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o TRANGPARERT SHEETS “WITH POINTS . 40 DRAWINGES HAVITIG DX
DIFFERENTIATED CORVED LINES = A GRAPH (Hmfme Loo URITS HoRiZ-
ONTALLY , 20 \J/EP-TICI\LL}’\; AHD A STRAIGHT LIME | THE TWO LAST
oN TRANSPARENT MATERIAL--

PLACE A SHEET WI!TH PoINTS OVER A DRAWING WITHH CORVES
(N ANY ProiTioN). GVER THESE PLACE THE GRAPH. USE THE STRAIEHT
LINE TO COMMECT A POINT WUTHIN THE GRAPH WITHA ONE OUTSIDE.

MEASUREMENTS AGRIZONTALLY oN THE TcP ANMD T20TTo™M LINES
OF THE GRAPH WITH RESPECT To THE STRAIEHT LINE GWE A
/TIME BRACKET (TIME WITHIN WHICH THE EVENT MAY TARE
PLACE ) (6RAPH LNITS = ANY TIME UNITS) .

MEASUREMENTS VER’TiCALK 60N THE GRAPH WITH RESPECT 7o THE
\WNTERSECTIONS OF THE CURVED LIS AND THE DTRAICHT LINE MAY
SPECIFY ACTIONS T0 BE MADE . TRUS , N THE CASE oF( FCHTANA
ML) “TTAPE MusiC , THE THICKEST CURVED LHE  MAY &vE
SOUND ‘?GUKC.E(C;D WHERE THE LATTER H AVE BEEN CATECORIZ
ED AND RELATED QUANTITATIVEL TO 20. (N TH!S CASE . THE
> DTS CONNECTED BY TRE STRALHT LINE™ MUST PERMIT 7h=
CLKTTER To INTERSECT THE THIEKEST CURVED LINE ) INTERSECTIONS
OF THE OTHER. LINES MAY SPECIEY MACHINES (AMoH6 THOSE
AVALABLE) FOR THE ALTERATION CF ORIGINAL MATE RUAL .
AMPLITUDE , FR.E L ENCY, OYERTOTHE STRUCTLUREMY=E CRANCED,
LotPs AND SPECIFIC PURATICNS INTRODUCED. '

MEASUREMENTS MADE MpY PROVIDE ONE OF A NUMBER. OF
“PARTTS To BE  PERFORMED ALONE OR TCGETHER. (M MAKING
TaPe Musit AVAILABLE TRACKS May TBE LESS 1N NUMBER
“TRAN THE TIME BRACKETS GIVEN BY MEASUREMENT=
FRAGMERNTATICR |5 THEH INDICATE L.

TRE Vse oF TH1S MATERIAL 1S NOT LIMITED To TAPE
Musie BYT MAY DBE VSED FREELY T OR INSTRU MENTAL,
Vo CAL AMND THEATRICAL PURPOSES. THUS . AFTER

A PROGRAM OF ACTIOT Apas BEEN MADE FROMOT,
T MY BHE USED  TO SPECIF A PRoGEAM FOR THE
PERFORMANCE OF THE CTRERWISE  UNCRANGAMG MATERLIAL.
WRERE Poss\DLE Temr\\tALL/ ThRI1S AN BE HRCT o™LY
SIMPLE  CRANGES OF TME (STARTING , STOPPING OT
ALso  ALTERATIOTS OF FREQUENCY , A MPLITUDE H0SE oF
EWTERS AND DISTRIBUTIEH OF THE SovrD _H SPACE.
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MORTON

My earliest recollection of music—! couldn't have been more than
five—is my mother holding one of my fingers and picking out “Eli El"
with it on the piano. Like almost everyone else, my early teachers were
very bad. At the age of twelve, however, | was fortunate enough to come
under the tutelage of Madam Maurina-Press, a Russian aristocrat who
earned her living after the revolution by teaching piano and by playing
in a trio with her husband and brother-in-law. In fact, they were quite
well known in those days. It was because of her—only, | think, because
she was not a disciplinarian—that | was instilled with a sort of vibrant
musicality rather than musicianship.

| realize now that that image of Madam Press—a non-professional
with all the ability and brilliance of the “pro”—that “dilletantism"— has
always remained with me. She was a close friend of the Scriabines and
so | played Scriabine. She studied with Busoni, and so | played Busoni
transcriptions of Bach, and spent more time reading his footnotes than

playing.

DVID MATTIIEW’ DON DAVID MOTON—
\ B DOB v ALAN

R

The years passed alinost identically, and with the same random
quality of these opening santences. | composed little ScriabifEEsqie
pieces, gave up practising the little that | did, eventually abandoned my
teacher and found myself at fifteen studying with Wallingford Riegger,
who was equally lax with me.

| must have had a secret desire to leave this dream-like attitude
to music, and to become a “musician,” because at eighteen 1 found myself
with Stefan Walpe. But all we did was argue about music, and | felt | was
learning nothing. One day | stopped paying him. Nothing was said about
it. | continued to go, we continued to argue, and we are still arguing
eighteen years later.

My- first meeting with john Cage was at Carnegie Hall when Mit-
ropoulos conducted the Webern Symphony. | believe that was the winter
of 1949-50, and | was about twenty-four years old. The audience reaction
to the piece was so antagonistic and disturbing that | left immediately
afterwards. | was more or less catching my breath in the empty lobby
when John came out. | recopiized him, though we had never met, walked
over and as though | had known him all my life said, “Wasn't that beauti-
ful?” A moment later we were talking animatedly about how beautifut
the piece sounded in so large a hall. We immediately made arrangements
for me to visit him.

John at that time lived on the top floor of a tenement overlooking
the East River on Grand Street. It was a magnificent view, four rooms were
made into two. A large expanse of the East River, just a few potted plants,
a long low marble table and a constellation of Lippold sculptures along
the wall. (Lippold lived next door.)

The reason | linger at the memory of how John lived is because
it was in this room that | found an appreciation and an encouragement
more extravagant than | had ever before encountered. It was here also
that | met Philip Guston, my closest friend who has contributed so much
to my life in art.

At this first meeting | brought John a String Quartet, He
looked at it a long time and then said, “How did you make this?”
| thought of my constant quarrels with Wolpe, and also that just
a week before, after showing a composition of mine to Milton
Babbitt and answering his questions as intelligently as | could he
said to me, “Morton, | don’t understand a word you're saying.”
And so, in a veiy weak voice | answered John, “l don’t know how
| 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
marvelous. Isn't that wonderful. It's so beautiful, and he doesn't
know how he made it." Quite frankly, | sometimes wonder how
my music would have turned out if John had not given me those
early permissions to have confidence in my instincts.

In a few months | too moved into that magic house, except
that | was on the second floor, and with just a glimpse of the
East River. | was very aware at the time of how symbolically | Telt
that fact. S

| had already become friends with David Tudor while | was
with Wolpe. Now | introduced him to John. Soon afterward Christian
Wolff appeared, and then Earle Brown, who met lohn while he was
on tour in the middle-west and decided to make a new life in New
York in order to be with the new music.

There was very little talk about music with John. Things
were moving too fast to even talk about. But there was an incredible amount
of talk about painting. John and | would drop in at the Cedar Bar at six
in the afternoon and talk until it closed and after it closed. | can say
without exaggeration that we did this every day for five years of our lives.

The new painting made me desirous of a sound world more direct,
more immediate, more physical than anything that had existed heretofore.
Varese had elements of this. But he was too “Varese." Webern had
glimpses of it, but his work was too involved with the disciplines of the
twelve-tone system. The new structure required a concentration more
demanding than if the tcoinione was that of still photography, which
for me is what precise notation has come to imply.

“Projection #2" for flute, trumpet, violin and cello—one of the first
graph pieces—was my first experience with this new thought. My desire
here was not to “compose,” but to project sounds into time, free from a
compositional rhetoric that had no place here. In order not to involve

the performer G.e. myself} in memory (relationships), and because the

sounds no longer had an inherent symbolic shape, | allowed for indeter-
minacies in regard to pitch. In the '‘Projections” only register, (high,
middle or low) time values and dyramics (soft throughout) were designated.
Later in the same year (1351) | wrote “Intersection #1" and “Marginal
Intersection,” both for orchestra. Both these graph pieces designated
oni whether high' middle or low register of the instrument were to be
used wrthm a gwen time stm{:ture Entrances wrthln this structure. as well
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BSTIREe g After several years of writing
e *""{' | graph music | began to discover s
R 4 most important flaw. | was not only
_ _ w  allowing the sounds to be frea_)
ko ; i was also liberating the performer, |
Fn 4 had never thought of the graph as an
vl art of improvization, but more a5 5
totally abstract sonic adventure. This
realization was impertant because !
now understood that if the perform-
€rs sounded bad it was Jess Decause
of their lapses of taste than because
b was stil] involved with passages
and continuity that allowed their
presence to he fe|t.

Between. 1953 and 1958 the
graph was abandonded. | felt that if
the means were to pe imprecise the
result must be terribly clear. And |
lacked that sense of clarity to go on,
| hoped to find it in precise notation,
i.e. “Extensions For Three Pianos," etc. But precision did not work for me
either. It was too one-dimensional. It was |ike painting a picture where
at some place there is always a horizon. Working precisely, one always
had to “generate” the movement—there was still not ENOUgh plasticity
for me. | retumned to the graph with two orchestral works. “Atlantis”
(1958), and “Out of Last Pieces” (1950), using now a more vertical struc-
ture where soloistic passages would be at a minimum,

This brings us to DURATIONS—a series of five instrumental pieces,
four of which are recorded here. In “Piece for Four Pianos” and others
like it, the instruments all read from the same parf—and so what you

[T e e

DON BUTTERFIELD

MORTON  MATTHEW DAVID DON PHILIP
FELDMAN RAIMONDI SOYER HAMMOND KRAUS

have there is like a series of reverberations from an identical saund source.
In DURATIONS | arrive at a more complex style where each instrument
is living out its own individual life in its own individual sound worid.

In each piece the instruments begin simultaneously, and are t+zn
free to choose their gwn durations within a given general tempo. The
sounds themselves are designated, *

The pieces, while looking identical on paper, were actually con-
ceived guite differently. In DURATIONS I the quality of the particular in-
struments together suggested a closely written kaleidescope o sound. To
achieve this | wrote each voice individually, choosing intervals that
seemed to erase or cancel out each sound as soon as we hear the next.
In the BURATIONS with the tuba, the weight of the three instruments vsea
made me treat them as ohe. | wrote all sounds simultaneously, knowing
that no instrument would ever be too far behind or tao far ahead pi the
other. Through thinning and thickening my sounds | kept the image rn[acl.
In DURATIONS IV there was a combination of both. Here | was a little

-
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NEW DIRECTIONS IN MUSIC 2/

Intersectign 3 for Piano (1953) (graph)
Two Pieces for Two Pianos (1954)
Three Pieces for String Quartet (195}- 1956)

Euxtensions 1 for Violin and Piano (1951)
Structures for Sitring Quartet (1951)
Projection 4 for Violin and Piano (1951) (graph)

Extensions 4 for Three Pianos (1952-1953)

The last ten years have seen American com-
posers, paiwners and poets assuming leading
roles in the world of international art to a degree
hitherto unexpected. Led hy the painters, our
whole cultural milieu has changed and is still
changing. The ‘'climate’” for receptivity to the
new in art has improved correspondingly, and
one of the most important aspects of this change
has been the inter-involvement of the individual
arts with one another. Public interest in the
emergence of a major composer, painter or poet
has, in recent years, almost invariably been pre-
ceded by his recognition among other painters,
poets and musicians. The influence of esthetic
ideas has also been mutual: the very extremity
of the differences between the arts has thrown
their technical analogies into sharp relief. As an
example of what | mean by this, we find that
making the analogy between certain all-over paint-
ings of Jackson Pollock and the serial technique

of Webern clarifies the one by means of the other

—a seemingly “‘automatic’” painting is seen to
he as astutely controlled by the sensibilty of
Pollock in its assemblage of detail toward a unified
experience as are certain of Webern's serial
pieces. And it is interesting to note that initial
public response to works by both artists was
invoived in bewilderment at the seeming “'frag-
mentation’” of experience. Although these analo-
gies cease to be helpful if carried too far, it is
in the framework of these mutual influences in
the arts that Morton Feldman could cite, along
with the playing of Fournier, Rachmaninoff and
Tudor and the friendship of John Cage, the paint-
ings of Philip Guston as important influences on
his work. He adds, “Guston made me aware of
the ‘metaphysical place’ which we all have but
which so many of us are not sensitive to by pre-
vious conviction."”

| interpret this “metaphysical place," this land
where Feldman's pieces live, as the area where
spiritual growth in the work can oecur, where the
form of a work may develop its inherent origi-
nality and the personal meaning of the composer
may become explicit. In a more literal way it is
the space which must be cleared if the sensibility
is to be free to express its individual preference
for sound and to explore the meaning of this
preference. That the process of finding this meta-
physical place of unpredictability and possibility
can be a drastic one is witnessed by the necessity
Feldman felt a few years ago to avoid the aca-
demic ramifications of serial technique. Like the
artists involved in the new American painting, he
was pursuing a personal search for expression
which could not be limited by any system.

This is in sharp contrast to the development of
many of Feidman's European contemporaries, for
example B. ! >z and Stockhausen, whose process
has tended toward elaboration and systematiza-
tion of method. Unlike Feldman's their works are
eminently suited to analysis and what they have
lacked in sensucusness they invariably may re-
gain in intellectual profundity and in the meta-
physical implications of their methods. But if we
speak of a metaphysical place in relation to
Feldman, it is the condition under which the
work was created and which is left behind the
moment a given work has been completed.

Feldman's decision to avoid the serial tech-
nique was an instinctive attempt to avoid the

This Columbic High Fidelity recording iz scientifically designed to play with the highest quality |
a new stereophonic system, this record will play with even more brilliant true-to-life fidelity. !

Piece for Four Pianos (195 ?’)

clichés of the International School of present
day ..sant-garde. He was not to become an
American composer in the historical-reminiscence
line, but to find himself free of the conceptual-
ized and self-conscious modernity of the interna-
tional movement. Paradoxically, it is precisely
this freedom which places Feldman in the front
rank of the advanced ‘musical art of our time.

A key work in the development away from
serial technique is the Intersection 3 for Piano
(1953). A graph piece, it is totally abstract in
its every dimension. Feldman here successfully
avoids the symbolic aspect of sound which has
so plagued the abstract works of his contempor-
aries by employing unpredictability reinforced by
spontaneity—the score indicates “indeterminacy
of pitch’ as a direction for the performer. Wnere
others have attempted to reverse or nullify this
aural symbolism (loud-passion, soft-tenderness,
and so on) to free themselves, Feldman has
created a work which exists without references
outside itself, “as if you're not listening, but
looking at something in nature.”” This is some-
thing serialism could not accomplish. This free-
dom is shared by the performer to the extent
that what he plays is not dictated bayond the
graph “corntrol”—the range of a given passage
and its temporal area and division are indicated,
but the actual notes heard must come from the
performer's response to the musical situation.
To perform Feldman’s graph pieces at all, the
musician must reach the metaphysical place
where each can occur, allying necessity with
unpredictability. Where a virtuoso work places
technical demands upon the performer, a Feld-
man piece secks to engage his improvisatory
collaboration, with its call on musical creativity
as well as interpretative understanding. The pat-
formance on this record is proof of how beauti-
fully this can all work out; yet, the performer
c¢ould doubtless find other beauties in Intersec-
tion 3 on another occasion.
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Projection 4 for Violin and Piano (1951) ex-
plores an eantirely different area of musical
ex _rience. A graph piece also (see illustration),

its marvellous austerity is achieved mainly -

through touch, and ! will quote the note to the
performer as an example of how the individual
area of experience in these graph pieces is indi-
cated to the performers:

NOTE:

the-violin part is graphed above that for the

piano. Dynamics are throughout equal and

low.

For the violinist;

Timbre is indicated: ¢ = harmonic; P =
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pizzicato; A =arco. Relative pitch (high,
middle, low) is indicated: ™ = high;, X =
middle: B = low. Any tone within the
ranges indicated may be sounded. The limits
of these ranges may be freely chosen by
the player. Multiple stops are indicated by
numbers within the squares. Duration is in-
dicated by the amount of space taken up
by the square or rectangle, each box (¢ 1)
being potentially 4 icti. The single ictus or
pulse is at the tempo of 72 or thereabouts.
For the pianist:

The ¢ indicates playing without sounding
(for the release of harmonics). Pitches, their
number and duration are indicated as for
the violinist.

A comparison of these two graph pieces, whose
ambiances are so totally dissimilar, gives an idea
of the great compositional flexibility possible
with graph notation.

Unpredictability is used in a different way still
in the Piece for Four Pianos (1957). This work,
scored in notation rather than graph, begins si-
multaneously for all four pianos, after which the
following notes may be played to the end by each
of the pianists at time intervals of their mutual or
individual choice. Feldman has said. “The 1e-
peated notes are not musical pointillism, as in
Webern, but they are where the mind rests on an
image—the beginning of the piece is like a recog-
nition, not a motif, and by virtue of the repetitions
it conditions one to listen.” As we proceed to ex-
perience the individual time-responses of the four
pianists we are moving inexorably toward the
final image where the mind can rest, which is
the end of the piece. In this particular perform-
ance it is as if one were traversing an enormous
plain at the opposite ends of which were two
huge monaliths, guarding its winds and grasses.

In all of Feldman's recent work the paramount
image is that of touch—"the use of the instru-
ment must be as sensitive as the application of
paint on canvas.” (Which brings us back to
Rachmaninoff, Fournier and Tudor.) In some
pieces the entrance into the rhythmic structure
is left entirely to the performer, and it is in tnis
area that unpredictability enters and the per-
former must create the experier . within ihe
limits of the_notation.

On the other hand, one of the most remarkable
pieces recorded here is Structures for String
Quartet (1951). It is a classical string quartet
without sonata development, without serial devel-
opment, in general without benefit of clergy. Like
Emily Dickinson's best poems, it does not seem
to be what it is until all questions of “‘seeming"”
have disappeared in its own projection. Its form
reveals itself after its meaning is revealed, as
Dickinson's passion ignores her dazzling tech-
nique. As with several other Feldman pieces, if
you cannot hear Structures, | doubt that study-
ing the score would be a help, though it is a
thoroughly notated field of dynamic incident,
whose vertical elements are linked by a soft ot
shy contrapuntal stimulation of great delicacy
and tautness. X

- MORTON FELDMAN

David Tudor, Russell Sherman, Edwin Hymovitz, Pianists;

COLUIMBIA

GUARANTEED HIGH-FIDELITY

MASTERWORKS

Matthew Raimord’ and Joseph Rabushka, Violinists-
Walter Trampler, Violist; Seymour Borab, Cellist

In an oeuvre which so insistently provides
unpredictability with opportunities for expansion
and breath, the question of notation at all arises,
for the graph would seem to provide an adequate
control for the experience and a maximum of
differentiation. But differentiation is not Feld-
man's point, even in the graph music: the struc-
ture of the piece is never the image, nor in
eschewing precise notation of touch is Feldman
leaving the field open for dramatic incident
whereby the structure could become an image
(as in Boulez). Notation is, then, not so much
a rigid exclusion of chance, but the means of
preventing the structure from becoming an im-
age in these works, and an indication of the
composer's personal preference for where unpre-
dictability should operate. As John Cage remarked
in this connection, ‘‘Feldman's conventionally
notated music is himself playing his graph mu-
sic.” And of course the degree of precision in the
notation is directly related to the nature of the
musical experience Feldman is exposing. This
notation can be very precise, as in Extensions 1
for Violin and Piano (1951), which indicatesan
increasing tempo of inexcrable development from
beginning to end by metronomic markings, as weil
as the dynamics and expressive development.

Aithough the traditionally notated works are
in the majority on this record (Extensions 1, Struc-
tures for String Quartet, Extensions 4, Two Pieces
for Two Pianos, Three Pieces for String Quartet),
| have gone into the use of unpredictability in this
music at such length in order to reach a distinc-
tion about its use in much contemporary music.
In Feldman's work unpredictability involves the
performer and the audience much in the same
way it does the composer, inviting an increase of
sensitivity and intensity. But in much of the ex-
treme vanguard music in America and Europe,
particularly that utilizing tape and electronic de-
vices along with elements of unpredictability, the
statistical unpredictability has occarred in the
traditional manner during the ‘making of the
piece; it has been employed preconceptually as
a logical outgrowth of serial technique, and i:
is dead by the time you heart, though the music
is alive in the traditional sense of hearing. What
Feldman is assuming, and jt is a courageous
assumption, is that the performer is a sensitive
and inspired musician who has the best interests
of the work at heart. This attitude leaves him free
to concentrate on the main inspiratiuii-area where
the individual piece is centered.

What he finds in these centers—whether it is
the sensucusness of tone and the cantilena-
like delicacy of breathing in Three Pieces for
String Quartet (1954-56), or the finality of the
“dialogues’” in Extensions 4 for Three Pianos
(1952-53)—is on each occasion a personal and
profound revelation of the inner quality of sound.
The works recorded here already are an impor-
tant contribution to the music of the 20th Cen-
tury. Whether notated or graphed, his music sets
in motion a spiritual life which is rare in any
period and especially so in ours.

Frank O'HARA
* * L]

B Library of Congress catalog card number
R59-1329 applies to this record.
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FOR 1, 2 OR 3 PEOPLE
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(continued from page 2)

met = a sgund using metal (generally of low resonance;

met“ = a higher resonance)

E b 2

wd = a sound using wood (generally of low resonance; wd =

a higher resonance)

= a sound made by tapping or touching or tracing or the like

b = a sound made by breathing or blowing or the like (but

not singing) ™
fr = a sound inveolving friction
pl = a sound involving plucking or pulling

sn = a gound involving snapping

- Btret = a sound involving stretched material

In parts V-X notations such as the following not standing by

a note are to be applied to any sound on that page, whether pro-
duced by oneself or another player.

a slight alteration of a sound
= cut off a sound

extend a sound

= raise a sound in some respect

= lower it in some
Christian Wolff

Copyright (O 1964 by C.F. Peters Corporation
373 Park Avenue So., New York 16, New York
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There are ten parts, one to a page. A performance can be made
- of any nurmber of them, repeating none, or of any one, repeated no
more than ten times.

Each part, or page, is a score, and each player should have his
copy of it,

Play al! that is notated on a page, in any convenient sequence,
not repeating anything; except in IX, where any of the events cai
be plaved or omitted any number of times.

Black notes are variously short, up to about one second. ¥ith
stems as sixteenth notes (e.m. in III, etc.) they are very short.
White notes are of any length, sometimes determined by the require=-
ments of coordination (see further on).

A dynamic indication may stand by itself (as at left top of ¥
assume a note to go with it or apply it to any note ziven on the
page. However == or <<, standing by themselves, should always be
applied to a note (any one) already given.

A diagonal line towards a note = play that note directly after a
preceding one.: A diagonal line away from a note = that note must
be followed directly by another.

A vertical line down from a note = play simultaneously with the
next sound (both attack and release).

A small number at the end of a line (e.g. at left top of I) =
coordinate with the second (if the number is 2; third, if 3; etc.)
sound,preceding (if diagonal line towards note), following after
one has bezun one's note (if diagonal line away from it), or play
simultanecusly with the second next sound (if the line is vertical).

If a line to a note is broken by a number followed, after a colon,
by a zero (—2:0—) (e.g. top middle of II1), that number of
seconds of silence intervene before the required coordination.

An o at the end of a line (e.z. middle left in I) = coordination
must be with a sound made by another player. If only one person is
playing, he must coordinate either with a sound he hears in the
environment or with a sound he has himself made unintentionally.

it

(o] :
ot = start anytime, hold till another sound starts, tinish
with it.
= start at the same time (or as soon as you are aware of
jt) as the next sound, but stop before it does.
o
o 0_o

= start anytime, hold till another sound starts, continue
holding anytime after that sound has stopped.

el-

play after a previous sound has begun, hold till it stops.



Horizontal lines joining two notes = a legato from the one to
the other (both played by the same personj.

If no line leads to a note or drops vertically from it, one can
start to play at any time. If no line leads away from a white note,
it can last as long or as short as you like.

One, two or three people can play. I1f one plays alone, he must
realize all '"open" coordinations (lines with notes at only one end)
himself, that is,he must use other notes given on a Page, as he can,
to provide wsunething to coordinate with: or, sometimes, he may use
sounds from the enviroument [as he must when there is an o at the
end of a linel). (He may in some cases have to rearrange the
material on a page and consider a disposition of it which will
ensure that all the required coordinations can be managed.) All
the material on a page can be freely superimposed, S0 long as the
requirements of coordination are met.

If two or three play, the material on a page should be distributed
between them, in any way (in VII a distribution for two players is
indicated); but no material marked off for one player should be played
by another (note: this holds for IX too). Coordination, then, for
‘each player can be either with his own material {as if he were play-
ing alone)--unless there is an o --or with whatever sound(s) he hears
next from another player {(or both).

Players can use any ways of making sounds, allowing for the following
specifications:

Some notes are on staves: play the indicated pitch (reading either
bass or treble clef; sound at pitch; if pitch not available in range,
transpose at least two octaves; short lines off a pitch at an angle =
traction of a tone less than half up where line angles up, down where
down). & TR Ov: o~ vl

Where no pitches specified, they are free (recognizable or not).

Larger numbers directly over a note: if black = that number of tones
(not necessarily played together unless bracketed, 2); if red number =
that number of timbres. No number = one (e.g. % = two tones, one
timbre; - one lone, two timbres). :

Larger numbers on a line between notes: if black = that number of
changes of some aspect(s) of the sound before reaching the next note;
in red = that number of changes of the timbre of the [irst note before

reaching the next one.
' A red number 1 over a note
jmmediately preceding.

u

use a different timbre from the one

a noise (J

x = anything % = = change the direction
in space of & sound
t = a high in some $ - a low in some ©,# = a sound in a middle place,
aspeet aspect in some respect, of the
sounds around it.
A a = a sound in some re- ¢ = a harmonic

-t ]
spect dissonant with asp. ='as possible

what immediately precedes

a sound as far away as possible, in some aspect, from what

immediately precedes it
extreme.

&

(continued on title page)

.
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Play

Play, make sounds, in short bursts,

clear in outline for the most part:

quiet; two or three tires move towards

as loud as possible, but as soon as you

cannot hear yourself or another player /

stop directly. Allow various spaces

between playing (2, 5 seconds, indefinite);
sometimes overlap events. Cne, two,

three, four or five times-play a long 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 and 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.

Color version:

red; blue; white; green; yellow; black;
silver; sharp, short sound; flat: silence;
simpler relationships (1:2, 2:3, 3:4)
mixed with less simple (5:6, 7:8): with
breath or air; soft; long; thin or
flourished.

Variable shades.

Colers need not be symbols for sounds, nor
sounds for colors.

Consider making, sometime, a fabric with
some design in it, but not in two
dimensions.

Or, allow for the possibility of periodicities

appearing, and disappearing (for instance,

shortly on being identified, or immediately

on being imitated, or within 3 or 7 seconds of a signal).

At some point drop two of the colors and two
of the descriptions listed above; and shortly
before finishing introduce five new ones.

Are musical sounds to other sounds as

black and white is to color?

Are the colors necessary? Lights, painting
confetti, the colors already there.

What about texture? Smooth, lumpy, gritty;
streaks, powdered, smeared. even edged,
trailing.

Colors are not to objects one sees as a
sound quality to sounds one hears.

Or are they?



(JU';T-' '— i
Stones t... i

Make sounds with stones, draw sounds out of stones, }
using a number of sizes and kinds (and colours) For—

the most part discretely; sometimes in rapid

Sequences. For the most part striking stones with

Stones, but also stones on other surfaces (inside the

open head of a drum, for instance) or other than

struck (bowed, for instance, or amplified). Do not

break anything.



Sticks

Make sounds with sticks of various kinds, one
stick alone, several together, on other
instruments, sustained as well as short. Don"t
mutilate trees or shrubbery; don’t break
anything other than the sticks; avoid outright
fires unless they serve a practical purpose.

You can begin when you have not heard

a sound from a stick for a while; two or three

can begin together. 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, P
audible beyond your immediate vicinity. Or hum
continuously on a low note; having started proceed with
other sounds simultaneously (but not necessariiy
continously); when you can hum no longer,

continue with other sounds, then stop. With several
players either only one should do this or two or

two pairs together (on different notes) and any

number individually.

You can also do without sticks but play the
sounds and feelings you imagine a performance -
with sticks would have.
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WESLEYAN UNIVERSITY
DEPARTMENT OF MUSIC

& ' presents

" An Evening of Video Art and Electronic Music with Alvin Lucier, and
Guest Artists Nam June Paik and Shigeko Kubota.

Tuesday, November 21, 1972 8:00 P.M.

LY R i

Downey House Ballroom

{18

‘Simultaneous performances of

~ Video Birthday Party of Johm Cage, No. 3 Shigeko Kubota

- Europe on 1/2 inch a day
Impasse of Infidelity
Marcel Duchamp and John Cage

Video Art Nam June Paik
The Green of the South (1972) Alvin Lucier

for players, responsive surfaces, strewn material

and closed-circuit television monitor system. As

the strewn material responds to the musical sounds

in the vibrating medium, making patterns, the performers
either make pre-determined figures or discover their
collective imagery.

Cartridge Music (1960) John Cage
(amplification of small sounds)
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Video Consultant: Bob White
Technical Consultant: Ron Goldman
Performers:

Alexander, Steven
Bohn, David H.
Bohonnon, Kenneth W.
Button, Terry F.
Celeste, Michael J.
Coff, Richard S.
Coker, Edwin L.
Collins, Nicolas B.
Cruickshanks, Donald A.
Driscoll, Ellen
Duncan, Ann S.

Duncan, Bruce C.
Eager, George B.
Forster, James R.
Fusci, Raymond A.
Gilmore, Samuel L.
Gorn, Steve

Greenberg, Laurence P.

JOHN CAGE

Grilli, Stephen J.
Hackett, Raymond A.
Judge, Tom S.

Leganza, Richard L.

- Lehrhoff, Michael B.

Lewis, Barbara A.
Litwak, Howard B.
Mecardle, Peter D.
Monfort, Jose A.
Montalvo, Daniel J.
Plettner, David H.
Richardson, Robert K.
Rousseau, Thomas J.
Sanchez, Edwin R.
Smith, Steven A.
Suleske, Robert T.
Whiting, David S.
Young, David B.

on nam june paik's "Zen for Film"(1962-64)

On the nature of silence: Well now, you know that I've written a plece
called 4'33", which has no sounds of my own making in it, and that Robert
Rauschenberg has made paintings which have no images on them--they're

simply canvases, white canvases, with no images on them--and Nam June Paik,
the Korean composer, has made an hour-long film which has no images on it.
Now, offhand, you might say that all three actioms are the same. But they're
quite different.

The Rauschenberg paintings, in my opinion, as I've expressed'it, become
airports for particles of dust and shadows that are in the environment.

My piece, 4'33", becomes in performance the sounds of the environment.

Now, in the music, the sounds of the enviromment remain, so to speak, where
they are, whereas in the case of the Rauschenberg painting the dust and the
ghadows, the changes in light and so forth, don't remain where they are but
come to the painting. In the case of the Nam June Paik film, which has no
images on it, the room is darkemed, the film is projected, and what you see
is the dust that has collected on the film. I think that's somewhat similar
to the case of the Rauschenberg painting, though the focus is more intense.
The nature of the enviromment is more on the film, different from the dust
and shadows that are the enviromment falling on the painting, and thus less

free. University of Cincinnati. 1968
"Cinema Now"

(edited by H. Currie and M. Porte)
N.B. Dear John: :
The nature of enviromment is much much more on TV than on film or painting.
In fact, TV (its random movement of tiny electrons) IS the enviromment of
today. N.J.P. (1971) -
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