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Musicworks is published quarterly by the Music Gallery 
with the assistance of the Canada Council, the Ontario 

/ Arts Council & private donations.

Andrew Timar editor 
John Oswald production 
Don Druick Vancouver 
Yves Bouliane Montreal 
Christopher CrawfordI transcription 
Diane Davidson typing

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

1/2 page (10 1/4x7 1/4)
1/3 page (6 3/4 x 7 1/4)
1/6 page (3x7 1/4) or (6 3/4 x 3 1/2)
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• . -. .

Unsolicited material for publication is welcomed & can 
be returned upon request. Please type texts 
doublespaced & use the grammar & spelling you'd like to

the primary financial aid of the music gallery, 
tinues the format of a quarterly tabloid, a size we find 
to be convenient for sectionalizing & 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,

musicworks provides information about experimental 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 unexploited 
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 
specialization are relevant to musicworks, we know there 
is a sufficient audience with tangent interests to support 
such a magazine, support in the form of subscriptions, 
criticism, documentation & community.

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 31st.

this end of sunnier issue is the last to be published with
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(narrative) - <
’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 of 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 of 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 
was held on Wednesday, April 11. 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 horn, 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 ...

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 .

Closing the evening, the group l’EIM (1'Ensemble 
de Musique Improvisée de Montréal) performed with two 
members present - Robert Leriche saxophone, and 
Claude Simard, amplified double bass. Although the 
instruments were again conventional, this group has 
a background in the Quebec 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 
PROGRAM: (Poetry) André 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.

(narrative)
'So Yves asked me to write a few lines about QUOI DE 
NEUF. It'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 
goals - -ah- the festival was sponsored by the Canada 
Council - 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 
in ...'

(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 Soulières, 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. i

(narrat ive 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 order 
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 
I'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 amplified 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 - one 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
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Montreal 26/VI/79.
take a cigarette. 1
O.K.
(line noises ...)
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?

Yeah.
No, I think that's it — that's the only thing 
that still remains in my - in my mind of this 
festival - really —
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 —
Yeah, yeah, intercepting once in a while and you 
hope -ah- people will mix together or will -ah- 
connect with each other in a way to produce things 
— (cough) — to collaborate — urn -
Yeah. _____
But finally — there's still promise — 
Yeah - true -

YB Ah — O.K. - ha-ha-ha — O.K. Let me a - -ah-

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 
of it like let’s say -ah- usually artists -ah- 
do —

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.
TD That’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 No.

(discussion - a telephone conversation with Yves 
Bouliane)
(3 rings ...)
YB Allo?
TD Allo, Yves?
YB Oui, Bonjour.

Bonjour, ça va?
Um-hum, toi?
Oui.

_ Je M’excuse - j’ai un bouche plein — um -
TD Comment?
YB J’ai un bouche plein.
TD Oui?-----O.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.

TD
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Phases I : duration 40 minutes.

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 
everything which has preceeded and transforms all 
images. Vinter and its discontents are overwhelmed 
by the coming of Spring.

Mines, wit.
one-bars attached, 

* — “4 2" *

The weakening of the moon.
The saint, the fool, the martyr 

swept away into 
the chaos 

of 
new 

beginnings.

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 15t phase.

The waning of the moon. The fall. The clarity 
of frost. Intellectualisation. Sophistication. The 
(at times) violent passage of organic life into slee 
sleep. Humour. Fragmentation.

Reqular scele. procédés upward beginn 7 
with li-Hk, ■finger of le F+ hand, . and ends, 
after IG Txoke-s, with the Fovefinger of 
te right hand.

The Bardic. Pulse- Lyre.
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Phases is ideally suited to performance in the dark, 
without intermission. Each of the sections is very demanding of 
the listener and they seem to work best with a small group of 
people. If this implies a trip being laid on an audience, 
perhaps so; the works are certainly a kind of journey. They were 
for me a process through which I grew and changed. I have left 
them behind. They are at their worst flawed, even crude at times 
times; at their best , beautiful and reassuring. They are 
apocryphal if not apocalyptic. If I may indulge in any personal 
belief any more it would be this: the age of chaos is upon us; 
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.

Each finger has two notes , 
one formed by the thumb touch, 
the tone- bar on the An^«r--£'P rirÿ, 
another formed by toucK»*>y the tone-bar 
on the rin^ bvtr^een. the 111 • lid 
finer joint.
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In the fall of 1968, during my first season as composer
in-residence at Simon Fraser University, I composed, in col- 
'aboration with Wilfrid Mennell, a playwright-director, a 
4-channel version of Beckett’s radio play, Cascando. The elec
tronic studio at SFU was at that time probably the most sophis
ticated studio in Canada. After working in studios at Columbia 
and Warsaw Radio, both of which were small and somewhat limiting, 
I found it impossible to continue composing with the Princetoian 
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 generate a series 
of sound events in a more or less random pattern and which at — 
times seemed to have a life of its own, became for me a sort ofI 
window through which I could, see/hear 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 
| 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 seemed 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, 
relating archetypal images to the. phases of the moon, the phases 
of the moon to the birth and death of civilisation and the birth 
and death of civilisation to the theory of the gyres - a sort of 
double spiral which looks like a cross between a dna-helix and 
an hourglass. I understood perhaps ten percent of what I read 
arid began to see (rather naively) relationships to many of Yeats’ - 
later poems. It was at this point that Wilfrid introduced me to 
Philippa Polson, a wonderful lady who taught linguistics at SFU 
and who had a special fondness for Yeats and a fine speaking 
voice. It seemed apocryphal that we should all meet and the 
studio, located in the bowels of the theatre, seemed the ideal 
location for the alchemical process. It was all very serious.

The work began in January, 1969: collecting relevant poems 
and appropriate sound-sequences. From that point, the work 
flowed easily and grew as if by itself. Phases I was completed 
in early spring, Phases II by mid-summer. By this time, Wilfrid 
(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 
own. I completed Phases III in the fall of 1969. At that stage 
I felt that I had reached a degree of over-sophistication in 
relation to the materials. I stopped work on the Phases and 
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.

(nu we*Ts Miwio)

Ed Sanders
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This was hidden by him,you know ...

E yes, absolutely ...

-- equal temperament . . .

C With regard saenif: .V. ' >

V

E Of course, well ...
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C Yes ... but for me this is if you want the politics of ideas.. •.
? It seens to me that.’ - . • the European intellectual

musical community lionized Gge... took Cage as a figure of some dddity .eccertricity 
and interest and simoly extracted wh. it wished of it and disregarded what for 
Tige was the ohilosor hica) erbodiment of the id a.

C Veil, you should maybe just talk for a few minutes, give some 
history. • •

E What do you want me to dot

, there re many forms of indetermnacy .
L: " - "C "the thole concent in some broad sense, or 

som. particular music and Lynes of activity 1-

C:’. ‘ " . , . how does one — -separate elements —
par examole dans le contexte de la culture Indienne ...l’idee érotique est très 
claire first of all .

of your control., or ought to be.

_. - , Rid you write any nieces in these styles?

C - . • * Bid your association with Boulez continue
after your studies had finished?

wil
E For some years, yes ... he helped quite a lot of times ‘the situation 

of trying to have new scores known and performed, socially speaking.

C So you think it was a truly independent appearance ... .

E You know in a work like the Third Sonata of Boulez,.... which is the .aleatoric 
work b- Boules , • you have a true strict composition, b olutelv notated 
with all details . I mean attacks, pedals, all of these things absolutely 
detailed. All structures are notated and what you have as aleatoric is 
just the way of combining the different written units. — ' " . ..

C veil in m Toreruhormth -# .1 neshorel ‘now (F seemed wierestin 
Ho me thor Cay. ... Ut comtlee fespwie. w the. Dror Wolvement ■

' :"‘-4we.hod. . A - wit, these iees was-erened —wte’
-to- o* x uses... “ga, man Who speaks English, who uses the English word
‘caance’... and yet Boulez when he took the word, transformed it to somening 

more academic .

L No ... then I started out on my own way becauee there was no 
point to getting along with HyGroup ...
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C and like in crystallography,** timbre a. is the cannier of the ordering 
of relationships whereas melody is simply a facet, a plane of dissection ...

E This is why I cannot t’ihk any more of music! decomposing into parameters.. It’s 
very hard to have the mechanism of thinking of the fifti es/sixties type of 
concent where* sound is parametrically decor.nosed 3% and every stratum is 
composed byland for itself.,. I canno_t tomnose any more that way--- I can only 
compose from the totality.—---

C Pe you have any ,.. Your work has obviously reached and continues to have a 
very high degree of refinement in its sensitivity to texture and th eonstruc- 
ti of it $4 your work yesterday == -it’s beautiful the sound iteelf is beitat. 
have you started to construct any sort of syntax of relations among t e 
various sound types you characteristicayly uase?

E No,that next stage is very hard. It’s one projeet I wanted to-do ... it’s.. 
I wanted to do fundamental research work which - more or less suggested to 
IRCAM ex ... but it was total’, refused because we couldn’t reach any understanding.

C That’s a shame ... you wanted to compile a catalogue 14.

E I wanted to know if we could ... r am not alone, I mean there are many

C On your way back to Paris, did you spene an tine in New York _ time enough to 
sense the differnece between theest con t ind the cast $.

E I-nd hot-so--lthe onporlunity - I know Hew York a little bit but not enough 
to go into the deep scene. ‘ .

C Why don't we go back to Cologne then - t your first -tudi. experiments.'

E Well, already told you about the experiments in tine length ... that was the min 
discovery for me then ... that's how I came to have a niece two hours Ton ' 
which was a gesture cuite unordinarr for french composing ...

c f has intereshed Last night, right after the niece was over,., you mention h w 
for certain of the sounds you would of course have to consult your nolesto recall 
the procedure - how this was kike freely giving yourself to the. chemi. 1 idea - 
the studi or y.,ur workspace as crucible - working the sound until you created . 
a complex of soandithat•. -nd not to concern yourself obsessively with the 
Problem of recreating that sovn! under other conditions . 2. yon take the imedliste 
result as given - the pattern on tane becomes ktaxnkx a physical object ...

E Yes, SO what"

C You spoke before of the acoustical body ... how tie send has mass.*,.

F That is what fascinates me - to create sounds with a color you hive never known 
or heard before ... and which are ver: complex to hear - w, can never malyre 
all the deati) s of them •** I like to create this tyre of soid.

C then we talked about chance vou asked me to outline categories ... the third 
form (whicii I didn't mention ) was the understanding of the idea by Xenakis ... 
Cage and Boulez make one axis - split - but vet the idea ar stochastic is quite 
distinct. .

sixties inFrance it was quite difficult to practically realise 
electronically .. we had no machines,,we had no studios.. - * 
W. had just the GRM(the Groupe de Recherches Musicales in Paris)- 
the one founded years before by Pierre Schaffer.- L. "' 1--- i 
- r, , It was 1 active":,but at this time.

every young composer who would come there to work - -
_ • had ' - : to follow long path of study with them beforc^.mf

in order to know all the techniques defended by Pierre Schaffer.

people today who have this in mind ... If we can really build sone very precise 
grammatical relations from the point of view of statistical texture &vi timbre ... " 
che There are certainly ways,but it nugt be studied very scientifically, systematically 
-a-=slike a huge theoretical investigation. I don't know if I shallbe the 
min for that sen I am too much ... well, ... how can I say ? ...

C passionné...

E in?

C passionne.

E Yea, perhaps, yes .m 1 want to make things: I am creative first -« I would like 
to have poo le who analyse-fnr me after ifth- y w..nt ,- maybe they can grasp for# 
themselve sinomething tie. this is why I want to oublis!, all the bbeeeee' ef-al /- -a a; I 
my electronic works - fhow they were made) because this is the only way to think . I 
about how such pieces ore built, and if there are some ... theories ... or-

C ... invariant relatlr.no* yes ...

" .... yes From tiw .— you cannot i... from the final result — you have to know how 
it's put together Ln order to analyse the concept of it. So I have big huge books I 
from wher I work in the studio .. .measurements of everything I did én order to 
keen a recor ! n? h.rr i‘‘s done-ins much as possible as nuei. as we can notate :‘.». I 
aven—'I kw) there ere a In*, of things which are irpossinto notate... but I 
describe ...

huge factory for cowbells and I stayed there for three days in 
order to build a set of quarter-tone cowbells ... -• . In fact I

/have still this huge series of cowbells starting from Ab down from 
the treble clef to about two, octaves higher... •• This is a set 
of about sixty-four bells" "quafter-tones. ' * I would
try to .tsee the half-tones first, thebi- -="‘‘Fly to find the 
bellswhich S- .... !.. ■ f- .

eruidsfen from Thein .

F But you can find this too in Stockhausen in a certain way .... something whic is 
not formulated like stochastic but which is arcented as a mana phenomenon ... or 
a statistical phenomenon., on have this In itockhausen’la lot of events which 
ire statistically thought through ... in Choruses, Masses, Momenta „or., but this 
of course is an idea I hive become fMiliar with bee use you cannot workin

. Ssxbernkans“ispowtanectss,thin problem —1 this is shy i was — 

in Fuolectronic studio.

14.

E " . .. • , ‘n - - 1 . ' , Re-ertly I was quite
attentive to what, would harper in Berlin with some non groups using electronic* 
a qreaf deal,(I mean after Tangerine "ream .... Kraftwerk and croups likethis X- 

— bedgase T lev*, men pop tunics-
C To you know of Brian Eno " '

• - As Far as I can judge there has been a lot of ignorance about Cage in Europe 
... and still today.I d---- - believe thre - besides some peorle who wenton 
expressing the idea* of John r»ee ... like Danie] Charles, for examm'e . .(who is 
the comment tor about John Cage in Paris ) but it is true th t in the main 
French people still ignore al 1 the basic philosophy of “age . , They igore 
a lot of his work and they don' know very well.. •> When they
speak of Cage they speak in a ver: restricted sense... as ysaid they don't feel 
theull meaning of some of his - - based ideas . Thev look,as
you said.to a certain kind of eccentricity an ' • underline the eccentricity
of certain behaviour,. but they don’t try to understand the meaning ... beside 
this the deeper meaning- “*‘$I thing that these aleatoric concepts of 
Boule* in theifties have nothing to do with Cage. but absolutely noting .
I can't even imagine that they took the idea from Cage because it's so 
differently done,. for me It's two worlds. - I don't see any bridge A-ween

- =- : === ============ 
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iX sea muzaf.oFzsN".nAT"MSuna”eRNress iem-iF ’ « From t^othen.!.. it's too

too heavy.

E Yes - the are great From, this point of view, but for me,the point 1 was it was 
still to be ver- much dealing with history, with streams of contemporary history ., 

facing the work of someone like Partch ,1 wane not relate him to any stream 
in feet and that led nie to-h quite far from his way of thinking problens. • 
bot I had a lot of students who were doing what they called situation pieces - 
sal it. was simply to set up a situation but not. to write the niece ... to net 
un a situation for 1 niece, pew One of these guys - we are still friends - *e- 
came to the class with a niece for five submarines ... yes, wl it was based 
mainly on sonar reaction of submarines, vou know ••• dopnler effects ...he was 
trving to modulate that and make it possible to listen with some transformer.»*, 
how this whole situation put me in n context which wan so much differetn than the

13.

LIIi’s not equal Temperament ... not equally of course, for these 
are already made, (the bells which I chose )and it wss of course

was certainly in all the behaviour of Pierre Boulez - not analyzing 
his own music, keeping it ... many secretslike the book he wrote - 
Pensees de la Musique d’Aujourd’hui.. - The • pcSS * 1*

exmn-dzief-in this book are those a a person who doesn’t want 4
en * wx< r. . clear for the reader^but wants in a certain way^o 

keep it quite hidden .
C That’s where he has that dialogue externe ...the frst section 

has a dialogue with himself,

E Uh, yes, de moi a moi ... from me to roe , ... yes, Yes, but then 
after, there is s whole exposé of theory a nd } t Mk there are 

'many examples of the ry which are expressed in a way which is 
only very clear for the- - who - - know f‘" "secrets. -.. I mean 
they’re arcane in certain examples;.- , the expression of a man who 
hides himself » I don’t menngt all to be kind to others, to please

E No, I don’t ... “rial, I was a bit disa pointed .. i was honing
, for more than whit in fact care out: always this way of using electronic devices

to simply. . Knowing the possibilities of electronic devices ,it ‘s
hard to her pon records „and ecc ept the few th.t - exploit teckolog, creatieh, it 5 
hot enough- Awhile ago tire # some artists did love - er sware * J
like Janis Joplin for instance, as ' • extraordinary for he saoe recon Thor I noslant

abw* —"fir before . For some tme. I sforred wntiv . - for voice,
mainly because I knew what . vMs nerformable only by - *5e>
with a ofrede western-trained voice, and that stepped me from going ons
I an th ink ig of Gnera for the future . ... I me in really Big Form... and one thing

. • th t i would like to avoi dgMesteri singers,., but practically, it’s ver - hard I ,

French one,th at First 1 a it quise violently,*. At First it was nae 
difficult, for me to accent but. then after a cerain while I understood that 
I, had better to be more ... prudent in my own scale of judgement n thine,__  
because I had still a typically Europein sense of theinks ind there was a lot 
of prejudice to get rid of. e-finally this—noriod in California was serlans good 
for me,as a shock-to be away from Paris and that whole ideology, me furthermore, 
there was so much influence from the Eastpen neorle. The Indians were t*r«... 
they were teach in in Oak1 an! - .Ui Akbar was there... R-ar anavan the s rangi 
plavereand * when I saw th it it gave me more desire to go ku on thinking about 
the influence of Easter music on todays thought. ..because it. was all around

T. It was io Kôln ... whe i I rived It. Cologne in 72, “3. han I realisd my work 
Chanti teveit means ‘peace’, wed K.mak da Is the symbol of the triangle of the 
energies in tantric philosophy , — ou know they represent the Shiva the 
original Shiva as * big unit ... 1 unit which keeps inside itself all the 
possibilities of the iniverse nd they re present the first antagonism by the 
power of the female... Te fema) e***iMU*N- hiva but when under certain 
orocens when she bec mes conscious of herself she exists-as the shakti péwer ... 
the female power of the god. y know ... an* that creates the first desire inside 
this sort of androgynous , concent you-know .. and from these first desires 
then come ot hers del Me “Ian all the contradictions and all the subdivisions, m hrs 

$cti, is how the energy is manifested and finally all the worlds re created . u ee the
Kamakala is the symbol of that ; -- it is the triangle ... the moment when the 
energy is born and is going towards the manifestation cycle, - This is why I have this - 

the piece starting with this most this Hast unit, the simplest sound and getting +
progressively subdivided into an immense long crescendo .
- 4 .. In the electronic studiogshen . wa t I tirted lèoking for ver I

complex soun s because I like very complex acoustic sounds ant After » sert sin 
time It happenui that I was recording one sound, T found ét wa a good sound and ee 

dee dedi said Im going to record some minutes to have it as material, to stack it
for further elaboration and well I started listening to the sound nd when I stopped j 
the tane rec order, I look-d. the clock, an It w is already twelve minutes —A Lthought , 
what la going on itim was only three, am i neeme-These sounds we changing my

ore you thinkigr

C ce qui m’intéresse est:, .ce phenomenns} chol ogique nu fond , je 
crois... chez Varèse, ces relations avec tous ces maîtres ... ses 
difficultés avec les figures peres, you know, . .. tha relationship; 
and the idea of Ai the problem èf being in history. The idea of 
accepting a father, a prior influence, n greater figure » someone 
over your shoulder/ , and the re J ectien.o f that .. . — 

it.- . n ‘PWSthese men,- Boulez and
Stockhasen,-the different particulars of their vies personel les,-

— 1 : . . . — ... c " • Each key
becomes your atomic ur it rather than in your esse,ear?, fragment cf percent'tie * 
sound . . _ ____ . .-- _. Texture in natterr
music has such a soft tonal quality to it . thy there frasn ‘O been pa* tern 
music that has exercised itself core vit! extremes of de city 1.

3 well, it’s going to become a cooking receirt ... I think people like Reich (whem
I value much ...... ‘ ' " • discovered -cmethrg of their cun,

and realised : cert dr Aspect of higtor which is important ... but there- 
ave man" neople imitating . It ‘; oaite eas to imitate of course nd I have e « n 

olre-o-4-1 in Jhran a* all over, ccmoscrs vio “***“ patler nusic. I don’t believe 
it’s okay to ... you have to develop th t in other Ways of your ci -- it’s done, 
you know? ... I mean, sometimes , 1^ -) : "- •• are so rich in theory
that they can in SeTT7‘” 09 “FT " ...
. ", hodecaphon !** "* ‘ %-h "choni erg, n‘ lhan ers c2 have . sjad’Er

nct going to to this bee J e .... but ’ . it was in u context of iistory ... 
a c rtain are a of activity riel enolgi to allo- ■ other corposers to develop 
on this ground . ' P-tter- nusic ^o^wutir,^ so restricted ir a certain
Qrca th t I don’t ; wgine - can ncorle, can do rgre vit h it - unlessit 
lecores •■ sori, of anonyous music,practiceslike The Indonesior Gomele”.

C - .... . : Th it’s interesting: that’s the self-conscicusness of the
Mestern/T"”pitter- music has beeh a Western response to Asiatic and African 
r.usical forms . forms whose ritual is set . • It ’s almost, is if we ‘ryoine it 
backwards , as if to saysin an African vill_ige the dance and the music connect

, the ritual has a certain sound, a Quality ... wh.. we de is ncsit the 
. anthronclofirst and then somehow artificially create the virtual, history

‘re would Lave h d to । ere to th t*T. . We write .. a niece as if there hid
beer t-ohurdred years preceding it,hut the V.’o hundred years < r were never there 

•v course- It’s very tribal,but it doesn't orovide an means for proceeding from th t ...
because it’s not our tribe - it still isn’t vho we are .

Y =6 ,- ,.L
bee nun* fist 1 had no teacher far electronics .„ In Ko) n it • as maminly the 
engineer there, • „Mr. 4ker»Mller,who in five days rut the studi under nv 
hand- and then - went off on my ovn. But th t is very good because then you 
have no pre-idea • nd so ye go loding for your own stuff... st That’s why I 
felt so freely in thestudio . g. I can do whil I want ... r course as composer I rave 
ill my anterior problematic which I bring wit me into the studio ... I am not 
like a virginin the studio but further more the idea of control in the stddio ... 
after a certain while you have to escane it ... there are a lot of events you 
really cannot control*, which are cure chance events ... you create . circuts ...

you are looking ... you make a recording, it's a certain type of sound ...
you make another recording- its mother type of sound and y u choose the secor. : 
one because you find it is better ... but In fact you could not rerroduce it • 

gain ... it’s there ,~ and so with the studi. I got much more fmiliar with
the idea that we wen accept sone events as coming by chance an "thev havee to be 
kept as the r are. - 4 Statistical ,= ou control the circuit as a whole ... tut 
all the détails within it ... Just imrovis tip - you improvise wit the knobs.... 
In the studi I improvise ... then it’s on tane and I make choices and further 
elaborations ... it's a guided improvis tion.

C I fond in my own studio work,I have in no sense a helodic allegiance ... it is rather 
to texture - the grou - notion - thenonul iti n , number rather th n sigu? rit" ... 
so there's no line.

- Exactly. s"the sone sa more and more ... wi . in mow one runda--nua 
parameter which is timbre ... timbre nd texture activity, ind all the others 
are detendent. on these. A

C What effect did it have for you to first meet Stockhausen , 
did you first meet him through the class of Boulez, or . .Î /

E - — - = Stockhausen for my geherAtion in Europe wa.
a sort-of antidote ... counterpoison to Boulez' conception., 
I mean the univer. of theory and aesthetic whichhad been 
been proposed and built by Boulez is quite closed finally ... 
and at the beginnnig of the sixties in Paris we would see 1 this 
universe as leading a school and to lead a school presupposes that 
many other individual”"" Ities are going to express themselves 
inside this school.-J In fact, I think .
that these _ = retlcal and aesthetical universes defined by Boulez 
are more his own universe and - will have,of course,. certaÎN 
number of followers * will stay just as followers and
nothing more • It's the danger now today , .. we see many all 
over everywhere , ... many post-Boulez type of compositions which 

. . are quite uncreative In fact and becoming quite academic.
The — Stockhausen was an antidote "that because he was much *or.

open c - to others’ pointe of view, = - .... .
hoin hl, work, alw- ays would transform and evolu€. from one work 

to the other-as you know ... rarely repeat himself, *. so this 
was a good example for us . I met Stockhauen first in the
same class In Basel ... h. was Invited by Boules : ' - ? to

< _ . .the other roiii. ds'th t tire piceyszor charges . If
yr have zoms c L. sound, very interesting, you ar remain of it for 
a long time ... this la why ■ . Tibet an monks . ■ can sttwo hours

ill the same sound ... the same sound and yet it is never the same 
sound because there is always a lot of subtle variatin inside it. * 
It'* built on a re otitive type of phenomenon, nusic ally sneaking .. so
it tn for me when ‘I arrived ir. the electronic nusic studio .*>, I was in . . wider 
ottzen of all this problematic elei in I h al"connosed the : ieces alrondv trving to 

sue out all the he vroblers inbn effinm it, --1 like n . ork "amakala for three
orchestras five choruses ind three conductors - it’: • iuge irense erecendio , 
starting from the lowest sound one single singer c t rroduc o the broad miss 
or t! c whole orchestra ind til of that in the same shape the erotic mechanism 
of the Indian crecendo . «. ardl 1 so lealtig with time ... slowing t’^e down 
ver much ind having none repetitive form at the beginning ... so it twas for 
me nuite a etrightout, from all of Boules' nestheticstis niece. *P/CP 

verrurc
C "hat was the first studicyou I’in?

Foblens such ar continuity in form which —which stonned me from trying to work
in these open forms so-called s adt he search for that type of form .
I felt a lack in the music I was hearing in this period in the sixties ., I was 
ver - how can I say - shocked or disappointed by the fact that all the pieces 
I heard would start immediately .. the first second of a niece you would get 
many events ... immediately .,. ver" quickly you would get all registers, all 
intensities, all the timbres of the group of instruments facing you Just at. . ,
once, you know, the whole thing was given and then the niece -- continued * i’timt

You would Just need to develop and vary - * all the structureswhich Already were
/ given. * * be.* of — He -- I fourd th 1+ made me very uneasy.

ecause it was like throwing all your forces’at once and then having nothing 
to say anymore. - you were obliged to repeat in different forms what you have 
already sand. ' —

C Des lb commencement il y a une snectre sature ...

E Oui, c’est ca, une information saturée ...

C ...et il n'y a que la permutation ...
E ... et, on ne peut que permuter, voila ... that's exactly it. ,. ves .

So I started to feel embarrassed about that.. . I felts Th, music must reserve 
its forces, must not give all the aco stical forces all at once. . -

C Co you maintain the notion of ... procède dramatique,. ..

E It might be, it might be, - I was not wware whether this is procède dramatique 
or not,. it's Just m own instinct , .. as a man * as a musician which led me 
to these feelings • . ′" —I had been listening to a lot of non-western
music - particularly Indian music,which fascinated me, * . •
... ..3hapsymnuve.22aral—-There ar musicians. ; tinZnok e 
— do - - throw a 1 I . 7 *at once. When they - besik,

a raga,thev will startfirst tone and * * X-stay on this F ., for a
long time----thev wil 1 .go to the second tine of the seale and they will come 
back to the first tomes", progressively, they will unfoldall the capacities of 
their acoustical-universe. * and —t.ronorok yowly the •
reserve all theiforces and the whole thing is- always in the form of

— - - -.- ... • * a srt of dynamic and crescendo of activity ,z It's always
going from minimum to maximum, from unity to multiplicity and all ragas are this

other peuple; I mean that it os the behaviour of someont who 
finally ... wants to be the head of history and who wants to main-

/ tain his position as long as possible.
Yor inefence,” consider that for my generation to study the Vienna

schoolwas, of course important; to sitdy * some Stravinsky
or Varese was obviously important but wa- exidentl> not enough...

se when we were nineteen years old we travelled one thousand 
kilometres once a week , far from our homo, to study with someone 
we haHC.chosen.lt was"io take something from him directly, and 
to know about his own music anti the futuro of music as he sees

to rely on other cultures' singerind 01 or th.t ., *fr am very dissatisfied 
kit, the Western voice,- whi e very nuch in lave with a lot of x
non-western ponulr voices ... black singers ...

Ci Green *"" tie resonances ... throat and bronchial ,and the way he eontro’
the" xs Just phenomnnal . Do you now of i redith “onk?

is Ah, yes, she was in Pari.. 4+te Festival d’Autonne.
Ëd’A is one of the only Places in Taris where _. underground _ not total 
full-stage things- can happen- . I saw some things she did alone .

o I an not an enthur.iast.no ... I • ‘erso- —to sowerwyy.. does ex st I
Vas Miting formore in fact because the neonle incharge were so excited about 
1 —004 ••* it’s fabulous. extraordinary ... on so i was eypeciitg.s.

and for me it was not fabulous...

C ns much A- mru can ...

- z., th -iu * 1, , . .Z A. : *." 1,’ Pi-. : » . , •■
*u- ′ c - *′*=*, ′ ••- i a - ′ -, =- -′« ■

"y .F —... For te tanesdestrrs t: -Iver,: '"■' ... 40 The other
nict for re i tud- tire and perception - I a sure we are living in a tire 
when this basic parameter cf music : tire - acoustic activity in time - is totall • 
changing its ous concept .-, and Maybe that will be one of the moot fundamental 
transformation, or ‘le ri: of our tire . 4.. I see the new generation of 
nericans ... teve Reich and so on ... they de something in—if. some war —with 
their own materials of course the go t* Ibtt time situations hich SS un-ord- 
inary and very different from the time citquations or the fifties’an? sixties’ • 
new music of Europe .4 -a I feel quite close tc that ... with them .. even if 
se have a background and vocabulary th. xaxxxmprikalikekank are totally different. 
I nian, I am not a repetitive connosek . -. it is not at all the same in is ways / 
y-huse 4, . but dealing with time, we wsilÿ/have sonething in comnos,wkih altogether

looki g Cor acmetring dealing wit time by any roads, hm?

C Have you ury ... this present path is i—quite set for you 7 ... will alright, 
Considering pattern music ‘Be. that is probably my first direst influence ... 
music from that American school of thought ,a the first exposure I really had to 
musical tnirking as a composition student . a One thine that obrigkes — nowythough, 
- ad alweve has ■ en ay own work why i still think of the keyboard io becduse” 
I’m still interested in _ one wax.-I uno it is completely non—melodica.lly **= =--. 
and The idea is to construct complex patterns th it will intercna act with each other 
in the same sort of vav - they don' t obviously - keyboard, the cuestionof timbre 
is ver much more fixed e it’s Always going to sound like a nano . —but given -

impossible for me to get them absolutely tuned. It’s a relative 
tuning, and . of course we say quarter- tone s If we made some
acoustical measurement , the n it might be different-little fragmentations 
between half-tones» ’ _ ---- forunj enng t 884 . -

C Did you work with Schaffer for any time , . ■ ..with the GkM?

E No, no, because the ideology was too much.

C Even from the beginning ...

—h’s only mobile form instead of Ato 2 form ... that‘s all.. I mean it ■
doesn't change anything in the basic method of composing - the grammar
used in the Third Sonata is the same as thegrammar used in---- 7 second Sonata , .
or te firstor second book of Structures so it means for met it’s Just an 
amplification of variation. This aleatoric third Sonata system is Just
a development of the orincinke of variation •-

C ... c’est comme un mobile mais chaque module est fixe...

E exactly ... and all the combinations are also...

C snecifiees ...

E are specified.... A11 combinations are not possible. In that case the niece 
bv Karlheinz Stockhausen,. the famous = * Eleventh p/ou.was kittle more aleatoric 
because — . -because it means that the cohnectinns would alter as vou

come tknow the niece... Alter the speed of the structures and their intensity (rripstasce k
— because if you connect between this and this group,. - ~ — - -p- ' r T~ re" "
tapi “"going to change totally. V to be pleg* e-ie Ver opt endoy. ,.

• . > I mean the degree of variation is much more- but this "T
. : , . . chance, because the composer composes the whole thing and
finally all the possibilities are conceived by the composer as good, 
for me this is not chance ... chance is something you don’t ... which goes out

E No, not at all. -* I have been very rarrom such problems as 

-at -f. 3 elements which are going out of the control of the composer because all
in growth has been strict control—and furthermore there were other problems,.

9.

Ë .. - . - - . - I think these are musical idea which have strictly nothing
to do *L **.. I mean it’s a total mistake to put the so-called alcatcric 
music b - Boulez in the same ’ ag as chance music by Cage . They are =s 
opposed as one can imagine .,

C Exactly. ’ ” ’ ... The whole irtelle: tual orientation is
′ opposed,def initely , ye they grew at the same ...

E Hut the practical realisation is also ve." opposed... the practical wav that 
it is used ...

L Yes, of course. Absolutely . .. so what’s the point?

C Your respoense ,. how you as n student respond to the models 
they provide for. * * - . - -Which older man you want
to be . . . for good living . , , for development . . .

E Well you know I e’ve qui te^com Iplox and contradictory temper and 
I cannot choose one man as a model.: ’ -

C Oh no, not a single "odes, but still, we all do it in part. -

1 VL do it in part, yes, but in that case . . . at different times 
and in different contests.. . It’s quite hnrd to answer * 
that. actlyais the question?

whar -
C a I Which has the greater musical consequence %

\ 1‘

I

K (laughs) That's quite true, yes.' I did not think of thit at first but, it's true, 
it’s true ... the climax etcetera .. oui oui c’est vrai...

C mais si, parce que c'est lie, en continue, jouit ..,

E No, I agree with this statement. -

C Now this van all going or. nt the same time.-.. This is what I'd like to know 
rore about ...

E Well I ' » not been living this period because it i is before I was- :: active
in the finis of music » that wrufiftien, andI MAE a child in the Firties.

C Bouler is just ... étroit c. mme un moine ; and Stockhausen 
so ouvert.,.

C apprenti ...

L Yes, I did not. like this spirit at all. First because I did 
not like all the views of Schaffer ,^hN furmcrmore I found it 
was very heavy to studyfor some two or three years some idea 
that you diet share ... just because you want toget in the studio 
one day . . .

C Et rinaloment, c’est une mode d ' appl ica ti on, pas lea ideas gleesmemes.

L Yes, that’s it . . . so finally my activity was . -. .-large 
chamber group writing or orchestral writing..- I have written 
very few pieces for small ensembles, you know , ...., because
it was one of my tendencies to be attracted by large masses of 
sound , clusters of sounds.. •

C pluralité des voix .•• .

E Something like that, yes, yes ... complexity of timbre ... even 
in my first c mposition writing ...

C , Bid you experiment with any unusual instrumental
groupings, 07. or unusual instrumental balances like , oh, I 
don’t know ... eight clarinets ... plus .... things of that sort ?..

t bid Me ... 1

= Weben, cf cur ...

C Did Webern have a special place for Boulex even then?

L Of course.Very particularly... fur all of this post-war generation 
Webern was the ground, you know,... . the.' * one on which they built 
most, hm?

C Yes, but I imagined even so that the correctness of Boulez’ dogma 
would indicate that he ’ *
. 1 • , * wouldn’t restrict you in any
wayi Just as he wouldn’t show you anything of his own music, 
so he wo Idn’t sho you anything of his primary influences:, but - 
would rather try to expose you more to things that he wouldn’t 
consider central himself?

C You mean
or do you mean • . ...$

CI'd like to hear ...

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

C Veil specifically I’d like to hear you talk about what it was like 
to have auch a progression of teachers... Milhaud, Stockhausen, .
Pousseur and Boulex ...

E Veil, L ' ** - educated first as - - a classical musician...
as a pianist at first.•• conservatory type of atudy, you know, and 

receieall the classical disciplines of writing ... counterpoint • “'ere.
- - ■ Then I entered " Milhaud'a class because ...

well, I had for different practical reasons to continue this 
conservatory 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 tn .the point of vs of style 
′ Milhaud was very tolerat . with hie students,. he
would let thee do “whatever they feer they wantato do and he 
would notimpose on them any aesthetic points of view of his own/ .

- ao this is why mainly I studied with Darius Milhand --- It was 
to be free to do the type of music we wanted when we were

arent eighteen years old.:

$ C How did you see that freedom in those days? ".

.. E It was in the early sixties ... but at the same time there was a
* . class "T in Switzerland by Pierre Boulez and at this time I 

was very fond of Pierre Boults’ music». - furthermore, Pierre Boulez 
was a figure in the Paris scene; he was the leader of Domaine 
Musicale concerts and he waa , .•• well, for us he was Mee a ...
chef, a leader of a school, you know ... and so I had great

- enthusiasm about his work.. - I went — — - with great interest
to the se course s in Basel, in Switzf’and I followed the courses 
for two years about =-- =-I say that I a • Y0* 1 -
“the point of view of composition sone or the closest students

•f‘ - Pierre Boulez at thia * • -=1 ." » r. - Some pieces
of mine were programmed and conducted by Boulez himself ... in 
Domaine Musicale, in Darmstadt ... Donaueschingen, all these 
avant-garde, ". , let’s say already established institutions, you 
know,. and this is progressively how my activity as composer 
has become . 1 soul Sei public,

C What was your first interest in composition ... what forms of 
expression did you wish to find? ′

E Well, most generally quite large masses of instruments... I waa 
alwavs interested hv el ectroni co... but at the beginning of the 

2.

C But in a sense loo ... le loisir de qhinze cent, ans ... this timeless quality • 

... the tradition,the languor...

F. -I was fascinated bythese both aspects , the erotic - --'. ■ - 5, the
sensual ... ’ ' • . This 7 ri. 4st fact. ... from simple
noint to climax, you know, which I am very sensitive to.. Same in Wagner's 
music,you have this tyne of form and I am ver- receotive to it .extremely 
strongly ; .. get you find also in Gtockhausenuite a lot of that. ’ “Then 
the seconi thing which interested ne in ll non-western munics(nct only Indian 
music is th.t sourd by itse" i. sorething vit! a lot of inner accidence .
As on km in r cal Lechni ryeii - Arabic . ...... tries „ ... ro' re nt sineirs
vit - regu” r vih it.'.. ’•

e ’ . . if y rade r. lys s,5 I did , ‘it, sonograms of • i
1-41 nay komnic reel! t.i for exnole, you von d see 4 at ir. a few seconds 
• ii have -vibrato yer 3 arge.sudder i and non-regulr , which suddenly st ons 
in a tone without vibrato. Then you would have three or four vibratos suite 
long and perfectly controlled in sneed ;**"* “"I • the ston of the vibrato, I mean — 
thewho' c ornmentati n in not only melodic ' " -with many nuny melisritic
tyes of things ... hut the re liznr. is inside of the vocal "orinn; .

That, in one reason thy the so nd is so inte-estire in nil these ccurries ., 
: rear 1> sound in not dead... -• sirgle iound is noneth. 8 Zuterestirg .. Tic. 
same ′. 1 the Tiheta: monks. ■ L------------  ′′ - • - . .
there is a inner life in the LexLure of the sound ind this V"S à sec n voin* whic 
’ found v. in e.erting in -11 this music.. . .- When I went into the 
wl troic nusic studio.it :as a we to discover that one sound can he a rich body 

in I this allowed you tc trinnform the feeling of tme because ......
it’, v,.r era, to inderstain ; i. T-l have • single tore which is /uninteresting 
acoustical bo, by itself like a sine wave me ie not. going to listefor -i long 
time -. \ After a ew seconds it has nothing
to give ri;- information. i ... That's certainly even the
origin of Western music .you know . it's i Puritanism'concerning the sound ...
and s would say that that'came from tie church in the „idd] e ,ges '...

A+this time ' - . the music of the church " “hr. L ' ' for a while
because thw * ’ ifon” * ^ sensual .. I in sure it Was because th-

origi.n c.f their music was from the Middle East.. rcertainl, people were singi 8 wit 
a lot of this tyre, of ornamentation 2-"the Puritan ideology of the priestitried to 
eliminate this sensual aspect -f the sound,, They rein tegrated ihe musid in the I 
church only when the music war, num ... wit the ide.] of the children’s v ices ! _
... the voice which has no vi lent ex-tern. exrressi.... l . - . ■

So when y u get all this boring sound whit, do you do? One " is not interesting 
so you add another "he- in order to give- - more information ... and th it is hot- : 

counterpoint lev. I rem nolvnhon in troically the result of a body of
sound ihich had et the beginning been purified :.. because tl en the interest of 1 * 
music becor.es the reloticnshiu of is 3ounls md rot the ds themsel Veo-

c crest le no- de la frequence comme signifie ... probleme seniologinue. ..
r - theeyov the sho 6 hi. ary cr polyphony as it developed in Western critries , 

but in non-kestern civl’isati - .they rarely develcned towards polyphony ..
• ; ′ . Pince the sound-botwin interesting, ' _ i

vaucan st’" homophony or heterohhon t the mont ., — This is
certainly one’of the mot h aisc reasons for these two different ty 2 if deve. ouu . ′ «

11.

L I don’t catch, sorry ...

C You say he wouldn’t whow his own music ■ ... it would- * appear 
ter somehow . " , he would be a presence neutre . . .

E I see, yes ... well this is wht I thought at this time and I even
• wrote articles about it* .- -s ’ . This behaviour

of Boulez towards young students ... the idea of wanting not 
to influence the individuality of younge r people T. " - -. •*,

? . ... n. • wasiscretion. , about
oneself, a and furthermore *. .* some articles
that he wrote at the same time , ne of these was called A Bas 
les Disciples ). was evidently written for us • In *

he developed the theory that . .
- there is nothing worse than to bo a roaster and to have disciples 
who just imitate you, J it was very important and quite
intelligent from him to pointto us • the danger
of becoming sort of ... copies ... bad copies of Pierre Boulez — 
but mow I have a different point of view - • I would say th^t there

C __ 5 :.c~kha isen not nertninl would snem to b-
the -r= sisri Cücant aud woil 1 c am to lead historicail, ...

7. For re... 1 v O'' i say *1. .* tie inpast of P6.’ • : * strong, v* • . * * ? ” to * "
siuc 1 nineteen, twenty ,. * -.“$ it continued to have :, ou it eCrong

resonance, la me. . * untiituenty-five ,* Lwent-ev.. Me u n old.-
Before ry ‘hirtien’i real ? nt ar’ed to let. ^r.-;.: ! in ot. . :

′ in ieny of n beraon lity , -, and these tendencies — • - could find
better mo le’ J " -hausen. • 1/fledfod ., if [ refer to some greatconnoir 
whom ’ Tat " ′ " r houses . ,

(no# referi a t ioloinnsk persenskte inooled), 1

4
15.

. C So you were with Boulez in 61-63 ... •

E This was, my student period, yen...

C and ihen Arter that, what did you dé until you first went, ino the Cologne 
4 Studio?

E Veil, I composed some of my first pieces chick have been kno , ; an orchestra 
niece Etule III, Equivalences for eighteen instrumentalists, Tolvccronie. also 
for a’larg. group Of noyers, Fad 33. it’s a wcrl from crystlograniy - which 
as from this grour I un faking about, narlier - it means many cimirlline 

Form ti-1 together ,4 su e “igurs vith a lot of mrtrieng f this fiec" 
used the Famous con-hells ,4. hut i(h i-alro/big colbe;13 - -" evrrer . ■ 
more interested in timbre ,% of ccarne all the sounin of mete, o.his rte,2" 

e.+s fascinated me as. ava gong. an so on -an ad-zo tcsmpoaed main, irstremen y 
music in this period and Lenughi, I went to California for three year s, teach ′ 8 
at rkeley, and That was very good for ne to cut the cordon ombilicale with
Paris . I had some rrobles - I had i violent quarrel in Paris in this 
period with theminister - I wrote an open letter to the cultural minister 
André Malraux, and it turned out to be better for me to leave the country, 
reallv. So “alifornia was for me quite a shock because of «eueee I was racing 
mrk a totally different situation this the European one. and furthermore with 
my nauax huge heavy background of classical music and the writing discipline 
Enap 9*k"i88*8P"ZANCeBr BPA&eKE-*AAK”cst. soper-sEksicusps of"sTNne"oro"Iems ,- 
but at the sane time I do appreciate new th it some amateur situations do allow 
some new concents to be bor* much more easilyen than a background whic Co 
be pesant . 4,

C Did your percussion work develop when you were in alifornia? Did you encounter 
the work of Partch at all?

E ot so much ... ah, yes, I knew or course We and his work.aschen I wo** there 
I was told about it, I saw some of the instruments, heard some the must" ... 
I found it very interesting,but. for myself ... the problems facing people 
like Harry Partch is that I feel them very isolated and not related to the histor
ien1 context... ,

C and they have to re-create so much on their own.

ne told u.'I am going to ask to be replaced by Stockheueen becauee 
I think it will be good for you to be acquainted with other 
pointe ot view then mine' ...

C So you think he epoke truer than he knew?

E I think so, I think eo . ., yes ... well, of course I met Stockheueen 
in different circumstances after"4 .when I was teaching in 
California - , he was in the area * at the same time »...
It wae*67. '68 , , and - ' - ′ - _

2, every time I meet him, _ 7 the discussion with
him is always extremely interesting becauee he gives much of 
himself, in fact ... f. r in discussion he doesn't hide. He's 
exactly the contrary of Boulez ... from Boulez we could not get 
any thing of hie own music : - -- in the class.. ..I t was very
strange "■ it was a way tohide himself .J don't know why,. 
"" we would study a lot ofVienna achool, you know, and make 
analysis of nearly all Schomberg Berg’s music, , and
a little bit of Varese, a little bit of Stravinsky,, •

E Veil, I did oncea piece which had a lot of instuments 
in us T T- •• like cimbalom for example •

tried to develop some percussion instruments, -I

. And so I made this special trip to Lindau, where they have

%



.%
7

A. J. O'Connor

2

%
_2homm£&us .

Don Druick

10 11

(Note that the four pitches marked with asterixes constitute 
. half of the 529 notee of the melody).

MIDDLE REGISTER: (B/B .O59)(B/A# .265)(B/A .14-7)(B/G# .147)(B/F .029) 

(B/E .059)(B/D# .118)(B/C# .147)(b/C .O29)(A#/B .114)(A#/A .094) 
(A#/G .019)(A#/E .169)(A#/D .132)(a#/C .472)(a/B .480)(a/A# .120) 

(A/E .200)(a/C .200)(G#/A# .25O)(G#/A .250)(G#/G# .O5O)(G#/E .050) 
(G#/D .200)(G#/C .200)(G/G# 1.000)(F#/A# .167)(F#/D# .833)(F/A .500)

4 Y
$ 1 •%. ,

Lout*.
Recisee

Je monterai les cœurs

RIVER C: Parameters for Computor Generation

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

About Don (Druick)’s & 
Lyle (Lansall-Ellis) • s music.

miptle
RCisice

Zoe Druick
DETECTIVE NOTES

arfee 
eegrre.

the transparent body 
feels slowly in the sound 

the second layer;

the enclosure is tightened 
the sound passed 

hand too lips.

Reaching the bloodsurface
pulling in thrust the waited mystery.

Poring cellular activity 
the knees pass through 

laurel sheen.

seductive body

sensual skin
not to stop - /

N.O.W. on the covered floor.

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 octaves with 
characteristic contour; and where the melodic logic is not 
universal but differs in each octave régister. RIVER C was 
constructed intuitively through a series of filtration processes.

And now using RIVER 0 as a model, I have statistically 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. •

LE ROI DE LIS Opera in one referendum

The following data indicates the set of consequents (together 
with the probability of occurance) for each of the 25 given 
pitches. The register of each consequent is not specified 
other than approximately 1/3 of the melody 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 ,O33)(E/G# .022)

*(E/G .011)(E/F# .O11)(E/F .O11)(E/E .244)(E/D# .O11)(E/D .322) 
(E/C# .011)(E/C .O91)(D/B .132)(d/A# .019)(d/A .132)(D/G# .057) 
(0/E .566)(D/C .094)(C#/D .500)(C#/C .500)(C/B .200)(C/A .800)

roominstrument 
fire teased by the breeze 

from ivory Africa 
and 
minataur Japan

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

< and
the first warmblooded sound prompted the Orchestra

to stretch it’s range.

the limbs are first 
to stir 

the sound reaches 
the outerskin.

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, glide.
10 here stop, go, go, stop, 
together perfect ringing with 
air and water. exotic 
Italian exotic Mexician. 
braking through with new 
wave(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 music together, 
solo in ice land,blue cats, 
scared, doors doors doors.
Zzzzzzzzzzzzzzzzzzzzzzzzzz.

VANCOUVER

And the panpipes 
are played on the smokestacks 

* of Hamilton of Pittsburgh 
for a time the cancer

+ is forgotten.

In a murmur the supine history 
emerges... 

see like new born
in gazes into the wrested muscles,

Sunday the Benedictine choir 
see Anglo-Saxon plough song

Ellis takes another kick in the teeth.

Sufi siren fills the throat?

LOUER REGISTER; (B/A#. 250)(b/G# .65O)(B/E .050)(b/C# .O5O)(A#/B .118) 

(A#/A .235)(A#/G# .118)(A#/F# ,O59)(A#/E .034)(A#/0 .293)(A#/C# .059) 
(A/A# .414)(a/G# .034)(A/F# .207)(a/E .034)(a/D .173)(a/C# .138) 
(G#/B .292)(G#/A# .125)(G#/A .166)(G#/G .292)(G#/C .125)(G/B .334)

• (G/A# .222)(G/A .444)(F#/D 1.OOO)(E/D 1.OOO)(C/B ,O55)(C/A# .164)’ 

(C/A .013)(C/G# .151)(C/G .055)(c/E .193)(C/D .027)(C/C .342).

  oto @ (F/G# .500)(E/A# 1.000)(D#/A# ,O58)(D#/F • 118) (D#/E ,118)(D#/D# .353) 
84*5 .007 toss—**’ " (0#/c ,353)(D/G# .1OO)(D/E .700)(D/C .200)(C#/A .2OO)(C#/D .200)

___ __________________________________________(C#/C .600)(C/A# .333)(C/A .600)(C/E .067)

.03%

» #o—%8 #82 .002
• -009

±0 
.032

——e-- e-- ±h e-- • 
.813 1,004 -w -^ -0s9

.8 • .8 .700 ■ .70 004_ a

Steve Wilkes
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If a piece has the fortune of being played a 
lumber of times by the same performer(s) the visual 
cues 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 
.ses very precise) for tape music is used in ‘re-

12
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System Symbology - an x 
approach to electronic music transcription 

by
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 tape 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.

•

alization1 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, timbrai 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 
(ie. 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.Bhz---- ) but this method is better realized in 
the third type of notation. As mentioned before, 
this method of graphically representing sound can 
be used in a multi-layer approach where all the para
meters are organized in a vertical 'score' form

(ie. Freq. *-------

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 methods Examples:
R. Murray Shafer: From the Tibetan Book of the dead. 
Universal Edition 15545. This work is 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 
using 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.
Pol skie Wydawnictwo Muzyczne . 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

Awobir 4. -pinrung XTape n
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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.

(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 large 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. Hymnen. Universal 
edition No. 15142. This ambitious work of Stockhausen 
uses mainly traditional notation with sane 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 of the concrete 
source material such as flute, piano, bells, voices 
etc., this collection of pieces by Ussachevsky and 
Luening are best transcribed in traditional form. 
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 tyranny. 
For chamber ensemble and electronic sound 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 according 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, 
Treatments-graphic) 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 when 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 Ussajous 
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 symbol 
such as a-J- has a definite value while

— has a less defined value. When combi-

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 
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 concept 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.

(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 fashion. 
Each box has a specific value and function depending 
on the assignments 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 nevertheless very good for studio recreations 
of a piece. Examples: Karlheinz Stockhausen. 
Elecktronische Studie II. Universal Edition. There 
are two graphs indicating 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 going 
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 canposition 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. Entropleal Paradise. 
Modules and their corresponding settings are indi
cated. Thomas Wells. 12.2.72 Electronic Music. 
This is a mixture of the 'graphic' and 'schematic'. 
Four tape tracks contain graphic contours of material 
and a letter indicates the patch it corresponds to.

ning the two A-ccmo a relationship is
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off in 1 Am, I Am, I Atn!, as if to 
remind the listener: “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 4 
the same time in different spheres. 
On a higher level, this apparent, 
aesthetic clash resolves itself. Some 
pieces have a simple theme-impro-
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CAPAC is the Composers, Authors, and Publishers Association of 
Canada. It operates quietly, more or less out of sight, but ifs one of the 
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Canadian Composer, 10 times each year, and is deeply involved in 
efforts to have Canada’s outdated copyright laws brought into line with 

today’s changing conditions.

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 .

warm welcome for everyone involved in Canadian music.

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/or 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.____________ -— - 4
• by Jurg Solothurnmann JAZZ FORUM

Auntie Nature, Uncle Tree, and Cousin Blads-A- 
Grass
by Lloyd Garber
Published by Lloyd Garber, Box 7020, Station 

. A, Toronto, Ontario M5W 1X7 Canada.
266 pages (paperback) $37.00

• Maybe what I aim about to write 
about Garber’s book says more about 

■ myself than about him. • But since 
Garber considers his book 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 
be 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.

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 1 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 -

Lloyd Garber

===== Phone •==-=

921-8249
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