e e e Be A £y €3 €Y ¢y
R : ST gy 2 S -

- e
PR 7
4

 EVE-EASE® PAPER

80 Sheets 10” x 8" College Ruled |




QAP PPPPPPPPAPPPPPPP LA 4420203 00

AVQOPPPPPIFITYP PP




'.9 s ‘E\Pofq_@_\c UStC : 8"_)) W AU ' chp& o W ) 0 B 7

i _W\w\\ v Al ufi_&_}_ ___Ww\ et {J)h«mr Eofega

e aou(\{-f\es (9/ L L) S o\t VL)'\L*‘? USCG’W'LPUSQVS we L
Ub’LSu i e mon\,

e &fc—ﬂ Cc \MU‘I&( ()b$ Leo \fmtuc. SMU u{‘dmm ﬁfh n

: . f\{’_C@H“cRQ(}t 1 Su \fouAMQﬁd ‘/\1\- Q\QC&J\W \C Q/\/t\it\f‘O’ﬂM aw ColT wt‘s’\

_ : bM\\mS W\e&w ooy ‘CL“? _
ot @fm ek WT"‘“ W”‘” "’J“‘L

umﬂtg o ec—,&ww e c=
> d QJLC was le/wal _____

_____ i c)o N L&c it
| "l UZ mcs O sf \ea r“e Wil - e c;svlce mo\tevﬂ(ara

[QC, fo\ﬂ((;_sduvgls \A\Q’QH‘Q ﬁfowmgp ‘\“uu"ﬂ oﬂ C%{‘uyf Cl‘&’ﬁﬂt [qog)

he s o Dsipéf M\\ mJﬂ\ ec‘hfwt c\1 ‘56014“0 fO%ch =B
: ll\-bvv\m O'V\rﬁ'% M&LA\'('LA Ybop.‘-’ﬁ:ll’l

R T 450 CﬂlJ{ M;l ‘geoo chm‘ﬂ)w? (PC‘TWC
™ MUSLC W\I“l\e A {)Lece_ (‘%a’ ) e 'Q Qc\&fv'vlcc g\ fu —
' B oic “a o hamifm-/na A ‘“H‘ot w—m«J WCAU L.
M (J{Qcp i LP 0S5t mr ch@jgp;? OS"C((L\{ Q/Vbﬂ 2
g Do e =%
P %pe a‘(‘!l‘w@a? Wb\o[ \/wwbﬁom W‘f '0

(,0/\'\. \(\GCQJ‘J WV\ . Socud C""l*u eﬂ_"é* {J\ece M°+
" Lv’ﬂtj(-eﬁp o Oﬂ‘ 1m<;{\fuwgﬁlql SOupnds Oﬂ%eoe u (J
Ly i 3_99‘,\,,{_ jw\ec q,g(;Q_Sf ‘1[-5 Sq_g__k\,ﬁ’[ Vb'vw (& o*u{o, pS&: v

_...__M_M:_g_ﬂc_!i?_ __ogi._i ( _C_,_cs\lt_j_&, & Lo




ST dengedeae _ o
tuc{e(‘ W 5V @o( la%o ~ MS"{ Wa\f‘s{\‘%\w m [00 2(94‘5 _ Ii
&ar QOQUCq,\{Na’ﬂ H'V\E\m WA [ GL(‘S a\ﬂ\i\\ UV\W"'V‘S{ ? et 1 J
W\ Cqmr\ s, CMS‘LYRC ei '\%e V\Cq‘ u‘ﬂ j }‘ B
A WQ'S Sc/ 'QA-\ bow Y.pws i | Z\lvw acal @, -
\M lf\ ::

r\m l@ufmcI S{Uﬂcf ‘[ut‘o.ud{ l'_mwﬂ aC{ro’m’oj‘ﬂ

&’tatﬁd 65(,#4/109(‘\& W%\Jt«vt BLQ(% L e
j: __k i You ng CWH(}GS{?Q“S
M/a@"r%’\(( 2D B cuf*:. \ _
CFJ‘W(/L C‘e'lewl)_Lthwf‘-e aliag, Yo Y
N 502N\ vi wam&@\(‘[‘l}[ Ji\. (el
R - 1463 - Qﬂﬂ@:{ru \\Q ﬁ\‘)h«L/ B{\u\ wcuu{ ch ‘Invl‘t@q
" _76&5{[2‘!&2 @ﬂd‘\\nc ‘Oq 0 W Cc’l/ko«e,{' M‘k ‘5 Wl Flec‘[((‘ocﬁeg
‘/1'-5' A an CW“R s md ‘Qrwaue sfeaLte(‘s 'Ja.{\s mukw
ﬂQl(‘c,ugf:rm M'AV‘UM%S mp[m_s_lowﬁewak euw“r] i
tamz wcp\f‘fbecq a—/\mms W\\p \J‘ef‘\( Tw_ei iece jl—Q 21 i
__'_oQoLaIMK C\/\mtmw c& W‘A)Stc l’a‘ﬁ AVe q ]/u‘{‘*lx\m{“ “&,TL\@ el
___e\_lfe(\de@ln-—w e yo %Wvgafsm at | r Caza e lf\aJ

‘m?"s‘? R 67 ST RRATREET. . T

C@& ek ﬁ)f&b %me + @»LpLun \;qs @;5'"@9'

@ﬂ\{ ;;, @ew AL, 5
= _9[/19U 0\ cz)we A %LH-QJ \/Vmu [mog S{o Nes, )
W\dagéroi VRocnd D:w opTu { f)twm,d[

(a m \Mﬂjo{ C:W[OE_P rnm FMJ‘CLQ\{!C Ccﬂ'[ o aliel,
_ OM&\@&(M@A\ V\Qa‘ GO\ Mcogﬁf}% w‘ﬂq\[ ‘gcar Cac,er
q{‘a(’\PS s sovo alk \quuﬁ




E. _ghl_c__ «:o_gm_ gwdiSlW'h:vhwvd[owﬂSgu& -

' . ___—_E‘!:U:_WQS GYSM_{ kIJ;vLS____V‘_-QMY_\j Wit ooty Bstant _
S5 .
, Nd Sjemc,e E‘Q‘ o ayfe Q{J‘Q/_VL_ e lf?&d‘_i L:-_@J __‘L’ '/‘Qﬂtf B - l__:
L 0 [ o SUQLL Tlmnj as Me SC’UHO{ J

ST {5 mls' va-“\l-e Mw{‘om wou

R o Jort et e sy

- ‘_9 (/ Q (/\A‘(\\S\*W‘ﬂ \N‘-@\Q'g Po'f' > wa Cmfoseﬁ Euj‘ofemds,__.

Sl ﬂjtmeg,_. rales //irer P(\OQ _t?.—_s_?kis A




__ﬂ../b_ EledMontc wos ____ﬂ_._;\e,_ie.&f Ve nspiel | Eled w,c/ N
0 sz/mmromwam _ sy
O(‘ % U’,O\t!‘mc WS« 6 s—jo\rw\ Catﬁe
| Be‘@cﬁfe WWJ-L C%“rﬁ(\%ﬁf\* &U Su&] Was F!‘MC{?
[ : looth oo tte \f‘ﬂL ovvxcl Lecenome c,q“ Deving Ovv»& o&*rei‘
-- - wal me\{ Qe \awwwi wa\J SH"“GLLS‘\(QEH ! ‘L\sts
. anwvt‘\re T'/\qi‘o‘aiw\ \/\w/e Yo {eiv N
Ewl‘of)emq/\g T_Eafm c/i a n‘lv LA “‘—\/\QW YU k\.qu‘d-— wefe\l@{in}
- cﬂ@,(w\ Ho\&(\v’ﬂ Potneul‘j ﬂLkC\ d,:?..@:t y&\m as \WPG(‘*MT&S )r
M‘Gﬁd& 0’{’0 uc:\\ DW(FN%T Qf\’w\\(‘ov\wwj\ Po qc\l\ \fe\fT PL‘vﬁ'tC(l

jtedwﬂ 15 What e <ﬂ leecqoge ,§ The. ffaceSS
_:f_ S5 (Add b‘ow[ cadm o\ Evfafefw_\ 55 oum Wde /l"%
- \/Jm_c}w./\n e T—QN‘“E\C Qw(a?( Loca‘\ﬁo{ W E&S V\[[}l;e N

Zaai Cme Mcl Wloo On Fe e Ve e oLso ket «cfg(owﬁ
. Jﬂﬂ-&‘\{‘{? ¢ \ o [" Bﬂkﬂ@_ﬂ\ {_GUS N,
q_: . QW‘JI QJ[S Caan GQ.O W[/lel- ‘U\Ll.,, u;u-\fL Clm \h/\{\su/awc\v
Do oom esferd ] The ﬂqq% G
= Caxwuﬂoﬁeuq CM \49 as f’L\){SCCGL' ac a('“t(gtfs !hm‘feg

‘“ _____ /\F-Cf‘o\t WA S ia € _Sq__thQCOWS Weie C(OSQ / MVG[UQCP
k Wkﬂ\ H‘c:(‘(d’n P-at wn\€e e
P Chpden VIR 5m4 eddor Wigh glass Gty
_\ e -S;a/m{(u Wag oo ?cavm'j Wavv&ei Yo (&Q::t CmﬂOJQP S e
™ D.w V\o{ Cﬂqu Cci n@uw)l [45 O) Mkfﬂ SJ(VOQQUR C"’m ?chn o Lo
: ﬁY\ ey 9{1\0\/"‘36 TL\O/VK m &a- Wl _‘..S_‘Qf.\h’leﬁ‘ﬂ L o
A u\taftslr\a CWVKM QﬁL oM J;Q hin % CL( ne§ € 2
______ ba&L cui QV‘QL&, e | U/\M(,-F Lo ﬂ‘j’(‘ @dm\,( %\W e

M‘f WOMS af\e, Tcleq (‘,L\mc&' Muigtmul‘ﬁwmqj Heds . 58
Cq‘useavwl c:[ OUW%S C""M_;{,{Ll;{ SWVI {ﬁf' \(o Gtr:\{wn Datm\[/=

= L=




e e

i Oue\(‘\m %e\f\eé oN wo\s; of.\QS

—

|___d_\§t€*‘\\ umac.es ai. @Mmumxctk\\tm
\N@‘&‘S @'V\ \‘\Q&-@ lawqa ouaf‘\cmm 504 \Q6 Q,v_*a,ﬂigo‘ SMHQS

Ii! Com__tmgr Pgu:jd OM(\\\ OUQW\M S“l\l‘ucfxfu(“l

|

L T Tekuks ben (aapl heoonn) send b
_____ _____ _;!______

___u_,__a’l_
______,_1'..__..__.______._______ S
S b e e TR S Y
£ _____! aatte s S Aabi o T T MR TORG ;. I
e N T I O
|| |



_ Ca,&\g w«‘o&@,a )L WL"Q\(\Q, C&aec,_ilmj ck/{a()l.. c.e(‘%uu\ :
i — {] {«Jt\ “(\m\ns{@ w\,s*(td‘um\“\ww ﬁflml ele.— welt —
W:(l“ *:&F:E‘ LC\,\/\WK Pftm{aﬁ\ W’Lu?t{. v‘\ [V\A&%‘QTME”QC\( _ \
C/c:”W\ oge( €5 e oot e posaen o] compogels

E: OVV\J\\*§MQ€&{'\CL\\§K Pe¢ o:‘_vLele cfm szé‘si\v‘om 'WL*O.\‘?Q
f& 5% @&QWNQS Q&ﬂ@ftme CLMS \JO hQ QMﬁeﬂaﬂfﬁ’fﬁ lecavse
A Na \{‘W’@Uc{ MQ%&ML c{’lcnc,e O\/V\aQ V{\Qﬂ acw

wilh chronce,

bbbHHHLHHLLHLDL LY

__E_u(‘g@& ______ i

bove W5 cians wenre 0| Q:l(htq WU?}T'? c&Q\Q&f\Mim{‘e _ o

_________ fke 0 Than LaM€¢thf Scx"\ﬁ’%\&e% ‘\o-mz____ o

_% A-@’vv\ a,t\ Votes a e eaw& _____ dmct BEec.
AL\/'L 0099\43(‘ *:p '\ﬂ(\a '-’\{q nL PdUdiN)SQ "FE-VXG%QS iodmd“ T

% \/\4‘-&\\‘:5\( G-WU 2@ TU‘Y\Q_, wﬁ:{w U’{V\i %e{\:iﬂdon‘{ ld’El’\S -
O%M@ on oh !‘\n ﬁlm Yesl nslyuunei ‘a"# ‘“Lé’c UguoyoclRe,
Pre- Adm‘mme @e,- [Manul \/a@‘te re adual p \(‘ocegz +‘w‘”e

d—Cﬁ"VV\QUSL w’ll o) -.:L 0(30014‘2_4/ eV,

: S CCMJ{ U S Pf M‘PQ MQQ*EY‘\M{ML?, %Y Fuwaﬂ&vﬂ Tar Vel
Q@{*Q\i‘W\M&CV 34 ret S s o

._L\L\.rﬂ \‘f‘efm_nuc Sy 0 Lo o s M SR e b AR
"\15‘(;(&44 e wcw“u o Can qu 2y Yo Wb'lv -D’ltnc«S [ = :

jromae Wo e comp I} o hen Cvme"fwwﬁ Efts____. BPRE

‘\‘q,“m avwi Mj@uno[ ualau‘ etec‘&{‘o-m#mh r‘ea\a?,e& WQD«V‘M( : 5

_ ma{e‘{ffm not ] WPH%CA?] ETM Wl cmrp\‘te SGUV\DD
| _‘\,0 BUL\\—'Y‘/\W\j QS h@ﬁAom |

e e »




E g‘[r'(‘aq\@ ﬂi" (t\";l“m} go{J( Es wm@w Veye vo 'ﬂcTQ-—-— s'jra(‘*tj ord. On

/[’L (,a &\/%\LW’\S W % VOW- l\waa{ wkSie T s _ ;

(\atsic e (_Hu a&nJW\OZQ\"ﬂ c&%eg‘\r C‘/&x\(‘ \mal{‘ ‘91&:@9 "

E e LT R R )

U Ko Ji\ —1'9\0&0’?\‘5{&?5 m[m A7

H\n\n _CLUu\.dA\-_\W’M hased on ,C"‘Y\ﬂu@\’wj na \“m er rJLJLd‘_ i
f’%%cuﬂ}k %jw.na\ V\ \*S Qw»{k m__;__{tm ufa\ [cwugLs;m bm

—_. iN a(‘\\‘ e

So Acw\ e‘k _,U"Q AT«-JVIJ: &(‘oﬂ ciown Ywa‘&umut‘] Q{:ﬁq %

W_gu_bcltom‘w\{ I/Ju\\ qo w:» jrv_.Lﬂ FWQqu‘W

\Aptk(um *gof‘(,e AL I gl
Teve A Hen i‘e‘aea‘srei MWB Tl—szoﬂ@a}

'h;ﬂ,\ TLJW.\_ =@ue\n_mm%di—tims%ﬂ:m E) W anl:\:e?( |
__/LQ/V\ f“?*‘-’{r\ \&\0 pl‘d/V\cQ B MU$MOM1V1 ‘T\/\o %*’H [ (\@Ca 4 Lr |

Coan sl c\_Cpok anSc@ni*\wJﬁ T los b o Yo 4041@ i

.S Y).ch&eud\a T\r«eca? Neads _ c.co\w \’/g_\r,-L.mr'

C e M\i hﬁev[s 54\, {mm oor&mummmf Q(‘c_etu{’ Wio V'@
T‘/\G-/\(L oNng T'”‘?‘j Jr onNce VeCavie. Eéf W\QoQua e Qitl‘w LWUcﬂnwﬂ(
WQJW\ \’\ Ay & Vo~ \memr‘ e 3 3 S

T Ot Wowecavse aud-allc), Ockons & o corlain paua e

tW\.Q,[ w&fl%ceoq '{]L Oh‘-‘?-i“ Wos ooy tv\_o“nd}_m_ T R~

o W“h\ M\eﬁf“ﬂq a0 (ng

i “Umm s otht g qor

e ¢+ T Sd/wuz, \‘wmewgciemrs Tnsjrwvi‘mwwg

F“’\{L O(QCQS Sevne .J:\l@m '\rdU co\ ?{ﬁr.f\ﬂfﬂywhfﬁ' ---—mr;-?é-nw

laua-L&aF} iﬂo E.»emsu%__..“-_ )_gw_i is Wove Jmﬂbf‘\{w\# s
“Zefo-time

| _ I Ch. el Zef_h ol ec,‘grovl’l:c LM.Q(Q o . leqm_@f‘d'ﬂ(@m ﬂecn{Q MUP




\(5&-2;(\ i‘\;[ %o w},ug « (s n\:;k%z‘em “hvwa f\lew"“/\ w{w r\j ey | R
ou o\ gq ul\{ BOUH\ _
5‘%:4\ L—uc, 2 e p ece ‘Qo(‘ WM]Q ‘Q“P

[ uw\o S. Iv\ QJ? Wina\-e SCG R *f‘azns‘ﬂmbww gL s
_‘(‘c \@Q 5u@~ef‘lmaoﬁ@£ MJ- alﬁ:wvvt 0/1/1 Qv(‘ val (ous 5. i
Q. \J( 0 wunu\f's e . = op We \IWL‘RHM M’k_ﬂ\d’%k‘?j\ e e
a‘d \* amui’:“\( wh M wxoméjél‘h_o {Jaec.a m(tmjﬁf)_gawi::ﬂawe y =k

ja«: Soundk s yncyed dl Que@‘m ol =l
e c,emeee:f—\/wm (\)o cwme,{r *o rS\urn l/lcvw L

S,Jw’ﬂnc] WA Cﬂ-’VfIt-QAm omfy Qmulfamwm*fl-——*"

| was, @vw[/daﬁ‘qs‘)@lx WW\‘XQGL Yo [%& tew{\ \Ke‘s# m

bﬂé Vo 17 um——-'“Lm(I{bu‘&vAd’ﬂ S {QCOL wg “AQ{MC{ VWS"‘""“

L 5%&(%% SCGU'E W\an‘kqn m M&@\Qrmlndc Go{ ule my
*D\Q Wtat\er @l Go cﬂeen v TLDC\‘ ‘}\Wke sonse ¢ LMJec? Cwn(d Q{e
4 e ww,lr \07 qs AN

%‘\f\s_ﬂ;’f «um o | Tk J‘&L LP (au“prqhm
ISC:‘LJQjVU?(‘Ro/H o;f-’\ '\gsw Q:&lch 4««\-& Y:;d;%fmfm T"\edfv—f -
L s vePh., puye m
Lu(‘,-e, i‘mM \(ernq *\o Cacyo . it e_bUth'[RS whu uin
‘)la.\[e\“‘s o {)m‘lﬂc% S%Uck‘v’d’ﬂ ‘{'o 1\(’[\ Wh’y W\ aL I
(,cuqe was Jc: \oec(;u‘\ Qu N SJYEP Q}J Qorvr\\ Cosz MO\[,I,O( ?eél
oov s Wiovd , T\r\e col AYelleture Seltool (H
_ m — j'lfll{ RM+‘E9 Aour (a&Tl"{ol(‘nl&‘ O'e\[\ Q‘-'X "
¢ 5 _._QQJJY g“('vd{ (’-GQ W\h/l SUL‘&’“QM Wl/‘d Sa. ]/\2 Nﬂl‘;‘lj =2
gjml%% bt o coymposer &'31: 28 became (at 94949

- Egg{* Lt byl QWH\ Sﬂ’W\LWS lo D!AW{‘VL Qw, : 3
jhpg \ms\tt‘omwf{s \ﬂu{‘ V\d\f mnboqﬁ% \oln [dSoﬁ o
- Thean \eeaam ch(‘kmq wfha ms‘tf‘vm%s welhool Jotermak

St . __j




-

| Q‘il“o\(\ — dwomns ¢ Percuss
R 55 {Gepa el pone _ %
A 7 B (ﬂ_ﬁ'{_‘t&is_s_:ﬂﬂf — Atomtowms : QcA_ «d’ﬂe =
lWO"A_\ngg\Z\S_(_ﬂo‘\F 0\(\lne&s:<':) v Bep

2 S e piee

2 compler thlhmic schowss, linear Dok Tehiy]
_precie scoe , coventionl

-
12“_1{1__) ety
_

)

/]

A

a3 _%_S nc;uuﬁ WU%‘W- (w:\h/\ Lou \:‘tgk_fﬁswi)_ 1441 Y_"\_@iﬂ}l e
_ o . \!Jc&e{‘\m Yiloholly o't G DM . Davowest itlvones
. oA &’{_‘9&_‘[‘4- _o\fum S hassad
. - Toueder cheds o
': L L eweieanin o wxe._(.f%sk C\/tjhmc_(ad_%ﬂ‘ﬁs.o&vm{w’ﬂ /5{‘¢‘Vc‘L/~f e

L e e e s

e SW\\‘eﬁ—g—e‘jM&{‘ o% ?L@c-(’. ({S W\oth,\ ol Q»p{&:\l"_ﬁ : S{ﬁugﬁf_e_"___t‘?{f_{_

S idea i\ayi B et N, d lals cadlury QAM@*\%S ; P
ﬂL#_CL\.j‘ ._/ § %_ o i

B e Gt sy Lconbesdn. Cage Cowell Yarrsger
L e __..R(ﬂ.c.{ﬂ{\fi_l_nus‘;’-f“ 1€A. s IS .
. Time 3 fgooo




e

|
e

c(/\&c(n. T‘K ot:k . ‘S;PL;-E \}u{){é ‘SLCL@WQ\{ g ‘_ ‘“lm

|
e |




E i

B ___U_'/{ 4 SJM s OPems—T\'—‘__njg . —Im‘*unm QQq‘\ri‘uc‘Lm ,{r f )

. l A4S, V\* ua Su ‘!‘558 R_
_: iRz 66\1"‘@“\ ) B,hj/h% Cal Qt(;&tomr
- | i 5

N auibb heeuex louvjf'(\«wimo ay & M"*\ﬂ&a[ s s o
R Pust&ok\n o e sthap Tl/:}

:_' T (_a.@l: cc\wﬁ § 0€p€s (:]e Wms”lf e@wﬁhm LN S
:[_ Oﬁ% l m{’ue»m;e Us&l pevcussion, D?lvl\l WM{% Cﬁr‘!‘\f
acouv\al a 'h\a W‘(UG‘Slrm ———-me{{tcevj So ugel ﬂ(e()«(e‘)} =
I-.”_.__. 9‘0\4\0 bECO’W\E ‘/\l':': taMMlWV\ TLﬂq/\ Useoqx Q[PC, fonc Sm»ml

(WlaS‘L Q‘m\c%'((3 Yo

- [\la Fate: %wjl\ms th _\qw@‘{\m winle (uxe fr@wrvuawt nmi \D‘M}/ 2o s‘to\r‘{ej b
_;. \;U\ Some \\MG iM-FLCL eS| dew 0 LS — Duc/\’mamr\} W'W‘Jt 7 A S
R lencete, Puite fadg R

_ = . Ccupf_ & w\e& G0 S‘ouvw['s ‘Ql( aatece 7 Coum{( =
- BTN Q“J‘\ s oueld Caﬁﬁaﬁes sowals »er ﬁ |
‘o SR \/\curj\ \(‘s QiYC W\qﬁt“i & quml SCofe — K e S 6‘ m WS - L0
(e Sflﬁc‘fv ‘JfWNZ G c[wv«m@ lf)tf L HOW “o S (C ¢ Tho Sc’vnlq

“ e ’-}ﬁ:{‘m “aﬂf eG‘W‘W‘-i S 'QLP&‘WMIC woth [ar_t_ts (R'E‘MQ .
o i M\LL H‘Leé( T mo‘/at@m Wale o <5 gl fiece

“ E ’ Cc»u(o{kl_ofe—[ch ﬁleﬂl ‘{‘oﬂk Pwptﬁ_l’\awa Sf)(_tc_f' ({‘ﬂcfmr .

Loand, GR'W?\ L
I = \Rmr‘n 0 VS "}ﬂﬁle OL\'\JJWS @hf@ﬁ"ﬂ\ﬁ D)&{J[pl"a(, (Ca 7B or% 5"“?\0(
C[Aaw:}c«@?'}q\itcs oaﬂ/vuv\j “f oé\"adu
e 149179 — - —
WA — WW:\' m’__l‘_\ﬂ‘ﬂq_wm“y LmMaQSf«P*g #l—‘

g gef/( (S0 Uam‘s L “}« €g aﬁ{\ QLU \}eL C\:M«Q CP(Q( ) [gfﬂc[(hmem
cag) o e muef‘/{ﬂ-ea'{ T ol -{’c\f('cwhc mv‘icc_l Refrep

t\"ucke ﬂnece R‘l@«aﬂe& \we (44 ? J




I

Sk | ey ?;
L inawe—S __“,l&ms_v_h_lx. Dawl \J\/\Lams“ S‘[‘th\( Pam[ y L|

HOHBHOHLDBH®

W\( Aot @LMY 1481end§) «— . et

'__‘? FO\”\%"‘-’V\ m\ 7 M‘?/;& QUQ\(‘L SLO e CYove \fu [;c; ._.___________ _ E
ou'lt\ N Tnm{‘@j \9 0 6@ ntcfv\m \r‘/\ UserL as. &3@ E:&WZ J
Qﬂl‘wt., Su{he‘\ﬁm V\f‘q. oé__gouvd» Ln \‘ (l-QCoGQ 1 +_,
Wlon

&«»Loloesn“r Yuive W plee. ./mke wou Wﬂﬂv P -5«47

o e o dd

|

.!

= e R e 4

1

-!

i

: . i
!

b i
e SIS A R S -y

1

= - i

r'

— _ ———— ;'
.

I

f

i

|

.

= Lo R B S e NN, _ B e e ;
sm — e

i

!




el N DY~ eI

61“{\.,, Yo OCCu(ences™ cfR \(bvncg \“"0 \/WLWZ Em‘-we\h’lrv +g e '

Y S :
g s Wﬂﬂ/\ QML\ Jﬂ/\gq“" oY~ Cavstﬂ-wb e@»?c'i‘ now- linear Ln Ca‘mfbs {w’nf !
i!g; o P! P.) F‘\ Dv\\liblnj/mrgaunaﬂ Con cwﬂ_d/ﬂ( Tz’\w\ﬂ’\ /SO“V\J _ —|
i.g B, [ W\US(C:L r“_:"-‘}ruv_v;gﬁ_ ﬂgk}?ﬁeu’ Qof fmdvcﬁj %GUWD M“‘"Pr ﬂj_.— --—__.II-E
BN TE=) . A 3 ]
= = W\Ju‘c{ Cumm ﬂmg_ﬂ_m o C) W'lLLH‘V"NOVS OCCUWA/]CQSL _‘f

W‘UG ‘1c Okl VlcF%Qk«W{ ‘QO_ CCWWLFM Qﬂ:fhff 5CLW‘€_W T"f’q, ﬂCCtJ%{S =

(14 & # in__
Aheask Jon &mj e L L\e e ijh _____ Mﬁ ___ ]

___ -.i_..’ed'{?%‘ekf\f\ J@\/\ k{}ﬁd (" .aﬁvx Q“LL 0 Yo e DJ_Q__Q_E.L_,)L)QJA

E J;CL% RN - __._..
N @2 | 64 . mgmgfcmlam\m w\ej\ ’Lh toms_in eaL {ﬂ |
: S e (g lMS 6“"‘1 ld ng{le* ...... ve \Qfdlf-bn LS_V'\Q CL_We Ea.j}L ne Co __*—

\m«e o sjuke r% \f&'séxf ({Wa wg 'tl«e chw.\ o1 c,[z\_wq, %‘2@ r_a_,__{PS L

N ____ omsihed he
Qo’vul wv--i{} 5& \\KS L"\kra.ol{ mr ) AQ‘\_ (o 'eJa J@'we Wth’[ cowxsj?))

_ __ H*@aélﬁ \[n_. SQL all Hs ﬂ{f’iﬁ we C\“M%J H'Qﬁ‘-é\i G(r@yt i ‘-\"“‘J)

B Tals L S
TR VT SOV WY1 | S —

_ ___ g = ‘J\P-ja,s(\ve (,("chj jmaBees Fw s S\Oﬁ%’w L Uf\iwj_ _ o e

e 4Pj4‘-ue e \195 S———" oiE  JESIDEW e IS0 .

it | __Cd—) 4 WG\\ LSS e ___C_:t\mr o OET— ey T
\N’_Tm wR p et =

e e TR AL e

. B(M\J:\:u&e \.Mvck\ M \ag oy [m"\'\mq w\h’\ imag Lty Wag
|\]\/o—vs.;i‘2(§y Wiclow % _?Z; L\QSQW f‘qs _wapc%}: %E [1:_7;__

Pmmi was m‘lﬁ‘{’«\“?j‘{”(—nt;n_w m@te‘{{’!’mmaf __W_Ccs{“ B et




Cﬁﬁf: 0\1(((_\?"‘4"\5\ for scove Fontons Wi

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?
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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)



1

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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MUSIC AS A GRADUAL P

I do not mean the process of composition, but rather pieces
of music that are, literally, processes.

The distinctive thing about musical processes is that they
determine all the note-to-note (sound-to-sound) details
and the overall form simultaneously. (Think of a' round
or an infinite canon.)

I'am interested in perceptible processes. | want to be able
to hear the process happening throughout the sounding
music.

To facilitate closely detailed listening, a musical process
should happen extremely gradually.

Performing and listening to a gradual musical process
resembles:

pulling back a swing, releasing it, and observing it
gradually;

turning over an hour glass and watching the sand
slowly run through to the bottom;

placing your feet in the sand by the ocean’s edge and
watching, feeling, and listening to the waves gradually
bury them.

Though 1 may have the pleasure of discovering musical
processes and composing the musical material to run
through them, once the process is set up and loaded, it
runs by itself.

Material may suggest what sort of process it should be run
through (content suggests form), and processes may suggest
what sort of material should be run through them (form
suggests content). If the shoe fits, wear it.

As to whether a musical process is realized through live,
human performance or through some electro-mechanical
means is not, in the final analysis, very important. One of
the most beautiful concerts | ever heard consisted of four
composers playing their tapes in a dark hall. (A tape is
interesting when its an interesting tape.)

It's quite natural to think about musical processes if one
is frequently working with electro-mechanical sound equip-
ment. (All music turns out to be ethnic music.)

Musical processes can give one a direct contact with the
impersonal and also a kind of complete control, and one
doesn’t always think of the impersonal and complete con-
trol as going together. By “a kind” of complete control
| mean: by running this material through this process |
completely control all that results, but also | accept all
that results without changes.

John Cage has used processes and has certainly accepted
their results, but the processes he used were compositional
ones that could not be heard when the piece was per-
formed. The process of using the / Ching or imperfections
in a sheet of paper to determine musical parameters can’t
be heard when listening to music composed that way. The
compositional processes and the sounding music have no
audible connection. Similarly in serial music, the series
itself is seldom audible. This is a basic difference between
serial (basically European) music and serial (basically
American) art, where, in the latter, the perceived series
is usually the focal point of the work.

What I'm interested in is a compositional process and a
sounding music that are one and the same thing.

James Tenney said in conversation, “Then the composer
isnt privy to anything.” I don’t know any secrets of struc-
ture that you can’t hear. We all listen to the process together
since it's quite audible, and one of the reasons it's quite
audible is because it's happening extremely gradually.

The use of hidden structural devices in music never appealed
to me. Even when all the cards are on the table and every-
one hears what is gradually happening in a musical process,
there are still enough mysteries to satisfy all. These mysteries
are the impersonal, unintended, psycho-acoustic by-prod-
ucts of the intended process. These might include sub-
melodies heard within repeated melodic patterns, effects
due to listener location, slight irregularities in performance,
harmonics, difference tones, etc.
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my ears to it, but it always extends farther than | can hear,
and that makes its interesting to listen to that musical pro-
cess again. That area of every gradual (completely con- _
trolled) musical process, where one hears the details of Hx.
the sound moving out away from intentions, occurring for i
their own acoustic reasons, is it.

Listening to an extremely gradual musical process opens mi

| begin to perceive these minute details when | can sustain
close attention, and a gradual process invites my sustained
attention. By “gradual” | mean extremely gradual; a process
happening so slowly and gradually that listening to it
resembles watching the minute hand on a watch — you
can perceive it moving after you stay with it a little while,
several surrently popular model musics, such as Indian
Classical and drug-oriented rock and roll, may make us
aware of minute sound details; because in being modal
(constant key center, hypnotically droning and repetitious) i
they naturally focus on these details rather than on key “

modulation,. counterpoint, and other peculiarly Western
devices. Nevertheless, these modal Musics remain more
or less strict frameworks for improvisation. They are not |

processes. Nv_i

The distinctive things about musical processes is that they

determine all the note-to-note details and the overall form )
simultaneously. One can’t improvise in a musical process — Nl
the concepts are mutually exclusive. e

While performing and listening to gradual musical pro-
CEsses one can participate in a particularly liberating and H
impersonal kind of ritual. Focusing in on the musical
process makes possible that shift of attention away from
he and she and you and me outwards towards it. W
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AlVin Lucier -

THE QUEEN OF THE SOUTH (1972)

for players, responsive surfaces, strewn material and
. closed-circuit television monito? systems

Sing, speak or play electronic or acoustic musical instru- :
ments in such a way as to activate metal plates, drumheads,
sheets of glass or any wood, copper, steel, glass, cardboard,
earthenware or other responsive surfaces upon which is
strewn quartz sand, silver salt, iron filings, lycopodium,
granulated sugar, pearled barley or grains of other kinds
or other similar materials suitable for making visible the
effects of sound. T

Surfaces may be excited by making sounds either directly
on or very near the vibrating’ media, through the use of
loudspeakers or directly-coupled audio transducers,

As the strewn material responds to the disturbances caused
by the musical sounds in the vibrating media, observe, while
playing, continuous variations of concentric radial patterns
in round surfaces, parallel diagonal patterns in rectangular
surfaces, increases in the number of elements with in-
creases in frequency, whole movements or migrations with
increases in amplitude, interference phenomona, visible
beats and imperfectly formed patterns caused by.the pecu-
liarities of both the musical sounds and the vibrating media.

Make musical activity either to discover in real time the
visual images characteristic of the identity of the performing
ensemble with respect to the time and place of the per-
formance, or make pre-determined patterns including
lattices, networks, labyrinths, flows, currents, rotations,
bridges, streams, beams, heaps, eddies, dunes, honeycombs,
imbrications, cells, textures, turbulences, vortices, layers,
figure-eights, lemniscates,  spirals; rings, rivulets, trees,

branches, pools, dentrites, bushes, balls, pigeon eggs, quad-
ratoids, tetragons, pentagons, hexagons, flowers, hollows,

ramparts, figurines, walls, peaks, pillars, columns, volutes,
annuli, fissures, plates, rams’ horns, crypts, spicules, worms,
webs, clouds, storms, spherules, zebras, plumes, embryos,
rills, buttes, mesas, grooves, fountains, swastikas, mandalas,
crowns, crosses, scapulas, beads, medallions, topologies of
near orfar environs, plaids, tweeds, road signs, floor plans,
tapestries, - diamonds, stars of David, gardens, corals, sun-
bursts, faces, angels’. wings, fans, berms, gullies, washes,
mosses, daisies, weaves, signs of the zodiac, almonds, clock
faces, calendars, moons, planets, mirrors, demons, gems,
stigmatas,; sanctuaries, playing fields, wheels, whales, palms,
ferns, cypresses, blindfolds, ladders, urns, Adams and Eves,
cisterns, sepulchres, tongues, dragons, toads, eagles, swans,
fishes, plumes, rooms, tombs, hosts, hats, animal tracks,
fossils, footprints, rugs, bones and ghosts,

From timeto time, apply fire and ice to the vibrating sur-

faces to change their temperature environment and thereby
alter their characteristics.

Make liquid versions using water, glycerine, mercury, plas-
ma, heated raolin paste or other viscuous liquids to bring
about hydrbdynamic phenomona including frequency-de-
pendent site locations, constant directions of eddy-rotations,
amplitude-dependent rotation speeds, the creation of
lissajous figures and anti-gravitation effects which occur if
sounds rerhain constant and the vibrating media are tilted
or held Vvertically.




Take sounds from the vibrating media by contact, vibration
or air microphones in order to discover and amplify
changes in the original sounds due to the physical character-
istics of the media through which they travel and for pur-
poses of single or multi-channeled playback during per-
formance or recording on electro-magnetic tape.

Use closed-circuit television monitor systems in fixed close-
up positions with rear-screen projectors to verticalize and
enlarge for the players and audience the visual images made
by the players’ sounds on the material-strewn suifaces.

All musical considerations including pitch, timbre, lengths
of sounds, texture, density, attack and decay and continuity
are determined only by the real-time decisions necessary
to the image-making processes.

Do not touch the vibrating surfaces except at points through
which nodal lines pass.

Thanks to E.F.P. Chladni (1 756-1827) and Hans Jenny (1904- ).
(Commissioned by and dedicated to Gerald Shapiro and the
New Music Ensemble, under a grant from the Rhode Island
Council on the Arts.)

Alvin Lucier
January 20, 1972
Middletown, Connecticut
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mandala

é minutee for 2 performers & 3 poaitions
with bodily contact

40th parallel
speculations in nyn

arpocrate sitting on the lotus flower B & T
plus "red, green or yellow"

intimate & personal

‘black & white

the nine sevens
closing the eyes
the japanese tour
arma up 1, 2 & 3

blood & champagne

" mask

music for a glase not too big

the gentleman with the hand onfthe.breast
‘visible musie

the secret

chair is a thing -
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VQSpaés (1968)

for any number of players who would like to pay their respects

to all living creatures who inhabit dark places and who, over

the years, have developed acuity in the art of echolocation, i,e.,
sounds used as messengers which, when sent out into the environ-
ment, return as echoes carrying information as to the shaps,

size and substance of that enviromment and the objects in it.

Play in dark places indoors, outdoors or underwater; in dimly-
1it spaces wear dark glasses and in lighted sgpaces wear blind-
folds., In empty spaces objects such as stacked chairs, large
plants or human beings may be deployed.

Bquip yourselves with Sondols (éonar—dolphin), handeheld echo-
location devices which emlt fast, sharp, narrow-beamed c¢licks
whose repetition rate ean be varied manually,

- Accept and pafform the task of acoustic orientation by scanning

the environment and monitoring the changing relationships be-
tween the outgoing and returning clieks., By changing the repe-
tition rate of the outgoing clicks, using as a reference point

a speed at which the returning elicks are halfway between the
outgoing clicks, distances can be measured, surfaces can be made
to sound and clear signatures of the environment can be made, By
changing the angle of reflection of the outgoing c¢licks against
surfaces, mulbiple echoss of different pitches can be produced
and moved to different geographical locations in the space, Scan-
ning patterns should be slow, continuous and non-repetitive,

Move as non-human migrators, artificial gatherers of information
or slow ceremonial dancers. Discover routes to goals, find clear
pathways to center points or outer limits and avold obstacles,

Decisions as to speed and direction of outgoing clicks must be
made only on the basis of usefulness in the process of echolo~-
eating, Any situations that arise from personal preferences based
on ideass of texture, density, improvisation or composition that

do not directly serve to articulate the sound psersonality of the
environment should be considered deviations from the task of echo-

location.

Silences may occur when echolocation is made impossible by the
masking effect on the players'! returning echoes due to the sat-
uration of the space by both the ocutgoing end returning eclicks,
by interferences due to audience participation or by unexpected
ambient sound events., Players should stop and wait for clear
situations or stop to make clear situations for other players,

BEndings may occur when goals are reached, patterns traced or
further movement made impossible.

For performances in which Sondols ars not available, develop
natural means of echolocation such as tongue-clicks, finger-snaps
or footsteps or cobtain other man-made devices such as hand-held
foghorns, toy crickets, portable generators of pulsed sounds

thermal noise or 10,000 cps pure tones. _ -

LY

o -



Dive with whales, fly with certain nocturnal birds or bats {par-
- ticulerly the common bat of Burope and North America of the fame
ily Vespertilionidae) or seek the help of other experts in the

art of echolocation, :

Activities such as billiards, squash and water-skiming may be
considered kindred performances of this work,

Note: a kit of four Sondols is availlable
on rental from either CFE or the composer.

Thanks to Donald R. Griffin.

Alvin Lucier
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WESLEYAN UNIVERSITY

MIDDLETOWN, CONNECTICUT 06457
' DEPARTMENT OF MUSIC

presents

.A CONCERT OF COMPUTER MUSIC AND FILMS

RMSIM 1, The Bird Of Bremen Flies Through The Houses Alvin Luecler
The Burghers (1972)

An imaginary bird, its wings flapping 60 times
per second, flies through a digital computer
(program) at the speed of sound. Via digital/
analog converters, filters, voltage-controlled
amplifiers and a reverberation unit, the computer
simuletes changes in the size and acoustic
characteristics of a source room in which 1s
deployed an omni-directional microphone. The
positions of the bird's wings, at sampled moments,
determine the width, length and height of the
newly generated rooms plus the reflective and
absorptive qualities of the materials of which
the rooms are made,

12

EMSIM 1 is concelved as a real-time environmental
sound control system. The present version 1s a stereo
mix of e UY-channel recording.

CIRCLES Doris Chase
music by Morton Subotnick

POEM FIELD NUMBER 1 Stan Vanderbeek

SEE SAW SEEMS Stan Vanderbeek

CYBERNETIK 5.3 John Stehura

LAPIS - <l llly James Whitney

Wednesday, May 9, 1973
150 Scilence Tower

5 PM

Admission Free
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WBAL Studio C
May 25, 26, 27, 2973

The Sonic Arts Union is an electronic music ensemble. Its members
are Robert Ashley, David Behrman, Alvin Lucier, and Gordon Mumma.
Their purpose is to make possible the performance of musical ideas
that lie outside the scope of ordinary concert situations and to
explore resources of sound production which result from the broadest
application of electronic technology.

During their three days at WBAI the group will provide a variety

of sonic experiences throughout the afternoon and evening.

The situation is informal so that the audience can come and go at
will, at any time during the day. The Sonic Arts Union presentation
makes the process of electronic music accessible in a more informal
atmosphere than is usually associated with the traditional concert
situation.

Robert Ashley is director of the Tape Music Center of Mills College,
Qakland, California.

David Behrman is a.composer and musician with the Merce Cunningham
Dance Company, and producer of contemporary music recordings in
New York City.

Alvin Lucier is on the music faculty of Wesleyan University,
Middletown, Connecticut, and music director of the Viola Farber
Dance Company.

Gordon Mumma is a composer and musician with the Merce Cunningham

Dance Company, and an author and electronic designer in New York City.

Music by the Sonic Arts Union is recorded on Mainstream MS 5010.

Administration: Artservices
463 West St.
New York, N.Y. 10014
" (212) 4989-4953

This program is made possible by a grant to the Sonic Arts Union
from the New York State Council on the Arts.




Ecrdon Mumma: notes for CYBERSUNIC CANTILEVERS

CYBERSUNIC CANTILEVERS is a process of music. Anyone may participate.

CYBERSONIC CANTILEVERS is related to other processes in which
neople participate in discovery, perceptual and intellectual
challenge, and entertainment. Among these processes are
satellite communication, data processing, bio-medical telemetry,
and space exploration. These are processes in which information
is electronically transformed.

The electronic sound transformations of CYBCRSUNIC CANTILEVERS
range from very simple to extremely complex. The most extreme
processing of CYBERSUNIC CANTILEVERS transforms the original
sounds into entirely new sounds, which may have no perceptable
resemblance to the original. :

The process is in five stages. All are stereophonic. The first
stage consists of sound sources (for example, microphones,
cassette recorders, electronic circuits.) Stages two, three, and
fuur are electronic transformations which change the pitch,
articulation, and timbre of the sound sources. The last stage
presents the transformations in a quadraphonic environment.

Participants are invited tu monitor any stage of the process.

At electronic monitoring staticns participants may hear (with
stereophonic headphones) and see (with stereophonic nscilloscopes)
any stage of the prucess they choose. Also, participants are
invited to add tc the sounds of the process, and may bring their
own pre-recorded sounds oun cassette tapes, or produce sound

live through microphones.

A word about the words:

CYBEKSUNIC: Cyber --from the Greek "kybernan" to steer or guide.
{Cybernetics, the science of control and communication,
is cuncerned with interactions between automatic
control and living organisms.)

Sonig --pertaining to sound.

In CYBERSUGNIC CANTILEVERS some of the electronic
transformations are automatically derived from the
sounds themselves, and some from the interaction of
people with the electronic system.

CANTILEVERS: Cantilever --a projecting beam, anchored at one end,
and supporting a load along its length by means of
tensions and compressions which are distributed

within the beam. (Typical cantilevers; flagpoles,
airplane wings, diving boards, certain bridge
structures, and the seesaw.)

Anchored in the original sounds, or in parts of the modification
process, the sonic transformations of CYBERSONIC CANTILEVERS are
projected through the supporting stages of the electronic system.

BB, S — e ——— —--fi
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David Behrman: notes for HOME MADE SYNTHESIZER MUSIC WITH SLIDING
PITCHES

Many people are now working directly with the raw materials of
electronic technology to make sounds, lights, or video images.

The availability of cheap integrated circuits and paper-back
how-to books has made it possible for a self-styled musician

to design his or her own electronic music synthesi,er; just as,

in the stone age, the availability of the chisel made it possible
to fashion one's own hand-hewn wood-log drum. The practice of
making one's own instrument is a veperable one, though it may have
been inhibited during the past industrial centuries.

Although several brands of commercial music synthesizers have

been around for half a decade, they tend, when used alone, to produce
sounds which are guickly used up by our culture (become clichés.)
This is probably because they are designed as general-purpose,
saleable packages adept at producing everything from TV commercial
sound effects to imitation of conventional instruments.

The instrument used in "Home Made Synthesizer Music" is incapable
of making most kinds of electronic sound. But it does make one
variety (extremely dense, slowly shifting harmony) wore easily
than even three or four of the largest, most expensive commercial
synthesizers. It cost about ope-tenth of its equivalent in
store-bought units and is small and light enough to be packed into
two suitcases.

Programmed initially and then left to itself, it can provide

a sound environment of indefinite duration. It can also be
played by one or two people. A flashlight photocell signal
distribution system may be added for a third of Tourth player.
Or it can be used by an improvisatory ensemble--such as the one
currently making music coincident with the Merce Cunningham
Dance Company.

Its hardware consists of 32 stable voltage-controllable oscillators,
eight envelope generators, eight voltage-controlled amplifiers,

and mixers. Tuning during performance can be done with freguency
counters. The sound is best heard surrounding its listeners via

a four channel loudspeaker system,




Robert Ashley; notes for IN SARA, MENCKEN, CHRIST AND BEETHOVEN
THERE WERE MEN AND WOMEN (1972)

Text by John Barton Wolgamot (1944). Printed privately in two
editions (of which this reading is the latter), differing in title
and, reputedly --- though I have not had the opportunity to confirm
this ~--length (one page.) A poem of 128 stanzas, each stanza

the same sentence with four variables, three of which are names

or name groups or name constructions, the fourth, the adverb of

the active verb. To my mind one of the most unusual and beautiful
(and memory-defying) sentences in English.

"In its very truly great manners of Ludwig van Beethoven very
heroically the very cruelly ancestral death of Sara Powell Haardt
had very ironically come amongst his very really grand men and
women to Rafael Sabatini, George Ade, largaret Storm Jameson,

Ford Madox Hueffer, Jean-Jacques Bernard, Louis Bromfield,

Friedrich Wilhelm Nietzsche and Helen Brown Norden very titanically.

The permutation of the four variables over the 128 stanzas give
the poem a clear musical form (suggesting both fugue and sanata),
binding together groups of names and adverbs into "themes" that
are as obvious and as difficult tu paraphrase as music. Fourteen
names (seven each men and women) reappear in various number

hierarchies throughout the poem. These I understand to be the
herces and herocines of the story. Uther names are repeated,
apparently as secondary "themes." And finally there are hundreds

of names that occur only once(all of the grest names of Western
culture since the Greek philosophers, with the list becoming more
comprehensive and enigmatic as it includes the American literary
and musical culture of the early 20th century), whose poetic
function I have not deciphered.

My score suygests an alternative of two electronic settings in
which the poem may be read. — These are distinguished by reading
speed and by the effect of the electronic devices on the vocal
sounds. The setting from which this realization is derived

allows for the possibility of any number of thickenings that follow
the stanza structure of the poem synchronously, and includes
instrumental accompaniment, vacal embellishments, and elaboration
of the physical environment in visuel, temperature and tactile
modes.

In this realization the sounds of the voice are analyzed by means
of filtering to plot the frequency of occurrence of seven different
sound compaonents (plosive attacks, fundamental frequencies, and
five harmonics), each of which guides the synthesizer in synchro-
nization with the reading of the poem. The seven tracks of syn-
thesizer activity are mixed together with the voice and distributed
over the four channel matrix.

(realization for Moog synthesizer by Faul DeMarinis and Robert
Ashley, January, 1973)




Robert Ashley: notes for STRING QUARTET DESCRIBING THE MOTIOUNS
OF LARGE REAL BODIES (1972)

For the past few years I have been interested in the phenomenaon

of the identity of sounds--how we distinguish among sounds by

their causes or origins or meanings. These interests were expressed
in various ways in the form of four pieces, called ILLUSION MODELS,
which were designs for hypotheticeal, computer-controlled sound
environments. In an attempt to illustrate the ideas of the

ILLUSION MUDELS I designed performance pieces that were based on

the same principles as the hypothetical models, hoping to suggest
through technical concepts how the aural illusions might occur

in the time domain of music.

From the technical solution to the requirment of one of the
performance pieces (extremely precise synchronization of very
short sounds) came the ideas of the STRING QUARTET DESCRIBING THE
MUTIONS UF LARGE REAL BODIES, in which, through the process

of mixing together short sounds from different points of origin
in time, a single "line" of sounds of different "identities" is
"synthesized from each instrument,

There are two kinds of sound in the STRING QUARTET DESCRIBING

THE MOTIONS GF LARGE REAL BODIES, guasi-random, discrete pulses

from the string instruments (from a particular manner of playing)

and those same pulses delayed and electronically modified. The

two kinds of sounds (identities) are intermingled, because of the
delay mechanism operating oun one of them, to form a series of pulses,
some of which are "original" and others of which have had their
identity changed electronically.

The ensemble factor of the wourk (a "quartet") is composed not in
the actioung of- the performers---egach instrumentalist earries out
the requirements of the score independently---but in the inter-

connection of the electrenic components, where the alteretion of
the sound materials is dependent upon the coincidence of events

from the various instruments.

The title cumes from the images that kept occuring to me while
I was reading Worlds in Collision {Immanuel Velikovsky) for the
first time, which coincided with working on the STRING HUARTET
DESCRIBING THE MOTIONS UF LARGE REAL BUDIES.

Realizatiun by Robert Sheff and Robert Ashley, January, 1972




Robert Ashley: notes for REVISED, FINALLY (APRIL, {9g1-AFRIL, 1973),
FOR GORDON MUMMA

For any number of pairs of players of similar sounds. The idea of
the composition has been to provide a situation where the player's
sense of tempo is used in a way that is similar to the use of his
sense of pitch relations in part-singing. The title refers to my
problem of finding a musical representation of this idea and to the
time when so many of my musical thoughts were inspired by my
association with Gordon Mumma., I think this revision is final.

Robert Ashley: notes for QUARTET (1965) for any number of wind
or string instruments

A program of sound-actions for any number of players acting
independently, not a time schedule of ensemble events. Each

action has its own duration, based on the mechanics of sound
production for the instrument involved (breath length for wind
instruments, bow length for strings.) The score suggests optional
actions for performances by more than one player that recognize the
ensemble situation without restricting the individual player's
freedom, including the possibility that the players may develope

an ensemble silence of indefinite length. The title refers to

the design of the score and to the fact that the program was
derived from an earlier work, in_memoriam,..ESTEBAN GOMEZ (gquartet.)

Alvin Lucier: notes for RMSIM 1, THE BIRD COF BREMEN FLIES THRUUGH
- £ THE HOUSES OF THE BURGHERS (1972)

An imaginary bird\qits wings flapping 60 times per second, flies
through a diyital ‘gomputer (program) at the speed of sound. Via
digital/analog converters, filters, voltage-controlled ampljflers
and a reverberation unit, the Cumputer—gfhuldtea'changed in the"
size and acoustic charéct9115t1c5 of a suurce room in which is
deployed an omni-directional microphone. The positions of the
bird's wings, at sampled moments, determine the sidth, length

and height of the newly generated rooms plus the reflective and
absorptive qualities of the materials of which the rooms are made.

RMSIM 1 is cunceived as a real-time environmental sound control
system.. The present version is a 4-channel recording.

RMSIM 1 was commissioned by Radio Bremen for the 1972 Fro
Musica Nova Festival. It was composed and recorded at the
Wesleyan University Computer Arts 5Studia.
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