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musicworks prov1des information about experumental music
in canada. it's the first attempt at a national periodical
of new musics. it's a vehicle for composers, players,
critics & photographers with interests as yet unexp101ted
by other media. we the editors try to be nonsectarian
beyond a bias for regionalism - this corridor canada &
its spirit north of us, & our preference for exploratory
& germinal activities. our interests are not to cate-
gorize. those of you inclined to development in rock,
orchestral, electronic, ethnic, academic, jazz, et cetera
spec1allzatlon are relevant to mu31cworks. we know there
is a sufficient audience with tangent interests to support
such a magazine. support in the form of subscriptionms,
criticism, documentation & community.

this end of summer issue is the last to be published with
the primary financial aid of the music gallery. it con-
tinues the format of a quarterly tabloid, a size we find
to. be convenient for sectiona1121ng & the printing of
scores, while the frequency is equal to the available
contribution of time, money & content. next issue will
be printed on a better grade of paper to reflect a con-
tent of permanent value. it will again feature a calendar
which could be the comprehensive listing of current new
music events - please send details of concerts, courses,
conferences, radioprograms. & next issue we hope to add
prairie & maritime editorships. we would like to hear
from anyone interested in donating their time. deadline
for the next issue is october % 5 - § o |

hope to hear from you.

RS

Andrew Timar editot

' John Oswald production

Don Druick Vancouver

Yves Bouliane Montreal

Christopher Crawford transcription

Diane Davidson typing

Unsolicited material for publication is welcomped & can
be returned upon request.
doublespaced & use the grammar & spelling you‘d like to
see.in print.

2

Staff is volunteer.

Please texts !

Musicworks is published quarterly by the Music Gallery ;
with the assistance of the Canada Council, the Ontario
~ Arts Council & private donations.

-

Subscriptions for 6 issues are $5.00 in North America,
| $7.00 elsewhere & $10.00 for institutions.

AD RATES

1/2 page (10 1/4 x 7 1/4)
1/3 page (6 3/4 x 7 1/4)

"1/6 page (3 x 7 1/4) or (6 3/4 x 31/2)

1/12 page (3 x 3 1/2)

$100
$70
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(narrative) 4 , :
'So Yves asked me to write a few lines about QUOI DE
NEUF. 1It's a kind of a strange position to be in -
-ah- writing an article on something that -ah- one
has organized and put together -- in coming back to
it and -ah- re-evaluating the experience - putting
it all together - acting as -ah- enumerator, docu-
mentor, art critic -ah- generally summing up the
experience. So I guess the first question one asks
is - what was QUOI DE NEUF all about? What - what
were the issues? and -ah- the answer to that is really
-ah- that it was about -ah- the idea was to present a
series of evenings -ah- featuring -ah- the activity of
the experimental scene here in Montreal -- kind of
bringing artists in touch with one another's work --
and -ah- also kind of putting on a -ah- something that
would make itself felt in the public consciousness
generally - creating a higher public profile for the
-ah- collective arts scene. So these were the basic
oals - -ah- the festival was sponsored by the Canada
uncil - the -ah- performance art division of the
Council -- and -ah- the place where all this took
place was Conventum Centre d'essai Conventum - -ah-
it's a little - -ah- it's an experimental centre in
Montreal -- it's a centre for the -ah- the -ah- non-
mainstream arts." '
'Concerning the structure of the festival, there
were three evenings -ah- Wednesday, March 28; Wednes-
day, April 4; and a final Wednesday - April 11 - and
-ah- basically the sequence of events began with an
evening that -ah- concentrated just on a single med-
ium, that of -ah- sound improvisation, and this led
to a second evening which presented several media in
a row - -ah- poetry, music, and dance, and the whole
thing wound up with -ah- a final evening of mixed
media - bringing everything together, summing up the
experience - -ah- it was a fairly complex -ah- -
thing - there were a lot of people who participated
- L

(enumeration)

' FESTIVAL QUOI DE NEUF/LIST OF PARTICIPANTS: Charles
de Mestral, Chris Howard, Andrew Culver, Pierre £
Dostie, Keith Daniel, Robert Lepage, Michel Lepage,
Robert Leriche, Claude Simard, André Farkas, Tom
Konyves, Yves Bouliane, Yuri Meyrowitz, Marie .
Chouinard, Robert Racine, Daniel Léveillée, Ginette
Laurin, Louise Lecavalier, Daniel Souliéres, Manon
Levac, Dena Davida, Carol Harwood, Evelyn Ginzburg,
Gurney Bolster, Sylvie St. Laurent, Lizette Poisson,

"Mike Haslam, George Haslam, Ted Dawson, Jean Letarte,
Raymond Gervais. : : N

(narrative cont.)

"it -- and in order to promote something of this size
it was necessary to -ah- first of all run a publicity
campaign through the mails - -ah- there was a poster
designed by Mike Haslam -- and beyond the poster I
did a series of radio and tv appearances -ah- in arder
to create some kind of -ah- public awareness of what
was going to happen.' '

(report)

The opening evening - Wednesday, March 28 - focused
on the single format of Sound Improvisation. There
were three groups: SONDE, the Lepage brothers, and
1'EMIM - each with its own completely different
approach to music and the improvisation situation.
The first group, SONDE, with its five members:
Charles de Mestral, Chris Howard, Pierre Dostie,
Andy Culver, and Keith Daniel, featured a somewhat
european approach, using improvisation to explore
the sound possibilities of specially constructed
amplified instruments. In a one hour performance,
they played four titled improvisations: PLAQUES,
featuring their ensemble of six amplitied metal
plates; SHEETS & GONGS II, that combined steel gongs
with suspended metal sheets of various sizes; PROME-
NADE DANS LE BOIS II, that entered into the sound
world of a wooden dome structure erected on stage;
and finally SAHABI IV - ane of several improvisation
formats the group has created to feature their koto-
like amplified string instruments. ‘

After a short intermission that allowed time for
rearrangements on stage, the next group, the brothers
Robert and Michel Lepage, began the second part of
the evening. In contrast to SONDE's special instru-
mentarium and serious, introspective approach, the

Lepages performed on conventional instruments - clari-

net and piano - were humourous, and often played di-
rectly with audience reaction and expectation. The

" was held on Wednesday, April 1ll.

\

improvisation was a series of many short fragments;
brittle, sarcastic, often verging on pure theatre,
that revealed a subtle but wide range of musical psy-

chology.

gosing the evening, the group 1'EMIM (1'Ensemble
de Musique Improvisée de Montréal) performed with two
members present - Robert Leriche K saxophone, and
Claude Simard, amplified double bass. Although the
instruments were again conventional, this group has
a background in the Québec free jazz scene, and it
was clearly reflected in the style of performance -
an intense. tight series of struggling gestures ...

(enumeration)

FESTIVAL QUOI DE NEUF/Evening 2/April 4, 1979/Centre
d'essai CONVENTUM/1237 rue Sanguinet/8:30 pm/Admis-
sion $2.50 3 :

PROGRAM: (Poetry) Andre Farkas, CHANCE SUITE (THE
HEART OF THE MATTER); Tom Konyves, SYMPATHIES OF WAR;
(Music) Yves Bouliane, (S')ENTENDRE DEBUSSY; (Dance)

‘Marie Chouinard, CRISTALLIZATION and DIMANCHE MATIN
MAI 1955; Daniel Leveillee, OCRE and VOYEURISME: the
group CATPOTO, Contact Improvisation.

gnarrative) T ;
It's funny, but the -ah- the second evening of QUOI
DE NEUF turned out to be a -ah- -- -ah- more complex
than -ah- than I thought it would be -- both on the
level of the participants - the artists themselves,
and on the -ah- on the level ot audience reaction.

The main cause of this -ah- the main -ah- the proble-
matic situation I think was really -ah- brought about
by the nature of the program itself -- that of juxta-
posing various media against one another, which obvi-
ously -- drew different people for different reasons
to the performance -- -ah- as well as bringing togeth-
er a -- diverse -ah- group of -ah- artists/performers
who -ah- were very into what they were doing as indi-
viduals but - perhaps not particularly open to -ah-
what else was going on in the same evening -- As a .
result -ah- for instance -ah- after the -ah- opening

- of the:show -ah- there sere some remarks made that

the poetry was not anglophone - and -ah- during the
first short break we took after -ah- a performance of .

- -ah- Tom Konyves' SYMPATHIES OF WAR (videopoem) and

-ah- Yves Bouliane's -ah- (S')ENTENDRE DEBUSSY -

the conceptual musical piece on the program -ah- -
some Francophone poets came up to me - rushed up to
me at the back ot the hall - furious - demanding
their money back -- it was a very unexpected exper-
ience -- I mean the contents of the program were
advertised - -ah- Beyond that particular reaction,
some dancers -ah- expressed impatience with the tech-
‘nology -ah- the necessity to set the stage up in
particular ways that - that -ah- that took rehearsal
time. In addition, -ah- we did have some technical
problems at the beginning of the evening that -ah-
that caused -ah- the first piece of the program -ah-
André Farkas' CHANCE SUITE (HEART OF THE MATTER) to
be postponed until after the -ah- first short break.
Ah- after this piece was performed -ah- as the dance
part of the program was beginning -ah- one man in the
audience was heard to say -ah- impatiently -- 'Ah,
finalement.' which -ah- again clearly expressed this
segmentation -ah- this division of interest that was
characteristic of the whole evening.'

(report)

The third and final show of the QUOI DE NEUF festival
Just as the opening
evening had focused on a single aspect of the perfor-
ming arts - sound improvisation - and the second had
presented several media back to back, so this final
evening consolidated and summarized the experience of
the series with a program of sound and mixed media
pieces. There were three artists: myself, coming
from a background in sound; Raymond Gervais, a con-
ceptual artist who works with numerological systems;
and Mike Haslam, a visual artist who is now involved
in creating live performance works.

The first pieces of the evening were two of my
works - EXPLORING THE OBJECT for hornm, 4 microphones,
and mixer, and THE CLOUDS OF MAGELLAN (with Suzy Lake)
for computerized slide show and audiotape. EXPLORING

- THE OBJECT, realized in collaboration with horn player

Jean Letarte, is a sound piece that works with inter-
locking levels of limited improvisation. In the QUOI
DE NEUF performance ...

5



(discussion - a telephone conversation with Yves

Bouliane)

(3 ringe ».:)

YB Allo?

TD Allo, Yves?

YB Oui, Bonjour.

TD Bonjour, ¢a va?

YB Um-hum, toi?

TD Oui. 3

YB Je M'excuse - j'ai un bouche plein --- um -

TD  Comment? s

YB J'ai un bouche plein.

TD Oui? ----- 0.K. I'm phoning about the QUOI DE
NEUF article, and right now your voice is going
into a taperecorder --

YB O.K. -- Now?!.

TD Oh, yes --- avec votre bouche plein.

YB Ah -- O0.K. - ha-ha-ha -- 0.K. Let me a - -ah-
take a cigarette. :

TD O.K.

(line noises ...)

TD So? Here we are - the taperecorder is - is rol-
ling - the needle is moving each time I -ah-
speak - so -ah- what were your impressions of
the festival?

YB Well, what can I say? All I can -- all I can say
about your festival is the souvenir that I have,
and the souvenir that I have is not about -ah-
the - the -- let's say the - the things that were
inside of it - I mean the manifestations - the
different types - I - I hope - I have a souvenir
of this which is really -ah-ah- évaporé - how can
I say it's far away you know --

TD (um-hum) '

YB It's comme un brouillard un peu, but -ah- all I
remember is your - your -ah- your -ah- your
desire to - to create something in which - all
those individuals wouldn't just -ah- fit inside
gf it like let's say -ah- usually artists -ah-

o - -

TD (um-hum) '

YB But -- -ah- as - as one of the people involved in
the same city in - in different -ah- aspects of
-ah- esthet - ah- art activities --

TD (um-hum)

YB And so - you tried to - to put all these energies
together and tried to - to construct something -
you know - a different -ah- field in a way - a
field which would - which would -ah- establish
kind of a - a co-operation - collaboration betwe-
en all those artists, and finally it didn't occur.

TD Yeah, people remained individuals --

YB Yeah, yeah, yeah ...

TD So - so with the exception of SONDE and CATPOTO -
that was the one - the one -ah- liason that was
formed by the festival - -ah- two improv groups -

YB Yeah, and you and me.

TD And you and me - right - exactly -- yeah -

YB And André too -

TD Yes, yeah, in a way --

YB Yeah, so --- what can I say - rather than saying
- well I liked this piece, well I saw that and
it was nice - or blah-blah-blah - I don't want
to say that cause its too far away --

TD (um-hum)

YB I prefer to say that - mention that -ah- this
lack of feedback --

TD There was a lack of feedback --

YB Yeah, yeah, yeah,

TD .It - it was a - we really saw proof of - of what
the Montreal scene is about in a way ---

YB (um-hum)

TD We really saw that -ah- there were a few groups
that -ah- that were willing to open up and -ah-
relate and - for the rest they remained indivi-
duals who - who maybe have -ah- -ah- tenuous
connections once in a while, but they do their
work on their own in their room -- and -ah-

YB That's it. g

W Tet's it ...

YB Yeah, all boxes.

TD And they wanted to - to plug into a situation and
-ah- they didn't really want to have anything to
do with anybody else.

YB .

Yeah.
No, I think that's it -- that's the only thing
that still remains in my - in my mind of this
festival - really -- ’
TD Um-hum, but in a way it was -ah- much more valu-
able in a sense that -ah- it gave us both -ah-
a real feeling about what - what the scene here
in Montreal is like --
YB Yeah, yeah, intercepting once in a while and you
hope -ah- people will mix together or will -ah-
comnect with each other in a way to produce things
-- (cough) -- to collaborate -- um -

5d

TD Yeah. !
YB But finally -- there's still promise --
TD Yeah - true - 3

Yves Bouliane
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Ed Sanders Phil Werren

In the fall of 1968, during my first season as composer-
in-residence at Simon Fraseér University, I composed, in col=~
‘aboration with Wilfrid Mennell, a playwright-director, a TR
s h-channel version of Beckett's radio play, Cascando. The elec~- -

; ; i ) . . tronic studio at SFU was at that time probably the most sophis-
- The Bardic Pulse-Llyre : ticated studio in Canada. After working in studios at Columbia
JACKET EDITION ; ; . ; ;ng Warsaw Radio, both of which were smgll and somewhat limiting,
ound it impossible to continue composing with the Princetoian

" 4 | e e OOO0O0 9 precision in which I had been schooled. The SFU studio contained
¢ the most recent synthesizer designed by Don Buchla. I only :

vaguely understood what it did. and realised that I would have to '
put aside my rigid preconceptions of how one sound should follow
another. The sequencer, a device which could generste a series ‘

of sound events in a moxe or less random pattern and which at *-
¢ times seemed to have a life of its own, became for me a sort of ('
window through which I could, see/kear a universe of sounds I .
had never imagined possible. It was necessary for me to step
back from these sequences of sound events, to control them in
. some other way: through the mix of one sequence with another in
i time and space.
1968 was a year of great upheaval: at SFU, Canada's
| Berkeley, 114 people were arrested for their part in the protest
over the firing of the entire faculty of the Political Science
! and Anthropology department. Marcuse, Baba Ram Dass and others
i came to speak to us at peril to themselves; acid and mescaline
abounded and apocalypse seéemed to fairly shout out at us in
the rarified atmosphere of Burnaby Mountain., The neo-fascist
, architecture of the university seemed to beg for anarchy and
! “chaos and linear thought itself seemed doomed to extinction.
It was perhaps 'inevitable that I be introduced to a book
| A Vision, by W.B.Yeats (or rather, by the wife of Yeats; written
‘ automatically - that is, transcribed by her while in a trance),
a book which deals with the cycles of mankind and civilisation,

T L relating archetypal images to the phases of the moon, the phases
WN Y ?“"" yre of the moon to the birth and death of civilisation and the birth
rings, with in coat pocket < and death of civilisation to the theory of the gyres - a sort of

m-bqsl '}’"3‘:. double spiral which looks like a cross between a dna-helix and
‘o be "F" l“"" an hourglass. I understood perhaps ten percent of what I read
g ’ : and began to see (rather naively) relationships to many of Yeats'
Each finger has +two notes, ; later poems. It was at this point that Wilfrid introduced me to
one formed by the thumb é_oud-..mf Philippa Pqlson, a wonderful lady who taught linguistics at SFU
the tone-bar on the finger-tip ring, and who had a special fondness for Yeats and a fine speaking
another formed by touching the tone-bar voice. It seemed apocryphal that we should all meet and the
© on the m'n’ between the. it ¢ 2727 studio, located in the bowels of the theatre, seemed the ideal
;,,‘.r.,— J..‘,..e_ location for the alchemical process. It was all very serious.
: e The work began in January, 1969: collecting relevant poems
Regular scele procedes upwerd beginning and appropriate sound-sequences. From that point, the work :
with little :"'f" ?&"‘f “."Jh' and ‘.';.J" flowed easily and grew as if by itself. Phases I was completed
after 16 Mo :’ g the for i dadie. : in early spring, Phases II by mid-summer. By this time, Wilfrid
e right hind.. (who had been of invaluable help in the assist of the mix and

the use of the spoken texts), suggested that that Phases was
~ really now mine and felt that I should continue to work on my
. w own. I completed Phases III in the fall of 1969. At that stage
» - S 3l T I felt that I had reached a degree of over-sophistication in

] o relation to the materials. I stopped work on the Phases and
BOb DaVIS became involved with the medium of dance, hoping to complete
; the cycle with one more section at a later date when I had some
distance from the piece. It was never completed. Philippa died
rather suddenly a year later and as the years have passed I
have felt increasingly that the work can only be finished
internally - not-only by me but also by anyone who internalizes
the universe which the piece has opened up.

Phases is ideally suited to performance in the dark,
without intermission. Each of the sections is very demanding of

b - " e« + T =3 the listener and they seem to work best with a small group of
people. If this implies a trip being laid on an audience,
_ow, T T VAVE DICANED A DREA-QY DUEAM.OWWHD | coce Saorm SORROW DRI VuvERs \W TRE perhaps so; the works are certainly a kind of journey. They were
- n s e e ¥ for me a process through which I grew and changed. I have left
- _ t them behind. They are at their worst flawed, even crude at times
VAL AR (B, THRE B TR L R U SIR e bl S times; at their best , beautiful and reassuring. They are

L | W s iomranc i sl + sty = 230500 1.8 @ !

apocryphal if not apocalyptic. If I may indulge in any personal

i belief any more it would be this: the age of chaos is upon us;
vow-Y - e had T WERR B TR Soys T

Vi < 2ol i o FaidBrig i v but, like an eclipse of the sun, it cannot last; the Darkness

at its peak only increases our desire for the inevitable return

of the Light.

s - o= o
= i T i. E:;_ t Phases I : duration 40 minutes.
ILL OEM WY YOU DREL o omaen You 1% THE A -\mG tm, OF VWRNG ON THE (ALLDYS PN SWE . : B I % .
: = = } } } = e s The analogy to this Phase is its beginnings in

what Yeats called the complete plasticity of the new
moon. Fragments of poems on sex and death and madness
are contrapuntally combined with images from a remote
and distant classicism, increasing in density towards
the middle and clarifying in a reading of the Second
Coming out of which a gigantic chord swallows up

i PPy everything which has preceeded and transforms all
‘“‘“‘“Q“A"*mm" G st L imags. Hignter and itl: discontents are overwhelmed

1 }
by the coming of Spring.

WATTERS | “THE winD Biaw
. N

"

Phases II : duration 25 minutes.

A northern summer night. The state between
waking and dream-sleep. The full moon - for Yeats

the phase of.complete beauty. The hour of the wolf.
Stream of consciousness. rudely awakened as the moon

passes into the 15% phase.

OU CE. Phases III : duration 20 minutes.
-Jowm Tncoe Nies: i °o 5
covacize S\w"\:ou é::."\t::g“‘ %%'EZ::‘:\&%&::‘”M‘“. The waning of the moon. The fall. The clarity
(a0 - we Basts o Yrasow) Scamumrd (cwnd 255 Ena ov Roovit) of frost. Intellectualisation. Sophistication. The

(at times) violent passage of organic life into slee

Tue Romg STony- Gwne V\Q&CI\.LC“W
i sleep. Humour. Fragmentation.

*0aw Wit ToTee. (cwwD E32-%

F\u* Vul-% w Jﬂ(*n“*“*“‘
CWLD 20~ Tug w Merwan)

Ve \oJ - Bwenw NacCou, Lensueo PN
~ve Oowive Ogws ov M'M‘ Wy MWER B Tuarms ReauaTson, .

e A e e Yool e e ay S’ MaLser) Phases IV : duration ?
T Faust Wwont Uron ves Roap -Faawx The Twant Sooge- 1.G.Guree, TWOMAL VLS, : :

Gowiv, COMISUMND, COUNTY T ROWE, Mo AL Weo. Canound, U.S.R; S3000E0 BY Furone The weakening of the moon.

- 9800080 BY Seaw O pone, 3 . i
(CWLD $-FRLSE KMWWT UPow —TUE ROMO) m’.“a‘.‘\‘,‘,\“ o Uswes's We) The sa:::;tt:l:a::ogrll;othe martyr
Loso G -Ewan WMacCou Luves1s Dowy - Ninass Wesrnan, the chaos
(WD veow MR Locay, Wnrgwas, TWEn COUMTY, WEST VIRGWIR, U.S%;, QLLSEORD ¢
o

av Areauacnfe Muac Wiavonse, Wieslwoto
Cunren, Now Maosey Trwvessey; Ocy, 1402 i

Creamvo. (Cunn U6 Liws ov Rocu Reent)
: beginnings.
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C ¥hkt was your first iaterest in co

receivel{all the cl-unic.l disciplines of writing ... counde

i C How did you see that freedom Ln those d.y-'

JEAN Y A R GRAVFORD SUNDAY FEB 18% 1979 '

i e —— |

C Well, you should maybe just talk for a few minutes, give some |
history...

E WVhat do you want me to do?
C I'd likd to hear ...

E What I have done, and what I come from ... what is my background...
and all these things, you mean ...

C Well specifically I'd like to hear you talk about what it was like
to have such a progression of t
Pousseur and Boulex ...

E Well, Lk ° o ~ educated first as - - a cl
as a pianist at first... conservatory typ- of study, you know,

ical musician...
and
rpoint . C“!
i . “Fhen I entered ° Milhaud's class becamse ...
vo.u.. I hnd for ditroﬂnt practical reasons to continue this
consédr-vatory route ,.- which is the only official training we
can receeive in France,you know, and Milhaud was the only class
which could be quite open &n _the point of Wik of style
3 Milhaud was very tolerst. . with his students he
would let them do _whatever they r-h they wantto do -M He
no se on t Yy sthetic pointsof view of his owng .
-« so this is why, nly studied with Darius Milhakd .cewe Tt was
to he free to do the type of music we wanted * when we were

s eighteen years old.: ..

.o

E It n.i Janrly sixties ... but at the same time there was a
cl in Switzerland by Pierre Boulos and at this ‘time I
was v, fond ° of Pierre Boulez' music,. . furthermore,Pierre Boulez
wa gure in the Paris scene; he was the leader of Domaine
Musicale concerts and he was , ... well, for us he was lke a ...
chef, leader of a school, you know ... and so I had great
enthusiasm about his work,. .. I went - - with great interest
to these cour: in Basel, in Syitz I followed the courses
or two rAabout;pey ae I say that Ko - PNE oy c

the point of view of c% ltion’ﬂf tho closest students

- 'Picrrc Boulez at this ~ JMome pieces
of mine were programmed and conducted by Bou.le: himself ... in
Domaine Musicale, in Darmstadt ... Donaueschingen, all these
avant-garde, =~ 1at'l say already established institutions, you
know,. . and this is progressively how my activity as composer
has become . . sy ‘public,

shtion ... what forms of

expression did you wish to find?

E Well, most generally quite large masses of instruments..s¢ I was

€

: 3

C

E

C

E

iﬂMv s : ..

. and @0 I made this special trip to Lindau,

C

| 4

E

C

Theve (ove .

alwavs intereatad bv electronici... but at the beginning of the
2.

sixties'in.France it was cuite difficult to practically realise
electronically .. we had no machines,,we had no studios.< s
W /ha us» the GRM(the Groupe de Recherches Musicales in Pnr.-)-
the one !‘ounded years before by Pierre Schaéfer,. ! %
= .. Tt was <4 active?i,but at this h.‘g_

every )oung composer who would come there to work - .

- - had Tte rono?ﬁ long path of study with them beforekend
in order to knnv all the technfques defended by Pierre Schaffer,

apprenti ...

I did not like this spirit at all.- First because I did

not like all the views of Schaffer %l furth@mowe I found it
was very heavy to studyfor some two or three years some idea

that you digft share ... just because you want [r#el in the studio
one day

Yes,

est une mode d'application, pas les idees Fllo—n-mcm»s.

L4 4
so fiually my activity was . _. = large
chamber group writing or orchestral writing..- I have written
very few picces for small ensembles, you know , B beca@use
it was one of my tendencieg to be attrac ted ﬁv llrge masses of
sound , clusters of sounds.,.

Et finalement, c'

Yes, that's it

pluralite des voix ... 2 %

e even

Something like thati, yers, ycs complexity of timbre ...
in my first c mposition writing ...
ﬂid you experiment with any unusual instrumental

= or unusual instrumental balances like , oh, I

groupings,
ul‘ht clarinets ... plus G ¢

don't know things of that sort [, _

o : not muck

nce) a piuce vhlch had a lot of instuments
., ~I ak.

Well, I
er ci-hnlo- l‘or example <
G R

tried to develnp some percus .1on in.trmunt-,
- e e N o ® i
vhere they have a
huge factory for cowbells and I stayed there for three days in
order to build a set of quarter-tone cowbells,. -- .dn fact I
till nhis huge series of cowbells -t.rtxnz from Ab down from
2 clef to about two octaves higher,. - 1'1\1- is a set
of about sixty-four bells 'qu-l’ter—lone. ~ I would
try to . the half-tonesfirst, theh:. - """tj to find the

bells which e
S equdniat £ rom TREM .

You mean .- €qual temperament ...

or do you mean - ceet .

1I1's not equal +e-pera-«nt «.s Nnot equally of course, for these

are already made,(the bells which I chuso)nm it was of course
3o

impossible for me to get them absolutely tuned. It's a relative
tuning, and . of course .~ we say qu.rter-tone-"’f!‘ we made some
acoustical measurement ,then it might be dxf!‘qrant—little rrnguenuriunn
between hul!‘ tuneu- 8 -‘t“

Did you work with Schaffer for any time , -

-with the GKkM?

No, no, because the ideology was too much.

Lven from the beginning ...

No ... then I started out on my own way because there was no
point to getting along with w;roup cee

« Bia your association with Boulez. continue
.rter your -tudie- had finished?

W
For some years, yes he helped quite a lot of timesYthe situation
of trying to have new scores known and performed, socially speaking.

What effect did it have for you to fur
did you first meet him through the cla

meet Stockhauscn_,
of Boulez, or .,! ¢

-« Stockhausen for my gewergdtion in Lurope was
a sort of antidote ... counterpoison to Boulez' con

I mean the univers of theory and aest ch b
been proposed and built by Boulez is fuite cl ly .
and at the beginnnig of the sixties in ris we would this

universe as leading a chool and to lead a school presupposes that
many other individual itio- are going to oxpre-- th elves
inside this school. - In fact, I think .
that these . T retical and .--thotic-l univ-r-e. defined by Boulez
are more his own untvor-u“nd +will have,of course,a
number of f.llowers " “will stay Juﬂ. as follo
nothing more. Tt's the danger now today , .. we many all
over everywhere , ... many post-Boulez type of compositions ‘which
are quite uncreative in fact and coming quite academic.,
Stockhausen was an antidote that becau he was much more

opcn e thers' polnt.- of view, .-
ﬁ‘,‘n his dorﬁ, alw-ay ould,transform and nvol“. “from one vnrk
to the otherjas you ki ++s Tarely repeat himself, ° so this

c

E

I met Stockhsuen fir.t in the
kogh,
to

was a good example for us.
same class in Basel ... he was invited by Boule
teach a ltttle bit " -

i <
.o told u.'I am goibg to ask to be 1 rupl.ced by Stockhlu.an because
I think it will be good for you to be -cqulinted with other
points of view than mine' ...

So you think he spoke truer than he knew?

I think so, I think so ... yes
in different circumstances after
California - s he was 1n the a
1t was'67, 68 , L and -~ - 5 3o
7y every tim¢ I meet him 3 7 the discussion with
him is always extremely intere in‘ because he gives much of
hi 1f, in fact fir in discussion he doesn't hide.. He's
exactly the contrary of Boulez ... from Boulez we could not get
any thing of his own music -«~4in the class.. .1 t was very
':rn see At was a v-y t de himselfl v don't know why,,
i would study = 1 ienna school, you Imov. and make
analysis of nearly al hﬁb.r. -plerg’s music, . -  and
a little bit of Varese, a little Wit of Stravisskys . -

coe \pll,of course I met Stockhausen
:when I was teaching in

© (e at the me time 7.

chers... Milhaud, -Stockhausen, '

s

|

X 1
X Od Meen . :
\

& Weben,
€ Did Webern have a special place for. Boulex even then?

for all of this post-war generation

L or cour}e.Var"y particularly...
the.' * one on which they built

Webern was the ground, you know,, .
most, hm? .

C Yes, but I imagined even so that thn correctness of Boule:' dog--
voild indicate that G
v} o ’ vouldu't restrict you in any
vnyt Just as he uouldn't show you anything of his own music,
80 he wo ldn't sha you anything of his primary influencese.,but .
would rather try to expose you more to things that he vouldn'l
consider central himself?

L I don't catch, sorry ...

C You say he wouldn't whow his own music.... it would. ~ ¢ appear

{Far somehow _ * , he would be a presence neutre

L I see, yes ... vell this is wiﬁ. I thuuxhl at this time and I even
* wrote articles about it. il g . "Yhis behaviour
of Boulez towards young students the tden of w-ntxng not
té xnl‘lucnce r.m- 1mﬂv1du-lxzy of younge le -
o »vnn.ﬁ‘?ytion‘ ,about
» some articles
"me- of these wns called A Bas
n .~

ononelf,‘— nnd furth»x‘ure

that he wrote at the same time

les Disciples ). was c-vidmltly written for us .
he developed the theory that

=~ there is nothing worse than to be a master and to hnvu disciples

who just imitate you, J 3t was very important and quite

intelligent from him to pohn."“u us + the danger

of becoming sort of copies bed copies of Pierrc Boulez—

but mow I have a different point of view - «I1 would ssy th@t therc

was certainly in all the behaviour of Pierre Boulez - not analyzing

!

his own music, keeping it ... many nucrot.‘,"l ke the book he wrote —
Pensces de la Musiqye d'Aujourd'hui,.. 0 The - vt
i tooe( = 10 in thi- book are those o a person who doesn't want .8
Then * clear for the reader,but wants in a certain way to
Reep it gquite hidden .
C That's where he has that dialogue externc ..,.the frst scction
has a dialogue with himself,
E Oh, ycs, de moi a moi ... from we to me , ... yes. Yes, but then
‘afterytherge is a whole vxpou’- of theory,and 3 ¥k there are
“many e¢xampées of the: ry which are expre us-yd (‘“. a way which is
only wery' clear for th = who - ~know f* ™ secrets, - T mean
they're arcane in certain examplesy.c , the expression of a man who
hides hiwmself . T don't mcan at all to be kind to others, to please
other pevple,) I mean that it és the b--lmvi_um of someone who
finally ... wants to be the head of history and who wants to main-
tain his position as long as possible. | A ¥
*'"l“‘mpl (""’k : that Tor my mgm ration to stud) . '* the Vienna.
schoaol Mnf course important; to sixtdy some Straviusky
or Varese was obviously important but was exidently not enough...
sc when we were ninetecen years old we travelled one thousand
kilometres once a week , far from our home, to study with someone
we hagechosen,It wa® ko take something (rnm him directly, and
to know about his own music and the futurc of music as he sces
its. » This was .\hiddc-n h) him,you knnw cee
C Ce qui m'interesse est?,  “ce ,:honnmn-uyl-u)(hu]ugunu au fond, Je
crois... chez Vardse, ces relations avec tous ces maftres ... sis
difficultes avec les figures peres, you kiow, ... tha. rclationship;
and the idea of ,ps1 the problem &f being in history. The idea of
accepting a father, a prior influcnce, a greater figure,

somcong

over your -huuldvr; . and the rej vy _of' that -,
are M%(thcne ml‘u,—unnhﬂg and

Stockhr‘uon,—uu different pnrliiulnlx of their vies personelles,.

E yes, absodutely ... ;

C Boulez is just ... ctroit c.mme un moinc 3 and Stockhausen

80 ouvert...

L Yes, of coursc, absolutely ... so what's the point?

C Your respo#nsc,. how you as a student respond to the models

they provide for. ¥ « <Which older wan you want
to be .4, for gued living ... for development ...
BVl you Sty 2a TS audsptermapioxsant contradictory temper and

I cannot choose one man as a model.: -
C Oh no, not a single™del, but still, we all do it in part.--

that

EWE do it in part, , but in case ,,. at different times
and in different ==-. Tt's ouite hard to answer
that, Aactl the ql)( gliun'l

wo bt
Ca greater musical consequence .?,

1 Which has the

.t of Vot .
i1, con i".ard fo ‘l:

1 ; W?Mv o b

4 LT, S, v el f1
ir ! re!‘e-r Lo some pruf,éon
' r hauseds

(m., 5 The ,_,_.,..,...1 ;*n--ﬁhrq,udvul,}.
th regad s

N
x s - CAN I forrs of indetermacy . 4
o - ﬂ ;*E‘ ‘f!»c‘e concept, in some troad sense, or
ore *vou th"klgr some. nurt irul'lr music and tyres of aclivity 7 -
AN my e aversutionwh 1.t MERNONE ‘now |- cesmed \ng
. WS camtu; fespwice. W AR Doy wvelvemeni™

S s W, e eng wed-expregied. vt e
FMo speaks Englisn, who uses the Bnglish word

C okl
4o me \ML;_;.

.f'u‘ o >y \.\u‘

‘chance’... and yet, Loulu when he took the wordii,transformed it to wm@hin&
more academic .

B " '“t" I think these are musical ideas which have strietly noth'ng
to do ™ "I mean it's s total mistuke to pu_t Lhe so-called aleatcric
music b ’nule7 in the same ''ag as chance music by “age. .Fher ure rs

opicsed as cns can imagine .,
C “xactlr. "7 > 5 .. Fhe whole irtellestual oriemtation is

opposed jdefinitely | 5“‘ they. t’rew at the same .

E But the nractical realisatinon is alao ve.~ opposed... the practical wav thrat
it is used ...
C Yes ... but for me this is if wcu want the politics of .ideas., °~ ° ey

.+ the Buronean intelleatuxl
took Cage s n Nq,urr of some #ddity.eccertricity
it wisted of it and dicreyarded what for
of the idea,

» Tt seens to me that.’ &
musical comrunity lionized .,-—...
and interest and simolv extracted vh.!
~.@e was Lhe ohilosorhica) erbodiment,

F. Of course, wvell ..,

C Wow this vas all going or a! the same time,... This is whal. I'd 1ike 1o k+o
rore about ...

waes
E Well I' + not been living ‘this period becsuse it \ 18 before T vas- T2 active
in the fieds of music ,. . that w-rpfﬂ'unn, Al was a child in the pirpies

. ‘a far 28 I can judsme there has been a lot of ignorance about ( in Ei
e in Europe
eoo and stidl today, === - heside: some peoile who wentfon
exvressing the ideas of John (uge ... like Nanie) Chirles, for examde {who is
the commert tér «bout John Cige in Paris )- but it is true th t in the mx

French neople still ignore a'l the basic nhuosonhy of rage « Fhey igbre

a lot of his work and th@v don'‘ know verv weil, ; Whnen they
speak ~f Lage,thev speak in a verv restricted sense... as v¥said they don't feel
thofull meaning of seme of his : - basid ideas .. The’ look,as

you said to a certain kind of eccentricity sed
of cnrt.uin behaviour ,. but they n to understanl the meaning . ..beside
this =, the deencr meani &~ hink that these aleatoric concepts of
Boulez in th-*‘iﬁ.in have nm.him to do with Cage =" but alsolutely not! ing .
I can't even inagine that. ther took the idea from Cage because it.'s so
differently done.. for me it's two world:.-' I don't see any bridge Wtween

* underline the eccentricity

them .,
C S0 you think it was a truly independlent appearance ... .
E You know in a work like the Third Sonata of Boulez ,.y, which is the .aleatoric

work b Boulez , . wvou have a true strict composition,ab olutelv notated
with all details . I mean attacks, pedals, all of these things abdolutely
detatled. A1l strustures are notated and vhn'. you have as Alu'.orlc is
Just the way of combining the different itten units,

s only mobile form ins o t orm ... that's «. I mean it
" o of )“t.hl %
doesn't change anvthing in the basic méthod mh. ; g s ;

used in the is the same as t!

firsfor second book of m;.‘xo it means for 3
amplification of variation.- “¥his aleatoric ¥hird Sonata system is junt.
a development. of the princinke of variatian ,--

C ... c'est comme un mobile mais chaque module est, fixe,.
E-exactly ... and all the combinations are also...

C snecififes ...

A1 combinations are not. possible, In thit case the niece
thc fampus = . Blevenfh plews™is {little more aleatoric
t meand that the cohnectimns would alter as you
o-:ﬁknov f.he niocn. “ ‘ltwr the lpud of the structures and their xm..nsit.ylfvr insfance )
bet, f.hi.- and this groups.. '\ < — er. | rThe relative

E are snecified..--
bv Karlheinz Stockhausen,,

if o
s to che totally, ! od Clneh Vers o slow
h "gaivg e IM' R »l' mean dtpu of variation is mih ey but this is nef
i chanc ause the composer composes the whole thing and

flnnll,v all the possibilities are conceived by the composer as good,
For me this is not. chance ... chance is something you don't ... which ;ou out.

of your control.. or ought to be.
> » Rid you write anv nieces in these styles?

o

E No, not at all. ¥ I have been veryv far@rom such problems as
3 elements which are going out of sthe control of the composer because all
iy growth has been strict control a..and furthermore there were other problems..
9.

Fobjens such as co in form which —which stonned me from trving to work
in these 6pen forma\go~called/;amfthe search for that type of form .
I felt a lack in the music I was hearing in this pepiod in the sixties .. I was
ver - how can I say - shocked or disappointed by the fact that all the pieces
I heard vould start immediately . Jyithe first second of a piece you would get
manv events ... imnediately ... verv quickly you would get all regksters, ajl
intensities, 4Tl the timbrea of the group of instruments facing you just at. YRR
. once, vou know, the whole thing was given and then the niece - . contin Mwhime
)&1 vou].d Just naod to dwnlop and varw . “all the ntruct,ure!’lhich read were
given,ut fe e oF dre D _,...PI foul that made me verv ureasy,
‘ecause it was like throwing all v.ur forces™it once und then having nothing
to sav anvmore. . )ﬁu \#obliped to rereat in different forms what you have
already sdgd.. -

tat of

© Des Lb commencement il v a unm srectre saturée ... 4
F Oui, c'est ca, une information saturée ...

Ciccet il n'y a (;IIP la permutation ...

E ... et on.ne peut aue permuter, voila ,.. that's exact,ly

'es .
So 1 started to feel embarrassed about that, .. I felts ’*‘Q’ music must reserve
its forces, must not give all the aco stical forces 4ll at once. ..

c

Jo vou makntain the notion of ... procéde dramatique.. ..

rot wware whether this is procéde dramatique

or not, ,. it's just mv nun 1nat,1r’|;t . as a man¥ 33 a musician which led me

to these feelings.,- . =~ 1 had been 1istenirg to a lot of non-western

munir - particul arlv (Mian musu:,whmh fascinated me.’ -
_musicians - - v inTuokicn

;)——.»r—— .ﬂlere
»«u--.do RO t,hrm a’l ‘”‘“Dh”l‘v‘“’ Ay Fat, When they

a raga,thev will starfirst tone und * .. X-stay on this r
long time . __ Thev will 0 the second téne of the saale and thev wdll come
back to the first tole er Progressiv &v thev will unfoldhll the cumc:ueq of
their accustical.universe.. aad w1} \Weloss ot cowly
reserve all theMorces anl the whole thing is- A'l»mve in the (‘orm of

* a stt of dvnamic amd crescendo of activity .. It's alwavs
going rr o minimum fo maximum, from unity to multinlicity ond all ragas are this
WAV. .

E It might be, it might be, < el

c o0 ’ . Bow does one . «senarate elements —
par oxamnle dans le cnquu- de 1a cuuure Indianna ...1'idee érotique est trés
claire first of all .

K (laughs) That's quite true, ves! I did not think of th.t at first but, it's true,
it's true ... the climax etceteri .. oui oui c'esg vrai...
C mais si, parce que c'est lie, cn continue, jouit ...
E No, I agree with this statement .
1,

C But in a sense 100 ... le loisir de ghinze cents ans ... this timeless quality ‘
... the traditicn,the langoar,..

Ly the
... from simole
S'wt/\in kagner's
axtremn]"

F . 1 was f:ucinnted hy ,hu th wmpeets , T"the erotie - ~:ot
sensual . TRis ~ ." i {ivs? fu
noint to climxu(, vou know, vhich I um very se u.lw- to.,
music,vou have this tyne of form ani I am ver: receotive to it
aisq in .’kuckhuun!r*mne a lot of t

s!rnglv ; &t vou/Ti

the seconi i’ ng vhich interested me in.:ll nonewestern muad only In

musicyis “h.t se itse’ sorething vit! lot of inner accidence

a8 rron know 4in hie e-nwatries | “en re

vits o pegn’ oy vib G ¢

$ > rade «nilps s.us 1 dd - )
fnr eN-mple , ¥ von d see L)

h suddenly stons

four vibratcs cuite

yn of Lie vibrato, I mean
vinny melisr-tic

sudde £ and non-regular ,
RA &N ¥ou ug Ll have three or

it

ectly crntrollrl in sreed - n

g ionnd  is me'\ (

of thé sourd .nl thiis wns

rusu . e

inte u-ti'w i— ’

etrd ic nlhl(‘ studi~. it > discover that one vody
4 Jloved fcrrv the ferling of fme because
@deratal  single tove vhich 4 interesting
we ol going to Jiste ¥'ro v long

1 ave
\ 5 . After & ‘ew secends it has nothing
i* e That's certainly even the
it.'s & wuritanism’ concerning the sodnd

1-1 Llg, mj ’d’n (qes

information.
c u knov o

to give 2 i
origin of Westerh mu
and i would say that skat'’eame from tue ckurch

Ar this time 2 he mus uf the church for a while
be/avd they ﬁ“"{“ A& © sensual ., 1w 3-;?7._-\&—:11." the
origin of their wusic was from the dedle Bast., ertainl op) eywere singi-g wit

“the Puritan ideology of the nrieststried to

a Jot of this type. of ornanentatic
eliminate Lhis sensusl aspect Thsv re-in tegrated ihe musid in the
church only “hen the music was tue ided) of Lhe rhxldrm'. v ices

v.s the voice which has no vi.l S oexocesaion o, Jj".t ; . G
85 vhenr v u gel. all this horing seund »h, dn you do? Cne is nnL qn,ure.snra.
50 wou W@ o e (n order to give- more infermation ... and thit is how -
rnvlntl-rr.ninl‘r}".‘voA rem rolw B + body ?f e
- shieh had at tle beginring been nurified ;.. beeca .m:rem of €
becores the relaticnshén of toe sounds nd ~of, the !5 themselvas,
5/ le no- de la frequeice comme signitiv . mrobleme seniologiaue...
M;“ e,
tav - the 1 he ‘-.,- h' i - ; it developed 1nW. Len ere

cped towards pO]"l\hCr‘

interesting i

t. the most ., Z-phis is i
different tys:- f devel .,

s

rébhon
ns: for these two

voucan st . I’omnn Lor h

certainiv one'of the most t

is"th .t tire prseertZor changes o If

- i 2°fhe other rolni
yo have zem ti " sound, verv interesting, ym,m renain of it for
a long time ... Lhi! “ia why * _ Tibet an monks . - can st v ¥do hours

ia the sume sound ,.. the same sound and yet it is never the same

re is ulv.w*, a Jot of subtle varintin inside it.

w of lmnum'\u\,u\u-.irn 1y speaking . so
studio .en I was in . . oowids/
'(‘nnno« 1 the rieces ,al.-tv trving to
¢ Vamakal a for
v Llge L e crn,cemin M
.0 the broad mass

the erotic mechanism
asloving f.ide :l wn
o 1%

=
strting from the Towest sound one single singsr cu rrodue
of t'e vhole orchestra :d 1l of th in the same shane
of the Inddan crecendo . ¢ d S0 Aﬁdlt‘ with time ...
s and having some repetitive form a% the hqlnrin‘,
me ouite o from all of Boules' aesthetics
e

C “hat was Lne first studigfvou Mnf

T # was ia Kéln vhei A arrived I Jolegne in 72, "3,4dean 1 realisd my work
_Ilmumrbib menns ‘peace’, wal Kumskda is the svmbol of the triangle of the
energies in Fantric philosophy ,M they revresent the Shiva the
original ,Shiva as 1 big unit .  unit which keeps iisigde itself all the
nossibilities of the iniverse and thev represent the first antagonism by the
power of the femile.qus“FMe lemale’ thiva but when under certain
orocess when she becmes conscious of herself she exists as the shakti péwer ...
the female power of the god.ysw—krow .. ame-Fhit creates the first desire inside
this sort of Androgyneus, CONCept (ou—iAoW ..o @ from these first desires
hen come ot.hvr;'dM all the contradictions and all the sdbdivisions, st 4pwie
f§cthis is how the energv is manifested und all the worlds are created ,uooo=thr
Kamakala is “he symbol of*fhat ; e i% is Lhe triangle ... the moment when the

simp) est, sound

and getting

energy is born and is going 'Oh.u“i the manifestution cycle,. “This is why I have Na_q

the piece st'rting with this most unit, #he
nrogressively subdivided into sn immense long crescendo .,

started léoking for verr
soun’s .ant

Ah-d-ae In the electronic studic, whenwrrthrre [
complex soun’'s beciuse I like very complex scousti
4éme It happerci that I was recording one found é&-wn a good sound and ee
dlews ded to e ba bR eV At e mabwrial y.bo atlok 14
for further elaboration,snd aseX) I started kistening to the sound \nd when I stopped
the taperecorder, [ look«ia the clock,wd It w.s @lready twelv: inutes Idgnu‘ht ¥
itde was only three.em-ib-seeme-These sounds Thanginng my

'
\

S ; & 18,

how i came
werceptgon and se L studied AGre o Lf::; i:‘d . “Ht
b e s g o bmz:r ::l :1::-:!3 tine '.c express itse’f s gmaces- you

el
hﬂ“: p‘;azrhzzeulm .oux—é:snu :mmt use them as smull materials for rani‘l ::nborat
:;l:: :hr music of the fifties of sixtles in Furop® .e= 2r vou hav;ﬂ. );::elz?; 2
body 3;:\; need to 1a° this sound express iself in a broad time, othorw

prammatical relations from th

+

Frocons of-ail
«use this is the only way to think

people today who have this in mind ... If we can really build some verr precise
point. of view of statistical texture 4w timbre

Ohw There are certainly ways,but it rugt be studied verv scie “‘tﬁcdu. systematically
vi+-grmlike a huge thooretical investigation .ue & don't know if I shal

mn for that ;u, I am too much ... well, .., how can I sar ” ...

-

ihe

can ;run for- i+

too heavyr, 3
C passionne,..
; tape change ol E in?
7 c msaionﬂ.’.
12 4
3 . E Yoy, perhaps, yes .m i vant to make things: I am creative first .4 I would 11
» to have neo le who analyse- after ifther wnt . mavbe t
fhemselves;nomething .4. this is éhv I vant to publisl all “the
&5 rra k. Doulez in 61-£3-.,. . my electronic works -
Cigin® Yl > '.u about how such pieces are built,and if there are some .., thedries ... or-
2 T it = iod Reva
el A e . Invariant rel:ticuyes ...
‘ﬁ,rr thut wnat did vou dé unti’ you first went into the Jologne ~
= £ it <&Mot /... Pfrom the final result - vou have %o know how

C and-bhon
£ Studie?

E Yell, I comnnqsd sone of mv first pieces shicl lave been—tevsm,,; an orchesira
b ntuun instrument.alist.s, Calvearonje. akso
)

niece, Z T n
for a large grmm of nlaye g +ET

was from this grour I vas fisking shout. ,,a,-’uar = it means e deacrik: ..,

forme tied '.o'g, ¥ 4 Xob: ﬂr e i &

used the famous cot g {_n B

smde rore intercsied in timbre , 4 of ccurse &l ¥
euts fascinited =@ e Tava go-e,. AN 80 O ey WSRO L COMNOAT d matn ‘g
music in this period And Ibeaghis, I wert to Cali fornia for three vears teachi
“at, Torkeley, gmd That was verr good for fe to cut the cordon omhilicale vi'.h
Paris .. I had some problers - I had a violent quarrel in Paris in this
period with theninister - I wrote an open letter to the cultural minister
indré Malraux, and it turned dut to be better for me to leave the country,
really. So ‘alifornia was for me quitie a shock because of-ecurse 1 was facing

nuint for :
when thic basic plray-t-r cf music :
changing its ou=
transformatiosn

S oliLe
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And the panpipes
are played on the smokestacks ; \

* of Hamilton of Pittsburgh p! i !
for a time

the limbs are first
to stir
the sound reaches
the outerskin.

the transparent body

feels slowly in the sound see Anglo-Saxon plough song

the second layer; >
the enclosure is tightened
the sound passed
hand too lips.

Poring cellular activity
the knees pass through
laurel sheen.

seductive body
sensual skin

not to stop .
N;O.W. on the covered floor.

Don Druick

the cancer : : s
is forgotten.

A.J.O’'Connor

In a murmur the supine history
emerges. ..
see like new born
in gazes into the wrested muscles, %

Sunday the Benedictine choir

Ellis takes another kick in the teeth.
Sufi siren fills the throat?

' roominstrument
Reaching the bloodsurface - fire teased by the breeze
pulling in thrust the waited mystery. from ivory Africa. 5
an

minataur Japan

N.O.W. remembers it's’ late night/earlymoring encounters
in the wolf hour

. and :
the first warmblooded sound prompted the Orchestra i
to stretch it's range. 3

-
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Steve Wilkes
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LE ROI DE LIS Opera in one referendum

Zoe Druick
| DETECTIVE NOTES

Friday (June) 29, 1979
11:30 at night.

About Don (Druick)'s & :
Lyle (Lansall-Ellis)'s music.

happyness over danger.
reforming, souring
going down steps making it
danger behind, in front,
beside great action,
solo in the_sahara
desert., joined with another
and leaving it behind,
fading, trying with last
spurts of energy, time,
cliff hanging, glidse,
10 here stop, go, go, stop.
together perfect ringing with
air and water. exotic
Italian exotic Mexician.
braking through with new
uave(s?’leaves falling good
beat, coming, going, gone.
bass high flute low. 11th
here now. my mind is tired.
the fluttering of wings
over and over again
fast fast fast fast good
exercise mi'sic together,
solo in ics land,blue cats,
scared., doors doors doors.
LER2ZZ2ZTLZ22222222222222222,

RIVER C: Parameters for Computor Generation

RIVER C is a monody, a 529 note melodic work for cello,

RIVER C is rooted .in the summer of 1974 and reflects my

interest in melodies that span more than two pctaves with
characteristic contour; and where the melodic logic is not
universal but differs in each octave régister. RIVER C was
constructed intuitively throygh a series of filtration processes,

And now using RIVER C as a model, I have statiséically described
its melodic resource in order to produce further RIVERs of
the same feel, and the same degree of melodic entropy.

The pitch set and the distribution, -

The following data indicates the set of conseqients (togathar

with the probability of occurance) for each of the 25'glven

pitches, The register of each consequent is not specified

other than approximately 1/3 of the melgdy must be in each

octave/register. (Note:X/Y = pitch X is followed by pitch Y).

UPPER REGISTER: (F/E 1.000)(E/B .100)(E/A# .133) (E/A .033)(E/G# .022)
(/6 .011)(E/F# .011)(E/F .011)(E/E .244)(E/D# .011)(E/D .322)

(e/c# .011)(e/c .091)(D/B .132)(D/A# .019)(D/A .132)(D/G# .057)

(o/e .566)(p/c .094)(c#/p .S00)(c#/c .500)(c/B .200)(C/A .80D)

MIDDLE REGISTER: (B/B .059)(B/A# .265)(B/A .147)(B/G# .147)(B/F .029)

m ”2 (B/E .059)(B/0# .118)(B/C# .147)(B/C .029)(A#/B .114)(A#/A .094)
Yo Y (A#/G 019) (A#/E .169) (A#/D .132) (A#/C .472)(A/B .480)(A/A# .120)
- E :7 oYs .gsv 032 :03% (A/E .200)(A/C .200)(G#/A# .250)(G#/A .250)(G#/G# .050)(G#/E .0S0)
-l:; e - : ! (c#/D .200)(G#/C .200)(G/G# 1.000)(F#/A# .167)(F#/D# .833)(F/A .500)
P ' %_tﬁ_l_ (F/c# .500)(E/A# 1,000)(D#/A# .058) (D#/F .118)(D#/E .118)(D#/D# .353)
Cete /) *® gﬂ% .z.o-, %«3 " *_'“,L = (p#/c .353)(p/G# .100)(p/E .700)(D/C .200)(C#/A .200)(C#/0 .200)
LL ‘% #:oﬁ =R #&z S _ (c#/c .600)(c/A# .333)(C/A .600)(C/E .067)
+02 . <
~ | K ) LOWER REGISTER: (B/A#.zso)(s/c# .650)(B/E .050)(B/C# .050)(A#/B .118)
o - j-o @ 2 — (A#/A +235) (A#/G# «118) (A#/F# .059) (A#/E .034)(A#/D .293) (A#/C# .059)
(N7 y 4 009 - .on .00 - .i70 __.oo4 (A/A# .414)(A/G# .0348)(A/F# .207)(A/E .034)(A/D .173)(A/C# .138)
“’m' Jf - P (G#/B .292) (G#/A# .125)(G#/A .166)(C#/6 .292)(G#/C .125)(G/B .334)

"(Ioto that the four pitches marked with asterixes constitute
. half of the 529 notes of the melody).

(6/A# .222)(G/A .444)(F#/D 1.000)(E/D 1.000)(C/B .0S5)(C/A# .164)"
(c/a .013)(c/c# .151)(c/c .0SS)(C/E .193)(c/o ,027)(c/c .342),

n



System Symbology - an
approach to electronic music transcription

- 4
Wes R.D. Wraggett

First there is a need, then there is a system.
This maxim while applying to all phases of our con-
temporary life becomes unclear when approaching the
transcription of electronic music; sonic calligraphy
into visual calligraphy.

The principle concept of electronic music or
more generally tape music was the ideal of 'total
product', a composition within itself. The mere
notion of taking a perfectly performed composition
and translating into the realm of imperfect symbols
seems redundant if not superfluous. Music does not
however live by theory alone and practice, the ever
present mother-earth reality, demanded some form of
documentation other than just the aural realization.
Two main reasons for this development were, an
archaic copyright law, and, far more importantly,
the need for a visual means whereby in tape and
instrumental pieces the tape track could be seen in
relation to the other parts. Many problems had to
be solved in adequately representing modifications
of natural (concrete) sounds and succinctly illus-
trating 'synthetic' materials.

The approaches to transcription have been as
varied as the composers who realized the pieces.
There are six basic categories of transcription
which are available to the composer and it is the
pressures of personal preference and material cla-
rity that are deciding factors in determining the
method to be used. It is not at all uncommon to
find composers using more than one type of tran-
scription for different tape pieces, or even several
in the context of one work. These notational sche-
mes vary widely in their capacity for detail and
expression. In some, the actual process of reali-
zation such as types of modules, patches, and set-
tings, serve as the score itself. In other cases
sound visualization is the method, this classifies
the sounds into graphic shapes approximating the
characteristics of the sound.

: Function has to be the prime organizer in the
composer's decision to select a notation scheme.

If a piece is scored for tipe and real-time perfor-
, mers, precise indication of 'cue-point' materials -
is essential to co-ordinate the players with the
oft times unfamiliar and inflexible partner. In
the context of a piece that does utilize this for-
mat it may be quite reasonable to 'generalize' large.
portions of the tape transcription and be specific
only at those points where syncronis tape-instrument
materials occur, or where the players require pre-
cise cues on the tape part in order to present new
instrumental materials. I have included an excerpt
showing this process from a piece of mine entitled
Amin or Amen. The piece is scored for two track
tape and amplified accordion.
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If a piece has the fortune of bein§ played a

wumber of times by the same performer(s) the visual
~ues become less important as the familiarity with
the tape track and the piece in general increases.
‘hen the tape is the sole performer notation becomes
mewhat gratuitous, yet there is a great deal of
sthetic as well. as professional satisfaction in
signing an intricate and eyecatching graphic for
tape piece.
The final situation in which notation (in most
1ses very precise) for tape music is used in 're-
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alization' pieces. In these a performer/technician
uses a score which when (and if) realized faith-
fully will yield a tapepiece closely resembling the
original of the composer. This process can be as
liberal as the composer desires, in such a case a
listing of modules to be uses, flexible patcnes, and
an approximate duration scheme may be all that is
given. In such a case the final result may be un-
predictable or at least very dissimilar to the model.
It would be an oversimplification to say that each
notation method is suited to only one specific task.
As it will be seen, there is a great deal of over-
lap between methods in conveying similar character-
istics of information. The distinction between
these types is their capacity for conveying precise
detail. It must be born in mind that one method of
notation could be used in a multilevel (vertical)
approach whereby the normal deficiency of precision
in the method could be compensated for by the added
parts, this is a common procedure for graphic nota-
tion into six categories and included compositions
which utilize each type; added to these are examples
of pieces which include combinations of notation
types.
(1) Graphic: I use this not in the general
sense that all visual indications on a score are
graphic, but rather to denote a type of notation
that trys to convey through curves, broken lines
and other symbols the contour or shape of elements
such as pitch, dynamic envelope, timbral spectrum
etc., in other words any or all parameters of sound.
The greatest value of a graphic score is its ease of
interpretation. A graphic score tends to work on -
the principle of analogous representation. For
instance, an upward sweep in frequency can be aptly
indicated by an ascending line moving proportiona-
tely to the rate of sweep (ie. frequency is repre-
sented on the vertical axis, and duration on the
horizontal; fast sweep///'slow sweep_——"). If
any irregularity in the sweep such as pauses, step-
wise motion etc. occurs this can be duly noted
(ieT~ L—). An interesting fact about graphic
notation is that it has been used for nearly two
and a half centuries in the form of crescendo and
diminuendo markings, as well as the baroque orna-
ments going back even further. Graphic notation is
a fast way of indicating sound characteristics with-
out being overly specific. It is possible to indi-
cate specific values in relation to a graphic
(ie.5hz ) but this method is better realized in
the third type of notation. As mentioned before,
this method of §raphically representing sound can
be used in a multi-layer approach where all the para-

' meters are organized in a vertical 'score' fomm

(ie. Freq.

Amp.

‘Timbre

Spatisl ——=

Dur. — \ ' A
This example is clear enough to give a good idea as
to the quality of sound one can expect to hear in

3 seconds. More precise values for the parameters

. can be given but this could defeat the generalized

clarity of this method. Examples:

R. Murray Shafer: From the Tibetan Book of the dead.
Universal Edition s 1s work 1s for flute,
clarinet, soprano solo, chorus and tape. The gra-
phics of the tape part occur within the parameters
of three frequency bands indicated as three hori- .
zontal lines. A dynamic contour and time log occur
directly over these frequency bands.

Louis Debras - Studie, no. 2. Seesaw Music Corpora-
tion. This early example of notating tape music is
interesting because it lists at the beginning all
the elements, permutations and filter settings for
the piece. Presumably this piece could be performed
usin% this information and a result achieved not dis-
similar to the composer's own realization. The spa-
tial arrangement of the material is very unclear.
Boguslaw Schaffer. Symphony electronic music.
Polskie Wydawnictwo ﬂ%%yczne. Studio Eksperymen-
talne Polskiego Radia. Boguslaw Schaffer's 1966
piece is designed to be realized in a well equipped
studio using the published score. The work is in
four movements each of which has a detailed technical
description of the elements (and their settings) to

\



be used, the quality of sound the composer wishes,
and a graphic symbol to represent the procedures. In
the preface the composer allows for the inevitable -
discrepancies in timing and sound quality that will
take place in a realization. In a certain sense
Schaffer's graphics fall in the symbolic category
because of their representation of a sound concept
(the dividing line is not always clear).

(2) Symbolic: This form is by far the least
precise of all. It is graphic in the sense that it
uses graphic design or symbols. What symbolic nota-
tion does is try to encapsulate a total sound event
into one (or more) design(s). The approach to such
a notation is on the subjective/interpretive level

Al

where a sound complex is expressed in a visual enve-
lope. Distinction between the various parameters is
not ‘important: it is the sum effect that is con-
veyed. Concept is embodied in visual symbol, a
sound mantra. Examples:

R. Murray Schafer. Lustro - ''Divan I Sham Tabriz"
Universal Edition 16010, "Music For the Morning of
the World'" Universal Edition 15550, '"Beyond the Great
Gate of Light' Universal Edition 16013. In this
tryptich for instruments, voices and tape Schafer
has used a form of notation that tries to convey
more the coricept of the sound than just its physical
characteristics. In '""Music For the Morning of the
World" except for page 6 the notation is ''graphic'.
Wes R. D. Wraggett. The Planes of Hydraleen. MS.
Hydraleen is for classical guitar and tape. At the
top of page 3 large square blocks have the ying yang
symbol growing from them. i

(3) Grid or plot: Like type (1) this notation
form uses graphics, the difference being that this
type uses graph paper in a connect-the-dot tashion.
Each box has a specific value and function depending
on the assi ts for x,y, and z. Very precise
values can be indicated by this method but it is
very time consuming in its realization unless some
kind of computer correlation/print-out procedure is
used. This notation is not very useful in tape-
instrument pieces because it could have a confusing -
effect in that it might convey too much information.’
It is neverthele ss very good for studio recreations
of a piece. Examples: Karlheinz Stockhausen.
Elecktronische Studie II. Universal Edition. There
are two graphs cat frequency and amplitude
on the vertical axis and duration log (tape cm per
second) on the horizontal axis. Gyorgy Ligeti.
Piece Electronique No. 3. Ahn and Simrock. Each
of the four tape tracks has a separate graph with
frequency (vertical) and duration (horizontal) being
indicated.

(4) Alpha-numeric: This method is the most
absolute form of notation. Its basis of origin is
the programming information for computer generated
or computer controlled sound. Instead of looking
at the final product in either a symbolic or graphic
form, this notation is concerned solely with the
constructive procedure, the events specified and ;
ordered. It is not even necessary to record a piece
generated by computer in that the program (if stored
as a score) can be performed endlessly (or as long
. as the program is maintained). The new era of digi-
tal generation (and perhaps hybrid control) is go%.ng
to render any imprecision in re-realization as a
function of program variance. In systems which uti-
lize 'graphic' as opposed to 'alpha-numeric' termi-
nals the graphic will only be as imprecise as its
assembly program.

Examples: Any computer controlled/generated pieces.

(5) Schematic: A performance notation sche-
matic uses the principle of module organization to
provide an indication of general results sought.
There is a fair degree of precision that can be
attained in the schematic method when precise set~
tings and durations are listed. On the other hand
an indeterminate effect can be realized by listing
module types without settings or durations. A sche-
matic approach is best for group composition allow-
ing maximum flexibility, while an integral quality
is retained at the same time due to the modules in
common use. -It is unlikely however to find 'sche-
matic' used alone; - more often than not it is com-
bined with graphic, symbolic or traditional notations.
Examples: Douglas Leedy. Entropical Paradise.
Modules and their corresponding settings are indi-
cated. Thomas Wells. 12.2.72 Electronic Music.
This is a mixture of the 'grap and 'sc TR
Four tape tracks contain graphic contours of material
and a letter indicates the patch it corresponds to.

- Treatments-gr.

(6) Traditional: Even with the five other
methods and all the problems of adequately transcri-
bing sound to symbol traditional notation still plays
a very larfe part in electronic music.  Very often
it is combined with the other forms to indicate tem-
pered (or non-tempered) pitch materials within the
piece. It can be of immense value in giving pitch
cues to performers who are working in conjunction

with tape. \ _

Examples: Karlheinz Stockhausen. H n. Universal -
edition No. 15142. This ambitious work of Stockhausen
uses mainly traditional notation with some graphics
and text. Because the piece uses national anthems

as its source material, traditional notation is the
clearest way of indicating their relationships in

the piece.” Two books of procedures and equipment for
realization also exist meaning that the score is for -
study purposes only.

Vladimir Ussachevsky and Otto Luening. 1952 Electronic
Tape Music. Highgate Press. Because o concrete
source material such as flute, piano, bells, voices
etc., this collection of pieces by Ussachevsky and
Luening are best transcribed in traditional fomm.
Explanation of procedures such as speed variation

and filtering, reverb etc. are given in summaries for
each piece. Wavy stems on certain notes indicate
that they were treated with head reverb. A graphic

_score of the traditionally notated piece 'Incantation'

is included and makes an interesting comparison.
Cristobal Halffer. Plaint for the victims of tF_'mnx.
For chamber ensemble and electronic so transforma-
tion. Universal Edition 15160. In this piece micro-
phones (instrumental and body) are fed into a mixing
console where the amplified instruments are treated
by filters, ring modulation, reverberation and spatial
location accord%ng to instructions in the score.

This brings into play the area of live electronic
transformation of instruments. :

' The use of live transformation of acoustic inst-
ruments is an extremely useful and (potentially)
exciting field. Nevertheless a mixture of the above
notation types (ie.: Instruments-traditional,
aphic) should be able to handle- any
performance situation that exists in the near future.

One further type of notation that is primarily
grid/plot, exists. This type consists of tracings
and Lissajous figures generated on an oscilloscope
screen.. At the time wgen music will be read from
a colour T.V. screen, a Lissajous figure in some
position on the screen could match up with a similar
figure on the tape portion of the projected score.
The performer cue could be the visual similarity as
well as a pulsating change in colour. The most obvi-
ous benefit (at least to this author) would acrue
from the visual stimuli a group of projected Lissajous
figures could provide for an audience. This brings
up the question of ''tape music' concerts, which
is out of the realm of this article. :

In conclusion it must be stated that no matter
which notation scheme or combination of schemes is
used, clarity in presenting the recorded or treated
materials must be the number one priority. If two
types of notation are mixed, one must be careful to
follow the confines of each system. For instance,
when using traditional and graphic notation, a symiol
such as a-é- has a definite value while

- has a less defined value. When combi-

A—damme

formed, in this case one of a definite pitch progre-
ssively expanding its band width and then returning
to its original pitch. I have, however, seen this
exact same combination used to indicate a dynamic
(amplitude) swelling of the note with no reference
to pitch change at all. Particular care must be
taken in being specific about the function of each
symbol and in keeping the characteristics of each
notational type constant with itself. In reality,
the whole problem of notation for instrumentalists
and tape can be solved by doing one thing. Listening.

ning the two a relationship is

°VVraggett
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Henry Kahanek ,

© Six Nations Singers
( New Art Music Ensemble ) Hubert Buck jr. Hubert Buck sr.
Amos Keye jr. Gordon Buck

N.A.M.E. - Bill Smith David Lee David Prentice

"are you going to come quietly or do i have to use earplugs?”

Spike Milligan

1979-80 Study Seasom: 3 BREAK GLASS IN CASE OF FIRE
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CAPAC is the Composers, .Authors, and Publishers Association of
Canada. It operates quietly, more or less out of sight, but it's one of the
_ most important musical organizations in the country.

Its major task is to collect licence fees from the organizations which use
music, and distribute the money to the composers whose music is being
performed. CAPAC is by far the largest organization of its type in Canada
in terms of income collected and royalties distributed — and last year
passed on more than $6 million to Canadian publishers and composers. -

CAPAC supports a variety of efforts to spread the work of Canadian
composers, and offers assistance and guidance to composers involved in
the practical day-to-day business of music. It publishes a magazine, The
Canadian Composer, 10 times each year, and is deeply involved in
efforts to have Canada’s outdated copyright laws brought into line with
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‘with TRICHY S. SANKARAN

+ ‘Maybe what I am about to write
rabout Garber’'s book says more about
‘myself than about him. 'But since
Garber considers his )oook a “mind
screwer-upper,” what “else can you
expect? Though a guitarist himself
and working from his instrument,
Garber stresses the fact right. from
the beginning that his ideas apply to
“all aesthetic minds.” This is espec-
ially true with Part I. The following
sections of the book develop various
concepts of sound: his philosophy of
intervals; an intriguing attempt to
classify the various tone clusters into
nine families; a study of interval
gravitation, classified according to the
sound color of each string; harmonics;
his new concept of absurdity and
theater, etc.

Obviously, Garber tries various
things. Our concept:of what is or
isn’t music is a learned behavior and
rather restricted because of that. Judg-
ed from the angle of intolerance to-
wards “non-music,” you may call it
a kind of brainwashing. On the other
hand, Garber’s book attacks, upsets
and deprograms your mind, and thus
sets it free — if you are ready. He
doesn’t leave you in a mental vac-
uum, though, but rather leads — or
better provokes you towards
discovering your own aesthetic, which,
to be sure, will be of much greater
flexibility and dexterity. Garber can
bg at times either rational or meta-
physical, practical or suddenly “ba-
nal” or very deep. The clash between
these approaches (ratio contra ab-
surdity, “nonsense;*. humor) makes for
the charm of this book.

‘South Indian Rhythm
‘Twelve Week Course

at MACBECK STUDIOS

o

moose and salmon

a new disc by Toshinori Kondo Henry Kaiser and John Oswald coming soon-on Music Gallery Editions

Trying to create living music makes
one aware of life’'s implications,
,and, therefore, Garber arrives at
'some intruding insights on existence
:and how to get beyond those realities
:we usually take for granted. Some of
the results bear some resemblance to
the teachings of the Sufi, Ouspensky
and the like. Garber’s source of
knowledge is based on a lot of per-
sonal experience as well as theoretical
abstraction. If you give him the
chance, he can provide you with
situations that could expand the lim-
ited perception and restricted con-
|ceptions . of ~your instrument, music
and life. This, it seems to me, is the
other major purpose of the book.

Garber consistently draws on
practical examples from his own
works, which are printed in full at
the end of the book. These examples
are also performed on his -solo
record, “Energy Patterns.” To' study
the book before listening to the
record isn’t absolutely necessary, but
the book is a great help in getting
into his music. It makes you realize
that Garber knows exactly what he

wants. While Garber seemingly
neglects technical perfection and
other things a traditionalist might

take for granted, it can be seen that he
does so deliberately and not because
of any lack of ability.

Random and other ‘“non-musical”
factors are integrated, but not in a
manner in which sounds necessarily
blend. Sometimes, Garber displays a
sense of metaphysical humor, for
example when the alarm clocks go

If you need to know more about CAPAC, and how it helps keep score
for Canadian composers and Canadian music, please call. CAPAC has a ,

today’s changing conditions.

warm welcome for everyone involved in Canadian music.

The Composers, Authors and Publishers Association of Canada

1240 Bay Street, Toronto, Ont., M5R 2C2 (416) 924-4427
1245 ouest, rue Sherbrooke, bureau 1470, Montreal, P.Q. (514) 288-4755
1 Alexander Street, Suite 401, Vancouveg, BC, V6A 1B2 (604) 689-8871

off in I Am, I Am, I'-Am!, as if to
remind the listeneg: “Wake up to your
real self!” Other superimpositions
create energy because they make you
aware of the manifold simultaneity of
life, of the many things occurring at
the same time in different spheres.
On a higher level, this apparent,
aesthetic clash resolves itself. Some |
pieces have a simple theme-impro-
visation-theme structure, but most
pass through different stages. Often
“form” is defined not by the num-

bers of bars, but by an order of
events containing certain actions
and/for sound qualities. At the

‘beginning, it probably won’t be easy,
to tell them apart, but with repeated
listening one can clearly recognize
them. Also interesting are the various
degrees of playing between the
extremes of strict interpretation and
total chance music (“outside the limits
of my own imagination”).

This book and record can really
start you discovering what is possible
outside the assured realm of tonality
and conventional form. Personally,
my only regret is Garber’s lack of
concern for time aspects in his book,
because listening to his record does
not give you the idea he disregards
rhythm. -—

by Jurg__sAolothurnEa;!;‘ JAZZ FOREM

Private Guitar Tuition, call Lioyd 782-2485. '
Auntie Nature, Uncle Tree, and Cousin Blade-A-
Grass

by Lioyd Garber :

Published by Lioyd Garber, Box 7020, Station

- kloyd Garber

. A, Toronto, Ontario MSW 1X7 Canada.
' 265 pages (peperback) $37.00
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( Quoi de Neuf

Andreé Farkas: Chance Suite
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