1995 - Einstein
Records

DAVID BEHRMAN

Wave Train - 1969 - Source Magazine No. 4

Runthrough « 196¢ - Mainstream MS/5008

On the Other OceanfFigure in a Clearing « 1978 « Lovely Music LMigor
i.eapday Night - 1987 - Lovely Music VR 1042 and 1990 - Lovely Music LCD 1042
Unforeseen Events » 1992 - Experimenta lntermedia X1 rog

Mavigation and Astronony » 1gg2 » Classic Masters CMCD-1027

ATraveilers Dream Journal (EWR-LAX) » 1992 - New Tone 6707

EARLE BROWN

Suring Quareet (1965) « Deusche Grammophon 2561 040

Music for Violin, Cello and Piano; Music for Cello and Piano; Hodograph 1
{un Feldman/Brown) - Mainstream MS{s007

Corroboree — 3/2 Pianas » Mode 19

Music for Cella and Piang - Folie (on ‘The New York School #1°) - Hat Hut 6104

Hodograph r; Four Systems; Octet 1 ton “The New York School #2% - 1904 +
liat Hot 6146

Four Systems; Folio [T+ 1994 - Hat Hur G147

GAVIN BRYARS

The Squirrel and the Ricketty-Rackery Bridge - 1971 - Incus 2 and 1676 -
Obscure 8 and Editions EG EGED28

The Sinking of the Titanic; Jesus’ Blood Never Failed Me Yet » 1975 » Obscure
and Editions EG EGEDz1; 1, 2, 1-2-3-4 + 1975 - Obscure 2 and Editions EG
EGED28

Ponukelian melody - 1977 + Audio Arts Cassette Vol. 3 No. 2

Atier Mendelssohn (with John White) {on ‘Miniarures™) + 1980 » Pipe Records
PIDE 2

White's §S (on ‘From Brussels With Love') = 1g80 + Crepuscule TWi ooy

My First Homrmage; The English Maii-Coach; The Vespertine Park; Lli-Tremolo
{on ‘Hommages') - 1931 + Crepuscule TWiozy

Projogaie: String Quartet No. 1| Benveen the National and the Bristol): First
Viennese Dance: Epilogue (on ‘Thice Viennese Dancers’) » 1986 - ECM
{New Series)1323

Sketch for Sub Rosa (on°La Nouvelle Sercniié’) » 1987 - Sub Rosa Myths 3

Ivention of Tradition + 1988 « Tate Gallery BCGEB CDot

Robert Worby

Harmige & Luc Bricane R « The Cross Channel Feery « 1990+ Cymbalmin
Pataphysicum 1

The Sinking of the Titanic = 1990 » Crepuscule TWr g22-2 and Point 446 0b1-2

After the Requiem: The Oid Tower of Labenichr; Aliric 1 or 2; Allegrasco -
1991 - ECM (New Scries) 1424

Titanic Lament « 1991 « fon "Musica Sin Frontera Vol. 2') GASA Records XE
9G0455 and (on *Un Peu, Pas Vraiment') Crepuscale TWI g18-2

The White Lodge (on ‘The Garden’) « 1991 + Kitchenware Records KWCD o17

The Green Ray - 1gg2 = Argo 433 847-2

The Black River - 1993 « ECM (New Series) 1495

Tesus' Blood Never Failed Me Yet » 1993 « Point Music PNT 4388232

neipit Vita Nova, Sub Rosa; Glorious Hill; Four Elements ¢ 1gg4 - TCM
(New Series)

The Archangel Tiip + 1994 « Argo

Three Elegies for Nine Clarinets - 1995 » Clarinet Classics €C coog and
Paphénéo gfire

Cello Concerto; One Last Bar Then Joe Can Sing; By the Vaar = Point 454 126-2

The North Shore: A Man In & Room Gambling: The South Downs: Les
Fiangailles « Point 456 514-2

The Adnan Songbook; Cadman Requiem; Epilogue fiom Wonderlawn « Point
462 511-2

String Quartet No. 1; String Quatter No. z; Die Letzten Tage « Argo 4481752

‘In Nemine’ (after Purcell} - Virgin Classics 7243 5 4521720

After Handel's ‘“Vesper' » National Trust Records NTCDeor g

Alaric Tor JT » ECM New Scries 1424 and Lotus Records g7 22 and Daphéneo
o810 and Daphénéo 9703

JOHN CAGE

A Chant With Claps - Mode g5

A Book of Music - Caprice 1226 gnd Tomato 2-1001

Amores - Opus One 22 and Times 58000 and Philips 9500 920 and Wergo WER
6203-2 and Conifer BIS-CD 272 and [ctus Nooz22

And the Earth $hall Bear Again - Tomato 7o16 and Wergo 6o151-30

Aparunent House 1776 - Mode 41

Ariz - Virgin Classics « VC 7 gorog-2

Aria with Fontana Mix » Time 58003 and Mainstream MS 5005

ARgom - Koch International Classics » 3-7104-2Hix

ASLSP - Koch International Classics « 3-7504-2H1

Atlas Eclipricalis » Wergo WER 6216-2

Atlas Eciipticalis with Winter Music - Mode 3/6

Atlas Eclipticalis with Winter Music and Cartridge Music = Dearsche
Grammophon DGG 137 009

AValentine Out of Season - Catalyst - 0g026-61980-2

Bacchanale - Columbiz CM25 81g end MIIS 2187 and New Albion NAo7oCD

Cartridge Music - Time 58009 and Deutsche Grammophen SLPM-137 oog and
Made 24

Cheap Imiration - Cramps CRSLP 6117 N. 17 and Wergo WER 6186-2 and £z 103

Chorals - Musical Observations Ci*z7

¢Composed Improvisation « 1994 + Hat Hut 6146

Coneert for Piano and Orchestra « 1958 - Avakian (on ‘The 25 Year
Retrospective Concert of the Musie of Iohn Cage’) (reissued 1gogq as Wergo
286 247-2) and Werpo WER 6216-2

7y



Discography of experimental music

178

Concert for Piano and Qrehestra with Solo for Voice 1 and 2 - EM]
165-2895445I57Y

Concerto for Prepared Mane and Chamber Orchestra » Nonesuch H-71202 and
RCAVIctor SIX 1003

Credo i Us » EMI 1 C 165-295447 and Caprice CAP 1265 and Opus One go

Danee - Folkways F-6160

Daughters of the Lonesome Isle « Wergo - 6o157-50 and New Albion
NaozorCh

Diary - How To Improve The World { You Will Only Make Matters Worse) »
Wergo WER 6231/8-2

ADipinthe Lake - Ercetera 2 KIC 2016

Double Music « Time 58000 and Calig CAL 30492 and Hungaroton HCD 12941
and Wergn WER 6203-2

Dream + Columbia CM25$ 819 and Werge 6o157-50and Finnadar goo7 and Hat
Hut 6129 and Catalyst 0go26-61980-2

Eight Whiskus - New Albion NA 035 and Music & Arts CD-875

Empty Words Il - Wergo WER 6oz 9-2 and Cramps CRSCD 037/038

Etudes Australes « Wergo WER 6152-2 gnd Tomato 2-1101

Ftudes Boreales -+ Mode 1/2 and Etcetera Ki'C 2016

Europera 3; Europera ¢ « Mode 38120

Europerz § - Mode 36

Experiences No. 1; Experiences No. 2 « Obscure g

Fadsand Fancies in the Academy + Made 55

Fifty Eight - Hat Hut 6135

First Construction (in Metal) - tgs¥ « Avakian (reissued as Wergo 286 247-2)
and Moss Music Group D-MMG 105 and Musica MIN JC ALUS: 1C BIU and
‘Tomato 2696172 and Wergo WER 6203-2 and Philips 6526 017

‘The Eirst Meeting of the Satie Sociery - Edition Michael Frauenlob Bauer MFB
003-004

Five Songs for Contralto - Unicorn RIS 352

Five Stone Wind + Mode 24

A Tiower - Wergo 60054 and Tomato 2696172 and Adda $1043 and New Albion
NAo3s

Fontana Mix (for magnetic tape) « Turnabout 34046

Fontana Mix-Feed - Columbia M5-7139 and Aspen magazine 5-6 (21968} and
MassareM-133

Fontana Mix (reaiisation for flutes) with Sole for Voice 2 + Har Hut Records
bizg

ForM.C.&D. T, - Wergo 620151-50

Forever and Sunsmeil - Obscure 5 end Tomato 2696172 and New Alhion
NAo3s

45’ for a Speaker » 1994 « Hat Hui 2-6070

49 Waltzes for the Five Boroughs - Nonesuch D-7goi:

49 Walrzes for Tokyo - Music Factory 11354C

Four - Mode 27

Fourreen * 1944 « HatHut 6159

Four? » Mode 44

3'37" « Cramps CRSLP G101 ad Hongarotan 8 HCD 12991 and 1993 » Floating
Earth FCID ooy

Four Walls - Tomato 26¢65¢2 and New Albion NA o3z

Freeman Frudes - Musical Observations CP2 12 and Lovely Music 2051-2 and
Mode 32 (Books 1 & 2) ard Mude 37 {Boooks 3 % 4) end Newport Classics
NPD 86162

Robert Worby

Haikai » Mode 18

HPSCHD Gin colluboration with Lejaren Hiller) - Nonesuch 11-71224

Hymns and Variations - EM] 2704521

Imaginary Landscape No. 1 - 1958 - Avakian (reissued as Wergn 286 247-2) and
EMIIC 165-28054/57 and Musica MIN JC ATUS/IC RIU

Imaginary Landscape No. 2 - Wergo WER 6203-2

Inalandscape - Obscure § and 1750 Arch Records 1787 and Goodness Records
ond Werge so151-50 and Catalyst ogoaé-61980-2

In the Mame of the Holovause - Mode 15 and New Albion NAo7oCD

[ndeterminacy - Folkways FT-3704 (re-released as Smithsonian: Folkways
$i*40804/5) and Giorno Puerry Systems GPS 018

Kyoanji « Hat Hut Records 612¢

Living Reom Music - Classical Record Internarional 4806 4g1

Metamorphosis « Columbia CM25 819 ond ALM Records AL 14

Mirakus - New Albion NA 025

Music For Amplified Toy Piano » EM1IC 065-054069 and Cramps CRSLP 6101

Music for Carillon - 1958 « Avakian (reissued as Wergo 286 247-2) and Musica
MIN JC ATUS/IC BIU and EMIIC 0502469

Music for Five » 1g04 + Hat Hur 2-6o70

Music for Four - Mode 17 and Mode 24

Music for Marcel Duchamp « Columbia CM28 819 and Philips 9500 920 and
Cramps CRSLP 6106 and Diskos LPT 920 and Wergo WER 607 4-2 and Tall
Poppies TPozs and Catalyst 0ogoz6-61980-2

Music for Piano » Hungaroton SLPD 12893

Music for Ptano No. 2 - New Albion NAozoCD

Music for Seventeen - Newport Classie NPD 84547

Music for Three - Music & Aris CD-875

Music for Two - New Albion NA 035 and Mode 47

Music for Wind Instruments - Philips 411 064-1

Music of Changes » Wergo 6000g-50 and New World 214

Music Walk » Mode 47

Mysterious Advennire - Wergo 6oi57-50

o'00” (433" No. 2) ~ Hat Hut 2-foyo

Nocturne - Philips g5o0g20 and Werga 6o157-50

Nowth Upon Hacht » New Ajbion NA 035

ot - Mode 41

One - Made 47

COne ' - Mode 44 and Modc 47

Ophelia - New Albion NAo7oCD

Party Pieces - Gramavision GR 7006

The Perilous Night - Columbia CMaS 819 and Recommended REC 04 and
Avant AR roof and Pan 136042 and New Albion NA 037

DPrelude for Medjtation » Columbia CM 25 81 and Har Hut 6129 and Catalyst
0go24-6198a-2

Primitive - Mode 15 and Koch Lnternational Classics 3-7104-2H:

Cuarters 1-Viil

Radio Music - Cramps CRSLE Hoor

Roaratorio - Athenacum and Mode 28/29

A Room - Tomato 7010 and Wergo bor51-50 end Toshiba-EML TA-72039

Rootofan Unfocus » Colombia CM2S 81g and Koch International Classics
3-7rog-2H1

Ryaanji + Mode 1/2 2nd Mode 41 and 1994 - Hat Hut 6154 and New World
Bogsh-2
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Rozart Mix - EMIIC t65-28954/57

Second Construction for Perscussion Quarter « BIS L1-232 and Tomaro 2606172
and New World 330 {and 8o405-2) and Wergo WER 6203-2

Seven Haiku - Tomato 7016 and Wergo 6o151-go and Tar Hetbron

She Is Asleep - 1958 + Avakian (reissued as Wergo 286 247-2) end Thorofion
MTH 149 and Tomato 7016 and Wergo 6o151-50 and Jecklin 37 and
Wergo WER 6203-2

Six Melodies for Violin and Keyboard « Philips g500 20 and Mainstream MS
5016 and Finnadar gooz3-1 and New World 8ozg1-2

Six Shori Inventions « 1958 « Avakian (reissued as Wergo 286 247-2)

Sixteen Dances » Musical Observations CP2 15 ard RCA Victor Red Seal RCA
ogozb 15742

Sixty-two Mesostics Re Merce Cunningham » 1997 « HatHut 2-fogg

Solo for Alto Flute and Piccelo - Hat Hut 6101

Solo for Cello - Ercetera KTC 2016

Solo Foor Piane - Caprice Records - CAP 1071 and Mode Records and
Ear-Rational ECIY 1039

Solo for Sliding Trombone « BIS CD 38R,

Solo for Trumpet = Koch International Classics 3-723888-2 Yox2

Solo (or Voice I; Solo for Voice 2 with Concert for Plano & Orchestra and
Fontano Mix - Follways FT 3704

Solo for Voice 2 » CBS Odyssey 32160156

Solo for Voice 2 with Fontana Mix (realisation for Butes) - flat Hutbi2g

Sonata for Clarinet Solo » Advance Recordings FRG 4 and NATO Records
MATO 214

Sonatas and Interludes - Dial 1gf20 (reissued on CR119g) end Avakian
{reissued as Wergo 286 247-2) and Harmenia Mundi HM7 30 and
Decca Headline HEAID g and Wergoe Mainz WERSoo74 and Etcetera
ETC2001 and Hungaroton HCD 1256¢ and Fylkingen FYLPX 101-2 and
Denon QX 7059-ND and Tomato z-1001 and Tall Poppies TPozs and
CRICD 700

Song Books 1-2 (in combination with Empty Words 3) Wergo WER 607 4-2 and
Solos 49 52 67 and New Albion NA o35CD

Sonnekus + New Albion NA o35

Souvenir » New Albion NAo74CD

String Quarket in Eour Parts » Columbia MS-4495 and DC 2530 735 and Vox 3
VOX SVBX-5306 and Turnabout TV 34610 and Mode 27 end Deursche
Gramunophon 423 245-2

Suike for Toy Piano - Columbia CMz5 819 and New Albion NAozoCE

Ten » 1994 + Hat Hut 6159

The City Wears a Slouched Hat - Mode g5

The Seasons » New Albion NAo7oCD and ALM Records Al 14 and CRI Records
5D 410

The Wonderful Widow of Eighteen Springs + 1958 - Avakian (reissued as
Wergo 286 247-2) and Wergo 6054 and New Albion NA 035 asd Tal,
Poppies TPo25

14" 48.776" for a Pianist « 1994 - HatHut z-6070

21" 57.9864" for a Planist » 1964 < Hatllut 2-6070

Thirteen - CPGgyy 227-2

Thirty Pieces for Five Qrchestras + Hungaroton SLPD 12803

Thirty Pieces for Suring Quartet - Mode 17

Third Construction + New Werld NW 319 (and Boqo5-2) and Tomaw 2606172
atid Hungaroton HCD 12991 and Nexus NE o5 end Wergo WER 6203-2

Robert Worby

Three Dances (for Two Amnplified Prepared Pianos) - Bisc 643 and EMLAngel
$-36059 and Wergo 6o151-50 and Artacea 8g4g-2

Tossed as irIs Uncroubled - Colambia CMz$ 819 and Koch International
Classies 3-7104-211

Totem Ancestor + Tomato 7o16

TV Koeln » Avant Records AV 1008

27 10.544” for a Pereussionist - Fianadar gory and 1994 - HatHur 2-6070

26" 1.149" for a String Player - Nonesuch H-71237 and Hat Hue 2-6070

Two - 1994 - HatHut 2-6070

Twe ! « Hat Hot 6129

Two' » Hat Hut CD 6129

Two ® - Mode 44

Two rastorales - Edigsa AZ 7oft1 and Tomato yoié and Wergo 6o151-50

‘Two Pieces (1g35) - Columbia CM28 819

Two Pieces (1g46) » Columbia CM28 819

‘Two Picces for Piano + Koch International Classics 3-7104-2H1

AValentine Out of Season » Columbia M$-7417 and Philips g500 920 and
‘Toshiba-EM1 TA 72034 and Edizioni Musicali EDI PAN PRC §26-08

Variations T - Heliodor 2549 cog and Wergo 60033 and Hat Hut 6x0: and
Grcetera K1C 2016

Variations 11 - Columbia MS-7o51 and Hat Hut (on ‘The New York School #27)
6146 and Ercetera K1C 2016

Variations Il « Deutsche Grammophon DGG 139 442 end Wergo Goas 7 and
Heliodor 2549 ooog and Ercetera KTC 2016

Variations IV « Lverest 3132/3230

Waiting - Wergo 6o151-50

williams Mix - 1958 - Avakian (zeissued as Wergo 286 247-2) and Musica MIN
JC AIUS: JCBIU

Winter Music + Angel EAC 60154 and Finnadar goo§ and Deutsche
Grammophon DGG SLPM-137 0og

Winter Music (realisation for 4 pianos) « Hat Hut 6141

Winter Music (realisation for 4 pianos) with Atlas Eclipticalis {instrumental
parts for flute 1-3) - Hat Hut 6142

Writing for the Second Time Through Finnegans Wake - Mode 28129

CORNMNELIUS CARDEW

The Grear Learning Paragraph 2; The Great Learning Paragraph 7 » 1971 -
Deursche Grammophon BGas3R216

First Movement for String Quartet; Octet '71; Treatise; Paragraph s of the Great
Learaing - 1985 » Impetus IMP 28204

Vietnam's Victory - 1994 - (on The RER Quarterly Vol. 4 No. 1) Recommendced
Records RER o401

ALVIN CURRAN

Spacecraft (with MEV) - 1968 - Mainstream

Friday iwith MEV) - 1g6g « Polydor

Scundpool (with MEV) » 1970 - Byg Records

Sengs and Views from the Magnetic Garden + 1974 - Ananda AND 1
Light tlowersfark Elowers = 197576 + Ananda AND 4

Eealtime (with Evan Parker and A. Centazzo) « 1977 « [chus

1#
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The Works « 1978 - Fore FOREBofTWO (Raretone Music Library, Milan)

Threads (with Steve Lacy) - 1978 < Horo

Cantliluminad « 1980 « Fore FORE8o(7 (Raretone Music Library, Milan)

United Patchwork (with MEY) - 1080 « Horo

Maritime Rites - 1980 « What Next Cassettes WNO1

Natural History + 1982 + Editions Gianozzo, Berlin (Cassenie)

Maritime Rites « 1984/5 + The Good Sound Foundation

Field It « Lenz » 1984f85 - Radio Art Foundarion, Amsterdam {Cassctic)

For CorneliusfEea Qra - 1986 - New Alblon NA o1t

Eleciric Rags 2 - 198g - New Albion NA o2y

No World Trio - 1991 - 0.0 Records oog4

First Oceave « 1903 + (o 'O Clarineto’ by David Keberle} - BMG Ariola

Songs and Views from the Magnetic Garden ~ 1993 « Catalyst ogo26-61823-2

Schuyx; VSTO = 1904 - CRI 668

Electric Rags 3 - 1094 - Artifact ART 1008

Cryseal Palims - 1994 - Now Albion N ob7?

Light Flowers{Dark Flowers - 1094 « Catalyst

Why is this Night Different from All Orher NighrsfAnimal Behaviour - 1995 -
Tzadic

MORTON FELDMAN

Chorus and Instruments; Christan Wolttin Cambridge « CBS Qdyssey

Durations - Time

Exrension 1; Structure for String Guartet Projection [V; Extension 1V,
Intersection II; Three Pieces for String Quartct; Piece for Four Planos;
Twa Pleces for Two Pianos « CBS Odyssey

Triadic Memories; Two Pianos; Piano; Piano (4 Hands); Piano (3 Hands) -
Etcetera KTC 2015

‘Triadic Mermories - Etcetera - C16035 and Alm Records - ALCD-337 and Edition
Michael Frauenlob Bauer MEB 023-024

Four Instrements - GrenadillaGS 102g0-30

Piano and Orchestra - Aur 31830

Piano and String Quartet - Elecara Nonesoch 8 7550-75320-2

Principal Sound » Koch{Schwann 3-138¢-2

Untitled Composition {also known as Patterns in a Chromatic Ficid) - Attacea
Babel gibo-3 and Hat Hut 2-6145

Faise Relationships and the Extended Ending - Composers Recordings Inc CRI
5D 276 (re-released C620)

For John Cage » Musical Observations (CP2 ros and Alm Records ALCD-51

The Violain My Life - Composers Recordings Inc CRI $D276

Interinission §; Piano Piece (to Philip Guston); Vertical Thoughts 4; Piano,
Palais de Mari - {on ‘Morton Feldman Works for Piane’} - 19ygo - Hat Hue
6a3s

Piano » Etcetera Records CDKTC 2015 and Hat Hut fo15

For Bunita Marcus + Hat Hur 6076 and 1994 * London HALL Records docu 4

Why Pattetns; Crippied Symmetry » Hat Hut 6o¥o

fraiection 1 Extension 30 Inlerseciion 4 Duration 2 Lon “The New York Schoo!
#r'y - HatHut bro1

Far Bhillip Guston » Hat Hut 6104

For Samuel Beckett » Newport Classics Premicre NPD 8556 and 1901 - Hat Hut
6107

Robert Worby

The King of Denmark - 1967 - Aspen Magazine Issue 5 & 6 and Mode 25

Three Voices + 1990 + New Albion NAo18 and Edition Michae) Frauenlob Bauer
MFBoox

Madam Press Died Last Week at Ninety - 1991 + Elecktra Nonesuch
7559-742490-2

Rothko Chapel; Why Patterns - 1992 - New Albion NA 039CD

Spring of Chosroes + 1992 + Musical Observations CPz1o2

For Christian Wolft « 1992 + Hat Hut 6120

Intersection z; Intersection 3; The King of Denmark (on ‘The New York School
#2') - 1993 - Hat Hut 6146

Intermission V; Piano Diece (1952); Two Intermissions (1g50); Last Pieces;
Intermission VI; Five Pianos (on *Morten Feldman Waerks for Plano 2') -
1993 + Hat Hut b1

Parterns in a Chromaric Field (Formerly known as Untitled Compesition} - Hat
Hut 6145 and Attacca Babel g160-3

Piano, Yiolin, Viola, Cello - HacHut 6158

Two Pieces for Clarinet and String Quartet (1961); Clarinee and String Quartet
{1983) - 1994 » Hat Hut 6166

Pano Three Hands; Interinission 5 (Morton Feldman — Piano); Vertical
Thoughts 2 (1963); Extensions 3; Four Instroments (1¢75): Piano Piece
1956; Intermission 5 (David Tudor - Piano); Intersection; Instruments
I+ 1904 - Editions RZ 1010

usions, Two Intermissions: Extensions 3; Piano Picce 1955; Piano Piece
{to Philip Guston); Piano; Palais de Mari - 1906 - Mode 54

Bass Clarinet and Percussion (1gér) - 1995 - Clarinet Classics ooog

For Frank O'Hara « Auvidis - Mo782018

PHILIF GLASS

Music With Changing Parts - 1971 - Chatham Square 100s/2 end
1994 - ElekirafNonesuch 79325-2

Music in Similar Motion; Music in Fifths » 1973 - Chatham Squarc 1003 and
1994 * ElektrafNonesuch 79326-2

Music in Twelve Parts (Parts 1 & 2) + 1974 - Virgin CA2010

Contraty Motion; Two Pages » 1975 » Shandar 83 515 and 1994 - Elekaa/MNonesuch
79326-2

North Star - 1977 - Virgin vzols

Einstein on the Beach « 1979 - Tomato TOM-4-2g01 and 1984 » Sony
Masterworks MqK 78875 and 1993 - ElektrafNonesuch 793232

Glassworks * 1982 + CBS 7464-37265-1 and Sony Masterworks MK 37265

The Photographer « 1983 - Epic EPC 25480 and Sony Masterworks MK 37849

Koyaanisgatsi » 1983 - Island ISTA 4

Satyagraha » 1985 - Sony Masterworks M3K 39627

Mishima » 1985 - ElektrafNonesuch 7gr13-2

Company (String Quartet) - 1986 + Nonesuch 7559-79111-2

Songs From Liguid Days -« 1986 - Sony Mastorworks MK 30564

Dancepicces - 1987 - Sony Masterworks MK 39539

Aldinaten - 1987 « Sony Masterworks Mz 42457

Dances Nos. 1-5 - 1088 » Sony Masterworks M2K 44765

Powaqqatsi + 1988 - Elektra/Nonesuch 79192-2

Music in Twelve Parts (Complere) - 1088 - Virgin Venture 802768495

1000 Airplanes an the Roof - 1989 « Viegin grobs 2
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The Thin Blue Line - 198q - LlektrafNonesuch 79209-2

solo Pano » 198g - Sony Masterworks MK 45576

Passages (with Ravi Shankar) * 1ggo - Private Music 2074-2-P

Bed: Gradus (forJon Gibson) + {on ‘In Goeod Company®) - 1992 * Point Music
4348732

The Screens (with Foday Muasa Susoj - 1992 - Point Music 432 966 2

Anima Mundi - 1993 + ElcktraiNonesuch 79239-2

Hydrogen Jukebox » 1993 + ElektrafNonesuch 79286-2

Traipu; The Canyon - 1993 + Sony Masterworks SK 46152

Violin Concerto » 1993 -+ Deursche Grammophon 437 091 2

Low Symphony - 1993 - Point Music 438 1502

Brass Sextet - Hyvperion « CDAGSS17

CHRISTOPHER HOBES

Aran + McCrirnmon Will Mever Return « 1975 = Obscure 2 and Editions EG
EGED 22

Aran; 3 Piano Duets - 1976 + Audi Arts Magazine Vol. 3 No. 2

Six Preludes and Five Chorales (on ‘Redlands Music for Clarinets'y - 1978 +
Zanja 2

Recitative fon ‘Marty Walker: Clariners') « 1985 - Advance Recordings FGR 13

TOSHI ICHIYANAGI

Arrangements for Percussion Player « RCA < RDCq (JRL1-1333)

Circulating Scenery; Violin Coneerto - Camerata - CMT3024 and 30CM8z and
CBS Sony 28AC2026 and 32DC350 and King KICCzoxy

Cloud Atlas I-VI - Camerata 32CMs2

Cloud Figures: Hoshi no Wa; Scene Lil; Time Sequence - Camerata CM Y4026
and Camerata 320Ms53

Flowers Blooming in Summer; Paganini Personal; Scenes 1i; Two
Existence » Camerata Records CMT4036 and 32CMs2

tiikarinagi - Columbia - COCE7o15

Improvisation Sep. 1975 - Iskracoz

Inter Konzert « ALM Records - ALCD33

Kaze no Iroai - Fontec FOCE3252 and Fontee FOCD 3228

Life Music; Sapporo » EMI Ci6528g54157

Music for Living Processes - RCA Victor 8§X7534

Music for Plano No. 3; Music for Piano No. 5 - Denon OW7850ND and
CQOCO627s5

Piano Media - Angel EAC6o153

Reminiscence of Spanes, Piano Concerto No, 1 - CBS Sony QOACI432

Symphony ‘Berlin Renshi' - Fontec FOCD3126

Time in Tree, Time in Winter - CBS Sony 32D{io0g

TERRY JENNINGS

Terry's G Dorian Blues (on “Jon Gibson: In Good Company’) + 1992 « Point
Music 434 8732

TAKEHISA KQSUGI

Violin limprovisations = Lovely Music LCD 207«
New Sense of Hearing + Kojima Recordings

ALVIN LUCIER

Bird and Person Dying « Cramps

Clocker - Lovely Music LCD 1019

Crossings + Lovely Music LCD vor8

The Duke of York - Cramips

Fragmenis for Surings - Disques Montzigne CD 782010

1 am sitting in a room » SOURCE Record #3

| am sitting in a roont = Lovely Music LCD 1613

In Memortizm Jon Higgins + Lovely Music LG 1018

Music on a Long Thin Wire » Lovely Music LCT 1o1s

Music For Alpha Waves, Assorted Percussion, and Auwtomated Coded
Relays » ElektrafNonesuch g 7g235-2

Music for Solo Performer - Lovely Music VR 1014

Music for Pure Waves, Bass Drums and Acoustic Pendulums - Lovely Music VR
1017 :

North American Time Capsule - CBS Odyssey « 32 16 0258 - Music of our Time
$ 34-6o166

Nothing Is Real - TOCE 6655

Scptet for Three Winds. Four $trings and Pure Wave Qsciilator - Lovely Music
LCD 1018

Sferics - Lovely Mosic VR 1017

still and Moving Lines of Silence in Families of Hyperbolas, Part I, Numbers
1-4 * Lovely Music VR 1015

Still and Moving Lincs of Silence in Families of Hyperbolas, Part IT, Numbers
5-8 » Lovely Music VR 1016

Vespers - Mainstrearn MSfso1o

GEORGE MACIUNAS

Music For Bveryman 861 - 1986 - Apollo oz2860g

RICHARD MAXFIELD

Wight Music - CBS Odyssev 32 16 0160
Electronic Music = 1969 - Advance Recordings FGC-85

GORDON MUMMA

Cybersonic Cantilevers = Folkways FTS 33004

The Lyresden Interleaf 13 February 1945: Music from the Venezia Space Theatre:
Megaton for Willian: Burrcughs « 2979 « Lovely Music VI-10g1

Echao 13: Epifont; Retrospect: Schoolwork: 11 note pieces and Decimal
Pasgsacaglia; « $lowscan Vol, g Cassette (Netherlands)

Echosynodiae; Truro Sviadicle « Deep Listening Foundation - Tao Particle
4001
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Faisandage et Galimafrée » Opus One 129

Horen « Aspen magazine issue 4 and Slowscan Vol g Cassette (Netherlands)

Hornpipe » Mainstream M$ so10

Pontpoint; Mesa « Lovely Mosic VR-1a92 and CBS Qdyssey 32r6-o0158 and CBS
5-346-0165

MUSICA ELETTRONICA (MEV)

Live Electronic Music improvised « 1968 « Mainstream M${50

NAM JUNE PAIK

Duett PailofTakis - 1979 - Kélnischer Kunstverein Edidon 1

Klavierduett: In Memoriam George Macienas (with foseph Beuys) - Edition
Block EBIr3inng

My Jubilee ist unverhemmet « 1977 + Editions Lebeer Hossman

MICHAEL PARSONS

Piano Piece 5 = 1976 » Audio Arts Cassette Vol. 3 No. 2

Two Palindromic Songs — Sirian Air, Luna {on *Slower than Molasses’) - 1086
DPractical PR3

Levels 111 & IV + 1994 » Unknown Public 4

TOM PHILLIPS

Irma {excerpt; Lesbia Waitz; Literature for Four Pianos; Ornamentik; Readings
from *A Humument’ (on ‘Tom Phillips: Words and Music'} - 1975 -
Edition Hansjérg Mayer

irma (realised by Gavin Bryars and Fred Oreon) - 1978 » Obscure g and Bditions
EGEGED 29

Music for n Players; Lesbia Waliz; Ornamentik; Last Notes from Endenich
(on ‘IntervallesiTom Phillips’) - 1978 - INT 110

[rma {performed by AMM) - 1988 - Macchless Recordings MEL6

PORTSMOUTH SINFONIA

Portsmouth Sinfonia Plays the Popular Classics - 1973 - Transatlantic TRAz75
Hallelujah: The Portsmeuth Sinfonia at the Royal Albert Hali » 1974 -
Transatlantic TRA285

STEVE REICH

Conte Qut « CBS Odyssey CBS 3216 6560

Four Organs; Phase Patterns - Shandar SR 53 511

Melodica + Music From Mills M¢ oo1

FourOrgans - 1973 + EM1 Angel 5-3605¢

Drumming; Music {or Mallet Instromenis Voices and Organ; Six Dianos +
1974 = Deutsche Geammophon DG 2740 106 and DG 427 428-2

Robert Worby

Music for 18 Musicians « 1978 - FCM 2301029 and BCM 821 417-2

Tehiilim » 1682 « ECM 230125 and ECM 827 411-2

Desere Music - 1986 - Nonesuch 755g-7g101-2

Variations for Winds Steings and Keyboards - 1986 « Phillips 452 214 2PH

i's Gonna Rain; Come Qut; Clapping Music; Piano Phase - 1988 « Nonesuch
7559-79169-2

Drumming - 1088 - Nonesuch 7550-79170-2

Six Marimbas; Sextet - 1988 « Nonesuch 7559-76138-2

Different Trains; Electric Counterpoint - 1g8g - Noncsuch 7559-7¢176-2

Eight Lines « 19go - Virgin YC7 59610-2

Sextet; Music For Picces of Wood; Music For Mallet Tnstruments Voices and
Qrgan - 199r + Hungaroton HCD31258

The Four $ections; Music For Mallet Instruments Voices and Qrgan - sggr1 -
Wonesuch 755g9-79220-2

Fogr Organs = 1992  Argo 440 294-2ZH

Reed Phase - 1092 {on *Jon Gibson: In Good Company') + Peint Music PNT
434 873 2FtH

Music For Large Ensemble; Octet « ECM 2301168 and ECMB27 287-2

Violin Phase - ECM 827 287-2

New York Counterpoint - ARTIF + ARToe4CD

Electric Counterpoint « New Albion NA0o32CD

Vermont Counterpoint - Angel DS 37240 and CDC 47331/ EMILEl 270291

TERRY RILEY

Reed Streams - 1966 - Mass Art and 1997 + The Cortical Foundation Organ of
Corti 2

InC - 1968 - CBS Masterwarks MS 7178

A Rainbow In Curved Air; Poppy Nogood and the Phantom Band « 1971+ CBS
Masterworks MS 7315

‘The Church of Anthrax - 1970 » Columbia

‘The Persian Surgery Dervishes - 1g72 - Shandar 83501

Happy Ending - Warner Bros 46125

Le Secretdela Vie 8 1974 - Phillips 120037

ShriCamel - 1978 » CBS Masterworks MS 35164

The Descendinyg Moonshine Dervishes » 1082 « Kulack o47

The Ten Yoices of the Two Prophets - 1983 - Kukuck ob7

No Man's Land - 1985 - Plainisphare PLi267

The Ethereal Time Shadow « 1985 » Music from Mills MC oo

Cadenzza on the Night Plain + 1985 + Gramavision 18a14-1

The Harp of New Albion + 1986 - Celestial Harmonies CEL 018-1

in € {with the Shanghai Film OQrchestra) - 198g - Ceiestial Harmonics

Salome Dances for Peace - 198 - Nonesuch g 792171

June Buddhas - 1991 - Music Masters 67089-2

The Padova Concert - iggz - Amiata ARNN o292

‘T'read on the Trail - 1992 (on fon Gibson: In Good Company’} » Point Music
PMT 434 873-2

Uictus Rosary - 1993 - Artitace Music ART oob

Chanting the Light of Foresight » 1994 + New albion

Music for the Gifi: Mescalin Mix (1660-62); Bird of Paradise 11964); Concert
for 1wa Pianists and Five Tape Recorders (1960) + 1997 - The Cortical
Foundation Organ of Corti 1
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FREDERIC RZEWSKI

Les Moutons de Panurge; Coming Together; Attica « 1973 = Opus One 20
‘The People United « Har Hur 6066

Naorth American Ballads -« Hau Hur 808g

De Profundis » HarHurérzq

SCRATCH ORCUHESTRA

The Great Learning Paragraph 2; The Great Learning Paragraph 7 - 1971
Deutsche Grammuophan » DG2538216

HOWARD SKEMPTON

Waitz - 1976 + Audto Ans Cassette Vol 1, No. 2

Second Melady, One for Molly; Stmple Piano Piece; Chorale; Colonnade;
Passing Fancy: Rumba; Trace; Scascape; Postlude « 1985 « Merlin MRE
86585

Tree Sequence; Second Tree Sequence - 1986 « Practical Music Practical 3

Eircnicon; Eirenicon 2; Eirenicon 3; Eirenicon 4; Even Tenor - 1089 - NMC »
MMCDooz - NMCoo2 {cass)

Metalworls; The Beaury of the Morning » 1ggo « Pracrical Music - Practical

How slow the Wind (on *Mary Weigold's Songbook') - 1991 - NMC - NMCDoog

Lenty « 1gg1 « NMC » NMCDoos

Well, Well, Cornelius - 1gg6 - Sony SK66482

Home and Abroad - 1947 + Content SAK 4650-1

SONIC ARTS UNION

Electronic Sound » 1971 + Mainstream
Extended Voices + 1gh7 - CBS Odyssey

RICHARD TEITELBAUM

Concerto Grossa - HatHur boog

JOHN WHITE

15th Piano Sonata + 1963 « Music In Qur Time - MIOT L1

Pizno Sonaci No. 1; Plano Sopara No. 4; Piane Sonata No. g; Piano Sonata No. g
= 1905 - Lyrita RCSi18

Alr - (on *The Four Temeperaments') - 1970 - Deutsche Grammophon 253 0032

Son of Gothic Chord; Jews Harp Machine; Antumn Countdown Maching;
Drinking and Hooting Machine - 1976 - Obscuie 8 and Editions EG
EGED28

Vibraphone Chime (on ‘Miniatures') » 1980 + Pipe Records PIPE 2

‘The Merry Samurai's Return frem Waork; Syiophons No. ro; Symphony No. 13
Svmphony No. 19 - 1988 « Musica Nova « Nova 2 {cass)

Fashion Music - 1990 - London HALL docu 3

Cheap Original » 1992 » Unknown Public o

Nintwntions + 19g4 + Unknown Public 4

CHRISTIAN WOLFF

bug for Violinist & Pianisc: Duer: Sumanet + 1962 « Time s8oogfMainstream
5015

Larr, z or 3 People - 1967 - Columbia Odyssey 32 16 0158 and 1982 + Opusa
Zof81

Sumimes -+ 1¢60 « Wergo 60053

For Piana 1, For Pianist; Burdacks - 1972 « Wergo 60063

Summer - yg72 - Vox SVBX 5306

In Between Dieces; Electric Spring 11 - 1973 - Electrola 1C165. 2895 4/7

Edges - 19737 + EMI 1C065.0246¢

Lines; Accompaniments - 1976 - CRISD 357

Flay Una Mujer Desaparecida - 1982 + Music from Dartmouth{Philo Dz2oo

Exercise VI + MG Records CD oot

For Prepared Piano; For 1, 2 or 3 People (on ‘The New York School #1°) - Hat
Hur6ror

Paris (Version 1}; Paris (Version 2) (on “The New York School #2") - 1994 » Tar
Hut 6146

Ruth; Snowdrap; Peggy; Edges (on “For Ruth Crawford’) - 19g4 » Hat Hut 6156

LAMONTE YOUNG

Excerpt from Drift $tudy 5/8/68 4:37:40-5:09:50pm - 1968 - SMS Issue No. 4
{5” reel-to-reel audio mpe)

Excerpt from Drift Study 31/1/69 12:17:33-12:49:58pm - 196g + Aspen
Magazine Issue No. 8

317169 10:26-10:49pm Munich (from Map of 49's Dream The Two Systemis of
Eleven Set: »f Galactic Intervals Ornamental Lightyears Tracery) 23/8164
2:50:45—3:118m The Volga Delra {from Studies in The Bowed Dise) «
1¢6g - Edition X (Munich)

1311473 5:35-6:14:03pm NYC (from Map of 39"s Dream The Two Systems of
Eleven Sets of Galactic Intervals Ornamental Lightyears Tracery) 8 Drift
Swudy 148173 g:27:27-10:06:41pm NYC + (oR ‘Dream house 78 min 17
$€C’) » 1974 * Shandar Disques 83.510

The Well Tuned Piano 81 x 25 - 1987 + Gramavision R279452

Drift Study 4:37:40pm—5:09:50pm 5 August 1668 NYC + 1988 - SMS Issuc 4,
204 Edition {cassetie)

FluxTellus: 89 V1 8c. n:45am—1:52am Paris Encore from Poem for Tables.
Chairs and Benches, etc + 19go - Harvestworks - Tellus #24 (vassente)

The Meledic Version of The Second Dream of The High-Tension Line
Stepdown Transformer (from The Four Dreams of China) - 1991 -
Gramavision R 279467

Sunday AM {Morning] Blues (1964-ed}; B-flat Dotian Blues (1963-ed}; The
Well-Tuned Piano (1964-ed); Map of 4¢'s Dream (1971-ed) + 1992 - ROP
Unauthorised Bootdeg edition {2 LP's) + Source unknown

The Well-Tuned Piano 81 @ 25 NYC (excerpt) (on *The Numbers Racket') «
1992 ~ Just Intonation Network Compilation Vol. 11 + iIN-002 (cass)

Un Remembering a Naiad; Five Small Picces for String Quarter: A Wispfa
Gnariia Lealla TwigtA Tooth (on USAfArd i String Quartet') » gy 3 -
Disques Montaigne 782010

Young's Dorian Blues in G - 1993 + Gramavision R279487

Sarabande (on ‘Just West CoastiMierotonal Music for Guitarand Harp') -
1993 * Bridge BCI> gog7
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Suggested further reading
(publications since 1974)

Bartcock, Gregory Breaking the Sound Barrier (New York, 1981

Rorn, Georgina Rationaitzing Culture (Berkeley, 1995)

Bryars, Gavin Sotie and the British (Contact 25, London, Avnwnn 1982)

Vexations and {ts Performers (Cantart 26, London, $pring 1g83)

Cage, John Empty Words (Londen, 1979}

For the Birds (London, 1081)
I-VI (Cambridge, Mass., 16g0)

Cardew, Cornelius Notation — Interpreration, ete., (Tempo, Londen, Suminer
1961}

Denais, Brian Repetitive and Systemic Music ( Musical Times, 115, 1974)

Cardew's ‘Treatise’: Mainly the Visual Aspects (Tempe 177, London, June 1991}

De Lio, Thamas {ed.) The Music of Morton Feldman (Mow York, 1996)

Druckworth, William Talking Music: Conuversattons with § Generations of Americen
Composers (New York, 1995}

Duckworth, William and Fleming, Richard (¢ds.} lohn Cage at Seveniy-Live
{Bucknell Reviewvol. 32, no. 2, Cranbury, N.J., 1996}

Duckworth, William and Fleming, Richard (eds.) Soung and Light: La Monie
Young and Marian Zazeela (Bucknell Review vol, 40, no. 1, Cranbury N j.,
1996}

Fox, Christopher Music As Social Process: Some Aspects of the Music of
Chrisuan Woltf (Centact 30, London, Spring 1997)

Fricdman, Ken (ed. ) The Fluxus Reader (Chichester, 19g8)

Gagnc, Cole and Caras, Tracy Soundpieces: interviews with American Composers
{Metuchen, 1982)

Gagne, Cole Soundpieces 2: Interviews with American Composers (Mctuchen, 1993}

Gann, Kyle La Monte Young's The Well-Tuned Prano (Perspectives of New Music
virl 31, n0. 3, 1993)

Garland, Peter Americas: Essays on American Music and Culture (Sanka Fe, 1982)

Gena, Peter and Brent, Jorathan A john Cage Reader (New York, 1682)

Gillmor, Alan Iaterview with John Cage (Contact 14, London, Autumn 1976)

Satie, Cage, and the New Asceticism (Contait 25, London, Autumn 1982)

jones, Robert T, (ed.] Music by Philip Glass (New York, 1987)

Kostelanetz, Richard (ed.) Conversing with Cage (New York, 1988)

U innovative Musicians {New York, 198¢)
ted.j john Cage: Writer (New York, 1goz)
fed.) Writings about Cage (Mew York, 19g3)

Kostelanerz, Richard and Darby. Joseph (eds) Classic Essays on Tiwentieth Century
Music (New York. 19g6)

Landy, Leigh What's the Matter with Today's Experimental Music? {London, 1gg1)

Mertens, Wirn Amencen Minima! Music (London, 1g83)

Nagtiez, Jean-Jacques fed.} The Boulez-Cage Correspondence (Cambridge, 1993)

Neuhaus. Max Programme Notes (Torsitto, 1074)

Suggested further reading

Nicholls, David American Experimental Music 18901940 (Cambridge, 1990)

Avani-garde and Experimental Music, in The Cambridge History of American
Musit {Cambridge, 1998)

Nyman, Michael Gavin Bryars 1971: Michacl Nyman 1g75 (Soundings 8.
Derkeley, rg76)

(ed.y Arr & Experimental Music (Studio Maternational, vol. 192, no. 984,
London, 1976)

Nam Junc Paik, Composer, in Nem June Paik, ed. John G, Hanhardt (Whitney
Museum of American Art, New York, 1982)

Against Intellectual Complexity in Music (October 13, New York, Summer
1980)

Parsons, Michael Systems in Arc and Music (The Musical Tines, vol. 117, no.

o4, October 1976)

The Music of Howard Skempton (Contact 21, Londen, 1986}

Howard Skemprion: Chorals, Landscapes and Melodies (Contact 30, Londen,
1987)

Parsons, Michaefand Tilbury, John The Contemporary Pianist { Musical Times,
vol. 1y, 190g)

Potter, Keith Just the Tip of the Iceberg: Some Aspects of the Music of Gavin
Bryars (Contact 22, London, 1935}

The Recent Phases of $teve Reich (Contact 29, London, Spring 1985)

Pritchet, James The Music of john Cage (Cambridge. 1993)

Reich, Steve Wntings about Music (Halifax, Mova Scotia, 1g74)

Revill, David The Roaring Silence: Jehn Cage, a Life (London, 19g2)

Rockwell, John All American Music {London, 1985}

Salfoway, Mike Of Minimal Conscquence? Unpublished dissertation on the
influence of minimalism in English experimental music (Sheffeld
University, 1988)

Schaeffer, John New Sounds: A Listener's Guide to New Music {New York, 1987)

Schwartz, Robert K. Minimalism {London, 1696)

Smith, Dave The Music of Phil [sic.] Glass (Contaet 13, York, Summer, 1975)
Following a Straight Line: La Monte Young (Contad 18, London, Winker rg77--8)
The Piano Senatas of John White (Contact 21, London, Aunn 1gfio)

Smith, Dave and Pouer, Keith [nterview with Phil [sic.) Glass (Contact 1 7.
Lendon, Spring 1976)

Smith, Geoffand Walker Smith, Nicola American Originals (London, 1994)

Stickland, Edward Ameritan Composers — Dialogues on Contemporary Muskc
(Bloomington, 1961)

Minimaiism: Origins {Bloomington, 1993)

Tibury, John The Expetimental Years: A View from the Left (Contact 22, London,
Summer 1981)

Cornelius Cardew {Contact 26, London. Spring 1983)

Toop, David Oceans of Sound {London, 1995)

Walker, Sarah Eclecticism, Postmodernism, Subversion: New Perspectives on
English Gxperimental Music, unpublished PhDD thesis {City University,
London, 1995)

Young, La Monte and Feldman. Morten The Limits of Composition ( Resonance
vol. 7, no. 1, London, 1998)

armmeninan, Walrer Desens Mgt Capronabon wth Sty thee Amienan
Musitigns (Vancouver, 19760}

Zimmerman, Walter (ed.) Mortan Feidman: Essays tKerpen, 1983)

Scores published by the Experimental Music Catalogue ave now available atthe
British Music Informaton Centre, 10 Stratford Place, London Wi,
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