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EDITORIAL

We first began planning this issue of SOURCE MAGAZINE,
“International Sources”, in the summer of 1971.

I met Stan Lunetta in the Musical Basement of his rambling
Sacramento home. Full of computers, hummers, buzzers,
tweeters, telephones that play sonatas, all kinds of musical
instruments both old and Lunetta-originated.

Stan serenaded me — and, on another visit, sculptor-
performer Jock Reynolds — with his machines that play
themselves. And every time | visit him, he brings forth
a new musical device. One of my favorites is his telephone,
hooked up to a box (De Daddle Dee) that substitutes
everything from Dixieland to Bareque Fugue-forms in the
place of a bell ringing calls in. Stanley taught it to com-
pose, of course. De Daddle Dee and the Sound Hal are
two of his Moosack Machines featured in this issue.

Our principles of editorship were manifold. We sought
to gather together in this issue the most interesting sources
bridging the gaps between the many arts. This issue is
called International Sources because we tried to gather
artists of the many arts who are seminal in the new ways
of being and thinking that burst forth as musical and visual
and tactile arts in our time.

As first gatherer of materials and guest editor, | began
seeking material with a certain rationale. From the past
masters of new music come the complete symphonies of
Nam June Paik, never before printed in one complete opus
and work by Nicholas Slonimsky, the grand old man of
avant garde music.

Long on the intermedia scepe, Dick Higgins might be
called a past master of the new music, but as easily a poet,
happener or essayist. His contributions here speak for one
side of this complex and seminal mind of the new men-
ality in America. Max Neuhaus, introduced to readers of
SOURCE in Issue #5, returns with Water Whistle.

Fluxus is represented not only by its own concert sheet
from a 1966 printing, but by Fluxus members Paik and
Higgins, Per Kirkeby (spokesman for Copenhagen Fluxus
North), Dietrich Albrecht (editor of Reflection Press and
Co-Director of Fluxus West in Germany), Milan Knizak
(founder of the Aktual movement and major spokesman
for Fluxus in Eastern Europe), Eric Andersen (Denmark’s
most notorious Fluxus-fellow), Wolf Vostell (Fluxus hap-
pener in Germany and frequent Fluxus activist-promoter),
and Jock Reynolds (sculptor, farmer, founder of ECBS, and
my companion as the only other California Fluxus-bruder).
Robert Filliou (one of the early fathers of conceptual art,
jolly asker of questions, and one of the first artists to move
into telepathy) and Joseph Beuys of Fluxus Zone West
whose life has so melded with his art that we include his
reasons for not creating a new work for “International
Sources” as his participation. My own work as a Fluxus
member and a Director of Fluxus West naturally flavors my
work with this issue of SOURCE, and the multiple-use
arrangements we planned for it, but my actual contribu-
tion is that of the New York Correspondence Weekly
Breeder, Volume One, prompted by continuing requests
from NYCS members and current Breeder Editors for a
reprint of that hard-to-find first series,

The Correspondence School of Art is here represented by

its long-time advocate, “The Cleanest Man in Philadelphia”,

Stu Horn, often called The Northwest Mounted Valise. Tot
Endre, Hungary's leading correspondent, represents Eu-
rope’s Postal Systems of Art.

Northern California, long an international source both
through this magazine and through concerts, radio, and
publications of all sorts, is represented by the aforemen-
tioned Lunetta, by the work of tonal terrorist Tony Gnazzo,
and by Charles Amirkhanian — now ceming to recognition
as a genius not only of muscianship but of musical leader-
ship as Music Director of Pacifica Radio KPFA in Berkeley.

Stanley Marsh the Il is an eccentric. His Tree Harp is
available for you here. His other activities are classified Top
Secret, and despite attempts to present them, they will so
remain until some future date.

Allan Kaprow, the gentleman and scholar who first named
happenings, but now just makes “activities” is much too
well known to discuss here, Tom Marioni is one -of the
better known conceptual sculptors of the San Francisco Bay
Area. Founder of the Museum of Conceptual Art, he is
one of those California arlists whose work has begun to
circulate around the world in the last year or two.

In this issue, we bring to the United States — and much
of the rest of the world — the work of a number of
tremendously vital Eastern European artists. These are
people whom | feel deserve a much greater amount of
recognition than they have yet received. They include
Hungarian artists Dora Maurer, philosopher of time; Peter
Donath, personality sculptor; Janos Major, theologian of
the Inevitable; Gyula Gulyas, physician of geology; and
the previously discussed Endre Tot. [f there were a Fluxus
in Hungary, these would be among its strongest members.

From Poland we have the work of calendarist Maria Micha-
lowska and Linguistic Gymnast, Jarowslaw Kozlowsky.
Zdzislaw Jurkiewicz joins us as well.

From Czechoslovakia, we have Milan Knizak, well-known
in the West, as is his compatriot, Jiri Valoch.

Destined to become known are Eugen Brikcius who re-
discovers an ancient principle into new aesthetics; Zorka
Saglova, Whose performances constituted one of the most
virtuous exhibitions recently presented by Fluxus West;
and Olaf Hanel, another activist from the East.

It is my feeling that Knizak’s influence is very powerful in
the Eastern European countries, but that the generation of
artists now coming to light is making unique and original

contributions of their own. | feel that there is an almost
national and regional emphasis and vitality in the work of
Eastern European artists — Polish art tending toward the

discreet, the intellectual, the graphically vivid; Hungarian
art tending toward the spiritual, refined, well-bred, born
of some inner well of being; Czech art very physical,
action-oriented, most resembling that powerful sensibility
epitomized by the early Aktual and Fluxus works in Czech-
oslovakia. Through correspondence with many artists in
those lands, | have come to feel that Fluxus philosophy
has merged with a tough, regional viability to produce
valuable explorations in the arts of the new sensibility.

Canada's Image Bank is a high energy grid-system of inter-
linkage and activity that bursts forth in performance,
archiving, documents, jokes, and gourmet cooking. Their

work may well be the gem of this issue, in terms of an
emerging view of the world-at-90-degrees.

Christo is the artist whose work we selected for the cover,
not only because of the resemblance of his Valley Curtain
cables to the musical staff, but because of the resonance
aof his work in the world. Christo stands out as an artist
whose objects and the gestalt that forms about them is
musical of itself. He rings the world like a gong, and as
a major international source in the arts, we felt it appro-
priate that this unique man — part of no group, partisan
to no theory of aesthetics — would best represent our
issue on its cover.

| wanted to use these pages to make a quick intreduction
of the participants of this book/magazine/exhibition/con-
cert to you. If it seems as though | went out of my way
to say something nice about everyone, it's because | have.
Serving as chief editor for hundreds of Fluxus West publi-
cations, editoral staff member to a score of journals and
magazines and organizer/archivist for several major exhibi-
tions and research projects, I've seen the work of about
3,000 artists over the last 9 years. For a variety of reasons,
there are works | should very much like to have included
in this publication which were not possible to include.
But beyond the sad omissions, | must say that | have
rarely enjoyed so much a series of works for a project,
nor brought together in so compact a space such a diverse
and rich set of works.

It has been a great privilege to work with these musicians,
artists, composers, performers . . . people. And a great
delight to join Stan Lunetta as an editor of SOURCE
Magazine.

KEN FRIEDMAN

* * *

This issue of SOURCE is by far the least typical of what the
magazine has come to be about. When Ken Friedman
said that he wanted to collaborate on an issue | said, “Sure,
why not? Some new input would help.” | did not, at that
time, realize that the issue would have such a clear point
of view,

The purely “musical” reader may, at first, be dismayed at
the contents of Issue #11, in that it contains few “notes’.
However, if one looks at the preceding ten issues, the
content of #11 is almost inevitable.

As guest editor, Ken was responsible for gathering most
of the material for SOURCE #11. The contributors to this
issue, with a few exceptions, are all new acquaintances
to SOURCE readers. All of them are accomplished artists,
but few of them could be called “composers’’. Their
various solutions and approaches to musical expression
are fascinating, and | find the works contained in this
issue to be provocative, informative, and unique.

“Intermedia”, “mixed media’’, “happenings” and all other
crossings from one art form to another have been an
integral part of Avant Garde music. Two of the composers
in this issue are presenting technological works. Artists
are presenting musical works. Time, long the exclusive
territory of music, is dealt with by visual artists. The defini-
tion of music which has been stretched (as seen in earlier
issues of SOURCE) to extreme length finally snaps. The
works in SOURCE #11 make this point quite clearly.

STAN LUNETTA




INTERNATIONAL SOURCES: Notes on the Exhibition

International Sources is more than an issue of SOURCE Magazine.
It was planned to be read and used as both a catalogue to an exhibi-
tion and as an exhibition itself.

There has been a crying need among many exhibition spaces and
institutions to be able to present a good show of seminal minds in
the new arts. Unfortunately, it costs a good deal to mount an exhibi-
tion, and beyond the cost of an exhibition itself, a great deal of
specialized knowledge, time, and money are required just to lay the
groundwork for such an undertaking.

It has been for many who would like to do so, therefore, nearly
impossible to bring together a show which makes available the work
of a good number of major contemporary artists from around the
world, particularly artists as divergent in media and far-spread geo-
graphically as we present here. Nonetheless, an intellectual and
spiritual cohesiveness appears among divergent artists of the new
aesthetic, and it is this cohesiveness that makes such a presentation as
desirable as it is difficult.

Since 1966, the work of Fluxus West has been to undertake a coordin-
ated series of experimental projects in researching, interchanging,
transmitting, archiving and presenting international activities in the arts,
music, the dance, and allied fields of human creative behavior and
philosophy. These projects have included our International Contact
List of the Arts, begun in 1966 as a sharing of our mailing list and
networks of interchange, moving through the large Canadian edition
which served as the origin for FILE Magazine's International Artists
Directory. It has been used with great success by many projects, and
will hopefully appear soon in an enlarged, revised format with over
2,000 names and addresses. Another major project is the Fluxus West
Archives, which together with my own collections, comprise over
20,000 documents, books, photographs, artworks, scores, publications,
periodicals, etc,, in the new arts and the areas of our interest. During
the years between the beginning of our work and now, we have
also tried dozens of formats for exhibitions and festivals, publications
or any way at all to help make information and activity accessible to
interested individuals.

When invited, therefore, to edit this issue of SOURCE Magazine,
specifically with the understanding that we were to prepare an issue
as viable in art as in music, and comprised of many as well known
in visual arts as in aural arts, it seemed natural to prepare this to be
an exhibition as well as a magazine. It is a lovely play on the usual
nature of SOURCE, designed as a magazine of the avant-garde music,
and as often as not used by visual artists. But it is a valid step for-
ward both for SOURCE, and in formats of exhibition that work
visually as well as intellectually, the one step too few “paper” exhibi-
tions have been able to accomplish.

Since the early '60's, the Fluxus group has been a vital source of new
ideas in the arts, not only of formats for thought and presentation, but
of entire new media and philosophies. Conceptual art was first named
and developed, for example, by Henry Flynt in his essays of the late
‘50's and early '60’s entitled Concept Art. Dick Higgins, known as the
namer and prime philosopher of intermedia, carried on a great deal
of pioneer work, both his own and that of others, through the work
of Something Else Press. In the mid-'60's, Fluxus West came into
being, and perceived its work as that of applying in social contexts the
earlier work of the Fluxus members, as well as carrying on its own
research and representing the Fluxus group in the U.S. outside the
general Mid-Atlantic region and in other areas of the world, particularly

England where Fluxus West in England (a.k.a. FIuxENGLANDWest) has
blossomed into a major branch of contemporary Fluxus activism.
There has been a good deal of overlap between the memberships and
constituencies of all these groups, the three of which are possibly
now the longest-lived such groups in the world, as a free-form arts
cooperative, as an avant-garde publishing house, as an active research
and information/action network, and all three as focal points for
interchange and flow. All have been through changes, and it is
interesting that all play a part in the formation of this exhibition
joined together by SOURCE Magazine, grand-daddy of the current
avant-garde music journals.

By way of a research note, you will find further investigation into
these three sources of deep interest if you wish a better historical
background on the material presented here, and on contemporary
activity in the arts and music. FLUXUS, P.O. 180, Canal Street
Station, New York City, N.Y. 10013 still provides publications, including
the earliest conceptual publications of events, pocket-sized exhibitions,
performance pieces, etc. SOMETHING ELSE PRESS, P.O. Box 26, West
Glover, Vermont 05875 maintains a large stock of well-made books
from 1964 to the present, as well as imported materials, all containing
the most basic work of the arts of the new mentality which are so
strongly changing the sceme around us today. FLUXUS WEST, 6361
Elmhurst Drive, San Diego, Calfornia 92120, continues to work in
archiving and research, but now devotes its major initiative to providing
lecturers, exhibitions and programs of activitiy for others, in keeping
with its continual concern for outreach and application of aesthetic
discoveries to the real world.

Rather than try to trace down every individual and activity presented
in this exhibition, we offer you the three sources listed, and obviously
SOURCE itself, where some research and investigation will without
fail bring the curious into contact with all presented here and with
much more.

This exhibition is not intended as a definitive presentation either of
the arts developed in the ‘60’s, nor of what is happening today.
While some amounts of definitive material are presepnted here-
including the first full publication of the completed symphonic work
of Nam June Paik and the first major publication of collected pieces
by Stu Horn—other materials are simply introductions to tremendously
exciting areas of the arts that need further careful research. You will,
of course, find certain key pieces in the work of several artists: pre-
viously unpublished photographs of Christo’s Valley Curtain, of Dora
Maurer's Time Pieces, of Milan Knizak's later work all appear here.
The complete text of Wolf Vostell's T.O.T. is made available for the
first time, and one of the Fluxus performance sheets which obviously
has had so much influence on arts activity since its publication is
reprinted to to meet the growing demand for such material. My own
New York Correspondence School Weekly Breeder began as a lark in
1971, and went through several changes of editorship and format to
survive as a living entity since that time. Frequent requests for the
long-unavailable first edition led me to select it, rather than another
project more reflective of my day-to-day interests, as my own contri-
bution here.

You can see, therefore, that while this issue is by no means a defini-
tive exhibition, it is a carefully prepared project making available
material that is either new, historic and long unavailable or seminal, a
true gathering of International Sources.

This is not the place to try to sum up what has happened in the
arts during that vital period of the ‘60's, culminating now in what
some call the dematerialization of art, the disappearance of the object,
or earth art, process art, concept art, art povera, etc. No one has yet

been able to make an accurate history, and—with the notable excep-
tion of Germano Celant's ART POVERA, and Lucy Lippard’s SIX YEARS
__even anthologies of certain phases of this activity have not received
wide circulation. Many premature statements have been made and ill-
informed books written which only serve to confuse the situation. In
the last three years | have heard or seen about 10 or so statements or
claims that this or that individual first named or developed concept
art . . . in 1968, 1969, or perhaps in 1967. A bit of research will of
course bring to light Henry Flunt's work of the late '50's and early
'60's, documented and wverifiable, and—at this moment—the earliest
known use of the term concept art. One source gives credit to an
individual for preparing the first conceptual exhibitions almost
a decade after it was first done. Despite the fine work of the indi-
viduals often mis-cited, and the spurious claims lodged in their names,
these situations make understanding what really happened more diffi-
cult than the complex problem it already is. It's become so confusing
that one major art journal goes to great lengths to publish accurate
material in its news and articles section while allowing its own
writers and editors to suffer contradiction by inept reviewers in the
book section who quote and present the worst, rather than the best
sources!

As things go, these situations will balance out as more source material
and early work comes to light in the hands of careful critics and
scholars. Rather than belabor the point, my one wish is that those
who present and seek to “make” art history do so with an eye to
truth and accurate reporting rather than the circles of profit and
friendship which too often obscure clear facts. It is our purpose here
to present work both new and old which we felt seminal and interest-
ing, obviously somewhat affected by our taste and judgement, and
sadly marred by a few missing works which we could not present in
this format for technical reasons.

In terms of the product you hold in your hands or see before you, we
faced some technical problems in creating a magazine that was also to
be both catalogue and exhibition. Our designers did their best to
overcome this problem, so that you may read it either way.

When deciding on the best format for exhibiting, we felt that the work
should simply be prepared to allow page-for-page mounting on a
wall surface. This was the simplest and most economical method
of making International Sources available as a completed, ready-to-
install exhibition.

Fluxus West has helped make it possible to make the exhibition Inter-
national Sources available to interested institutions at little or no cost,
according to the situation. If you or anyone you know is interested in
presenting the exhibition, please feel free to contact SOURCE Maga-
zine, Fluxus West or one of the arts organizations which will be
handling the exhibition program. The exhibition is available in a simple
variation on the format of the magazine and can be easily installed
in a matter of hours.

| would like to thank the artists for their cooperation and participation.
Special thanks are due to Dick Higgins, Klaus Groh, and Hanns-Werner
Kalkmann, continual sources of information and advice. SOURCE Editor
Stan Lunetta, and his staff, Kurt Bischoff and Ham Stevenson, were
obviously indispensable to this exhibition. My thanks go to Kerry
Marshall and Hanns Sohm for information, friendship, and encourage-
ment, and special thanks to Diane Berendt for her support and
enthusiasm.

KEN FRIEDMAN
Executive Director
Fluxus West
January 1974
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INTERNATIONAL SOURCES: Notes on the Exhibition

International Sources is more than an issue of SOURCE Magazine
It was planned to be read and used as both a catalogue to an exhibi-
tion and as an exhibition itself

There has been a crying need among many exhibition spaces and
institutions to be able to present a good show of seminal minds in
the new arts. Unfortunately, it costs a good deal to mount an exhibi-
tion, and beyond the cost of an exhibition itself, a great deal of
specialized knowledge, time, and money are required just to lay the
groundwork for such an undertaking.

It has been for many who would like to do so, therefore, nearly
impossible to bring together a show which makes available the work
of a good number of major contemporary artists from around the
world, particularly artists as divergent in media and far-spread geo-
graphically as we present here. Nonetheless, an intellectual and
spiritual cohesiveness appears among divergent artists of the new
aesthetic, and it is this cohesiveness that makes such a presentation as
desirable as it is difficult.

Since 1966, the work of Fluxus West has been to undertake a coordin-
ated series of experimental projects in researching, interchanging,
transmitting, archiving and presenting international activities in the arts,
music, the dance, and allied fields of human creative behavior and
philosophy. These projects have included our International Contact
List of the Arts, begun in 1966 as a sharing of our mailing list and
networks of interchange, moving through the large Canadian edition
which served as the origin for FILE Magazine's International Artists
Directory. It has been used with great success by many projects, and
will hopefully appear soon in an enlarged, revised format with over
2,000 names and addresses. Another major project is the Fluxus West
Archives, which together with my own collections, comprise over
20,000 documents, books, photographs, artworks, scores, publications,
periodicals, etc,, in the new arts and the areas of our interest. During
the years between the beginning of our work and now, we have
also tried dozens of formats for exhibitions and festivals, publications
or any way at all to help make information and activity accessible to
interested individuals.

When invited, therefore, to edit this issue of SOURCE Magazine,
specifically with the understanding that we were to prepare an issue
as viable in art as in music, and comprised of many as well known
in visual arts as in aural arts, it seemed natural to prepare this to be
an exhibition as well as a magazine. It is a lovely play on the usual
nature of SOURCE, designed as a magazine of the avant-garde music,
and as often as not used by visual artists. But it is a valid step for-
ward both for SOURCE, and in formats of exhibition that work
visually as well as intellectually, the one step too few “paper’ exhibi-
tions have been able to accomplish.

Since the early '60's, the Fluxus group has been a vital source of new
ideas in the arts, not only of formats for thought and presentation, but
of entire new media and philosophies. Conceptual art was first named
and developed, for example, by Henry Flynt in his essays of the late
‘50's and early ‘60's entitled Concept Art. Dick Higgins, known as the
namer and prime philosopher of intermedia, carried on a great deal
of pioneer work, both his own and that of others, through the work
of Something Else Press. In the mid-'60s, Fluxus West came into
being, and perceived its work as that of applying in social contexts the
earlier work of the Fluxus members, as well as carrying on its own
research and representing the Fluxus group in the US. outside the
general Mid-Atlantic region and in other areas of the world, particularly
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CHRISTO

The main anchorages and the 4 supporting cables were used as planned and completed

Valley Curtain Corporation 48 Howard Sueet

New York, New York 10013
Ph. 212 966 4437

P.O. Box 1148
Rifle, Colorado 81650
Ph. 303 625 2220

303 625 1750

Christo completes Valley Curtain

On August 10, 1972, in Rifle, Colorado, at 11 am, a group of 35
construction workers and 64 temporary helpers, art school, college
students, and itnerant art workers tied down the last of 27 ropes that
secured a 200,000 square foot orange curtain to its moorings at Rifle
Gap, seven miles north of Rifle on Highway 3285,

The project, by New York aruist Christo, took 28 months to complete

Some had said “'it cannot be done,'” however it was realized in perfect
team work by hardhats and longhairs. On completion Christo was

carried on the shoulders of construction workers and traditionally
dunked into Rifle Creek while a Denver skydiving group came sailing
down the Gap on colored parachutes, cars and horses competed for the
honor of first passing through the 24 foot arched opening in the curtain
On October 10, 1971, when the ill-fated Curtain hung in shreds, Christo
vowed to finish his project, and 10 months later he made good on this
promise. The 1972 Valley Curtain was designed by Unipolycon, Lynn,
Mass., and the Ken R. White Company of Denver. It was built by A and H
Builders of Boulder and Thornton, Colo., under the site supervision of
Henry B. Leininger, with Universal Steel Erectors of Denver, as sub-
contractors. Dr. Ernest Harris, senior staff engineer, and Delbert Sutton,
field engineer for Ken R. White, redesigned the Curtain’s suspension
system, slope anchors were reinforced, some were added and others were

abandoned.
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Galerie Mathias Fels-Rosa Faure, Paris

Fischer Fine Art Lid., London

Allan Frumkin Gallery, New York

Galerie Semiha Huber, Zurich

Annely Juda Fine Art, London

Galerie Kriwin, Bruxelles

Galerie Yvon Lambert, Paris-Milan

Landfall Press, Chicago

Galleria del Leone, Venice

Galleri Loenadler, Stockholm

Manus Presse, Stuttgart

Multicentro Press, Milan

Petschek Arts, London

Sonnabend Gallery, Paris-New York

Galleria Gian Enzo Sperone, Turin

Galerie der Spiegel, Cologne

Tanglewood Press, New York

Wide White Space Gallery, Antwerp

Ken R, White, Denver and Unipolycon,
Lynn, Mass., Consulting Engineers
A.and H. Bullders, Inc. Thornton,
Colorado, General Contractors
Jan van der Marck, Project Director
Scott Hodes, Legal Counsel, Chicago
Photo Documentation Shunk-Kender,
New York
Film by Maysals Brothers, New York
Publication Verlag Gerd Hatje,
Stuttgart

last year. The number of connections between the 4 main and the upper secondary cable,
to which the Curtain was laced, had been expanded from seven to eleven. Design
failures prevented the completion of the Curtain in 1971. To avoid a recurrence of
ripping and snagging the bortom and excessive billowing in the wind, the 1972 Curtain
was designed by Unipolycon partners D. Zagoroff and ]. Thomson, and also made of
woven polyamide made by J. P. Stevens and fabricated by Pioneer Systems of Columbia,
Miss., with a righter fit and tailored to the Valley’s contour. By suspending it at a width
of 1,313 feet and a height curving from 365 feet at each end to 180 feer at the center,
the Curtain remained clear of the slopes and the Valley bottom. Instead of using a

steel cable running through a channel in the slope and bottom anchors, the present
Curtain had been laced to a three inch dacron rope from which control and tie-down
lines, three-cighth, one-half and three-quarter inches in diameter, run fo the 27 anchors.
A ten foot skirt attached to the Curtain visually completes the area between the
thimbles and the ground. An outer cocoon was put around the fully fitted Curtain for
protection in transit and at the time of its raising into positicn. An inner cocoon,
integral to the Curtain, provided added insurance against a premature unfurling. Both
cocoons caused delays in the Curtain’s release but added suspense to an event watched

by hundreds.

]

On August 11, 28 hours after the successful completion of the Valley Curtain project,
a gale estimated in excess of 60 mph. made it necessary to start the removal procedure.

Rifle, Colorado, August 16, 1972.

— f—

For further information: Christo, Rifle 303-625-2220, and 625-1750

New York 212-966-4437
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TOM MARIONI

using my body to control sound feedback
Whitchapel Gallery London June 1972

Cutting away excess paper
on live microphone
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Concussion to start feedback




Dora Maurer
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1. enacted not acted.

2. Problem: getting events to happen objectively and me-
chanically (more or less together) — very involved cuing
system — fit piece to piece — "“when you hear’ cues along
with objective situation cues (such as time, stage situation,
color of stage lighting, etc.)

3. integration of events in and off performance to get sound
events to jell in.

4. making changing relationship of event to environment.

i — Constellation for
Five Performers (Constellation $1)

Five performers, three radios, and two grand pianos are re-
quired for performance. One performer works with each
instrument. The five performers select one of themselves to
begin the performance. Two of the radios are placed inside
the pianos (i.e., on the strings or on the harp). The third is
placed elsewhere in the performance area. The performer
who was selected to begin does so by switching on a radio.
Immediately all other radios are switched on. As soon as
each radio warms up enough to produce a sound, it is
switched off. As soon as each piano performer hears the
nearest radio produce a sound, he produces a sound on or in
the piano, with or without the aid of a mechanical device
such as a mallet or a typewriter. When each performer has
produced one sound, the composition is over. In the case of
repeated performances, the sound produced by each per-
former should be as different as possible from the sound he
produced in the previous performance.

ii — Constellation #2

Any number of performers elect a leader. Each performer
selects a set of possible sounds which will contribute to the
environment of the particular performance (i.e., they will
neither oppose nor be directly derived from or associated
with the environment). The leader gives each performer one
die. Each performer throws his die. The number thrown is
the number of sounds he will produce throught the perfor-
mance of his part. Each performer notates, by making marks
in a straight row on a piece of paper, the points in the per-
formance where he thinks his sounds should be produced,
taking the horizontal as the duration of his part. Next the
leader selects the order in which each performer will begin
his part. He may direct any number of performers to begin
together or at any point. Each performer throws his die

16

again. The number thrown is the duration of his part in min-
utes. This can be related to the markings on the paper by
folding the paper into the number of minutes thrown (i.e.,
if a five is thrown, the paper is divided into five equal sec-
tions, representing five minutes, and the marks within each
section fall proportionally within the minute as the section
is divided).

The leader begins the performance by standing before the
performers and moving his arms, starting with the left arm
held over his head, down and around and up with his right
hand, so that his arms move through a complete clockwise
circle, half a circle for each arm, at a steady rate, and so that
the performers can judge the passing of time by watching
the leader’s arms and reading them as the second hand of a
clock. Each circle requires exactly one minute to describe.
Each performer begins his part as soon as the leader has
begun to conduct. Each second performer begins his part
as soon as he hears the performer ahead of him —i.e., the
last first performer — produces a sound. He takes the point
where the leader’s arm is at that moment as his zero. In like
procedure each performer begins his part. The performer
ends when the leader becomes certain that the last sound
which is going to be produced has been produced. (New
York City, August 1959)

iii — Big Constellation (Constellation $3)

Big Constellation is the set of stereophonic magnetic record-
ing tapes which are constructed acording to the following
procedure:

1. Required for construction: two tape recorders, one of
them with a stereophonic playback, and a mixer: or three
tape recorders. One reel of magnetic recording tape, and a
supply of empty reels and splicing tape and leader tape. A
splicing block, a demagnetized razor blade, and a stop-
watch. A reel of magnetic recording tape, preferably not
empty, lasting 540"

CONSTELLATIONS FOR THE THEATER
(NUMBER X)

Dick Higgins

2. Construct tape A by recording from the timed reel, here-
after called “x,” at double speed, the first half of x, hereaf-
ter called ““a2x.”” Record the second half of x, hereafter called
“b2x,” in reverse, ‘R, so that when the completed A is
played in stereo, a2x and b2xR will sound together.

3. Construct tape B by recording x at half speed. In sequence
after it, record x at quarter speed, then at quarter speed re-
versed. Tape B can be represented by “x + x + xR.”

2 4 4

4. Superimpose A and B to get AB, which has a duration of
540",

5. Construct tape C by recording b2x on one track and a2x
on the other, so that b2x and a2xR will sound together when
C is played stereophonically. Construct C at double speed.

6. Construct tape D by recording x at quarter speed, for-

ward and backward in sequence in that order, to make

% xR

o R

Add in sequence the reverse of x recorded at half speed, xR.
2

7. Superimpose C and D to get CD, both tracks of equal
duration, lasting 540".

8. Record AB on one track of the final tape, and record CDR
in reverse on the other, so that CD comes out forward when
ABCD is played in stereo.

9. Confirm that ABCD lasts precisely 5'50”. If it lasts more,
delete the extra. If it lasts less, destroy ABCD and start again.

10. If a monaural version is to be made, delete the final
thirty-seven seconds in order to avoid confusion with the
definitive version.
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11. Confirm that the structure which has been made follows
the theoretical scheme indicated in the figure below:

7 O 104,
b2xR ‘
- AB
B. x+x-+xR \
o NN !
ABCD — 37"
. b2x
aZxR
} CD
B. x4 xR -4 xR
AR
New York City
May 18, 1960
iv — Constellation #4

Any number of performers may participate in Constellation
Number Four. Each performer chooses a sound to be pro-
duced on any instrument available to him, including the
voice. The sound is to have a clearly-defined percussive at-
tack and a decay which is longer than a second. Words,
crackling, and rustling sounds, for example, are excluded,
because they have multiple attacks and decays. The per-
formers begin at any time when they agree they are ready.
Each performer produces his sound as efficiently as possible,
almost simultaneously with the other performers’ sounds.
As soon as the last decay has died away the piece is over.

New York City
July, 1960

v — Constellation for Orchestra
(Constellation #£5)

This constellation is to be performed by not less than twenty
performers with conventional musical instruments. Each
performer selects one sound on his instrument. Then he
figures which other performer is listed just before him when
all the members of the ensemble’s names are listed alpha-
betically. When everyone is ready, the signal is given to
begin. The performer whose name is listed first produces
his sound, at any pitch, dynamic, or duration, but not more
than one sound or figuration of more than two pitches,
dynamics, or durations is to be produced. As soon as the
performer has produced his sound, the second performer
may produce his sound at any time, i.e., he may, but does
not have to, introduce a pause. As soon as the second
performer has produced his sound, the third may produce
his, and so the process continues through the alphabet.
When the last performer has produced his sound, the per-
formance is over. (Sloatsberg, N. Y., August 1960)

vi — Generalized Constellation
(Constellation £6)
Anybody produces a predetermined number of sounds ac-
cording to any predetermined system such that variety in
the order and nature of each sound is implicit from per-
formance to performance, and such that all the particulars
of any performance will vary from performance to perform-
ance with changes in the performers and the environment.
(Denver, Colorado, October 1960)

vii — New Constellation
(Constellation £7)
Any number of performers agree on a sound, preferably
vocal, which they will produce. When they are ready to
begin to perform, they all produce the sound simultaneously,
rapidly, and efficiently, so that the composition lasts as short
a time as possible. (Boulder, Colorado, October 1960)

viii — Two Contributions

| (Contribution #1)
The performers elect a leader. Each performer selects a
sound to produce which in some way contributes to the
environment of the performance, but which neither opposes
nor is directly derived from it. At a signal from the leader
each performer produces his sound as efficiently as possible.
When each performer has produced his sound the piece
is over.

Il (Contribution %2)

The performers elect a leader. Each performer observes
the sounds already present in the environment of the per-
formance and he selects one which is likely to recur within
the maximum amount of time which he feels the perform-
ance should last. At a signal from the leader, each per-
former listens for his sound. When he hears it, he sits down
as quietly as possible. When each performer has heard his
sound and has seated himself, the performance is over.
(November, 1959)

(Contributions #3 and #4 are reworkings for the theater and
generalizations of Contributions £1 and $2.)

ix — Final Contribution

(Contribution %5)
Any number of performers may execute Final Contribution.
Each performer selects something he feels should happen in
a performance situation, simultaneous with any other per-
formers’ situations. Each performer then makes it possible
for his selection to happen. The events selected happen
as soon as all the performers are ready for them. The events
begin and end almost at the same time. When the last event
is completed the performance is ended. (Boulder, Colorado,
October 1960)

x — A Winter Carol
(Contribution %6)
Any number of people may perform this composition. They
do so by agreeing in advance on a duration for the compo-
sition, then by going out to listen in the falling snow.

Copyright 1961 by
Richard C. Higgins
423 Broadway

New York 13, N.Y.
All Rights Reserved

LONG CONSTELLATION (Number 10)
(for my father)

1. Any number of performers from three up may participate.
Each uses a votary candle and either a trumpet or a pitched
chime and lightweight, unpadded wooden mallet.
2. The performers enter a darkened area with their candles
lit, and move slowly enough that their candles do not go out,
together and apart, ad libitum, in improvisatory groupings
and dispersions. Each trumpet performer produces one very
low, clear, soft note every ten seconds. Only the bottom
eight or nine notes of the instrumental are used in this piece,
and these as softly as possible without losing rich tone, and
without any special tone-effect, such as muting, flutter-
tonguing, etc. Each chime performer strikes his chime softly
once every ten seconds with the ball, not the stick, of the
mallet, so that the sound is as standardized as possible.
3. A sound may be placed anywhere in the ten second unit,
so that it is possible, for example, for a performer to wait
nine seconds, do a sound in his tenth second, wait a sec-
ond, produce a sound in his second second, then wait eight
seconds. Since this is intended as a piece with long and mod-
erately long sounds, very short ones are avoided.
4. It is recommended that a pendulum with a flashlight of-
fixed to it be used as a conductor by hanging it in a way
that it takes ten seconds to swing from side to side.
5. The performers continue to perform for about twenty
minutes, after which they leave one by one or group by
group until they are all gone.

Copyright© 1965, by Richard C. Higgins,
238 West 22nd Street, New York 10011
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FLUXFEST INFORMATION |

FLUXFEST5,P.0.BOX 180
NEW YORK, N.Y, 10013

Pieces listed on this flux-page rep-
resent abole half af the flusus reper-
tory. Mast descripiions of pieces are
abbreviaied, Some pleces nof fully

described [ist the availability of a

score, By score 15 meant any descrip-
tion af a piece fuller than ane glven,

CHOICE 5, 1566

2 pianists sitting betind 2 planas

opposile gach other clash i

gether several times with depressed
dals.

CHOICE 8, 1968

Parformer enters with 3 violin case,

removes a violin and a saw from the

case, saws the vichin in half, re-

places the violin pieces and saw in

Lle case, bows down and exits.

Any of Lhe pieces can be performed
anytime, anyplace and by anyone,
without any payment to Tluxus provi-
ded the following cand are mel |
1. if fluxys compasitions outnumber |
numerically ar exceed Tn duralion
other compositions [n any concert,
the whole concert must be called
and advertised as FLUXCONCERT.
A series of such cancens and

events musl be called aFLUXFEST. |
{CHOICE 12, 1988

2. if fluxus compositions do nol ex-
ceed non=fluxus compositions, =ach
such fluxus composition must be
Identified as @ FLUXPIECE.

Such cradits to lluxus may be amil-
ted ot acost of $§50 for each piece
announced or performed,
Fluxconcens, streel Huxevents.
Nuxsport tournaments, Muxtelevi
programs or entire Tluxfests

also arranged by the fiueus co

tive for a fee of §$10 per performer
per day and on condition:

1. travel costs of Tluxus performeris)
or sinule suparvisor s reimbursed
and fodging provided,

2; large eqllpment such as pianos,
|sdders, sporting sauipment , tubas,
boxes elc, are Supplled,

3. local performers (may be inexpe-
rienced , but with instruments for
orchestral piecesimobilized
Additional costs:

1. Joe Jones alto-orchestra rental
charges are - §5 per instrument or
5100 far entire orchestra of 25
instrumgnts per évening.

2. Flus-film package containing
24 films, Lhr.40min, §60 per show.
3. Scores - 25 cents each except:
Music for everyman - $5

Piace lor Fluxorchestra - §4
Fluxfest supervisars or performers
are located at the follawing clties:
New York, San Francisco, Los An-
geles, Boulder (Col.), Nice (France)
Prague (Czechoslovakial, Copen-
hagen (Denmark), Okayama & Tokyo
{Japan). Travel costs may be cal-
culated from one of these cities,
nearest 1o the cily having a fuxfest
perfarmance,

CHOICE 9; 1966

Two periormers fiaht amen
seives with two violins as
were swords, axes or'h b

|CHOICE 10, 1966
4 performers are divided into two
teams. They draw lofs for one violin
winning team plays the viglin
while the other tea s 10 get
it

Two leams of parformers compale

{against sach gther by pushing a
{piano fram opposite ends.

| FLUXVARIATION |

| A piana or any other musical n-
| strument 1s hitched Lo two horses
|eleghants or tractors pi
| opposite diractions until it breaks

lirg it in

In two,
CHOICE 15, 1966

Performer pecfarms In succession
the following:

1. raits down great cover of & piano;
2. plays a very extendsd |ow note;
3. strlkes the keys with his fists al-
ternating 4 low note strikes with 4
high sirthes)

4. nails down the Keyboard cover;
5. \ifts the end of the plano with
notes and lets it drop;

& kicks at the opposite end of piang
with high notes;

7. opens both covers of the plang
with claws of a_hammer.
CHOICE 16, 1966

A plano 15 lified by means of a
windlass ot least 2 metres and then
dropped. This is repeaied uniil the
plano or floor is destroyed.

CHOICE 18, 1966
Performers show the audience to
themselves by way of mirors,

CONGERTO NO. 3, 1966

Upon signal from the conductar,
each crehesira section performs in
unison one of the following actions:
turn their heads fram side Lo side,
stand up or 5it down, open or close
their mouths, tum around, move
their arms or leas, blow their noses,
look al their watches scratch them-
selves at various spots.

low |

CHOICE 1, 1966

Upan signal from the conduetor,
each orchesira section performs in
unison one of the Following actlons:
tie or untie their neckties, unbutton
or butlon up their shirt sieeves,
roll up or roll down their sleeves,

| comb thair hair, brush their clothes.
| Each mevement should accelerate
tin tempo and-stop suddenly.

| IN MEMORIAM TO
RAINBOW NO.1 FOR ORCHESTRA | GEORGE MACIUNAS NO.1, 1966

Soap bubbles are blown out from

various wind instruments, while con-|

ductor breakes the escaping bubbles |
with his baton, Variation: conductor
cuts bubbles with samurai rd

RAINBOW NO.2 FOR DRCHESTRA
A totally inexperiznced grchestra
plays a 7 note major scale vari-
ous Instruments,

EXIT NO.1

Audience passes vestibule that has
been covered with upwardly pro-
truding nails, except for a few areas
In the shape of footprints,

EXIT ND.2

Vestibule filled with streched rope
at knee height,

EXIT NO.3 )
Vestibule floor covered with faam
rubber impregnated with soap suds.
EXIT ND.4

Vestibule floor covered with mirars.
EXIT NO.5

Vestibule floor covered with wood
blocks of various shapes,

EXIT NO.&

Vestibule cailing lowered ioa height
of 2 feet from the floor,

EXIT NO.7

Vestibule floor sloped upwand and
downward about 309,

EXIT NO.8

Vestibule floor covered with infla-
ted balloons bursting en canptact,

CHOICE 1, 1966

Performer enters the slage with a
tied parcel, piaces il on a table,
opens it and takes oul a whipped
cream cake with 10 candles. He
lights the candles, blows them oul,
remaves the candles, picks up the
cake, shows IL to the audience and
flings it inta his own face.

CHOICE 3, 1966

Performer anters stage with a crash
helmel and positions himself at the
furthest distance from 2 plano, He

then dashes with |owered head to-

ward the plano crashing into it with
his helmelad head.

NN

| CARD-FIECE FOR VOICE, 155%
Score

SPANISH CARD PIECE FOR
|OBJECTS. 1959

b"U‘L‘

'JRFF- MUQICU]RIF‘ E\"E Th, l“5§'
{ For single or multiple perfarmance.
| & source of dripping water and an

ipty vesse| are arranged so that
the water falls into the vessel,
|Secaond yersion: Dripping,

FLUXVERSION |

| First performer on a tall ladder pours)

| water from a pitcher very slowly

| dowr imto the bell of a french hnr-:
or tuba held jn playing o

| the second performer at |

{COMB MUSIC (COME EV‘.N!].
1‘?59 Score.

TIME-TABLE MUSIG, 1959
| Seare.

| MOTOR VEHICLE SUNDOWN
| (EVEN 60

| Score

!Tl‘i‘[ TAELE E\"El"{, 1961

To eccur in a rallway station.

A time-table is obtained. A tabled
time indication |§ interpreted in
|minutes and saconds ( T:16 squal-
\ling, Tor example, 7 minules and 16
{seconds ). This determines the dufa-
tion af the evenl

MALLARD MILK, 1961
Score.

INCIDENTAL MUSIC, 1961

Five Pianc Pieces,

amy number playable successively or
simultaneausly, in any order and

- | zombinalion, with ope ancther and

with other pieces,

1,

The plano sedt is tilted on its base
and brought 1o rest 3gainsl a pan of
the plang,

2

Waoden biocks. A single block is
placed Inside the piano. A bleck is
placed upon this block, thena third
upan the second, and so forth,
singly. until al least one block falls
from the column,

Pi-.ulog:aphmg the plaro situation,

Three dried peas or bedns are drop-
ped,, ore after another, onto the key=|
board, Each such seed remaining on
the keyboard i5 attached to the key
or keys nearest i with @ single
piece of pressure-sensitive tape.

Performer wearing bowler hat seats

imself behind a table on which a
metronome (set to Andante or 60 )
and a nebulizer I5 placed,Following
the metronome beat he alternately
salutes with bowler hal and sprays
u\m throat with nebulizer,

IN MEMORIAM TO

GEORGE MACILUNAS KO, 2, 1964
Performers position themselves in a
samicircle, First performer operates
a perfume nebulizer, second - throal
nehulizer, third = fertilizer sprayer,
fourth - Insecticide sprayer.

Ti\c piant seat is suitahly srranged,
and the performer seats ?-u-self
WORD EVENT, 1961

Exit

FLUXVERSION |

Audience is instructed to leave the
theatre;

TEA EVENT

pregaring

emply vessel

FLUXVERSION |

Distill tea in a still,

TWO DURATIONS

They operaie thelr eguipment toward red

the audience after a score or pre-
determined patier,

FLUXVERSION |

Equal number of performers wearing
gas masks seal themselves opposite
each other, A balloon is placed be-
tween the two groups, Pertormers
opperale varigus sprayers such as:
perfume nebulizer, decdorizer,
disinfectant, insecticide. paint or
any other sprayer in pressurized or
hand pumped containers, Speayers
are operaled towadrd the balloos,

which sach group should try Lo push |

away from themsetves, Piece ends
when balicon reaches one group.

A PIECE FOR CHIEKD SHIOMI,
1966

Perlformar |ets the following objects
Fall from his hand in succession:

1. a clgarette from horizontally out-
stretched arm, standing posiure;

2. an erasor from horizontally ot -
stretched am, standing pasture;

3. a hat from vertically outstretched
arm, standing posture;

4, aglass of water from horizan-
lally outsiretched arm, sianding on a
stool or step ladder;

5. an hirmail envelope from verti-
cally oitstretched arm, standing on
a stool or top of a step |adder.

FLUXVERSION |

Performer lets the following fall:
1. spittle from prostrate position)
2, ear wax from supine position;

3. mouthil] of water from kneeling
position;

4, hat worn on the head from back-
wardly inclined standing posilion;
5, dandruff from forwandly inciined
standing pesition;

&, trousers from standing position.

Green

TWO ELIMINATION EVENTS,
961

emply vessal

emply vessel

TWO VEHICLE EVENTS, 1961
starl
stop

DIRECTION
Arrange to observe & Sign indicaling
direction of travel,

Travel in another direct]

INS |RL.{"I[{):
Turn on & radio. AL the first sound,
ln‘m. ofl,

NO SMOKING EVENT

__[Asrange Lo observe a NO SMOKING

sign.
smaoking
na wal:lu'g

FIVE EVENTS
eating with

belween two breaths
sigep

wet hand

severdl wonds

PIAND PIECE, 1962

avase of lowers on Llo) a plang

ORGAN PIECE, 1962
organ

— |SYMPHONY 8O 1,1962

Theaugh a hole.

|FLUXV"F~'SID' I
N themselves

Il 5ize photo of another

{may hald (nstruments in conve
(tional wiy

rentsholes misst be cut at
of photegrashic musicians,

DH\«H‘FDN\' NO. 25 1962
{turning)

FLUXVERSION |

Thick score bogks are posilioned on

wsic stands in front of archestra

membars. As Soon a5 conduclor

begins to turn the pages of

orcl\n tra members stan tuming
. The books are |eafed either

ata r'.”rreni rate or same rate of

al

Book,

SOLO FOR WIND INSTRUMENT ,
1962

{putting it downd

FLUTE 50L0, 1962
disassembling
assembling

SAXOPHONE SOLO;
frumpel

FLUXVERSION |
The pirce is announced. Perlormer
enters stage with an Instrument
case, places it on a sland, opens
it and pulls out a trumpet, realizes
the mistake, puls it guickly back
in the case and exits,

;1962

SYMPHONY NO. 3, 1
| At three
{lram the Lree

o the floor
the yellow ball
In the water

FLUXVERSION | {on the floor}
Orchestra members sit down on the
very forward edoe of the chair.and
hotd: instruments in ready pasition.
Upon signal frem the conductor all
players slide forward and fall off
their chairs in unizson and smoothly,
FLUXVERSION || (in the water)

SOLD FOR VIDLIN, VIOLA,
f'E'LLU OR CONTRABASS, 1962
uushmg

| STRING QU»\RTET. 1‘362
| shaking hands
|3 PIAND PIECES, 1962
i standing
sitting
| walking

|PIAND PIECE

__|Center

| DANCE MUSIC
| gunshat

CONCERT FOR CLN?]NE'I 19“-"
.uarh\.

FLUXVERSION |
]Clari.—.el is suspended by a siring

THREE TELEPHONE EVENTS,
1961

When the telsphone rings, I is
allowed Lo continue ringing, until
| It stops,

When the Leiephone rings, Lhe
receiver |5 lifted, then replaced.
When the telephone rings, it Is
answered,

| tied to jts center-so that it holds a
| horizontal pasition about & inches
abave performers mouth. Performer
without using his hands should
attempt to play a nole, He should
do this either by swinglng the reed
end down or jumping uplo It and
calching the reed with his mouth.
FLUXVARIATION 1|

A clarinel Is positioned upeight on

THREE LAMP EVENTS, 1961
on. off,

famp

ofl, on,

THF&F_E ﬂQUEOUS EVtNFS 1961
ice

water

steam

THREE WINDOW EVENTS,
opening & closed window
closing an open window

the floor, Performer with-a fishing

pole; sitting al & distance of a few
feet should attempt to haok up, lift
and bring to his moith the reed end
of the clarinat.

CONCERT FOR DRCHESTRA,
1962

{exchanaing )

FLUXVERSION |
Orchestra members exchange their
instruments,

THREE BROOM EVENTS
broom
sweeping
broom sweepings
THREE YELLOW EVENTS,1961
1 yellow yellow yellow
Il yellow
foud
1 red
FLUXVERSION |
3 yellow slides are projected on a

MUSIC PIECE FOR

ERIC DIETMAN, 1966

Orchestra members cover Lheir in-
struments with bandage or adhasive
Lape.

screer, Pause. One yeliow slide is
projected and then the projector
Falls down on the floor as the siide
fs removed, After the projector s
placed back a red slide is projected.

FLUXVERSION 11

Orchestra members exchange their
scores.

FLUXVERSION IN

The crchestra is divided into two
tpams, winds and strings. sitting in
opposing rows. Wind instriments
must be prepared Lo be able to shoot
ol peas. This can be accomplished
by Inserting a long narmow Lube into
wind instruments, Siring instruments
are strung with rubber bands which

Performers must hit a performer of
opposite beam with a missile. A per-
former hit 3 times must exil. Mis-
siles are exchanged until all are
gone. Conductor acts as referee,

Equal number of wind instrument
players seal themselves opposite
each other, & |arge pan with water
i5 placed belween the two groups
and a toy sail boal is placed on the
walter Pertarmers blow Lhelr wind
Instruments, preferably playing 3
popular tine, towards the sall of
the sail baat pushing it to the op-
posing aroup which tries to blow 1t
away from themselves. Plece ends

=¥ ﬁ|'1!l- ‘.'uMl real:hns l.'c.l;! ni the pan.

ﬂYMPHGN’t I\.O 4, l‘i‘b-ﬂ
Recond.

SYMPHONY NO. 5, 1966
| before hearing

I hearing

Il alter hearing
SYMPHONY NC., 6, 1966

the music of dreams
dream music

Second varsion: dream

are usad i shoot out papermissiles,

EVENT SCORE
Arrange or disocover an event,
Score and then realize it.

FOR & DRUMMER (for Eric) 1966
Drum o0 something you have never
drimmed on befan
Drum with sometk
drummed with before.

FLUXVERSION |

Performer droms with drum sticks or
drum brisshes over Lthe surface of wet
mud or thick glue until

sticks get stuck and can't be lifted,
FLUXVERSION 11}

Performer drums with sticks over a
|eaking feather pillow making the
leathers escape Lhie pillow.
FLUXVERSION 11

Pertormer drums aver a drum with 2
ends of slightly leaking watler hoses,|
FLUXVERSION IV

Performier drisns over & drim with
rolled newspapers until (he rolls

you have never

FLUXVERSION V

Performer dribbles a ping pong ball
between & hand held racket and drum
skin,

FLUXVERSION VI

Performer drums with mallets or
hinmimars on & helmet womn by anathar
performer,

FLUXVERSION VIl

Performer drums with drum brushes
Inside a vessel filled with cream

until cream is thick:

PIEEL FOR FLUXORCHESTRA
rformers seated among au-
rform, reacl as || Lhey are
e autience:. Scores.

| FIECE FOR GEORGE BRECHT
ne Chipel by
ng o

.n.<| by hether

S PIECE FOR G,
1 2 svenils we tised at 2 n
ns. Audience i2
1 by two separated entries
o same hall, each audience
ed by a curlai
Fer perfermance cufain is raised

ther door

PIECE FC.R BEN PATTERSON

trebile on leit,

Play all old favorite classics,

CLOTHESPIN SPRING
Pecfarmers ch incanspicaously
epring Lype clathespias Lo varlous
objects in street.

CONCERTO FOR SOLO PIAND
AND PERFORMER
Pérforiner removes
from b flor e

notes {Lop hal ,
hankerchief,

| ifferent Item
ol the 88
tig, shod

eic.}

|CL CREAM $>ILCJ
Pree forme: cone
and the 5 It himsel]  ar

(bi gives il to & stranger

{c) waits Ll

then e s the

1966

FIRST PERFORMANCE
Perforimer enters, bows then exits,
This i3 repeated once for every one
present in the aodience,

'Cl: TRICK

Pass one pound piece of ice anong
audience until it melts while playing!
a recording of flre sounds-oractually
# fire on stage,

|06 SYMPHONY

{Dogs are admitted o
{Orchestra 15 2

[ttes inaudible to humans. Up
{nal fmm conductor whistles are
|blown and doas begin to bark,

1
|MEC'¢“\NIC¢\L ORCHESTRA
playing d reed

RONTATION NO.L
partioipant

p tries to knock off w

toy swond || e cap of

st with owe

tempts-af

an

his op-

C[)NFP!’.I\TJ’\TII-N ND, 2

Take a train ride without buying a
Ilu‘_kr

CUNFRU\THT!{)‘l N3
|\(-M silent all day long

MUSIC FOR EVERYMAN, 1961
{ Methodalogy rather than 3 Score]

composers, rain drops elc. may be
used an a grid of two coprdinges:
time scale and sound colegories

categories ). Schem;

TRIO FOR BASS SORDUNE,OLD
SCORE,MOUTH & ETUIS, 1762
Score,

SULO FOR SICK MAN 1962
Specified sounds of various medi-
catio

50L0 FOR ORTANT MAN
[Eltqrﬂ it sent Lo the place per-

S{DUET FOR FULL BOTTLEAND _
WINE GLASS, 1962

FALL
Theow things that are difficull to
throw because of Lheir light weighi,

HOTEL EVENT

A hotel room Is set up as a clinic
where various measuriment s are Laken
taken of each visitor such as: head
vol e, motith capacity, shoe and
foot difference, finger strength,
saliva production, extended tongue
lenoth, inflaled cheek width, stc,
Visitors to event must alsa per-
foem various feats before comming
to the rogm,

STREET CLEANING EVENT
Performers dressed in white coals
|ike laboratory technicians clean a
designated area of sidewalk very
thorotghly with various devices not
usually used in stresl cleaning,
such 2s dental picks, toothbrushes,
steel wool, cotton balls with al-
cohol, ele,

STREET CAR EVENT

A continuous string with various
everyday objects altached 1o it at
Intervals |s lald oul on street from
moving street car,

|DUET FOR BRASS INSTRUMENTS
|Rubber glove is placed over bell and
[tucked inside. Alr is blowed until
glove emerges from bell and is in-

Various specified sounds {dripping,

HOMAGE TO LA MONTE YOUNG
Lines préviously drawn as perform-
ance of Cempasitions 1961 by La
Monte Young are erased, scraped
and washed ‘?62

HOMAGE TO RILHRRQ F‘&XFlELU
Master Lape of any compasition by
Richard Maxfield is erased as L is
Dzuu; rewound after iis uerim—mnce

HOMAGE T0 WALTER OE MARiA
All the large constructions of Walter
de Maria are broughl to performance

windows, fire ascapes, via crowded
subway, bus etc, and then relimed
ta him by same route, 1‘!{:2

N MEMDR]AM
TO ADRIAND OLIVETT)

from a used adding machine paper
rill. Performer performs whenever
his number appears in a row. Each
row Indicates beat of metrohome,
Possible actions to perform on
each appearance of the number:

1. bowler hats lifted or lowered,
2. mouth, [ip; tongue sounds

3. 3. opening, closing umbrellaw,e‘c‘

19(.2 PIAND PIECES

1, pianc 1s moved to petforming area

2.pianp is Luned

3. with & stick of keybaand lergth,
all keys are saunded Logether

A, @ dog or cat (or both) are placed
Inside plano and in old classie
played

5, three highest sirings are stretched
with tuning key 11l they birst

&, one planc s placed on top of
anather

7, piano is placed upside down and
a vase of {lowers placed over if

8. pictire of piano is drawn

9. "plano piece na,5 " is written and
sign shown 1o audience

10, piang is whilewashed

11, plano is washed and waxed.

‘.I. ? piano is mmmed

50L0 FOR VFOLI‘N, 1962

0ld classic ts performed on &vialin,
‘Where pauses are called, violin (s
mistreated by scratching the Nloor
with it dropping pebbles through |
hnln, Du|lrrlli ot pegs et Score.

F'IE[’.E FOR CDNDU"'TGR 19&:5
Conductor stegs over podium and
lakes a conventicnal bow. He re-
mains bowed while tying shoelaces,
scratching ankles,rofling and un-

[ffated, Variation: with inflatable leg.

rolling legs of his Lrousers, st etc.

area by most difficull rovte: through |

ners within pag
A noiSe maker i
wnpached.

hoists self by free e

TRAFFIC LIGHT

[ stree tage o

lm-.m..) S FOR DO

1

90% ANGLES, 1966

STREET OR FIELD VERSION

8 parformers (4 male, 4 female) in
sweal sulls and Lennis shoes; each
carrying one sports object (a basket
ball, a foot! tennis rackel elc.)
begin walking or running at any de-
sired speed from one lacatin
ning-left or right at.rig

when hearing "left" o

structions given by alternated male
o female voice over loudspeaker or

- { megaphane, Female performers res-

pand only to lemale vaice, male
periormers to male volce. Event
enids wither when performers return
Lo original locabion or move bayand
| reach of instructions.

are for gym version,

"Kfl\-‘l‘-\% SCEMIT

| sAMITAS KO, 2

erformers throw small objects inta
dark auditorium and then try to find
those ohjects with flashlights.

ANITAS NO.13

elephone Lime service is ralaid to
the audlencr for am howr,

Each perfarmar chooses any number |

mer reads dloud an entine
newspaper, advertisemants and 3Ir

SANITAS NO.35

Blank sheets are handed Lo the au-
dience without any explanations.

5 minites wailing.

SANITAS NO. 79

A bus carries the audience a good
distance, deposits them in a deso-
| fate location and retums empty.

EﬂNITA. NG, 151
250 nails are hammered.

FLUXVARIATION |
All piane keys of a chromatic scale
.ve |t~1

SANITAS NO. 165

Audience is seated on mis-numbered
seats, then are asked (o comrect the
mistake by switching about, ( first
row Lo last, etc. }

PIANG PIECE ND.1, 1962
Performer places various objects
such as: |arge chess pleces, or
squeecking rubber toys,or rubber
balls, ping-pong halls,olass vases,
of wood blocks, concrete blocks,
bricks, arranging them all in vary
precise manner. When lid is full ar
savisfactorily arranged, performer
opens the |id sharply letting the
'.Rubcl: !'Idl! damu m Ihe ﬂulill!m:t.

(’YKLUW FOR W.QTER PﬂILS
Water pails or bottles are placed
along perimetes of @ circle, Perform-
or inside circie picks the only filled
vessel and pours Into one on Fight,
then picks ane just filled and pours
Inte mext ane an rlght, ete. till all
water is Spilled of evaporated,




POLICE, 1961 |GESTURES, 196 |INTRODUCTION TO DIAGRAM

EXPANDED ARTS DIAGFIAM

Performars o 1st performer positions a tah! | The diagram on the right categorizes
c e ush aud age, [the stage, 2nd performer pasitie Jm:.'l‘e[rncEdI y the 2 m =
—— —1a suilcasa on the table, 3rd perfor- develo, various "Expanded = a = - c
|c'” LE, 1951 takes (he suitcase a!:T 7 _1’[' perlarming ars" mave: '«-'=\'s‘ It des- |22 Chinese Red Guands
o PDEINES bt Bl UGS sar takes the tabla off vements rather than Enl I = —~
:\TR'.K:_, 1962 |the stage. 5 and therefore should no = £ ] 0 : e 3 | POLITICAL-DIDACTIC
After aud | D 3 : alogue of names. PS5 e ==,| ANTI-BOURGEQIS
S 0 seaied CGHOIC 7, % Except lor the Fluxis groug, none |@ 2 = inl=ag % T POPULAR ART
!‘_,.\.L.‘_ a 5 minite talk on low wages. |3 /Eent i an the) others are complete. By the next 3 = ||B&SE ) Henry Flynt |
| and announces @ 3 hour strike. |stage. 3 pecformers enter, choose in| adition it |5 hoped ygram can | RS [ /*—-7 —
|succession ane . ] | be #xpanded i | e more Artisls, | P g = — S ———— —
|then exit; The last ohject ramains. \ e o L wid Henry Flyml A
=——]! A L a Cultural Imperialis
TANGO, 1964 4 i Henary Flynt
|Atdience is invited to dance a ’.dllqt'l o ! e ol EI Nl IEss =z 2 Gearge M)‘.'icllar-.\s
| . anisis was detsrmined in most B 2 via George Maciunas
ORDERS, 1964 AHE 1962 cases lrom statements of the artists —LJ o
« i vt ai2a vibleran. | LGl ) ant hiem o ot hise 2 thamaalves. When cueh-stati E = E
get up! | PO e, their work was = =
efurmery | formes de cluss, Some i - =3 =
oniroversial subjects such as gen- 225 /
|= or ps:ululcohuoloqv I5E Joshua r;-n..,..
i | were based observat ipns S = Peter 5 Y Lawrence Baldwin
tarie bt S [ PR | of many peram rather than 3 (e ) | Gianlrar
£.Parformers et e fiearsay., Dis &-or all Jefl Bem
are canied by perfo |owering own pants to expose own | - Robert
[ A | bare bottam, or urina in public, \’/ George Brechl |
| any such acts are considered by any | Keon Friedman

dictionary defini Albert M. Fine

n exhibitioni

LLE

c

o, All these sir

Throwing onesell water or coy- =, Bob Grimes
2 pettprme 4 3 it am te. , Ci = -
2 petformers stand 4l pr o |audEneaker el.hw th cream elc.,ete. .can z 20 =
tances fron 1t P e sidered as masechisiic acts. | A i
e and talk as Jong Xl = = =)
walions, 5S¢ . Examples of preoccupation with sex | | = E e z Joa Jones
e e Amrie s | 85 £
are [og numerious is T > B S Henry Flynl Z
S

a5 = |
. ! S8 SErOnG =1 { Geor:je Brachi l
alse news, o< [ " G M
ments, 2 wallers Lhe aidience [an.. at- L George aciunas— — Gegrge Maciv
THE OTHERS, 196 { and wine. Per ress of cour e pBen Vautier g=][ Mosset
smake, \«' Mrious people u'h a5t i Rabert Watts Sl s Bipat
reflect it in water elc c e || Dick Higgins —— " oml
11 varialions. Score, by one token i Ve = ||| Alison Knowles— E 2 its
E - oy b youy W | q ‘.nar s
T CAR VARIATION L = ||| Benjamin P 9 Gre |
i performers in a queue |t o= 43 Nam June Palk & David E. Thompsan
perfol 0,830 : EU = Henry Flynt—|| Ton B Ben Vautier
fare, #xi = zZ i
o 2 : George Brecht || £ s Robert M, Walls
— =/ Ben Vaulier -
o o Tag Famm =
Iﬁm. Kaprow, Hig o W = = Waller De Maria
: 4 gl | pay Johnson
LATE AFT e ay Johns ——
Suspend A v T Rober Mormis = _ =

INDEFENDENTS
L

..._.l Simede Morris
=| Yake Ono
La Maonte Ycum .

-

Stanley Brouwn |
Waller De Maria
Bici Hendricks

I Hendricks
1 Hidalgo
Ror Jehnson
—— Arthur Kgpcke
— Takehisa Kosugl
— Robert Morris
e Yoko Ono

- Tomas Schmt

FLUXVERSION
n I& suspended with rope or

se artists it

rstanding wi

i basic elec-
mechanism of

_ | slectric motars, simple engines, de-

CHAMP

of. Performer
himse
draws his

L D

ET, 1962

Performers thiow wet objects to the

nrlisnce, ORCHESTRA PIECE NO.4,
——— |0 Lhe stage are displayed \|.||

|NDTHING, 1962

| Parformers do

TWO INCHES 1962

DUET FOR TUBA 1

TSR Toba Is prepared td dis E "
4 |SALE, 196 from one: spit valve and oz mmett Williams
Performer gpens Sivuts Epes Performers sell the theatre, anather Py, -. L5 Mante:Youns
Y precise intenva Al 5. Scare | . of concepts 7 |
E: § TRACE, 19 E
1963 C
Th A abiout, arol IAM =
il h (e awlience 4il compl 2 5
mir ant of 4 — 1
] |rl|I i er| lk ted. z | alin Ciige Joki Cage |
o it. Step back ta — = Philip Comer Giuseppe Chiari
inta the water MYSTERY FOOD, 1963 =:| I K Philfa o
Parformer sats a meal that can not.  |BY AUDIENCE, 1965 Lucia Divgozewski ilip Commer
.'-‘, ”}Fn 3 4 i S 2| Toshi Ichiya Lucia Diugozewski

i fnvited 1

R chard Maxfiaid Toshi
Terry Riley

spread ihej

chiyanag:
Paarre Mercure |
Terry Ritey |
James Terney

g Lhe artist without
ng-him a faur year i

ourse oa related sub

erch
4 perfarmers &

appies.

sedts A -d play
=0R Y, KLEIN, (minutes, (Faudience dogs nol res
i Lo the fvitati
digiri

10t to steg o gl
themselves by d held min

MIRROR FIECE NO.
P

MONOCHROME small objects or fi =, hearing
1963 ong balls, mud, water,
Performes palnts & very |arge white " I5,etc,), Performer then
panel black. e, and bows Lo audience
~ Sk g tipping the bell 3o the ohjects cas-
FLUXVERSION | : 2

i = cade oul toward the aidience

THEATRE

Categories are
cal scale Lo so
spactrum of artificiality. Thus most
“artistic" o ral of serious are
at the bottom and 12ast so at the tap

simullaneity
Indeterminism

FUTURIST

any paricular movemenl or grol

E

WIND MUSIC, 1963 Rs

Parfarmar palnts a movie screen ending with anti-an a1 the vety top. s [ Nikolais % s = Lucinda Ch
ki g el A Y with nonreflective black paint while | 2. 9lve something to your neighbour | EVENT FOR GUGGENHEIM, 1963 | The horlzantal scale is chronologl- Ia= ‘.;g EE EZ T Tricha Brown
e e 1S 3 favorite mavi 19 5 : - ~| {For c " \ - o 22 T
vats with flaghlight pointing Lo the |L avol mavie 15 being shown |AUDIENCE PIECE NO.1, 1964 { Foucault Pe im) cal, lnll\l!'!l upan variaus l.—wc' }E = _-_.‘ 5 g = g =8 Dayid Gordon
mirror, Water car | ELUXVERSION Ii Audience i healre, [ A Meryhesiy pendulum. suspanded, | namks. s ndicaled by the sauece o 1a= FEa T eh Alex Hay
s B by sieel wire from a me is  |influence and the strength of Lhis = == €9 p
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View from Bad Salzdetfurth, Germany. View from Bad Salzdetfurth, Germany. View from Bad Salzdetfurth, Germany.

By a careful processing and guiding of the below mentioned
substance you will be capable of transforming any health
resort into any potash mine and any potash mine into any
old style dwellings.

You will as well be capable of transforming any phenomena,
element or unit concerning the site BAD SALZDETFURTH
(or any other occurrence) into any other organization or
the same.

Whether you choose to do this by moving bricks or by
leaving bricks where they are is not important.

Eric Andersen

One possibility among others (and although it might be a
good suggestion it should have no preference) is to transfer
LONDON to BAD SALZDETFURTH.

Biography No. 208,

(a limited number of No. 207 is still available thrOUgh Edition - Land mass translocation: |nf0rmati0n sheet no. 1.

Howeg, CH 8340 Hinwil, Leimgrubstrasse 3), (London, 8. Sept. 1969)

"

. recent scientific studies have shown that England

written by Eric Andersen the 30th of January born in Copen- is being tilted, through movements in the earth’s mantle,
hagen 1943 doing such matter since 1961 more than 200 upward in the northwest and downward in the southeast,
times everywhere but never in Algier sometimes in persona about a line runing from Devon to northern Yorkshire, at
and sometimes in absentia many times in print preparing a rate such that areas of London 15 metres above sea
himself for his biography No. 209 to be forgotten more level or less will be submerged in 1500 years time. Con-
quickly than the rest of those from this source. sidering that London has been an inhabited place for at

least 2000 years, this is not as remote an event as it may
seem.”




The substance is cyclic AMP, or cyclic-3',5"-adenosine
monophosphate. (“Cyclic” refers to the fact that the atoms
of the phosphate group form a ring.) The relatives of cyclic
AMP are, among others, the more familiar, noncyclic ADP
(adenosine diphosphate), and ATP (adenosine triphosphate),
substances that play key roles in plant and animal metab-
olism.

(Figure 1.)

(&) Mo

ADENOSINE S

TROHO SPHATE N7 h — ’{:
(Sl s
wCs g7 Ny "
r O lll ’
WO P-0-P-0-C-H . |
~oom | e
A= OB ¢ -
AH H\ M »;/H
G
6\-\ on
ALENYL
CYCLACE
Baut
(0 &
CERoNE 8% Sc¢ =N
MONOPROSPHATE | \ \
\-\'C\BN/C’\ l\\/c B
M
O—ic. W "
l
C"/ \c
H\H "
% Vo
ot —_0M oH
PHOSPHO -
DESTERASE

@ H AV

N
SLADENOSINE
MONOPHOSPHATE ,1’»}‘ Ne — 0

l i \
(S
u~0-§-o-é-n

ow l/'o\c
" E——E:,/H

o or

Cyclic AMP (b) is formed from the more familiar adenosine
triphosphate, or ATP (a), in a one-step reaction catalyzed
by the enzyme adenyl cyclase. The word “cyclic’ refers
to the ring shape of the molecule’s phosphate group (color).
The substance is converted into 5° AMP (c) by a phospho-
diesterase that is specific for the reaction.
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The hormone first showed to be involved with cyclic AMP
was adrenalin, or epinephrine. One is taught in elementary
biology that the stress of anger, pain or fear produces a great
surge of epinephrine in the blood, with a resulting quick
rise in the amount of blood sugar available as energy for

emergency action. Inevitably one develops the simple-
minded notion that the epinephrine directly splits glycogen,
or animal starch, into its subunits of glucose, or blood sugar.
This is far from being the case. Cyclic AMP is implicated in
a much more complex process.

(Figure 2.)
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Action of several hormones in mammals utilizes cyclic AMP
as a chemical messenger; illustrated here is the role of the
substance in production of blood sugar by a liver cell
following stimulation by the presence of epinephrine in the
bloodstream. The enzyme adenyl cyclase, attached to the
cell membrane, is stimulated by epinephrine and changes
ATP inside the cell into cyclic AMP. The messenger sub-
stance activates a second enzyme, beginning a five-step
sequence that yields glucose.



At the moment more than a dozen mammalian hormones
are known to use cyclic AMP as a kind of “second messen-
ger”. Prominent among them are glucagon and insulin,
both of which are involved in blood-sugar levels, three
hormones of the anterior pituitary and one of the posterior
pituitary. In addition large amounts of the substance are
present in brain tissue. It has been known for some time
that the synaptic gaps between nerves are bridged by neuro-
hormones such as acetylcholine, Bruce McL. Breckenridge
has recently put forward the hypothesis that cyclic AMP is
somehow involved in the bridging sequence.
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In appearance and size the social amoebae, Dictyostelium
discoideum, are similar to human leukocytes, the white
blood cells, and like leukocytes they engulf bacteria by
surrounding them with protoplasm. After they clear an
area of food and enter a period of starvation, the individual
amoebae stream together into central collection points: In
a reasonably well-populated area an aggregate may number
100,000 or more cells, although if food is scarce, the number
will be fewer.

The assembled amoebae gather into a cartridge-shaped mass,
one or two millimetres long, which has a distinct front and
hind end. The mass crawls through the cavities in the soil
like a slug and shows an ability to orient toward light and
heat, an ability that is completely lacking in the separate
amoebae before they aggregate.

After a period of migration the slug upends itself until it
points at a right angle to the surface. Some of its cells will
now form a stalk, while others will go to make up a spheri-
cal mass of spores. The stalk cells swell, become hollow
like the pith of a plant and die. The result is a slender,
tapering hollow rod that rises a few millimetres into the
air and is filled with dead cells that serve as internal trusses.
As the stalk grows the spore mass is carried aloft with it so
that ultimately the delicate stalk bears a sphere of spores
at its tip. Any one of the spores is capable of starting a new
generation.

When the amoebae pass through the aggregation phase
there is at least a hundredfold increase in their secretion
of cyclic AMP. Simultaneously there is a hundredfold in-
crease in the amoebae’s sensitivity to it. This means that
the whole mechanism of chemical attraction is at least
10,000 times more effective during aggregation than during
the earlier stages of the amoebae’s development.

At the same time the amoebae produces large amounts of
a phosphodiesterase that has many (although not all) of
the properties of “Butcher’s” enzyme. The main similarity
is that, like the mammalian enzyme, the slime mold enzyme
breaks down cyclic AMP. The main difference is that the
mammalian enzyme is found within the cell but the slime
mold enzyme is almost entirely extracellular.

This mechanism of simultaneous production and destruc-
tion evidently serves an important purpose in the amoebae’s
life cycle. If the individual amoebae’s output of attractant
were not steadily eliminated, the attractant would keep
accumulating until the gradient in the attractant concen-
ration that guides the individual during aggregation would
be drowned out.
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In Dictyostelium cyclic AMP appears to be the main hor-
mone responsible for the amoebae’s social existence.

Like the principal mammalian hormones, it is extracellular
and provides communication between cells that are sepa-
rated from one another in space. In mammals, on the other
hand, cyclic AMP is triggered by the extracellular hormones
and acts inside the cells. It may possibly act externally as
well, but such actions have not yet been elucidated.

That the chain of chemical events involving cyclic AMP in
mammals is longer and more complex than it is in social
amoebae is something that is to be expected of more com-
plicated organisms.









Incredible but True

James Michener, one of the most
successful and popular novelists of
our times, interviewed a mother
| #&ho lived near the Kent State cam-
pus for his book, “Kent State: What
Happened And Why,” published
i this year by Random House.

/ In it Michener records the follow-
| ing dialogue:

Mother: Anyone who appears on
| the streets of a city like Kent with
! long hair, dirty clothes or bare feet
| deserves to be shot . .. it would have
1 been a lot better if the guards had
shot the whole lot of them.

Michener: But you had three sons
there.

Mother: If they didn’t do what the
guards told them they should have
been mowed down.
| Professor of psychology: Is long
I hair a justification for shooting
someone?

Mother: Yes. We have got to
clean up this nation. And well start
with the long-hairs.

Brofessor: Would you permit one
bf yoyr sons to be shot simply be-
tauseshe went barefooted?

Mother: Yes.

—— —_—

JAMES A. MICHENER

Professor: Where do you get such
ideas?

Mother: I teach at the local high |

school.

Professor: Do you mean that you
are teaching your students such
things?

Mother: Yes. | teach them the
truth. That the lazy, the dirty, the
ones you see walking the streets and

doing nothing ought all fobe shét.
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What You Should

o
S b 1| o
Know About Your ™
o ? o se | Here Are The Answers To 'What You
Based on the opinions of expert psychologists, the followi )
m ~5 qur':::as n‘:v.r'sed ::;?;T:SySu ::‘;: yij;cair:r;riryew:k }:.::'f- Should Know About Yourself' QUII
seff. Answer the questions frankly. ) M r s
B o ANALYSIS:
o Although handwriting analysis cannot be called a precise science, , & 1. The constant use of dashes, particularly those of varying length,
rious experts have agreed that certaln types of writing indicate & [ tends o indicate an aggressive personality,
= %:!lnlte personal characteristics. Take this test yoursell and then try \ 2. I you make your loops longer below the line than above, you are
( () it en your friends, businesslike and materialistic.
m ' 3. If you donot finish your loops below the line, but use only a single
; Write several sentences, one under the other, trying to include most =~ straight stroke, you are conservative, ;
?{\‘ = of the letters of the alphabet. Be sure Lo write with the same style and I m 4. If your loops below the line are heavy, you are a determined and
= speed as you usually do. ' z slurdg soul. : % T
= Make an X mark if your writing has the following characteristics: ™ 5. !:,xtreme!y large capital letters Indicate an egotistical per-
__*f\ I 1 sonality.
1, You are prone to dashes. 6. Ornate writing with embellishments is a sign of a fussy,
2. You make letters, having loops such as p, g, ete,, | ! meticulous person who is a bit self-centered.
with loager loops below the line than above the line. < 7. It your capital letters are bold and angular, you are blessed with &
i~ 3, You tend to make letters with loops below the line i keen and searching mind.
| =] with a single line rather than a full loop. ? 8. Fully-rounded loops of letters such as f and g indicate a full-
| &t 4. Yu_u generally make the loops of letters below the s living, fun-loving, out-going personality.
K line with a heavy stroke. ; - 9. If you tend to make your loops above the line longer than below
F) 5. You make extremely large capital letters. the line, chances are that you are idealistic,
8. Your writing is ornate and filled with curlicues, or \ 10. Capital letters that are extravagantly elaborate probably mean
perhaps you make circles to dot the letter i or a wavy : that you are also extravagant,
QQ line to cross your t. . p o 11, If the second or third stroke is higher than the first, look out for
m 7. Your capital letlers are generally made with your nervous and erratic characteristics,
] sharp, angular strokes. Py (- 12, If your letters vary in size, you are very likely inattentive and
O-—V S" 8. The bottom loop of your letters is quite rounded, ) careless in other aspects of your life.
~r 19. In m;okmgthlellters ;;lh i:let;ublg loops, the loop is \ o’ 13, If your capital letters are plain and a bit awkward, you are &
=~ onger above the line than below il. + ” calm, placid, and satisfied person,
m ° 10. Your capital letters are embellished with 3 14. Overly large writing tends to indicate a lack of adjustment, a
Z !I'ltou:ihes, : TR i :.") desire to extend over certain boundaries, a conflict L the inner
= ) ™y + When you make a capital M, the second or and outer self.
\D stroke is higher than the leading stroke. ! o 15. An even flow of letters of approximately the same size shows you
- 12, Your letters vary in size. , z have a logical, well-arranged personality and life,
s vy 13. Generally speaking, your capital letters are plain, {= 16. Long ending strokes on the end of words indicate almost as much
L =] ~ angular, and a bit awkward. — of an extravagant personality as elaborate capital letters.
e 14, Tend to write too large for the space. 3 17. To leave letters open very likely means that your mouth is also
15, All letters in your words are connected, ap- ' open much of the time, You are chatty and have difficulty in keeping
— proximately the same size, and neat. ~ secrets,
/'\ R} 16. The last letters of your words have long strokes, (-] 18. Large, angular writing tends to show an excited, enthusiastic
17. You tend to leave letters such as a, 0, or g open at / 3 person,
.‘E’E T a the top. 19. If your writing is heavy and sloppy, you are lkely earthy,
= } 2 18, Your writing tends to be abnormally large aad |ﬁ unimaginative and plodding,
“]. — angular, with many peaks. 5=t 20, If your letters climb into lines above and below, you are,yery
s B S 3 n 19. Generally speaking, your writing is heavy, lacge, | 71 N likely, both restless and romantic.
= ~ and done in a sloppy style. ~ 21. 1t is an honest man who will finish each word with letters that
Erq_":} a - —f 20. The lower and upper loops of letters often reach M= grow In size,
= Z. into the line above or below. ] 2
E ;. o i e e—
g; h 21, The last letters of your words are a trifle larger [
= .- than the first, 1o
For answers and how to score yourself, turn to page 18, =
'~

v
b : en WoE B : : e - . o ;
28738505, You a Good Judge of --
=<\oW sovoii-2 S0 Tl [ Are You @ Good Judge of People?
2 Ra= B g Mayl = B
'\J'\‘h 7y -u ) g4EE Q‘dm 25 28 ¥, | (Scoring for questions | Yes — 10, No — 0; 12, Yes —
- Tn _v_;_g::; gg:gg | © q in test on page 6) |10, No — 0
- i EREE Soagtlie 1. (A — 10 points, B — 5| YOUR SCORE___
/\ 3’:-‘}::. “ pE” T Ea < points, C — 0 points.) Persons |0-45: Those people in this
w & 23 ©g5F 5 T ’ who were aware of the signs| bracket avoid many scars
: el £ @ ° of a difficult person selected | because they can evaluate
r-\‘) 5 .2} ‘ Fgoe EEE wmgo = | ‘ A as probably being the least| people with relative accu-
rs Sre. EBRS o difficult type because of the| racy, They are fine parents, |
m m 5 5 o dan, mies w | protective quality that appears| excellent teachers, top-notch
e g :3,,—5 .‘23 Teo m l tg be lacking in the figures| counselors.
e s B that are portrayed in drawings 5: This i ;i
o ‘ B ik Ens e m &P yed in E5 (50-85: This is an average
R ~ 2558 ggg =) gg (s | ‘ BlaudlL_ - score. Most of us are out-
r\ Z| o5 Fow 75 r— 2 Yes — 10, No — 0; 3.| going and fail to recognize
2 gl gs »8% .8 - { Yes — 10, No — 0; 4. Yes —| the characteristics of diffi-
\< m! = wl &8 el » 3 l[),nl\.(;i _‘; 0; 5. Yes — 10, No| cult people, or, if we do, we
L e 2o " — 0 6. Yes — 10, No —0; 7. try to help them. People in
a Sen be;g, - E;{EEE h | Yes — 10, No — 0; 8. Yes —| this bracket may sometimes
25 By B e 3‘;’:: 10, No — 0; 9. Yes — 10, No| be disappointed but on the
q\ ‘ BE oF b omEelE = 0; 10, Yes — 10, No — 0; 11.| whole they are satisfied with
g » "'" b 21 5 ;"5 = = =| their appraisal of friends.
Z SE SE = w8a. ‘ ~ - 80-120: Those who rate this
m o i_g w5 2 H 2l | D | ~ ~ = " "\ [ score are often disappoint-
2 .\_ ) - 20 el sE o SR | ed with others because of
. <e 388 §.E% b | | their inability to foresee
SE2n oBR afte n problems. By failing to spot
m l pER wmRPE  LAR3 b= w | | the diffieult
5 aoaeha : people they are
I o cE 2 z Fdn b m o} [ making their own lives more
l g g & 8 g ;_S 2 =L troublesome. Reviewing this
g B 5EWI wn test and the answers will
T7 Egz g5 2 @ ;g i ‘ help them to evaluate peo-
) > B8 RE 2§83z _! | ple more accurately.
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THE REGENTS OF THE UNIVERSITY OF CALIFORNIA

ON THE NOMINATION OF THE FACULTY OF THE
COLLEGE OF LETTERS AND SCIENCE
HAVE CONFERRED UTON

THILIP EMMONS ISAAC BONEWITS

WITH A MAJOR IN MAGIC
WITH ALL THE RIGHTS AND PRIVILEGES THERETO PERTAINING

GIVEN AT BERKELEY THIS SIXTEENTH DAY OF JUNE

THE DEGREE OF BACHELOR OF ARTS '
IN THE YEARL NINETEEN HUNDRED AND SEVENTY '

DIPLOMA: Bachelor of Arts degree owarded to
Bonewits was signed by Gov. Ronald Reagan. )

Degree in Mag; l
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House Trailers Parked
In Her Living Room

When Mrs. Anderson steps outside her three trailers for a breath of fresh air,
she's in spacious living room of Anderson home,

By ALEX TURNER

Housecleaning chores take a little
longer for Mrs, Mary Anderson, a
chipper 84-year-old widow — but it's
worth the extra trouble,

Aside from defrosting the fridge
and serubbing the front stoop, she
also takes time to check the tires on
the guest room, dust the tongue on
the store room, and dust off the
bedroom roof. i

The three rooms are trailers, and
they've been parked iuside the
spacious “'living room" of the trim
Anderson bungalow since 1956,

There's plenty of room for the
three trailers. After Col. John An-

derson retired from the British
army, the couple built their home in
Dollar, Scotland, with one huge
room big enough to accommadale
the trailers, which they'd been using
for holidays for years.

Aside from being cozy on winter
nights, the trailers, each with its
own kitchen, allow Mrs. Anderson to
make tea wherever she happens to
be al the moment,

She likes it inside the trailers so
miuch, in fact, that she seldom steps

,_out into the living room for air,

“except to watch TV or entertain,
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motto:
“Die Welt ist alles, was der Fall ist”
L. Wittgenstein
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\\|‘IL’| Is it?

1
What is it?
‘-r_fv'a"-t §f que cest? U iwest que cest?
Was t5st das? Wus. ist

Co to rest? Co lo jest?

It is a room. It i1s a table-cloth.
Clest wne chanibre. Clest mne nappe.

Das ist ein Zimmer, Days ist e Ty
To est pokaj To ¢ obris.

Is it a Hmmf
f.-."-;-. e
Ist das

s it a table-cloth?
i-c Hne n ;‘;’-‘f’{

|
I

1 /..-'H.r'.”.f'{ 5'," Ist das ,f 15t
(

;H;i;”

oy g rmi
N Y

{..':_] o qest fa’”fr-’.-l' A ¢ "’r-'.'."f s
i 6.

What is it? W Int s |If
Ou'eit gue ¢'est? "’)' ¥ cest

Was ist das? W as

It i1s a flower- pf)[
Clest un pat a _II|L KT,

Day

Is it a floor? Is it a flower-pot?
Est-ce un ll,fh"l.r'a'.'l'.":-'gF'.:' Est-ce un pot

st :.l'l\ 15 ety Jf-;'.f" il oden ?

h:n-\.

Czy to jest e Czy to gest wazon?
1] 7
3. 7

What is it? What is it?
O’ est U ceqt? Or'est
t dar? W as

Co lo feil? Co fo

They are flowers.

15e., Ces sont des _.'r'rt s,

It is a chair.
( .II. I-‘ "rf"l'll ../
Das 15t e :
Lo jest krgesdo ? To sa Ewaty.

Das sind Blumien.

Is it a chair?
Est-ce nne chaise? Sont ces des

Are they flowers?
Henrs?
Iit dar ein .Sf)r;?."!,; Sind das Blumen 7

Czy to jest krzeito? Cz) to sa kwialy?
i 8.
What is it? Whatiis it

Oun'est g 12 Ou'est que

clent?

Was st das?

12 Co to jest?

It is an ash-tray.

It is a table.
C'est wne table.
Das ist ein Tiseh,

To ,.;é it stof

Ia it a table?

e £

i eI, -
: e

f s 37
7 (=i ¥ { (71 B

45
Blumenvase.

It das eine Blumenvase?

9.
W }](l[ is it?

They are cigarettes.

;

10.
What is it?
I_()','rlr' ¥4

Co lo

They are keys.
Cer sont des cle fibs
Day sind Schliissel.

To sa Elucze

Are they keys?
ey n’lt b
Sind das f\"'f

Czy to J

i

What is it?
"':_).-’r"c".-' gl clest?
Was ist das?

Co to .':t'.\f .;

It is a chest.

(.Ir Ve .r'}'—'.h'-‘-‘."‘f'n.
Days ist ein Schrank.
To gest szafa.

Is it a chest?

rJ.'" Ce Hie armomner

J'I' ¥

] )

What is it?
Ou'est que c'est?
H
Cr to 1E5f -

It is a mirror.
R Yoy,
Das ist ein Spiege

To et Lustvo,

Is it a mirror?
Est-ce mi miroir?
It day S." e .'"L'J'r 7

Czy fo 1est lustro?

[ des crpareltes.

13s

What is it?

f_),-'.f'f it qile c'est?

” “as it das?

Co to jest?

It is a taboret,
C'est un tabonret.
Das ist ein Hocker
To jest Taboret.

Is it a taboret?

Eit-ce un tabouret?
It das ein Hocker?
orel ?

14.

What is it?
I:_),-'f-r‘..' que e’
Was ist das?

Cao to jest 7

lhey are beds?
Cey sont des lits,
Day sind Betten.
T 144450

-_{ T0ZKd.
\r(- lhf’v beds?
aes sz

F b.‘ e s
Czy to sa e

15

What is it?
{_‘_);‘r’-{ 5t gune clest?
Was ist das?

Co to jest?

It is a televisor.
C'est une télévision.
Das st et

To gest telewizor.

Is it a televisor?
Est-ce e télévision ?
Czy to th telerws or?
16.

\\Im! 15 Jl"'

i’) i est g
W s
Co to jest?

It is a little table,
Clest nune I,’.?:‘. ite [ r;",,-",'

Das 5t ein f Fi f'_?-'i *{'-’*_ M,

Ta jes

7] ,"r.r'.;' .

Is it a little table?

rJ',II.':'

Czy to test stolik?

Fernseb: n'Jf" irar.

e .’ux.uun iat ?

& HITE f"'-.-".-'."t ;“._,f/.ft._.l;
I5t das ety Tischehen?

e

\.\hl[ is it?

|’J'

! das?

gue c'est?

18.

What is it?
Ir)"r'l.'

13
Ca

o test?

s

Lo jest Jam Pka

qHe ¢ &f

it das ?

¢
’(.r,t

I

lam e,

¥~ .
] '.f‘a'Ji 2e.

Is it a desk lamp?
Est-¢

I3t das

Czy 1o tert H.s’-’f’;'fff:.'r'.'

19,

What

(Jit'e
It as
Co to

‘e nne petite lampe?

1S it?

it das?

1eit

fiHe c.efl;

Limpehen:

I

b2

It is a window.

C'eit

¢

HHE

tenétre.

Dy ist etir Fenster.

Is it a window?

Est-ce nne

Ist das ein Fen

Cz

20,

f)n’ est

Co to

C'e
!}'_;_‘

T
Tenerre s

ster?

to jest okno?
What is it?
3 c'est;
” as 1l ;'a"l.u'l..’
1e5t ?
It is a curtain.
i ra v u"t
ISt etie J'I ensltergara e,
.-:t"-f .-','J'.-.'z'.-'.-.'_

T

s it

it ¢

curtain?

1037 571,
M videdi

itergarvadie s

They are
Cer 5ol
P /

» walls.

‘\\.1 it s JI’

"’.Ju&'."

Co to
Tl

W Imt is it?

f;’ t ge ¢'est?

They are pictures.
Ces it
Day sind Bilder,
1o i, obrazs

) f

Sr{ I 4 n’U;L ¥4

Are they ]u[uwn'f‘ It is a metaphysics.

Sont ces des

Clest wne M :’.u,’f’, I e
Das 151 enne
T'a jest metafiz

L
|’ (Jrnr
Stnd dav Bilder?
Lzy to fef obrazy ?

Metaphysik

¥
What is it?
Ou'est

']
i

It is a lamp.
C'est une lanipe
Das ist erne Lampe.

To I.-'.e. AY's .I'llnf.'la’.-'r"a'\:'

Is it a lamp?

Eit-ce wne ."l..-'!.','l,’a‘,‘

Lér,
\'\'Imr is it?
” "ot i ' it 7

l[ das?

i rJ.-J'.
Dy ist eine De i--‘l\l'!..
f ',,: 1 Ty, Ilr‘.ll.f'

Cest nun l;-’:'.

Is it a ceiling?




MOOSACK
MACHINES

V)
Wiy,

Wi grasr

The moosack machines are a series of self-altering digital
sound generators. Each of them is meant to respond to a
specific set of external stimuli. The original moosack
machine (see SOURCE Issue 8) responded to the environ-
ment provided by an art gallery. The moosack machines
in this presentation respond to smaller, more specific,
stimuli.

The Sound Hat is one portion of the equipment which
comprises the SOUND MAN wardrobe (see illustration).
It is designed to provide a mobile, constantly varying source
of audio entertainment. The remainder of the outfit is still
in the planning stage, the palm-pods and lasercane being
next on the construction list.

De Daddle Dee is a replacement for the universally annoy-
ing telephone bell. Its circuit is enabled by the ring-signal
voltage that normally goes to the bell (which is removed
from the telephone). The audio output is the variable
result achieved by the manipulation of four toggle switches,
one nine-position switch, and four slide potentiometers.
Thus, each ring of the telephone equals a mini-composition.

Future moosack machines will include the Oblisk — an 8-
foot sculpture which will produce an audio portrait of its
environment; the Morthtar-Mat — a mobile sound environ-
ment to be built into private automobiles; and, in collobora-
tion with Betty-Jean Thiebaud, the Screen Matrix (interfaced
with the Oblisk) which provides self-actuated sound tracks
for films.

Stanley Lunetta




SOUND HAT

pitch oscillator 45V

binary up-down counter used as octave divider

+ 5V

binary up-down counters connected to form a modulo-N
photo-resistor divider +5V

gate system

+5V

L
— D
g = —
L S

speaker

amplifier |

read-out oscillator
photo-resistor mercury switches

N

+35V +5V

up-down control

I mercury switch

45V _ el
e | 45

photo-resistor

: binary up-down counter used for read-out
mercury switch
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FIRE AND WIND

fire an |

first varia poem W ire = feu frenc

was realized by me others are interpretations e o

caused by the wind ValOCh
jiri valoch, 1971 Irl
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by day by night

-

music for one instrument (score)
jiri valoch, 1972

- -

in the field in the forest

in the meadow in the town

fourth plastic interpretation of the poem “merde”
T=/m/,2=/e,3=/t/,4=/dl,5=/]
jiri valoch, 1972

music for one instrument (score)
jiri valoch, 1972




Water
Whistle

SMALL WHISTLES, UNDERWATER, MOUNTED ON THE ENDS OF
FLEXIBLE TUBES. WATER UNDER PRESSURE FLOWING IN THE TUBES
AND OUT THROUGH THE WHISTLES MAKES THE WHISTLES SOUND
AND THE TUBES FLEX. EACH WHISTLE IS MOUNTED WITHIN A CONE-
SHAPED REFLECTOR WHICH SERVES TO FOCUS THE SOUND OF ITS
WHISTLE IN A CERTAIN DIRECTION. AS THE TUBES FLEX THEY
CONSTANTLY REORIENTATE THEIR RESPECTIVE REFLECTORS AND
WHISTLES, CHANGING THE COMPOSITE SOUND WHICH A LISTENER
AT ONE PARTICULAR PLACE HEARS.

MAX NEUHAUS
MAY 1971
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By MICHAEL MARZELLA
Of Tha Times Staff

Suspended, alene, ears just under the
pool's surface, sound laves you from all
<iiles,

It's delightfully sensual; water at 92
degrees so there's little feel of heat or
cold. Loll there, arms floating loosely,
while Max Neuhaus washes your ears
with sound.

With a device resembling a mutated
sprinkler system, Neuhaus, 32, creates
underwater music. He dunked his con-
cert in the University of South Florida
pool Saturday from noon to I'T‘Ji{'EI]iEI}'l[,:
Some who listened were disappointed;
most were surprised.

HIS “WATER WHISTLE" is a home-
spun, no nonsense instrument. Long,
blick rubber hoses, about an inch in
diameter, stretch across the swimming
pool. Snanciike, clear plastic tubes
tipped with tiny zhining police-type whis-
tle dangle from occasional yalves.

When Neuhaus runs water through
the main hose, the whistles howl. But
you can only hear it underwat.r.

Fifteen whistles, shrieking softly at
discordant pitches are soothing, paci-
fying. It's hard to listen long enough
though. Pounding ears and breath
sucked through a snorkel interfere with
the music. Just rest and listen, holding
air tight in your lungs.

It's a conglomerate sound. Television
test patterns have a companion hum
that’s similar, but the aquatic whistles
have something more. There are bits of
jet engine whine and eerie science fiction
movie soundtrack.

‘““What really prompted me to do it is
that there is a new presence of sound un-
derwater, and I wanted to work with
that,” Neuhaus says. His first water

50

THE IDEA of the water
whistle was conceived by Neu-
haus at his home — a cabin
cruiser which putters up and
down the Inter-Coastal Water-
way between New York City
and Florida.

“lI did the piece after I'd
been living on the water a
year,” he said.

“I’ve been involved in music
all my life, and I began to
think" about sound under
water, and giving a concert
uniier water.

Sharp and clear

Neuhaus' piece as it
stands, simple and serene,
defies sober analysis as ea-
sily as it innocently resists
wise-cracking banter. 1t is
wha: it is, and what it is is

nice.

18 devoting a good deal of
his energy at the moment
to the proliferation around
the country of "Water
Whistie," which he de-
scribes as "very satis-
fying."

To hear the music, listeners had to sub-
merge their ears in the 92-degree water—
not so unpleasant a chore on a sunny Cali-

fornia day. The sounds, completely inaudi-
ble from above the surface, came through
the water sharply and clearly; sometimes
the constantly droning high pitch was joined
by one or two others in an interval or a
chord. Swimming along, one felt somehow
hermetically sealed from the outside world,
enveloped on all sides by the warm water
and the friendly, subtly-changing sounds.

Surely, ‘“Water Whistle’”’ takes its lis-
teners a bit of the way back to the womb.
But blessed by the friendly, innocent, free
spirit that currently characterizes the

is amplified in intensity when
you listen from a corner of the
pool. Too bad you can't stay
under for hours.

“Musicians have been inti-
midating people with electron-
ic music for too longz," Neu-
haus says. *“‘This is just what
it is — mnot pretentious.” He
balks at the suggestion of add-
ing a keyboard for valving the
whistles into tunes. I like it
just asitis.”

A 12-hour concert isn't un-
usual for Neuhaus. “‘People
have a chance to leave and
come back, have some change
of enviornment between lis-
tening sessions.” During the
concert, Neuhaus continually
checks and adjusts whistle
pitches. "It keeps me in
touct."

SOME LISTENERS hooked
feef in the gutters, floating on
their backs, penetrated by the
reedy tones. They ducked be-
neath the surface and curled,
fetal position, to listen silently
for a few minutes. Most lis-
teners were young, in their
early 20s. A few brought
babies clinging to inflated
plastic rings.
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To all the members of the Eternal Network in Canadada

and in the United States: Greetings. Sound. Manluck.
womanluck. Weatherluck. Today after years of practicing
and reflecting upon the subject I propose to you all the
composing and performing of telepathic music to
complement, butress, and - if need be - replace all

other marvelous loving correspondences. - Day or night,
day and night, send waves of greetings sound

manluck woman luck weatherluck to members
of the eternal network all over the world. No proof of
reaching and benefitting is necessary - knowing oneself
expecting others to be a performer of telepathic day and
night music is sufficient.

Your Robert Filliou

II '




IMAGE BANK

NEW YORK
CORRES - SPONGE DANCE
SCHOOL OF VANCOUVER

CONTENTS

Image Bank presents some of the musical concerns of the
members of the New York Corres Sponge Dance School of
Vancouver including:

1. Documentation of Dr. Brute’s Saxes from the event
Anthropomorphs in Art City featuring Mr. Peanut, Kan-
d-man, Art Rat, Mr. Blunt — photos taken by Taki Blues
Singer.

2. Dr. Brute’s Saxes attend the F. Scott Fitzgerald Salon
organized by the Fine Arts Students, University of British
Columbia — photos by Taki Blues Singer.

3. Episode # 1625 from Mondo Artie, a scenario by E. E.
Clair; incidental accompaniment to the mural for the
National Research Library, Ottawa, of the same name.

4. Images from the archives of the New Era Indo Arabian
Nipponese Calypso Space Symphony Orchestra con-
ducted by Taki Blues Singer, selected by Marcel |dea.

L

“Lines from Chuang-Tzu", the score of a new composi-
tion by Canadian composer Martin Bartlett.

6. Two post cards

(a) New Era Indo Arabian Nipponese

Calypso Space Symphony Orches-
tra 1984.

(b) From the collection of Grin.
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MONDE ARTIE
Episode # 1625

CAST: DR. BRUTE, ART RAT, TAKI BLUES SINGER, TEX

58

WRITTER, SHUZO, FLAKEY, JOHN JACK FANZINI,
SALLY PEANUT, MR. PEANUT, GERTRUDE STEIN
PLAYED BY TERESE, ERICA PLAYED THE PART
OF ZELDA, 5 EGYPTIAN DANCERS, A THIRTIES
PHOTOGRAPHER, 2 OLD PIANISTS, A SUP-
PORTING CAST OF THIRTY, INCLUDING LADY
BRUTE, MISS PEACH, GORDON KIDD, JACKIE
EVELYN ROTH.

EXT. OF CABLEVISION STUDIO — DAY

FLAKEY has just come out of the Cablevision studios
and is walking along the sidewalk. Lots of traffic on the
street and people on the sidewalk. Traffic sounds. He
walks to the parking lot and gets in the flakemobile,
starts it up and pulls out into traffic.

NARRATION

Flakey is wondering about the quality of the
Japanese food demonstrations but his thoughts
quickly return to the F. Scott Fitzgerald Salon
held the day before.

FADE OUT

FADE IN TO INT. OF CECIL GREEN PARK MANSION —
AFTERNOON

Everyone is in Thirties costumes, tea and dainty sand-
wiches are being served. They are all talking quietly. A
few people are still arriving. Sounds of Duke Ellington’s
‘Flaming Youth’ and other thirties music.

NARRATION

The guests are all awaiting the arrival of Fitzgerald.
DR. BRUTE is playing the part of jazz band leader
and Mr. PEANUT, ART RAT and TEX WRITTER are
playing the parts of jazz musicians with their
wooden, simulated saxopohnes. Flakey is playing
the part of the butler. Taki is playing the part of
Fu Sham Poo, trusted advisor to the mysterious
East. Erica is playing the part of Zelda. Terese is
playing the part of Gertrude Stein.

The BUTLER is pouring tea from an old Chinese teapot.
Fu Sham Poo is quietly taking photos from unobtrusive
places. Zelda is parading up and down. DR. BRUTE'S
band is assembling in the drawing room. The guests are
talking in small groups, some have gone out the french
doors to walk in the gardens. Sounds of snatches of
conversation, going on for awhile. DR. BRUTE’S band
strikes up it's first number. Many of the guests wander
in to listen. The BUTLER goes up to two young men
standing by the fireplace, who are dressed in blue jeans
and sweaters.

BUTLER
Where are you two from?

ONE OF THE YOUNG MEN
We're from the creative writing department.

BUTLER

OH, ha ha ha, excuse me, | thought you were the
gardeners. Would you like some tea?

YOUNG MEN
Yes, thank you.

The BUTLER pours two cups of tea for them. He then
goes into the drawing room and peeks through the door
into the conservatory where the Egyptian Dancers are
waiting. He talks to them and then walks over to DR.
BRUTE and gives him the high sign. When the number
they are playing is finished the BUTLER moves to the
centre of the room.

BUTLER
May | have your attention, Ladies and Gentlemen.
We are very pleased to present to you this after-
noon, the exotic Egyptian dance group, ‘L'EGYPTA".

The group files into the room and takes up their posi-
tions. Egyptian movie music begins and they do their
dance. The guests applaud when it is finished. Dance
troupe files out. Guests talk excitedly about the dance.

The BUTLER goes back into the Dining room and pours
more tea.

DR. BRUTE’S band strikes up another number.

NARRATION

Fitzgerald has not arrived yet. The guests are be-
ginning to think that he will not show up.

Butler serving tea.

,.
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Guests assembled for the F. Scott Fitzgerald Salon.




The BUTLER comes into the middle reception room to
make an announcement.

BUTLER
Miss Stein will read selections from her poetry.

Gertrude stands beside the grand piano and reads two
of her poems. The guests applaud when she is finished.
The salon continues. The Butler pours more tea. The
jazz band plays. Zelda has been sipping on a whiskey
flask and is beginning to act a little O.D. Some of the
other guests have also been nipping on their flasks.
Zelda is annoyed that Scott has not turned up.

Zelda talking to the butler.

A glimpse of Fu Sham Poo, trusted

advisor to the Mysterious East.

ZELDA is becoming frustrated and drunk, Scott has not
shown up and tea is almost over. She doesn’t like Ger-
trude and keeps giving her dirty looks. DR. BRUTE'S
band begins another number. ZELDA walks over to the
BUTLER. Guests begin to dance.

LT TT Zl:l.l_).-‘"\

T | want to dance.

LA 1 1]

BUTLER

With me?
ZELDA

Yes, why not, come on.
BUTLER

Oh, that wouldn’t be right. | must pour the tea.
ZELDA

| insist.

ZELDA takes him by the hand and leads him on to the I

dance floor in front of the band. They dance a peculiar
Dr. Brute’s jazz band playing. ragtime — charleston routine.



The BUTLER goes up to two old gentlemen and talks to
them briefly. The jazz band stops.

BUTLER
Ladies and Gentlemen, we are pleased to have
two eminent pianists here this afternoon — Mr.
Emmet Webster and Mr. Lloyd Grand.

Mr. Webster announces the pieces he will play — two
selections by Debussy. He plays. When he is finished,
Mr. Grand, who is quite aged and shakey, announces
the pieces he will play. He plays. Applause at the end.

Gertrude Stein lighting a candle.

Zelda dancing with the butler.

The band finishes playing and the BUTLER rushes back
to the teapot. The photographer who has been taking
photo portraits of some of the guests now makes an
announcement.

PHOTOGRAPHER

Excuse me, ladies and gentlemen, | wish to take
a group portrait of everyone outside in the garden.
Would you all mind stepping outside.

Everyone slowly strolls out through the french doors
chatting with one another. The BUTLER goes around to
tell the stragglers about the photographs. The band
goes outside.

EXT. CECIL GREEN PARK — GARDEN, BRIGHT SUN-
SHINE.
The photographer is assembling everyone on the steps
in order to fit the margins of his frame. Finally every-
thing is ready.
PHOTOGRAPHER

Hold it. Don’t move, please.
He takes a picture, and repeats the process two more
times. He then asks the band to assemble around the
pool and takes their picture several times.
FADE OUT

Photographer taking pictures of the band.
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FROM NOWHERE COMES A VOICE THAT TERRIFIES THE SIMPLE NATIVES Photograph by Raymond Stockwell

vl

Tuning in en Manila for the Negritos' first radio concert, the author produces an effect on his audience that combines pleasure, fear, and fascination, registered by clasped ears and covered faces

64

“Kitchen Concert”
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THE SUN DIAL

/an exercise/
Before the expected sunrise go with your friends to the
place of the exercise /any flat terrain such as square, park,
meadow etc./.

In the middle of the place erect a three yard pole as a cen-
tral point of the planned sun dial, sit down close to the
pole and wait for the first full hour after sunrise. Then unroll
a white stripe /about four inches wide/ along the shadow
cast by the pole, go back to the others and wait again for
the next full hour.

Repeat this procedure every full hour until sunset when the
sun dial has been accomplished and then leave the place.
A “dial” of the sun dial is not limited by circle. Stripes indi-
cating single full hours correspond to the length of the sha-
dows.

In case the weather gets permanently cloudy, put off the
exercise until the next day.

In the winter you can reconstruct a “moon dial” with the
same method. Only instead of white stripes on the dark
base, unroll black stripes on the white snow.

[Every full hour the action of the stripe-unrolling is being
filmed, during the intervals between single full hours the
sitting participants are to be filmed for one minute. The re-
sulting film, in which shots of the stripe-unrolling are cross-
cut by one minute shots of the sitting group, is called like
the exercise itself./

/Performed 2.-3. 7. 1970, Roztoky at Prague/
EUGEN BRIKCIUS
Lucemburska 30
Praha 3
Czechoslovakia










MY SYMPHONIES
nam june paik

Anton Webern wrote sinfonie but neither Cage nor Stock-
hausen wrote any ...

| wrote already 5 sinfonies.

No. 1 is Young Penis Sinfonie . . . which was published in
the Decollage No. 2 in Cologne and later re-printed
in the New Bohemian by John Gruen (Shorecrest).

is Sinfonie for 20 rooms. It was written in 1961
spring. Introduction was printed in Anthology
(edited by MaclLow and Young) (1963). The finished
score was lost in complicated transaction be-
tween Cologne-New York-Tokyo-Cologne involving
Lamonte Young-Gergoe Maciunas-Toshi*-Yoko- Aki-
yama-Paik. Present version is the english translation
of the one-before the last version, which is written
in German and somehow survived for 12 years in my
permanent exile.

is the instruction to be printed in the Decollage No.
4, which tells “Please, look for the Symphony No. 4,
which is printed somewhere in this magazine:”. but
somehow Vostell did not print it. (1963)

No. 5 was printed in the Vostell-Becker Happening book
from Rohwolt Verkag.

What about my symphony No. 32

| forgot to write . . . simple, like that — therefore recently,
| commissioned Ken Friedman to write my Symphony No. 3.

nam june paik
1973
Feb. New York

the third synfonie of nam june paik

in the winter of 1970/71, nam june paik commissioned me
to write his missing third synfonie. i did so, accordingly,
write the synfonie, which he signed, and made arrangements
for a concert-hall for the premier in late february or early
march, 1971.

equipped with many instruments which were purchased
for the occasion, a series of rehearsals took place in the
fluxus-west-house in saugus, california.

at the very end of the first full rehearsal, the famous february
earthquake broke loose.

the instruments were destroyed, portions of the house, and
i beat a hasty withdrawal.

in the ensuing pandemonium, the concert hall was neces-
sarily cancelled, being a church needed for other purposes,
and the only surviving copy of nam june’s third synfonie
is apparently somewhere in germany, missing again.

the commemoration of that rehearsal can be found at the
end of nam june paik’s biography in baker’s biographical
dictionary of music and musicians, in the most recent sup-
plement, edited by nicolas slonimsky.

it is the only tangible trace — until the original score is
found — of nam june paik’s third synfonie, which was
signed by nam june with the comment, “ken friedman is
the greatest composer since stammitz.”

ken friedman

this page is a substitute version of the third synfonie of
nam june paik for the section of international sources

“the complete synfonies of nam june paik’”

YOUNG PENIS SYMPHONY
curtain up

The audience sees only a huge piece of white paper
stretched across the whole stage mouth, from the ceiling
to the floor and from the left to the right wing. Behind
this paper, on the stage, stand ten young men readly.
after a while . . .
The first sticks his penis out through the paper
to the audience
The second sticks his penis out through the paper
to the audience
The third sticks his penis out through the paper
to the audience . ..
The fourth sticks his penis out through the paper
to the audience
The fifth sticks his penis out through the paper
to the audience
The sixth sticks his penis out through the paper
to the audience
The seventh sticks his penis out through the paper
to the audience
The eighth sticks his penis out through the paper
to the audience
The ninth sticks his penis out through the paper
to the audience

The tenth sticks his penis out through the paper
to the audience

Expected world premier about 1984 A.D.

Nam June Paik
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== . beiblatt fur einladung 'exposition of music)
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Postmusic

The Monthly Review of the University.for Avant-garde Hinduism.
edited by N. J. PAIK

FLUXUS a. publication

- an essay for the new ontology of music -

New ontology of music (PAIK)

| am tired of renewing the form of music.

- serial or aleatoric, graphic or five lines, instrumental or bellcanto, screaming or action, tape or live. .. -

| hope must renew the ontological form of music.,

In the normal concert,

the sounds move, the audience sit down.

In my sosaid action music,

the sounds, etc., move, the audience is attacked by me.

In the "Symphony for 20 rooms",

the sounds, etc., move, the audience moves also,

In my "Omnibus music No.1"(1961),

the sounds sit down, the audience visits them.

In the Music Exposition,

the sounds sit, the audience plays or attacks them.

In the "Moving theatre" in the street,

the sounds move in the street, the audience meets or encounters them "unexpectedly"” in the street,

The beauty of moving theatre lies in this "surprise a priori", because almost all of the audience is uninvited,

not knowing what it is, why it is, who is the composer, the player, organizer - or better speaking- organizer,
composer, player.

"Music for the long road" - and without audience,

"Music for the |arge place" - and without audience

are more platonic.

Alison Knowles notifying no one escaped secretly from the hotel and saying nothing unrolled 1000 meter sound tape
in a street of Copenhagen.

There was not one invited "audience", not one photographer; only the program was due to be printed,

announcing "Time indeterminate, date indeterminate, place somewhere in Copenhagen and Paris."

"The music for high tower and without audience" is more platonic, Alison Knowles "ascended" to the top of the
"Eiffel tower" and cut her beautiful long hair in the winter wind. No one noticed, no programm was printed,

no journalist was there. Sorry, Dick Higains saw it. It is just the unavoidable evil. He is her husband.

The most platonic music was xxxxx with ooocoo , which no one in the world knows about, except us two,
Precisely speaking, only this xxxxx can be called a "happening". "Happening is just one thing in this world,
one thing through which you cannot become "famous". If you make the publicity in advance, invite the critics, sell
tickets to snobs, and buy many copies of newspapers having written about it, - then it is no more a "happening".

It is just a concert, | never use therefore this holy word "happening" for my "concerts", which are equally snobbish
as those of Franz Liszt. | am just more self-conscious or less hypocritical than my anti-artist friends. | am the same
clown as Goethe and Beethoven.

The Post music "The Monthly Review of the University of Avant-garde Hinduism" comes in succession from my search
for the new ontology of music, and simultaneously is

The first "Journalisme pour la Journalisme" in the sense of "l'art pour l‘art", or

"La poste pour |a poste" in the sense of "I‘art pour |'art".

Every revolution of musical form was due to, or had something to do with the new ontological form of music.

for example in the gregorian chant the time when it was to be played was of main importance.

Imagine how matin services in the early mornings sound completely different from vesper services in the evenings,
although melody is almost same for the outsider.

This WHEN (time of day and day of year, a very interesting measure, which shall be intensely developped & exploited
in my post music "The Monthly Review of the University of Awant-garde Hinduism")disappeared in 18th century
when that music escaped from the church,

Pre-classical symphony (mood music a la MANTOVAN!) came into life to entertain the half-intellectual nobles

in their dining rooms, grew up to the Ninth Symphony to satisfy the heroism of romantic free-bourgecis and then
fell down to the Schubertlieder to be sung in a Vienna "gasse",

Bach's Goldberg Variations should be so long as to make the "lord" fall asleep.

KARAJAN's show business and

CALLAS’ idiotologh are

unthinkable without the record industry,

New American style boring music is probably a reaction and resistance against the too thrilling Hollywood movies.
Post music is as calm, as cold, as dry, as non-expressionistic as my television experiments.

You get something in a year.

When you are about to forget the last one you received you get something again.

This has a fixed form, and this is like the large ocean......
q sunny calm calm

Im  windy m  sunny

nny Sunny sunny caim

stormy calm stormy stormy
stormy calm stormy rainy calm calm calm ele. .. ..civinvavinnan
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The longest record of music (4 days in Wagner's "Ring") is not broken for 50 years, although every % A : . ¢
record is renewed every years. | will renew this record and compose a / J ¥ P / K x FL u xu“ ,"{“J s, D-‘M HA oc¢ ‘44‘/ X

music continuing for more than 99 years, because ,‘
| think physical music is the next station . after absurd music, 4 |
because physical world is the most . absurd world,

because it Is the most . et . logical world,
be- bl -cause the FLUXUS -music is
very interesting but not as interesting as the

\”'\ x
l,,-‘;‘ explain perhaps why Glenn Miller
& Peter Tschaikows- -ky, but
uv“ why  the sun is warm, and the ice is
.. ¥ Everest is high, why MM’s bosom was large, why XY makes a boy
® e a girl.
8

"baseball world series')
because | can
Is better than
cannot explain
cold, why the .
and XX makes \ 12}
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Saw a pains inte three

hang the first part 1ike

burn hhe secend part like
decide the fate of the third
pesple's ceurt with presscuter

Pluxus Chemical Ce. anneunces,
Dye ¥sur Sperma,
when yau take a pink pill,

parts,
Musselini,
Hitler

part in a
witheut atterney,

your sperma will be pink-gelered.
when yeu take a vislette pill,
Yeur sperms will be vielet-celered.

khen yeu take s P11l X

your sperma will de s iml dance
inside her wemb fer minutes,

W TETItT T BT umre Y,

Zen rains,,,,

Ll
on a rainy day, walk with a umbrella, with only bones, ﬂwtn naurmg?on
and without covering on 1it,

olose eyes
open window
open eyes

if daylights is not satisfactory, close window again,

and try another window, (Arthur Eoepie)

In the former Nazi parade stadium in Hlirunber;,

on a snowing early morning,
run alene very faat,,

screaming in Tahitien,,,,

&RU&H.ENKIXUKIJEU—SUAKQUBUR!H.RjBIRtKLTAEKD-IC&'R...DKSURAI SURAK
«ssssemeaning "nullifying null of history' /Martin Hei'ieggar}

Oere

Order three hors' d'hoevre and four dessert.,only.

try it in love.

Dear Maciunas,

&n 0ld cleaning woman 1s cleaning a plane very carefully,

You are watching it very carefully,

Play four great piano sonatss of Beethoven. Liberate & hen in the cpncert
in the concert hall , in stead of playing the last sound,

in the com

Twe men atand up.

n

and keep saying "1%,, "you",, "1",,"YOU",, for three days anﬁh:;.gimn

) b

(for Gerhmrdt R

MAM JUNE PAIK. .Da s musiqus avant ule chose .. .=,
hat das nichl Verlaine gesagi? Alec: nur noch Muslk,
nichts anderes mehs els Musik. Bsibstversiindlich hatte
disset sutelssige Symboilst und Freund Rimbauvds se
anders gemeinl Er wollls den ritisrien Batr in seins
lyrische Poslik sinbaven; dis Verse solllen _kilngen®,
das & solite o gl werden. Schilch-
tern versuchte Yeriaine, was Mallarmé wenig spiier sl
Revolution wirkiich und endgllitly durchgefOhrt hal:
nimiich dis Abschaffung der Orenzen, dis Aufhsbung
der Unierschieds rwischan Possle, Musik und Tanz.
Mallarmd srstreble aine Art T, Das gehi

und verwarl sls, Wahrscheinlich ging s Thm dabei so
wia Plerre Boulaz, der mir sagis, o ME\. winfach nichl
dis Ielt, um mi der it

lertlg zu werden. Boulaz schreckis vor Bm Zeitveriust
zurlck, die lhn des reln Technlsche sufblrdele. Paik
stilrrie alch vofl und ganx in das Technische und Hille
saln Alsller mit Generaioren und slfen nur erdenklichen
Garlten en. Dann lemis er John Cage kennen und
Dada (das jedoch sul saln ostsslstischea Gehlm anders
wirkis als suf une) und bencizie diess belden Fakien
mu esiner neusn Befrelung. Palk slelll Cage Monlaigne
und zithert letxteren lolgendermaten: _Ein

sus seinen theoretischen Bchriften, sher such sus Un
Coup de Dée” und sus dem Iragmeniarischen .La Livre*
sindeutly hervor. Den Thel .Ls Lire™ kBnnts man
Ubersetzen als .Des Buch an sich®, _Das Buch Ober-
haupt®, odet .Das lotals Buch®. In diesem Zusammen-
hang mul erwlhnl werden, dall Mallarméd wis auch
waren. Gewid, sle
konnlen, als lh huhn T-nnh.luw Skandal In Parla
spplavdisrien, aus hrer psiigebundensn Oplik heraus,
aber sla witiarisn bel dissem leulonischen Genle ehwes,
des rum . Gessmtkunstwerk® hinasirsbls, rur Aufhsbung
der vislen klsinen Bchubleden In der Kunst

Ham Juns Palk, dem Korsanser, ist s pelungen, des zu
realisleren, was Wagner sul loipalschig deutsch-gentall-
scha Welse angesirebl hal Er schufl nichl das Gesam!-
kunatwerk”, sber er durchsetris das ganze

welche diessr In sinem Zeltraum von 17 Jahren sul-
pebautl hat, verdank! Palk sshr visl. Dis Konsequenzsn,
die »r darsus, wis such sus der Mush won Cage rog

ren vdlllg unerwariel Es snistend stwas von Grund
sul Weuves. NBmilch loigends Taissche: unser Unlver-
wum, unser Daseinsort wird durch und durch xu Musll,
zu Klang. zu Laul Daru bedari e= kelner kompitzierisn
Apparsturen, obwoh! sl such mil eingebeul werden
klnnen. Denn hisr wird nichis mehr susgeschicessn,
sliminieri Dank Palk enidecken wir, dall unsers ganzs
Wealt zu Kiang werden kann oder ganz sinfsch Klang
st Er befrelt una von dev lrchisrlichen Begrenzthell
det i sber such von

Philosoph splelf mN siner Kstze: splell der P
mil siner Katze oder spiell die Katzs mit dem Philo-
sophen?® Dall such Baudelalre und Mallsrmé grobe
Katzenllsthaber waren, spisll hise kelne Rolle. Durch
das ganze 18, Jahrhunderl haben sich die groSen fran-
& Dichier Abk g der berlhmien Katxe
wermachl, und ich bin gewi8, dad ss heuts noch In Paris
Hachishren von Baudelalres Katzs gibl
Zuynbchat sinmal 10hris Palk dis Agresahilli in dis
Muslk sin, Indem er Ober das _preparsd planc™ wvon
Cage hinsus ging und Kisviers oder Gelgen vor der
gle oder zer fe. Was saoll
man nach Chopln und Llszt zu alnem Plano schon anders
uagen, als das, was Coge vor kurzem in der Barllner
KongreBhal {Musik im lechnlschen Zeltaller®) sagis,
nis thn iragte, was er von dissem in-

mil Musle. Nachdem er die ocalaslalischs und dls wuro-
plische Muslk bis in thre letzten Schlupfwinkel durch-
suchi hatls (er war soger sinmal rwal Minulen lang
Schiler von Fortner und zerschmi win Ei in sinem Gang
der Fralburger Musikhochschule), nachdem ar Zen und
die D alsc den Bchosnberg- und
Webern-Nachiad zerpfilicki halte, stieB e nolgedrun-
gen sul dis slekironlscha Musle, gab sich mit Ihr sb

Bekannitich publiziert Prof. K. Q. GOix sall langem Ober
dis Malerel und ung des alekiro-
nischan Fernssh Msin iir dus F
ist wesentlich von Ihm sngereg! worden. Dalr bedanke
Ich mich mit groﬂtm Respekl. Auch michle kch Voslslls
ides (D ) und dis B von
Knud Wiggen 1m-|n- Monkurrenz® der . Musikmaschi-
ne"), des F in But-
2ubaisen, hler sntlbre:
K. Q. Gitz sagte sinmal; lch habe viele Expariments mit
Braunachen Abhren In Morwsgen (vor 17 Jahren) ge-
machl Tolis Blider sind entsianden, Aber leider ksnn
man e wedel konlrollleren noch leallegen. FESTLE-
GENI! ... dieses Wort iral mich wis ein Biftr. Ja — dann
mull es des gesignetste Mittel saln, um sich mit dem
t2 (dem Zantral-
problem von heule In Ethik und Assthatlk, visllsicht such
in der Physlk und In dar Wirtschaft [slehs kirzlichs Po-
lemik achy Erhard und 1. Hiarin llegt das
malner Far s. Xhnlich wis
bel K. 0. Gbtz, dar schon 1958 ru dem Ergebnis gekom-
man lsl, daB ein slekironlsches Blld, welches produkily
(nichi reprodukiiv) srzeugt werden soll, gewlssermaBen
indelerminlslisch definlar werden mufl. Obwohl Gbtx
Induktty und lch mit Voslell deduktlv denke, kann man
sagen, dall slekironiaches Fernsehen nichl sine bloBe
g und A g der ch Musik
aul dem Geblet der Optik sind, sondern sl on viel-
mehr sinen Kontrast zur slekironischen Muslk (zumin-
dest in Ihrer erslen Stule) dar, dis sowohl In lhrer serl-
ellen komposhorischen Mathode, sls such in fhrer ontc-
loglachen Form (zur Wisderholung destinlerter Autzelch-
nung sul Tonband) sine fesigelegle, delerminierie Ten-
dens aufwelsl. Nseilriich hat soiche sl
schaft weder etwas mil hoher oder nledrig
sinzeiner Sticke zu twn (wenn es Oberhaup! sciche
Dinge suBerhalt der Kunstsukilon gibt), noch betrith
das dla Immer noch |unge Zukunil der slskironischen
Musik (wis wie sich wiedsr Im istzien Konzerl .Musik
dar Zall® in Kbin demonsirierie).
Ich habe nicht nur das ru bshsndeinde Malerisl von
20 Khz zu 4 Mhz erwellerl. sondern lch habe sher dis
physikalische Elgenschafl des Elskiron benutst {Indeler-
von (Talichen) und
‘Waellen :Zuﬂ:nd) Dis kininate EI:\MII dis manschiicher
Yarsland gegen' ig denken und nechwalsen kann, st
sine schdne Ohrisige 1lr den Xissslschen Dualismus In
dar Philosophia sell Piaien ... Wessn UND Erschelnung,
sssantls UND sxistentia, Baelm Elsktron |edoch...
EXISTENTIA 18T ESSENTIA
{Intersasants Parslleie mil sarireschar Spekuls-
thon Uber die menschilche Frefhall)

strument denn hislis. Dis Antworl war: .| think It ls
axiremely ussful®. Und damit war sliss gesagl
Palk stirzis sich In dls modernsn Wissenschafien. Re-
lativiemus und Indelerminismus, such dis von Cage In
dis Muslk Ihn. Auch
satzte or skch mil den von K. 0. Giiz sntwicketien Theo-
rien Ober dis kinstische Malersl und das slekironische
Der Sy von G,

Die Bawagung | lat berelts sin
Widerspruch In aslch selbel Man kann e B. schon mit
10,— DM sinen Sinusiongensrator bausn — will man
ihn sber zlemiich genau skalleren, d. h. seine Frequen-
ten |estiegen (absciul genau® gibl se In der Technlk
nicht und In dar Physlk kaum), so bannngl man mehr
als 10000, OM. Uber disss

dan Ll ] der
Muzik. Endglitig werden hier alle Strukturen &mmlll—
Wir srieben ula slier
Tonalitht, Dedekaphonie, .lthlrunlm Hu-lk Aur sinen
Schisg relmi sich alles In unes
Triumen hiiten wir uns das nich! trlumen lassen. Pyths-
g-oru hat umsonst gelebl mil seiner Einflhrung des
s oder der L kI die Musi Auch
dis orlenlalische Peniaionik zerflit hisr zu nichis
Messinsn mit salnen Wisdarbelebungeversuchen am
Modallamus oder mil ssinen krampmhafien Bemitungen,
Indische Muslh oder Vigelgerwitscher In den suropll-
schen Konzerissal zu bringen, kann Palk geganlber
ksum noch sine guls Gesiall abpeben. Schoenberg wer
und st #ln g ger Palrlarch im al
Sinne. Er baging den Freudschen VYalermord an der
TonaldL Das werden wir ihm swlg u danken wisssn.
Palk befrelt uns von der Alonalitil, und von jeglicher
Syslematie. Was of uns gibl, st dar relne Kiang; wir
hatten thn nke vorher gehSrl Mun wissen wir, dall des
Scheppern von ein pasr Konsarvenblchsen sul sinem
Asphalipfaster mehr werl lal ale dla Nsunls Symphonia
Jean-Plerre Wilhelm

lch haba getrBumi, dall ich sin Schmefieriing geworden
bin. Bin kch der wrlumasnds Schmatering, der sich ale
Mansch denki?

oder

Bin lch der irbumende Menach, der alch sla Schmalier-
ling denki?" {Cage - Chen-Chu)

hinsus haben wir heuts noch sine anders Dlmlnlloﬂ
von Indeterminiamus des Elekicon, nimilch life-sendun-
gnn von Farmsshen, Radio, Pollzstfunk, Amsleurfuni,

E . Bchwarzsender, Pro-
p.g-ndnundor. Funktaxl, SO8-Funk, Splonagelunk usw.
bls zu den Aussirahlungen von Satelilen. Das Elskiron
ist Ubersil. Durch das Vorliberiahren elnes Aulos ani-
sishl schon sins nsus Bawegung und Konalsilation

*

Es gitt — grob gesagt — rwel oder rwelsinhalp Typen
von MICHTS:

1.a) dis shsurds Geworlenhsll des menschiichen Da-
salns in di Wall (Fakilxithf),

-Warum 10len Sle mich?*

=Well S5le auf dem anderen Uler vom Flull lsben.*

{Pascal Uber justice; Geselr und Gerechiigkelil)

Jede vblkwrrechtiiche Garschtigkell {justice) und

leder Grenzetrell barufl sich sul diwse .Iragliity®.
b} Michta® als dialekiischer Momaenl des Sprungs zur
Fralhelt, zum Glsuben an Goft, zur Akllon der Ravo-
lution und oder zur und E
bellsbles Thems von Sartre - Camus ele.

I Lang =

Harmonis ques! Chaos -

Cheos quasl Harmonle —

Maine neus Arbalt {A Hung der Muslk, tronk
es Farn n) wishi der letrien Ari des NICHTS

nkher, Visllslchi kann man hlermit dis Dimenslon von

Tiele srschilefen, dis rwar smpfunden werden kann,

dis aber nur schwaer nachzuwelsen il

try It

Anlangs wird es IUr Sis (wahrechainlich) Inisressan!
in — splter wird sa langwellig —

sushalte

aa wird (wahr wisder

dann wird sa wieder langwallig -

sushatten!

o wird windar

dann wird ss wisder langwsllig —

sushalten!

Wann disss Wells (wine dll’ -.Il\-umullalnl.n Phinomans
in der L Wail}
, dann Du jensaits des

8 und L &

Das Nichis a)b) st ch . Bppas.
slonato, oft grausam. (Meine bisherigs ThRtigkeit [Action
music elc.] gehlrt sher [vielleichi] In diess Kalegorie)

2 Anders Arten des Nichts aind wsialisch, kosmolo-
glach, transhumanistiach, onlologlsch... elc

Nichis als Yollkommenhell = vorweltilch Cheos (Lao-
tse, Chen-Chu)- Transhumanistische Mysteris (.Ding an
uich™ bel Kant) —

NICHTS als p der als
Salnatrage (Heidegger) —

Janesits der Sichtwslila des Palomar-Teleskops —

von gne - Cags

Ob Ich Sie Obsrzeugen kann oder nichl —
Ob man Obsrhaupt In scichen Sachen sndere Obsrxeu-
gen darl oder nichl (es gibl ksine Grenze rwischen
Uberzeugen und Zwingen), das Ist =ine snd Frage.
Jecienialls ssge ich gerne mil Dick Higgine zum Muslk-
wrillker oder bessar gesagl, zum Musikreporier, Im
Sinne Sporireport man kann ein Plerd bl zum Fiull
bringen, sber man kann e nicht rwingen zu irinken

HAM JUNE PAIK

(Deulsch von C. CASPARI)

P. 5. AuBlerdem lernte ich von Mary Bausrmalster den

merkwirdlg, dal noch Uber die ver
Khnlichkell von Csge und Montslgne geschrishen hat)
= B
«Ein Philosoph splell mil der Katze
Splelt der Phliosoph mil der Katra?
oder
Spleli die Katxe mit dem Philosoph?*
(Monlaignae)

von Allson
Knowls .cooking party”, von J. Cage .preparsd planc®
llc slc. wlc.. .=, von Klender dis Versendung von
plegellalisn, von Klsin ", von Kopke
~shulling svent®, von Maciun Parschuis®, von Patler-
son . Tersminschallung und Ansatr xur Elekironik®, von
Vostsll die Verwendung von Stacheldrahl und won
Temas Cchmilt und Frank Trowbridge viele verschisdens
Sachen bel unserer Zusammaenarbell

beiblatt zur einladung, 'exposition of music', galerie

parnass, wuppertal,

11,03.1963




NAM JUNE PAIK

SYMPHONIE NR. 5

TARZ 15

uf einem bein

PP ATTEN SONNTAG IM OKTOBER GEGEN 16 UHR 45 NACHMITTAGS
SOSTENyTO

D ha

JAS ZWEITE JAHR

HH

gt o1 Raby's oo

fff’”?f":v’u i

scanta bile

1 cm e averpbody

40

maestose I!

colander
VMARZ
das Sieb
la passoire.




T von I

nach

issen reg
den partner wechseln

z. b

jedesmal einen finf jahre dlteren
oder

jedesmal andere rasse,

haut wird dunkler und dunkler
wenn du, wie ich, ar hast,

K.O. oder TK.O, zu g

ehe die neun runden vorbei sind,
bitte unterbrich . . . ehe . . . kommt,
{clinch)

und hore die nichste sinfonie . . und los ..

(n. b.: ref: RAINER
«sexual pleasure in marriages,

sliebe in der ehes)

YON 12 UHR o1 MINUTE 30 SEKUNDEN AM ZWEITEN JANUAR BIS 12 UHR o1
MINUTE 30 SEKUNDEN 055 MIKROSEKUNDEN AM DRITTEN JANUAR:

spiele den ganzen rag fortissimomusik (BACH! BACH! BACHI),

ohne unterbrechung, essen, schlafen oder trinken!!!

DRITTER JANUAR, 14.68 BIS 21.00" 08" Uhs:

lies sieben stunden lang Baudelaires gesammelte werke,

auf dem «priparierten WC» sitzend wie dieser genius.

herr
peter BROTZMANN
{Bundesrepublik Deutschland)

oder beginne auf dem WC
«die briider karamasows
{Dostojewskij) zu lesen,
und komm erst wieder raus,

wenn du sie aus hast!!

tage vollstindige pause!

vergiss, dass du dabei bist, die symphonie nr. 5 von N. |. PAIK aufzufithren!
{der ewigkeitskulr ist die dlteste krankheit der menschheir)

was ist die dlveste krankheit der frau?

liebet?

was ist der alteste beruf der frauf?

prostitution 777

was ist der lreste beruf der menschheit?127777

folter?7222220000 220020000007

IR

singe gregorianische gesinge in folgender reihenfolge.

7778ster tag 72ste seite des LIBER USUALIS
4g6ster tag 18ste seite des LIBER USUALIS
5QBster tag B1ste seite des LIBER USUALIS
— 38g1ster tag - 455te seite des  LIBER USUALIS
4551eT tag s4ste seite des LIBER USUALIS

10%° X gler tag goste seite des LIBER USUALIS

230

§
&= iy |
poi S
+
= e -
Ba o3
= 2 x
X 4 5
|
T .
o es Jahe te seite des LIBER USUALIS
2 2 55
1 ""'"‘—-—-_._\_‘_‘_‘_H_‘_ -
\ —s |
\:3 - L="25 _ 5___3_ x
L=y =5
£= | g5 KL

> aller 48 posinonen die angenehmste ist beim
KOITUSs,

schwierig e ist).

[srell dir vor, wi

1335TES JAHR

fithre die Gr

3p 133) von L. V. BEETHOVEN auf:
erste violine: auf der erde

zweite violine: auf dem mond

viola: auf der venus

violoncello: auf dem mars.

lass exakt am 1. juli 12.10 uhr (greenwichzeit der erde) mirtags beginnen

(vergl: Music Nr. 1)

231

202TES JAHR

£ £ € - fo
) |2 illo
1 I
U
. 4 J
= = - *Q
£ s &+ b

M JAHRE 2111 A. D. (ODER 149 N. K. (= nach kennedy)

feiern alle den 200. geburtstag von uncle john

«wer war Mr. Arnold Schonberg?»

<er-war der lehrer von John Cage Le Grand.

John Cage lernte bei Schinberg

wie L. V. BEETHOVEN bei Clementi lernte.»

{auszug aus der venus-allgemeinen 2111 A. D}

das kosmosmuseum des planeten venus kaufte drei spiano integrals

von N. J. Paik fir 3 millionen dollar

(kosten d sports von bensberg-refrath zur venus; 301 mio dollar).

ra

inen 2113 A. D.)

{auszug aus der mars-allgem

2305TES JAHR L
ERSTER SEFTEMBER!!!

frage einen chinesen

(falls 5 noch chinesen auf der wele gibt),

ob der atomkrieg

NUR 400 millionen dhinesen oder 6oo millionen dhinesen
totete.

und frage die «deutsche soldaten zeitungs,

ob Hitler

NUR 4 millionen juden oder 6 millionen juden

titete.

3

SIEBTER DEZEMBER {honoluluzeit)
ACHTER DEZEMBER (japanzeit):

LARGO

l >
I .
=
L]

3655TES JAHR

wiederhole alles, was du bisher gespielt hast,

in ein jahr

in gleicher reihenfolge und zeitproportion.

ein jahr ist verkiirzt Zu einem tag.

£in monat ist ‘ . eine stunde.

gin tag. i : 3 eine minute

eine minate s . . . eine sekunde,

eine sekunde | . . eine mikrosekunde.
eine mikrosekunde emne picosekunde.

eine picosekunde <+« .+ . eine nanosekunde.

4005TES JAHR

ENDLICH

ist Wolf Vostell berithmter als Pabla Picasso,

ist George Maciunas berithmter als . S. Bach.,

ist Christine Keeler berithmuer als ]. . VALENTINA TERESHKOWA 1!

233

4015TES JAHR

AN EINEM FREITAG DEM DREIZEHNTEN

234

zihle die wellen des rheins :|l -




|
23575TES JAHR elle est retrouvéel
i ueili;, Jéternivé b
e s e e : i
f - 13TER MON 5 25.5 UHR: cest la mer 5
{-:'-._‘) allée avec le soleil. L
schreibe ururenke (A. Rimbaud) )
I. o
t Lt )
..... 12 TES JAHR 3
= £
- = ;
B o : an einem schénen sonntagmorgen e
ek b ; o
hore einen mozart im bett . . »
sich am ge en turm hinauf : 4 2
und betrachte dic weissen wolken, }
i i + tie an thm voribe
e dich drei tage lang nicht. > i ihm voribersz Mis sz el ' i k
SCHLAFE 30 JAHRE LANG 111
P 1 AFE 30 JAHRE LANG ! " 4
]
e : g [
P oandoad Sotenate S JAHR i _

; : : - : f
A1 ie — i tenten penis in die hand . : L
- iqr 4 &
wy 1 - Klaviertastatur . . 3, T
) % 1
? LT in einem offentlichen konzert)

? il'e ]
/ r : erste der C k )
s t 1 } : )
b - o i - v howe a sacto |
(e ma et ;!'-;
1 Rionl)
) 4
{aus meinen frithen liedern, komponiert 1948, seoul) : il
sieh, wie ein winziger kiesel % '}.
444stes jahr, gter april, 4 uhr, 4 minuten, 44 sekunden, 444444 mikrosekunden: amwidhst I
zu einem gebirgsFELSEN )
tu efwas sehr ruhiges. fuar ein '53._‘ X
£ -
Fir ein le weiter.,.... ’ ik
5535stes jahr, ster mai, 5 minuten, 55 sekunden, 555555 mikrosekunden: b 1 y
in "
tu etwas sehr ruhiges. ok s / |
und s m schiinen bogen :
666 i ¢ uh 66 sekunden, 666666 mik Yaiid in eir n Konzert + o = \"E
OOstes jahr, oter jum, 6 unr, 6 minuten, o6 seXunden, HOHOL0 MIKIOSEKUNAeEn: _ b v Ay T ¥ o
. auf dem cello s AR = < + Co m L] w - e 5
tu etwas sehr ruhiges. eine attrakrive musik Ll o i Ty
= ugsweise Saint Saéns’ schwanentod). t .
- 237 239 0 '-—1_.
N
{1
¢
T~
L [
{6065 TES JAHR, WINTER . :
: JAHEGNINTER STES JAHR “‘é‘?lﬁ"
SANECE &
INT {RISTALLNACHT (9. NOVEM )
UND/ODER DER SPIEGELNACH
4 " i
~1 o
i
B
e,
etc., N}
LARGO ; l :
= b
g )
D
99997999STES JAHR
" zihle die wellen des rheins ol e "—J
s
¢ . g
- (falls es den rhein noch gibt,) . e
107 x 10" x 30" TES JAHR |
*
rerreel i 5
Szl
-
e
1000 x 10% x 1192 TES JAHR N &
i}
N |
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“One Week Event at Demarco Gallery”
Edinburgh International Festival
20th - 26th August, 1972.
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4 2 3

MONDAY

Plan of action
—Chronicle of One Week at Demarco Gallery/Exhibition of
Polish Artists/

—Recording of the place and time — photographic registra-
tion and remarks/notices/ made by some people visiting
the Gallery

—Every day, from Sunday 20.8 to Saturday 26.8 at Demarco
Gallery — at the place of exhibition of my works — one
poster in the form of a Calendar — sheet will be shown.

—Every day different hour will be marked on the calendar
— sheet.

—The first poster: Sunday 20.8.72, 2 p.m. — the day open-
ing the Exhibition.

Attention: Exhibition opening time /10 a.m. to 9 p.m./
was divided into 6 equal time-sections, duration of each
is 1 hour 50 min. So every day the following poster
appears 1 hour 50 min. later. /Monday 10 a.m., Tuesday
11.50 a.m., Wednesday 1.40 p.m., Thursday 3.30 p.m.,
Friday 5.20 p.m., Saturday 7.10 p.m./

—Besides the defining of the date and time on the calendar-
poster there is marked out a place for writing some
notices by everybody. The notices may be of any kind
but they should concern the definite day.

Every day at the time assigned by the poster 4 photo-
graphs will be taken at the Gallery:

1/situation — the operation of writing the hour on
the poster
2/situation — the operation of writing some notices
by somebody
3/4/situations — two arbitrary snapshots taken by
the photographer by his own
choice in the Gallery.

This work is with reference to the Event called “One
Week — Osieki '70” made at the Open Air Symposium at
Osieki on the Baltic Coast. This took place two years
ago during the same week: 20.8.70 — 26.8.72.

It is a kind of Time — Continuum binding together those
two event in time,

1972

AUGUST

20

SUNDAY
gk

giM et MAD
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The characteristic interpretations on death in dififerent kinds of religion in cemeteries at Budapest.

1933 — 1940
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Jock Reynolds

I wish | could spend more time in Tuolumne Meadows
There are times | don’t want to hear any man-made sounds,
no music on the radio. Forget the quality, be it good or bad
vatever. I'm talking about getting

music, street noise, or w
the hell out to the mountains where | can hear and enjoy
sounds that carry no pretense, sounds that are ongoing and
have no regard for me and my presence.

There is just so much plain noise nowadays, confusing pre-
tentious noise, be it goading salestalk, bad music, inhuman
machines, idle gossip, or just plain ignorant babble, that the
ideas of personal sanctuary is of critical importance.

If we lose the ability to seek out solitude in nature, to be
alone to hear a cloud of mosquitos buzz, a creek begin, a
rockfall run its course downhill, a tree fall in the forest, then
we will have lost our ability to sense the ultimate humility of
our existence, a sense from which any true and meaningful
creative expression arises. If we do not take the time to heat
in this way, then the sounds we produce will be sheer ego-
tistical shouts into our own echo chambers. To learn to
listen this way, is at best a difficult task, for the whole thrust
of our society, and the values it so often rewards, oppose
such learning. We are constantly being urged to use to full
advantage, to improve, to progress, to diversify, without
pause.

We must pause and listen, listen to the mosquitos buzzing
without first thinking of how to kill them, listen to the creek
begin without first thinking of damming it, listen to a rock-
fall run its course without first thinking of a quarry site, listen
to a tree fall in the forest without first thinking of building
more tract houses.

This is not too much to ask.
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ACTIVITY

Allan Kaprow

BAGGAGE

driving to the airport
with suitcases of package sand

(tagged with owner’s name)

loading them
on airport underground train
waiting
until train returns
removing suitcases

stacking them together

taking them at random
driving to the shore

there emptying the sand

refilling suitcases with beach sand
driving them to city United Parcel Service

for delivery to owners

T S T B T T O W

B B

=

Ml
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Notes:

Baggage would have been called a Happening some years
ago but too many misleading associations have gathered
around that word, and so I've adopted Michael Kirby's term
“Activity”. It has the neutral sense of doing something that
| prefer.

The Activity was commissioned by Rice University in Hous-
ton, Texas and took place (April 21 and 22, 1972), in suc-
cessive phases on the campus, at the Houston International
Airport, at the Galveston beach, and at Houston’s United
Parcel Service depot. Taking into account delivery time by
this service, the Activity extended a few more days. Includ-
ing myself, about 30 persons participated. Prior to the
event, there was a customary briefing to discuss the practi-
calities of executing the program (printed on Pg. XX) and
some of its larger implications.

| suggested that in one important sense it was a recreational
activity; it could be enjoyed as a trip, an outing. It mimicked
or re-created the motions and emotions of the traveler-tour-
ist-vacationer. As it finally turned out, the activity included
car caravans, an amusing entanglement with the airport
police, a cook-out at night on a windy beach, and a long
diplomatic session with a reluctant official at the United

Parcel Service offices where everyone had to repack their
bags (see the photos). Given this direct experience, the less
obvious references of the piece could act as peripheral
vision: they were there but not in focus. Altogether, they
functioned as its formal structure.

Among them, Baggage could be viewed as a transportation
event by foot, car, train, and truck (with the proximity of
airplanes and boats).

From another angle, it was a recycle event (and joyous to
seasonal or life cycles), in which sand was packaged, sent
out into the world, and returned.

Baggage was also about the self: ““baggage” (one’s “bag”)
is often understood as a personal burden, uncomfortable
memories, indelible early beliefs, responsibilities one would
like to be rid of, etc. Hence, in this Activity one got rid of
his or her baggage by random distribution among friends
and acquaintances. But, according to the saying, the chick-
ens (i.e. the bags) come home to roost anyway; changed, of
course, because they contain different sand than when they
were sent off, but substantially as heavy.

The word “sand” has overtones that apply here, associated
with dreams and aspirations built, like castles, “on shifting
sand.” The beach is made up of sand particles that cons-
tantly wash up and are sucked back down into the sea; in
fact, as well as in effect, the ““sands of time”” — the sea’s
baggage. It was clear from the texture and color of the sand
from the campus that it was different from that of the beach.
Where did it come from? Would the beach sand replacing
it in the suitcase find its way back to its point of departure
on the campus, to the original sand pit, or would it be dis-
persed elsewhere? If the latter, wouldn’t that be like the
eventuality of the campus sand on the beach, spread about
by wind and water?

In various ways it was a trip away and back, repeated again
and again. By a similar path, the airport train took the bags
away and came back with them full circle, as did the auto-
mobile with their human cargoes and misaligned suitcases.
Finally, it seemed appropriate that the United Parcel Service
should be involved in helping to bring a bit of the self
home after its travels. The monogram, UPS when pro-
nounced out loud (oops!) might be a moment of light truth
when all that weight comes back to the front door in the
arms of a bonded delivery man.

Photo Credit/Bob Covington
Jim Caldwell
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BETWEEN 1967 - 1969 I HAVE WRITTEN A LOT 'OF SUCH NOTATIONS
FOR MY OWN MUSICAL THOUGHTS AND DOINGS -~ SINCE 71969 I'M
PLAYING THIS WITH OWN/SELF-BUILT INSTRUMENTS AND TABLAS

AND OTHER INSTRUMENTS - 1970 the south-west-redio have broad-
cast 7 minutes of this music - now let's hear more
ALBRECHT D. Jjanuary 1973 STUTTGART / GERMANY
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Vostell's T.O.T.

Newhall, California is a wiggly wagging
tongue of the Mohave Desert sticking into the
huge suburban slum called Los Angeles. My
ambition drafted me and stationed me there.
teaching ata madcap mausoleum sponsored
by the Disneys, the California Institute of the
Arts. In desperation | wrote to Vostell from
Newhall, asking him — the most urban and
engage of artists—to do a piece using nature,
and specifically offering him the use of one
of the rather handsome live oaks on my land
So the T.0.T. began to come about, in the
winter of 1970, a Technological Oak Tree

Of course my relationship with Vostell
goes back a lot farther than 1970. Nearly ten
years ago we were active together in the
founding of the Fluxus movement, and after
that in the Yam Festival, various happenings,
etc. We collaborated together on a turn-on
book forarchitecture, Fantastic Architecture,
a collection of fantastic ideas about space
and building and physical environment by
artists of all kinds, which was done in Ger-
many by Droste Verlag, and in the USA by
Something Else Press, with which I work, and
which also published Vostell's De-coll/age
Happenings, a collection of Vostell's sce-
narios up through 1966. Over the years we'd
laughed together about how artificial most
technological art seemed, as if its sole rea-
son for being were to use as many grants and
expensive equipment as possible. We were
more impressed by the artists' fund-raising
abilty than by any of the individual works.

by Dick Higgins

They seemed thin

So Vostell dreamed, when | wrote him,
and planned, and came up with the concept
of a monitoring tree. But when we came to
estimate its cost, we were staggered. And
In any case, just after that, | became a refu-
gee from Charles Manson-ville

| ran as far as possible, to Vermont —
gentle, quiet but lacking oaks for the most
part. In the meantime Vostell was still dream-
ing of the T.O.T.,and working over the project
with Peter Saage, a brilliant engineer who
has worked with Vostell frequently in recent
years, the project became feasible again
Vostell wrote me an exhilerated letter, | said
marvelous, and so in the early spring of 1972
Vostell and Saage came to Vermont and the
work began—in a maple tree, for which Ver-
mont is famous because of the syrup made
from the sap of the tree.

The meaning is different here from in
Newhall. There it was an imposition, techno-
logically, of nature onto the hideousand nerv-
ous plastic that defines the local life style.
Here it is a monitoring tool, an information
poem, controlling nothing but proposing a
great deal. One takes note of it among other
natural phenomena. And the particular
maple, in front of my farmhouse, can provide
data to be sent all over the world, not only
for Vostell's own particular work, but for
other artists' conceptions as well

Barton, Vermont
June 14th, 1972

T.O.T. (Technological Oak Tree)

An environment: consciousness — art

Inauguration: August 19, 1972, 12:00 A.M. to
11:59 P.M.
Place: Old Cisco Farm, West Glover,
Vermont (U.S.A.)
Project and Designing Engineer:
Peter Saage, Ph.D
Sponsor: Something Else Gallery,
P.O. Box 26, W. Glover, Vt. 05875
Telephone: 802/525-6211

The Idea and Function of the T.O.T.

“T.0.T. is the abbreviation for the ‘Tech-
nological Oak Tree' because | started my
project with an oak tree in the Los Angeles
area in 1969. It is now a 20 meter high maple
tree in Vermont, on which various physical
elements (natural events) 1. are measured,
2. are transported to the house, and 3. are
indicated on an idea console, where each
measuring instrument is related to an idea
file. The user or observer finds for 310 meas-
ured readings 310 corresponding ideas: he
is free to perform each one after another
Human behavior is triggered by the physical
behavior of nature.” Wolf Vostell

T.0.T. Idea Console

a) The evaluation of the physical elements
happens by the translation of physical con-
ditions into direct current readings:

. 21 wind velocities (21 ideas)

. 90 temperatures (90 ideas)

.5 sound groups (5 ideas)

. 41 barometric pressure readings
(41 ideas)

. 11 humidity readings (11 ideas)

. 41 light changes (41 ideas)

. 100 time readings (100 ideas)

. Indications of tappable sap in tree
(1 idea)
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b) The electronic sensor readings in the tree
are transmitted by cable to the console.
These values are shown on meters.

¢) The T.O.T. console measures approxi-
mately 120 x 100 x 160 cm. Under the instru
ment panel, which holds the meters, is the
Idea file with 310 cards. To its left and right
are Identical card files, the one filled with
water and the other with earth, to which
the tree relates. Interactions between the
310 ideas are possible, so there are 11,520 -
000,000 (eleven trillion, five hundred twenty
billion) potential combinations. The 310
ideas are divided into thought events, visual
events, touch events, driving events, smell
events, telephone events, noticing events
gift events. destruction events and construc-
tion events

Examples

1. Destruction event (temperature +25° F)
Destroy the biggest piece of glassin t

house. Have the glazier come and measure

the pieces. Set a price and date. Have the

glass reinstalled

2. Touch event (temperature +26° F)

Hold your hands 10 cm above the run
ning water of a stream for one hour: after
wards, go back to the house as slowly as
possible.

3. Noticing event (temperature +27° F)

On the idea cards is a photo of a familiar
landscape

Try to photograph the picture in the
same landscape.

Expose the film so that no image will
register.

Attach the developed blank film to the
idea card.

4. Travel event (temperature +428° F)

Climb into your car. Buy forty loaves of
bread. Drive forty miles to the south. Give
away the forty loaves after those forty miles.
Go back home again
5. Construction event (temperature 429°F,
time 1:00 P.M.)

Wrap barbed wire around the T.O.T.
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The Something Else Gallery invites you to
attend

Theinaugurationof Wolf Vostell's T.O.T.,
to begin at midnight on the night of Au-
gust 20/21st, 1972, and to end at mid-
night twenty four hours later. The T.O.T.
is in Barton, Vermont, almost at West
Glover (see map).

Mords b Cansde

wark
Glover
.

Please make your own reservations for ac-
commodations:

Motels: Aime's Motel (St. Johnsbury),
Bayview Motel (Newport), Bear Creek Farms
Lodge (Westfield), Border Motel (Derby),
Crystal Lake Lodge (Barton), Darion Inn(Lyn-
donville), Holiday Motel (St. Johnsbury),
Inglencok Lodge (North Troy), Jay Peak
Lodging Association (Jay Peak), Kelley's
(Derby Line), Lynburke Motel (Lyndonville),
Lyndon Motel (Lyndon), Maple Center Motel
(Saint Johnsbury), Pepin's Motel (Newport),
Redwood Motel Inn (Lyndon), Riverside Mo-
tor Court (Saint Johnsbury), Sonnenhof Inn
(Jay), Starr's Village Motel (North Troy), Top
o’ the Hill Inn (Newport), Village Motel (Hard-
wick), Yankee Traveler Motel (Saint Johns-
bury).

Hotels: Hotel Newport (Newport), Hotel
Reba (North Troy), New Avenue Hotel (Saint
Johnsbury), Valley House Hotel (Orleans).

For further information, call 802 / 525-
6211.
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Found out by chance

tochis, tuchis, t.o.t. (abbreviation): Yiddish
The "CH" is a gutteral, as in the com-
poser "Bach." You can say it to rhyme with

“duck hiss' or with “caucus." It means "'be-

threa

or sh

neath' or “under."” For instance, a "potch
in tochis'' is a swat down yonder, and a good

t for children.

“"Tochis afn tish' doesn't mean "fanny
on the table,"” its literal meaning. It means,
more,

“put your cards on the table, put up
ut up." A bit rude.

So one says, ''Now let's talk seriously.
T.0.T. please.”
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LUESSEL ZUR T.0.T. IDEENKARTEI

AESS-ANZEIGER
Z.B. WIND

O - IDER

T.O.T./FUELLEN/NR. 191
WIND O

LLE EINEN TAG DEIN AUTO MIT KAR

T.O.T./FOTOGRAFIEREN/NR. 103
WIND 5

FOTOGRAFIERE EDE

E JE MINUTE 3 STUNI
FOTO VOM HIMMEL. |EDESM

ISELBEN RICHTUNG

D

T.O.T./JARBEITEN/NR. 124
WIND 10
FAHR ZUM
KAUFE EINE
NACH HAUSE Ht
KARTE U.S:W.

BRI
WIEDER

STUNDEN LANG

T.O.T./ARBEITEN/NR. 126
WIND 15

FAHR ZUR NAECHSTEN
JEN TANK F LLE!
DAS DAS BENZIN Z
EIN TAXI, FAHRE ZUR
ZURUECK UND HOLE
DU VORHE

TANKS

KSTELLE

ZIN WIE

T.O.T./LAUFEN/NR. 283
WIND 20
UMLAUFE 3 MAL DEN NAECHSTEN SEf
T.O.T./TELEFONIEREN/NR, 94

WIND

FAHR £

M NEW AVENUE HOTEL IN ST.

JOHNSBURY UND TELEFONIERE MIT DEM
REBA HOTEL IN NORTH TROY
T.O.T./ARBEITEN/NR. 127
WIND 30

i NAECHSTEN T LASSE

FAHR
2 DEN TANK FUELLE
I BENZIN ZU ENDE I57
TAXlI UND HOLE SOVIEL
VORHER GETANKT HAST

JLANGE

M
ZENZIN A

Dl

T.O.T./ARBEITEN/NR 128
WIND 35

FUELLE DEN TANK DEINES WAGENS 3%
VOLL. FAHRE SOLANGE BIS DAS BENZIN
ZU ENDE IS8T KEHRE MIT EINEM TAXI
ZUR SELBEN TANKSTELLE ZURUECK UND
HOLE S50OVIEL BENZIN WIE DU VORHER
GETANKT HAST

T.O.T./FOTOGRAFIEREN/NR. 111

WIND 40

FOTOGRAFIERE DIE AUGEN EINES KINDES
JEDE 5 MINUTEN WAEHREND EINS TAGES
LASSE ALLE FILME ENTWICKELN HOLE SIE
ABER NICHT AB

10

11

18

19

T.O.T./TELEFONIEREN /NR. 93
WIND 45

T.O.T.JARBEITEN/NR. 129
WIND 50

TLOT.JAUTOFAHREN/NR. 310

WIND 55

E( EINEN kKO {INTER
DER Dt OFFE AL -

T.O.T./ARBEITEN/NR. 130
WIND 60

TOLTJARBEITEN/NR. 137

WIND 65

WASCH DEINEN Tl
DEN LANG OHNE CHUNG

T.OLT./BETONIEREN/NR. 27
WIND 70

1SCH EIN
T.O.T./SPRECHEN/NR. 251
WIND 75

T.O.T./SPRECHEN/NR. 252
WIND 80

T.0.T./SPRECHEN/NR. 253
WIND 85

SPREC FUER
T.O.T./BEOBACHTEN/NR. 50
WIND 90

Bl \CHTE

T.O.T./JAUTOFAHREN/NR. 309
WIND 95

KOFFER

T.O.T./AUTOFAHREN/NR. 286
WIND 100

[{

TEMP 5

T.O.T./LAUFEN/NR. 283
TEMP 15

DEN

SCHATTEN EINES 150 X

T.O.T./POLSTERN/NR. 188
TEMP 20

ADRATMETE

STEM LEDER

28

i0

3t

LO.TJKAUFEN/NR. b8
+TEMP 25

T.0.T./KAUFEN/NR. 67
TEMP 30

T.O.T./SPRECHEN/NR. 261

TEMP 35
HE L ! IEDER
T.O.T./FUELLEN/NR. 196
TEMP 40
ELLE I o MIT T8 RN (Wi

T.O.T./BETONIEREN/NR. 158
TEMP 45

T.O.T./ARBEITEN/NR. 121
TEMP 50

FAHRE

1.0.T.
TEMP 5
FAHR

T.O.T./LAUFEN/NR. 282
TEMP &0

T.O.T.JAUTOFAHREN/NR. 308
TEMP 65

T.O.T./KAUFEN/NR. 66

TEMP 80

FAHR ZU DARION IN LYNDON\
TELEFONIER ZUR CRYSTAL LAKE
BARTON

T.O.T./KAUFEN/NR. 66
TEMP 85

FAHR ¢

WEST GLOVE

L.O.T./FOTOGRAFIEREN/NR. 108
TEMPO %0

FOTOGRAFIERE

END 24

a7

53

T.O.T./DENKEN/NR. 173
TEMP 95

T.O.T./SEHEN/NR. 22
TEMP 100

T.O.T./SEHEN/NR. 2121
TEMP 0

BETONIEREN/NR. 151
90/SOUND 55

T.O.T./SEHEN/NR. 222
TEMP — 10

SEHEN/NR. 223
15

T.O.T./AUTOFAHR EN/NR. 293
TEMP — 20

T.O.T./SEHEN/NR. 224
TEMP 25

T.O.T./POLSTERN/NR. 181
TEMP — 30
POLSTERE 7 QI

T.O.T./SEHEN/NR. 226
TEMP 45

74

T.O.T./SEHEN/NR. 225
TEMP — 35

T.O.T./LAUFEN/NR. 281
TEMP +50/TIME 12 PM

i

548

B0

bb

b

b9

+55/SOUND 100
EINEN BAL
T.O.T./LAUFEN/NR. 279
TEMP +60/SOUND &0
FE 20 METER. LEGI
LIFE R LIS

TEMP +65/SOUND 105

TEMP

1.0.7
TEMP

T.0.7
TEMP

1.0.T.
TEMP

1.0.T.
TEMP

1.0.T.
TEMP
FAHR

1.0.7
TEMP

T.0.T
TEMP

REICHEN/NR. 205

55.TIME 15-16 PM

RIECHEN/NR, 207
+60/TIME 13-15FPM

LAUFEN/NR. 280
+5/SOUND 85

AUTOFAHREN/NR

+1/SOUND B0

TELEFONIEREN/NR
+15/SOUND 60

BETONIEREN/NR.
+20/SOUND 50

SEHEN/NR. 227
+25/SOUND 95

107

a0

153

T.O.T/FOTOGRAFIEREN/NR. 110

1.0.7
TEMP
EHE
NES

1.0.T.
TEMP

T.0.T.
TEMP
EFFNE

T.0.T.

+30/SOUND 5

AFIERE DI

SEHEN/NR. 228
+30/SOUND 45

K

BETONIEREN/NR.

'AUTOFAHREN/NR.

+45/SOUND 35

SEHEN/NR. 229

TEMP +50/SOUND 95

1.0.T.
TEMP

/POISTERN/NR. 183

+F40/5SOUND 50

159

288

DICH
W

T.O.TJTELEFONIER/NR. 90

LO.T./SEHEN/NR. 216

TEMP
R

+70/SOUND 45

CA 60 M EP




76

80

81

82

83

a4

86

T.0.T./POLSTERN/NR. 186

TEMP +75/SOUND 50

POLSTERE 1 QUADRATMETER IN EINEM
WALDWEG MIT BESTEM LEDER

T.O.T./SEHEN/NR. 217
TEMP +80/SOUND 5
FAHRE 5 MEILEN CA UND SCHAUE 1
STUNDE IN DAS AUGE EINES VOGELS ....

T.O.T./RIECHEN/NR. 208

TEMP +85/SOUND 55

HALTE DEINE NASE 30 MINUTEN UEBER
DAS GUMMI VON AUTOREIFEN MNACH
DEM REGEN

T.O.T./AUTOFAHREN/NR. 306

TEMP +95/SOUND 5

LEGE EINEN KOFFER 250 MAL HINTEREIN-
ANDER IN DEN KOFFERRAUM DEINES
WAGENS

T.O.T./BETONIEREN/NR. 30
TEMP +100/SOUND 0
BETOMIERE 1 FISCH EIN

T.O.T./LAUFEN/NR. 278

TEMP —5/SOUND 50

LAUFE 20 METER BLEIBE 5 MIMUTEN STE-
HEN LAUFE WIEDER 20 METER U.S.W. 1
STUNDE

T.0.T./SEHEN/NR. 218

TEMP —10/SOUND 50

FAHRE CA 90 MEILEN UND SCHAUE IN
DAS AUGE VON SCHULKINDERN

T.0.T./DENKEN/NR. 174

TEMP —15/SOUND 50

DENKE AN DEN FUSS EINES VIETNAMESEN
20 MINUTEN

T.O.T./SEHEN/NR 219

TEMP —20/SOUND 50

SEHE 3 STUNDEN DIE DISTANZ ZWISCHEN
EINEM AUTO UND EINEM BAUM

T.O.T./TELEFONIEREN/NR 91

TEMP —25/SOUND 50

FAHR ZUM YANKEE TRAVELER MOTEL IN
ST. JOHNSBURY UND TELEFONIERE MIT
DEM HOTEL NEWPORT

T.O.T./DENKEN/NR 175

TEMP —30/SOUND 45-60

DENKE AN DAS GEHIRN EINES FREUNDES
7 MINUTEN LANG

T.0.T./DENKEN/NR. 176

TEMP — 30/SOUND 45-60

DENKE AN DAS AUGE EINES FREUNDES
24 MINUTEN LANG

T.O.T./DENKEN/NR. 177

TEMP —35/SOUND 20-30

DENKE AN DIE HAND EINES FREUNDES 9
MINUTEN LANG

T.O.T./AUTOFAHREN/NR. 287

TEMP —40/SOUND 20-30

OEFNE UND SCHLAGE 60 MAL HINTEREIN-
ANDER DIE LINKE TUER DEINES WAGENS
Zu

T.O.T./TELEFONIEREN/NR. 78

TEMP —45/SOUND 10

FAHR ZUR INGLENOAK LODGE IN NORTH
TROY UND TELEFOMIERE MIT DEM HOLI-
DAY MOTEL IN ST. JOHNSBURY

T.O.T/DENKEN/NR. 178

TEMP —50/SOUND 10

DENKE AN DEN RUECKEN EINES FREUN-
DES 7 MINUTEN LANG

T.0.T./AUTOFRHREN/NR. 305

TEMP — 55/SOUND 0

LEGE EINEN KOFFER 200 MAL HINTERIN-
ANDER IN DEN KOFFERRAUM DEINES WA-
GENS

110
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89

90

91

92

93

94

96

97

98

99

100

101

102

T.O.T./DENKEN/NR. 179

TEMP — 60/SOUND 60

DENKE AN DEN FUSS EINES FREUNDES 11
MINUTEN LANG

T.O.T./LAUFEN/NR. 277
TEMP — 65/SOUND 30
LAUFE BIS ZU DEINER ERSCHOEPFUNG

T.O.T./DENKEN/NR. 180

TEMP — 70/SOUND — 5

DENKE AN DEN ARM EINES FREUNDES
AUSSCHLIESSLICH 17 MINUTEN LANG

T.O.T./KAUFEN/NR. 51

TEMP 0/LIGHT 5

FAHR IN EINEN ORT 5 MEILEN VON WEST
GLOVER UND KAUFE 50 GRAMM FETT

T.0.T./SCHENKEN/NR. 132

TEMP +5/LIGHT 10

FAHRE 3 MEILEN UND SCHENKE JEMAN-
DEM 3 BROTE

T.O.T./FUELLEN/NR. 192

TEMP +10/LIGHT 15

FUELLE EINEN TAG DEIN AUTO MIT STEI-
NEN

T.O.T./TELEFONIEREN/NR. 89

TEMP +20/LIGHT 20

FAHR ZUM TOP O’ THE HILL INN IN NEW-
PORT UND TELEFONIERE MIT DEM VILL-
AGE MOTEL IN HARDWICK

T.O.T./FUELLEN/NR. 193

TEMP +25/LIGHT +25

FUELLE EINEN TAG DEIN AUTO MIT KNO-
CHEN

T.0.T./FOTOGRAFIEREN/NR. 113

TEMP +30/LIGHT +35

FOTOGRAFIERE JEDEN TAG WAEHREND
EINES JAHRES DIE WINDSCHUTZSCHEIBE
DEINES WAGENS. FERTIGE EINE DOKU-
MENTATION AN, IM MNAECHSTEN JAHR
SCHAUE DIR JEDEN TAG EIN FOTO AN

T.O.T/FUELLEN/NR. 194

TEMP +35/LIGHT 40

FUELLE EINEN TAG DEIN AUTO MIT ALLEN
SCHUHEN DIE DU FINDEST

T.O.T./STEHEN/NR. 239

TEMP +40/LIGHT 45

STEHE ALLEINE 10 STUNDEN AN EINER
WAND

T.O.T./FUELLEN/NR. 195

TEMP +45/LIGHT 60

FUELLE DEIN AUTO EINEN TAG MIT ALLEN
KLEIDERN UND MAENTELN DIE DU HAST

T.0.T./POLSTERN/NR. 184

TEMP +50/LIGHT 70

POLSTERE EINEN TELEFONMAST MIT BES-
TEM LEDER

T.0.T./FOTOGRAFIEREN/NR. 109

TEMP +55/LIGHT 80

FOTOGRAFIERE EINEN MENSCHEN WAEHR-
END 24 STUNDEN, WENN IMMER ER DAS
WORT JA IN DER UNTERHALTUNG SAGT
MACHE EINE DOKUMENTATION FUER
O

T.0.T./FOTOGRAFIEREN/NR, 104

TEMP +60/LIGHT 85

FOTOGRAFIERE WAEHREND 3 STUNDEN
JEDE MINUTE 1 BILD VOM MUNDE DER-
SELBEN PERSON.LASSE DEN FILM ENTWIC-
KELN. HOLE IHN ABER NIE AB

T.O.T./KAUFEN/NR. 58

TEMP +65/LIGHT 90

FAHRE IN EINEN ORT CA 10 MEILEN VON
WEST GLOVER UND KAUFE 100 GRAMM
MEHL

103

104

105

106

107

108

109

110

m

112

113

114

115

116

T.O.T./TELEFONIEREN/NR. 85

TEMP +70/LIGHT 120

FAHR ZUM REDWOOD MOTEL INN IN
LYNDON UND TELEFONIERE MIT DEM
RIVERSIDE MOTOR COURT IN ST. JOHNS-
BURY

T.0.T.JAUTOFAHREN/NR, 304

TEMP +75/LIGHT 150

LEGE EINEN KOFFER 100 MAL HINTEREIN-
ANDER IN DEN KOFFERRAUM DEINES
WAGENS

T.O.T./KAUFEN/NR. 57

TEMP +80/LIGHT 160

FAHRE IN EINEN ORT CA 40 MEILEN VON
WEST GLOVER UND KAUFE 250 GRAMM
FLEISCH

T.0.T./KAUFEN/NR. 56

TEMP +85/LIGHT 180

FAHRE IN EINEN ORT CA 30 MEILEN VON
WEST GLOVER UND KAUFE 200 GRAMM
FLEISCH

T.O.T./KAUFEN/NR. 55

TEMP +90/LIGHT 180

FAHRE IN EINEN ORT CA 25 MEILEN VON
WEST GLOVER UND KAUFE 150 GRAMM
FLEISCH

T.O.T./RIESHEN/NR. 210

TEMP +90/LIGHT 200

HALTE DEINE NASE 30 MINUTEN GANZ
DICHT UEBER NASSES BROT

T.O.T./KAUFEN/NR. 54

TEMP +95/LIGHT 180

FAHRE IN EINEN ORT CA 20 MEILEN VON
WEST GLOVER UND KAUFE 100 GRAMM
FLEISCH

T.0.T./KAUFEN/NR. 53

TEMP +100/LIGHT 200

FAHRE IN EINEN ORT 15 MEILEN VON
WEST GLOVER UND KAUFE 150 GRAMM
FETT

T.0.T./KAUFEN/NR. 52

TEM  +100/LIGHT 180

FAHRE IN EINEN ORT 10 MEILEN VON
WEST GLOVER UND KAUFE 100 GRAMM
FETT

GERAEUSCH

T.O.T./STEHEN/NR. 240

SOUND 1-25

STEHE ALLEINE 8 STUNDEN AN EINER
WAND

T.O.T/STEHEN/NR. 241

SOUND 25-50

STEHE ALLEINE 5 STUNDEN AN
WAND

EINER

T.O.T./STEHEN/NR. 242

SOUND 50-75

STEHE ALLEINE 5 STUNDEN AN
WAND

EINER

T.O0.T./AUTOFAHREN/NR. 303

SOUND 75-100

LEGE EINEN KOFFER 50 MAL IN DEN KOF-
FERRAUM DEINES WAGENS

T.O.T./STEHEN/NR. 243

SOUND 100-125

STEHE ALLEINE 3 STUNDEN AN EINER
WAND ODER MAUER

118

119

120

121

122

123

124

126

127

128

129

131

133

BAROMETER
T.0.T./STEHEN/NR. 244
BARO +5
STEHE MIT JEMANDEM 12 STUNDEN AN
EINER WAND

T.O.T./STEHEN/NR. 245

BARO +10

STEHE MIT |JEMANDEM 15 STUNDEN AN
EINER WAND

T.O.T./SEHEN/NR. 215

BARO +15

FAHRE CA 50 MEILEN UND SCHAUE 14
MINUTEN IN DAS AUGE EINER KUH

T.O.T./SCHENKEN/ R. 147

BARO +20

VERSCHICKE 2000 MEILEN WESTLICH VON
WEST GLOVER (LUFTLINIE 1 BUCH AN
EINEN UNBEKANNTEN

T.0.T./BETONIEREN/NR. 20

BARO +25

BETONIERE T QUADRATMETER IM T.O.T.
EIN

T.0.T./POLSTERN/NR. 190

BARO +30

POLSTERE 10 METER BORDSTEIN MIT
BESTEM LEDER

T.0.T./FOTOGRAFIEREN/NR. 115

BARO -15

FOTOGRAFIERE JEDEN TAG EINES JAHRES
1 QUADRATMETER EINES TROTTETOIRS.
LASS ALLE FILME ENTWICKELN. HOLE SIE
ABER NIE AB

T.O.T./LAUFEN/NR. 276

BARO —-10

LAUFE 5 MAL JE 1000 METER LACHEND IN
DIE LANDSCHAFT

T.0.T./STEHEN/NR. 238

BARO -15

STEHE ZUSAMMEN MIT JEMANDEM 7
STUNDEMN IN EINEM FELD

T.O.T./LAUFEN/NR. 269

BARO -20

LAUF AUF EINER BRUECKE 230 MAL HIN
UND HER

T.O.T./LAUFEN/NR. 268

BARO +25/SOUND 40

UMLAUFE DEN UMFANG EINES SCHATTENS
EINER WOLKE

T.0.T./SCHENKEN/NR. 149

BARO -25

VERSCHICKE 3000 MEILEN LUFTLINIE WEST-
LICH VON WEST GLOVER 1 BUCH AN
EINEN UNBEKANNTEN

T.0.T./SCHENKEN/NR. 148

BARO 30

VERSCHICKE 2500 MEILEN LUFTLINIE WEST-
LICH VON WEST GLOVER 1 BUCH AN
EINEN UNBEKANNTEN

T.O.T./ARBEITEN/NR. 118

BARO +5/LIGHT 110

PUTZE DIE WINDSCHUTZSCHEIBE DEINES
WAGENS 8 STUNDEN LANG KEINE PAUSE

T.0.T./SCHENKEN/NR, 150

BARO +5/LIGHT 120

VERSCHICKE AN EINEN ORT AN DER
WESTKUESTS AMERIKAS LUFTLINIE WEST-
LICH VON WEST GLOVER 1 BUCH AN
EINEM UNBEKANNTEN

T.0.T./AUTOFAHREN/NR. 302

BARO +15/LIGHT 125

FAHRE MIT DEINEM WAGEN 120 MAL AN
DERSELBEN STELLE 1 METER HIN UND
ZURUECK

T.0.T./ZERSTOEREN/NR. 10
BARO +20/LIGHT 130
FALLE EINEN BAUM UND PFLANZE 2 NEUE

134

135

136

137

138

139

140

141

142

143

146

147

148

149

150
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T.O.T./ZERSTOEREN/NR. 11
BARO +25/LIGHT 140
ZERSTOERE EIN. TEIL DEINES
UND LASSE ES REPARIEREN

WAGENS

T.O.T./FUELLEN/NR. 198
BARO +30/LIGHT 160
FUELLE DEIN AUTO MIT HOLZBALKEN

T.O.T./RIECHEN/NR. 203

BARO —5/LIGHT 140

HALTE DEINE NASE 30 MINUTEN UEBER
EIN HUNDEFELL

NACH DEM REGEN

T.0.T.JAUTOFAHREN/NR. 296

BARO —5/LIGHT —160

OEFFNE UND SCHLIESSE 200 MAL HINTER-
EINANDER DIE RECHTE TUERE DEINES
WAGENS

T.O.T./TELEFONIEREN/NR. 84

BARO —10/LIGHT —120

FAHR ZU PEPINS MOTEL IN NEWPORT
UND TELEFONIERE MIT DEM MAPLE CEN-
TER MOTEL IN ST. JOHNSBURY

T.0.T./ZERSTOEREN/NR. 12

BARO —10/LIGHT —130

ZERSTOERE DIE GROESSTE SCHEIBE IM
HAUSE UND' LASSE SIE VOM GLASER
WIEDER EINSETZEN

T.O.T./ZERSTOEREN/NR, 14

BARO —10/LIGHT 140 -
ZERSTOERE DEINE SCHUHE UND KAUFE
DIR NEUE

T.O.T./ZERSTOEREN/NR. 13

BARO ~15/LIGHT 145

ZERSTOERE DEINE KLEIDER UND KAUFE
DIR NEUE

T.0.T./FOTOGRAFIEREN/NR. 114

BARO —15/LIGHT -—100

FOTOGRAFIERE 1EDEN TAG DEIN MITTA-
GESSEN  WAEHREND EINES. MONATS. IM
MONAT DARAUF SCHAUE DIR JEDEN TAG
EIN FOTO AN

T.O.T./ZERSTOEREN/NR. 15

BARO —20/LIGHT 90

ZERSTOERE DEINE BETTUECHER UND
KAUFE NEUE

T.O.T./ZERSTOEREN/NR. 16

BARO —25/LIGHT —-80

ZERSTOERE DEINE UHR KAUFE DIR EINE
NEUE

BARO —30/LIGHT 75

SAEGE EINEN AST AB VOM T.O.T.

T.0.T./BEOBACHTEN/NR. 42

BARO +5/WIND 50

BEOBACHTE LIEGEND DIE BEWEGUNG DER
BLAETTER DES BAUMES 2 STUNDEN

T.O.T./BEOBACHTEN/NR. 43

BARO +T0/WIND 45

BEOBACHTE LIEGEND DIE WANDERNDEN
SCHATTEN EINES BAUMES 2 STUNDEN

T.0.T./BEOBACHTEN/NR. 44

BARO +15/WIND 40

BEOBACHTE LIEGEND DIE AUGEN DER
HUNDE 2 STUNDEN

T.O.T./BETONIEREN/NR. 26

BARO -+20/WIND 35

BETONIERE EINE MANCHETTE AUS BETON
UM EINEN GREYHOUND BUS

T.O.T./LAUFEN/NR. 267

BARO +25/WIND 30

UMLAUFE DEN RAND EINER GROSSEN
WIESE 13 MAL

T.O.T./BETONIEREN/NR. 155

BARO +30/WIND 25

FERTIGE VOMN EINEM SCHATTEN EINES
STUHLES 1 CM DICKE BETONIERUNG AN.
ORT UND ZEIT NACH EIGENER WAHL

ENNENNENEN




152 T.O0.TJAUTOFAHREN/NR. 297 167 T.O.T./SEHEN/NR. 214 184 T.0.T./JAUTOFAHREN/NR. 298 202 T.O.T./SPRECHEN/NR. 258 218 T.O.T/TELEFONIEREN/NR. 9
[“ BARO +25/WIND 20 LIGHT 45 LIGHT 130 HUM 20 TIME 4 PM/LIGHT 120
FAHRE MIT DEINEM WA AN DERSE AHRE 7 ME UND MINUTE - FA AT DEINEM WA AN SPRECHEN ST y NACH JEDER FAHR ZU AIMES MOT N |
BEN STELLE 10 METER UND [ ( 5 Hl N M N UN AS WO ¥ TELEFi
u 105 MAL ECK .'|.<_< A LEY HOUSE HOT
168 T.O.T./BETONIEREN/NR. 21 203 T.O.T./ARBEITEN/NR. 125
153 T.O.T./BOBACHTEN/NR. 44 LIGHT 50 185 T.O.T./FUELLEN/NR. 197 HUM 25 219 T.O.T./RIECHEN/NR. 204
“ BARO +25/WIND 15 METER x 0,20 CM LIGHT 135 FAHR ZUR NAECHSTEN TANKSTELLE MIT V4 TIME 4.15 PM/LIGHT 100
BEOBACHTE LIEGEND DIE AUGEN DER FUELLE EIN AUTO MIT TASSEN (WEISS CEFUEL HAL NA 0 MINI x|
MENSCHEN 2 STUNDEN 1 J0 MOTOR}
- .
169 R E
—“ 154 T.O.T./RIECHEN/NR. 209 186 T.O.T./BETONIEREN/NR. 25
BARO +25/WIND 10 \UB VOM T.0.7 LIGHT 140 204 T.O.T./SPRECHEN/NR. 259 220 T.O0.T./BETONIEREN/NR. 157
HALTE DEINE NASE 30 A GARP BETONIER EINE LINIE 50x50x50 CM 1 HUM 30 TIME 4.45 PM/WIND 5
DICHT UEBER NASSE KLEIDE | DEM 170 T.O.T/FOTOGRAFIEREN/NR. 107 A INTER DI EINER HUEGEL- SPRESHE 1 STUNDE LANG NACH IEDER FERTIGE VOM SCHATT f PEL
" REGEN LIGHT 60 LAENGH ER 5 T LU . CM ol
FOTOGRATR 'E Elt P | E 5 Mib EIT | R
“ 155 T.O.T./SHEN/NR. 213 187 T.O.T./SPRECHEN/NR. 264 205 T.O.T./LAUFEN/NR. 275
BARO +25/WIND 5 LIGHT 145 HUM 35 221 T.O.T./LAUFEN/NR. 274
FAHRE 700 MEILEN UND SCHAUE 3 MINUT VICKELN SPRECHE 1 STUNDE LANG NACH JEDER LAUFE 3 MAL |E 100 METER LACHEND IN TIME 5 PM/WIND 10
EN IN DAS AUGE FINES ELE VMINUTE DAS WORT BERG DIE LANDSCHAFT LAUFE MAL |E 100 METER SCHREIEND IN
171 T.0.T./BEQOBACHTEN/NR. 46 DIE LANDSCHAFT
156 T.O.T./TELEFONIEREN/NR. 83 LIGHT 65 188 T.O.T./STEHEN/. 234 206 T.O.T./SPRECHEN/NR. 260
BARO +25/WIND 0 BEOB IEGEND UND SCH ENI LIGHT 150 s PRECHE 1 STUNDE | NACH |EDER 222 T.O.T./BETONIEREN/NR. 152
FAHR ZUM MAPLE CENTER MOTEL IN ST. 1 ST i UND STEHE ALLEINE b FELD 5 STUN MINUTE DAS WORT MINUTE TIME 5.15 PM/WIND 15
JOHNSBURY UND TELEFONIERE MIT PEF 17 JDEN ; L FERTIGE VOM SCHATTEN EINES AUTOS
IN'S MOTEL IN NEWPORT 207 T.O.T./DENKEN/NR. 161 I 0 CM™ KE BETON
o 172 T.O.T./BEOBACHTEN/NR. 47 189 T.O.T./STEHEN/NR. 235 HUM 45 ORT UND ZEIT NACH EIGENER
157 T.O.T./ARBEITEN/NR. 123 LIGHT 70 LIGHT 155 DENKE AN DEINEN HERZSCHLAG 15 MI
BARO +25/WIND —10 BEOBACHTE LI UND SCHWEIGEND STEHE ALLEINE IN EINEM FELD'7 STUNDEN NUTEN 223 T.0.T./DENKEN/NR. 168
~ FAHRE ZUM NAECHSTEN S MAREK 2 STUN A 2 HA JE UND AM DERSELBEN STELLE TIME 5.30 PM/WIND 20
UND WAS RING DERE } STUND 208 T.0.T./DENKEN/NR. 162 DENKE AN DEINE S5CHMERZEN 1M RUEC
HAUSH RE WIEDER ZURUECK 190 T.0.T. 1 HUM 50 KEN 19 MINUTEN LANG
- WIEDER ETWAS. WIEDERHOLE D¢ 173 T.O.T./SCHENKEN/NR. 142 LIGHT DENKE AN DEINE GEHIRNWELLEN 27 MI
STUNDEN LANG LIGHT 75 FAHRE 40 MEILEN UND VERTEILE DORT 40 NUTEN 224 T.O.T./TELEFONIEREN/NR. 81
VERSCHICKE 300 MEILEN WES VON BROTI TIME 5.45 PM/LIGHT 75
= LICHSTAERKE WEST ( /ER EIN BUCH AN UN- 209 T.0.T./BETONIEREN/NR. 154 FAHR ZUM LYBURKE ITEL ¥
BEKANNTEN 191 T.O.T./REISEN/NR. 32 HUM 60 VILLE UND TI ) MIT DEM LYN
158 T.O.T.JAUTOFAHREN/NR. 289 LIGHT 160 TEN DF [ DON MOTEL IN
5 LIGHT 0 174 T.O.T./SCHENKEN/NR. 143 FA MEILEM UND VERTEILE DORT
OEFFNE UND SC SSE 8O MAL HINTER- LIGHT 80 BROTE JAC} - S 225 T.O.T./DENKEN/NR. 169
EINDER DIE TUERE DEINES VERSCHICKE 400 MEILEN WESTLICH VON TIME & PM/WIND 5
- WAGENS WEST 2 (LUFTLINEY 1 BUCH AN 192 13 ZEIT DENKE AM DEINE SCHME DER
EINEN KANNTEN 12 MINUTEN LAP
159 T.O.T./ARBEITEN/NR. 119 ) MEILEN UND VERTEILE DOI 210 T.O.T./POLSTERN/NR. 182
i LIGHT 5 175 T.O.T./SCHENKEN/NR. 144 Tt TIME 1.45AM/LIGHT 180 226 T.O.T./FUELLEN/NR. 200
SAEGE 8 STUNDEN HOLZ UNTERBRECH LIGHT 85 POLSTERE 1 GROSSEN STEIN ODER FELS- TIME 6.15 PM/SOUND 150
" UNG VERSCHICKE 800 MEILEN VON WEST GLOV 193 T.O.T./REISEN/NR. 34 BROCKEN IN DER LA VIT LEDER FUELLE DEIN WAGEN MIT GRAS ODER
WESTLICH LUFTLINIE 1 BUCH AN EINEN LIGHT 170 ZWEIGEN
160 T.O.T./TELEFONIEREN/NR. 82 UNBEKANNTEN FAHRE 20 MEILEN UND VERTEILE DORT 20 211 T.O.T./JAUTOFAHREN/NR. 292
LIGHT 10 BROTE TIME 1.50 AM/LIGHT 170 217 T.O.T./DENKEN/NR. 170
FAHR ZUM LYNDON MOTEL IN LYNDON 176 T.O.T./SCHENKEN/NR. 145 OEFFNE UND SCHLIESSE 120 MAL HINTER TIME 6.30 PM/SOUND 160
UND TELEFONIERE MIT DEM LYNBU LIGHT 90 194 T.O.T./SPRECHEN/NR. 262 EINANDER DIE RECHTE T DEINES WA [ (E AN DIE AUGEN EINES VIETNAME
MOTEL IN LYNDONVILLE VERSCHICKE 1000 MEILEN WESTLICH VON LIGHT 175 GENS MINL
WEST GLOVER (LUFTLINIE} 1 BUCH AN SPRECHE 1 STUNDE LANG NACH JEDER
161 T.O.T./RIECHEN/NR. 206 EINEN UNBEKANNTEN MINUTE DAS WORT LICHT 212 T.O.T./TELEFONIEREN/NR. 88 228 T.O.T/AUTOFAHREN/NR. 295
LIGHT 15 TIME 2 AM/LIGHT 150 TIME 7 PM/SOUND 125
HALTE DEINE NASE 30 MINUTEN UEBER 177 T.O.T./SCHENKEN/NR. 146 195 T.O.T./BETONIEREN/NR. 24 FAHR 50 GE MOTEL IN OEFENE UND SCH
DAS FELL EINES PFERDES NACH DEM 95 LIGHT 180 LEFONIERE MIT DEM EIR
REGEN VERSCHICKE AN JEMANDEN | BETONIERE DEINE HAND EIN {IN G JAY GENS

WEST H VON WEST GLOVER LUFTLIN
162 T.O.T./AUTOFAHREN/NR. 294 EIN BUCH AN EINEN UNBEKANNTEN A 196 T.0.T./BETONIEREN/NR. 23 213 T.O.T./DENKEN/NR. 163 229 T.O.T./DENKEN/NR. 171
OEFFNE UND SCHLIESSE 160 MAL HINTER DEM TELEFONBUCH LIGHT 185 TIME 2.15 AM/LIGHT 140 TIME 7.15 PM/SOUND 50
EINANDER DIE RECHTE TUER DEINES BETONIERE DEINEN FUSS EIN DENKE AN DEIN AUGE 21 MINUTEN LANG DENKE AN DIE HAENDE EINES VIETNA
WAGENS 178 T.O.T./STEHEN/NR. 231 MESEN 16 MINUTEN LANG
LIGHT 100 197 T.O.T./STEHEN/NR. 236 214 T.0.T./DENKEN/NR. 164
163 T.O.T./POLSTERN/NR. 185 STEHE ALLEINE IN EINEMFELD 1 STUNDE LIGHT 190 TIME 2.30 AM/LIGHT 140 230 T.O.T./DENKEN/NR. 172
LIGHT 25 AN DERSELBEN STELLE STEHE MIT JAMANDEM GEGENUEBER 3 DENKE AN DEINE ANDEREN 17 MINUTEN TIME 7.30 PM/SOUND 45
POLSTERE 1 QUADRATMETER MIT BESTEM STUNDEN IN EINEM FELD LANG DENKE AN DIE GEHIRNSTROEME EINES
LEDER AUF EINEM HIGHWAY 179 T.O.T./FOTOGRAFIEREN/NR. 116 . .. .. . VIETNAM J MINUTEN LANC
LIGHT 105 198 T.O.T./SPRECHEN/NR. 263 215 T.O.T./DENKEN/NR. 165
164 T.0.T./BETONIEREN/NR. 160 FOTOGRAFIERE IM NAECHST GELEGENEN LIGHT 195 TIME 3 AM/LIGHT 120 231 T.O.T./RIEHEN/NR. 202
LIGHT 30 ZOO DAS AUGE EINES ELEFANTEN SPRECHE 1 STUNDE LANG NACH JEDER DENKE AN DEINE HAND 7 MINUTEN TIME 7.45 PM/SOUND 40
FERTIGE VOM SCHATTEN EINES GREY- MINUTE DAS WORT HALT LANG STECKE E NASE 30 MINUTEN IN
HOUND BUSSES EINE 10 CM DICKE BE- 180 T.O.T./POLSTERN/NR. 189 BAUMRINDE NACH DEM REGEN
TONIERUNG AN. ORT UND ZEIT NACH LIGHT 110 HUMIDITY 216 T.O0.T./DENKEN/NR. 166
WAHL POLSTERE EINEN BORDSTEIN MIT BESTEM TIME 3.30 AM/LIGHT 120 232 T.O.T./TELEFONIEREN/NR. 87
LEDER 199 T.O.T./REISEN/NR.35 DENKE AN DEINE SCHMERZEN IM KOPF
165 T.O.T./BEOBACHTEN/NR. 45 HUM 5 18 MINUTEN LANG  (JAY)
LIGHT 35 181 T.O.T./STEHEN/NR. 250 FAHR 30 MEILEN UND VERTEILE DORT 30 LEFONIE S VILLAGE
BEOBACHTE LIEGEND UND SCHWEIGEND LIGHT 115 BROTE 217 T.O.T./DENKEN/NR. 167 MOTEL IN N(
[DIE ABSTAENDE KOMMENDER UND GE STEHE 5 STUNDN ALLEINE AN DEINEN TIME 3.35 AM/LIGHT 100
HENDER MENSCHEN 2 STUNDEN WAGEN GELEHNT 200 T.O.T/TASTEN/NR. 8 DENKE AN DEINE SCHMERZEN IM AUGE 233 T.O.T./BEOBACHTEN/NR. 48
HUM 10 31 MINUTEN LANG TIME 8.30 PM/SOUND 10
166 T.O.T./LAUFEN/NR. 266 182 T.O.T./POLSTERN/NR. 187 HALTE DEINE HAND 1 STUNDE 10 CM BEOBACHTE LIEGEND UND SCHWEIGEND
LIGHT 40 LIGHT 120 HOCH UEBER DIE ERDE VON VERMONT ST
LAUFE 2 STUDEN UM EIN HAUS HERUM POLSTERE DEN MAST EINMES VERKEHRS- [
OHNE UNTERBRECHUNG SCHILDES MIT BESTEM LEDER 201 T.O.T./TASTEN/NR. 9
HUM 15 234 T.0.T./BEOBACHTEN/NR. 49
183 T.O.T./SCHENKEN/NR. 133 HALTE DEINE HAND 1 STUNDE 10 CM VOR TIME 9 PM/SOUND 5
LIGHT 125 DIE RINDE EINES BAUMES BEQOBACHTE GEND
FAHRE 5 MEILEN UND VERSCHENKE DORT . WIE GED d
5 BROTE MENSC




238

240

243

244

246

T.O.T./JARBEITEN/NR. 120
TIME B8.15 PM/SOUND 6D
KOCHE 8 STUNDEN REIS (1 PAKET NACH
DEM ANDEREN) OHNE UNTERBRECHUNG

T.0.T./KONSTRUIEREN/NR. 36

TIME 9.30 PM/SOUND 65

HAENGE 100 AUTOTUERN [N DEN BAUM
| MONAT

T.0.T./LAUFEN/NR. 237

TIME 9.45 PM/SOUND 70

LALUFE 3 MAL 1000 METER SCHREIEND |N
DHE LANDSCHAFT

T.O.T./KONSTRUIEREN/NR. 37
TIME 10 PM/SOUND 200
TEMP —35/WIND 10
UMWICKLE DEN T.O.T
CHELDRAHT

GANZ MIT STA-

T.0.T./FOTOGRAFIEREN/NR. 106

TIME 11 PM/WIND 5

FOTOGRAFIERE EIN STUECK WASSER JEDE
MIMUTEN WAEHREND 10 STUNDEN.

LASSE DIE FILME ENTWICKEN. HOLE SiE

JEDOCH NIE AB

T.0.T,/JKONSTRUIEREN/NR. 38

TIME 1 AM/WIND 150

HAENGE 50 BETTUECHER IN DEN BAUM 1
MONAT

T.O.T./KONSTRUIEREN/NR. 39

TIME 1.30 AM/WIND 0

HAENGE 1000 LOEFFEL 1 MONAT LANG AN
NYLONFAEDEN IN DEN BAUM

T.0.T/FOTOGRAFIEREN/NR. 112

TIME 1.45 AM/WIND 5

FOTOGRAFIERE EINEN FLIESSENDEM FLUSS
(DETAIL) AN DERSELBEN STELL JEDE 30
SEKUNDEN WAEHREND 1 STUNDE, LASSE
DIE FILME ENTWICKLEN. HOLE DIE NEGA-
TIVE NIE AB

T.0.T./KONSTRUIEREN/NR. 40

TIME 2 AM/WIND 10

UMWICKLE FUER 1T MONAT ALLE STAEMME
UND AESTE DES BAUMES MIT ZEITUNGEN

T.0.TJAUTOFAHREN/NR. 299

TIME 2.30 AM/WIND 20

FAHRE MIT DEINEM WAGEN 40 MAL AN
DERSELBEN STELLE 50 METER HIN UND
ZU K

T.O.T./BETONIEREN/NR. 22
TIME 3 AM/WIND 25
BETONIEREE DEIN BEIN EIN

T.0.TJAUTOFAHREN/NR. 291

TIME 4 AM/WIND 30

OEFFNE UND SCHLIESSE 100 MAL HINTER-
EINANDER DIE RECHTE TUER DEINES WA-
GENS

247 T.O.T./KONSTRUIEREN/NR. 41
TIME 4.30 AM/WIND 35
HAENGE 1000 ZEITUNGEMN AN SCHNUEREN
FUER 1 MONAT IN DEN BAUM
248 T.O.T./TASTEN/NR. 1
TIME 5 AM/WIND 40
HALTE DEINE HAND 1 STUNDE 10 CM
HOCH UEBER EINEN FLIESSENDEN FLUSS
249 T.O.T./TASTEN/NR. 2
TIME 5.30 AM/WIND 45
HALTE DEINE HAND T STUNDE 10 €M VOR
DEINE AUCGEN
250 T.O.T./TASTEN/NR. 3
TIME 6 AM/WIND 60
HALTE DEINE HAND 1 STUNDE T0 CM
HOCH UEBER DEN EISSCHRANK
112
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260
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264
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T.O.T./TASTEN/NR. 4

TIME 6.15 AM/WIND 70

HALTE DEINE HAND 1 STUNDE 10 CM
HOCH UEBER DEN HOERER EINES TELE-
FONS

T.0.T./TASTEN/NR. 5

TIME 6.30 AM/WIND 80

HALTE DEINE HAND 1 STUNDE 10 CM
HOCH' UEBER DEN KOERPER EINES TIERES

T.O.T./TASTEN/NR. 6

TIME 7 AM/SOUND 200

HALTE DEINE HAND 1 STUNDE 10 CM
HOCH UEBER DAS BLECH EINES WAGENS

T.O.T./TASTEN/NR. 7

TIME 7.15 AM/SOUND 190

HALTE DEINE HAND 1 STUNDE 10 CM
HOCH UEBER DEN ASPHALT EINER STRASSE

T.0.T./SPRESHEN/NR. 254
TIME 7.30 AM/SOUND 170
SPRECHE NICHT FUER 7 STUNDEN

T.0.T./SPRECHEN/NR. 255
TIME 8 AM/SOUND 160
SPRECHE NICHT FUER 10 STUNDEN

T.0.T./TELEFONIEREN/NR. 71

TIME 8.30 AM

FAHR ZU AIME'S MOTEL IN ST. JOHNS-
BURY UND TELEFONIERE ZUM BAYVIEW
MOTEL IN NEWPORT

T.O.T/SPRECHEN/NR. 256
TIME 9 AM
SPRECHE NICHT FUER 1 TAG

T.0.T./SPRECHEN/NR. 257

TIME 9.30 AM

SPRECHE 1 STUNDE NG NACH
MINUTE DAS WORT WASSER

JEDER

T.O.T./JLAUFEN/NR. 272

TIME 10 AM

LAUFE 404 MAL EIN 90 METER LANGES
STUECK AN EINER STRASSE AUF UND AB

T.0.T./ARBEITEN/NR. 117

TIME 10.30 AM

GRABE UM 8 STUNDEN AUF EINEM FELD
EINE PAUSE

T.O.T./SEHEN/NR. 211

TIME 11 AM

FAHR 5 MEILEN UND SCHAUE 30 MINU-
TEN IN DAS AUGE EINES PFERDES

T.0.T./RIECHEN/NR. 201

TIME 11,30

STECKE DEINE NASE 30 MINUTEN 1IN GRAS
NACH DEM REGEN

T.O.T./SEHEN/NR. 230
TIME 12 AM
SEHE 3 STUNDEN EINEN HUND ATMEN

T.O.T./SPRECHEN/NR. 265

TIME 1.16 PM

SPRESHE 1 STUNDE LANG NACH JEDER
MINUTE DAS WORT VORBEI

T.O.T./SCHENKEN/NR. 134

TIME 1.47 PM

FAHRE 10 MEILEN UND SCHENWKE DORT
10 BROTE

T.0.T./SCHENKEN/NR 135

TIME 2.46 PM

FAHRE 15 MEILEN UND VERSCHEMNKE DORT
15 BROTE

T.O.T./BETONIEREN/NR. 18
TIME 3.56/WIND 0

LIGHT 200/BARO +25
BETONIERE DEN T.O.T. EIN

269

270
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28
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T.O.T./AUTOFAHREN/NR. 290
TIME 3.57 PM

QEFFNE UND SCHLIES
EINANDER DIE RECHTE
WAGENS

5SE 90 MAL HINTER-
TUERE DEINES

T.0.T./SCHENKEN/NR. 136

TIME 3.59 PM

FAHRE 20 MEILEN UND VERSCHENKE DORT
2 BUECHER

T.0.T./SCHENKEN/NR. 137

TIME 4.06 PM

VERSCHICKEN 80 MEILEN WHESTLICH 1
BUCH AN EINEN UNBEKANNTEM

T.O.T/SCHENKEN/NR. 138

TIME 4.26 PM

VERSCHICKE 100 MEILEN MWESTLICH 1
BUCH AN EINEN UNBEKANNTEN

T.O.T./SCHENKEN/NR. 139

TIME 5.12 PM

VERSCHICKE 150 MEILEN WESTLICH VON
WEST GLOVER EIN BUCH AN EINEN UN-
BEKANNTEN

T.0.T./TELEFONIEREN/NR. 86

TIME 5.47 PM

FAHR ZUM RIVERSIDE MOTOR COURT IN
ST, JOHNSBURY UND TELEFONIERE MIT
RED WOOD MOTEL INN IN LYNDON

T.0.T./SCHENKEN/NR. 140

TIME 5.48 P.M.

SCHICKE 200 MEILEN WESTLICH VON WEST
GLOVER EIN BUCH AN EINEN UNBEKANN-
TEN

T.0.T./LAUFEN/NR. 271

LALIFE
ANDERE

70 MAL VON EINEM ZIMMER NS

T.0.T./SEHEN/NR, 212
TIME 6.07 PM

FAHRE CA 70 |
MINUTEN. IN D#

LEN UND SCHAUE
AUGE EINES HUNDES

T.0.T./TELEFONIEREN/NR. 79

TIME 6.08 PM

FAHR ZUM JAY PEAK LODGING ASSOSI-
ATION 1IN JAY PEAK {D TELEFONIERE
MIT KELLEY'S IN DERBYLINE

T.O.T./STEHEN/NR. 237

TIME 6.09 PM

STEHE MIT JEMANDEM GECGEMUEBER 5
STUNDEN IN EINEM FELD

T.0.T./JAUTOFAHREN/NR. 300

TIME 6.21 PM

FAHRE MIT DEINEM WAGEN 50 MAL AN
DER SELBEN STELLE 60 MAL HIN UND
ZURVECK

T.O.T./BETONIEREN/NR. 156
TIME 6.59 PM

FERTIGE YOM SCHATTEN E
10 €M DICKE
NACH EIG

INER KUH EINE
SETONIERUNG AN. ORT ZEIT
{ER WAHL

T.0.T./SCHENKEN/NR. 141

TIME 7.01 PM

VERSCHICKE EIN BUCH 250 MEILEN WEST-
LICH VON WEST GLOVER AN EINEN UN-
BEKANNTEN AUS DEM TELEFONBUCH

283 T.O.T./KAUFEN/NR. 65

284

285

286

287

288

289

290

294

295

296

297

TIME 7.21 PM

FAHRE IN EINEN ORT CA 35 MEILEN VON
WEST GLOVER UND KAUFE DORT EINE
TAGESZEITUNG

T.O.T./KAUFEN/NR. 64

TIME 7,22 PM

FAHRE IN EINEN ORT CA 30 MEILEN VON
WEST GLOVER UND KAUFE DORT EINE
TAGESZEITUNG

T.O.T./KAUFEN/NR. 63
TIME 7.23 PM

FAHRE IN EINEN ORT CA
WEST GLOVER UND KAU
ZEITUNG

MEILEN VON
DORT EINE

T.O.T./TELEFONIEREN/NR. 73

TIME 7.24 PM

FAHRE ZU BEAR CREEK FARMS LODGE IN
WESTFIELD UND TELEFOMNIERE ZUM BOR-
DER MOTEL IN DERBY

T.0.T./BETONIEREN/NR. 19

TIME 8.12 PM/WIND 0

BETONIERE DREI TAGE EIN AUTOREIFEN
DEINES WAGENS EIN

T.0.T./KAUFEN/NR. 62

TIME 8.28 PM

FAHRE IN EINEN ORT CA 35 MEILEN VON
WEST GLOVER UND KAUFE DORT 300
GRAMM MEHL

T.0.T./TELEFONIEREN/NR. 75

TIMEB.32 PM

FAHR ZUR CRYSTAL LAKE LODGE [N BAR-
TON UND TELEFONIERE ZUM DARION INN
LYNDONVILLE

T.O.T./KAUFEN/NR. 61

TIME 8.33 PM

FAHRE IN EINEN ORT CA 25 MEILEN VON
WEST GLOVER UND KAUFE 250 GRAMM
MEHL

T.0.T./KAUFEN/NR. 60

TIME 8.34 PM

FAHRE IN EINEN DRT CA 120 MEILEN VON
WEST GLOVER UND KAUFE 200 GRAMM
MEHI

T.0.T./KAUFEN/NR. 59

TIME 8.37 PM

FAHRE IN EINEN ORT CA 15 MEILEN VON
WEST GLOVER UND KAUFE 150 GRAMM
MEHL

T.O.T./STEHEN/NR. 247
TIME 9.14 PM

STEHE ALLEINE 3 STUNDEN AN EINER
STRASSE

T.O.T./STEHEN/NR. 246

TIME 9.13 PM

STEH ALLEINE 1 STUNDE AN EINER
STRASSE

T.0.T./STEHEN/NR. 248

TIME 9.14 PM

STEHE ALLEINE 3 STUNDEN AN EINEN
BAUM GELEHNT

T.O.T./STEHEN/NR. 249

TIME 9.26 PM

STEHE ALLEINE 5 STUNDEN AN EINEN

BAUM GELEHNT

T.O.T./LAUFEN/NR. 280

TIME 9.29 PM

LAUFE 775 MAL AUS DEM HAUS RAUS UND
REIN

299

300

301

303

304

305

306

307

08

309

310

T.O.T./BETONIEREN/NR. 2%

TIME 9.59 PM/SOUND 195

BETONIER EINE LEITER EIN DIE AM T.O.T.
STEHT

T.O.T./BETONIEREN/NR. 28
TIME 10.01 PM
BETONIER EINEN STUHL EIN

T.0.T./FOTOGRAFIEREN/NR. 102

TIME 10.02 PM

FOTOGRAFIERE 720 MAL DAS AUGE EINES
HUNDES. LASSE DIE FILME ENTWICKELN.
HOLE SIE ABER NIE AB.

T.0.T./FOTOGRAFIEREN/NR. 101

TIME 10.03 PM

FOTOGRAFIERE 360 MAL DENSELBEN
MUND EINES HUNDES, LASSE DEN FILM
ENTWICKELN. 360 FOTOS MACHEN UMD
ZEIGE SIE PEM HUND

T.0.T./FOTOGRAFIEREN/NR. 100

TIME 10.04 PM

FOTOGRAFIERE DIE SPITZE EINES HUE-
GELS 36 MAL. LASSE DEN FILM ENTWIC-
KELN. HOLE [HN'JEDOCH NIE AB

T.O.T./AUTOFAHREN/NR. 301

TIME 10.05 PM

FAHRE MIT DEINEM WAGEN 100 MAL AN
DER. SELBEN STELLE EIN MAL HIN UND
ZURUECK

T.O.T./TELEFONIEREN/NR. 95

TIME 10.06 PM

FAHR ZUM VALLEY HOUSE HOTEL IN
ORLEANS UND TELEFONIERE IT AIME'S
MOTEL IN ST. JOHNSBURY

T.0.T./FOTOGRAFIEREN/NR. 99
TIME 10.07 PM
FOTOGRAFIERE DAS RAD
HOUND-BUSSES UND
NEGATIV

EINES GREY-
VERNICHTE DAS

T.O.T./LAUFEN/NR. 285

TIME 10.08 PM

UMLAUFE 170 MAL EIN PFERD ODER EINE
KUH

T.0.T./FOTOGRAFIEREN/NR. 98

TIME 10.09 PM

KAUFE EINE POSTKARTE VON EINER LAND-
SCHAFT. FOTOGRAFIERE GENAU DEMSEL-
B AUSSCHNITT., BELICHTE S0 DASS
KEIN BILD ENTSTEHT ABER LASSE DEN
FILM ENTWICKELN, SCHICKE DEN BLANCO-
FILM ZUR T.O.T. IDEENKARTE|

T.O.T./TELEFONIEREN/NR. 72

TIME 10,15 PM

FAHR ZUM BAYVIEW MOTEL IN NEWPORT
UND TELEFONIERE ZU AIME'S MOTEL IN
ST. JOHNSBURY

T.O.T./FOTOGRAFIEREN/NR. 97

TIME 11 PM

KAUFE EINE POSTKARTE VON EINEM GE-
BAEUDE. FOTOGRAFIERE DENSELBEN AUS-
SCHNITT WIE DIE POSTKARTE. SENDE DAS
FOTO ZUR T.O.T. IDEEMKARTEI

T.O.T./STEHEN/NR. 232

TIME 11.42 PM

STEHE ALLEINE IN EINEM FELD 2 STUNDEN
AN DERSELBEN STELLE

SR PER S EN R RS . e
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HROMATIC TREE HARP

CHROMATIC TREE HARP

The decision to construct the chromatic tree harp at its
current location in a “hollow” (or vale) of Happy Top
Mountain in Harlan County, Kentucky, was arrived at only
after months of travelling and experimentation. Our first
attempt at building a tree harp took place at the ranch
house of Stanley Marsh 3 near Amarillo, Texas, but, other
than gaining a more specific idea of what the physical re-
quirements of the instrument would likely be, we found the
first model to be unsatisfactory. Compositions played on
the first chromatic tree harp were colorless and had almost
no sustentional attributes. The productions of artist and
harp were immediately swallowed up in the rush of the
stiff prairie winds. A number of other models were con-
structed at various sites within a one-hundred mile radius
of Amarillo, mostly in the shallow gorges of the Canadian
River. But these locations and harps, too, did not suit us,
the problems again centering on the climatic character and
the spatial peculiarities of the region. The search for an
darea more congruous with our design was initiated.

Our quest for a suitable location for the chromatic tree
harp led us to the Appalachian mountain regions of south-
eastern Kentucky. We were delighted to find that the
narrow defiles of this picturesque area were well suited to
our needs. We chose as the final location for the harp, a
small hollow known as Grandfather Gulch (Lost Man’s
Ravine) [see mapl. Although difficult to reach, this par-
ticular location was settled upon for a variety of reasons:
the ready availability of suitable columnar material, favor-
able climatic conditions and most importantly, the steep
walls of the hollow proved an excellent “shell.”

Preparation and Procedure

The columns of the chromatic tree harp are formed by
four saplings, two saplings per column, of approximately
equal height (15-25 feet) which are spaced not more than
one foot apart.

] kA
IR-18" (R18
APART AFART

To form the columnar harmonic curves of the chromatic
tree harp, it is necessary to bend the four saplings. We
found that this is best accomplished by climbing the trees
to such a point where the sapling is forced to bend under

your weight. This method is quicker than roping and is in
no way harmful to the trees. Once the saplings are bent,
they may, temporarily, be held in position by short ropes
and stakes until the instrument is ready for stringing.

The next step is to join the two trees directly opposite
each other together. This can be done with cord or with
rubber strips, whichever you prefer, The completed colum-
nar harmonic curves should appear thus:

After the columnar harmonic curves are formed, it is
advisable to locate and secure the sounding board directly
between the bases of the two curves. For the sounding
board we employed a felled, but still flexible, sapling of
approximately 25-30 feet in length and 3-4 inches in dia-
mefer,

It is then tied to the bases of the curves by cord or rubber.
Selection of material for the strings posed a number of
problems. At first, we used conventional nylon strings,
but there were found to deliver an aperiodic, abrasive, and
artificial motion antithetical to the concept and location
of the chromatic tree harp. We then tried using a variety
of indigenous vines for strings. But, the rigidity of these
materials rendered them impractical for use with the harp.
We finally decided to employ rubber strings. We found
that the tonal qualities of this material were not as vulner-
able to adverse climatic conditions, particularly drastic
changes in barometric pressure, temperature, rain, snow, ice
and drafts, as other substances.

John Paul Rhinehart
& Stanley Marsh 3

Stringing the instrument was perhaps the most difficult part
of the operation. There are 10 strings and the left side of
the harp [to your left when standing at the base or trunk
end of the instrument] and 12 strings on the right side. First,
knots should be tied at both ends of all 22 strings. Then
the strings should be attached to the sounding board by
slipping them under the board and then knotting them
again once or twice. Carefully pull the strings taut until
you are sure that the knot will prevent further slippage.
Placement of the strings according to width and thickness
or other criteria is solely a matter for the harpist to decide.
When this is done you are ready to attach the strings to the
columnar harmonic curves. This task can be best completed
by two or more persons. Stretch the strings to the desired
tautness, loop them over the curves and knot them securely,
again making sure that no slippage will occur. When all 22
strings have been attached, the chromatic tree harp should
resemble the sketch.

The chromatic tree harp is now ready to be played.

It should be emphasized that the technique of the chroma-
tic tree harp is not a specific one and that the individual
harpist should be allowed to develop his own aprpoach to
the instrument.
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MINITUDES

Everyone who composes music falls at one time or another
under the spell of Spanish rhythms. In the bloom of my
retarded maturity, | produced a Hispanic piano suite, en-
titled Silhouettes Ibériennes (the most popular composers
of Spanish music being French, | wanted to pay them a
titular lip service). It is in three movements. In the first,
Aromas de Leyenda, | did my best to convey the “scent of
a legend” of the title in lush sonorities, replete with
authenticated Phrygian cadences peculiar to Spanish songs.
In the second movement, Jota, | modernized its rhythm
to an asymmetric 3 meter. In the last, Festive Dance, | in-
dulged myself in a sumptuous display of obsolescent
virtuosity.

I was lucky in having the master guitarist Laurindo Almeida
arrange my lberian silhouettes for his instrument. He did
doubly so, in fact, for he transcribed my suite for two
guitars and recorded it, playing a duet with himself. To
this he added an arrangement of my Modinha Russo-
Brasileira. (The title is explained by the music being a
blend of Russian and Brazilian melorhythms.) Bravo
Laurindo!

When | came to America from darkest Russia in 1923, |
instantly succumbed to the unique poetry of commercial
advertisements in the gaudy pages of American magazines.
Cynicism came much later. | set to music some of the
most uninhibited outpourings of the advertising Muse. |
can even claim priority as composer of the first advertising
songs designed for concert performance. They are: “Make
This a Day of Pepsodent!” “Utica Sheets and Pillow Cases,”
“Pillsbury Bran Muffins,”” ““Vauv Nose Powder” and “Chil-
dren Cry for Castorial” The Pepsodent song was on a par
with the best fourth-rate ltalian operas, full of emotional
bel canto. The sheets of Utica were spread with the artiness
of a slightly adulterated Schumann, The Bran Muffin ad
bore a banner headline, “And Then Her Doctor Told
Her . . .” showing a bearded Germanic physician pointing
an ominous index finger at a dejected but beautiful female
sufferer slumped in an armchair. One could expect the
worst, but the doctor in the ad was concerned only with
correcting the lady’s “faulty elimination.” | borrowed
the theme from Rachmaninoff’s C sharp minor Prelude to
depict her condition in suitably dramatic terms. There
followed “No More Shiny Nose!” attesting to the durable
effect of the powder. In the Castoria song, the climax came
with the cry, “Mother, relieve your constipated child!” A
parlando recitative against a dissonant tremolo reassured
the parents that Castoria did not include harmful drugs
or narcotics.

My advertising songs enjoyed a gratifying success at friendly
gatherings. Eventually, | decided to publish them. To my
surprise, the Pepsodent Company refused to let me use
their brand name, so | changed it to Plurodent, and revised

the text accordingly. The nose powder went out of exis-
tence, so | did not have to bother about the copyright.
Amazingly, the Castoria people gave me unqualified per-
mission to use their name.

In the present record, these fruits of my early enchantment
with the advertising ways of American life are vocally
rendered with appropriate dash by Deltra Eamon, who is in
private life Mrs. Laurindo Almeida.

In 1947 | published an ambitious compendium, Thesaurus
of Scales and Melodic Patterns, a sort of pandect of all
potential progressions of tones and plausible musical
phrases in all styles and idioms. (When | sent a copy to
Schoenberg, he wrote me back — and | cherish his letter,
written in English — ““You have certainly accomplished a
feat of tonal gymnastics and apparently exhausted all
possible combinations of tones. But | am a composer, and
I must follow my inspiration.”) Among various modern
techniques in the Thesaurus | included examples of Pandia-
tonicism, a term | invented to describe free interchangeable
use of the seven notes of the diatonic scales in melody and
harmony. (Ever since my childhood | dreamed of inventing
a word, in any language; now my dream has been fulfilled,
since Pandiatonicism is included in all music dictionaries.)
The Thesaurus culminated in the creation of the Grand-
mother Chord, containing all twelve notes of the chromatic
scale and all eleven intervals from a minor second to a major
seventh. It came to me in a moment of plenary inspiration,
in the afternoon of February 13, 1938.

Bemused by the contemporary trend of miniaturization, |
composed a number of piano pieces, Minitudes, i.e. mini-
etudes, with just a whiff of a suggestion of minimal infini-
tudes in this porte-manteau word. The intervallic material
of these Minitudes is derived chiefly from the Thesaurus.
Each Minitude lasts from 5 to 45 seconds, thus justifying the
title. The number of Minitudes is undetermined, depending
on the method of counting individual patterns. The mini-
mum is 34; the maximum is 66. The arithmetical mean of
34 and 66 is 50, which is a good round figure to decide on.

The introductory Minitude is named Orion; it is indeed
of galactic dimensions, for it takes nearly a full siderial
minute of time to play. Its intervallic structure is that of
the Grandmother Chord, but despite its atonal consistence,
the piece is harmonized along consonant contrapuntal
lines. From stars to Leipzig — Orion is followed by two
derangements of Bach’s C minor fugue from the first
book of the Well-Tempered Clavier. In the first, the theme
is subjected to constant modulations by semitones; in the
second, its intervals are multiplied by two, as a result of
which the semitones vanish, and the entire fugue assumes
a quasi-Debussyan atmosphere hung over with whole-tone
scales. Next comes a surgical operation performed on
Schoenberg’s Klavierstuck op.33a, to which | assigned a

Nicolas Slonimsky

jaw-boned name “Cryptokrebschoenwagnerbergblatt.”
When decoded the title denotes a hidden crab progression
resulting in a Schoenbergian Tristanesque evocation. There
follows a little march, La Tromperie sourdinee. The next
piece is a broken chromatic scale harmonized by chro-
matically ascending bass lines. Among miscellaneous dode-
caphonic patterns there is a rhythmic Minitude entitled
Dodecaphilia. 1t is followed by Triskaidecaphobia, repre-
sented by a chromatic scale spread all over the keyboard
in major sevenths and minor ninths. (Charles Ives tells us
that his father, a bandmaster who entertained futuristic
notions, taught young lves to play the chromatic scale in
minor ninths, with admonition: “If you must play a chro-
matic scale at all, then play it like a man!”) Dodecaphonic
derangements of Ach, Due Lieber Augustin and of Happy
Birthday to You are the next two numbers. Then comes
an exercise in mutually exclusive major and minor triads.
Three polyphonic palindromes follow, and then there is
a self-explanatory Stultifying March. An impressionistic im-
provisation on the scale of six notes, C, E flat, F, F sharp,
A, B, is followed by a Minitude derived from an eight-note
scale of alternating whole tones and semi-tones. Next
comes a Minitude in major scales with changing tonics;
another Minitude exploits mutually exclusive whole-tone
scales; then there is a Polytetra-chord, comprising the
twelve consecutive tetrachords of the cycle of major scales.
This is followed by a lyric Minitude in a counterpoint of
octaves and thirds. A bitonal scale of C major and F sharp
major tetrachords is run off with ninth-chord harmonization.
Then there is a dodecaphonic Minitude composed of suc-
cessive heptatonic and pentatonic scales. Polytonal poly-
rhythmics is the subject of the following four minitudinal
exercises, with the right hand playing in one key, and the
left hand in another, in different rhythms. As a diversion,
a dodecaphonic pattern consisting of disjointed intervals
is romantically harmonized in seventh-chords. There follows
a dodecaphonic series of two mutually exclusive hexa-
chords. Examples of combinational harmonies derived from
the scale of alternating whole tones and semitones are given
in the next group of Minitudes. After a spate of pandiatonic
thematic cadences, the musical landscape changes abruptly,
descending into the lowest depths of vulgarity. In fact, the
opening two pieces of this grouping bear the candid titles
Vulgar Banality and Banal Vulgarity. The first is a variation
on a German teaching piece, with a fragment of an Argen-
tinian tango thrown in; the second is an exercise on the
tune of a Russian children’s song, Sparrow, Sparrow, Where
Were You?. The last two Minitudes are disarmingly alpha-
betical: Cabbage Waltz and A Bad Egg Polka. The titles are
spelled in musical notes, forward and backwards, C-A-B-
B-A-G-E (E-G-A-B-B-A-C) and A-B-A-D-E-G-G (G-G-E-D-A-
B-A) in unashamed C major.

—Nicholas Slonimsky
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KEN FRIEDMAN

6361 ELMHURST DRIVE
SAN DIEGO
CALIFORNIA 92120

(714) 583-7935

Lectures, Exhibitions,
Visitation & Concerts

IORINCE:
ECORDINGS

FOUR NEW RELEASES

. william. Bolcom (2 Etodes (illianBolcom, prano) E Two tiew works by Harold Pudd
FGRS 4 Philip Winsor, Melted Ears (William Albright FGRS l6 The Oak of the Go[-ienDrmm(cledmm. Music)
and Thomas Warburton , dug-pianists) Coeur d’0¢v (Charles OreRa , soprano sax
and tape)

-1 Phillip Rehfeldt performs Music forClavinet | -{ The Uniersity of Oregon wind quiitef plays
FGRS-15 m”-l"ﬂ by BurfonBeerman Elliott Borishansky, FGRS-II music by Homer Keller Ellio P‘Em‘nrr‘(:
Feter Griffith , M, William Karlins, Donald William Sydeman aud Charles Whittenberg

Martino, Elliatt SchwarTz { =

TF not at your dealers, these may be ordeved divect
(still only $5 per record!) from
: ' ADVANCE RECORDINGS
FO Box 17072
Rincon Station
) Tucsan AZ. 85710
(Arizona residents add salestay please)

INTERNATIONAL SOUND SERVICE

SALES, RENTALS, AND SERVICE
of
JBL — Electro Voice — CTS
Anvil Cases — Souncraftsmen
Teac — Used Equipment
equalizers — amps — speakers

mics — mixers — systems

For information write:

[S:S!
P.O. Box 43
Carmichael, CA 95608

or call:
(916) 489-7847

European Distribution
of SOURCE is
Now Being Handled By

UNIVERSAL EDITIONS
(LONDON) LTD.

2-3 Fareham St., Dean St.
London W1V 4DU
England
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artscanada

one of the great

modern art magazines

of the world

SUBSCRIPTION FORM

7o: The Subscription Department,
artscanada Magazine,

129 Adelaide Street West,
Toronto 1, Ontario,

Canada.

Please send me artscanada for 1 year ( 6issues) [

| enclose a cheque for §

There are many magazines in the world, but surprisingly few art
magazines

artscanada is Canada’s international art magazine
Inter-disciplinary, it provides an authoritative and stimulating
commentary on the art scene, exercising considerable influence
upon those who have to keep abreast of what is happening

in the visual arts. It is almost unique among art magazines in that,
although completely independent and autonomous, it is the

art magazine of its nation — a nation whose art makes an increasing
impact on the rest of the world

Each of its 6 issues a year devotes a large part of its content lo the
consideration of one theme, enabling examination of the subject

to be more comprehensive than is usually possible. In addition,

there is unrivalled coverage of the art happening in Canada {and

its sacial and aesthetic corollaries in related fields) as well as
significanttrends in art in other parts of the world. The artscalendar
feature provides a valuable diary of shows, exhibitions and events
occurring in the ensuing two months throughout Canada and other
important centres outside.

artscanada has published a number of issues on different themes
which have made a useful and acknowledged contribution to

the body of knowledge in the visual arts. (We hope that our October/
November 1971 issue on Eskimo art will be one such.) It is copiously
illustrated and quite beautifully printed on high-quality art paper. It is
a magazine to be kept, for it constitutes a valuable and permanent
record of the visual arts and their practitioners. For those interested
or involved in art, artscanada is vital reading.

A 1oy 211

A [ -year subscription cosis 8710 (plus
postage outside Canada)—proportionately
less for a 2-year or 3-year subseription,

For bona fide Canadian and U.S. students
there is an even cheaper | -year rate—use
the Student Sub Card from a copy of the
magazine. Complete the Subscription Form
and mail it with a cheque for the appropriate
amount to the a¥ldress on the form.

_______ > 4 e

10 + $2 poszage cutsnde Canuda
2 years (12 issues) [] $18 + $4

3 years (18 issues) [ | $24 + $6 " " w
(Tick appropriate box)

Name
[CAPITALS PLEASE)

Address
{CAPITALS PLEASE)

So

FOR INFORMATION ON BOOKINGS, WRITE TO AMRA/ARMA, 2101 22nd
STREET, SACRAMENTO, CALIFORNIA 35818 OR PHONE 316 - 457-2173,
THE GROUP IS AVAILABLE AT SELECTED PERIODS THROUGHOUT THE
CALENDAR YEAR,
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THE DEPARTMENT OF MUSIC AND
THE NEW VALLEY MUSIC PRESS OF SMITH COLLEGE

announce

THE ALVIN ETLER MEMORIAL COMPETITION

A chamber work for any combination, up to five, of the following:

Flute Viola
Oboe Cello

Clarinet Piano
Horn Harpsichord
Bassoon Soprano
1 or 2 Violins Electronic Tape

The winning work will receive a professional performance at Smith College and will be published by the New Valley Music Press.

Runners-up will also be considered for performance and publication. Compositions must not have been previously published.

For competition entry form and further information write:

ALVIN ETLER MEMORIAL COMPETITION
Department of Music

Sage Hall

Smith College

Northampton, Massachusetts 01060

DEADLINE IS DECEMBER 1, 1974




BACK ISSUES
CURRENTLY
AVAILABLE

1 1 CRop e

2101 22nd STREET
SACRAMENTO, CALIFORNIA 95818

Special Guest Editor Alvin Lucier. Including

Scores and articles by Dick Higgins, Philli
4 b 2 works and articles by Cornelius Cardew, Steve

Scores by Anna Lockwood, Christian Wolff,

Stanley Lunetta, John Hassell, Arthur Woodbury,
Andrew Stiller, Max Neuhaus, Barney Childs,
and The New Percussion Quartet — Articles by

Corner, Jani Christou, Harold Budd, John Din-
widdie, Alvin Lucier, John Mizelle, Frederic
Rzewski, Daniel Lentz, David Rosenboom,
Morton Feldman, Roger Reynolds, and )oel

Reich, Gerald Shapiro, Anthony Braxton, Stuart
Marshall, Pauline Oliveros and the ¢ Ensemble,
Alvin Lucier, Naked Software, Gentle Fire, the

Dick Higgins, Robert Erickson, and R. Murray
Schafer. $9.00

SPECIAL ISSUES

Special Record Issue including two ten-inch
stereo LP recordings of works by Robert Ashley,
Larry Austin, David Berhman, and Allan Bryant
—Scores by Robert Ashley, Larry Austin, Mario
Bertoncini, Jocy de Oliveira, and Lukas Foss—
Articles by John Cage, Lowell Cross, Lejaren
Hiller, Ben Johnston, and Udo Kasemets $11.00

Gutsche. $9.00

Special Double Issue including two ten inch stereo LP
recordings of works by Larry Austin, Alvin Lucier, Stanley
Lunetta, Mark Riener, and Arthur Woodbury — Acetate
Artwork by John Cage and Calvin Sumsion — Scores and
Articles by John Dinwiddie, Ben Johnston, Ed Kobrin,
Dick Higgins, Arthur Woodbury, Barry Spinello, Pauline
Oliveros, Mark Riener, Robert Moran, Keith Muscutt,
Allen Strange, Alvin Lucier, Jocy de Oliveira, Bengt Emil
Johnson, Sven Hansell, Harvey Matusow, Lowell Cross,
Carson Jeffries, David Tudor, Morton Feldman, Ken Maue,
Larry Austin, Alcides Lanza, Kira Gale, Stanley Lunetta,
Peter Garland, Boudewijn Buckinx, Don Walker—Reports
on Mewantemooseicday and the Fylkingen Festival.
$22.00

Portsmouth Sinfonia, the Scratch Orchestra,

Richard Martin, and Mary Lucier.

Scores and articles by Lowell Cross, Arrigo Lora-
Totino, Marilyn Wood, Jim Burns, Manford
Eaton, Jacques Brodier, Ed Kobrin, Alvin Curran,
Paul Klerr, Anna Lockwood, Nelson Howe,
Nicolas Slonimsky and Source Records number
five and number six. $11.00

Because of the special nature of these issues (records, acetate art works, color slides, etc.) there are no plans to reprint them in the near future, ORDER NOW.




We are proud to announce that
NUMUS-WEST has become agent for

Records

devoted entirely to new music.

WERGO has the largest catalog of recordings

The records are manufactured according to the
highest standards available in the recording
industry. For full appreciation of new music,
such high standards are required.

WERGO is a daughter firm of the famous
German publishing house, Schott and Sons, the

EXAMPLES OF WHAT IS AVAILABLE

60033

Allende—Blin, Cage, Kagel, Otle,
Zacher

60034

Yun: Gasa, Lovang, Reak, Tuyaux
SONOFEs

60036

Hindemith - Ligeti

endir

BErn - £immerman

do - La fabbrica

Flcorda

seur: Jeu de miroirs de Votre

lomee: Le Tombeau de Mann

60040 :
Foss: Echol = Fragments

Mon-lmprovisation

60041
Dessau-Eister: Brecht-Lieder
ala May

_ingas y puntos
Secuencias — Symposion

original

650043 .

Kagel: Heterophonie Giglen

50044

Lutoslawski: Symphonien MNr, 1 und 2
60045

Ligeti: Continuum Lontano
Requiem

60046
Farrari: Music Promenade —
Lind 50 weiler

60047
Rabe: Was??
Persson: Proteinimperialism

publishers of Beethoven's Ninth
Symphony and Wagner's Ring.

NUMUS-WEST
directly. WERGO has fixed the American retail
price at $6.95 per record . . . a little extra for a
lot of quality.

Send your order to NUMUS Records, P. O. Bo

146, Mercer Island, Washington, 98040, and we
will bill you for $6.95 per record, plus postage.
Enclose your check and NUMUS Records pays
the postage.

imports WERGO records

For a free catalog with a complete listing of all
WERGO records, write to NUMUS Records.

NORTH AMERICA’'s NEW MUSIC JOURNAL

Subscribing Institutions and Libraries

Atlantic Union College Azusa Pacific College Ball State University BMI Canada Limited Bowdoin College
falo-Erie Public Library — Chestnut Hill College (Pa.) — Cleveland Institute of Music
Colgate University — Cornell U sity — Dominican College (Cal.) — Eastern Washington State College — Eastman School
of Music Electronic Music Studios of Amherst (Mass.) Electronic Music Studios of London (Engfand) Fisk
University — Harvard University — Instituut voor Sonologie (Holland) — Jydsk Musikkonservatorium {Denmark) — Lehigh
University (Pa} Memphis State University Miami University MNational Research Council of Canada Nazareth
College (N.Y.) Mew York Public Library MNiagara County Community College — Northwestern University — Oberlin
College Ohio University — Ohio University College of Fing Arts Peabody Institute of the City of Baltimore
Princeton Umiversity — Public Library of Cincinnatti and Hamilton County Radio Denmark Radio Sweden
Richmond Public Library [Va.] — Roosevelt University (lIl.) — San Diego State College — Seattle Pacitic College — S5
University — Shasta College — Simon Fraser University (Canada) ingrgia, Inc. (Hawaiil — Stanford University — State
University of New York at Buffalo Texarkana College Universite de Montreal (Canada) — Unmversity of British
Columbia {Canadal University af Calgary (Canada) University of California at Berkeley — University of Califormia at
Davis — University of California at Irvine University of California at Los Angeles — University of California at Riverside
University af California at San Diego University of California at Santa Barbara — University of Chicago — University
of Hartford University of lowa iiversity of Morth Carclina University of Toronto (Canadal — University of
Washington - Villa Schifanoia (Italy) — Viterbo College — Washington University — Western Michigan University — Western

Bowling Green State College — B

attle

Washington State College Wilhelm Hansen Publishers {Denmark) — Yale University
Correspondents
Prof. Pauline Oliveros, University of California at San Diego Jr. Edward Applebaum, University of Califormia at Santa

Barbara — Dr. John Chowning, Stanford University Prof, William Maraido, Mills College — Prof. David Bloch, Portland
State University Dr. Dawid Shrader, University of Washington — Prot: Cortland Hultberg, University of British Columbia
Dr. Warner Hutchison, New Mexico State University — Prof, Conrad De Jong, University of Wisconsin at River Falls,

Representatives
Praf. Stanworth R. Beckler, University of the Pacific Mr. Jay Girill, University of Hartford Dr. Greg A, Steinke,
Michigan State University — Mr. Myron B, Myers, Los Angeles
NUMUS-WEST is published twice a year, in Movember and April. Subscrintions fcr the
1972-73 season are still obtainable. Send $2.00 plus 25 eents postage and handling to
NUMUS-WEST, P. O. Box 146, Mercer Island, Washington, 98040, and we will send you

issues 2-72 and 3-73. Single issues available at $1.25 plus 25 cents postage and handling.
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Please mail these issues of NUMUS-WEST to the address printed below: —
NAME
ADDRESS
CITY, STATE ZIP CODE
R e e e e et e i i ki s e ot S M B B

Enclosed please find $ for

subscriptionls) and/or the following single issues:




Qenevis

of a
MUJIC

by
harry
partch

(Second edition)

“l am not an
instrument-builder, but a
philosophic music-man
seduced into carpentry.”
—Harry Partch

“Partch’s art is in the best sense of the term socially conscious,
encompassing the role of the musician in his community as well
as his responsibility to his materials. Whether in his intimate,
folk-song-like chamber pieces or in his large and complex dra-
matic works, Partch remains the individualist, glorifying the un-
orthodox, rediscovering the orthodox.”

—Ben Johnston, SOURCE

Harry Partch, composer, teacher, builder of instruments, has done
more than any other composer to threaten the institutional rou-
tine of music. In his search for ways to expand the materials of
music, he has boldly abandoned the conventional scale, adapted a
43-tone scale, and created new instruments, new forms, new
media, and a new notation to bring music into a more dynamic
20th-century perspective,

Genesis of a Music is Partch’s lively and comprehensive explana-
tion of his unique philosophy and musical system. Written to
expand the musical vocabulary, stimulate creativity, and en-
courage investigation, Genesis is not a didactic guide but a very
personal and individualistic account of one man's attempts to
deal with the most crying problems of music. Since its original
publication in 1949, the major part of Partch’s music and theater
has been created. Thus, a quarter of a century later, Da Capo
Press is issuing a revised edition that thoroughly surveys Partch’s
recent experiments in musical form, media, and styles, examines
his major new works, and provides numerous illustrations of his
extraordinary instruments and notation.

In all, Genesis of a Music is a fascinating study of a profound
composer and innovator—and a must for anyone interested in the
future of music. $15.00

DA APO PRES, INC. Rewor. . wort

Averi

Man is often best known for his fallibility. AVERI was composed completely
of the aforementioned beings. AVERI has now been taken over by CYBER-
NAUT SOUND, which, after an incredible amount of book work, is now
ready to offer the first of a series of AVERI-designed electronic music
modules.

Introducing the Programmable Pitch Generator:

255 discrete programmable pitches, read out by either an internal clock
or external inputs.

Pitch oscillator and clock oscillator are both variable through the use of
potentiometers and/or switching.

Unit runs on 5 volts, internally regulated, accepting any dc input from 6 to
20 volts.

The square-wave output is at approximately 5 volts.

Panel mounting measures 5%z by 19 inches.

Price: $115.00

The programmable pitch generator generates random or sequential pitch

patterns and rates ranging from one change per minute, if so desired, to
10,000 per second.

Averi/Cybernaut Sound

4533 Roberison Avenue
Sacramento, California 95821




the most experienced printer

of avant garde music
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