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ROBERT ASHLEY
was born in 1930, Ann Arbor,
Michigan; studied at Manhattan
School of Music and at the
University of Michigan; free-
lance composer-performer, member
Sonic Arts Group and ONCE Group:
published, Composer-Performer
Edition; recorded, Odyssey,
Advance, ESP.

Ashley is continually defining
new patterns of interaction
between performers and listeners
(not always separate). His
works require less of what is
usually called musical skill,
more in the way of attentiveness
and social skills (awareness).
The straightforward task of
following a detailed score is
replaced by the broader demands
of responding appropriately

to a fluid situation. The
listener is invited to consider
more than the aural implications
of what takes place.

THAT MORNING THING is in four

major parts: FROGS; A COOL,
WELL-LIGHTED ROOM; FOUR WAYS;

and SHE WAS A VISITOR. A short
INTERLUDE, featuring one male and
one female entertainer, occurs
twice. Approximately 75 minutes
long, That Morning Thing sets up
and explores a number of allegori-
cal and actual contrasts between
men and women. It sounds the
hazards of the earnest - explana-
tory on one side and the matter-of-
fact - receptive on the other.

As in other works, Ashley has here
constructed a complex web of
inference from technical and social
elements which are in themselves

simple. The inherent technical limitations of cheap

electronic devices (distortion) become the means by

which human speech is gradually transformed into frog-

like rasps; an enlarged close-up (the corner of a

woman's mouth) becomes an icon for self-consciousness.
- R.R.

That Morning Thing is about a state of mind in which a
pathological dependence upon language and a pathological
awareness of physical self are both present. The title
uses a pun that is current in American slang: thing mean-
ing a ritualistic activity that distinguishes and
characterizes a person; and thing meaning an object, a
separable entity.

The technique of the work is based on the notion of
repetition as the physical dimension of music. Various
kinds of repetion are used throughout That Morning
Thing. In each case, the repetition evokes from the
"environment" (that is to say, both from the materials
of the work and from the physical environment)
complementary, non-repetitive events. These faltering
dialogues between the discursive and the actual are
enacted in both the sound and visual modes. - R.A.

slide from visual materials for Robert Ashley's
That Morning Thing
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GEORGE CACIOPPO
was born in 1927; studied with
Ross Lee Finney at the Univer-
sity of Michigan, Leon Kirchner
at Tanglewood; composer, radio
engineer, Lecturer in Composition
at the University of Michigan,
member ONCE Group; published,
BMI of Canada; recorded,
Advance.

Over the past 10 years, Cacioppo
has made a series of increasingly
sensitive inquiries into the sub-
tle and important ways that con-
texts - normally unnoticed -
alter natural sounds: vocalizing
while playing wind instruments,
forced string vibration, and most
recently, loudspeaker character-
isties. HOLY GHOST VACUUM, OR
AMERICA FAINTS is a phenomenal
piece in several senses. Its
aural image is based on an acous-
tical phenomenon that is searched
unhurriedly - allowed to reveal
itself. - R.R.

HOLY GHOST VACUUM, OR AMERICA
FAINTS is a piece for loudspeakers.
Sound structures developed between
two manuals of an electric organ
are constructed so that the me-
chanical-acoustical character of
the speaker or speakers becomes
the form-generating agent in the
work. Beats, difference and sum-
mation tones create sound colors
that develop their own rhythmic
structures in time. Sound dura-
tions are given in seconds. A
graph of swell-pedal movements

for each manual indicates the flux of dynamics. A mul-
tiple loudspeaker set-up is optional. Given time pro-

portions may be expanded or diminished.
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section from sketch of George Cacioppo's
Holy Ghost Vacuum, or America Faints

el
John Cage

19125E A 7+ L=F - aH ¥ I ZA4 $ h
T ENT AR P — e [ =
Wbz —oxN2 MR, FRICHEHS
AEH., BWRIALEL: Fas v CHEL
1=, PhQFRRTH N, F 1HEER, Eh%E,
V=R A= HLBEREOERER.,
ENiE~c-m s L2 (G~ —2)
o= RaRRE U e IR
CRILENLTTULS

=T 1 PRE ER T A AW
EXx (FLTEHza—ny"nBAEYE) 0
BLANUHRDEL>TEL, #—C0ESR
LR, Vw2 - 471 OBEOMRE LD
RN BB S (FEBLTUBEART
LB, LALrhOE—nSREREBE VS =
ETRENDID, ThREARTH121 A
AR LI>To_A2AR, FEREIIOLE
EVABLEONLLAGL, x—2NLIH
FhEEMLI-ZLhH 5%

FEXREE I L. SoLSEETH
HBRATMS ST LM b B, LMo T,
ENVDOHDBRPNATALY—bATELVLES
BRRCZEO2HD D e, WA —PREFZHR
(P, OLICHKELTEAVE IR
REVAHLTVSDTHS

PrhEETE—C. BROEABCHEARD
b shl <L) OBENEHDIILLE
ZFLTERAECALI, #5LEFXNHAN

BTSTIFRAINTHS, *hiibd 3. MEOYI-F-T7x
ZrRALO—F, S¥AhdvELa—FREOA—FY) 92, TEFA. =
FHLOMA, WHIABRATREBFHERL Y, BR0BABCH2BED
HoWEHNIh-LbODBENEYIHN(ATEST, FhEEBLTL
>EDTH3 (R-R)
HEO-HNEXE-BEH) 3. —C=FHOEKN X -HLylTHh
prh, Px)—FT7I28EFBATVS
AAFDRIEIZB, 2ENEIUA AT I arpALAS
"BEREWONIALLLIEN, TOKRERY LT . XOELET A
PRI NS, BERIMERSL~HEE, EERNETFRE2DF V- mE+
tENELE, COXBORPMIVEL(EFSEVTHEEES
SENRETR, #4220 bTIZ, AV vy — LA/ ALX L BER—0D
ERLCINTYRTFF -EP/ 6 E- - REEE - S
FTINRFF-EP/ER E7/ORBECHELESLIATEREE
ATLEIRHRET/ T, Chidsr—SHRELELD, SERT YT
F-E7/NDEZOE.. SHCEFAFNAMBL., TALFTL - aIHHRY
VP - FrrF Ll LTEBOZRMIUATFTU T&TFT5HO0ED
M (Ri) CRALERIHUTORBRAD(NET &) &0 {rihE
DIFTRIZLED 5T, DA (§8) LI HEN—F=—p2(Nt2xh
T RFTHS
A =R RAT YA J=FEL DXDE IR EX TS
EExr(UVE2DHE TFarvy el RETHZE

Lull" "I .

N
W =
s
Y
g o
S W
L 48
. eN
L
=7 P
- |
Dlw
R
- i
= %



JOHN CAGE
was born in 1912 in Los Angeles,
California; studied with Adolph
Weiss, Henry Cowell, Arnold
Schoenberg, Daisetsu Suzuki,
Marcel Duchamp: composer,
performer, writer, musical
director Merce Cunningham Dance
Company; published, Henmar Press
(C.F. Peters); recorded,
Columbia, Nonesuch, Time, CRI, etc.

Cage, with Charles Ives, has been
the most powerful shaping force
in American (and for that matter,
contemporary European) music.
Though the studied simplicity of
Satie and the non-rational
quiescence of Zen Buddhism are
frequently cited as determinants
of Cage's work, invention
(practiced by his father and
noted by Schoenberg as a
characteristic of the son) is
foremost. Many arresting and
influential developments have been
catalized by Cage's encounters

view from score for John Cage's

Music for Carillon No, 5
(one side of 5 plywood blocks)

with situations in which accepted, "elegant," and, of
course, more expensive solutions were impractical. He is
first of all an American pragmatist who has seen and ap-
plied the potential of everyday items in his environment;
movie sound effect records, radios, phonograph cartridges,
flowerpots, children's toys, and, most recently, computers.

- R.R.

MUSIC FOR CARILLON NO. 5 was written at Hollins College,
Virginia and is dedicated to Jerry Neff. The title page
provides one sentence of explanation: '"The notation
(treble and bass staves, giving equal space for each of
47 bells, omitting low C# and E ) is on plywood ( 5 un-
numbered blocks, here given as photographs, both sides),
the grain, etc., to suggest what bells are sounded." Roger
Reynolds and Joji Yuasa have prepared a realization in
keeping with the composer's suggestions that prepared
piano (individual amplification of the preparations);
multiple, moveable channels of sound; and silences equal
to the duration of- the preceding piece be used.

John Cage provides the following program note: "One way to
write music: study Duchamp."
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TATSUMI HIJIKATA
was born in 1928, Akita, Japan;
dancer, choreographer.

I promise that, in exposing the
"CAW-CAW DANCE" to the public,
I certainly intend to commit no
fault.

In thinking of an act of art -
when one intends to make one -
it is not impossible to expect
that one could put each deed in
its expected place. Moreover,
the indeterminacy involved in
such an act may also be placed.

But for me this is not important.
In our times this way of thinking
is apt to be cheap and accompanied
by a glorification of the act of
art - something I have frequently
seen.

This seems rather low. In fact,
am I so low? My projected
portrait will prove it. In

each moment, as I die, I must
myself report such things in
detail.

I allow a sister of mine to live
in my body. When I devote
myself to making a dance
composition, she tears at the
darkness within me and devours
it - more than she ought to.
While she stands in my body, I
(unexpectedly) sit down. There
is, however, something more to
our relationship than the fact
that when I sprawl she does also.

Concerning eating. It is not an
act that is controlled by my
desires. Then, when the desire
occurs, what do I do about it?

I thrust my head into the cupboard, aiming to take sudden
leave of my family.

In my "Caw-Caw Dance," I have simply adopted the urgent good
humor of such an artist with painful desires - avoiding,
I trust, any resulting faults in the dance. - T.H.
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TOSHI ICHIYANAGI
was born in 1933, Kobe, Japan;
studied with Chieko Hara, Tomoji-
ro Ikenouchi, John Cage; composer,
environmentalist; published,

C.F. Peters Corp.; recorded,
Odyssey, Japan Victor.

Ichiyanagi has been for many
years Japan's foremost experi-
mentalist. Though deeply affected
by John Cage - as almost every
composer with an innovative bent
has been - his music has remained
clearly characterized. Whether
using graphic instrumental
scores, live elctronic or taped
materials, rock bands, or most
recently the computer, Ichiyanagi
remains both cool and committed,
always bent on change. Made in
the NHK Electronic Music Studio,
TOKYO 1969 is a stunning montage-
like combination of spoken
materials in several languages,
popular music, rock bands, all
modulated and mediated by

various electronic means, including
the translation computer manu-
factured by Hitachi. - R.R.

The age when there were boundaries
or dividing lines in music has
ended. Not only that - the very
boundaries between sound (in-
cluding noise) and "music'" are
beginning to disappear. On this
the eve of the age of infor-
mation, music and mankind are
generating a new relationship:

a world that transcends East and
West as well as differences
between periods of history. I
am interested in both sounds
already established and those

which are not yet known. They are all new and challenging
materials for creation. Tokyo 1969 is an independent work,

but at the same time, it is part of an extended musical
project that I have in mind. — Tl

Toshi Ichiyanagi
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TAKAHIKO IIMURA
was born in 1937, in Tokyo, Japan:
studied at Keio University;
experimental film maker; films
available from Film Makers
Corporation, New York: exhibitions
Brussels Film Festival, Institute
of Contemporary Arts, London.

s

Iimura has been a pioneer in
Japanese experimental film. From
his very first work through the
present there runs a thread of
neo-Dada, destructive negativism
aimed at all established views.
One particularly striking charac-
teristic of his works is eroticism.
Beginning with Love (1962) and
Onan (1963), produced in Japan,
and continuing through Camera
Message, which was produced in

the United States, he has been
intent on unashamed expressions of
eros. The picture I saw last,
Flowers, is not yet finished.
Based on sexual orgy, it is yet
always accompanied by indescriba-
ble poetry.

Of course Iimura has made some
films which cannot be classed as
erotic. These may be separated
into two groups: private docu-
mentation of everyday events, and
totally abstract films. Even in
the latter, however, a kind of
violent eroticism may sometimes
be felt, as, say, in Shelter
9999,

I don't know exactly how his CIRCLES will appear, but
according to his instructions, six 16mm film project
images from twenty or more loops on three large inflated
shapes. In October of last year, Iimura and I went to
the Black Theater where a showing of multiple projection
films was being held. On that occasion, Iimura's
contribution may have been similar to what he plans in
Circles, for he used three machines, and 50 to 60 loops.
Images were projected on all the surfaces of the room.
As a performer, it was up to me to decide what loop to
choose, when to change it, and where to project it.

I used my own discretion, looking at what the other
performers were doing. As a matter of fact, from time
to time, astonishing environments of projected images
descended upon us by sheer chance.

Circles is far greater in scale; also the projection
surfaces will not be flat, and the loop subject matter is
drawn from pictures taken in 360 degree arcs from a
single point of perspective. The underlying idea may be
similar to the performance I saw, but, because of the
panoramic turns, the effect should be quite different.

- Tohio Matsumoto

The Age of the New Cinema will come. You will find it
everywhere, in every town, at every desk.

Film will make you see in the dark and blind you in day-
light. It will force your eyes open by knocking them
out. What will you see in your new blindness?

- Takahiko Iimura
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TAKEHISA KOSUGI
was born in 1938, Tokyo, Japan;
studied at Tokyo University of
Arts; experimental composer;
inquiries, American Cultural
Center, Tokyo.

"712-9374" is a realization of a
former work of mine entitled
Mano-Dharma, Electronic, composed
in 1967.

1) A number of radio frequency
oscillators are suspended by fine
wires so that they are free to
move in air currents. Small
transistor radios will produce
beating according to the tuning
of oscillators and radio as well
as the spatial relationships.
Changes in relative positions
produce corresponding changes in
the frequencies and beating
patterns heard. The beating is
amplified and transmitted to the
audience through a speaker system.

2) The metallic threads suspending
the oscillators reflect light

and translate even slight motions
(the results of unseen forces).

3) CDS elements register changes
in light and transmit them to the
oscillators.

THROUGH WIND AND ELECTROMAGNETIC
WAVES AND OTHER UNSEEN FORCES; OR
THROUGH THE MEDIA THAT LIES IN
THE SHADOW OF THINGS... - T.K.
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ALVIN LUCIER
was born in 1931 in Nashua, New
Hampshire; studied at Yale Univer-
sity, Brandeis University; com-
poser, conductor, member Brandeis
faculty and Sonic Arts Group: re-
corded, Columbia.

A deliberate and experimental com-
poser, Lucier has consistently
sought to locate and put to use
sounds that would never - in ordi-
nary circumstances - reach our ears
(e.g., brain waves). SOUND
ENVIRONMENT MIXTURES uses the strong-
ly directional properties of shot-
gun microphones. By rotating one of
these mikes in a 360-degree hori-
zontal arc, he collects on tape
selective, panoramic "views'" of
his aural surroundings. Four
channels of tape resulted from
editing, and each of these is fed
to an independent, circular system
of speakers. By means of a photo-
cell sound distributor, each chan-
nel of sound is rotated - at
varying speeds and in contrasting
directions - around the circum-
ference of the space. Thus, var-
ious circularly-collected sound
materials are played back simul-
taneously, allowing the listener
to vicariously sample the sounds

of four different spaces at one
time. - R.R.

schematic for Alvin Lucier's
Music for Solo Performer
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SALVATORE MARTIRANO
was born in 1927 in Yonkers, New
York; studied with Herbert Elwell,
Bernard Rogers, Luigi Dalla-
piccola; composer, conductor,
pianist, Associate Professor at
the University of Illinois; pub-
lished, Schott, MCA Music; re-
corded, CRI, Heliodor, Advance.

Martirano's music combines rigor-
ous structure with the highly
imaginative use of and flight from
materials. He frequently fixes

on some linguistic insight or the
special skills of a performer as
stimulus for a new work. The re-
sults range from lyric wryness to
howling, sledge-hammer ferocity.

L's G.A. fractionates, inflects,
and transforms - updating some
revered American lines. A
gassed-masked politico postures
in carefully prescribed ways,
while the helium gas he breathes
carries his voice in new and
grating ways. The 25-minute
tape montage cues some events and
obliterates others, while three
up-tempoed color films are shown
simultaneously. - R.R.

Program note for L's G.A.:

1I.

11T .

IV.

VI.

VIiI.

Fourscore and seven. Seven? Seven sections!
Forksore, a stomach real and imagined. Imagine a
real storm-ache: the bottom ascends, swirling
sauce, muddy brown it boils down eudiometrically.
Intergastric electricalization. Fango-therapy,
it's delizioso.

Boom, Boom Boom, Boom!

Eat and be eaten by the calefactive cannonball of

Kiln 57%.5.

L's H.H. rises slowly, draws from his pocket a paper
and when commotion subsides, in a sharp unmusical
treble voice, reads the brief and pithy remarks.
(end of quotation)

A lion caged? A cagey lion at the blat

Speeded-up.
in Mudville.

A case of canned knots and furthermore would knocks.
L's B.J. saith: Thou shalt not; Thou shalt not; Thou
shalt not; plus 7.

Sirenes wail.

Ox-tongue mined air raids. Look out! A
War is,

Inter-medium? The General clubwoman said:
hell, raw electro-anesthesia.

Babies slobbering, dribbling saliva. A
megation of spit orbits and slides. Tw? hundred and
fifty men, a link and a chain toward epiphany. Whose
hearts, whose sweet voices, cry music, when soft
voices die, lingers in the Memor-eye? - S.M.

Babies.
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YORI-AKI MATSUDAIRA
was born in 1931, Tokyo; self-
educated in music, Tokyo Metro-
politan University (biology):
composer, member of Saint Paul
University Biophysics Department;
published, Edizieni Suvini
Zerboni.

The thoroughgoing organization
underlying each of his pieces
reflects Matsudaira's technical-
scientific orientation. Aware
of the potentials of contrasting

Yori-Aki Matsudaira

materials or spectrums (e.g., pure and simple to impure and
complex tones), he has moved from a concern with serial
orders to an interest in indeterminacy and improvisation,
recently. i

ELECTRONIC MUSIC ASSEMBLAGE was produced at the NHK
Electronic Music Studio during 1968. It uses six kinds of
sound material ranging from musical suunds to white noise:
A) superpositions of "ready-made" musics, B) superpositions
of speaking voices, C) amplification and modulation of sounds
which originally have very small amplitudes, D) super-
positions of signals produced by a " photoformer" (A photo-
former is an apparatus which produces sounds corresponding
to ‘given wave forms. In this composition, curves from the
outline of a woman's body were used as the formant waves.),
E) partial modulation of sounds produced by rock bands, F)
an assemblage of human voices.

All of these sound materials are subjected to ring modulation,
filtering, and resonation. Because of the nature of the
materials, A) and E), B) and F), and also C) and D) (the

last because of the comparative difficulty in manipulative
control) resemble one another. Speaking in terms of
structure, the contrast between one group (A-D) that has

been subjected to mechanical manipulation, and another

group (E-F) that has not, is emphasized. Especially E) has

a character of its own, as clearly recognizable materials
subjected to collage.

ASSEMBLAGE FOR VOICES is a performance in a live electronic
mode of the final section, F). It begins with the sound of
sighs and ends with shouting...a climactiec structure which
proceeds in obedience to a series of numerals taken from
random number tables. - Y-A. M.
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TOSHIO MATSUMOTO available from Matsumoto Productions, Tokyo; exhibitions, KE PR L e

was born in Tokyo, in 1932; Venice Festival, Toulon Festival (France), Sogetsu Kaikan &
studied, Tokyo University (Tokyo). HRDZ(NBFEXNL I BT HLEEMCL-BELFABHIE D
(Literary Department); film A T2
maker, critic, playwright; films Since graduation from Tokyo University, Matsumoto has . o A an s i elmen B Yl e B
spoken clearly and freshly through the medium of the TNEE( IBRLY KM F LEBETFYA -THo, FLlZ B
documentary film. His most recent, Mothers, won the grand 7/ A= (REBEOTEEMAILKL., 2T 500K E LD L X
prize for documentaries at the 1968 Venice Film Festival. N e LU TERAES S
As a critic he has published several books, and his play, o : ) i ;
"Truths And Untruths Seen From Backstage," was produced 'L BOF—F/ =" UROBRECEREDERTE I - TV 548
in 1964. He is now making a feature-length film, "The NHET 72/ 0—C—hHRMCBHF T (DAL TVS
Fu?eral Pr-ocessim:l of Roses," for-' th? Art Theater 1930 BA A 3 f 196 5 2= K IBF) 4 2 2 LLATBETA—Frw 2 bl AL AT AL, ORI &
Guild, and preparing a space projection work, "Ako," for )
the Textile Pavilion at EXPO 70. BRATN=T - BE> OA =¥ LTEH FH5LALR 2 AT A Response system CREL LD, LEHNY
BR. MY TAFRRALA T = > F OFX KEFIE
PROJECTION FOR ICON: I had the urge to project on some- ] & 4 p :
thing which was not a screen because of the audience in - LTBATLEREATV 2O/ LT, XK
the round situation planned. Also, my first reaction was Baresohtv A IRekCoDo2E, L3 e (M'M/T - _
to show the filmed images ambiguously - not clearly ADED SEBASLIFTLE. -0 R Y > c *
M . s " =] ’f)(_/":‘}gn‘».,-c-. -} ~ DTN = | r—o —o —e
focused - and to mix them with various other forms of e 5y s G o ae e I e TR
light projection (slides, overhead projectors, etc.). —7DENTR, 26 (FRE THDH » Q ! J"'——"M . %,ff"" | TeE Lﬂm‘k Jv—m"i ‘
The resulting effect might have resembled what happens when —BESE */RR - bP—4" B—ERESTY) E:; 2l o] = i 0% S B ‘\_ij
pigment is dropped on the surface of water, when colors Ben FOk Y A Ra e e s @W/ﬁ |
blend and flow freely, forming a flux and embracing each et b il ol i Y S —
other. Such a visual space could reach the level of TAFIDEHDA—F/ I —XEOL-HDF I E—— SPeakey
Joji Yuasa's music, ICON. =ik sy (DL B i By /\-L-"),"éi?"f I ERR & 05 r-ﬂ‘ ¢
2 5 o ; 3 R
To realize my objective, I originally had in mind an aerial FTORMGAEAENTSH S 'ﬁ;}—]_;_ TAPE l J\TQ‘
screen. The visual impressions I get while listening AhEAE T AEHYAROEN T L — 7B \P_LJ '*/ ) o { o5
to Icon are all aerial (wind, currents of air) and it is 2 Anin el e / &/
a relatively untried approach. Unfortunately, it LA Erht To meyeth atiwans: g 5 4 0
developed that it was not possible to use either smoke E ATH BT BH, B EDOHER KSHEX DT AT &5 A S 1
or dry ice fumes for this occasion because of technical ELT. P+ XRT7 7Y HDOEEDOH £ & PIE -; * g 7
problems of ventilation. I am now planning to use twenty £ A TR MM ARSIt s ;
inflatable vinyl shapes on which five 16mm film projectors TLD HIRMUARMEERFILT 5, AR
and one overhead projector will throw images. In this o HAD2FFTVH LG, wuhrAhil, 4A
arrangement, light, color, and projected images will have HEREREA~DTEMETHS Lo LEEES
unique encounters with each other, and I hope for some- ]
thing unprecedentedly fleeting and beautiful. I will L2 bODREIL - 7T N XLt ED LS
be among the members of the audience, looking at the 1 BAT,. AL AHERELTERT Y. 20
results of fortuity. - T.M.
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SHUKO MIZUNO
was born in 1934, in Japan;
studied at Tokyo University of
the Arts; composer, musicologist;
inquiries, American Cultural
Center, Tokyo; theoretical essays
in Ongaku Geijutsu.

Mizuno has evolved a system of
improvisational response which is
as unique for its clarity and
simplicity of notation as it is
for the decisive effect it has on
the aural result. This system

has been presented in the Japanese

Shuko Mizuno

music journal Ongaku Geijutsu, and in abbreviated form in

the CROSS TALK 1 program from November, 1967. Not only does
he define the nature of the materials (aggregates, strands,
etc.) and the assignment of relationships between instruments,
but also the nature of their responses to each other:

Response Patterns

exact
imitation
of materials

homogeneous sound

no relation
between
materials

heterogeneous sound

- R.R.

I do not much care for the sounds of electronic music
(sounds, that is, which originate electronically). Most of
them are tonal designs that reject performance, and, for me,
technology is important and significant only when it

enlarges and enriches the potential for interesting per-
formance. Since Autonomy for Voices, I have been developing,

with vocal and instrumental music, a method of my own, and

I expect technology will help me in this aim. I suspect
that mechanical systems, particularly varieties of feedback,
and slight time delays in playback, might be found to be
best suited to my idea response system of improvised per-

formance.

-S. M.
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GORDON MUMMA
was born in 1935 in Framingham,
Massachusetts; studied inde-
pendently, University of Michigan:
composer, performer, engineer,
musical associate Merce Cunningham
Dance Company, member ONCE and
Sonic Arts Groups; published,

BMI of Canada; recorded Odyssey,
Advance, Aspen, Columbia, JME
(Argentina).

A featured guest of CROSS TALK
INTERMEDIA, Mumma's expertise
allows him to design and build
electronic circuits which are
integral to his compositional
aims. His recent works have
explored the potential for
various increasingly important
forms of dialogue: a man with
circuits, a man with himself.
This is accomplished by giving
separate attention to the physical
or mental processes required to
produce an event, and the actual
sound of the event. In BEAM, for
example, the movements of the
performers' bow arms are regis-
tered by "bow-arm coordinate-
sleeves" and become the basis for
controlling the electronic
processing of their instrumental
sound. - R.R.

PONTPOINT is a music of bridge
and beam systems, for eight
performers (string quartet and
four controllers) with up to
eight auxiliary dancers. Each
section of this work-in-progress
uses different combinations of
performers.

The section Beam, for two or three
musicians, employs walking-beam
techniques inspired by the drive

mechanisms of the large passenger and freight ships in
service along the Pacific Coast of the United States in
the early 1900's.

In Beam special electronic circuits designed by the
composer apply walking-beam processing to each of three
variables: frequency, amplitude, and phase. These
electronic circuits are cybersonic, and operate under
feedback control derived both from the performers'
physical gestures and from their instrumental sounds.

In brief outline:
1. 2 or 3 performers: violin(s) and/or viola, with
notated scores.
2. Cybersonic Beam Circuitry.
2a. Vibration pickups to Frequency Modulation
(2 systems).
2b. Walking-Beam control of Frequency (4 systems)
(bow-arm coordinate-sleeves worn by performers,
wired to Frequency-Walking-Beam control inputs).
2c. Merge original program to Frequency-Walking-Beams
(2 systems) and direct to:
3. Bioctonary Walking-Beam Configuration.
3a. Merge each double add (1 system) to stereo
Amplitude-Walking-Beam (2 systems).
3b. Merge each Amplitude-Walking-Beam to Phase-
Walking-Beams (4 systems).
4. Output: 2 stereo programs to 4 power amplifiers and
loudspeakers.

The composition of Pontpoint is a 10 year project. Work
was begun in Pontpoint, France, in August 1966.

Digital Process is a circuitry which determines the
géquences, simultaneous events, and development of any
sound input. For the accompaniment to Vanderbeek's

Poem Fields this circuitry is being controlled by
aﬁési—peﬁfsaic thermal delay triggers. The sound
sources for this performance are from three separate
compositions: John Cage's Variations IV, Jackie Mumma's
Sporting Events, and Gordon Mumma's Epoxy. Digital
Process was premiered at Douglass College of Rutpers
University, New Jersey, in October 1967. - G.M.
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RONALD NAMETH
was born in 1942, Michigan;
studied at Illinois Institute
of Technology; film maker,
member University of Illinois
faculty; works available from
Nameth, Fine Arts Department,
University of Illinois; exhi-
bitions, Photo-Independent
Gallery (Chicago), Museum of
Modern Art (New York), etc.

Nameth's films employ complex,
interlocking images which tend
to shift rapidly - abrupt

from

ameth,

N

Salvatore Martirano's L's G.A.

photo by Ronald

Oy —- LA/ NLX

juxtapositions or veiled transformations. An earlier film,
Upper U.S. is "an experimental documentary, an exploration of
Steve Auslander's personal views on sex and war, using
collages, reliefs, and sculptures to convey his ideas."

It represents ''war games between the master builder...

and his dolls." This commentary from Nameth is applicable

to the images and mood of his three color films for

L's G.A. They are projected simultaneously and generate

a visual force which matches the aural power of Martirano's
tape. The gassed-masked politico (narrator) appears as
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ROGER REYNOLDS
was born in 1934 in Detroit,
Michigan; studied with Ross Lee
Finney, Robert Gerhard; composer,
performer, conductor; published,
C.F. Peters; recorded, Victor,
Nonesuch, Time.

PING (1968) is based on a short
story of the same name by Samuel
Beckett. The text is not spoken,
but presented visually by means

of 160 slides. In this way, the
timing, overlapping, and tempo

of word movement can be per-
formed, changing from presentation
to presentation, and can "sound"

within each listener, individually.

A film, very literally related to
the substance of the text, makes
up the remainder of the visual
materials. Sound is provided by
three live performers: flute,
playing predominantly multiphenic
sounds; piano, the majority of
whose sounds result from direct
agitation of the strings; and
harmenium, bowed cymbal (spe-
cific pitches), and bowed tam tam.
Sound from each of these instru-
ments is picked up by means of
contact microphones and fed into
a ring modulator. This device,
which is also operated by a
performer following specific
conventions, combines the live
inputs, creating composite sounds
of quite different timbre. The
outputs from both tape machine
and ring modulator are fed into
another electronic device, a
photocell sound distributor
(PSD), by means of which the
movement of sound around the
performance space can be con-
trolled.

The musicians' improvisation is based on specific
conventions of tempo, time proportion, continuity,
pitch materials, dynamic levels and shapes, and
instrumental techniques. The addition of numerous
other performers - those who project and alter the text
by means of colored filters, prisms, etc.; the ring
modulator and PSD operators - is intended to increase
the dimensions of involvement for both performer and
listener. Only the film is autonomous: all other
components are critically interdependent. Everything
is aimed at crystallizing and deepening the intense but
subdued world of the text. Film, text, performed
sound, and tape run concurrently but without any
synchronization. The whole is designed to be, like
Beckett's words,coherent and yet ambiguous. 1R

projections from Reynolds' Ping
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DAVID ROSENBOOM
was born in 1947 in Fairfield, Iowa;
studied at the University of
Illinois with Gordon Binkerd,
Salvatore Martirano, Lejaren Hiller;
composer, engineer, performer
(violin, piano, percussion,
trumpet), Artistic Coordinator and
Music Director of The Electric
Circus; published, Composers
Autograph Publications, Los Angeles;
recordings, Columbia.

Rosenboom's work is decisively
colored by his own versatility,
involving analogue computers which
he builds himself; improvisation
in which he is skilled; and
arcane titles for which he has an
apparent taste (e.g., "To That
Predestined Dancing Place,"
"Then We Wound Through An Aura
Of Golden Yellow Gauze'"). '"SHE
LOVES ME, SHE LOVES ME NOT,..."
is, according to the composer, "a
ritualistic environmental, media
experience in seasonal myth."
Two musician-actors perform with
superball mallets (with micro-
phones installed). Impulses from
their strokes stimulate pulses of
light which travel along the fiber
optics, 400 feet of which is coiled
around performers and piano. A
"witch doctor" plays a visual game
with an overhead projector, while
2 performers improvise on their
respective percussion 'villages."
- R.R.

Note on She Loves Me, She Loves Me Not,...:

First there is a world.
Morality is always derived
from the innate structural
order of the worrld.

It is round.
The rhythms of nature are
the primary force in the
shaping of the patterns of
religion.

The world contains some

of the elements of the

universe.
The seasons are a result
of the imperfect arrangement
of the sun and its planets.

The relationships within

and between these elements

range from the absurdly

complex, on the one hand,

to the absurdly simplistic

on the other.
Religion has produced the
festival and the festival
has produced performance.

She loves me, she loves me not; Kenosis, Plerosis;
Aphrodite, Persephone; Ishtar, Allatu; Anat, Mot;
waxing year, waining year; Theseus, Puck; My baby,
Dear John; -

Our ritual cycle handed down by Zeus, Attis, et. al.,is:
Sparagmos - Lamentation - Anagnorisis - Theophany;
Mortification - Purgation - Invigoration - Jubilation.

This is our day of Catharsis, our Thesmophoria. Since
everybody knows that it is a common characteristic of magic
that one can produce a desired effect by imitating it - - -
- - Renouveau. and: "The sun- or sky-god descends to
fructify the frozen earth in rain and lightning; there is

a period of waiting; then the Young God is discovered in
the first bloom of spring." - D.R.
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MIEKO SHIOMI
was born in 1938, Okayama-shi;
studied at Tokyo University of the
Arts (musicology); experimental
composer; inquiries, American
Cultural Center, Tokyo; member
of Fluxus, Group Ongaku.

In a dream you can find things
that never happen in actuality
(e.g., the meeting of things
ordinarily remote in time and
space). Things which cannot
possibly touch do so in dreams
with unusual clarity - clash,
transform, and establish special
relationships. In a dream state
whose elements are all put
asunder and homogenized, all
elements are still individual
(discrete). To achieve this
kind of state, we must give free
reign to all the media under our
control at present, and their
operation - which to me is per-
formance - with the same total
order as the homogenized dream
world. - M.S.

AMPLIFIED DREAM '69 No. 1
("441-4867") uses as its under-
lying structure the Morse Code
designations for the letters in
the titlet: A uMoPio.e: Fop

the three pianists, a dot corre-
sponds to a cluster, a dash to

a glissando beginning at the
bottom of the keyboard. The
entire spelling out should take
between 30 and 35 seconds.

Three light operators control the
projection of white or colored
light on each of the three
pianists. When in white light,
the performer is restricted to
glissandi, but in colored light,

he pursues the normal sequence of spelling out the title
with clusters and glissandi. Five tape recorders are used,
and the materials for each come from specially recorded
"sono-sheets" (record blanks), the surfaces of which have
been selectively melted. A variety of collaged sound
finally results and it is released through a 10-channel
sound system according to patterned variations of volume
controls. Three more operators control signal generators
and ring modulators to process the piano sound as picked
up by special magnetic contact mikes. The whole complex
process is further influenced by a large "wind-mill"
structure in the center of the space. As the blades of
this rotating structure move, they interact with photocells,
triggering various control devices which can override the
human operators.

Mieko Shiomi
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TORU TAKEMITSU
was born in 1931, Tokyo, Japan:
studied with Yasuji Kiyose, and
self-taught: composer; published,
C.F. Peters Corp., Ongaku-no
Tomo Sha; recorded, RCA Victor,
Japan Victor, Japan Columbia,
Odyssey.

Takemitsu has emerged, justly,

as Japan's most well-known younger
composer. His music ranges from
completely abstract graphic
scores, and lyrical theatrical
events, to complex and sophisti-
cated orchestral scores. Tra-
ditional Japanese instruments
[e.g., biwa (lute), shakuhachi
(bamboo flute)] as well as tape
and live electronic sounds form
the diverse body of his resources.
No matter which materials he uses,
or how they are shaped, the re-
sult remains thoroughly indivi-
dual. - R.R.

KWAIDAN is a suite of musique
concréte pieces drawn from the
score for the film of the same
name directed by Masaki Kobayashi.
The first section, Ki (trees), is
derived from the film's first
story, "Ebony Hair." It opens
with the carillon sounds that
comprise the film's title music.
Two prepared pianos gradually
lead into the main body of the
piece which draws upon the
straining, explosive sounds of
breaking branches. The second,
Yuki (snow), is drawn from the
traditional tale of the "Snow
Woman". The focus here is on
wind and breath sounds, many
originating from the shakuhachi,
with accents provided by stone

bells. Biwa Uta (lute song), drawn from the tale of a
naval battle, "Hoichi, the Earless", employs the delicate
timbre of the Heike Biwa. Ring modulation enlarges and
transfigures the biwa sound in accord with the recorded
traces of the traditional "sounding arrow" (the shaft of
which is fitted with a whistle) - adding a rhythmic pulse
and stresses. This evocation of a marine fantasy gradually
fades into the fragmented incantation of one of the prajna
sutras used as a basis for a concréte collage. - K.A.

Toru Takemitsu
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JOJI YUASA
was born in 1929, Koriyama; self-
taught (music), Keio University
(medical studies); composer;
published, C.F. Peters, Ongaku-
no-Tomo Sha; recorded, Japan
Victor.

I regard ICON as a response to

the question, what is music. With
each work, I try to answer this
question freshly. A common
feature of Noh drama, haiku
poetry, and the tea ceremony, if

I see them rightly, is their
concern with the relationship
between man and his surroundings
(nature, the universe). My
outlook on music is conditioned

by these Japanese traditions

which have led me to feel, for
example, that temporal organization
is the most important element of
music, more significant than the
sounds themselves.

Joji Yuasa

Icon was produced at the NHK Electronic Music Studio in
Tokyo during the period September 1966 to March 1967. The
title means, according to Herbert Read, an image produced
from the "materia primordialis" in our subconscious minds.
As far as the sphere of art is concerned, I agree that
image precedes idea, and I have tried in this work to
produce an aural icon. For this reason the piece employs,
on the surface, a clear and forceful outline, one that can
be apprehended easily and directly.

In 1963, I made Projection Esemplastic, a monaural work,
making use of the same materials, but in its successor I
wanted to achieve a complete control over tonal direction-
ality. In order to achieve this I have written two scores.
One specifies pitch, dynamic, and temporal relationships,
and in the other, the source of each sound as well as its
pattern of movement is notated in terms of five different
channels. In performance, the members of the audience are
surrounded by sounds in the same manner as they are in the
actual space of daily living. Individual bands of

"colored noise" shift to the left or right of the listener.
As they shift, band width and dynamic level are slowly
reduced (or increased) so as to create the aural illusion of
an expanding (or contracting) spatial horizon. (One
complete revolution in the low register, for example, may
take as much as forty seconds, the material changing all
the while.) Not only single sources move, but a number of
separate stereophonic axes rotate simultaneously at
different speeds and in different directions.

Icon is in four continuous sections. The two basic aspects

of the work - form and timbre - alter in opposing directions
during the performance. The forms of individual sounds,
initially clear, gradually lose definition, become shapeless,
and dissolve. Timbre, on the other hand, is at first simple in
structure and thin to the ear. As the piece progresses, the

sounds slowly become more complex and thereby richer in
audition." - J.Y.



