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KARLHEINZ STOCKHAUSEN, I:
AN INTERVIEW (1967)

HUGH CEBloUS AMPLIFIES CHARLES REMOLIF:
RESPONSE TO THE AoMON

VALERIE SAMSON ON COMPUTER CONFERENCE:
REPORT FROM URBANA

PIRT AND NOT COPPER

EAR HEARS... that David Lawton is in charge of
a successful opera workshop at Stonybrook, con-
ducting Cosi fan tutte this month. He led a
fine performance of the Haydn Sinfonia Concer-
tante with the U.C., Orchestra here some years
ago; New York's gain is our loss...meanwhile,
Jonathan Khuner's replacing Michael Senturia
at Cal this year, and should be worth hearing
«+sin the same capacity, Sally f£ell is a. joy
to work with, judging by her way with the Stra-
vinsky 8 Miniatures she (and weg performed at
Mills...®ith the Mugicians Union, Cellar H
and now the Real* Electric Syumphony there's a
fair lot of action going on in the live-media
performance ares (how's that for a new name
for it?), we'd like to see some articles from
these guys. Bon Pellegrino has written to say
that the R*ES, which will perform at the Fam-
ily Light Busiec School In Sausslito on the
12%h, is a "non-exclusive arrangement, offer-
ing different combinations of people for var-
ious events." Why the hell can't someone of-
fer a festival of these groups so we can get
ap idea of what they're up %to?...The Stanford
Artificial Intelligence Lab (the computer mu-
sic section, in other words) got the grant it
needed to keep going for the next couple of
yearsi in the sumnmer their union with IRCAHN,
Boulez'! Paris center for comnputer music &nd
the-like, will be consummated...Listen Lo
Loren Rush's Song and Dance, opening 5P Sym!
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(In 1962 or '63, studying composition with
Robert Erickson at the 5an Francisco Con-
servatory, I was fascinated by Karlheinz
Stockhausen's Zeitmasze which we examined
rather cursorily. Iater I took & somewhat
closer look at Refrain, which I found even
more absorbing. When I heard that his Mo-
mente was to be given its American premiere
in Buffalo in February 194 I determined to
g0, and hitchhiked there and back for the
occasion. I met him briefly then, just to
tell him that I liked the piece--feeling
rather foolish, starstruck in his dressing
room. I returned to make a radioc program
for KFFA on the occasion, and shortly after
took the job of music director there. When
Stockhausen came to U.C. Davis in 1967,
Jonathon Cott and I went to his Sausalito
apartment to interview him. He lived high
up on the hill with Mary Bouermeister, the
painter whose work is on some of his salbum
covers; their apartment was =211 white and
looked over the Bay. He had spent the pre-
vious few months in Japan., Jon and I spent
& few hours with him, and only when we com=-
pared notes later did we realize thst no
one hod said such of anything—-we had had a
satisfyingly full discourse without using
words: a rare thing. An affinity had been
struck, I think., Later the Italian Radio
asked me to interview him: on that occasion
I toock a tape recorder and some stock gues-
tions, and the feollowing is exerpted from
the resulting conversation. Stockhausen
spoke slowly, carefully, but frankly and un-
preparedly.

CS: All your music, and in fart most contempo-
rery misic, #nd art in general, is concerned

with multiple levels of understanding, with am-
biguity, with=-well, with plurslism ip one way
or ancther, and the guestion that fregquently
comes to an audience's mind is == a reader con-
fronted with Finnegans Wake, for example, says
"Is the book worth the difficulty?" Why is your
music worth the fantastiec difficulty of perform-
ance? I know that Momente takes hours and hours
of rehearsal,

ES: Well, to give a good reason for this we have
to go actually way back historically. busic has
been written, originaslly, and performed, for
gingle oceasions; and most of the great works,
even, thatwe know, have got wery few performan-
ces in their own time, and then the composer
stdrted a new work. And I am definite that this
very fact haz:, if consciously or subconsciously,
influenced the way of writing. It was until not
g0 long ago a wvery important guality of a musical
composition that it could be understood, when you
were listening to it, at once... People Ghought
one has to understand, if somewone is meking mu-
sic, immediately everything that's going on. and
actually most of the music has been written that
way, 4s you know. Of the very best music, & melo-
4dF ... 28 kozart weould write in the worning a
whole work, just the melody, end then in a rather
relayved mood in the afterncon, as he describes
himgelf, he would add the accompeniment and he
would meke the instrumentation. It was mainly one
thing at a timpe. In polyohonic music we have a
different situation -- I mean in the earlier

times, But at that time the music was performed
mainly to pleese God, and nothing could be dif-
ferentiated enough to fulfill that demand. There
was not this belief that people should neressar-
ily understand what wes going on. They had very
often rather mystic appreoeches, you know; that
meens, no npetter how the spirit formulates jit=-
self in musical terms, it should be the utmost,
the extreme, of what you are able to think and
to make.

+ss1'm speakiog sabout the whole Dutch school
until the late Barogue, the polyphonic music of
Barcgue. Only in the beginning of this century,
in men like Schoenberg, Busoni, this thinoXing has
come buck, that & musical work represents the
highest state of mipnd of the composer, who 1is
nothing else but the mouthpiece of the spirit,
end you shouldn't bother about the people if
they can, when they are listening to it once, or
even two..r three times, grasp, comprehend every-
thing thet's in the piece, The opposite is nov=
adays understood by most of the composers, and
this becomes intelligible through the process
that we can repest the piece now -=- because 1t
is recorded -- as often as we want. 5o I can't
simply answer your question. It doesn't matter
really even if I make thirty or fifty rehearsals,
because I know nowadays a piece that I have com-
posed, once it is performed, it will be listened
to many, meny times by the same person. And there
iz asectuelly no end for me of deoth of differen-
tiatirn in & given composition. It should be
actuslly bottomless, so to speak. There should
be no ground to find., It should be deep deep
deep deep, so when you listen to it a hundred
times, you still discover things.

CS: This brings up another subject: it's true
that in contemporary music there seems to be &
tendency not to be concerned with touching im-
mediately the heart of the listener, as was
true of Schumann, say, or Chopin... And yet at
the same time today composers seem to be more
concerned with humanity, and with what it is

to be a sociel enimal-- more than they huve
ever before. This works its way into musical
esthetics now, where it didn't before. I'm not
talking about music as propaganda only, in the
good or the bad sense of the word; but I‘meap _
thet tnere -is -en -essentisily soeial implication
to the musical esthetic today.

ES: That's very true. Mest of the composers are
talking that way all the time, and they try as
you Znow from some of our colleagues to include
literally attitudes of people sitting in the hall
and their reactions. (1) I am not so much con-
cerned about that, I must confess. I have prob-
ably more-the attitude of resesrch man. I try to
find a new insight through my-musical work into
existence, and sound is part of this existence,
and I'm definitely sure that if I find something
that's true, that if it's important, it will be
important for everybody, not just for myself,.

CS: That's essentially whet I had in mind, To
talc about he music of yours that I kaow best
is to engage in a metaphor of the human condi-
tion, human existence within the world we live
in; apd listening to your music, going through
it with the score, is almost a metaphor of go-
ing through whatever dsily confrontations one
hes in life.

KES: Well now I'm pretty sure what happens to the
sounds in my composition is going to happen to
the people that are listening to it. I mean there
exactly the same processes that the sounds in a
given work are going through, the people are go-
ine through when they're listening to the piece,
even if they are not aware of this so much, I
mean even if they are not conscicus of it... IE
iz living — the musi-~, the way it is organized;
and by that their whole personality gets modu-
lated by the music.

C5: So that in a way music has a function, in ad-
dition to the entertainment function that it's
had, or the laudatory function that it had in the
church. Now it seems to have a function to the
people to whom it's played.

KS: It automatically has. As soon as the people
are listening to it. [Te pagec]
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Dirt and Not Copper was written for John Duykers, who will sing it next
month, I hope, BAR (and ¥ar Pres;) is always looking for short pieces to
print; if wyou have one, send it in.
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Special Events

S5AN FRANCISCO MUSEUM OF ART
Thursday, December 11, 8pm

“The Mugicians Union™ in a multi-media event

Charles Amirkhanian, Betsy Davids, Carol Law,

James Petrillo.

$3.50 peneral, $3.00 members, students & senior citizens

SENIOR CITIZENS
Sunday, December 14, 8pm, FREE

/7 BERKELEY

The Story of Christmas told through Renaissance Carols
and Sacred Motets. Co-sponsored by a grant from the CALC,

WINTER SOLSTICE CELEBRATION
Sunday, December 21, 2-5pm,

Iﬂun.ﬂ:mng II.-"r_lIu_ﬂ:-r'u'}"]

Bay Area Poets Coalition

Poetr ¥ and Music with Gicnn Myles, Susan !—':”"-:
Danyl Keyes, Portia Cobb, Gary Keyes, Calvin Scott,
Luis Texador, Merilyn Weiss, Cymihia Laird,

Frank Montenegro and Kalise Kimberline

FOR INFORMATION AND RESERVATIONS CALL B41-0232
TICKETS AVAILABLE AT ALL BASS TICKET OUTLETS: DIAL TELETIX
£2.50 STUDENTS, $2.00 SENIOR CITIZENS

$3.00 GENERAL,

A Quarterly Inter-
digciplinary Jouroal
of the arts, of re-
sources and cdmmun-
fcations. By and for
the communicator,
nrtist,

Bubs: $4. 00 yoar
Sample: 21,00
2431 Echo Park
Ava., Los
Angales, CA
200246,

8:30pm




(IRONY, PHENOMENCLOGY AND THE MOMON, published in EAR; November 1975)

2: What is new about Phenomenology?

The effect of this approach to musical
meterial--that is, the effect of different
contextualizations of sound--is to create
a new masie. This is true because the
Fears between 1750 and 1910 saw an increas-
ingly concentrated amount of attention
bein~s directed toward ome aspect of com-
position: the elaboration of the tonal sys-
tem, itself no doubt occasioned by the
complete accentance of the equal-tempered
scale. (And by the tacit dgreement anmong
composers that only the German-iustrian
music was werth serious attention.)

The coriginal purpose of the tonal con-
text was to provide an emotionally expres-
give language with which to evoke response
in the audience. In other words, the whole
approach was romantic, and the reveolution
of the style gallant was to replace the
barogue mind-based language with the ro-
mantic heart-=based one. The genius of ko-
gzart and Haydn lay in charging tne super-
ficial simplicity of the minor 1750s and
'&0g composers with the new musical wvalues;
in other words, they accomplished exactly
the same effect as Heethoven did when he
moved into his “middle pericd," and the
artificial distinction between "classical”
and "romentic" schools dcoes a disservice
to musical history.

4 similar break attends the final col=-
lapse of the tonal system. Strauss returned
to an earlier "langusge." (S0 did Stravin-
sky.) Schoenberg, "emancipating the dis-
sonance" by redistributing the half-step,
developed a new kind of context, a new
"lenguage.’ Webern seized this opportunity
to strip the technigue of composition from
6ll these "linguistic" connotations, freeing
music from the opligation to refer to some-
thing else, ellowing it instead simply to
express its own independent values®

/hile Webern was pursuing his private
goals, Varese was concentreting on the
"obiect-ness"--the cbjectivity--—of his
gounds. To do this necessitated avoidance
of traditional contexts, for they evoked
sound-connotstions bevond the sounds them—
gelves, Vareseé is no doubt still concerned
with some kind of contemt: Blonimsky dis
able to demonstrate a quasi-sonata form
behind Tonisation. But Varese tends toward
2 pew kind of contextualization; one which
kv Remolif alludes in his comments on the
continuously developing "form" (really a
technigue) of Fonge's Soap.

And, taken with a number of other cur-
rents in the esrly 20th century art rev-
olution, this new kind of contextualiza-
tion leads to the inevitably new departure,
the preat distinction between music 1750-
1910 apd music post=1910: music is no longer
organized on teleological principles.
"Phepomenolowicel" music is siuply one of
a mumber of musics possible through naving
liberated the process of composing--the!
process of disposing sounds within sil-
ence--from the obligation to express cer-—
tain principles or systems which have
traditionally been superimposed on those
sounds, until finally they have, one way
or another, come between the sounds and the
listener.,

== —N >
g —5T

#(4 Aigression here is irresistable. A
language, brosdly speaking, is a system

of signals used to communicate information.
leonard B, keyer has published a number of
books in which he attacks new music for
giving up "meaning"--that is!_far ED_LOEHET
serving external ends. But, 11 "Me:ning
has been lost since Jebern, significance
may very well have been gained. )

I repeat: there sre any mumber of pos-
sible ways -to compose music without par— .
ticipating in the teleological process.
sebern's is one==so0 pure that it is ex-
tremely hard to emulate, Varese's is an-
other. Cage's (in the post-1950 pieces)

a third. It way be Ghat Elliott Carter is
developing a wmethod of his own, albhough
his committment to the possibilities of
enctionally affecting contexts ig still
ppparent in the Third Quartet, a work
which excitingly makes possible the ex-
tension of Ivegian and Bergian values to
our own time., The interesting thing about
purely "phenpomenological" music, however,
is that it implies a total shift of at-
titude on the part of the composer.

3: Fhenomenological music is noble.

James Joyce sugrmests (througn 3tephen
Dedalus) "that art necessarily divides
itself into three forms progressing from
one to the next. These forms are: the
lyrical form, the form wherein the artist
presents his imupge in immediate relation to
himself; the epical form, the form wherein
he presents his image in mediste relation
to himself and to others; the drematic form,
the form wherein he presents his image in
immedisate relation to others." (Portrait of
the Aptist as a Young Man, liodern Library,
P. 251,

Earlier on he has sbated that the dramatic
emotion is static. "The feelings excited by
improper art are kinetic, desire or losthing.
Desire urges us to possess, to o to some-
thing; leoathing urges us to abandon, Lo go
from something. The srts wnich excite them,
pornogriphical or didactic, are therefore
improper arts. The esthetic emotion (I use
the general term) is therefore static, The
mind is arrested and raised sbove desire
and loathing.! (Ibid, p. 240.)

How Joyce supwests that thHe dramatic form
igs the logical extreme on a subjective-ab-
Jective scale, but it is not, for it still
concerns itself with the relation of the
image to its audience. The point of "pheno—
menological™ musiec is that it is not con-
cerned with thit metter-—-or, if it is, it
is concerned with it only to the extent of
allowing it to develop by itself, guite
apart from a pricori values of the composer
or the performer. Gage's 4'33" ia, as Il
Hemolif surgested, the example here.

4t a rehearsal of Atlas Eclipticalis
last month in San Jose, Cage instructed
the trumpeter not to play 2 broken triad.

I asked him afterward whet ruled that par-
ticular sound out, and he scid that Atlas
was == "If T do say so uyself, a noble

piece" and that there was therefore no

place in it for presumably mundane sound-
events. If copes by its nobility lozically,

of course, because it is the traensference

to the orchestral world of the arrsncemaent

of the stars, and hss therefore & minimam

of individusl human content. It is, din

cther words, totally cobjective music, re-
lying on the sounds themselves for its

ffect; any gratuitous "wrran:ement,"
according to a surerimposed system or
language, interferes with the freedom of

those sounds, and weakens the whole. The
effect, in cther words,-- the besuty of

the piece is implicit in the objective

truth by which objects ocutside human in-
fluence go on existing as they do. It is

the beauty of inevitability, of non-inter-
ference; the beauty, as Kests said, which
is truth. And the beanty of indifference,
which snmesests Duchemp's use of irony Go
suppress subjective (creative) wvalue.
With these reservations in mind, I remain,

lookine forward to kr Remolif's contimmed sur-
vey of ireny and the momon,

Tours,
Hugh CEBIQUS.
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&E: And this is a legitimate part of composition,
Lo work toward that end.

K5: Well, I don't have special progrems to influ-
ence people, not at all: but I think I am part of
those people, I am not somebody else. And the way
I think the world should be orpsnized or should

be articulated, this is not just 2 crazy inven-
tion of myself, but through wy mind the whole
spirit of human beings that is in the air is work-
ing; I am part of this humanity; I am not opposed
to it, to the other people.

. - "

(We talked about Gesang der Juhglinge, and Stock-
hausen discussed the audiences' startled response
to the mixture in that work of electronic sounds

and recognizable human voices. )

ES: At that time most of the misic still behaved
like painting, in a rather abstract manner, to
exclude everybhing that could be recognized, and
I mean either in figures or in sound gualities,
ete, (2) And I have always used certain musical
¢lements that could be identified, that we have
names for, melodically or harmonically or rhyth-
mically... fragments that you cen stick to immed-
ietely becsuse you know them. These were always
points of reference. And increasinely I have tried
to relate the unknown world that I would invent
completely, or discover (that's a better word) in
a siven work -- %o relate it to the known sound
world, and by that to the world that we are in.

I think it is mueh mere interesting, through hav-
ing gone through the experience of leaving the
human environment, going, so to speak, din sbstract
or- even completely informsl, unintelligible world
of sound (apd, in painting es well, of wisual)
compositions; it is extremely interesting relat-
ing this discovered world to the world that we
are in., And by that, the old world, as we usually
think, the banal world, becomes very fresh, very
new.

C3: S50 that here again we're back Go the idea, in
all your music, of the essence of the procedure
very frequently being in the transformation from
“the nnknown to the known, and maybe in the nexus
‘where the tranaformatlan is made.

KS: Well, yes, this works both ways, because the
extremely megic moments in-a given work where you
don't know where you are really, where you are
faced literally with the unknown, they are even
more magic if you have certain objects, or certain
events in a given music, which we know very much,
And the magic becomes even more magic, I said,

and the banal has a new quality, going even beyond
surrealism, surrealistic approaches; it is supra-
realistic, so to speak.

(And) the feect that in music, since about ten
or twelve years, alsc the world of sounds that
represents a given composibkion is part of the in-
vention and discovery, faces us with a far more
striking experience of newness and of the unknown
and of the magic than at any time before. That's
actuelly comrarable to the fact thast people are
leaving this earth very soon, and going intc out-
er space; and this has been anticipated in music,

I think, more than in any other field... {ﬂctuallg,

in music, we go inside, we go to the inner space.

C3: Do you see anything which will necessarily
bring thisprocess to a halt? Is there any limit?

ES: I would say that this basic enlargement of
cur concept of what music is and 8 given compo-
sition is cannot be enlar:ed permanently. There
are certain historicel moments where you have a
breakthrough and this cznnot happen every ten or
twenty or fifty years, even., Unce now this is

(1) This cbservation has imfreestin
i incorparales md’ .adq,i‘-!;

iaf © i fhe J;':WM 4:,(

COMING UP: bibliography of books and articles
on stockhausen,..Stockhausen performances and
reception in the Bay Ares...a roundup of the

recordings and music available in the area,

understood, once this is experienced, this will
be enlarred, that will be differentizted; but the
very fact that a given ccmnositicn is totally the
process of compositionel act including the sounds
end everything that happens inside the sounds —-
this will for & lopg time now be one of the most
fundamental changes in human history. Once you
have gone into outer space them it is a matter of
detail going to Venus and then Mars and then per-
haps further. The very fact is that we have left

the earth. And similar things happen in music
nowsadays,
C35: What historical period would ¥o:. say is com=-

parable to the present in music? Je've been going
through a tremendous breakbthrough in musiec in the
las ten or fifteen yesrs. Wwhen was the last one
that you think was this mbaur?

KS: Well, I assume there has been only one great

breakthrough qistorically in all the fields —-
music is part of this spiritual activity =- that
is, when the Turopeans discovered America, the
new world, and (so to speak) that the world was
round. In short, the Renaissance, in all fields.
The Renaissunce was not really what the word
says, a renewal of the antizsue. It was partly
that...But in &8ll aspects, new forms were invent-
ed. The extreme verticalism that came into music;
the symmetrie sspects. This is 211 part of the
ftremendous Renaissance novement, in music as well.
Eonteverdi, just to mention one name, is cimpar-
able to a man like Leonardo, having made so many
inventions in music and so many new discoveries.

CS: In short the Renaissance, in all the arts,
wes a time of working with entirely new concepts
and alsc applying those new concepts to the tra-
dition. That's why you develop thinms like opers
on the Greex drams, and that sort of thing.
Obviously in the mid-twentieth century we're dis-
covering new concepts: new forms are being de-
veloped, new sounds being used. Do you think that
there will be a Ltime == is there aslresdy & time --
when these new concepts are csoing to be applied
to the tradition? wWhat happens to the tradition?
We obviously don't discard it. You don't throw
out from MonteverdZi through Webern.

£2: No, not at all. Tredition iz a constant
source of reinterpretation. This means we make
ourselves clear, in what we think, in whet we do,
by facing works of the tradition with & new per-
spective. And that we

spective, Anmd by thet we understand that the cre-
ative process has constantly taken place in the
past —— what we consider being the past -- but
that the importance that people give to the re-
gsults of the past is meinly the result of mis-
understanding. Becsuse I think it's not the ob-
Ject that is so important, but to understand in
8 new wey, &nd comparing them now with what we
do nowadays, facing our problems, the way they
have produced and the way they have solved the
problems of their wusic. And by thet, nsturally,
Monteverui is a collessue in the szme field of
spiritusl activity as the wusician who has &t
his time broken through. ind for that he is, so
to speeak, a2 secret brother. He did the same, and
I have to do the same nowadays -- under complete-—
ly different circunstances, but the attitude is
eternal. People aslways think the reésults, the
products, &are eternel, That's ridiculous. “hat
shines through pieces of music by Lonteverdi,

or Beethoven's greatest discoveries, or Bach's
grestest works? The attitude: how to go beyond
what you KDow , what you have experienced. This
attitude is eternsl and constant, and this is
the extreme dignity of the artist: never to
stop, and alwajs asking: What is next? ‘here

are we going?
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¥r 5
I New Beginnings: Harrison Solstice, London
string quartet, Davidovsky Synchronisms,
Villa-Lobos; OM, Spm
Univ Calif Chamber Band, HH, Spm
SU Sym: Copland, Mozart EC 17 (Baller),
Sehumann 4th; Dinkelspiel, Spm
2 Video Dance, FBWC Richmond, Spm
Berk Prom Orch: Gluck, Previn & Rodgrigo
guitar con (Lorimer), La Mer; lst Cong
Church, Berkeley; Spm
4 3 Jose Sym: Chavez, Falla
Bavel (Chavez conductinﬁj
3 Prancisco Sym (Ozawa): Rush Song & Dance,
Hovhaness, Thomson
Messiah: COFCA, 10pm
¢ Infinite Sound: 1750, 8:30
S8 6
Oak Sym: (Parberman) Hanson Sym 2, Verdi
& wagner arias (Farrell), Copland sus for
thester; Persmount, Oakland, 1l am
} S5 Jose Sym repeats 12/5 b
Amici kusicae: Henaissance & medieval, 1750
PDarcy Reynolds, pisno; JSB Partita 6, LvB
op. 543 Yebern op. 27, Tombeau de Couperin,
Mills Collge ensemble room, 4:30
SF Sym repeats 12/5, maybe

V-Lobos, Galindo,

Su
j’Galgf wind Eng: J3B, R Strauss Serenade for
13 winds, Hanson, surprise: OPCA, 4:30
{ JSB kagnificat, Cantata 140; Grant-dms,
Peterson, Barnhousa, Perkinson, Courtney,
Gilehrist; Calvary Pres Church, 5F, 7:30
Berkeley High choirs Christmes concert,
1 Congr Church, Berkeley, > pm
UC Sym Orch (Khuner): Rossini, Brahms,
kMozart; HH, Spm
SU Cheir, Dinkelspiel Aud, 3pm
Verdi Regquiem, SFState, Zpm

Mo 8 UC Sym repeats 12/7, HH

Ta 9
$ Buzene Gratovich, wvn; Karen millar, pno:
Carpenter, Ives, Prokofiev; CFCA, Spg
} Alea II: Ravel, Copland S.xtet, Stravin-
sky clarinet vieces, ﬂallariccala! Jac=
obsen Cage in search of a Bird; Dink, 8, SU
4 10 B i o e e e
J SF Sym (Ozawa): Ives Hobt Browning; kacl
PC 2, Gershwin Rnsp Blue (Watts), Varese

Th =11

| ) bugicians Union: Ch amirkhanien, ¢ Law,
J Petrillo, B Davids; SFhkai, 8pm :

t) Cont Italian husic: Castiglioni, Berio,
Fetrassi, Dallsvicoola Christmas Concerto
with Anna Carol Dudley; SFState

SF Spm ctpteti Efie

K] { Aot

JSBE "Leipzig" Sonatas; rau
& Egurégégzagldberg, hpschd,

5F Sy repeaty /i

8U chor, cerols; kem Church, Spm

Sa 13

Berk Ch Orch (Bangs): Roussel Sinfon-
ietta, LvB BC 3 (White), Poulenc;
Berk High little theater, 8:15

| Jeanne Stark, pisno, T Buckner, baritone:
contemnorary Belgian composers, Hevel,
Debussy; 1750

Su 14

Frank Couey, piano: Hagpdn, LvB op 111,
Serisbin, Chopin op 35, OFCA, 4:30

Herbert nanney, organ; SU kem Church,2:30
i

5 F 3ym (Ozawa):
V Williams Hodie

Th 18 SF Sym repeats 12/17

F 19 SF Sym repeats 12/17
Collegium sine nomine: medieval, renais-

sance music, OFCA, 10
5 Jose Sym: Nutcracker Eﬂepeata 20, 22, 21)

Su 21 :
Chrietmas music: Jougals Rice's "In Beth-
lehem that night" et al., OFCA, 4:30

Hersh ﬁinla
:IL?E‘S 4 »

IwvE Vin Con fﬁanin},

W 24
}Amici Yusicae Chirstmas Eye at OFCA, Spm
F 26 3
kadeline Bruser, piano, CFCA, 10
Su 28

tenor, Robert Pettitt, pno:

Or¥a Hoskinson, OFCA 4:30

Puncell, LvB, Brahms, 5trauss;

PERTODICALS RECEIVED 7

Donemusy the Dutch organization for contemporary
misic, has changed the format of its publication.
For years they published Sonorum Speculum, an
interesting but dull-locking small-format maga-
zine with intelligently written, often analytic
pieces on new DUutch music. Speculum is abandoned
now in favor of a new, splashier Eey Notes which
iz just as devoted to new music. The first issue
makes the typically Dutch scciaml value clear:
"Key Notes will track down The social context of
misical life and will expoie happenings which
act as catalysts." Articles follow on the young
composer Reinbert de Leeuw, who was active with
other composers in the Notecracker prograums of
the late '60s (toward the anti-Imperialist opera
Reconstruction, toward the 'laderna campaign'
for more contemporary music in the Concertge-
bouw, etc.); on the iillem Breuker Collective of
Jezz=-bacikground live electronics and improvisers
of theater pieces; on Harry Sparnaay, "the great-
est bass clarinetist in the world" who has occa-
sioned a great deal of new music for his instru-
ment; and on the Amsterdam Student Chamber Or-
chestra, led by American Cliff Crego, which
gpecislizes in new music, apparently in pro=
fessional merformances., Key Notes is available
free, twice & year, from Donemus, Jacob Cbrecht-
straat 51, Amsterdam, Holland,

{(New York's) BAR is now edited by Beth Ander-
son and Richard Hayman, and is incorporating new
literary as well as musical material. The Nov-
ember issue contains a sad letter from Wolf Vos-
tell, the German happener and de-collagist, to
Dick Higgins, former editor of Something Else
Fress; Ghe letter laments the running down of
the 1960's energies in the American art scene;
it's true that the spirit of the new has changed,
but Something Else is again being distributed,
by Serendivity Books in Berkeley (SE published
John Cage's Notations, amons other thines of
interest to musiecians), and the recent stay in
San Francisco of French writer/cook/artist Dan-
iel Spoerri, who was an artist in residence at
the San Francisco Art Institute, shows that
cross=-pollination of regional avant Zardes is
still vossible. In the same BAR is a review by
Fhilip Corner of Bill Hellemann's How Music,
based on the row of Berg's Lyric Sulte; it makes
the plece. sound very.interesting... how sbout a
local pianist taking it on? T

Westcoadgt Early. Music concludes Wm FPepper's
E-pert series of "Resdings in Barogue Perform-
ance Practice" with extended bibliogravhical
notes on various problems such a3 instrumenta=
tion, figured bass realization, rhythmic inter-
pretation, ornamentation end The like.

Musical Newsletter continues its survey of the
pirate recordings of copera with reviews of Ia
Veatale, Sigurd and Imcia di Lemmermoor in var-
ious underground recordings; the Summer '75 is-
sue also presents & "scorography" (annotated,
directed bibliogravhy of scores) of Ravel (pre-
vious issues ngve done the same for Liszt,
Chopin, Schoenberg, hussorgsky et al.); and an
extensive report on the current British scene
by Bayan Northcott: his.piece is very much his
own opinion, but honestly so, and contains a lot
of informstion about young British composers you
certainly won't find elsewhere.

(MN editor Patrick Smith writes to take me to
task for my stand on Stephanie von Buchau's ban-
ning from the Opera House. 3he was banned by
Opera Director Kurt Herbert Adler for panning
some of his productions. He points out that mu-
gicel orpanizations like the Opera need the press
publicity that reviewers bring, and that my sug-
gestion that no free tickets be given reviewers
would result in less publicity, until finally
one or bwo organizations would give the tickess
away free, thereby getting publicity the others
lack. But there seems to be something wrong with
such a reliance on "publicity'--would a "relevant"
institution need it, or one which occupies & more
proper social-economic position (whatever that
is%? The basic problem, I think, is that music
criticism, certainly on the level of the daily
newspapers, like most criticism in this srea at
least, is irresponsible in many ways, and has en-
coursged the rest of the musical establishment
to assume such irresponsibility as a matter of
course, for critics and for dealings with them.
ve need to put eriticism on the same professional
plane as any other aspect of music--or dispense
with it entirely.)




5. MUSIC COMFUTATION CONFERENCE II

The Universily of Iliocds at Champaign-Urbana bosted the second ansual
Music Compulation Coamlerence Nevenber 7-8, 1878, Cwer 130 musicions,
enginears, and ciher intercsted people came [rom all ever the United Sates
mod geveral forelge counirics to attend the events, which iscluded preseatations
al 30 reporis, two concerts of music created with the aid of computers,
demonstrations in the electironic music atwdios of the music department, and
mmerous informal get-togethors.

Encouraged by the success of the first Confercece on Music Computation
beld at Michigan Sate University last December, Junes W. Besuchamp, Herbert
Brin, and Johs Melby, all on the faculty of the University of Tllinoks, orgasizesd
this ome. Thay inviled three people doing important work in the feld to be the
principal speakers: Barry Vercos, Charles Dodge, ard Léjaren Hiller. The
remaiedat of the Lalks were .I-D\]Fllﬂd Irom snyoms else in the [sld with scmething
origioal to report. In apite of the fact that many pecple dide't get their proposals
in on time jdue partly- to the fact that ssmouscement of the conference was dalayed
untll the dead of summer), thers was o tremendous response all arcasd, | waa
really impressed with ot only the quantity of speakers, bat also the quality of
hedr work and the dedication they showed townrds it

All of the speakers were asked to limit their talks to 20 minutes, except
for the priocipal speakers, who wore allowed an bour. Charles Dedge, of
Columbin Unlversity, used the time o explain the principal structural features
of bis composition In Celebration , an clectronic selting af the poem by Mork
Srand. The pléced 18 a4 surprising combisatien of compulet synibesized speach
sounds. The compuler “voices" are convincingly real, ustil the range, sgility,
or phrasing reminds the listener that no humon woice could poasibly nehisve the
mame resulta, To his knowledge, Charles Doddge is the only composer currently
aning compuier-gynboaizsd spboch a8 o basic material for musical compasition.
It's lomely, bo says, and he's eagor for others to join him in this field,

Barry Vercoe of MIT, originstor of the widely-used Music 380 language
for digital music synthesis, spoke on the relevance of interactive compating
o creatvity is music composition amd rosearch. Within the space of an hour
be barely had time to briel the nedience on his many projects to facilitate
whar inleraction with tho computer. His projects include increasing the cooper-
stion betwesn asalytical and gesorative capacities of the compater, developlng
& mystem that can synthesize sound [rom Eand-drawe wave forms, an "orchestra
editor'’ (devised by Richard Steiger, also of MIT) whichk facilitstes patching,
developlng displays that con show large omounts of score ot & time jas
to tes carrent prastice of displaying only Hgares, which inharently limits ths
baedwidth of inlormation that can displayed simullancously), translating from

rd to score in real time {schieved in part by pitch and rhythe bsing
potated soparately), ebtc. Vervoe stressed the meed to test ideas in the creative
proceds aa well as the need Lo coordinate visual represeniations with aadio
romalts

Lejaren Hiller, whose Illinc Ssite for Siring Quartet (1955-6) is reputed
o be tho Orsl significant computor-compoged composiibon, gave =n exciting
scocunt of his advontures in the preparsiion of his latest work A Preview of
mm to_Come. This plece wis commissionod by Michasl Tilsea Thomas and
premis in October by the Buffale Philharmenic Orchestra, Ushappy with the
et that most computer=composed music hos been created with attestion fecased
e control of only samall elements, Hiller decided to oreate o MACRO-strsciure
of algorithma which could be used in compoaing music. The Teault woa hiln

ram PHRASE. He used this program Lo orjgandze the tem munical quotes,

warks scheduled for porformance this season by the Buffnle Philharmonse
Orchestra, which form the basia of the picce. Each:selection is quoted thres °
times by different sections of the orchesira and alse imitated freely. Ome of the
biggest problema Hiller encountered in this approach was what to do with tempo
changes, ecapocially since there could be more than oo guote al a time. The
compater wan especially wseful in working out precise rhythmic changes, kn fitting
all the parts together, ond even in doing the orchosiration. Tho rosull ia o
camplex mish-mash of musical material eshanced even further on a casselia
recording masde under someons's seat during a concert (yes. union problamal).
Hiller compares his work with lves' experiments playing different pieces st the
same Hme, bult Ives' results are much more excilisg to liaten to, perbaps because
brea did NOT use compuler costrel.

Ths remuining spoakers contributed to six sessions covering vartous oAy
maltears aynthesis techniguos, composition with computers (wo sessiona), imforma-
Hos processing ayetems, acund synthesis programs, dnd Bardware tochnfiqoes.
Most of the presentations incleded techndcnl explanstions and mothematical equations,
bt concerned completely different subjects. Some of these were: The use of
Circulast Markovy Chaime to gencrate wave forms (Mark Zuckerman apd Keanelh
Baiglitc), Recursive digital filtering (James Justice), Vocsl tract modulstion of
imstramenta] sounds (Tracy Lisd Peterses), A child-orienied computer composing

(Feriiog Beckwith), A projeet to realize precisely Ives' Univorse

) (Larry Auastin and Larry Bryant), A syslem for the (ranscription of uts

tablatures (Hélkne Charmassd), Uses of the PLATO instructional system in
Jedging musical performance (0. David Peters), A timbre wning system (Broce
Rhyihmic spplications of geometric series (Jool Gressel), What i a
dimension? [David Wessel), Compuler-processsd music prioting (Armando
Dal Molin), Compster amalysis of pervous system response Lo musical stimull
{Dawid Rosenbooem), An explanation of a mulli-media piece waing computers for
music geoeration and laser beam oostrol (Gary Leveoborg and Bruce Hogers),
amd g0 on. Explanations of varicus hardware sysiems in progress were given by
James Beaschamp, Rebort Gresa, San Kriz, Jobn Roy, Peler Bamson, asd masy
otbors. Programas for scund synthosis were presepiod by Jea Appleton, Erolino
Ferrettl, Barbmra Lucido, Andy Moorer, amd so o6,

l-l.l.hlrlHnwmnhmwﬂlhth{m&lhﬂatmw.ﬂﬂmlmhﬁ
emoe Teporied on musical topics, but instead reported on technical innovalioss.
He managed o stimulate a beated argumont with his talk “"Musical Cossideratbons
in Computer Music™. Stresaing the peed to exomine the consequences of technology,
e urged the sedience to place more impartance oo musical developmesis than on
technological ones. The resulting dehate lered on the question: Which comes
Arat, techmology or art? Proctically everybody bat Howe agreed that technology
eomes first. It wos [antastic, how people were leapieg up [rom their seats for a
chmnes to defend b vilee of their work, Some of the argumenis were a8 follows:

Leibig),
musical

1} Technology s oar instrument. We spend years leamning abost it and poTlecling
our technique he same woy o planist spends yenrs leamning bis instrament. Only
after we develop competence can woe bogin o make music. 2) Most instruments
we have now took hundreds of years (o develop, Without that devolopment we
wouldn't have ithe variely sod comploxity of musical sounds that are now possible.
Thi compaler woa't devalop by itscll, We have to pul years of our lives into it
we expect fo resp ihe hallesi rewards in musical possibilities. X) The compater
not JUST another musical instrument. It kas capabilities equal to and greater
all the cthers combinod, In sddition, it gives ua the opportunity 1o experience
PROCESS of music, by beieg capable of assisting in a variety of sspecis of
compositional process itscil. 4) The computer Beips to clarily thinkieg by
oothing for granted and by being able lo generale usciul poasibilitics that
take loager for 4 composer (o hit opon independently. Howe's best response
wag that useful mosical work can be achieved regardless of the tech=
band. He [lhastrates this jdea by pointing out ibat o spite of o lack of
ation in the solatioa of scund, many imporiant works are being written.

few speakers limited their talks to molerinl that coald be comfortably

within the 20-misute time Hmit. As a resuli, speakers tended to rush
through everyihing, incleding complicated technical procedures. reducing rather

by ibe sudience. This was a very severs

problem, aggrivated evem further by the fact that mos: speakers used differing
jargoe aed sometimes thelr own matbematical symbala] Probably a way around
this problem would be to distribute papers in sdvasce of tbe conference and them
use iba Z0-minute [or whatover) time-slot to summorize and answer qeestions.
In spite of the donse bombardment of information ower a period of six boors &
day, mod resulting (stigue, attescdesce was very good all the way to the last ik,
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For moere infarmation about the projects peesented 2t (his coaference, write
directly to the participants. Some of them have copica of their papers and cther
matorials lo distribute. A list of oames amd addresses of all those registersed at
the conferemce has been compiled mmd distributed, bat might still be available
through Jumes Beaschamp or John Melby ot the University of Ilincis. In any
wvent, 1 could prowide this Information,

The conceris consisted mostly of pre-recorded music, but were oo less
Intaresting because of it. The firet concert, Friday night, stimulated oaly hike-
warm auwdience response. Tracy Lind Pelersen’s Velces (1974) was energetic

mod Ducot though without impact, Joo Appleton's Cyo "s Farcwell [L575)
was llke a dirge, Orgon-like sounds of apecific plﬁﬂm—l pﬁaa-fa bonenih patter,
Eoilowed by lighter material colored by reverb and “beats”™. This was the most
effective piece op the program. John Melby cresied his Forandre (1963) from

A met of seven short warintions upon the same pitch apd rhythmic materiol. Aside
from s excellont sustained section with porcussive s(focts. the plece was

tirteg and sulfered lrom exceasive repetition of melodies and timbres. Hubsrt
Bowe Jr. made good use of clusters (o hin Scherze (1975}, bor hore agnin, -
Hmiftod woocabulary of woveforms did nothieg 1o siave off boredom. He concelved
tha pieco for orchestra, and while in the process of writing i, ho created o
computer-aynthesized porformance in ovder o clarily varicus passages for
bimsell. My gucss is that the pleee 18 more succesaful in iis orchestral versien.

by Valerie Samson

Herbert Bria's [nfrsudibles (1968) far five isstrumests and tape concluded
Friday's concert. The Iliac Il compuier was programmod lo both campose
and perform the lape, and the instrumentsl parts were added by hand, later,
to paraphrase the musioal gestures oo tope. Although the instrumesis made

an ioteresting combination: clariset, xylophone, tuba, eoglish born, ond harp,
they temded to detract from the piece. Brun used them as an isdivisible groap
which played a phrase, then waited awhile, played another phrase, amd so on.
It was wnawttling 1o waich the perlormers pose tensely on stage while the tapo
played Io the background. Perkapa if the perlormers had balamced the tape
moare egilly or if the iestrumental sousds had beea recorded as well, the
plech would bave becn more succesafil,

Baturday"s coscert was twice as long as Friday's and incleded the moat
cutstandieg as well as the worst pleces. Diane Thome's Junuary Variations
(1973} were akillfully constiructed bul amaleur in their use of the computer
28 an imstrument. This studest piece, composed al Frinceton, had a narrow
range of timbres, mimple textures, and seemed o be patched toguther becauso
of the frequest disroptive silences. Unfortunately Thome seered not to realize
that sounds with the same docibel levels do not all soand egually as lowd at
#iffsren! lrequencles. This oversight rulned whai could have been an interesting
effect of glisgandi sweeping alternately up and down from & rising lios and
culminating in fuwtter,

(1965} by Jean-Claude Fiesst was besitifully dymamie, well
articalated, and used =n incredible variety of skillfally-combdned sounds. This
Plibte wad commissionsd by the Berwice de la Recherch of the French Radio
O.RT.F.). Rissel writes:

“"Provided by tho composer with a proper description of the phymical
structure of the desired sounds, be computer using Max Mathew's Music
V programa gontrates o string of pumbers (i many as 40,000 for ome
second of sousd) which desoribe in detail the time wavelorm of these
smands. .. The plece i3 mol compuler-composed, although acme limited
dovelopments have been realized automatically by the compaier,

“In Mutazicms 1 , I took advantage of the possibility, aliorded by
computer symibasis, 1o use componilionsl processes ol the level of the
sound {tsell - Mutations | lecuses on harmonic posaibilities, The title
reféra 1o the gradual trunsformation from a discostimoas nom-teen pored
12-tone acale b0 confinuous frequency changes; it also alledes to the
muatation stops of an orgas.™

e endless glissandi Sheppard tonoa) Riasst uSos hid pas! been

dsoovored and must hove sousdeda lod froshor then than they do loday.

The leagihy passage using them sccmed gimenicky asd dide't balasee with
the richly-varied beginnimg, Movertholess, this picoe is really worth bearing.

Michoel Kowalaki, studemt at the University of 1llinois, wana asmoyed
that the Esci that his pices Program Ebode was digitally symthesized gave it
apbcial Intereat. He ol d thai ph 2 bis wae of compuiers would
Increasy the rifi between the asdience and himsell. Yet kia mugic seemed
asseasable emough to me. A short piece, it wis bumoroas, lively and
practically flipant.

Joel Gressel used the geomotrie series in areating ks Points in Time
(197T4) a! Princeton. The series costrolled eyihmic rolationships botwedn
mossured, beals aod subbeats, and created patterns that accelerated and
decelornted regularly. To disguise this be overlapped durations, miced timbres,
mabdivided beats, and intersected reglstors. Equal oole values are extremely
¥are, and the templ of individual lines are in conatant Oux. In epite of the - -
imteresting spprosch and the livelinoss of the masterinl, ibs result dide’l have
mach mpact,

Dextor Morrill, of Colgate Undveratty, delighted the sudience with his
Studies {or Trumpet asd Compster (1978) . The piece consisted of four move-
mants: Hookol, in which there was difficalt bob exciting imterplay butwein tha
trumpel and the computer sounds which both duplicate and distort the sounds
of the patural instrement; Rotalions, im which the trampeter periodically rotsted
cleckwise (almost exclusively) st sirategic momenis, giving excellent effects
of sound iravelling through space; Hlags. In which the (rumpet wis muled and
walled languidly above similar sounds of the computer, which alse provided
percusaive effects; amd Cadesta, which was lively and imitative, David Hickman
mssowdded admirably in fiting the truspet part with the computer part.

The most spell-binding piece on the program was Resa (1974) by Koot
Wigges. Norwegian born, Wiggen was chalrman af tho Sockbolm axpoerimental
mugic society, Fylkingen, [or 10 yemrn, and has boen diFsctor of the Stifteladn
Electronic Music' Stodio in Steckbolm aince 15964, Besa, meaning travel, made
beawy use of the Dopplor elfect with the resuliing slioct of sound meovieg in
space. It was shaolutely chilling how mounds raced cut of the silesce, swelled
to maximum dynamic bevel, suddenly dropped in pitch, and (sded wway sguin.
The rumblo in the background crested o treemendous monse of expoctancy.

Eery high notes, remimiscent of current rusning through strestcar wires,
aooentuated the feeling of distance.

Charlen Dodge's In_Celebration (1575) wan, as I mentioned earlier, ancasmy.
For those who emjoy marvellig af Bow a computer cas sousd lke a choras. can
perlorm exiended vocal mellismas, and can fade from voral to instromostal and
back, this plece in without aqual. Aside from ils povelty, In Celebration is
sdenirably constructed and very effective though scmewhat still in feeling.

Larry Austin®s Phossixz (1974) suffered iremendously by following Wiggen's
und Dodge's works on the program. The asdience waa all the more aware of
the mosotony of textures, tmbres, and articulations. Perhaps Phoenix woubd
mbuu more succesaful with visuals or some sort of stage action. Austin

"The work waa compoacd im 1974 with and for the SYNCOM digttal/analog
system, employing a PDP 11/10 compuler controlling fanctions on both Moog
and Buchla symibeatzers. The work explores the pelypbonic movement of sound
sources, the pilch suocessions crested by such movement, and (e spacial
textures such comblanticns provide. ™

Theao two conceris illustrated oaly a #mall fraction of the computer-
composel and computer-performed music being produced in the Usited Sates
an well an abroad. Carel Melby preparcd ond distribeted & bookiet for ibis
conlerenca: i gitions af the United Siales; a bibli

¥
what the picces are scored for, whore
. wiscther they are available oo tape, record, or in score
form, apd their lengthe, In addition, the beoklet srovides hall addresses of
the composera so Lhat those interested may write directly to them.

Uiddverslty of 1linols, Urbana, Mlinois 61808,

The demonatrations in the slectronic music stedics of the University of
Mlmelhu:kmﬂﬁcmﬁm.ﬁynmumﬂm
the caly ones giving coalinucus prosenistions wore guesis Stan Kriz and 4.
David Peters. Otherwise we wers loft bo wander through the stadios to try
5 sow somelhing through the crowds. There were o fow studenis on hasd to

There are three tape studics with a minimum of three tape recorders each,
plus slmilar quantities of everything else. Their computer music aystem in
degigned arousd the Toxas Instrumenis 980A compuater which has been inter-
faced to a digital synthesizer, The digital syntbesizer consiats of indopondent
modiles; or devices, ‘each controlling an sspect of the sound oatpat. According
to the iaformation provided by Scott Wyatt, viriwally any type of digital or
digitally controlled snalog devies may be ccenpuier controlied by the interface
#nd combloed with any other doviee to weild complex asesd geseration. The
misie depariment also has i production room for recording e souinds, an
noalog worksbop, and &n archive of nearly 1,400 compositions produced at
loast in part with the nid of electronic processing. A complete list of facilities
ls avallable on request.

All this weold lead cee to believe thal & lot of meoey s going Enlo tho
devalopment of compatér music. Yei practically svery spesker pointsd oat tha
conceasions had to bo made in their work for lack of funds. The rule seems
to b to keep the vorsatility 1o cost ratio a8 wide as possibie. Hence each

1% trimmed o include only what cach individusl feels be cannot do with-
out, apd this invariahly differs [rom person to porson. And since the possible
uges of compulers in mugic are iromendous, there i much losa duplication of
effort thas would-at first seem likely. There is still plesity of rocem for new-
comers 1o stake out arcas Lo explore withoul duplicatieg someone elie's work.

Another obagrvation, thrusi uscomforiably on me, was thal women wore
distinetly in the mincrity at the conference. Cutsmmberesd clewen to ome, o few
were thore almply 1o secdmpany their busbasds. The others were primoarily
muasiclens, whereas af least two thirds of all presenot sere primarily esgicsers,
Those who spoke were rofreshiogly clear and concise, Let'a have more!

The time and location of soxt year's conference has not been met yed. If
you weould ke to be placed on the mpiling list for future ansouncements, somd
your eame asd address o gither James Beauchamp or Joho Melby of the Music
Department ak the University of Dlioels, Urbana, [llineds 61801,




