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Steve Bronson

Southwest of Four.Corners

Teec-nos-pos

night speed headlighted old road
walker asphalt wide squaw eyes toward
Betatakin

afternoon whispering groups

evening long shadow spanish

bayonet cream silken lily

spike clump ghost-dust yucca moth gone
Ha-ho-no-geh

canyon tan cocoa grey white
rockbands Navajo weaving hot

Oriabi

rooftop ’dobe eagleperch

turtleshell drier kiva

cacique sunwatch Thirtfway Mart
Flagstaff

O that strawberry roan guitar

rye whiskey roamer Bar Sixty-six
Phantom Ranch

dancers to Tennessee Waltz Janst’s
scotch on the rocks two billion year once
Bill Williams

northeast clope whiteface juniper range
where deer and antelope . . .

H’up, little sorrel. Same same’s

scrubs got a corral to home.
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Music Beyond

the Boundaries

By ROBERT SHEFF

and MARK SLOBIN

EDITOR’S NOTE: The following is part on of a two-part comprehensive
survey of independent and cooperative music activities in America since
1950. Part one includes a general introduction and a specific discussion of
several representative works, Part two, forthcoming in the next issue of
Generation, will cover a wide range of composers, festivals, and concerts,
as well as a substantial audiography and bibliography.
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Here we are in 1965 and the avant-gardehas
moved in down the block. At this year’s Buf-
falo Arts Festival, housewives brought their
knitting and children. Life says that the far-
out is fun for the family,

New York, San Francisco, and Ann Arbor,
Michigan, have year-round new music activi-
ties, and property values haven't fallen yet.

It’s not necessary to write an historicecritical
analysis of activtics you can enjoy just by
dropping in at your local festival. We merely
intend to fill you in on what you might not
have seen or heard about.

In unfolding the new American music over
the last fifteen years, people (composers, per-
formers, audiences) have discovered: America
has become the world’s leading exporter of
music. Anything can become musical or the-
atrical. Music as a live art can develop in many
unstructured ways. Art can be communal ef-
fort.

Scientific progress, social change, and musical
innovation have occurred simultaneously, Pre-
sentations of sound, action, and image have
also changed, and no longer fit the ecarlier
classifications of Art. When one is presented
with multiple-screen projections, sound on
magnetic tape, and motions of bodies all at
once, is it necessary to define the situation
specifically as musie, cinema, dance, or the-
ater? And when these events happen at the
same time, what is the importance of their
relationship? '

When everyone contributes what they can do,
someone chops wood, someone carries nails, an-
other lays out plans: they all build a house.
Bob Rauschenberg remarked that art is what
you get when you do something. Sometimes

(28)

W here are we, . .

going.

What are we. . .

doing,

Morton Feldman says, “Now
that everything’s so simple,
there’s so much to do.”

John Cage says, “Perhaps it
isni’t music if it bothers you.”

tommunal action is planned artistic activity.
The “concerted action” that John Cage and
his friends did 2¢ Black Mountain College in
1952 brought together Cage, Rauschenberg,
Merce Cunningham, David Tudor, Mary Caro-
line Richards, Charles Olson and others to do
what they ordinarily did on stage: dance, play
piane, read poctry, project movies, and give
lectures, all at the same time.

Once in Ann Arbor, Mary Ashley called the
major to get street space for a sporting event,
called Truck on a corner. At eight in the
evening, some trucks gathered, and twenty or
thirty Ann Arborites put on activities: Tina
combed her hair, Gorden and George did an
audio-visual show, Bob lay stiff on his back
dressed in black, . . A concert let out nearby,
adding thousands to the crowd which had al-
ready  built wp, and at 10:15 police
arrived in trucks. They hauled Mary off and
everybody went home. '

They did Track another time at the lake:

** ADVERTISEMEN'T = *

TRUCK TRUCK TRUCK TRUCK TRUCK
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Human Pyramids, Life Saving, Games, Music,
Action, Sun, Swim, Eat, Drink, Love, Laugh,
Sleep, Play, Enjoy, and

BE IN THE MOVIES BE IN THE MOVIES
Bring your family, friends, radios, lunch, beer,
hats, blankets, beach towels, books, cards,
cameras, and coke.

IF YOU PLAY A MUSICAL INSTRUMENT,
BRING THAT TOO. Yes, plan to stay all day.
Plan to stay all day. Plan to stay all day, Plan

The primacy of American musical influence
has become a fact. Europeans now look for-
ward to the latest creations of American com-
posers with the same enthusiasm that Amer-
icans once awaited continental imports. This

N N

Orpigalik, Eskimo composer-
hunter, and fisherman says:
“Songs are thoughts, sung
out with the breath when
people are moved by great
forces and ordinary speech
no longer suffices. Man is
moved just like the ice floe
sailing here and there in the
current. . .”

He continues: “Something. . .
will keep him thawed up.
And then jt will happen that
the words we need will come
of themselves. When the
words we want to use shoot
up of themselves—we ger a
new song.”

TRUCK ON A STICK
the deliciously different one
pink nothings

peach nothings

mocha nothings

honey nothings

fudge nothings

cherry nothings

marble nothings
chocolate nothings
pistachio nothings

fr. vanilla nochings
nutty covered choco-
late nothings



shift of attention came about largely through
the activities of a group of American com-
posers who met by accident in the early post-
war years: Henry Cowell, John Cage, Earle
Brown, Morton Feldman, and Christian Wolff
(then in high school), as well as associated
artists, Robert Rauschenberg, Marcel Du-
champ, Max Ernst, Phillip Guston, and others.

The war had left a jagged break in Western
musical tradition. The post-war world was
left with the unrealized heritage of Schonberg
and the largely undiscovered works of Webern.
In Europe, the younger generation brought the
Webern revival and the redwuctio ad absurdum
of serial composition. Certain elements of the
American musical community accepted this
European orientation; the small group in New
York sensed the need for new approaches and
new material rather than repair work.

Morton Feldman says, “What we learned was
that there are no catastrophes.”

In the early “fifties, Christian Wolff composed
a2 work avoiding intentional continuity by
means of geometric manipulation: he created
the piece vertically while instructing the per-
former to read horizontally.
L]

Notation cen serve to present specific char-
acteristics of a musical situation. Historically,
composers sought to clarify their intention
through a system of lines, dots, and letters
which would preserve an image of their mus-
ical idea. Over the course of the last two cen-
turies of Western music, composers have tend-
ed to work with ever more precise definition
of each musical parameter.

In the twenticth century, some composers be-
gan to feel that no matter how precise the no-
tation, compositional calligraphy did not take

“People sometimes ask  why
dor’t you just specify what
you want and be done with
it? I do. . . It’s as though
you take a walk with a
friend, . ., going by whatever
ways you like, agrecing on
the way, with a direction in
mind or getting lost, or go-
ing nowhere in particular,
and you are absorbed by this:
the landscape in which they
walk is what is given.”

mto account many factors of live music: the
passing of time, the psychology of performer
and listener, the environment. For example,
the marking espressive does not mean the same
thing to two pianists on the day a piece is writ-
ten, or even to one pianist before and after
lunch; twenty years later, the same perform-
ers or others will have a markedly different
concept of espressivo. Faced with a rapidly
changing performance practice, plavers now-
adays feel a responsibility to spend much oi
their time recreating older styles. The aim oz
recent notational change has been to give the
performer innumerable ways of realizing a
composition,

Meanwhile, on the West coast, Harry Partch
has been experimenting with new scales and
instruments for thirty-five years. Housed for
years on a Petaluma, California chicken farm,
his instruments, with such names as the bos,
the surrogate kithara, and the spoils of war,
are based on a tuning of forty-three tones to
the octave.

Partch feels himself opposed to the “universal
acceptance of scientific authority,” and in de-
scribing his instruments, adds, *1 have never
belittled primitive means nor primitive insight,
and in this case I choose the most immediate
and feasible way under the circumstances{’
Realizing that “the spoken word was the dis-
tinctive expression my constitutional makeup
was best fitted for,” Partch has used colloquial
speech, street cries, Chinese poetry, a friend’s
letrer, wall scribblings, and Shakespeare in his
pieces.

Partch often adds striking titles to his com-
positions: Revelation in the Courthouse Park
or Aud on. the Seventh Day Petals Fell on Pet-
aluma are just two examples. His forty-three
tone scale is based on years of acoustical re-

Excerpts from The Bewitch-
ed, 3 Dance Satire by Partch:
I: Three Undergrads Become
Transfigured in , Hong
Kong Music Hall, IM: The
Romancing of 2 Pathological
Liar Comes to an Inspired
End, V: Visions Fill the Evyes
of a Defeated Basketball
Team in the Shower Room,
VII: Two Detectives on the
Tail of a Tricky Culprit
Turn in Their Badges, X:
The Cognoscenti are Plung.
ed into a2 Demonic Descent
while at Cockzails.

“My instruments belong to
many traditions, especially
including the present ones. . .
but the rebelliously creative
act ds also a tradition.”



search, summarized in the out-of-print Genesis
of @ Music, still available in many libraries.

“] am not an instrument builder,
but a philosophic music-man seduaed into
carpentry.” Partch also does not chim to
have discovered fhe path for music to take:

“This work is not offered as a basis for substi-

tut¢ tyranny . . F

By 1950, any sound and any action could be-
come musical, and did: electronically generat-
ed and transformed tones and noises, silence,
and ordinary (extra-musical) activity.

Cage’s Imaginary Landscape No. 4 is a graphed
work for twelve radios. At its premiere, it
fortunately, or unfortunately, appeared after
midnight at the end of a long concert. Al-
most not broadcasts were available, since miost
stations had signed off, and the performance
unexpectedly became a gesture of silence. Aft-
erwards, Cage said, “It certainly was not what
you might call a rabble-rouser.”

Earle Brown’s concept of free-wheeling pa-
rameters led him to write a Trio for Five
Dancers (1953) in which he superimposed
staves over the markings of a dance notation.
The resulting composition accompanied the
dance. Other graph procedures were adopted
by Morton Feldman in his I[nfersections and
Extensions of 1951-3. His notation gave speci-
fied “ranges” of pitch, metronomic pulse
(“icti”), and instrumental timbre. Dynamics
and individual pitches were left to the per-
former. An interest in gradual metamorpho-
sis of a given chordal density led Feldman
to reverse his notation: the “breathing of
the work,” a basic impulse set up during per-
formance, replaced mechanical rhythm, and
other parameters were specified. Soft, slow-
moving chords are typical of his recent mu-
sic, like the wide open spaces of The Swallows
of Salagan,

Graphed scores were not ac-
ceptable under United States
copyright laws until the mid-
dle *fifties,

Gordon Mumma’s Medium Size Mograph pre-
sents 2 straightforward graphic notation. Each
symbol extending to either side of a central
axis indicates a movement to produce a specif-
ic timbre or to make 2 non-sounding action.

J A

Chance in music applies to 2 means of compo-
sition, such as flipping coins or other random
procedure, to provide material; the composer
may then completely determine the material
or present it indeterminate of peformance.
Indeterminacy in music applies to performance
of material in which the performer makes some
final choices in filling out musical parame-
ters; “‘the composer provides the camera and
the performer takes the picture.” The act
of listening is indetqrminate both of means
of composition and of performance.

This page may be read in
any direction, or be. cut into
quadrants with each section
turned separately. It may be
played by any number of in-
strumentalists, with or with-
out the magnetic tape part.




On the next page you'll tind
an entirely different graphic i
notation, George Cacciopo’s
Cassiopeia. This piece could i
never be cut into quadrants.
Its notation is an open fol-
low-the-lines chart. Size of
points indicates dynamics, i
letters are pitches, their num-

bers are octave registers,

white notes are harmonies.

In performance, any conflict

in following direction of lines

is resolved by free passage ‘
between islands.

CASSIOPELA

.

The term aleafory is often mis-used to refer
to chance and indeterminate music. The term
applies to another compositional process:
ALEATORY: “Having or pertaining to ac-
cidental causes and hence not predictable;
felt as a matter of good or bad luck and thus
thus easily attributed to benevolent or malev-
olent forces.” Composers of the aleatory school
build a certain amount of “controlled” acci-
dent into their works. The percentage, tim-
ing, and duration of randomness are “possi-
bilities” carefully worked out for the per-
former by this hybrid method.




COMPOSITION 1960 No. 5
LaMonte Young *

Turn a butterfly (or any num-
ber of butterflies) loose
in the performance area.
When the composition is over,
be sure to allow the butter-
fly to fly away outside.
The composition may be any
length, but if an unlimited
amount of time is available,
the doors and windows may be
opened before the butterfly is
turned loose and the composition
may be considered finished when
the butterfly flies away.

TRUCK
Mary Tsaltas

Truck is now available
throughout the United
States and Canada.
Your instructions are:

Find the busiest street

in town.
Sit on the curb.
And watch the sculpture
go by.
I you are afraid to put
your feet into the street,
please do not send money.
SECOND MERRY OVERTURE
Robert Sheff

Place many small, wonder-
ful, little animals in and
about a musical instrument.

Keep saying, “I think it is
marvelous that things are
the way they are.”
The piece is over when
the little animals
get bored.

In August, 1952, David Tudor played the pre-
miere of a piece by John Cage in which the
performer makes no intentianal sounds. The
work introduced four minutes and thirty-three
seconds of silence. Tudor marked off the three
movements of the piece by closing the piano
lid at the beginning of each section and open-
ing it at the end,

Once Cage spent some time in a completely

soundless experimental laboratory at Harvard.

He heard two sounds, one high-pitched and
one low-pitched. Scientists explained that the
high tone was Cage’s nervous system in action,
while the low tone was the pulsation of his

circulatory system.
At 2 San Antonio performance of another Cage

piece that contains much silence, a little old
lady approached the performer after the con-
cert and said, ““When you didn’t play for a
while, I was listening to the air conditioning
and the birds outside; was that what I was sup-
posed to do?”

The first performance took
place at a country hall which
opens out into a forest. The
wind and the rain continued
throughout the silence.

Cage’s large collection of lec-
tures, essays, stories, and
writings is called Silence.

An obvious correlation has
been drawn between the silent
piece and Robert Rauschey
berg’s all-white canvases,
painted prior to 4’33,




In a performance of a tacet (doing nothing)
piece, people are observing, listening to, and
expericncing the working of the environment
-« . perhaps more than usual. When the per-
former begins to play, the situation has not
Changed.

An interest in creating new audio-visual en-
vironments has generated new concepts of
theater in America: entertainments simply
called “theater events,” works like FEarle
Brown’s Light Music, a huge piece for musi-
cians and operators of light projections, and
“total® presentations of light, sound, and
action which involve everyone present in im-
provisation. Milton Cohen’s Space Theater is
perhaps the best example of the “total’” ap-
proach. The landscape of the Space Theater is
formed by a series of large geodesic frames,
surfaces on which an ingenious array of
equipment projects, distributes, and trans-
forms abstract and everyday images. Light
diffused in all directions sometimes gets lost
in the nooks and crannies of the studio, giv-
ing motion to naturally inanimate objects,
and continuity and stillness to natural anima-
tion. The first productions in San Francisco,
and then in Ann Arbor, used complete tape
pieces, composed for the light theater,which
emphasize spatial mobility and a “program’
in their use of material. A simple notation
was developed that gave performers freedom
to make immediate improvisatory gestures.
The unfolding of 2 performance is guided only
by a chart of general color sequence, and by
the response of performers to each other’s ac-
tions. At the Space Theater production of the
1964 Venice Biennale (Mawnifestazione della
Luce ¢ Suono), the huge performance arena
gave room for the movements of the Iralian
audience, who explored the area at the same
time the performers were presenting simul-
taneous clectronic sound, light, and human
activity, as shown on the following pages . . .
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The Space T'heater draws on new sound sources
for live performance gnade available by sci-
entific innovation. The mushreoming of the
high-fidelity industry has allowed composers
to easily acquire a limitless world of sound.
Well aver 2 hundred electronic music studios
have been established in the last fifteen vears
for audio experimentation. Actually, anyone
owning a tape recorder or a contact micro-
phone can explore the sound properties of any

object; in short, he can make music.
The basic processes for which studios are

equipped are the generation of electronic sound
impulses and the manipulation of both elec-
tronic and natural sounds. Some studios are
involved only in sound experimentation: and
other theoretical considerations such as the
development of a notation for tape composi-
tion. New equipment and studio designs are
constantly being developed by composers and
research establishments. A composer continual-
ly modifies his workshop to fulfill changing
musical situations.

Such flexibility need not be expensive. In
a recent article, Gordon Mumma peints out
that an electronic studio can cost much less
than a Mustang convertible or a grand piano.
He sets a bare minimum of $700, and up to
$2000 for a powerfully versatile studio.

One type of electronic composition consists
of a roll of magnetic tape which contains the
completed piece. The titles of Richard Max-
field’s pieces suggest the subtle textures of his
sounds: A Swarm of Butterflies Encountered
on the Ocean, Amazing Grace, ltalian Folk
Music, Wind, and Congh Music. Robert Ash-
ley’s Fourth of July grew from informal re-
cordings made the afternoon of that holiday
in 1960. Some of the material was manipulated
and the rest left as it was, The sound of Mary
Ashley’s sporting event, Walk, was made dur-

“Everything’s got its own
tune.”
—Davy Flynn, age 10

Equipment is developed for
any number of purposes. Re-
cently, Nortronics laborator-
ies was commissioned by the
local gas company to develop
a four-track recording head
to enable blind meter readers
to easily handle data. The
new mechanism they devel-
oped will also be useful to
the electronic composer, since
it uses standard-size tape
rather than commercial half-
inch tape.




ing 2 two-hour walk around town, and con-
tains all the sounds she encountered, plus one
near-accident. Mumma’s Epoxy stemmed from
successive experiments with a wide range of
homemade electronic equipment, glued togeth-
er in “soundblocks.”

One of the most popular of natural sound
sources is the human voice. James Tenny starts
with the familiar sound of Elvis Presley in
Blue Suede, and Bob Ashley’s friendly P'm Not
Afraid of You, Boulez, delivers its message
in unusual register and double-keyed speed
Presented straight or in altered form, the hu-
man voice somehow always remains musicall
meaningful. Gordon Mumma has used natural
speech patterns as a trigger device for elec-
troni¢c impulse. In the third of George Manu-
pelli’s Five Short Films, Mumma created 2
sound track in which outbursts of sound were
set off by the vocal rhythm of a broadcaster
reading the news. In the fifth of the films,
Mumma reversed the procedure. He is cur-
rently working on a new sound-track tech-
nique for Bruce Baillie’s forthcoming movic
on America. An optional “obbligato™ two-track
tape will turn a screening into a live perform-

gfnlf‘ac."sound effects” of Hollywood, radio, and
television were among the first widespread ap-
plicztions of audio experimentation. Louis and
Bebe Barron produced the remarkable score
for Forbidden Planet. More recently, compos-
ers have begun to work on soundtracks as mu-
sical compositions that do not just “accompa-
ny” or “dramatize” but take part in the action
of the film.

John Cage has done a great deal of invention
of electronic media for live performance.
Many of his scores are instructions for as-
sembling and distributing pre-recorded sounds.
Other works are directions for creating thea-
ter pieces which involve electronic means.

2 o .

Five Short Films:

December 1962: A Film for
Hooded  Projector (Music:
Manupelli), I Love You Do
Not Be Afraid (Music: Ash-
ley), Say Nothing About
This to Anyome (Music:
Mumma), I Must See You
Regarding a Matter of the
Utmast Importance (Music:
Ashleyy, If You Leave Me 1
Will  Kill Myself (Music:
Mumma).

Cartridge Music (1960) provides a framework
for. realization in live performance. Sound ma-
terial is derived from the amplification of small
sounds: objects arc inserted into phonograph
cartridges connected to amplifiers.

Avxiliary electronic means, such as the at-
tachment of contact microphones to objects,
also produce sounds. The score consists of mo-
bile plastic transparencies which furnish the
performer with outlines for composing a per-
formance with whatever materials he has avail-
able, :

Williams Mix (1952) is a score of 192 pages
for creating a tape piece from some 600 re-
cordings. The notation is a graph of direc-
tions for the cutting and splicing of eight
tracks of tape. The composing means of this
cemposition, as for scveral other works by
Cage, are chance operations derived from the
Y-King (or I-Ching), an ancient Chinese
manual of divination for action. One is able
to use the information and advice of the manu-
script by performing a series of chance pro-
cedures to derive a single hexagram associated
with one of the essays. Productions and ad-
vige are based on the assumption that any
situation exhibits characteristic features which
can be isofated from simple causal happen-
ings and used by man.

When New York’s Pan Am skyscraper was
about to be opened, the question of background
music came up. Cage suggested that the move-
ments of the people entering the doors and
elevavors of the building, supply the stimu-
lus for the generation of background music
by means of photoelectric cells. The sugges-
tion was not accepted.

Cage’s lectures are composition in themselves

rather than formal speeches. He fecls t}_lat
his lectures demonstrate what he is talking

£ A1 %

Using a sine-wave pure form
solid-sound generator with a
general shift bandpass poten-
tiometer, one can take a mod-
ulated frequency signal with
an effective gain-to-noise ra-
tio of a quite wide spectrum-
continuum and qualitatively
phase the onset such that the
variable attack-decay propor-
tion of the sinusoidal oscilla-
tion will bear a highly in-
verse relationship to the gain
modulus, notwithstanding the
feedback stimulus, which al-
ways doubles the cps sum-
ming network overload capa-
city beyond the input con-
vertor, resulting in a control
voltage showing every sign
of harmonic signal-separator-
circuit filtering which while
clearly part of the external
amplifier time-envelope gat-
ing impedance, nevertheless
varies in its amplitude range
control as does the attenua-
tion of harmonic actuation,
involving, as is usually the
case, harmonic perameter-dis-
cretion with additive am-
perage and digital ohmage
playback without the advan-
tage of pre-reverbedated an-
anog input-delay linear peri-
pheral phase-chopping leak-
drifting symmetrical diode
loopage.



about while he is talking about it. Where are
we going? and What are we dot"ﬂg? was com-
posed as a realization of Cartridge Music on
four independent tapes. They may be played
in any number, in any order, and at any
time, with or without a live reader. Each tape
is meaningful in itself, and creates new mean-
ing in itself, and creates new meaning by
juxtaposition with the other tapes.

Indeterminacy is a lecture-composition made
up of stories relating to Cage’s personal l_ife
and his interest in Zen Buddhism. The stories,
whether long or short, are read in sixty sec-
onds. On the Folkways recording, David Tu-
dor accompanies the reading with petform-
ances of Cage’s Solo for Piano and Fontana
Mix, an electronic score.

The widest application of electronic music in
performance is its use with instruments. Early
in the game, both composers and audiences felt
uncomfortable facing a loudspeaker-performer.
Listeners often didn’t know whether to ap-
plaud or not, and everyone began to fear the
automation of the concert hall. However, the
addition of instruments to tape pieces was not
just to avoid an unfortunate situation. Many
composers naturally tended to use any electron-
ic medium as an extension and enrichment of
live instrumental music,

David Behrman’s Milwaukee Combination fea-
tures unaltered ordinary sounds (for example,
soundtracks of late, late shows) taped as =
score for four performers, who match the ar-
ticulation and sound of the tape as closely

as possible. In Bob Sheff’s Northwind, the

performer (s) sits in a rolling swivel chair be-
tween two or more speakers. He responds to
as much of the sound as he can while chas-
ing signals from speaker to speaker. It is an

exhausting picce based on a haiku of Seikuh
Andoh: “Flowers of wild cherry trees! Very
fine to look at, no less fine to see  them
scatter,”

Interbalances VI by Barney Childs pits two
performers against each other’s prepared tapes:
the hornist responds to the pianist’s tape, and
vice-versa, The performer is instructed to in-
tentionally include ‘“‘hokey” American Spike
Jones-style corn, quite different from European
mannered humor.

Terry Jennings’ performance with Richard
Maxfield’s tape called Wind is a free saxophone
improvisation along the lines of the picce’s
contours. Terry recorded wind phenomena
which Maxfield edited but did not otherwise
alter, Terry, an accomplished saxophonist, can
easily blow amazing five-note chords. In Des-
ert Ambulance by Ramon Sender of the San
Francisco Tape Center, the audience hears
two channels of the tape, while a third track
containing instructions is relayed te a solo
stage performer over headphones. At one per-
formance, composer-accordionist Pauline Oli-
veros, dressed in an aviator’s uniform, re-
ceived the two channels of sound by mistake
while the audience listened to the instruc-
tions.

Complete with Heat, by Bob Ashley, can be
performed by any two or more string or wina
players with a single-track version of the
tape picce Heat. The players, performing in-
strumental and vocal sounds, face each other
in individual pairs. Each player responds only
to his partner’s choices, as if dancing, and each
pair completely ignores whatever might hap-
pen around them. In the Ann Arbor per-
formance of Aylmer Gladdys’ Elixir 8, Gor-
don Mumma and Bob Ashley applied an “in-
stant replay” technique to the comments and
guffaws of the audience by electronic playback.

Dr. Thaddeus Cahill, a2 law-
yer. was probably the first
American electronic compos-
er. His “electrodynamic or-
gan” cost over $1 million
back around 1900. He toured
the county and state fairs
with thirty carloads of elec-
tronic equipment.




The audience became quicter until gradually
their natural responses returned. The verbal
score for Elixir § is an enthusiastic descrip-
tion of “inter-neighborhood development
(progress and change),” with an emphasis on
tepercussive events. Aylmer Gladdys has writ-
ten another piece for the entire city of Los
Angeles.

The score for Terry Riley’s Concert for Two
Pianists and Five Tape Recorders has no in-
structions for a performance realization be-
yond its title, but presents freely distributed
symbels and forms which gain meaning when
a performer chooses to do something because
of them, There is no provision for what goes
on the tapes or for what events the pianists
create. The notation sometimes appears to be
graphs of physical gesture, sometimes looks like
drawings of a2 television picture tube, and
sometimes introduces the words ON and OFF
or fragments of calligraphy on musical staves.
Terry says that systematic instructions take
some of the magic out of the piece.

Gordon Mumma’s Meanwhile, a Twopiece pro-
vides an opportunity for two performers to
make use of determinate sound material with
a given choreography in a way that emphasizes
continual action and sound: Meanwhile, back
at the ranch . .,

One performance begins with Bob and Gordon
running into the performance area, battering
two groups of percussion instruments (some-
times everyday percussion and sometimes the
standard instruments), one group of which is
mounted on the inside of the piano, playing
hotn and keyboard parts, “realizing” any of
four parts of seven pages each in any order
(three sequences to a page depending on the
superimposition of the material on transparen-

cies and the manner in which the numbers,
indicating groups of instruments to be played
on, happen to be viewed at different points
by the performer) guided by the pacing of
any of four combinations of the initial tape
of twenty-one sequences (the beginning and
last section being the same on each tape) and
by an elaborate set of instructions for instru-
ment areas to be played on, for *standard”
responses in situations calling for individual
choice and mutual agreement, and for sound
timbres, the whole performance formed by a
sort of time-sense achieved through intensive
rehearsal. This performance ends with Bob
and Gordon running offstage.

Another performance of Meanwhile by the San
Francisco Tape Center was constructed so
that the performers never touched the instru-
ments directly, but played them with objects
rolled and dropped through a maze of pipes and
tubes.

Many of the scores we are discussing
have directions such as “any interruptions al-
lowed” or “‘to be performed in whole or in
part,” or “by any number of players.” How do
performers manage to put on picces like these,
or do they bother taking such free directions
into account at all?

When a performer sits down with a score, he
is aware at first of what the composer asks;
he absorbs the feef of the work by its nota-
tions and directions, getting to know the in-
terests of the composer by the way he express-
es himself on paper. The player starts to
correspond his ideas with the composer’s, and
to think through the possible contributions
he can make to the realization of the piece.

Composers are usually pertormers, and they
write with certain conscious or unconscious
ideas of how the piece could work in perform-
ance. In taking up these ideas, the performer

Electronic sound has become
a useful accessory to live
performance.  Instrumental
possibilities  are  extended
greatly just by attaching a
contact microphone. The hu-
man voice ot the sound of a
single rubber band easily gain
variety of timbre



does not work in a vacuum, but applies his
musicianship in the broadest sense of the word:
his capacity to make his particular realization
work in performance, no matter what that
realization may be. All of these considerations
of performance, of course, apply to any music.
What has been added is a greater breadth of
possibilities in terms of what and who a per-
formance can include, which makes the per-
former’s role more like the composer’s.

When the piece is not for a soloist, the per-
formance group makes preparation of the work
a community effort. The transition from a
warm-up huddle o the spontaneous “hey, I've
got an idea® spirit comes easily.

Allowing for this wide range of performance
potential, indeterminate scores are written with
general presentation attitudes in mind. Depend-
ing on the composer involved, psychological
principles, poetic suggestion, physical distribu-
tion, geometry, social relationship, connection
of objects and people, or innumerable other
interests may be reflected in the instructions
and score.

Bob Ashley's in memoriam Crazy Horse (sym-
phony) is scored . . . for 20 or more wind or
string or other sustaining instruwments in fiv
or more groups of four or more instruments
per group. The imsiruments of each group
should be as closely related as possible, "The
term “‘sustaining instruments” implies the pos-
sible use of sustaining percussion, pure elec-
tronic instruments, and electronically modified
non-sustaining instruments as well as the stand-
ard instruments. The specification of five (or
more) groups and four (or more) instruments
per group points up Ashley’s interest through-
out the piece in a juxtaposition of even and
odd, regular and irregular, sound and silence,
and harmonious and dissonant situation.

The choice of five and four for minimum den-

After Ashley wrote the piece,
he found out that a Norweg-
ian farmer in the Dakotas
spent years carving out a
mountainside to create a like-
ness of Chief Crazy Horse.
He was helped by his friends,

who all admire the Indian.

sity also reflects the sound Ashley has imag-
ined for the work, as does the direction for
instruments “as closely related as possible.”
The maximum group number is implied by
the next sentence: Each group is assigned one
part from the set of 32 paris.

The score is in the shape of a circle with
sixty-four numbered radii. Beginning al a
radius decided upon by the gromp ifs players
count avound the civcle allowing one wunit of
silence for each numbered vadius, A sustaining:
scund activity of the appropriate kind is called
for wpon reaching a radius on which there ave
number-symbols.

The groups, then, advance along the circle
like braves around a pioneer encampment. A
leader paces the motion: The measured units
are given for the orchesira as a whole by the
conductor and ave determined continually and
freely by bim. The actual sound to produce is
as yet unspecified, but falls within the range
of “sustaining activity,” corresponding to the
nature of the instruments.

The inner set of symbols (inside of the oval
dofy allows a duration fo this activity. The
cuter two sels of symbols specify alternative
radii from which to proceed after this dura-
tion of activity., Each group decides in ad-
vance (in any manner) which direction or
schedule of directions it will follow. This set
of instructions complicates the forward meo-
tion by providing alternate lines of march
for each group, to be agreed upon ahead of
time. The group selects either a regular mo-
tion around the circle (clockwise or counter-
clockwise) or an irregular path jumping from
radius to radius as determined by the sum of
the number-symbols of the outside groups:
All numbers {(durations and radii) are given
in sums of the following symbols: e =

~s =535 0= 10.




Finally, the sound medium is discussel:
Individual performers determine what is to
be played on the basis of their group obliga-
tion to produce a ceriain density of sound af
a cerfain rvadius. Plans for assigning vavious
radii or directions of movement to subile dif-
ferences in density can be worked out in ad-
vance. However, it will be sufficient if the
performance involves only the two extremes of
ensemble density: as pure (barmonious) as
possible; (or) as noisy (dissonant)as possible,
Any division of the score info semi-circles
can be interpreted to represent these two ex-
tremes of density.

Ashley here provides both the general outline
for sound realization and a specific type of
“sufficient” presentation, leaving the perform-
ers to decide how much rehearsal time or in-
clination they have in making “plans for . . .
subtle differences in densicy.”

Individual. performers should choose their
sounds spontancously and begin playing at the
beginning of a specified duration of activity.
Within any duration, then, as soow as all
members of the group are playing, individuals
may continually adjust (change) their sound
activity foward achieving a better realization
of the ideal density. In these last sentences,
Ashley tells the performers to live up to the
“obligation” of density that they have decided
upon previously. Realized in any number of
ways, the score of Crazy Horse always sets
out a clear performance situation that ex-
plains the composer’s own conceptualization
of the piece.




Philip Corner’s scores de-
scribe poctic and psycholog-
ical qualities of the perform-
ance to be given. “State of
mind: release, vibrant, free of
limitations . . . think in the
tealm of the irrational, that
which goes beyond definition.
Limit yourself only by the
structure on the page, then
release the action which out-
races consideration.”

Ink Marks for Performance,
partly reproduced on this and
the preceding page, presents
black (jsolate fractions of
densities; isolate fractions of
continuities) and white {si-
lence) as sound for piano.
Shadings suggest dynamics,
and the player overlaps pages
for performance.

Strata involves the building-
up of a performance in lay-
ers. As a piece for instrument
and tape, the piece becomes
increasingly loud as each
phrase is played back sim-
ultaneousty with the playing
of the following phrase. For'
dancer and film (video tape),
actions are superimposed on
successive actions, increasing-
ly energetic. The phrases or
motions themselves grow in
intensity through various pa-
rameters, given in verbal no-
tation:

sPurtSY’Skips
increase speed increas¢ range

THIS PROGRESSION IS A

TENDENCY:
break down regularity




The score attempting whitencsses

alms at creating "a basi

- .. as

simplicity.” i = ot

(13 3

'IThe word “pure” seems to suggest the quality
! Hant, sustained and relaxed, a clear and
i tfme which is quier, unstraming .

»« . attain (first) this basis.

players (I want this) in rapport with each
f}ther—wsual and aural contact. Specifically
intended relations: entrance and exit, other

changings, willed together, by twos, threes,
more, . . .

now. The occasion for unsuccess or the pres-
ence of disturbing factors.

scxsch

¢ MKM
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V1 bale

ensemble (small) of homogencous timbre, Res-
onant but quiet. I prefer recorders also sing-

2

not ever excessive (now) nor
too much together, place for
small sounds, single sounds
enough of no sounds.

—insufficient or excessive ac-
rion, Of energy. Of contrel
pushing to where the sounds
destroy themselves

they escape (they may be

recaptured)

and they fall, die—the im-
lalances are extraordinary
{so they

will sound)

. . not to forget that nor-
mal is prolonged and neu-
tral

Lecture from Sunday Performance (for any oc-
casion) is a set of readings for one reader,
who may be surrounded by a background group
of performers. The group responds to the read-
er’s material with vocal and instrumental
sounds and gestures to ‘‘create 2 sympathetic
resonance. The sense interpreted, expressed,
something from an image, an association. It
can be all degrees of richness or sparseness.”
The header may present the wotds in any way.

{Pulse) is a direct reflection ot Corner’s in-
terest in continuous impulses. The piece is
played on any solo instrument at 2 steady
rate of speed exactly corresponding to the
pulse-beat of the performer. Pitch ascends
constantly, by the smallest possible incre-
ment. Performance cards with slanting lines
indicate duration of sound and silence and
range of instrument.

== goking for relationships
I missed them . . . how far
can I not go? There can nev-
cr be found anything which
does not have its way to make
rapport  with everything:
else® ™

#*Brancusi did his own
housckeeping, sweeping right
into the work of sculpture.
The Chinese master went
away for a ycar to prepare
for the Emperor’s bamboo
drawn in a minuce, If 1 con-
ceive a piece for three months
and execute it in two sec-
onds, how leng did it take?**

##Nothing can touch us
now! As things go wrong
right them—what wrong! A
work to be rchearsed the
morning before performance
... that can be done . . . If
there is no piano, do better
without it. If the concert
hall burned, we'd have played

in the park.*¥




Throughout the bulk of the performance, the
audience is instructed by tape how to fold
the paper airplanes which have been distribut-
ed (see foldout). The tape repeats each sen-
tence, giving everyone ample time to follow
directions. Meanwhile, events unfold on stage.
The events described here are from the ONCE
performances; obviously, any other suitable
events could be done.

Independently, Gordon leads bilindfolded Caro-
line around the performance area on clearly
shaky boards elevated far above the audience.
The layout of the gangplanks naturally de-
pends on the construction of the hall, and is
intended to be as frightening as possible.
Around the same time, Mary, Harold and Joe
have come out, along with a chalk line and
several bowling balls.

The ONCE group’s Kitty
Hawk grew from an idea to
create an anti-gravity piece
for ensemble performances of
the Ann Arbor group on
tour, From the single concept
of anti-gravity events (nonj
to be duplicated), the group

‘has realized many perform-

ances, generally extending to
forty-five minutes.

One common feature of the
events is the raising of the
women by the men in any
number of ways: mechanical
hoisting, taping to the wall,
lifting, etc. The taping event
starts first and continues
throughout: George carefully
tapes Annina to the wall be-
hind a plastic transparency,
making a “cocoon.”-

Mary, receiving instructions
over a walkie-talkie, is an au-
tomaton triangulating  the
performance area with the
chalk line. Setting a point,
she draws a circle around a
bowling ball, locating future
events which the group may
interpolate at any point in the
duration of the piece.
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prepare for the coming outburst.

The triangulation locates spots for a fulcrum

to be brought out by the men. Mary makes

arrangements for Ann to be placed on one side

of the pivot. Finally, Mary (somewhat more

independently) rolls the bowling balls into a

large sack, and climbs inside it herself. All

: the while the taping, catwalk-strolling, and '

; audience instructions are continuing, Harold and Joe then hoist
Ann and Mary to a great
height with ropes and puileys.
By this time, the audience has
received most of the paper
plane instructions. The lights
g0 out, and everyone hustles
off, except for George and
Annina (in her cocoon).

‘Winter is a pause in music, but
during the pause the musicians are
privately tuning their strings,

A soft blue stage light comes on, and the tape
gives final instructions for pldne—launching.
These instructions are not repeated. At the
same time, George begins cutting Annina loose,
so that she hangs ever more precariously over
the floor. At the final countdown, with Annina
practically untaped, a total blackout comes
instead of “‘zero-blastoff,” and the audience
flies the planes in darkness. Simultaneously,
a recording of Roy Orbison singing “It’s Over”
comes on, and George and Annina disappear.

After about a minute and a
half of darkness, the lights

return, the performance area

is completely bare, and the
. ! piece is over.
Y
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and Bob switched roles before hoisting Ann and
Mary. Bob didn’t know that the rope had to be
tied a certain way, and the bag with Mary
and the bowling balls started to crash down.
Bob made a grab for the rope, and was prac-
tically hoisted himself, but managed to pre- As Mary said later, “If that
vent disaster, bag had fallen, they could

have just thrown it out with-
out even looking inside.”







John  Cage has written three compositions
which are to be considered parts of a single
large work. They are: Atlas  Eclipticalis
(1961), Variations IV (1963), and 0°00”
(1962).

The compositional means for Aflas Eclipticalis
involved operations with the Y-King, the use
of transparent templates placed on an astro-
nomical atlas, and the final inking in of notes
from the positions of stars. This provided
eighty-six instrumental parts of four pages
each, five systems (directions of reading) per
page. Any number of parts and pages may be
played. The material appears in aggregations
{constellations) of single tones, which are
played with silence berween each tone, or in-
terpenetrate with other tones in free combina-
tion. This notation is similar to that of Winfer
Music (1957) for one to twenty pianos, which
may be played with Atlas,

The dyration of a performance is guided by a
conductor who describes a circular motion
“like that of a watch-hand.” Fach of the five
systems of an instrumental page is associated
with positions of the conductor’s hands, the
performance concluding when his: fingers are
touching. The conductor’s choice of time
length is guided by his knowledge of the
point where “the presence of silence is felt,”
considering the mass of instruments, the en-
vironment, and so on. The “conductor” of the
New York Phifharmonic performance was a
machine,

In an electronic version, all instruments have
contact micropheones attached, which are con-
nected to single amplification equipment. From
there, the sounds are fed into a master system
of loudspeakers operated by an assistant conduc-
tor who manipulates all this sound by playing
a part he prepares from Carfridge Music. Thus,
instrumentzal sounds, which are for the most
part soft, are illuminated indeterminately of
the piece which creates them.

“Moreover, as I have now
said several times, he who has
not contemplated the mind of
nature said to exist in the
stars, and gone through the
previous training, and seen
the connection of music with
these things, and harmonized
them all with laws and insti-
tutions, is not able to give a
reason of such things that
have a reason.”
—Plato

“The saddest sound I know
is the low volume of a tran-
sistor radio down the hall late
at nighe.”

—Philip von Bretzel

“A good man does not need a carriage to go
about in but can get out and walk.”
—from the Y-King

“Become so open that even Impositions no
longer contradict.”

—Philip Corner

There is a story of Subhuti, a disciple of
Buddha, sitting one day under a tree. Blossoms
began to fall about him, We arc praising you
for your discourse on emptiness, the gods said.
But 1 have not spoken of emptiness, Subhuti
said. The gods responded, You have not spoken
of emptiness, we have heard nothing of empti-
ness. Flowers continued to fall about Subhuti
as rain.

Ten years after the composi-
tion of 4337 (the silent
picce}, Cage wrote the in-
structions for 0°00” Sole fo
be performed in any way by
anyone, While the tacet work
involves doing nothing inten-
tional, 0°00” is cpncerned
with an individual perform-
ing 2 “disciplined action”
{maximum amplification, no
feedback) which will fulfil}
in some part an obligation to
others. It is both a prepara-
tion for and description of
full, ‘concentrated action,
where attention is not fo-
cused on proposing a situa-
tion (whether musical, elec-
tronic, theatrical).

Any “interruptions”  are
therefore 2llowed.

Because “obligations” change,
eich performance of this
piece will necessarily be a
different action. The instruc-
tion “with maximum ampli-
can apply in a psy-
chological sense of putting
forth utmost effort, in a
physical sense of using elec-
tronic amplification (such

fication”

as transmussion of a reader’s
voice}), and otherwise directly
fulfilling an  obligation
through an action which does
not reflect back through oth-
ers (feedback). The first per-
formance of this plece was
the writing of the instruec-
tions.



Over the course of the last seven years, Cage
has written five Variation works. Variations V
received its premiere in July, 1965. Each is
concerned with a different side of music, and
each uses plastic transparencies as a basis for
notation.

The plastic transparency of Variations IV con-
sists of seven dots and two circles. One circle
is placed on‘a map of the performance area
{prepared by the performers), and acts as a
reference point. The dots and other circle
are cut out and dropped onto the map, indi-
cating events of the performance, and are con-
nected with lines to the reference circle. The
second circle functioms as an event only
when one of the connecting lines touches or
crosses the circle.

Sounds may come from any part of the per-
formance area, or outside of it, if one of the
dots ar circles falls off the map. Doors may
be opened to let in sound from various parts
of the hall or outside the building. “Two or
more points may be taken as a sound in move-
ment.” Performers are not limited to Varig-
tions IV; they may do something else, and
other players may present different pieces at
the same time and place.

Cage’s performance of Variations IV includ-
ed just sounds; the Ann Arbor performance
also introduced activities, with and without
sound. Three men lifred a girl (tied to a plank)
onto a delicately balanced pivot, George K.
started his car outside, two people mimed a
taped lecture by composer Ralph Shapey, Gor-
don detonated caps and wandered about smok-
ing, Mary dressed George C. with accordion
and cane while he conducted, and Red’s
son playedglegant drums.

“Theatre takes place all the
time wherever one is and art
simply facilitates persuading
ane this is the case.”

—John Cage

Atlas Eclipticalis stems from
the motions of the stars and
physical transformation.
Variations 1V is an outcome
of the distribution of men
and events. 0°00" focuses on
individual action realized in
terms of fulfilling an obliga-
tion, regardless of any situa-
tion the action may create.
Cage considers these pieces

three parts of a single work.

Bob Sheff’s fust Walk On In is written in
graphic, verbal and pictorial notation and is
performed by way of any everyday activity by
any number of interested people. The score
is made up of material {drawings, newspaper
clippings, ordinary language, maps, graphs of

all sorts, etc.) which both suggests and de-
scribes activities while leaving their specific
rendering open. The score also presents para-
meters or physical distribution. Three figures
indicate 2 general approach to the material:
{ = loud, emphatic, + = quiet, peacefully,
considered, #= continue (in the same way
and place or in another manner and place).
Three symbols are descriptive of location and
other “patural circumstance,” and are giv-
en their specific meaning by the performers:

@ can mean medium and/or across ground,

American . . .

© «can mean higher and/er in flight, Af-
rican . . .

$ can mean lower and/or concealed, an-
other . . .

All symbols as well as the graphic, verbal,
and pictorial notations appear in such varied
comtination that they are never actually ex-
clusive of each other, as they would be if the
notations were motives in a dramatic or Sys-
tematic context. “A performance of this piece
is best not as theatre or concerted envorn-
ment but as a presentation of a few activitiy}
and sounds commonly experienced and ac-
complished, such as sport, commentary, noise,
popular music, thunderstorms, exploration, and
immediate peace.”

Numbers associated with the material indi-
cate impulse of physical and clock time and
the distribution and limitation of activiries
and sound. Other notations provide for the in-
troduction of outside sound and activiry, as
well as for direct variation within the perform-
ance itself. The piece can have any title. “Per-
forming any necessary amount of the pages

CUTDOORS MUSIC
(1958)

This piece is in your own

backyard.




to constitute a performance, dramatic and
lyrical phrases may occur, so fear nothing,
it’s all yours now.”

Pieces like Jusé Walk On In do not invoke
standards of professiopalism, but encourage a
community spirit of interchange of ideas and
talents, Many composers feel that no person
should be barred from making a performance
come alive just because he does not read music.
In the first performance of fust Walk On i
at the 1965 ONCE Festival, fifteen performers
created what was later called a “friendly work-
shop effect.”

Both musicians and non-musi-

cians played standard and electronic instru-
ments, Pre-agranged and spontaneous activi-
ties were swapped among the players. “Music
is a gesture of goodwill.”

4 rm w

v = you may add anything
you wish {clearly expressing
something being . . .}

“If we gave a concert with
just children, nobody would
say a word.”

—Larey Leitch




CONTRIBUTORS. .. _

H. R. WOLF received Fis B.A. from Ambherst Collcg:: and his M.A. _from
Columhia and is working on his Ph.D. at the University. He ‘has published
an article of criticism in the Psychoanalytic Review and a story in The Negro
Digest.

JAMES TORRENS, S.J. has been a member of the English .doctoral program
at the Uriversity since 1963. He received his masters in }964 and has
studied theolegy in California and Belgium, where he was ordained. In 1965
he received a Major Hopwood Award for his poetry.

MARC SIMMONS, sophomore and pianist, is a potential English major.

BARRY SILVERBLATT, a senior in philcsophy, has been playing guitar in a
jazz band for seven years.

MARTHA MACNEIL ZWEIG has won Hopwoed Awards for he.!r fiction
and her poetry (Special Award in Fiction 1964 and Minor Award in Poetr.y
1965). She is an English graduate student ac the Univers.if*.y and *is afraid
of becoming a scholar.” One of her stories was published in Harpurs, Feb-
ruary 1965.

BARENT GJELSNESS studied at Kenyon College under John C.rowe- Ran-
som and Peter Taylor, and took his B.A. and M.A. at the University of
Michigan where he studied under Radcliffe Squires. He has .taugl_lt at North
Dakota State University and the University of Southern California, In 1964
he was awarded a Huntingten Hartford Foundation Fellowship for a novel,
which he has decided not to publish. He hopes to publish a book of poems,
As he says, “T think by the time Pm forty or so T'll be able to say where I
am and which of my poems stay.”

ROBERT SHEFF, local composer, is a member of Ann Arbor’s rhythm and
blues group, *“The Prime Movers.”

MARK SLOBIN is a graduate student in ethnomusicology.

COMING IN NEXT iSSUE__ .

THE NOW THAT DOES NOT PASS AWAY
Awn Interview with Brother David Steindl-Rast,
Monk of Mt. Savicur, by Megam Biesele
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the hot wind tormenting the sodomites, and their needle-like gaze; perhaps
even the sleck leopard of Dante’s dark wood. The poem’s final section re-
turns again and again to “‘the mother of silences,” an onlooker of ambiguous
origin, who nonetheless seems to stretch back through “Ash Wednesday” to
the woman-intercessors in the Commedia.

Allen Tate’s admiration for Dante, which won him the gold medal
of the Dante Society in Florence three years ago, best appears in his fa-
mous essay on “The Symbolic Imagination.” The Divine Comedy, he points
‘out, is not philosophy but dramatic action transmuted into symbol. “The
number of persons, objects, and places in The Divine Comedy that are
reflections, replicas, or manifestations of things more remote is beyond
calculation.” .

Beginning with the simplest events, keeping his eye on the human image
of Beatrice, Dante constructs one great metaphor, or paradigm, of the
possibility of beatific vision. His poem is “2 visual matrix of analogy.”

“The Seasons of the Soul” shows us a sterile universe revolving in cyclic
pattern upon itself. In the Commedia, on the other hand, Tate discovers all
things in circular progress, with ever swifter motion, in towards the Still
Point of the universe. (The correspondence of his ideas and genmeral tone
with Eliot is quite striking.) He makes his own observation that “flame
burning in a circle, and light. lighting up a circle, are the prime sensible
symbols of the poem.”

The “cloud of witnesses” could, of course, be enlarged endlessly, But
the greatest of them all, no doubt, to whom the final tribute belongs,
is Dorothy Sayers. A close associate of Eliot, Williams, and C. S. Lewis, she
made Dante the focal-point of her scholarly life. Her incomparable terza-
rima translation, with its careful and copious notes, has introduced a genera-
tion of readers to The Divine Contedy. And her Papers on Dante will long
have great authority in the field of Dante scholarship.

The evidence, as it accumulates, gives awesome witness to the ascend-
ancy that Dante has held over the modern literary imagination. It is with
perfect justice, then, that W. B. Yeats has called him “the chief imagination
in Christendom.”

Music Beyond

the Boundaries

By ROBERT SHEFF

and MARK SLOBIN

EDITOR’S NOTE: The following is part two of a two-part comprehen-
sive survey of independent and cooperative music in the United States since
1950. Part two covers a wide range of composers, festivals, and concerts, as
well as a substantial audiography and biblography.



Activities of current independent and co-
operative performing groups include both in-
tensive music festivals and sporadic, often
spontaneous events. More or less regularly
scheduled festivals have been: the Ann Arbor
ONCE Festival and ONCE Friends Concert
series, the New York Fluxus concerts, the New
York Awvent-Garde Festival, the Richmond
Bang-Bang-Bang Festival, the Antioch Super-
Valu series, the New York Theatre Rally, the
Detroit Red Door Gallery series, The San Fran-
cisco Performer’s Choice series, the Seattle New
Directions in Music concerts, the Waltham,
Mass., Rose Museum series, the San Antonio
McNay Art Institute series, the Buffalo Con-
femporary Music Festival, and many smaller
festivals scattered throughout the country. The
ONCE and Fluxus groups have appeared in
Europe as well,

Unscheduled activities may just occur when
somebody says, “Why don’t we do something
next week?” or “I just got a great idea for a
piece.” Events just seem to happen in back-

The ONCE Festival holds the record for
duration, with six series. The first question
that occurs to most people is “Why is it
called ONCE?” There are many answers.
One story is that Sam Ashley, at age six, over.
heard his parents and their friends trying to
name the festival. He suggested ONCE, which
was more suitable than names like *“The Ann
Arbor Festival of Contemporary and Avant.
Garde Music.” Reasons came later from every-
body else. The word “once” associates with
phrases like “once in a lifetime,” “once is
gmugh,” “once upon a time,” “so who once
1t,” and others which all seem to fit the spirit
o'f the presentations. ONCE has had 2 dis-
tinctly non-historical, even anti-chronological
approach from the start, The first five festivals
included fifty-nine world premieres, represent-
Ing 103 composers, 96 of whom are living,

ONCE activity has been inclusive: all types
of music, including jazz and rock ’'n’ roll, con-
temporary classical music, and many aspects
of theater, dance and film have been presented.
In addition, the ONCE group has brought
other ensembles from all over the world, and
repeatedly gone on tour to all the established or
pioneering centers of activity, In attempting
to be equally inclusive, and faced with an over-
whelming amount of material, we have de-
cided to discuss other groups mostly in con-
nection with ONCE appearances,

The first ONCE Festival was organized in
1961 by about fifteen Ann Arborites, only 2
few of whom are officially connected with the
University of Michigan, the town’s large cul-
tural establishment. The Festival has been con-
tinuously supported by the Dramatic Arts Cen-
ter, an independent group of townspeople in-
terested in experimental artistic activity, The
initial purpose of the festival was to present
new music which would not ordinarily receive
2 hearing in the community.

The visiting American group that year was
Merce Cunningham and his Dance Company.
Merce Cunningham has been closely associated
with composers for twenty years. In particular,
John Cage has performed many premieres of
his works with Gunningham, including the
recent Variations V, in which Merce set off
andio-visual instruments by riding a bicycle
through 2 network of photeelectric cells, Cun-
ningham prefers to work in the total structure
of the mustical composition from the start,
rather than just use music as accompaniment
to dance. In such carly works as Dream (1948)
Experiences 1 (1945-8) and Root of an Un-
focus (1944), Cage and Cunningham worked
independently to fill in the same rhythmic
structures. Tn the 16 Dances (1951) Merce




ordered the eequences of the dances by chance.

In Variation (1952), each dancer moved indi-

viduaily on the stage, making what Merce has

called an “open space in which anything can

happen.” The Uuntitled Solo (1953) focused on
independence of movement for the parts of the
body of one solo dancer. By means of .clh:'m_.ce
composition, Merce has created the posﬂl?xhty
of movements that are habitually restricted
by personal taste. He thus emphasizes that the
human body cannot help but be expressive. In
his Collage assembled in 1953, he arranged
for non-dancers to perform gestures from their
daily life. Story (1963) enables performers to
make improvisatory choices.

At the 1962 Festival, Philip Krumm came
from San Antonio to join ONCE. He and
Robert Sheff (who came to Ann Arbor the
following year) had organized and presented
an extensive series of concerts at the McNay
Art Institute in San Antonio, beginnimg 1959,
Their 1961 festival included a wide variety
of compositions, and antedated many later sim-
ilar presentations. Philip and Robert drew on
the musical resources of soldiers in the army
bases arcund San Antonio, as well as involving
local performers and composers.

At the first concert of the 1962 ONCE Fes-
tival, composers LaMonte Young and Terry
Jennings played some of their own works and
other pieces mainly by New York composers.
Young and other composers now living in
New York have an interest in stripped-down,
uncompromising events which may leavé au-
diences at a loss. Young’s 923 consists of the
performer beating on a pot 923 times with an
exact pulse. At the concert, listeners began
to cheer and do confused countdowns towards
the end of the piece. Henry Flynt's Work Such
That No One Knows What’s Going On con-

“Chance tavors the prepared
mind.” _
—Louis Pasteur

sists of the following text: “One just has w
guess whether this work exists, and if it does,
what it is like.” At the ONCE performance,
LaMonte announced the title of Flynt’s picce,
and then added “so we are going to play Terry
Riley’s Concert.” Flynt has since ceased call-
ing himself an artist, and has begun a protest
campaign against Serious Culture.

Dick Higgins, another New York com-
poser, is currently writing more in the manner
of short plays than musical compositions. His
many verbal pieces describe possible situations,
which sometimes may be more reflective and
aphoristic than practical. mrs. baal’s bappytime
(1961} is a short script for a character (whose
husband is “no fun anymore”) describing how
she brushes her teeth. Written in Dick-and-
Jane style, the whole affair ends “with much
ceremony,” a frequent conclusion for Higgins’
earlier works, Swnake in the Grass (1962) is
an event for many people in a grassy area.
Grouping themselves in a large ring, they ad-
vance slowly, chanting “snake in the grass”
in low voices, with a cymbal crash at the end
of each line. The piece ends when the circle
is quite tight, and any snzke caught is the
property of the one whe catches him,

Terry Jennings’ pieces are musical sketches
for extended instrumental imprevisation
Written in standard notation, they are highly
modal in style. Some pieces are for two play-
ers (solo and accompaniment) or for string
ensemble. Others are meditative solo piano
works composed of unbroken chords considered
over very long durations. Ray Johnson, an-
cther New Yorker, writes few pieces but car-
rics on an extensive mailing program with
large numbers of people (whom he in turn
asks to distribute things), exchanging material
and making mailable collages (some stamped
“not a2 work of art”), all “according to some
unknown reasons,” perhaps.

CONCERTO FOR.
KITCHEN SINK AND
MONKEY ORCHESTRA
This piece lasts five minutes,
For the first four minutes
and last half-minute, the kit-
chen sink soloist hits the sink
once every 3/35 of 1 second
with an iron pipe (100 times
a minute). Loudness fevel is
loud and unchanging. Behind
the soloist on the stage there
is a large cage with fourteen
chimpanzees inside, each of
whom has been giving an in-
expensive  musical  instru-
ment. The sounds made by
the monkeys are picked up
by a microphone over the
cage, amplified, and played
through two loudspeakers,
one on each side of the stage.
During the rext-to-last half-
minute of the piece, the ca-
denza, the scloist bits the
sink every half-second, and
amplification of the monk-
ey’s sounds is stopped and
the interior of the cage dark-
ened.

Henry Flynt.



Besides LaMonte Young’s shorter verbal
pieces (which, incidentally, are sometimes
known as “process music” and “Music With-
out Notes,” the latter a title for an anthology
edited by Philip Xrumm), he has written sev-
eral extended works. Probably the simplest of
these is the rich open fifth b-f-sharp held *“for
a very long time.” A performance of this
piece in New York included the burning of in-
cense duking a 45-minute string-trio double-
stop on these tones. An_early piece entitled
Poem for Tablés, Chairs and Benches has a
complex score of instructions. In a perform-
ance in San Antonio, certain directions neces-
sitated heading right into the seated audience,
the presentation gradually becoming involved
as members of the audience participated in
their own version of the piece.

LaMonte’s interest in Indian religion is re-
flected in presentations such as The Tortoise
Droning Selected Pitches From The Holy
Numbers For The Two Black Tigers, The
Green Tiger, And The Hermit. He is currently
involved in an improvisation group which
meets regularly. Members bring melodies fog
improvisation, and the sessions are recorded,
One tape of each session is sold, much ag a
canvas would be sold. LaMonte plays a2 unique
style of jazz, mostly on a piano’s black keys,
one chorus lasting for six hours or more.

One could hardly discuss New York musi-
cians and pass by Moondog, literally a street
musician, who builds his own instruments,
The mellow-sounding Qo, for instance, is
built on a triangular wooden frame over
which piano strings are stretched and setruck
with a six-inch dowel. Most recordings of
his music 2re made outdoors, where his rhyth-
mic lyricism may combine with ferryboat
horns and sea sounds.

The New York composers
discussed above, along with
a great many others, such as
Jackson MacLow, Joseph
Byrd, Robert Watts, Simone
DeMaria, Yoko Ono, Nam
Morris, Joe Jones, Walter
DeMaria, Yoko Ono, Nam
June Paik, George Brecht,
Philip  Corner, Malcolm
Goldstein, and still more,
form groups with overlap-
ping memberships, to give
concerts and other scheduled
events. Flaxus was primar-
ily a perferming group,
which also published annual
anthologies of composers” and
poets’ work, sold assorted
“constructs”  (like Alison
Knowles’ tin of informative
Bean Rolls), and invited
other groups for concerts.
Yamday, organized by
George Brecht and Robert
Watts, which officially took
place May 11 and 12, 1963,
was an occasion for “'an un-
determined number of new
and lively works, perhaps
presented 2s a continuous
non-stop program of inde-
terminate length,” and was
extended throughout the U.S.
by the mailing of calendars
of events before Yemday and
for several months after-
wards.

XMAS EVENT
Give a yam this year
—George Brecht

For the 1962 ONCE Festival, Bob Ashley
produced two new works, Public Opinion De-
scends on the Demonstrators and Manenvers
for Small Hands. Public Opinion has a com-
plex score for electronic instruments and audi-
ence action. The sound material is grouped ac-
cording to the size of the audience, as are the
instructions for the placement of equipment
and seats. The object of the placement is to
put the audience in direct contact with the
electronic sound-source; the performer regu-
lates and selects sound material according to
audience activity.

The six group sizes are: exactly six, from 15
to 40, from 41 to 273, from 274 to 12,816,
from 12,817 to 28,278,465, and finally above
28,278,466. Ashley states that groups five and
six are more theoretical than practical, but

{given the advance of technology) are pos-
sible.

At the premiere and subsequent pertorm-
ances of Public Opinion, the evening comes

alive as soon as the audience catches on to the

fact that its own activities are influencing the
course of the piece. Individuals react quite dif-
ferently; the exhibitionists and shrinking vio-
lets show up early, and lively interaction starts,

Manenvers for Small Hands is a conveniently
indexed series of 110 cards for performance;.
in effect, it is a portable recital for a piamst.

General notational symbols hold through-
out, but individual cards have a life of their
own. “Inconsistencies may be resolved at the
performer’s discretion.”” As for the order, “Be-
gin at the beginning. Follow the numbers un-
less a berter plan is discovered,

Of the following eleven
audience activities to which
the performer responds, all
apply to size one, 1-6 apply
to size two, 1-3 to size
three, and just the first to
size four.

I. Leave the auditorium

2. Walk around in the

auditorium

3. Speak aloud or laugh

4. Whisper (audibly or
noticeably)

5. Make any kind of ex-
aggerated gesture

6. Make any kind of se-
cretive gesture.

7. Glance “meaningfully™
at another member of
audience.

8. Seek a remote visual di-
version (through
windows, about the
ceiling, etc.)

9. Look toward a loud-
speaker

10, Make an involuntary
physical gesture
{yawn, scratch, adjust
clothing, etc.)

11. Show an enforced
physical rigidity
(waiting if out}
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Two of Christian Wolff’s Duets were also
presented in 1962. Time in Wolff’s scores is
closely tied to the interaction of the performers,
which is guided by graphic structures. While
each player gencrally makes choices of pitches,
durations and timbres, he must frequently
time his entries to coincide or overlap with
those of other performers, according to spe-
makes may affect some or all of the players.
cific symbols. The choices one performer
In a general sense, time in a Wolff piece does
not come to exist i performance until some-
body does something.

Robert Sheff's Ballad was first performed at
the December 62 ONCE Friends Concerf of
Real Music. The basic notation of Ballad is
agsembled about three “interacting vertical
columns: numbers indicate events, their var-
iation and their movements in space time, and
calligraphy, pictures of ordinary situations
and other rmaterial suggest intensity and var-
ious parameters. This notation is used to or-
ganize one performance activity (which is
musical, cinematic, and so on or it left un-
tnusical, cinematic, and so on or is left un-
objects, and incidents from the same locale,
so that a new ficld of presentation is created
but the events themselves are unaltered; from
events as distinctive from each other as possi-
ble, so that their presentation is their only
organizing principle; from specific  events
chosen to present a “‘theme”, a type of sound,
to make a construction, so that their presenta-
tion is ordered by the idea of communicating
a message, and so on. Several possible per-
formances are described in the instructions;
a player may create any instructions using the
score. Other performances have been: now
that 1 am 66 years old a retired railroad en-
gineer and at the end of my rope, (event and
film), Penniless Australian Flies Home C.O.D.
(a news report), and No Peace in the Valley.



Premiered at the 1962 ONCE Festival wag
George Cacipppo’s Two Worlds, an ensemble
work “contrasting the worlds of instrumental
and vocal sounds.” This short work con-
tains new notations for novel manners of
playing traditional instruments and for making

perfermance time elastic. In the compositional
process, acoustically derived aggregations of
prime tones and their harmonics were sensi-
tively distributed throughout the ensemble by
slightly modifying standard notation. Both the
motions used to produce the sound and the
resulting aural sensation are represented- in one
symbol. For instance, the symbol for 2 celio to
produce a gradual crescendo culminating in
a gritty full arm-weight bowing is a single <o
whose duration line gradually scatters over
the page. The soprano sings only single vecables
which e¢xtend into the instrumental textures.

vin




George Brecht’s Mofor Vebicle Sundown
(Event) was done in the summer of 1962 in
the parking lot of the Ann Arbor Public I,
brary. The picce calls for any number of motor
vehicles outside, with instruction. cards for
cach vehicle. The performers gather at sup
down and simultaneously start their events,
turning off their motors when done and walt-
ing for everyone to finish, Events include
horn, light, windshield wiper, motor, and
other activitics. Special lights and equipment
(such as carousels, ladders, fire hoses) may be
policeman gave him a ticket. Meanwhile, Phil-
ip Krumm did LaMonte Young’s Draw 4
other activities. Special lights and equipment
(such as carousels, ladders, fire hoses) may be
used. While a2 group of ONCE cars was doing
the piece, a policeman watched from across the
street. When a library patron pulled off the
lot, his car accidentally backfired and the
policeman gave him a ticket,

In 1963, 2 group of musicians under the
direction of Udo Kasemets began at the
Brodie School in Toronto what is now vir-
tually the only avant-garde series in Canada,
Kasemets has recently received a  Canada
Council grant to present 10 concerts a Year,
At the latest of these concerts, Kasemers'
Trigen was performed, with 3 action artists
painting 3 vocalists accompanied by 3 inscry-
mentalists. The largest orchestral performance
to date of John Cage's Azlas Eclipticalis is
planned for November.

A new series began in 1963, the annual Ann
Arbor Film Festival. Open to both amateurs
and professionals, the Festival is oriented to-
wards experimenta] cinema, and awards prizes
each year. Movies may be of any length and
style: even sixteen-millimeter home movies are
acceptable,  Screened in 1963 with 70 other

June through August of 1962
Was a summer spent in dis-
tributing propaganda. The
ONCE Friends Summer
Studies in the Mass-Media was
advertised by a sheet listing
two ONCE group events
with other social happenings
which occur annuzily any-
way.,
» 1 Fundamentals of Mass
Communication” Buhr Park
July 4 9:00 p.m, is self-ex-
planatory.
No. 2 (a) Machine Arts and
the Printed Word
(b) New Mediz (Olfac-
tory Factors and Kijn-
esthetics)
S. University, July 26,
9:00 a.m.
(a) was the annual com-
mercial Street Arts Fair
(b) was an Armed Forces
Parade
No. 3 (2} The Miracle of
Radie
(b) World 8-mm. Home-
Movie Film Festival,
2:00 p.m.
1069 Granger Ave, Aug. 24
were events which were pre-
sented for the first time any-
where, both of them in the
Ashley’s own backyard.

B

films were: Milton Cohen’s Love in Trtfro, a
film projected in black and white and .su'nul—
taneously varied both visually (by superimpos-
ing moving color images) and aurally (by way
of a live electronic sound network). George
Manupelli’s The Boftleman was s%wwn in
double-screen version. The film provides many
episodes and possible endings in the life of a
wayfaring bottleman,

/g

The visual part of Donald Scavarda’s len}ml-
score for Two Pianists was also screenet:l. T ?
film part serves as a score fo.r the plamstl_sl,
moving, expanding, d1s-appea%-1ng, appr(iacci
ing, and receding conflguratlons: of 4.':o.ore1
spheres on the screen become mobile notationa

symbols for live performance.




In Detreit in 1963 a
group of young artists, writers, and painters
started the Red Door Gallery series of jazz,
poetry, film, and assorted presentations. The
ONCE people were invited to do a program
of sporting events. 1# matters not where the
heart lies orlladies and gentlemen the porses are
entering the frack was a horse-race event with
films by George Manupelli, For All Work and
No Play Makes Jack & Dull Boy, Joe Wehrer
gave people matenials and assignments as they
cntered the door, as a result of which the gal-
tery was papered for the next event. Many peo-
ple got absorbed in their work and stayed for
hours. In Mary Ashley’s Walk, the audience
stepped into a giant ink pad and marked up the
walls, now completely covered wich wrapping
paper. Some people managed to footprint the
walls supported on each other’s shoulders, some
drew pictures, and two “maps™ which had been
made by slamming the ink pad against the wall
were elaborately filled in. The event went as
long as the tape of Mary’s voice counting: nurn-
bers, about two hours. Bob Ashley’s Boxing
match had participants, encased in cardboard
boxes, sparring in rounds indicated by a bell. In
the small space of the gallery, the sport became
parties afterwards.

The introduction to the 1965 ONCE Fes.
tival was Ramon Sender’s Information, which
comes on a huge roll of plastic trans-
parent material. It is set into motion by
a number of people unrolling the score for the
instrumentalists to follow. At the same time,
one player improvises 2 great deal of informa-
tive material to tell the audience. Bob Ashley
delivered the message by talking at length
about the performance geing on next to him.

Two pieces by Phillip Krumm appeared. May
1962 was written on May 13, 1962, and con-
s1sts of thirteen randomly distributed points

connected to form a geodsic structure which
may be presented in any way; there are no
instructions. Music for Clocks is a piece in C
major. A conductor gives a steady beat (which
may be different for each player), and the
performers follow a score giving dots in geo-
metric structures. The placement of the dots
{notes) in the structure outlines dynamics
and articulation.

April, 1964, was also the beginning of the
BANG . .. BANG ... BANG ... festival
produced at the gymnasium of the Rich-
mond (Va.) Professional Institute. Organ-
ized through the efforts of Jon Bowie, Dick
Carlyon, and many others, this {firsc year saw
performances of Folk Jazz Music, contempor-
ary drama, three days of films by independent
film makers, 2 symposium on “Pop” art, and a
concert of events in the gymnastum staged by
the ONCE group with RPI students.

Anne Wehrer, ONCE’s woman-at-large, man-
aged by tremendous effort to assemble an ar-
ray of vendors, newspaper boys, and several
catering services to sell things to the audience
during the entertainment. A matorcyele club
periodically roared around the area.

However, in the middle of the performance
a fire began in the basement, and Joe Wehrer,
who was giving directions and information to
the audience as part of a presentation, in-
structed people to leave the building. Some of
the performers (including Allan Kaprow, the
namer and systematizer of the performance
assemblages called *“happenings™) mistook the
onslaught of the fire department for part of
the general activities, and continued perform-
ing even while basement doors were being axed,
Most of the vendors had scattered, but the
audience returned, and the concert was a suc-
cess, marking the beginning of co-operative
efforts between the BANG. . . BANG. . .
BANG, . . group and the ONCE people.

News Item:

Quick Thinking

Averts Danger

af RPI Festival
A quick-thinking man elim-
inated a potentially danger-
ous situation last night when
be cleared the gymnasium at
Richmeond Professional Insti-
tute of about 500 students
when a fire began.  Joseph
Wehrer of the University of
Michigan was directing activ-
ities in which the audience
was participating, as a part of
a week-long arts festival.
wich the lights low and an
act ending, someone told
Wehrer of the fire. “He told
us that our mext comma.nd
was to tise and follow him
out of the building, and we
all thought it was part of the
program,” several stuc%e.nts
said. Outside and  waiting
Wehrer's next command, the
group was surprised‘ to see a
half.dozen fire units. The
fire, which started among 2
batch of rags in a woodshop
and caused lictle damage,
was extinguished quickly.



Every Saturday night at 8:30 across the nation,
the A & P stores lower their prices on fish and
produce which would spoil if kept over Sun-
day. Some customers arrive at the same time
each week, knowing the timing of the man-
ager’s announcements of price reductions, and
schedule their buying to egt the best bargains.
Activities of this type take on the character-
istics of dance: Curt Sachs, in his authoritative
World History of the Dance says, “it is almost
impossible to define the dance more narrowly
than ‘rhythmic motion,’ ”

A group of young dancers from New York
have helped introduce expanded notions of who
and what can be included in dance. They are:
Robert Rauschenberg, painter; Robert Morris,
sculptor; Alex Hay, former long-distance run-
ner; Carolee Schneeman, sculptress; and Judith
Dunn, Yvonne Rainer, Steve Paxton, Carolyn
Brown, Lucinda Childs, Anthony Holder, and
Deborah Hay, dancers, some of whom have been
associated with Merce Cunningham’s company.
The group has been known as  the Surplus
Dance Company (when they danced in a ware-
house) and the Judson Dance Group (when
they were based at Judson Memaorial Church).

The entire repertory of these dancers is made
up of their own dances, which incorporate tra-
ditional dance movements, ordinary gestures,
traditional and contemporary music, speech;
any type of sound or only the sound of the
dancer’s motions, as well as all sorts of con-
structions, props, and costumes are used. Game
ideas, animate assemblage, simple commentary,
improvisation, and poetic interests are express-
ed in works that have the spirit of play. Some
of the pieces have scores constructed of maga-
zine cutouts (among other things), and ail of
the dances have general instructions so that g
dancer’s understanding of the piece’s working
will enable him to create new situations in per-

News Item:

The New York Times
“Dance: The Avant-Garde at
Judson Church. Each work
complements the other in
some inexplicable way. . ,
Here again the dance seems
governed by effective and ex.
pressive form, even though
that form was ncither an.
alyzable nor describable.”

formance. Some of the following d.ance events
were done at the 1964 ONCE Festwa_l.. These
as well as other dances show the versatihty.tha}t
a troupe can have when artists 8o beyon.d.mdl-_
vidual “fields” to make creative activity a
joint effort.

Yvonne Rainer produced a live electronic d;fnce
entitled A# My Body's House. At pauses in a
very strenuous dance to music by Bach and
Buxtehude, Yvonne’s breathing was gn.eat]y
amplified by means of a throat‘ contact micro-
phone fed into a sound transmitter, th)se sig-
nals were picked up by wireless equipment.
Yvonne has also created a very lively piece
called Parfs of Some Sexiets which is perform-
ed by a large cast bouncing on stacks of mat-
teesses. Three Seascapes has pathways outlined
by tape on the dance floor, and is performed
with the sound of furniture moved about the
dance area, Yvonne speaks of the fee‘ling fo!t:
improvisation as “spontaneous determinatiom.

Alex Hay’s Colorado Platean is a task for one
prime mover arranging inanimate dancers
across a flat geographical surface. Each dancer
is tagged with 2 number and the mover must
position each dancer according to the pretaped
instructions played over a public address sys-
tem. The task becomes nearly impossible o
fulfill as the instructions are given at an in-
creasing rate, and many of the dancers_are left
lying on the floor. Prairie is an athletic event
this manner until the end of the dance.




Bob Morris produced two works for the ONCE
performances: Arizoma and 21.3. Arizona was
a series fo short episodes, each of which ema-
nates danger. For example, Bob enters in one
episode with a javelin which he displays at
length *with great formality and after an ex-
tended consideration thrusts the javelin into
an awaiting target, and exits. The light dim,
Bob enters again with a light attached to a cord
which is swung in ever-approaching circles
above the heads of the audience, but because
of the autckinetic effect, the light seems to
come much cleser than it actually does.

Judith Dunn danced with Robert Morris in
her Speedlimif, in which they matched them-
selves in a series of exaggerated gym events,
thudding, rolling, and lying in still exhaustion.
Composer Rebert Dunn, Judith’s husband, was
responsible for classes given in 1960-1 to ac-
quaint dancers with the inter-art applications
of “new music” compositional techniques,

The best-known of Carolee  Schneeman’s
dances is Meat Joy, which has been presented
at the Judson Chuich and for many European
audiences with varying shock. In preparation
for the piece, Carolee drew up many possibili-
ties of action and pliability of all sorts of fish,
fowl, and other meats, with which performer,
in bathing suits assail each other. This piece
is constructed so that every action has some
effect on the surrounding movements, creating
a “kinetic theater.”

Lucinda Childs handles everyday objects in
surprising ways. In one recent event, she placed
a large rell of polyethylene on the floor while
dressed in a cowboy outfit. While rock ’p’
roll played, she walked slowly backwards across
the room, pulling on two strings which unroll-
ed the plastic. A succession of identical news-
Paper elephants appeared in the unfolding. Ae

The newest of Bob Morris’s dances, Waferman
Switch, is performed by two nude dancers who
“switch” places by running and waiting among
other (street-clothed) performers, and cling
together in a slow dance.

The other performers walk
about the area marking off
connections which the two
dancers ignore. The picture
is from BANG.. . . BANG
. .. BANG 1965.




the other end of the room, Lucinda continued
producing elephants by attaching the strings
to her feet and wiggling her toes. The piece
ended when all the elephants had entered.

Bob Rauschenberg’s dance event Shotpust is like
a mobilization of one of his paintings; he is
able to present objects, portraits, and natural
symbols (e.g. the American eagle) combined
and left complete so that their placement
makes 2 painting’s message. In Shotput, all the
events relate to electric light. During the
whole piece, a tape is played with Oyvind
Fahlstrom reading from Faglar i Sverige (Birds
in Sweden). A work done in Sweden, Elgin
Tie, involves a cow, which Bob decided not to
ride cffstage as he had originally planned be-
cause it was huge as a bull from Texas, his
heme stare.

The Spring Training of 20 turtles carrying
flashlights on their backs, a bride and her
groom and their alarm clock, calisthenics fans,
the automated sentiment of 2 crooner, a crip-
pled narcissist spinning into oblivion, activities
expressing the song Cast Your Fate To The
Wind, and a man on stilts making his way
through darkness, was danced outdoors atop
an Ann Arbor parking structure. Performers
in Pelican wear roller skates and parachute
“wings”, and are propelled by gusts from huge

fans.
Besides dance, the 1964 ONCE Festival pre-

sented first performances of eighteen works.
1264 was also the year of the first New York
Avant-Garde Festival, the BANG. . . BANG
- .« BANG. |, . and the ONCE appearance at
the Venice Biennale.

Among the pieces ntroduced at the ONCE
Festival was Megaton for William Burroughs
by Gordon Mumma, a four to six-track
tape picce with requirements of extensive
live performance, The performers are on the

Simone Morzis’s dances are
observations of the natures
of evervday occurrences.
These she calls Dance Re-
ports, and they describe: a
sprouting onion mounted on
the mouth of a bottle grad-
ually  shifting its  weight
from bulb to shoot until it
falls off; four boys on top
of a snow-covered hill
releasing  a snowball which
gains in size as the boys chase
it downhill, . . it splits into
two hemispheres and the boys
climb onto the flat surfaces
and rock about. . . and then
they go away. In her Dance
Constructions she creates sit-
uations of physical imbal-
ance, confusion, and strug-
gle: the entire role of one per-
former is to remain on the
tloor for the whole piece, the
only objective of the other
performer being to tie the

“first to the wall,
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way to drop a megaton bomb, and manipulate
all sorts of electronic equipment, modified in-
struments, and specially made metal construc-
tions as they go. Blinking red lights high above
the darkened performance area and the voices
of pilots signalling to onc another combine
with live performance activities to generate
intensity, ending in a blast of Air Force movie
music.

Landscape Journcy by Don Scavarda alternates
music and film in an evocation of travel. The
film contains no specific landscape images, but
suggests a journey by a continuous horizontal
motion of colors. The music (for clarinet and
piano) is read from matrices which give gen-
erally open readings of unusual single sounds
played continuously. The projector is switched
off whenever the music is heard, and the in-
struments stop when the film appears.

George Cacioppo’s Advance of the Fungii is
named for a book of that title by E.C.
Fungii is named for a book of that title by E.C.
Large, which describes “various plagues that
o.verwhelm plants and 2nimals from time to
time.” The sound of the piece is based on
clusters with various spreads and dispositions
both vocal and instrumental. Instrumenta,l
sour%d is vocally modified by the performers in
spea.fic: ways; ‘this establishes a close color
re?auonship between the male chorus and the
Ymnd instruments,” The clusters are produced
in soundblocks, marked off in phrases by the
score. The conductor interprets duration; “he
cues and shapes all sounds.” Within ’each
phrase, subtle shifts in density and distribution
of sounds are achieved through particular
vocal-instrumental notational symbols. The
sound becomes ever morc massive, while the
phrases lengthen and the piece advances.

MATRIX

FOR CLARINETTIST

P, DATER/AL. BETWREN, EAGH TONE 16 ny
FPROPORTTONATE 10 SPACE INTERVAL A- 3] (M
LoNG PERTMETER, ;
2 B

"

T

EEGIN ANYWNEREG ON GIRCLE, FOLLOW EITHER B
DIREGTION, AMPLITUDE (LGUD TO SOFI) AND W

ATIVE TQ NOTE BIZE.

TURATION (SHORY 10 VERY BHORT) ARE REL- (o

Bob Ashley’s The Wolfman is a solo vocal spec-
tacular. Taped and live sound are mixed in a
single system pitched at the loudest sound pos-
sible without feedback. Although the level is
constant, sound characteristics are to be con-
stantly changed; the difference is justified hy
the gain control which the singer holds in his
hand. The four variables of vocal sound are
pitch, loudness, vowel formation within the
mouth, and closure of jaw and lips. Changes
are made as smoothly as possible. Each phrase
should take up a full breath. At a St. Louis
performance, the picce was combined with a
rock 'n’ roll presentation and titled Night
Music with the Sonics and the Wolfman. The
Sohics (Mary and Caroline) were dressed in
black leather and plastic, and went through
2 smooth rock ’n’ roll routine using appropriate
gestures. One of the features of Wolfman is
the continual transition from human to in-
human (animal, stage symbol}. In the Night
Munsic version, this is brought out by the wear-
ing of sunglasses which obscure the performers’
identity. Like Crazy Horse (sym phony}, Bob
Ashley’s in memoriam Kit Carson (opera) 1is
based on observation of social interaction:
the first, on the early social order of American
Indians, and the latter on the type of inter-
action presented by an Army group under Kit
Carson. One is musically similar to symphonic
structure, the other to the traditional concept
of opera. Each has one basic notational ground
plan, chosen for its possibilities of geometrical-
ly expressing social phenomena. Thus, time
and group activity are given as 2 circle in
Crazy Horse, In Kit Carson, the sequence of
“moments” and transference of action is mo-
tated by placing a grid of 81 vertical “mo-
ment” lines and eight horizontal spaces over
charts of lines and points which represent
single correlating events. “Moments” are not
necessarily periodic; the performance proceeds
from one “moment” to the next with some



The pictured performance
was a realization of Kif Car-
son using gestures from a
well-known social phenome-
pon, the party conversation,
This was realized for eight
married couples to facilitate
interaction.
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events and persons coming to the fore and-"
others returning “downstage.” FEvents are the

same or are as closely related as pessible, and

may last any length of time except when in-

teracting with other events.
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The major event of the 1965 BANG. .. BANG
. . BANG Festival was Syntbesis, a total-

envirenment event dealing with war. The

audience involuntarily became part of a wer

theater insteal of watching a theater pice. CO-

theater instead of watching a theater piece,

COLORS: SILVER-BLACK-WHITE, RED,

WHITE, AND BLUE

3 MANNED AIRCRAFT. .. 2 FIGHTERS...

‘1 BOMBER

2 DRONE AIRCRAFT THAT TRANS-

CENDED THE LENGTH OF THE

CEILING (125 FEET)

1,000 SLIDES PREPARED FROM BACK

ISSUES OF POPULAR MAGS AND

MILITARY MANUALS

9 SLIDE PROJECTORS

2 MOVIE PROJECTORS WITH 2ND WW

TRAINING FILMS

PROJECTIONS ONTO ALL OBJECTS

Notes by R. Carlyon and J.
Bowie outline the material:
THERE WAS CONFLICT
AND TENSION BE-
TWEEN CONVENTION-
AL ACCEPTANCE OF
AIRCRAFT AS BEING
MQOBILE AND ACTIVE—
YET IN SYNTHESIS
THEY WERE LARGELY
STATIC AND FIXED. . .
IT WAS THE SOUND
TRASMITTED THAT IN-
DICATED A TREMEN-
DOUS SENSE OF MOBIL-
ITY AND ACTIVITY.

IT TOOK 3 WEEKS 12
HQURS A DAY TO MAKE
AND RE-MAKE THE
TAPES.

AND PERSONNEL

APPROX 100 PERSONS TOOK PART
USED WHITE MESS UNIFORMS,
WINTER COATS,

SCARTS, GOLUSHES, SHADES

3 BICYCLES

900 STUFFED PAPER. LAUNDRY BAGS
DROPPED FROM CEILING AND USED

FOR SIMULATED FORTIFICATION

3 NAVY RECESSITATION UNITS

1 TANK, 1 ARTILLERY PIECE, 1 CARGO
PARACHUTE (84 FT.IN DIAMETER)

20 GAS MASKS, 40 HOME-MADE RIFLES

4 MAGNETIC TAPE-RECORDERS

I TON OF ARMY AND NAVY
RECRUITING LITERATURE

500 ARMY FATIGUE CAPS GIVEN TO
THE AUDIENCE ' '

AND GOD KNOWS HOW MUCH
PARACHUTE CORD-CABLE-WIRE ETC.
15 ARMY COTS, 1 RED WAGON,

1 8-YEAR OLD BOY

1 48-STAR AMERICAN FLAG

AND OTHER STUFF TOO NUMEROUS
TO MENTION

It took the entire sanitation department of
Richmeond, Va. four hours to clean up. The
audience was forced to shift about during the
performance. The first picture shows rehearsal,
the second shows the audience being moved at
mid-point.

PAUSE
by Carl Spelbring



There were a number of new
pieces at the 1965 ONCE Festival. Don Sca-
varda’s Calerpillar combined images thrown
onto a construct of grouped white cylinders
with a tape describing the life and times of a
caterpillar through the cocoon stage. At the
stage of emergence, two new projectors flashed
on with street scenes of Ann Arbor, particular-
ly of Red’s Rite Spot, a popular restaurant.
The piece ended with a large red sign flashing
EAT. )

Richard Waters” My Piece was performed in
slow motion behind a large plastic screen.
Throughout the five parts of the work, per-
formers lit candles and cigarettes, highlighting
the semi-darkness. Two of the parts were
titled: “But none of them has ever seen me
in the nude” and "I gave my love 2 paper
flower, and it died.”

In Time on Time in Miracles, George Cacioppo
continues his interest in subtle ways of deriv-
ing and notating new instrumental sounds,
now applied to a larger instrumental frame-
work. He is currently working on a compo-
sition with animal sounds.

Gordon Mumma’s The Dresden Interleaf (13
February 1945) In Memoriam, was performed
between two of Mumma’s Mographs. Mumma
has coined the work cybersonic to describe as-
pects of his audio experimentation: ** a cyber-
sonic “procedure uses aspects (parameters) of
a sound to reshape its own characteristics or
determine characteristics of following sounds.”
Interleaf brings cybersonics into play to create
a highly improvisatory live electronic per-
formance situation.

George Crevoshay, whose piece .pc was played
at the 1965 Festival, came to Ann Arbor from
Oberlin College with Larry Leitch. At Oberlin,
Crevoshay and Leitch encountered a great deal
of opposition in trying to organize avant-garde




activities. Similar incidents have occurred at
other colleges and universities across the coun-
try, resulting in a network of “underground”
activities which receive little publicity or recog-
nition.

The 1965 New York Theatre Rally provided a
meeting-place for a large number of Ameri-
can performing groups. The great diversity of
presentations pointed up the changes which
have come about in considering who and what
can be included in “theater.” Theater can be
official drama (Beckett, Ionesco, Albee and
American Absurd Theater), happenings (Kap-
row, Oldenburg, Dine, Whitman), dance ac-
tivities (Judson Company, Merce Cunningham,
Kitty Hawk) theater pieces (Synthesis, the
Space Theater), theatrical extension of concert
situations (Variations IV and V, Megaton for
William Burroughs, Public Opinion, Lecture
from Sunday Performance), and public and
household activities (Truck, most shorter ver-
bal pieces, Yamday). It should be stressed once
more, however, that no categories are fixed
in theater, music, or dance, and naturally over-
lap. Activities spring from people’s interests,
which do not fall into tidy classifications.

At the 1965 Theater Rally, ONCE presented
two large new woerks, Joy Road Interchange
and Combination Wedding and Funeral.  Joy
Road Interchange was a series of lectures, each
named in honor of cne of the Judson dancers.
Each dancer could substitute a dance of his
own or take a rale in the ONCE presentation.
Every lecture was informally informative. In
the fifth lecture, ONCE members making
their first New York appearance were statistic-
ally introduced and placed in a plastic speci-
men case. Combination Wedding and Funeral
certainly fits no categories. A man was mar-
ried and the bride was buried. The action was
straightforward; there was no transformation
of the activities. In the tramsition from wed-

“Never mean the name.”

—Gertrude Stein




ding to funeral, some unusual events did occur
briefly. The performers had been pteviously
instructed to continue regardless of what
might happen, but a deep silence remained
throughour the performance. Afterwards,
ONCE members learned that the New York
audience had drawn any number of philo-
sophical and overwhelmingly psychological
cenchusions from Combinatiqﬂ,

The Jelloman was premiered at the 1965
ONCE TFestival. The Jelloman is an excessive
narcissist who moves through a world of mute
activities. Other characters stand for particu-
lar American types, some more degenerate than
athers, who wind up destroying each other.
The scunderzck had songs by Roy Orbison and
other enmtertzinment. We have discussed a
pumber of pieces which incorporate rock ’n’
roll; there is a reascnable tie-in between the
music activities presented here and the every-
day world of R&B, jazz, and rock 'n’ roll. Rock
n’ roll has penetrated to more layers and age
groups of American society than any previous
pop music. The inventiveness and change of
the new pop music have made it a major fea-
ture of American music. In terms of musical
experimentation alone, the rock studics are
engaged in somc of the most interesting audio
research anywhere. Motown’s eight-track re-
cording system is just one example of prag-
matic large-scale electronic music development.

The 1965 ONCE AGAIN Festival was held
atop a city parking structure in the open
air, The everyday atmosphere was continued
by Unmarked Interchange, a piece done in the
style of a drive-in movie theater. A twenty-
foot scaffolding with sliding doors, louvers,
and panels served simultaneously as a site for

News [tem:
Music may aid plant growth.
Keeping your plants near the
radio or hi-fi set may be
added insurance for healthy,
happy growth. Recent ex-
periments indicated that some
house plants and greenhouse
plants respond favorably to
either rock ’n’ roll or classi-
cal sonatas, by growing more
than they do without musi-
cal  dccompaniment




live events and as a large screen for the show-
ing of an old Fred Astaire movie, Top Hat.
The activities were intended to look as if they
came from a film of thé *30’s, and were pre-
sented cyclically throughout the showing.
Events were extended and elaborated during
the performance by means of backstage cues
and a walkie-talkie system.

Unmarked Interchange again illusteates the
interest of the ONCE group in community
creation and performance of works. Every-
one contributed ideas and took the roles they
“always wanted to do.”

Six of the (former) Judson dancers from
New York presented A Concert for Ann Ar-
Bor at the festival. The huge performance area
was bordered on three sides by the audience,
and all the dances filled the space. Trisha
Brown’s Motor involved Miss Brown, a Volks-
wagen, and a skateboard in a tense few min-
utes of concentrated action. Steve Paxton’s
Deposit used the parking structure’s road
space for the mysterious unfolding of a sinu-
ous plastic assemblage that housed the dancer
and his assistants, a night flare, and an un-
occupied chair.

The Festival concluded with a John Cage
premiere, Talk I, which projected conversa-
tion among friends into the night air and
over the town by means of electronic chan-
nelling and modification of voices.

The ONCE AGAIN production marked the
first time that this Ann Arbor series failed to
go in the red. This was due to the enormous
seating capacity of the parking structure and
increased local interest, rather than to an all-
out drive for profit. The community spirit
seems to flourish best where there is no com-
mercialism. Many of the composers and per-
formers we have discussed throughout this
article do not support themselves chiefly by
music-making. Music is a spare-time activity
for them, as it can be for everybody.

“Like most other composets,
Schoenberg had more or less
constant money problems.
The thought arises whether
these are not the true subject
of music.”

—John Cage




PIECES NOT MENTIONED (titles we hated

to leave out)

Philip Krumm: 3 pages of sounds Curions Ori-
gins of Familiar Words, Especially Those
Dirty Omes; 10 Composes for Yoloono-
phone; Exciting Mome#nts in the Life of
Fredevick the Great, Eden Fire.

Morton Feldman: Christion Wolff in Cam-
bridge

Bob Ashley: Morton Feldman Says

John Cage: She is Asleep; The Wonderful Wi-
dow of Eighteen Springs, Living Room
Mausic

Dick Higgins: Voices Signaling Across the
Flames

Philip Corner: #bis is it this time; Outbreak
on the Dance Floor; The Passionate Ex-
panse of the Law :

Mark Slobin: Hof Tamale, or They Know
Know Quality When They Taste It

Harry Partch: Castor and Pollux — a dance
for the twin rhythms of Gemini

Edward Zajda: Do Not Attempt to Defeat
the Interlock

Fred Herko: Ownce or Twice @ Week I Pu?
on Sneakers and Go Uptown (dance).

Robert Morris: Morris Code

Harry Partch: Ulysses af the Fdge; U.S. High-
ball, Ring Around the Moon

Bob Ashley: Yes, But Would You Want Your
Sister to Play One

Bob Sheff: (we pick owr own in) Poteet,
Texas Peace in the Valley

Mary Ashley: Truck, a Dance — John Cage
Dancing with Liz Taylor, Jackson Mac-
Low Dancing with Judy Garland, Yvonne
Rainer Dancing with Hieronymus Bosch,

etc.

Jackie Mumma: [ spent the Whole Day Shop-
ping

Gordon and Jackie Mumma: Three-legged
event

The Grate Society: Stronger than Dirt




PIECES YOU CAN DO AT HOME
Mary Ashley: Hole (A Sculpture) Walk back-
wards all day Saturday

Gordon Mumma: Four Part Music
1. Do anything you want
2. Do anything
3. Anything
4. Any

Marianne Babitch: Making @ Pecan Pie
Mzke a pecan pie, singing the recipe to
yourself all the while.

Mark Slobin: Revolutions
Play a piece at 16 RPM. Play it again,
at 33 RPM. Play it again at 45 RPM.
Play it again at 78 RPM. Decide which
way you like it most, and play it again,
for a friend.
Joe Babitch: Cognitive Dissonance
With a group of friends, start singing a
song you like, each choosing his own song.
See where it leads.
" Anon.: Early Morning Music
TWEET
Bob Sheff: Hum
Hum is for anyone, anywhere, anytime.
Hum is as good as music.
Hum because it feels good.
Hum is something else,
Frank Ettenberg: Barnacle
A piece has concluded. Its composer may
or not be in the audience. People are ap-
plauding. So stand up and bow to the
audience.
{realization, Univ. of Mich. 10/11/65)
Grant Fisher: Window Event
On a stormy night, leave your window
open. The next day give a party for all
the things that get blown in.
Dick Steiner: Optics
I. Walking about the house with only

A

one eye open, hold entertaining discus-
sions with the furniture; but you do all
the talking.

II. Walking about the house with only
one eye open, don’t answer.

NI Walking about, sleep with talking
eyes.

AUDIOGRAPHY

John Cage: 25-year Retrospective Concert of
the Music of Jobn Cage; write to
George Avakian, 285 Central
Park, West, New York 24, U.Y.
Indeterminacy — Folkways
FT-3704
String Quartet in Four Parls —
Columbia ML 4495
Three Dances — Disc 643
Percussion Music — Time 58000
Cartridge Music — ‘Time 58009
(with Christian Wolff pieces)
Arig — Time 58003 (with Berio
and Bussotti pieces)

Morton Feldman: Durations I\ IV — 'Time
58007 (with Earl Brown
rieces)

Music of Morton Feldman
— Columbia ML 5403

Earle Brown: 3 pieces on Time 58007

Christian Wolff: 3 pieces on Time 58009

Harry Partch: Works on CRI 193; also five re-

cords available by writing to
the composer, Petaluma, Calif.

Moondog: Two records on the Mars [abel

Tapes of many pieces discussed in the article,

as well as of other pieces, may be obtained from

the Ann Arbor Co-operative Studio for Elec-
tronic Music, Box 440, Ann Arbor, Mich.




BIBLIOGRAPHY

Robert Ashley, “Part of an Interview with Morton Feldman,” Kulchur 13,
Summer I965.

A.P. Basart, Serial Music: A Bibliography, Univ. of Calif. Press, 1961.

john Cage: Catalog and interview, C.T. Peters, 220 Park Ave. S., 10010.

—"*Mosaic,” Kenyon Review XXVII No. 3, Summer 1965.

—*To Describe the Proeess of Composition used in Music for Piano 21-52,”
Die Reihe 3 (“Musical Craftsmanship™), Theodore Presser, 1959,

—“Unbestimmbheit,” (German version of “Indeterminiacy” lecture), with
introduction by Hans Helms, Die Reibe 5 (*“Reports, Analyses™}, Theo-
dore Presser, 1961,

Dance Magazine: April 1964, “The Far-Out Goes Farther,” and June 1965,
“Unexpected Assemblage.”

Dimension magazine 14, spring 1963, articles by Milton Cohen, George
Manupelli, Philip Krumm,

L.A. Hiller, Experimental Music, McGraw Hill, 1959,

Allan Kaprow, Assemblage, Environments, and Happenings, to be published
by Harry Abrams, Inc., November 22, 1965,

Richard Kostalanetz, ed. T'he New American arts, Horizon Press, 1965.

George Manupelli, Catalog, available from the author at University of
Michigan School of Architecture and Design, Ann Arbor, Mich.

Gordon Mumma, “An Electronic Music Studio for the Independent Com-
poser,” Journal of the Audio Engineering Society, July, 1964.

F. K. Preiburg, Musica ex Machina, Ulstein-verlag, Berlin, 1960.

die Reibe 1, “Electronic Music,” Theodore Presser, 1958,

Reviews of ONCE presentations:
Andre Boucourechliev in Prewves (Paris), July 1964 and November

1964.

Padma Hejmadi, Ilustrated Weekly of India, October 2, 1960.
H. Wiley Hitcheok, Musical Quarterly, XLVIII No. 2, April, 1962,
Udo Kasemets, Musical Quarferly L No. o, October, vT¥D. . ... .., .

J. Seawright, “Report on Electronic Music,” Electronics World, June, 1965.

M. Shacffer, “The Space Age and Electronic Music,” Performing Arts in
Canada, Winter, 1963.

Mark Slobin, “Electronic Music Here and Now,” Mickigan Daily magazine,
March 13, 1965.

Something Else Press, 160 Fifth Ave., 10010, publications of Dick Higgins,
Jackson MacLow, Philip Corner, et dl.

L. Stokowski, “The Art of Telharmony,” Electrical World, N.Y., March,
1906.

Calvin Tomkins, The Bride and ber Bachelors, Viking Press, 1965 (New

Yorker profiles of Cage, Rauschenberg, Duchamp, Tinguely}.

Peter Yates, numerous articles in Arés and Architecture regular column,
Vols. 70-81.

LaMonte Young, Anfhology of New York works, available from Jackson
MacLow, 965 Hoe Ave., Bronx 39, N.Y.

CREDITS
Photos: Makepeace Tsao
George Manupelli
Richard K, Steiner
Jetry Lake
W, Pilcher
Translations: Marianne Babitch
Scores: courtesy of the composers
Photo processing: Makepeace Tsao






