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ee 1 . What is the purpose of such a collection? 2 

AVisit to the Aquarium: According to Cage, ‘‘it shows the many 

+ directions in which music notation is now 
An Introduction to going.” That it does indeed. But where 

. does this leave the reader, the observer, the 

This Issue visitor to the aquarium? | have never 

been to the contemporary aquarium 

- described by Cage. My boyhood memories 

Gilbert Chase take me back to the old New York 

Aquarium in Battery Park, a dark circular 

hallway with each species in its own 

illuminated tank separated from the others 

and named in Latin. | liked it that way; 

of course, it was a benighted age, and | 

. knew no better: John Cage was still an 
. . + the contemporary aquarium (no infant. | was predestined to be a critic, 

longer a dark hallway with each species hence it seemed natural to me that every 
in its own illuminated tank separated living creature should have a label and 
from the others and named in Latin): a be observable in its own habitat. Later 
large glass house with all the fish in this habit of thought was applied to forms, 
it swimming as in an ocean. styles, techniques, influences, affiliations, 

geneologies, developments, trends — the 

John Cage, Preface to NOTATIONS whole crummy bag of critical impedimenta. 

There is something to be said, | suppose, The trouble with the critical-historical, 
for this notion of indiscriminate didactic-pedagogic, informative-expository 
togetherness — the temporal coexistence books about contemporary music is 

of diverse species of the same genus, precisely that they are about something 
whether they be fish of the sea or human that needs to be seen and known and 

beings who make music. It’s obvious felt from within. Their authors write about 
that different species do coexist in time: Cage or Stockhausen in exactly the same 

Stravinsky and John Cage, Walter Piston and way, with the identical criteria and point of 
Earle Brown, Howard Hanson and Gordon view that they write about Prokofiev or 
Mumma, Roy Harris and Robert Ashley, Hindemith. They are incapable of initiating 
and so on. Cage has chosen to make us into new realms of being and 
this coexistence visible in his new book, experiencing. Hence the really valuable 

NOTATIONS (The Something Else Press, writings on contemporary music are those 
New York, 1969), a sampling of that create a truly contemporary visual- 
contemporary musical notation from the verbal environment through which we enter 
work of 269 composers. In his desire another world of awareness and perception. 
to avoid any kind of formal, aesthetic, A good example is Dick Higgins’ new book, 
technical, or chronological classification, foew & ombwhnw (see Basic 

oe the most arbitrary system Bibliography), which combines interpretative 
ae could be found: the essays with creative pieces. Moreover, 

- he manuscripts are not the book is printed. in four separate 
arranged according to kinds of music, but columns, running simultaneously from 
aphabetically according to the composer's beginning to end of the volume. This sort 
ae Asssiah to Zacher. As in of reading experience is worth more 
mee Procedure, some members of than ten treatises on the properties and 
F me species are randomly juxtaposed. effects of simultaneity in the arts. 
or example, avant-garde composers 

ae Ashley and Larry Austin, or There are many books on contemporary 
ae Arthur Bliss and Ernest music — or at least on twentieth-century 

by Sia On the other hand, swimming side music (they are not quite the same thing) _ 
tele, are such incongruous pairs as written by academic types with conventional 

Cornel Berio and Leonard Bernstein, criteria in mind. None of them, in my 
Alters Ge” and Elliott Carter, opinion, is very helpful except in a merely 

Lejaren ne and Jimmy Giuffre, informative way: they give dates and 
Maske ana and Alan Hovhaness, Douglas names and titles; they juggle terms like 
Diter Rot chee Moran, Ned Rorem and atonality, expressionism; pointillism, 

+ Christian Wolff and Stefan Wolpe. serialism, parameters; they are didactic,



3 pedantic, pedestrian; they analyze, describe, of words and the author, but the typography 

explain; they give good advice (‘‘the too — letter size, intensity, and typeface 

reader is urged to familiarize himself with —were all determined by chance 

the new music’) — and they are one operations. This process was followed in 

hell of a bore.' order to lessen the difference between 

text and illustrations. 

Having dumped most of my critical 

impedimenta somewhere along the line, Frrom the chance-manipulated statements 

1 can sympathize with Cage’s desire to in NOTATIONS | have selected — not 
discard classifications and labels and at all by chance or at random — some 

compartments. | have just taken a look at representative examples (reprinted, alas! 

my record collection, and | see that there in uniform typography): 

too I’ve largely let the alphabet be my guide 

(after all, it is convenient). To be sure, Relevant notation is the only answer. 

| may put Latin American Music on one — Kenneth Gaburo. 

shelf, and ‘‘classical’’ music on another. 

But that still makes a jumble of periods, After weighing an average-sized tenor’s F 

styles, forms, aesthetic criteria, etcetera. sharp, he said that music is a dirty 

And anyhow, within the space of fifteen or business. — Anon. 

twenty linear feet, a sampling of the 

entire universe of music — past, present Composition does not terminate with the 

and future — is at my fingertips.* Centuries, construction of the graph but continues 

civilizations, primitive and complex orally through the dramaturgic transmutation 

cultures; continents, nations, cities; folk, of the visual into sound. — Sydney Wallace 

popular, exotic, and fine-art traditions; Stegall. 

every source of sound known to mankind, 

from the gourd rattle to the Moog To give these sounds to people in a form 

Synthesizer, can pass through a pair of that has the constant availability and 

earphones into my entire nervous system. listening privacy of a recording, and yet is 

In this moment of truth, of total immersion not a past event preserved but something 

in the music itself, of complete existential which is continuing. — Max Neuhaus. 

communion with the phenomenon of 

sound, at once spiritualized and Paik. When you compose, do you think 

corporealized — books, theories, systems, notation first? May | ask? 

classifications, periods, opinions, dates, Cage. Yes, you may ask... Both constitute 

influences are as blown chaff, as flecks of inseparable entity... | cannot separate 

dust one whisks from the platter. Besides, them... (1958, Ongakugeijutsu). 

I've read all the books. 

. . . . the music-schools are old-fashioned, 

And so back to the aquarium. “No dead museum-machines — Gertrud Meyer- 
explanatory information is given,” declares Denckman. 

the Maestro. Nevertheless, there is a text 

(with typography marvelously composed The notation is provocation-memory of 
by Alison Knowles): “‘The composers were sonorous occurrences, commemorative 
asked to write about notation or something stone, gravestone of the musical thoughts 

relevant to it.” So that the resulting themselves. — Franco Evangelisti. 
information would not be too explanatory, 

it was manipulated by employing I-Ching The rules are remembered but they’ve lost 

chance operations: their hold. — Anon. 

These determined how many words Notation can be nice. — Lou Harrison. 
regarding his work were to be written by or 

about which of two hundred and sixty-nine Our system of notation is incapable of 

composers. Where these passages (never representing any except the most primary 

more than sixty-four words, sometimes divisions of the whole note. — Henry Cowell. 

only one) have been especially written 
for this book, they are preceded by a | welcome the introduction of any 

paragraph sign and followed by the author's astounding, unprecedented new sounds 

name. Other remarks were chosen or into general music use, but the sounds 

written by the editors —John Cage and themselves must be extraordinary —|I find 

Alison Knowles. Not only the number meaningless the representation on paper



of effects which cannot reach the ear in It would be regrettable to have these 4 

actual performance. — Henry Brant. qualities sacrificed for originality or 

intellectuality. — Jimmy Giuffre. 

Since the problems arise from constriction, 

not freedom, why not begin with the notion Exit this way. The management hopes you 

that anything will do visually as long as have enjoyed your visit to the Contemporary 

you get the sound? — George F. Flynn. Aquarium of Musical Notation. Sight 

without Sound. A visual-verbal experience. 

Notation of sound in time and space must Bubbles of silence blown by strange fish. 

give its information as clearly, as precisely What next? 

and as beautifully as possible. While it 

is primarily a chart for ears, it must play i 

provocatively and irresistibly on the eye. 

— Noél Llinos. WHAT IS CONTEMPORARY? 

The writing down of a musical thought is In all the arts there is a physical 
in every way as personal and revealing component which can no longer be 

as the writing down of any thought. considered or treated as it used to be, 

Examining a music manuscript, inevitably which cannot remain unaffected by our 
I sense the man behind the notes. The modern knowledge and power... . We 
fascination of a composer's notation is the must expect great innovations to 
fascination of human personality. transform the entire technique of the 

— Aaron Copland. arts, thereby affecting artistic invention 

itself and perhaps even bringing about 

This notation appears as seen from an an amazing change in our very notions of 
airplane, suggesting how music surrounds art. 

us and rises up. In the scale of the images, Xi 

one would be listening a hundred feet Paul Valery, Piéces sur I’Art. 

above — the staves become roadways, with s 
pianos and strings marking blocks and Here we leave the realm of hypothesis 
intersections. — Anon. to enter that of the possible. 

Blaise Cendrars, Moravagine. 

ee notation is'what works, — Earle The reason that textbook, musicological 
lucubrations, and other standard ‘‘guides’”’ 

Fundamentally, notation is a serviceable to'contemporary ee never get to the 
device for coping with imponderables. heart of the matter is that, for the most part, 

— Roberto Gerhard. they deal with music as a self-contained 
phenomenon, an object-in-itself to be 

A new sense of the ordering elements: not  2nalyzed, dissected, described, and 
to pretend to catch in a work the whole classified. But ‘‘contemporary” is a state 

of the sonorous event, but to accept the of mind. You are either with it — con 
unavoidable percentage of indetermination tempo (as Stravinsky once said) —or you 

and to propose an order, suitable to be are not. Many people find it easy to be 
applied to the suggested elements. contemporary as regards the material 

— Graciela Castillo. things that affect their lives, such as 
transportation and television, but balk at 

To perceive simultaneously several accepting the contemporaneity of art. This 

discontinuous structures as being one total is because they fail to make the essential 

syntactical manifestation is unique to our connection between art and its 

twentieth century. — James Drew. environment. In today’s world, this 

: connection — at least in America — has 
Silence more than sound expresses sound’s been best explained by three key writers: 

Parameters (including parameters we’ve Buckminster Fuller, Marshall McLuhan, and 

not noticed). Thoreau said sounds are John Cage.* Among the younger men, 

bubbles on Silence’s surface. They burst. Dick Higgins has done some brilliant 

hs a question of how many bubbles Silence exegesis.* There were also some remarkably 

as on it. — Anon. clairvoyant precursors, notably Paul Valéry, 

Why, helene Walter Benjamin, Marcel Duchamp, and 
aes en, it isn’t anything, it’s just one (in music) Erik Satie." The work of these 

n thing after another! — Barney Childs. men is all that one needs for a basic



5 understanding of contemporary art,’ but interval between five and 56 tones to the 

one can pick up many interesting insights octave. ... On top of this mix one 

and points of view from other writers, could hear seven amplified harpsichords. wee 

especially poets and artists. There is, for Three of the harpsichords were playing 

example, this bit by Blaise Cendrars (from fixed versions of Mozart’s ae 18th- 

Moravagine): century Introduction to the Composition 

of Waltzes by Means of Dice, in which the 

As it is performed (and especially as performer is allowed to play sections in 

it is taught) music is no more than a any order he wishes. With computer 

laboratory experiment, the diagrammatic assistance, Cage and Hiller realized three 

theory of what modern technique and : different fixed versions of the fragments, 

mechanics achieve on a vaster scale. The two of which incorporated other passages 

most complicated machines and the from Mozart. Two more harpsichordists .. . 

symphonies of Beethoven move according played differing but individually fixed 

to identical laws, they progress collages of harpsichord music from Mozart 

arithmetically, they are ruled by a need to the present, while David Tudor played 
of symmetry which breaks down their computer print-out for 12-tone gamut. 
motion into a series of minuscule, minute The seventh harpsichordist . . . had nothing 
and identical measures. The figured bass more specific than blanket permission to 
corresponds to a certain meshing of gears play any Mozart he wished. . . 

which, infinitely repeated, releases with 

8 cthatic . oe ee the ieee ree It Who says the classics are dead? Drastic 

ne the 'c het se nf energy). . i feed metamorphosis is the supreme test of 

sec: Fcc, ins es ; Fi whitheoa b the immortals. Computerized Mozart, 

tek am conven ed. wet vies ean! 2 switched-on Bach . . . who's next? This 

ia e Pe ah ah i ena erga way for Instant Contemporaneity. There's 

at leisure by the understanding. even hope for Brahms. . . 

The extraordinary prescience of this oo, 
passage (written in 1926) resides in its The essence of contemporaneity is different 

anticipation of one of the basic processes things happening or existing at the same 
of post-1950 music, namely the time. That is actually what the term / 

transformation (through electronic and/or means. For that few aes I ws now inclined 
environmental metamorphosis) of works to accept Cage's view of the Contemporary 

from the classical repertory. The discovery ae which | aes wanted to 
that the standard musical repertory is an reject. “oor annoyed, for instance, by a 
artificial and conventional construction book like Contemporary Composers on 
susceptible of being continually taken to SERNA Music b picel by i 
pieces and put together again, is a prime a i 2 ee ing "Bla ha , 
accomplishment of the new aesthetics.’ ede Vale, Ralph Vaughan Williams 

Of course, this discovery could only become and Morton Be eo eee 
meaningful when the means for its an ichar axtield. ese composers 

realization became available through (I said to myself), belonging to utterly 

electronics. The process was most recently different mental and technical worlds, are 
illustrated in a composition by John Cage a equally TARE Uae then the fem 
and Lejaren A. Hiller, titled HPSCHD, as no significant meaning — It Indicates 

first performed at the University of Illinois, merely an indiscriminate chronological 
Urbana, on May 16, 1968.° jumble. | confess that this juxtaposition 

still irks me: 

The impulse for this work came from a Yet | can't fully accept the 

desire to ‘‘make with the computer an art notion of indiscriminate contemporaneity. 

that had not been possible before." Just as they say that all men are created 

As described by Richard Kostelanetz in equal but some are more equal than 

The New York Times (May 25, 1969): others, so | would say that all persons 

living at the same time are contemporary, 

The sounds came from 59 amplified but some are more contemporary than 

channels, each with its own loudspeaker others. Much as | would like to accept 

high in the auditorium. Fifty-two channels Cage's permissiveness, his ideas of 
contained computer-generated music no order, my critical bias impels me to 

composed in octaves divided at every seek an idea of order.



For me, the ordering idea in contemporaneity be repeated 380 times. In performance 6 

is not chronology but temporality. The the satirical intent of this repetition comes 

“most contemporary’ composer is he who through very clearly, but at the same 

is most completely with the time. The time other very interesting results begin 

variable factor, of course, is time. Every to appear. The music first becomes so 
moment in history has its own familiar that it seems extremely offensive and 

contemporaneity, defined by a repertory of objectionable. But after that, the mind 

realized possibilities — such as, in our slowly becomes incapable of taking 

own time, nuclear energy, outer space further offense, and a very strange, 

travel, laser beams, electronic generation euphoric acceptance and enjoyment begin 

of sound, etc. In the arts, the avant to set in. ... By the time the piece is 
garde has the function of realizing the over, the silence is absolutely numbing, 

maximum aesthetic potential of a given so much of an environment has the 

temporal ‘‘climate.’’ Hence the avant garde, piece become. 

by definition, forms the apex of the 
contemporary situation. From this The acceptance of boredom as part of the 

temporal apex, everything else recedes musical experience not only has interesting 

backward in time — which is not to say possibilities for contemporary art-music, 

that it is less “‘valuable:’’ it is simply less but seems also to have permeated some 

contemporary. sectors of popular music, as in the 

extremely long ‘‘sets’’ played by some Rock 

The process also operates in reverse groups. But duration and repetition are 

order: some composers whom chronology of course only two aspects of boredom. 

places in the past are actually more The whole question needs to be studied 

“contemporary” (with relation to our own in depth. 

time) than many others living today. Two 

cases in point are Erik Satie (1866-1925) The paradigm of contemporaneity in music 
and Charles Ives (1874-1954). They were, as is Cage’s ‘‘silent piece” titled 4’ 33” 
the saying goes, ‘‘ahead of their time.’’ (1952). In this piece the performer is not 

Now they are our contemporaries. Ives, directed to produce any sounds. Instead, 

among other things, showed us that ‘‘to the sounds, which constitute the content 

simultaneously perceive several of the piece, are found in the environment 

discontinuous structures as being one — wherever, whatever, and whenever it 
total syntactical manifestation,” would happens to be. Thus, with three built-in 
result in a new kind of musical experience. variables — time, place, and content — 
The multimedia experiments today carry this piece triumphantly solves the problem 

this concept much further, not only in of perpetual contemporaneity 
combining the various arts but also (corresponding to the old idea of 

in utilizing the total environment. perpetual motion). In general, the principle 
of variable content — through ‘‘open 

In a fascinating article in SOURCE (Vol. forms” that permit the indefinite utilization 

3, No. 1, January, 1969) Dick Higgins of environmental sounds — is a fundamental 
writes about one aspect of Satie’s and far-reaching factor in much of the 
contemporaneity: the importance of new music.'® 
boredom.’ As Higgins writes: “Boredom 
was, until recently, one of the qualities The next step is to extend this principle 

an artist tried most to avoid. Yet today it in practice so that it becomes readily 
appears that artists are deliberately trying available to the individual private consumer 

to make their work boring.”” In trying of music — whose role should no longer 
to find out how this came to pass, he be passive but active. That is to say, 
Concludes that, ‘In music the key personality he should be able to manipulate the 
in this development, as in many others, music he hears and to modify it in any 

Is Erik Satie.” He mentions a piece that way that he pleases. Something of this is 

Satie wrote shortly before World War |, already happening — as Otto Henry 
called Vieux Sequins et Vieilles Cuirasses, points out in his article on ‘‘The 

Spoofing the military and the glories of Electrotechnology of Modern Music’? — 

nationalism: through the individual’s control of his high 
fidelity equipment: speaker placement, 

ef on of the piece there appears volume, balance, treble and bass 
cen F, “beat Passage evocative of old adjustments, etc., which gives him ‘‘the 

ches and patriotic songs, which is to power of creating his own personal



7 arrangement or interpretation of a sound 1969), is described as follows by the 

ideal, an ideal that is different in each composer: 

person. . .”” A rudimentary beginning, but 

one that has infinite possibilities for MAP; is to be realized by means of a 

counteracting the standardization of modern hand-held magnetic playback head with 

life. These possibilities for individualized appropriate pre-amplification and power 

music-making are more likely to be amplification (i.e, the tape-head input 

realized through the very flexible and found on many home-type hi-fidelity 

versatile medium of the tape recorder — amplifiers). The various speeds and kinds 

at least until the Moog Synthesizer or of motion used in moving the head over 

its equivalent becomes a household item. the surface will create corresponding 

Again, Cage was a pioneer in this field. modulations in the magnetically printed 

His Williams Mix (1952) consisted of a sound, making it (desirably) difficult to trace 

score (i.e., directions) for making music on exactly the same path twice. Hopefully, 

magnetic tape, using some 600 recordings each ‘explorer’ will discover the potential 

for this purpose, with chance operations of the surface in some special way. 

derived from the I-Ching. Of course, in 

1952 few people had the equipment or The ‘‘surface’’ to which Hassell refers 

know-how to do this. But the growth consists of a six-inch square surface made 

of the small, do-it-yourself electronic up of pre-recorded magnetic tape arranged 

studio has been phenomenal. Mass in horizontal strips, with ‘‘sounds of 

production is certain to come; the human crowds, laughter, excerpts, African drums, 

problem is how to save the individual generators, motorcycles, water, whispering, 

from being merely a passive consumer, as etc.’ — a total of about 48 tracks of 

he is in the concert hall or sitting varied sound material. To these were 

before a television screen. added vertical tracks, ‘‘written’’ with hand- 

held recording head. In the third and 

| believe that Max Neuhaus went to the final process, diagonal tracks were added, 

heart of the matter when he stated the also with hand-held recording head. In 

need ‘To give these sounds to people in a steps two and three, fewer sounds 

form that has the constant availability were used (in step 3, only “‘widely spaced 

and listening privacy of a recording, and sine-tone ‘blips’ '’). To avoid an 

yet is not a past event preserved but impression of total confusion, the 

something which is continuing.’’ Marvelous composer adds this reassuring note: ‘‘The 

as are the benefits of disc recordings, nature of magnetic recordings is such 

they have not overcome the limitation of that, while reading the sound in one of 

being ‘‘a past event preserved’ — the three layers, the sound from the 

inflexible, immutable, embalmed. Even other two will be almost (or completely) 

spontaneity becomes stale by repetition. inaudible.” 

This is the humanistic challenge of 

contemporary music: to make the listening Once the ‘‘master’’ has been made, it 

experience instantly and privately available, can be reproduced in quantity (e.g., 

as a personal, individual experience in a two thousand one hundred copies of 

society increasingly dominated by mass MAP: were printed). Anyone who has or 

consumption and cultural regimentation, can get a hand-held magnetic playback 

and at the same time to prevent it from head (Hassell assures us that they are 

being merely a passive experience readily available and ‘“‘very inexpensive’’), 

based on an invariable mechanical and the necessary amplifying equipment, is 

repetition of identical units (like the ready to let his hand trace a voyage of 

music machine described by Cendrars) — discovery through this contemporary 

“‘not a past event preserved but something Map of Sound. 

which is continuing’ — perpetually 

renewing itself in the creative psyche 

of the individual. 

A significant practical step in this direction 

appears to have been taken by composer 

Jon Hassell (b. 1937), with the do-it-yourself 

pieces titled MAP, and MAP:. The latter, 

reproduced in SOURCE (Ill, 1, January
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give information about contemporary Like it or not, an indispensable 

music and its makers. Their main work (and one does not have to 
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2 ee ue asus ord. An exception Peter Yates! Twentit 
Wesleyan University Press, 1961). Century Music (New York: Pantheon Books, 

1967). But, as the title indicates, its 

: A Year from Monday: New subject is not, strictly speaking, 

Lectures and Writings (Middletown, contemporary music: 

Connecticut: Wesleyan University 

Press, 1967). 2. 
The very act of selecting the recordings 

Marcel Duchamp: ‘‘The Creative Act,” in that one will play at any given time is in 

Robert Lebel, Marcel Duchamp (New itself a kind of ‘‘composing.” One 
York: Grove Press, 1959). This chooses not only the musical content, but 

volume also includes a list of writings also the order of performance and the 
by Duchamp (statements, quotations, over-all duration. Much more flexibility is 

letters, interviews, etc.) obtainable with a combination of record 

player and tape recorder. One may then 

Buckminster Fuller: Untitled Epic Poem select parts of any compositions, of 
on the History of Industrialization any duration that one wishes, and 
(Highlands, N.C.: Jonathan Williams combine them in any sequence that one 

& The Nantahala Foundation, 1962). chooses — either at will or by chance 

(Recommended only for those who operations. 

wish to go deeply into the backgrounds 
of contemporary art.) 3. 

Dick Higgins: It is interesting to note that this trio of 
'ck Higgins: Postface (New York: The aesthetic luminaries is brought into 

Be eine Else Press, 1964). . conjunction in a work by the Canadian 
beclally: towards musical activity’ avant-garde composer Udo Kasemets: Tt: 
— but it’s all good. Tribute to Buckminster Fuller, Marshall 

ice wa ow fi McLuhan and John Cage (a cybernetic, 

a eo mibiw fin Wi ia computer-controlled audio-visual audience 
grammar of the mind and a participation piece). 
Phenomenology of love and a science 
of the arts as seen by a stalker of 
the wild mushroom. (New York: The 4. oe Z 
Something Else Press, 1969). Another young composer-critic, Eric / 

Especially “Intermedia,” “Games of Salzman, has specialized in multi-media 

Art,” “Intending,” “Boredom and theatre works, about which he has written 

Danger,” And “Structural Researches” knowledgeably in New American Review, 

— but it’s all good. Performing Arts, The Drama Review, etc. 

Larry Austin is a strongly articulate and 

controversial spokesman for his own wing 

of the avant garde: and he is of course



9 influential as editor of SOURCE: Music 

of the Avant Garde, of which five issues 

have thus far been published at Davis, 

California. 

Di 

Satie, who did not write systematically, 

had a highly original mind and his ideas 

have proved stimulating to a number 

of avant garde composers of the present 

day, notably John Cage and Dick Higgins. 

6. 

See Basic Bibliography at end of this article. 

7. 

The same is true of the plastic arts; for 

example, the Mexican artist Gironella 

has been ‘“‘decomposing’’ and 
“recomposing’’ famous paintings of the 

past, mostly by Velazquez (e.g., Queen 

Marianna), in a sequence of startling 

metamorphoses in mixed media. 

8. 
In a joint interview with Larry Austin 

(SOURCE II, 2, July, 1968), Cage and 

Hiller describe the procedures used in the 

composition of this work. A recording 

of it is available (Nonesuch H-71224). | 

find it significant that at about the 

same time, Karlheinz Stockhausen was 

composing Hymnen (recording: DDG 139 

421/22, four sides), described as ‘‘Anthems 

for electronic and concrete sounds,” 

which takes 4 number of national anthems 

through an extreme process of 

metamorphosis. 

9. 
This article is reprinted in Higgins’ book, 
foew & ombwhnw (see Basic Bibliography). 

10. 
The concept of ‘‘found sounds’? — drawn 

from the environment — corresponds to 

that of ‘found objects’’ in contemporary 

painting and sculpture. A good example 

in music is Cage’s Variation IV (1965), 

of which a recorded version exists (made 

with the assistance of David Tudor) 

from a performance at the Feigen-Palmer 

Gallery in Los Angeles (Everest ST-3132). 

The Cage-Hiller HPSCHD has been described 

by Donal Henahan as “‘A collage of 

found sounds.”
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musical notation has nothing to do with the musical sound. All right. Tomds Marco. 

= SKETCH OR A 

TRAGIC ONe~acT 

ran} Sar OPERA Ot ge 
sro ne id = : 

BP sme =; a 

d- a 
—-_-— 

I lala 

a 2) : 

232 fet ") 

tons ‘ene eee 
° mass 35 Fo te i s£ 

es == g aS S07. ao 

Pe ea ets | if 

oo gi Om ee 
woe ee Tt pce ee ee 

hit 15 a Aa He 
ce +. (apn Ses ae 

e Vion, = old IO ein Fey [ 

i lhe {\. Zeal es Roo) |) t eaeetit — 

ee AO fe Ned ee i.f See 
3 cen Boe ae P 

§ 7 = an 
a = Lo WA 
E = A _— S 
i = 2 
3 
q 

ROBERT MorAN srw 

Rosert Moran, Sketch for a Tragic One-Act Opera (1965)



‘communicate . . . not only statistics but... shades of meaning. . , expressive intentions 

from one person to another .. . although, as in love letters, 

‘annot be completely successful... Ingolf Dahl, 1 The colors were very important in my 
fosaiques, but much more exciting wos assembling the small stones of notes into the five pictures. 
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Books, for example, became less expensive 20 

The Electrotechnology and more available to everyone. People 

. could afford to buy them; it was no 

of Modern Music longer necessary to go to a library for 

all reading and research material. This 

had a monumental effect on what kinds 

Otto W. Henry of books were available, what kind of books 

were kept in a library and how people 

behaved in a library. 

The same applies to music here and 

now. It is no longer necessary to hire 

musicians in order to hear music or 

to laboriously acquire the means of 

producing it or to pay a fee to wait in line 

The time has come to acknowledge that at a concert. You can, in effect, buy 

the greater part of musical experience is the music by purchasing a transistor radio, 
acquired today not by attending concerts or records or tape recorders, according 
but by staying at home. Over 90 percent to your means. Music, like literature, 
of all music heard at present comes is more available today because a cheaper 
from loudspeakers. Even performing means of reproduction has been created 
musicians spend a large amount of time by technology, and a buyer’s market 

in recording studios, or else listening to prevails which is suited to every taste 

recordings to gain a comprehensive imaginable. 
knowledge of the repertoire. 

We are experiencing, in fact, the first 
With this as a premise, it is to be expected stages of what is known in science fiction 
that the electronic technology of the as the problem of the matter duplicator 
recording and broadcasting industry will —i.e., what happens to our socio-economic 

have a profound influence on how music culture when technology produces the 

is perceived, what is heard, how it is final machine, a machine that can duplicate 
performed, and how one acts in its anything for nothing? Some presentiments 
Presence. The major effect of this of this ultimate problem are present 
technology is diversity and the destruction today in the form of audio-visual 

of the boundaries between musical types, duplicators. Why buy a book when all 
between music and the other arts, and you want is a single chapter? Why spend 

between the arts and technology. hours in a library taking notes like a 
The result may seem chaotic but the Medieval monk when you can photostat 
trend is actually towards a re-unification of material for pennies? Why spend twelve or 

the arts, made possible by technology. fifteen dollars for a record album when 
you can borrow it from a library or a 

|. Music and Diversity (What the Walrus friend and record it on a 99-cent reel of 
_ Said) tape with space left over? Both means 

Mid-twentieth-century technology has made of reproduction are currently illegal, but 
all kinds of music available to everyone. this does not stop anyone. The only 
That which was once the entertainment of solution is still cheaper books and records, 

kings has become as common as cabbage. only possible now by printing books and 
The higher levels of society which once recording music overseas and importing the 

controlled the character and quality of product. Computer printout and electronic 
+ music because they were the synthesis may replace this in the future. 

ly classes that had the money to 
Benen, it and the leisure to enjoy its ; On still another level, a great deal of 
fas eee no longer exist. Instead, music music. — if you care for it is absolutely 
in alnreetslek available to all social classes free. It is silence that is becoming a 
quality, ae quantity and uncontrolled commodity. Music has become a common 
playing bs the arrival of the long- necessity and is furnished as a public 
imlsic hee and the tape recorder, service in department stores and office 
that Redaner nee oa a sea change like buildings along with water fountains 
invention er on literature by the and toilets. This over-exposure of music 
and in he printing press and paper, has brought about an undeserved but 

@ much shorter span of time. inescapable banality to music and a



21 kind of built-in obsolescence which becomes Historical styles, once so separate and 

more marked the closer one approaches remote from each other, are now being 

the lower levels of popular music. mixed and can be assimilated as part of 
something unified and complete. People 

Although it is true that musical experience are more aware of Western music as 

has been cheapened both economically a tradition (something accomplished 

and aesthetically, there is at the same centuries ago by older Oriental civilizations 

time a great deal more of it in terms of without the aid of phonographs); but 

variety. It is not the concert halls if the unification of tradition is a 

that are providing this variety, nor any pre-destined cultural goal, it is being 

form of “‘live’’ entertainment. The concert accelerated by the technology of Western 

with its closed cycle of fifty or seventy-five civilization. Moreover, with the advent 

“masterworks’’ is dedicated to supporting a of better and more portable recording 

social institution in which innovations equipment, non-Western types of music are 

are unwelcome, never achieve a permanent becoming more familiar and more popular 

place on the program, and are only through recordings (the Nonesuch 

tolerated out of a mistaken sense of duty. Explorer’s Series, for example.) We are 

Concerts are more like popular reference assimilating not only historical styles 

libraries to which one may refer for from our own culture, but from other 

a good edition of a standard work. The musical cultures as well. And it is working 

latest periodicals are kept on display for a both ways, for other cultures can become 

while and then discarded. The really familiar with our own in the same 

unusual material is recorded on microfilm, manner. If in fact we ever achieve a 

and this is so cheap you might as single world-wide culture someday, the 

well order your own copy. technology will have made it possible. 

The concert halls, then, provide very The outlook for new music, seemingly 

little variety, and understandably so, excluded in this interest in historical styles 

because they have become one of the and other cultures, is really very good, 

pillars that support our cultural tradition for once we learn to understand Machaut 

and are in turn supported in the main and Liszt in close proximity it is not 

by people who are conscious of this so far to Ligeti. The latest trends in avant 

tradition and their obligations to a garde music which are beginning to 

traditional social hierarchy — not a few of capitalize on this heterogeneous situation 

whom, fortunately, also enjoy the music. will be discussed later. 

Recordings have had the effect of 

stimulating participation in this tradition Il. Music and Technology (‘Won't you 

by making the repertoire available to step into my parlor... ?’) 

outsiders, and providing an excuse for 
disenchanted concertgoers to stay at home. Chamber music is music for the home, and 

Either way, the repertoire is being served if it seems a little out of place to go 

so well that overexposure is inevitable to a concert hall to hear chamber music 

and a great many people are ready for it can be blamed on the 19th-century 

something different. Romantics. The recording now substitutes 
for a large amount of concert activity, and, 

This need for variety is being satisfied since this substitution takes place in the 

by a flood of recordings of neglected home, the phonograph has become 

composers and forgotten music brought the twentieth-century chamber music 

to light by the increase in musicological instrument and is even replacing the piano. 

research over the past twenty years. The hi-fi enthusiast, in fact, can perform 

A closed loop between supply, production, or participate in the re-creation of music 

and demand has been forged which by his technical knowledge. Speaker 

seems to sustain and encourage all parties placement, balance, treble and bass 

in this respect. It would almost seem adjustments — all of these and more are 

that by delving into the past and reviving under his direct control: so much so 

centuries of neglected music we are that he can be said to have the power of 

able to provide more than enough for creating his own personal arrangement or 

contemporary use. Through the medium of interpretation of a sound ideal, an ideal 

records, contemporary society can enjoy that is different in each person and is 

the music of the whole Western tradition. reflected for good or bad in the type 

This has never been possible before. of equipment he chooses and the



adjustments he makes to the system. clairvoyant interpretations we are used to 22 

Many will object that this activity is not as at home. The effect on orchestras is 

musical as learning to play an instrument an increasing tendency towards a brighter 

or going to a concert, but the more sound and a cleaner bass line. Concert 

electronic technology intrudes upon the halls are being designed or ‘“‘improved"’ 

making of music in any sense, the more to conform more with an electronic 

musical such electronic activities will image rather than an acoustical one, 

become. particularly as regards the bass register 

because our concept of what a bass 

To take the argument to a higher level in line should sound like has been changed 

this context, it is difficult but necessary by listening to records where this is easily 

to admit that the recording engineer is more reinforced. The acoustics of concert halls 

responsible for the total effect of a are beginning to be controlled by 

recording than the conductor. Skilled electronics. The whole ‘‘environment’’ 

microphone placement and blending, of a hall can be altered to fit the occasion 

together with reverberation and other by leaving a hall ‘‘dry”’ without amplification 

electronic ‘‘enhancements,”’ can improve a for chamber music and increasing the 

bad performance or even a bad reverberation time electronically for larger 

composition. Mismanagement of these ensembles. Then, too, a lot of music 

elements can ruin even the best. Music, today is never heard ‘‘live,"’ but only 

in any case, has become a double through speakers and it is natural to 

discipline: one that specializes in suppose that music that is going to be . 

manufacturing sound and another that heard only in recorded form is going 

specializes in capturing it on tape. They to be written to sound good over 

are even now in the process of becoming microphones — music for television or the 

more closely associated. cinema, for example, or the juke box. 

Electronic technology has intruded into 

Electronic technology is, in effect, creating the music of popular groups to such 

a new idiom for the phonograph because an extent that some are incapable of 
it is producing records that are far reproducing their arrangement ‘‘live’’ and 

superior to the live product and by the have to ape the lyrics and the motions 

same reason it is taking the experience of of playing while their ‘‘hit’’ record is played 

music beyond the capabilities of the concert over the public address system. 

hall. The record listener enjoys ‘super 
balance” because the microphones always lll. The Boundaries of Art and Logic 

occupy the most acoustically advantageous (‘Two Miles from Shore and No Bottle 

Positions. The ‘‘super-accuracy”’ of Opener’) 

recordings are misleading, because even 

the smallest slips can be edited out of It is surprising that the musical medium 

thie tape or whole sections can be that is best suited to the idiomatic 
re-recorded and spliced together. ‘‘Super- qualities of the high fidelity set — electronic 

interpretations” result from this same music — has not received more attention 

Process, culled not from a single continuous from the recording industry. Electronic 

Performance but from generations of music has developed from dry collages 

takes" that may occur weeks apart and and mathematical schematics into a 
which combine the superior versions of the marvelously varied field of great potential, 

ae or movements of a single work. although one would never realize this 

Brie ite an especially from the rather pitiful amount of 

artist bel erpretation by a world-renowned electronic music on records. No one 

al piece hens cous performance of actually knows what the true picture of 

of its ee e rare by the extravagance electronic music is in this country because 

Mahler's Ee Wagner's Ring cycle, or there is so much of it and the Columbia- 
cannot bi ig Symphony, for example — Princeton Studios produce only a small part 

@ matched by live performances. of it. The last five years have seen 

All these fact ; a decline in the ‘‘tape piece’’ as a concert 

On net ater note having an effect idiom: this now belongs to the high / 

image,” our n Copland calls “‘the sonorous fidelity set at home. The newer trend is 
aalalousd Persone! concept of music towards the performance of electronic 
the live Eee the real Product at music in ‘‘real time’ by amplified / 

in compari S beginning to seem dim modification of instruments or objects, 
‘son with the boosted basses and often in combination with other technological



23 aids such as lighting, films, and in the extreme registers anyway, as a 
projections. Theatrical action on the brief experiment with the upper and lower 

part of the performers — such as directions registers of the piano will demonstrate. 

for posture, facial expression, gestures, or Similarly, rhythm or duration, no longer 

movement from one place to another — is restricted by breath or bow-length is now 

becoming more frequent. A composition capable of greater and shorter articulations 

such as Daniel Lentz’s A Piano Piece that defy metric groupings. In short, 

(see Source, Vol. 2, No. 1, Jan. 1968) the elements of pitch and duration have 

with its tape part, projections and final now become comparative qualities like 

delivery of a toy piano out of the case timbre and loudness which have always 

of a grand piano by an attending pianist- lacked a subjective means of measurement. 

physician complete with stethoscope is For example, loudness has always existed 

actually a ‘‘theater piece,’’ a diminutive in terms of “soft’’ and ‘‘loud,”’ or 

cousin of the ‘‘happening.”” Both forms “softer’’ or ‘‘louder.’’ We can measure 

are Gesamtkunstwerke which remove it in decibels with an instrument, but 
the boundaries between the arts and not with the ear. There is no discrete scale 

between the arts and technology —on a of gradations that the ear can identify, as 

Wagnerian scale. The mixture of historical there is with pitch. When these gradations 

and cultural styles and finally this of pitch are removed pitch becomes like 

dissolution of the boundaries of art and loudness — ‘‘high” or “higher,” or ‘‘low”’ 

technology must seem like the end of art or “lower” in this context. Duration 
altogether, but the true direction is without a fixed recurring pulse, likewise 
towards unity, not dissolution. We are becomes ‘‘short,"’ ‘‘long,’’ or ‘‘shorter’’ 

in the midst of a Romantic revolution or “longer.” 

again, tearing down boundaries to build 
larger, more universal structures. These elements of music — frequency, 

duration, timbre and loudness — are now 
ene ei of organization that is a known as “parameters,” and they have 

rom this process of destruction an become equalized, not by choice, or 

reunification is a new logic of music made mathematical conceptualization, but by 

possible by recent scientific and necessity, because this is the way they 
technological hi h h echnological research into how human have to function. Karlheinz Stockhausen 
beings perceive and react to sound. predicted this ten years ago and he has 
Acoustical phenomena and psycho-acoustical been proven essentially right. 

effects have begun to replace the functions 

of melody, rhythm; and: Harmony: r A These new roles for the parameters of 
Electronic music has led the way in this i . . 

. . . music have made it possible or even 
because it deals with the totality of F 

3 necessary to move from a language-oriented 
aural perception. The total range of the 2 see wp * ~ 

4 i . music logic in which ‘‘subjects’’ follow 
human ear is from about 20 vibrations Wa : <5 i 

introductions’ and are concluded with 
per second to about 20,000. Contrasting vi a w et 65 

. ee ests . developments’’ and ‘‘summaries,”’ to the 
with this is the rather limited area in - . oo 

: a formation of a logic this is based on 
which instrumental and vocal music is 5 

aigee . patterns in sound, not patterns in formal 
produced. The ‘‘a’’ that lies one ledger- rhétoric.. Musiecoriposed in thig fashion i 

line above the treble clef marks the highl ae attra tive tog meme Wistonin ie 

approximate center of our hearing; there gnly wtrac ora ! g 
- for rhetoric rather than sound. Robert 

are another four octaves that up till now * ; . 
‘ Ashley's Wolfman is a classic example 

have been of little use because of A . 
: ee : oe of this.* One hears a badly distorted 

physical limitations. Electronic music is not ae s 
5 ae collage of television commercials mashed 

only capable of working within the total cap us . - 
. . together with ‘‘a continuous succession 

range of hearing, it can reproduce any 5 _ a 
cued 7 . of automobile accidents.’’ One sees only 

frequency within this range, removing the 5 : 
A . : the face of the performer illuminated by a 

necessity for fixed scale degrees, which ; . . 
A aw, 2 flashlight taped to the microphone he is 

have largely disappeared within this 4 é 7 * 
7 howling into. Most people miss the myriad 

medium. The most profound and far- 
‘i : A flashes of sound that are created by the 

reaching effect this has had is the radual’ ch f th 1 d he i 

elimination of octave-equivalence, a 8 ange 0 & vowel soun eis 

fundamental law of Western music until 
this time. Octaves do not hold their *A recording of this composition is 

identity in the midst of constant microtonal included in Source, Vol. 2, No. 2, July 

variation, and tend to lose their quality 1968 (Ed.).



sustaining, modulating the feedback of amount to an artistic renewal — a practical 24 

the over-driven public address system. performing instrument for electronic 

From this viewpoint, the effect is elegant music on which either style is possible. 

in its simplicity and even delicate despite The new electronic music synthesizers 

the fantastic volume level; but understanding can be programmed to present sequences 

this requires a new orientation and a of timbres, rhythms, intensities, and 

new vocabulary. pitches, but they are monophonic 

instruments for the most part. Their real 

With electronic music preparing the way advantage lies in eliminating most of 

elements of this new logic are appearing the time-consuming and sometimes 

in instrumental music; this has had questionable processes of manual tape 

the effect of removing part of the manipulation, especially splicing, which 

boundaries that originally separated seem to detract from the validity of music 

electronic music and instrumental style. in this idiom. A sense of credibility is 
One indication is the use of the coming to electronic music, which in turn 

“spectrum,” a dense and seemingly seems more reasonable —to have more 

motionless cluster of sustained pitches, reason — if it can be performed at least in 

in orchestral music. Spectrums first part on a single, identifiable instrument, 

appeared with full psychological effect in even if the nature of the producing 
pieces such as Gordon Mumma’s Megaton mechanism is not completely understood. 

for William Burroughs and can now be The ability of the composer to control 
heard in Michael Colgrave’s As Quiet As, his music directly; to ‘‘perform’’ it on an 

Elliot Carter's Concerto for Piano and instrument, helps to restore a certain 

Orchestra, and with more effect in Georgy amount of faith in what he is doing and at 
Ligeti’s Atmospheres, featured in the the same time his efforts can be compared 

motion picture 2001: A Space Odyssey. The to what others have done using the 
experience is psychedelic if you are same instrument. 

listening and perceiving. The ear like the 
eye has a tendency to become bored Three recordings that use the Moog 

and dart around, a trait that enables us Synthesizer are available in this case. 

to follow several conversations at once The Nonesuch Guide to Electronic Music 
at a cocktail party. In this case, where (HC 73018) by Paul Beaver and Bernard 

there are so many pitches particularly in the Krause demonstrates the capabilities of the 

high register, the ear singles one out, instrument and includes an original 

Brows tired of it, moves on to another and composition, Peace Three. Andrew Rudin’s 

still another with increasing rapidity until Tragoedia was commissioned by Nonesuch 
suddenly the whole upper register is (H 71198), and Walter Carlos and 

boiling with activity — an activity that Benjamin Folkman’s Switched-on Bach 

another part of our perception tells us is appears on Columbia MS 7194. Other 

impossible because all the tones are types of synthesizers can be heard on 
Sustained; the ear is skimming across records. Morton Subotnick used the 
the spectrum like a stone across a lake. Buchla Associates Modular Electronic Music 

System (commonly known as the ‘‘Buchla 

y . Box’’) to complete two commissions from 

i Coe Future: Gupiter ‘and Nonesuch, The Silver Apples of the Moon 

a (H 71174) and The Wild Bull (H 71208). 

Another si | John Eaton performs on the Synket in 

unificati an of organization and Microtonal Fantasy (Decca DL 710154). 

. fechas Nas appeared in the form of 

SytheSiven oy development: the The Subotnick and the Carlos recordings 
interest in i ne of the major conflicts of are perhaps the most significant of these, 

betiiaea the ectronic music has occurred for they prove that unaccompanied 

have avoidediteine ee who electronic music is more suitable as chamber 
of expressing ueceonel timbres and forms music for the home rather than a source 

potentials of ‘ concentrate on the of concert music without visual aids. 
and the aceaec® as a new idiom, There is a kind of poetic justice in this, 

More intereet en who have shown a reason for being that ought to be 

of traditional _m te Imitation or synthesis obvious to everyone by now. 
the past five ee and sounds. Within / / 

development ee a perfectly timed Of course the public may be more willing 
Produced what may at first to accept the medium rather
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than the style the medium has created, music to create new effects, as Charles Ives 26 

as demonstrated by the current notoriety did in the earlier part of this century. 

of the electronic realizations of Switched- The film 2001 makes a collage out of 
On Bach. Despite the rather commercial Richard Strauss’ Zarathustra, Johann 

aspects of the title and the capitalization on Strauss’ Blue Danube, Aram Khatchaturian’s 

the current Bach fad, the approach used Gayne suite and Georgy Ligeti’s 

on this recording is reasonable and Atmospheres and Lux Aeterna — and it 

justifiable, but one that many have had works. Phonograph recordings have for a 

difficulty accepting. A performance of long time served as the basic sound 

Bach or Beethoven by a modern ensemble sources for electronic music; for example, 

cannot help but translate the older music Arthur Maddox’s Hi Lo Joy Honk (1967) 

into modern concepts. Instruments now uses eight recordings in such a manner, 

are different, pitch is higher and including Beethoven’s Grosse Fugue 
questions of tempo and dynamics are and several Chopin Mazurkas. 

always open to interpretation, so there is 

no use fooling ourselves that we are A new. type of cantus-firmus or 

hearing what Bach and Beethoven intended improvisational art is growing out of 

us to hear — if, indeed, they ever gave this, one sign of which can be seen in the 

that a serious thought. Part of the charm improvised cadenza inserted by Carlos 

of older music, anyway, lies in this and Folkman between the movements of the 

transition: making it ‘‘come to life’ in Brandenburg No. 3 in Switched-On Bach. 

modern terms. Electronic synthesis only Furthermore, so many re-interpretations of 

carries this one step farther, but it does Bach in jazz and popular styles have 

not stop with Bach or this recording, appeared in the last ten years that one 
for with a synthesizer one can truly can almost speak of a Bach-Raga in which 

become a one-man band. This is the the major compositions form sub-categories 

other part of the exciting future synthesizers for improvisation. Other composers will 

have opened up. There is only a short follow; Beethoven is probably next. 

step to the realization of a Gabrieli Our traditional music then, is capable 

canzona or a Haydn symphony, or beyond of serving as the basis of new styles and 

to Beethoven and Brahms. approaches to the composition of music, 

through the medium of technology which, 
This, in fact, will be one of the new uses by making the music more available and 
of older music, though not the only adaptable, is contributing towards the 
use. Composers in both instrumental and reunification and renewal of the arts in 
electronic styles are turning to traditional our society.
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Avant Garde Mean time, it would be hard to spot since 28 
Does neither is all the important material 

. a available to us, nor have we the wisdom 
Anything : of hindsight to guide us. So now let us 

look at a few fairly recent developments 
F Bl and try to put them into context, 

Dick Higgins so that later we can pick up the line 

along which we have started. 

One of the more obvious changes in all the 

arts in the last decade has been the move 
away from the Neo-Primitivism that 

characterized much of the arts of the 
1950's, when Kline and De Kooning 

ground their own pigments and sized their 
The only dictionary on my favorite desk own canvases; some composers rejected, 
is Barlow’s The Complete English in quite a number of their works, 
Dictionary, which | like for the conciseness conventional instrumental machinery in 

and ingenuity of its definitions. It’s a favor of radios, toys, guns, etc. Cage and 
pity it's been out of print since 1772. others rejected the acoustical substance 
The only meaning it gives of ‘‘avant garde” altogether in favor of the most bland 
is ‘the first division of an army in and traditional kind of instrumental 
battle array.’’ Granted this isn’t a sample language combined with highly abstract 
of Mr. Barlow's charm (one might try his allusions to 19th-century mathematics 
definitions of ‘‘art’’ and ‘‘artist’’ for (Babbitt, Boulez, and the Cologne School). 
instance), it still makes clear the precise This last approach had the double 
military metaphor involved in describing an distinction of being artistically primitive 
artist as avant-garde. (since it raised no questions outside of the 

stock mathematical metaphor) and 
But is art like a military situation? Is mathematically primitive (since it never 
there one movement to a given day, and dealt with the theory of sets, on which the 
One objective to be achieved? In the more modern mathematics is based), 
Romantic period it may have been that and in fact two composers who have moved 
there would be considerable agreement the farthest from mathematical allusionism 
that the expression of greater depths of are former lights of the Cologne school, 
feeling through music constituted an Stockhausen and Kagel. 
advance, to be explored by an avant garde 
and followed up by the more conservative The more mechanical Neo-Primitivism, 
or, eventually, most popular composers. A however, led to a number of developments 
similar consensus might have been in the early and middle 1960’s which 
Possible in the 1920's or, later, again in were considerably less primitive. On the 
the 1950's, with respect to the ‘‘liberation one hand there were experiments by 
of the dissonance” or the “rediscovery artists and students of John Cage, such as 
of music as sound (or noise) in time and George Brecht, Al Hansen, and myself. 
Space’’ as clichés of their times. Brecht pushed the extremes of minimal 

experience. One piece was played in 
But any concept of a steady progression the dark (to avoid visual excitement) by one slit its avant garde and its main force performer on a comb. Another (also from 

Ollowing along behind implies a linear (or, 1958) used three light bulbs blinking 
at most, polylinear) concept of progress. in the dark, each only once. By testing 
et i hand the question can be these extremes, Brecht raised philosophical 

‘a ener there exists any progress issues that were very interesting, and 
reaches z since the new ground one which later led to Minimal Art. 
better the is necessarily demonstrably Hansen and myself, on the other hand, 
merely ne @ ground one has left — it is started from toys and unorthodox 

motivation a which may Provide objects, and developed from collages and 
achieve ae the artist to explore and action music made with this into ; 
But then, on aes Or it may not. Happenings based on sound-producing 
relatively ae he other hand, if there is any actions (the best publicized Happenings 
in the rmucy sistent line of development were essentially visual) and in this way we Usic or other arts of one’s own began to do the kind of pieces which were



29 later associated with Fluxus. Another kind of identify himself specifically as a rock and 

Fluxus piece had its origin in these roll musician or his music even as 

extremely exaggerated simplicity studies: popular music. 

the kind of piece in which the body was the 

only allowed instrument. Quite a number of The essential difference still remains 

people made pieces of this sort, sometimes between a Terry Riley and a Harrison, 

quite long ones. One particularly good Byrd, or Zappa: these last are essentially 

series of performances was given in entertainers, while Riley’s music raises 

1964 by Jackson Mac Low, who wired his a broader scope of issues; but it is 

body for sound. Most of the people who interesting and even raises hopes for our 
composed these Fluxus-related pieces society to see the gulf narrowing between 

continue to do so, though there is a our gigantic popular audience and the 

recent tendency for the pieces to become more experimental of our musical artists. 

larger, more complex, and more obviously 
art works. Of course the main course away from 

Neo-Primitivism | have deliberately avoided 

A second point of departure took place mentioning till now, and this is tape 

around 1962, when La Monte Young recorder music and its fast-growing relative, 

(who had been doing Fluxus-type pieces) computer music. Not being primarily 

began with his various ‘‘Tortoise’’ pieces, concerned here to make a survey of 

improvisations in complex modes, this field even during the 1960's, I'll try 

evocative of Ragas and Iranian classical to steer clear of major names and works 

styles, in which isorhythmic phrases moved and to keep my discussion theoretical. 

in and out of synchronization. This style First, during the experimental phase of 

has been developed (with some differences, tape recorder music, the work reflected 

of course) by Steve Reich, independently, Neo-Primitivism quite thoroughly. The 

and by Terry Riley, whose extremely French had a school using collaged 

coloristic ostinato structures have very recorded sounds from nature. The Germans 

clear parallels to psychedelic art, and had a school which used only generated 

whose work appears therefore to be in the sounds. The former was labelled ‘‘musique 

process of becoming de rigeur for the concréte’’ and the latter ‘electronic 

Brotherhood of the Beaded Beard. This music.” On the supposed profundities 

will be, perhaps, the first time since of these approaches many fearful battles 

the 1930's that a popular movement were fought throughout the world, 

(hippy, yippy or post-whatever) has had its resulting in the demolition of many a 

own classically-based music. But one tea-cup. But given the American reluctance 

of the most significant developments at that time to use a complex scientific 

socially and culturally during the sixties tool, the tape recorder music was left 

has been the breaking down of the basically in the hands of those who were very pre- 

19th-century distinction between popular fried in their approach, and who needed 

culture and so-called ‘‘serious culture.” grants for survival in order to construct 

It would be surprising if Pop Art did not elaborate studios. Which was done. 

have its musical cognates (unfortunately And presto, the cave dwellers cruised 

the term Pop Music has already been around in rocket ships. One concert in 

pre-empted, so a slogan-type label Max Pollifkoff’s mostly very memorable 

is needed) in a time when the Beatle Music in Our Time series featured a 

George Harrison is moving from the world work (this was circa 1957) called ‘‘A Walk 

of commercial music into more classically- Through Outer Space,’ and you could 

oriented styles, as on his album really hear the big thumping steps. And 

Wonderwall, where he uses a huge all that white noise! While the Cologne 

array of oriental styles juxtaposed with School, naturally, applied very handsome 

normal electronic techniques. Or when charts to construct mathematical poems 

Joseph Byrd, a former student of about Godel’s Theorem (a diagram 

Stockhausen and whose graduate work was for which even appeared on the jacket 

done in Ethnomusicology, turns up with of an early Cologne School phonograph 

The United States of America, a straight record), but which still sounded like 

rock group which, however, used substantial very imaginative Hammond Organ playing. 

quotes from Charles Ives in its album 
(Columbia CS 9614). Or when Frank What these early experimenters did not 

Zappa of the Mothers of Invention seem to grasp (with the exception 

becomes increasingly unwilling even to of Cage, whose early tape pieces still are



electrifying in their impact, perhaps way, within a work or from work to 30 

more than his other work of the 1953-59 work). The results were, among others, 
period) was the essential uniquenesses Stacked Deck, Cough Music, the Pastoral 

of tape recorder music. One might draw a Symphony, and the various versions of 

zartoon of a patient being wheeled into Steam and Night Music. It is unfortunate 

an absolutely cosmic operating room with that so few of these works have been 

an infinity of little tools all over the made available to the large public. 
place, and the surgeon saying to him, 

“Yes, if I'm clever enough about it, maybe Mention the word “technology” to an 
| can figure out a way to use every artist today. It usually will stir up images 

one of them in the course of removing of banks of computers, looking like 

that tooth of yours. endless aisles of huge tape recorders, 

tended by white smocked technicians 
Meanwhile eae at the ayia! there were mysteriously coaxing visionary results out of 
composers making music that was not endless supplies of oscilliscopes and 
era electronic-music, ov simply analog devices. Actually, of course, 
music, as always music was, with a computers are simply overgrown adding 

sense of necessity about its presence, an machines which can handle verbal results* 
impact of one sort or another — or a variety of printouts and formats of 
perhaps evocative of something (an printouts, these last of which might 
idea maybe), perhaps simply an ear feast, power television screens, scanners of all 
something that had to do with sound kinds, and even tapes playable on ordinary 
which one person had noticed and wanted tape recorders, rough (“‘hairy’’ seems 

. sey a of Bie Nee Bea to be the word that is often used for low 
axfield. is musical training was numbers of scanned outputs per second) 

oe at a, was well ee as or fine and slick (for more rapid outputs) 
E + | uestion as any tape-recorded signal could be. 

of having to explain his mis-conceptions Even speech has been synthesized, using 
a re eae ae might do to a the SN@BYL computer language, though this 
ie nician who didn’t speak the same is, as yet, hard to deal with for aesthetic 
andes or have the same artistic purposes, thanks to the high cost of 

SolnGe tt in hinveci $0 on eather Ferwey's Homage to Che Guevara (1967). i . . Tenney’s Homage to Che Guevara (1967) 
Dee earnings he built an electronic could not have been achieved by any 

ot io a equal of those which others had other means, and therefore justify their 
spend hundreds of thousands of medium. Furthermore, they have impact, 

dollars to acquire. And then, since his and could become quite popular for home 
cate pee circuits were second playing, even though they are not designed 
Z © him, he attributed no undue for concert hall use particularly. 
importance to them, and simply 
con i i eee on the unique things about Finally, among the kinds of electronic 
cone which others seemed music there are works of the less identifiable 
was. Asie e ignoring: (1) the: tape sort, such as Gordon Mumma’s Mesa or 
i ‘acta and any tape machine only Max Neuhaus’s Maxfeed, the notation 

niece eae a each of which the for each of which is simply an electronic 
maki ‘ound differently; (2) in circuit, and any use of which machine, 

ing the tape, the nature of all it j i performances : when it is constructed, is a performance of 

therefore one was Dee eeaacg? and the work. Each is capable of producing 
toiscit must plan in such work not only one kind of result, as are most 

it the needs of some live i i i perfor: | machines. But the machines are devised 
Mance, but to develop the potential i i i 

from th A i with the concept of the result in mind, 
m the fact of working with tape; and ich i ition i i 

(3) si . ‘ape; which is the act of composition in this case. 
: ‘nce one was working with 

re HF sae once: Ore work an medium, repetition within a *Several specimens of computer poetry 
eee even from work to work of will be included in the forthcoming (late, 

ne and even whole fragments was 1969) Simon and Schuster book, 

AaB it (as Opposed to using the Expanded Poetry, 
itercn implicit in different performances, being edited by Ronald 
aon and different Gross with (for their Concrete Poetry 
foaeiane Situations, which usually leads and Intermedia sections) the collaboration 

nce to repeat oneself in any of Emmett Williams.



The Maxfeed is a collaging device, which used in the heyday of the Cologne and 

structures whatever radio signals happen Princeton schools. 

to be in the air at the time it is switched on, 

according to feedback principles. The No, avant garde does not mean anything if 

results of each, the Mumma Mesa and one is to start by saying ‘‘so and so is 

the Neuhaus Maxfeed, are exciting to ‘avant-garde’ while so and so is not, 

hear and interesting to think about. Both because the first so and so is doing 

are the result of anticipating probable this while the second is not.’’ That may 

sounds. Are they not therefore art works, be all well and good to say about our 

even musical works, even though the time, the 1980’s, or in the 1990's. But 

material is filled in by simply playing the until we have isolated what the common 

given material (just as one might do denominator is among those who are 

with Mozart)? achieving a composer's role of adding to 

our experience and richness of life, 

And at the same time as all these culturally, it is premature and stultifying. 

technological pieces, we are as rich as 

ever in work which is even less Yes, to say that any given composer is 

classifiable. For instance there are adding to this experience in his own 

Philip Corner’s pieces, elusive to define way by pushing the frontiers, technically 

except as metaphors of one or another and ‘in terms of impact, and that he is 

heard or experienced found situation. therefore avant-garde — this is meaningful, 

Though he is still best known for his piano because then, if one is told one is about 

performances of Ives and Satie, Corner’s to hear an avant-garde work, one need 

own compositions are perhaps the simply expect that it will not duplicate his 

more poetic and performance-oriented past experiences. 

parallels to Duchamp’s Ready-Mades. And 

what about the puristic works in a There is an avant garde. It does not 

traditionally musical sense of Michael Sahl consist of those who simply are content 

and Lou Harrison, which seem, somehow, to attack the past: these are the victims 

to aim for us to experience a major of the past. The avant-garde consists 

third more deeply than ever before? of those who feel sufficiently at ease 

with the past not to have to compete with 

Now perhaps we can begin to answer the it or to duplicate it. What has been 

question which is the title of this writing: done need not necessarily be done again. 

Does the avant-garde mean anything? Now that we have conquered all the 

My answer has to be that it means as earth by beginning to know it and 

much and as little as it ever did. understand our neighbors, now that we 

True, we are experiencing a time, in these are on the verge of adding the moon to 

late 1960’s and early 1970's, in which the known world, the last frontier is 

the variety of the intended musical result is the frontier of our experience, in all our 

staggering. It is not easy for us to apply communications including the cultural ones. 

to our present moment a simple conflict Better to think of avant garde as an 

between classicism and romanticism, inevitable and wonderful kind of pioneering. 

Apollonian and Dionysian, logic versus 

anarchism, as we could — perhaps, if we 

deluded ourselves enough — even as late 

as the 1950’s. Sometimes it seems as 

if we are watching, in the musical world, 

not even a three-ring but a six-ring circus. 

Still, | think music has always been like 

that. And the 1970’s may find important, 

above all others, many of the marvelous 

composers | haven’t even mentioned — 

such as the composers around the 

magazine Source, in Davis, California, or 

Harry Partch or David Reck (both of 

whose work | feel the poorer for not 

knowing better), or the various composers 

trying, here and abroad, to work out 

new logically structural metaphors to 

replace the naive mathematical approaches
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How to Cook an In the United States today a ‘‘serious 34 

composer”’ is called ‘‘young’’ up to the 

age of fifty if he has not been accepted 

i Albatross into the musical establishment by then. 

The composers’ wing of the establishment 

Ben Johnston isa bureaucracy, comprising the few 

who, after waiting out a protracted ‘‘youth,”’ 

finally have a moment's recognition. This 

privilege they defend for as long as they 

can, knowing its radical impermanence. 

Innovators are recognized by the 

establishment, if at all, only in old age, 

since independent thinkers are the 

toughest competition of all. 

The world of ‘‘serious music’’ stubbornly 

bases itself on a sterile presumption. Most performers and conductors advise 
Since the ‘‘standard repertory’ in no composers (if they want performances) to 

matter what areas of performance, is write music (if they must write at all) 
historical, it creates a museum situation. which does not deviate much from the 

While there is nothing wrong with having standard repertory. But a docile composer 
museums we should not take their who wants only to write conventional 
contents to be the principal means to music for standardized solo, chamber, 
satisfy contemporary needs. Perennially and orchestra concerts has to struggle for 

we make just this error. all of his career for more than a few 

scattered first performances. His work (it 

The proportion of music of our own times is pointed out) is poor competition for 

now in the repertory of most concert the ‘‘masterworks.’’ The following 

artists and ensembles is smaller today than arrogant quotation was recently widely 

at any other period in the history of reprinted in the press and popular 

concert-giving. When most performing magazines: ‘‘l occasionally play works by 

artists, warned that they are not bringing contemporary composers, and for two 

about a repertory for the future, set reasons. First, to discourage the composer 

about to find new works, they seek from writing any more. And, second, to 
imitations of the old works, which they remind myself how much | appreciate 

believe they “understand.” In fact most Beethoven."’ — Violinist Jascha Heifetz. 

of them do not understand the art of 
the past at all. They do not make the The difficulty was that by the end of the 

effort to imagine what it was in its nineteenth century admission to the 

own time, taking it instead in the context of Standard Repertory (the effective vehicle 

today. The role they find repertory music of the Great Tradition) had become 
Playing in today’s society they impose increasingly difficult for new composers... . 
unthinkingly on today’s music. Looking Not only was the competition keener, but 

back for all “greatness’’ has become so the club was getting crowded. It was 
reflex an action that it is presumed approaching the saturation point. Guest 
normal. In fact it is not normal at all: memberships were available, but permanent 

it is an historical anomaly. As Gilbert admission was virtually impossible save 

Chase writes: for a very select few. To make a 
tate ci / place for himself a newcomer had to 
father peueenth century is was an asset oust an old member. The Europeans had 

to Be ae a liability for a composer all the advantages; not only were most 

ie lage Not only his music but also of them dead, but those who were 

privilé meee were solicited as a living had an inside track on the Great 

cehtuy or the public. . . The eighteenth Tradition. No wonder that no American 

Buri yee indulge in idolatry... composer has ever really made it.” 
century . - distinction of the nineteenth 

neeelie evelop ithe: cult of musical Conventional concert and opera audiences 

canner “ ++. The Great Repertoire” led by performers and by writers about 

Vesteg eee because it involves too many music, usually gravitate toward comfortable, 

ineerciee pe Far from being an familiar music, even at the cost of 

3 roe ee American composer, it is boredom. They seem to know little about 

barrier.’ pertinence. The idea that a piece of



35 music could be apt (or inept) at a given culture’s abysmal failure to educate 

time and place for reasons more feeling and sensitivity in people can become 

important than its vogue seems never one problem. Until and unless ‘‘serious” 

to have occurred to most concertgoers. A composers and performers serve such 

concert may be pleasant, diverting, and a real need as this, and not simply a 

“uplifting,” but the listening experience it status-seeking and status-serving one, they 

provides rarely has any urgency or potency. will deserve exactly what they are getting: 

At the worst it can even induce sleep by a social function as dubious luxury items. 

its failure to keep attention. 

It is dishonest and self-deceiving to claim 

The public performance of repertory that by maintaining the supremacy 

music has become a variety of genteel of the standard repertory we are enabling 

entertainment. To fulfill this role it the public to benefit from the continuance 

confines itself to readily intelligible schemes of a precious artistic heritage from the 

of order, to familiar and accepted past. It is not true that the public 

emotional associations and to conventional understands Beethoven more easily than 

musical sounds. For the kind of people Webern, Webern than Cage. The over- 

who want confirmation that the status quo familiar is what people usually understand 

will not be threatened by changes, such least. Even the irritation of an audience 

entertainment is a symbol — not to say jolted into listening with unjaded ears 

a ritual — of social and ideological shows a much greater degree of 

stability. When (and if) most performers understanding than their conditioned 

and conductors seek new works, their response to the classics. 

criteria are above all those of the 

“Great Tradition,”” which they claim the Just as commercial exploiters of popular 

public demands. taste usually claim to be supplying a 

demand, when in fact they are actively 

Such demand as there is comes from a engaged in creating one, so leaders of 

small, elite and largely wealthy public, community musical culture make the 

conditioned to want this traditional music same false claim. Actually, little long- 

by social custom, by musical education and range effect upon concert series’ policies 

by promotional propaganda (which of program selection results if a majority 

encompasses the vast bulk of music of their audiences express like or dislike 

criticism). This conditioning is, moreover, of a particular work, composer, or musical 

class-oriented. style. If the monied few who donate 

funds to support the concert series 
Now that more than a wealthy minority disagree, they decide otherwise. 

of society faces a leisure problem, 

we find ‘‘the amusements” rushing in to When Eleazar de Carvalho resigned 

fill the vacuum created by alleviating as conductor of the St. Louis Symphony 

the hard, competitive struggle for Orchestra in 1966, he stated that this 

existence. There is widespread alarm was because the Symphony Board 

among many thinking people at the harm demanded to make up the program 

done by a manipulative, irresponsible content for each season.* The board’s 
amusement industry. strongest objection was to de Carvalho's 

utilization of the available rehearsal time 
Properly understood, art would be a in favor of new works. This had resulted 

far healthier activity with which to fill in some rough performances of standard 

leisure time, because it is educational works. 

in the classic sense: it can train one’s 

abilities, which can then be applied as one Former critic Peter Yates attended one 

sees fit. Art is our sharpest tool for of these premieres and afterward was 

training sensitivity and responsiveness in quoted to this effect by a St. Louis 

action with others, along with keen newspaper. Yates later expressed alarm and 

sensory observation and alert muscular resentment at this quote for being taken 

coérdination in the performance of precise out of context. A letter he wrote to 

actions, and with intelligent grasp of Barney Childs about the new (American) 
the many kinds of order and disorder in work on this same concert suggests the 

phenomena and in behavior. The Proper context of his remark: ‘‘The 

problems of what to do about leisure audience divided between applause and 

time and of what to do about our booing. .. The enthusiasts kept the



applause going until the booers quit. . . The kind of composer of whom | speak is 36 

Occasions like this make possible the not at all content with an audience of 

existence of a native music.” specialists whose expertise approximates 

his own. He cares if you listen,* but 
Yet ignoring completely the audience’s he is not about to say what he thinks you 
manifest insistence upon accepting the new wanted to hear. For his purpose the 

work, the press implied repeatedly that kind of performer who will give to 
this and other new works of the 1965-1966 a composer's work the same respect and 

season in St. Louis had received negative meticulous care he regularly gives to 

reactions from the audience. Ostensibly Bach is simply not good enough at all. 

on this basis the board cracked down. A new challenge has been offered the 

They claimed that attendance at concerts performer: to participate as actively 

had dropped off, due to de Carvalho’s as the composer in the creation of music, 
musical policy. not merely to interpret it, certainly not 

. merely to realize it. There are many young 

An argument is often advaniced tertile performers who meet this challenge 

effect that new works have (in Europe) with enthusiasm, relieved finally to drop the 

perenially received hostile treatment role of museum curator for that of fellow 
at first, and yet have gone on to become artist. 

repertory. So, runs the argument, what 

are American composers griping about? William Blake observed in The Marriage 

of Heaven and Hell that “‘One law for 
Quite simply, they are griping about being the Lion & Ox is Oppression.” He might 

forced to choose either to be treated as have added that one music for all 

Poor relations of Europeans or to become people is a bore. Popular music has 
drop-outs. Almost without exception, up won its revolution. The monopoly of 

to the present generation, to be a musical trivia for so long forced on 
drop-out from the musical establishment everyone by means of commercial 

required accepting ‘‘amateur’’ status, promotion has given way. Tin Pan Alley’s 
either supported by an independent song lyrics get stiff competition now from 
income, like Charles Ives, or not supported real poetry. Today’s rock music is a 

except part-time now and then, like far better equivalent to the folk music of 
Harry Partch. rural cultures than were any intervening 
Butitoday it 4 HEReIbIe: 46 ArBe: UE Bad varieties of urban popular music. For 

still remain an sftelve err of the “serious music’ to win an ana ‘ogous profession. Independent composers and revolution would really give grounds for 

performers ean more hiten oieanize optimism because that would indicate 

festivals c gan that intellectuals were giving up class 
» concert series, even permanent values in art for more durable values. 

Performing groups. These increasingly tend 
to concentrate on works which are new | do not know a better formulation of 
in more than a chronological sense, and the ‘‘rock”’ point of view than Burt Korall’s.* 
to negate explicitly or by implication Today, however, the voices of dissent are 
the very occasions, attitudes and behavior louder, for cause; we cannot wait any 
Patterns which society has established longer for the rapport to develop whereby 
for concerts. we can live with one another. It is 
That j ; either pass down an inheritance of absurd 

nat is why the establishment, which reality or change direction... . It comes 
aims to continue conventional traditions clear that it is no longer possible to 
meanee of concert presentation separate music and life as it really is. 
of bas ely into the future, feels the tenor Politics, sexuality, racial pride, deep and 
ie Ret young musicians’ activities fo true feelings have entered popular music to 
Mestiteia non-conformist but actively stay. Our youth is central to this 
rue find Such musicians are seeking metamorphosis. . . . Confusion reigns. 
RScii ing a new audience, new kinds of Truth and honesty are at a premium. 
re oye ne for listening to music, A valid way of life is sought. To this end, 
to scat 7" Presenting sound-experiences : — ; : 
ee tloely hey work with performers *The allusion is to an article by Milton 
earibecee that the boundaries between Babbitt, ‘‘Who Care If You Listen?’” 
eur thei Performer, electronic technician, (See Chase, The 
eae tical director are often all American Composer 

iterated. Speaks, Baton Rouge, 1966).



37 the young explorer rolls across a wide much affirms the primacy of the individual. 

spectrum of subject matter and musical 

means and mannerisms. He experiments If the values and perceptions of our 

with ideology and sounds, often shaping heritage from European art are to be 

answers in the process. But they are kept alive, they must be discovered afresh 

always open to change; flexibility is part of by us against a background of vital 

the concept. ... Hope is implicit in contemporary art. It is above all the 

the negation of past and present traditions of making art which must be 

mistakes — the hope for an apocalypse, preserved, not intact, but seminal, 

which will make the blind see, the ready to take root in no matter how 

intractable feel, the world’s fearful face different a culture. The art treasures 

change. themselves, including musical ones, 

are a matter for museums. It is only 

A radical left position outside the context common sense not to throw out our 

of pop culture has found incisive expression European artistic inheritance, but the way 

by John Cage: ‘‘Twentieth Century arts we are maintaining it invites radical 

opened our eyes. Now music’s opened our opposition. The dominance of an imported 

ears. Theatre? Just notice what's around art culture has always tended to arrest 

. .. the last thing I’d do would be to the development of indigenous art. 

tell you how to use your aesthetic Compare the effect of the art of ancient 

faculties. . .’"* And, even more searchingly, Greece upon that of Rome, or the effect 

Cage writes: of the art of nineteenth-century Western 

Europe upon that of contemporary 

How does Music stand with respect to Russia. The existence of a free avant- 

its instruments, . . . pitches, ... garde in the United States makes 

rhythms, . . . degrees of amplitude . . .? possible an escape from such cultural 

Though the majority go each day to smothering. An imported tradition can 

the schools where these matters are taught, be domesticated for local use. It can 

they read when time permits of Cape even serve as a staple of cultural diet, 

Canaveral, Ghana, and Seoul. And they’ve but not if it is treated as a sacred cow. 

heard tell of the music synthesizer and 

magnetic tape. They take for granted We are now in the midst of learning the 

the dials on radios and television sets. A hard lesson that glamorous, neo-aristocratic 

tardy art, the art of Music. And why so temples of art like Lincoln Center in 

slow? . . . in our laziness, when we New York, or the community art centers 

changed over to the twelve-tone system, in Atlanta and Los Angeles, or the 

we just took the pitches of the previous Krannert Center for the Performing Arts 

music as though we were moving into a in Urbana are alarmingly apt to tend 

furnished apartment and had no time to in our culture to officialize the art of the 

even take the pictures off the walls. past (as in the U.S.S.R.) or else to 

What excuse? deteriorate into centers for commercial mass 

entertainment. This results from the most 

direct of causes: aristocratic art on a 

The first of these two views (the rock big scale is expensive. Someone must 

musicians’) is moral, prescriptive, critical, pay. If the very wealthy or the government 

involved. are to pay, the official solution is the 

only likely one. If the general public is 
The second (Cage’s) is detached, to pay, then exploitation of the public by 

liberating, critical, involved. commercial interests with ready capital 

is depressingly probable. 
In both cases abstract matters of perennial 

concern in the tradition of Western music In either case, today’s vital art (whether 

(such as order, structure, form, mass-directed or aristocratic in its appeal) 

Proportion) either are banished or are is concerned with the realities of life 

assigned subordinate, almost non-essential in the second half of the twentieth 

roles. In both a viable new alternative century. It naturally shuns such 
to the establishment is sought — anachronistic environments, which suggest 
earnestly, uncompromisingly. In both to audiences that they have entered an 
cases the aim is freedom, artistic and island, sheltered from the surrounding 
social. The rock movement, however, is world: a safe, comfortable seclusion that 
a group phenomenon, while Cage very is the death of art.



In contrast to this the last few years have NOTES 38 

seen increasing support of new centers 

of contemporary music by foundations, A. 

universities, and even in some cases, state “The Great Tradition,’ unpublished lecture. 

and national subsidy. A ferment of new 

activity has grown up wherever such 2. 

support has been extended to active Gilbert Chase, ibid. 

groups of performers and composers, 

freeing them from dependence upon the 3: 

competitive commercial music world for A news story by Robert K. Sanford, 

their livelihood. Creative musical activity which appeared in the St. Louis Dispatch, 

in the United States is decentralizing Sunday, May 7, 1967 bore the following 

steadily, despite the concentration of headline: ‘‘De Carvalho Tells Why He 

musical activity and related business and Chose To Leave / Asserts Management 

publicity in major metropolitan centers. Ordered ‘Workhorse’ Compositions.” 

| quote from the body of this story: 

This can happen today because the 

present phase of the communications De Carvalho, who has been conductor 

revolution means that a young musician and music director of the orchestra 

in almost any country of the world where since 1963, has presented a number of 

political power does not suppress exchange contemporary musical works in his 

of information can be informed accurately programs. Eleven compositions were 

and extensively about what his peers presented here as first performances, 

are doing the world over. With a little nine as first performances in the 

effort he can get tape recordings, articles, United States. 

programs, not to speak of personal news 
and gossip. He participates in an But during discussions about programs 

artistic community which is by no means for the next season he was told that 

provincial. the contemporary works should be 

avoided, that they were bad business, 

There are increasing numbers of young the conductor said. 

musicians who don’t want acceptance into 
the establishment, nor do they especially In recalling a conversation with three 

want to do battle with it. Its values — persons described as ‘very high in 

musical and cultural — bore them, except management’, De Carvalho said the 

when they arouse anger; and not because restrictions went beyond contemporary 

these young people are without culture works. He said he understood that in 
and intelligence. On the contrary, they find selecting a Beethoven symphony, for 
conventional and official culture smug instance, he should not choose 

and unaware of its own irrelevance in the Beethoven's Second, or Fourth, but should 

face of the manifest realities of life choose the Fifth or the Ninth, 

here and today. compositions with which people are 

familiar. 
In less than a generation the age group 
of which | speak will outnumber 4. 

considerably its seniors. Perhaps it will “The Music of Protest,” Saturday Review 
chee aan its own “establishment,” but of Literature, November 16, 1968. 

{iin the oa ae very different kind 
eveicg an i at now dominates what 5. / / 

Paribas om national musical life.’ The “Diary: Audience 1966,” A Year from 

mnelicon': ee in the United States Monday, Wesleyan University Press, 

can abel ink business as usual” p. 50, ff. 
y to the arts is already larger 

than ever before. 6 

“Rhythm, etc.,”’ ibid. p. 122.
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i ati clichéhood, especially clichéhood of 40 

Recent Reinstantiations systematic transcendence in all possible 

‘ ' forms) even when it’s not (if such a 

of Pumice In the Mustard conceptual stumbling block is conceivable: 

good-bad, art-non-art, this-that, all a big 

Tusk Scene lump of the total content of the total 

experience; experiential rumblings for the 

R. Meltzer systematic artifacthood of mere 
experiencedness/experiencingness and 

tarpaper and. ... . .); 3. thus the big 

utter hierarchy move (which includes the 

big monistic mushroom and the pluralistic 

thing too) and 4. well the move move of 

course (afterthought pressure or 5. 

afterthought pressure (and, obviously, 

Bartok and Cage were non-non-navigational the beginning/end of all history/ 

archaeologists but they couldn’t/can’t geography: it’s all gone, it’s all back, it’s 
withstand a gander at (real reliable masters- all all, it’s all even in the neat-as-a-pin 

of-the-craft) Van Morrison or Moby Grape: total-clarity-as-applied-to-all-that kernel, like 
Robert Plant (Led Zeppelin) and David oldies-but-goodies forever even then and 
Clayton Thomas (Blood, Sweat and Tears) across all somehow-there’s-been-a-content- 
and whoever was the singer for the change content changes involving the very 
Knickerbockers and the actual (a surprise- range of palatability etc)); 6. 7. 8. 

if-you-want) (actual was a surprise) 9. (you fill em in yourself: go ahead it’s 
empirical _________ of the vocal conceptually- YOUR GROCERY LIST) 10. ace 

necessitated-but-long-unawaited non-non- 

Non-non-renunciation of the quality-trash 

continuum (and quality-trash fusion and Which (which? the grocery list reference) 
confusion, fusion-confusion fusion, brings to mind the Dylan (and thus 

fusion-confusion confusion), an art-for- the non-Dylan-by-way-of-being-post-Dylan-by- 
art-sake mere structural pie easy-as-pie to way-of-being-still-around-after-Dylan-by- 

take if you're an audience guy (it’s non- way-of-his-motorcycle-accident (the great 

non-unpalatable for you Jack and just merely actual empirical anywhere 

for you too: post-Anything is post-Everything, actualization of the publicly clearly 
Pre-post-post-pre-pre-post-pre-pre-pre-etc inevitable in one form or another) and 

WS now it’s merely everywhere-after-the-fact 
too of course: actual concrete collapse (hence one mere indication of the 

of your analogical framework (any one collapse of a priori-a posteriori distinctions 
you can think of, including collapse both a priori and a posteriori as you’d 
framework, George’s-guitar-as-the-rock- expect) ) yeah Dylan whose grocery lists 
focal-point-if-nothing-else-too framework, took up an entire side of an album, giving 

) and mine too. But that’s near the illusion of 20-minutehood while just 
enough to barking up the wrong tree to be hanging around for 11 minutes or so and 
Something else entirely, so a couple of it’s on a record which everybody owns 

ee otvely temporary temporarily and everybody scratches (giving rise to 

Bitercs ‘Ocus grit: i massive potential art:destruction-analogies analogies and of 

emeneripi, velvational-disturbancecof- course there’s the whole infinite ephemeral 

aes ye oxrerience in the midst of scene and Money-spent-as-a-dissipation- 

nie, a meat experiences except analogy-all-its-own too and so many more 

Bicelveree a specific that-ones and similar scenes like buying it for its 

total heay Fa neither and both and never: cover and the cover falls apart even sooner 

endian a hoc (utterly insulated than the record (but now they stick 

continuum) We spots on the insulation cellophane over it) but with less impact 

systematic j Ree (plus-minus cause there’s still all the time-dissipated 

ieee ae erence and fo); 2. ad visual potency while the record's getting 
enyahers oles sure, as massive as scratched and so there’s even more 

of being eee enere ever, and capable interference with sound). 

anywhere at ait and relocated anywhere 
groove so oe like the Kinks’re a 
ie great ae Ore this song by the Kinks Which leads us to sound it’s sound it’s 

- transcendence of and thru music, finally the big move form (often
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43 captured and swallowed by guys like And, as we all know, transcendence-etc 

Duchamp and Babe Ruth and Kaprow of meaning, meaning itself, even meaning 

and J. Christ and Cassius Clay and Borneo as mustard: here’s where continuum- 

Jimmy) has been intersected with the pressure-rather-than-polarity is just about 

famous publicly-acknowledged-as-magic biggest, and the always-underhanded-anyway- 

big move form (music and stuff like postulation-of-credibility-as-a-variable 

that) just for the heck of it (just for the becomes merely a variable like everything 

hell of it). Sometimes you get the else (like would YOU drink to the salt 

senseless-masochism-of-reconstructing-it- of the earth? maybe you would: but you 

all of Zappa or Burdon or David Peel, can still groove on the song: absolute 

sometimes the nothing-like-it-it’s-easy-as-a- valuational splits in a rock unit are 

tadpole-and-I-sure-know-even-if-you-don’t possible, each totally validating/ 

ease and grace of Ricky Nelson or invalidating all other possible-actual parts 

infinite wisdom incarnate of the everlasting (the next-to-the-last note of Ticket to 

Trashmen (Surfer Bird). Or the. And. Ride can do it for you, so can Ringo’s hair 

And Dylan’s let’s-take-a-move-move-break next week: heaviest dose of out-of-context 

right-now on John Wesley Harding and the sludge ever to be found anywhere, and 

effortless way people lay off the infinite sure it’s the heaviest useful and most 

Dylan plagiarism opportunities while he’s useful dose too and height-and-weight and 

gone (well there was Who's Been Sleeping stuff like that is rich in immediate self- 

Here but that’s an exception and negation-cross-negation /self-affirmation- 

exceptions should be made as often cross-affirmation). 

as often, look what that would’ve done 

to prolong the Lovin’ Spoonful’s career 

which might have mattered) but wait Like-it-or-you-don’t has varied (or hasn't) 

til he’s back (and just mentioning now pretty much over the last ten yrs 

the whole bit about super-duper-plagiarism and for some big easily discernible 

moves and move moves and afterthought irrelevant reason 1957 is taken as a big 

and all: follow the Kinks thru Party Line to reference point or 1955 and things 

the Stones’ Connection and everything like that. Elvis Presley, the mere father 

else and stuff). And the internal-external of modern mere charisma, only partially 

definitive general repetition scene. And, (minimally in fact) filled in those great 

speaking specifically, unchanged Paul expected satisfaction points/holes before 

Jones readymades in Something Happened slipping into some conventional 

to Me Yesterday. unpalatability hole or other etc. That’s 

Elvis and his Hound Dog was originally a 

Mama Mae Thornton song and he did it 

And OH YEAH can't forget to mention more vulgar than her by virtue of trying 

the whole actual big fat source of and not even having to try and the fact 

something's form-content: the whole soul that she could just as easily have been a 

udder, which itself is big (enormous) on postulated vulgarity constant if you 

let’s-not-even-bother-to-call-it-plagiarism- wanted her as that even if she wasn’t 

anymore and specific form-content but she was anyway no, and anyway he 

specification with no rest at all and of was the birth of wow-in-wow’s-clothing- 

course the whole great big (biggest) unity-of- and-but-what’s-all-this-wow-man as far as 

form-and-content-in-as-many-places-as- he went while she was already in a 

you'd-care-to-look scene, leading to the quality-defined relevancy-determined 
whole merely-the-greatest-artist-of-all-time- traditional art/culture/folkiness/etc scene 

and-that’s-all abyss later perfected to full of hierarchies and just the best at it 

oblivion by the Beatles (but there’s, but well that’s where she was or something so 

that’s, if-ya-want, in context, take heed of he had to without-realizing-or-foreseeing-it 

rock as the supercontextualizer of any build a whole new scene that’s always 

everything you can name. And other been around. And that was the point. 

sources (hick music, Redi-Whip cans, Indian 

garbage) could have served just as well 

(except people worry about their gonads Just think about how that famous fool 

a lot). In addition, transcendence of (Leonard Bernstein), always the big 

politics (the Dylan specific once made it promulgator of scenes he had no inkling 

clear) to the point of fun. of the true import of, gets knocked on 

the seat of his ass by a sudden mere handful 

of Beatle songs and sees the universe in 

;
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45 Janis lan. Well he’s an external fool. Put on your thinking caps, are there any 

Now look at how everybody, particularly rock songs about sparrows? You're darn 

everybody in this recent wave of England, tootin’ there are, it’s Pandora’s Golden 

has been caught up in the Vanilla Fudge Heebie Jeebies by the Association (what 

fool’s-product (nought but organ stuff a song) and John Kay of Steppenwolf 

although Country Joe and Doors had used to be in the Sparrow (were you?). 

alternative organ scenes) and has shown 

everybody the transcendence-of-foolhood 

metaphor concretion just by stepping Question (to Ernie Graham of Eire 

on the right-wrong specific archetype Apparent): Are the Stones regarded as 

bundle rather than ___—.—s Led gods and all that in England? 

Zeppelin’s really something, huh? Answer (by Ernie Graham of Eire Apparent): 

Yeah they’re up there. 

Q: What about the Zombies? 

And Eric Clapton, and the Yardbirds. A: They're highly regarded musically. 

Never an ounce of eschatological viscera, Q: How about the Kinks and the Yardbirds? 

but enough specific-and-discernible noise A: Nobody listens to them anymore. 

and noise-quality to corner the market Q: How about the Searchers? 

and generate a scad of easy plagiarism A: No. 

designations (like: ‘‘That’s a Clapton cop” Q: The D. C. Five? 

just cause there’s wah-wah-etc and it’s 

not Jimi Hendrix or Tommy James). 

Nice. If everything's a more-or-less obvious A: As | hear they were pretty good on 

spike-in-the-wood, here’s an exercise for stage but | never saw them. (So you 

you: where’s the next Miss Amanda get lots of geographic dispersion of public 

Jones if it’s not Chuck Berry? (wrong world stuff, as well as lots of geography 

question but answer it anyway). in lots of more conceptuality: bet ya a 

quarter rock's got the biggest load (all- 
time) of public world unitary breakdown of 

And have you traveled very far: far as the the whole sludge simultaneous with 

eye can see — and that’s pure conceptuality nearly undisturbed totality vision 

man, about like looking out on an unbounded accompaniment etc. Numbers on the 

infinite like the Atlantic Ocean and top 40 used to be okay too. FM radio 

picturing it as the unbounded finite-as- really missed the point when they ended 

hell like Lake Superior (that’s what kind up with all that merely verbal torpor 

of job it is, not what it is): Eight Miles between tracks anyway, numbers are a 

High and when you touch down and better excuse for being dull and 

it’s chopped into units that still make temporarily taxonomically irrelevant.) 

quite a pile: | can’t reach you + I can't 

see feel or hear from you (while I’m 

a million yrs behind you, a thousand yrs The Waste Track (is what Looking Glass 

behind ya too, etc) and conceptuality and stuff of that ilk is on the Association’s 

of unithood or anything else is in the way Renaissance album) is not a rock 

(in the way of what? who knows, but you exclusive but it is a great rock exclusive. 

get the spatial metaphor in there for In other art scenes you gotta wait til 

laughs and you can go anywhere you want, the guys get senile or too young or only 

even musically reinforced and things like occasionally in order to get to see some 

that: magic or mud or both or neither wholesome throwaways. 

and the science-fiction of dull trash: 

Jimi Hendrix for one, Soft White Underbelly 

for another, Spyder Turner for Another, Uses of the super-plethora: disperse 

Dr. Byrds & Mr. Hyde for another, monistic-&-or-pluralistic-but-spread-out- 
Beach Boys for another, Arthur Lee for pretty-well interest in a big bulk (excite 

another, Mick for another, Fabian for just via mere plethora) AND dump so 
another, the Poni-Tails for another, Eric much on everybody that sorting it all out 

Burdon for another, Chad & Jeremy for is a drag (the One's fun but the All's 

another, systematic clarity for another, too tall): hit the famous All-One in 
anybody you'd care to name for another, etc). terms of the playedoutness scene (the fire 

that burns out rapidly and whose flash 

is its mere flash (ephemeral etc), 

Fauvism as a 2-yr virus, Wayne Fontana



& the Mindbenders forever for at least so you're stuck with things like pretense 46 

a minute; and it’s short/long enough to (which is a gas) and cuteness (which 

be structurally ready to be boring as soon is pretty awesome too) in the context 

as possible, sometimes even before it of Beatles (some context etc). So many 

excites and sometimes after, you know. . .) canaries who are still waddling around 

The whole very idea of Country Joe & the quality-credibility-authenticity-etc 

the Fish took about six months to die. scene figure they’re faced with a bummer 

and can’t handle that very easily, maybe 

even just dump it right away without 

And Monterey (Monterey Pop Festival '67) thinking for a second (although, as we 

was the accumulation/release of it all know, bummers are just non-non-bummers 

(in terms of all (at least nominally all) the all the while) and things like that... . 

empirical prerequisites) at the moment and so what. ... The Grape (on another 

of the youth of youth (not its maturity) hand, THE other hand in fact) grab 

when drugs were something new and hold of Beatle-reformulated forms (which 

Sgt. Pepper had just come out and might seem like form-as-flash-as-form- 

the Beatles seemed to be there hidden as-flash-as- -as- - and who knows the 

inside stagehands and arabs and Paul final component) and by doing a 

McCartney masks and Brian Jones was masterpiece type lazy job on them pull 

really there dressed in alien freak stuff off a flashy version of form-resisting- 

when that was big and still on the horizon unlazy-formulation-as-flash-as-form as 

(things in rock are already full-size on any mere form (read that any way you want, 

convenient horizon: triumph of raunch What’s to Choose is a Grape goody: 

epistemology): well Eric Burdon was there the Hey Jude cosmology-and-logic 

falling all over the place on an Owsley contained within Penny Lane and Me & 

Flying Saucer (1000 micrograms of acid) My Monkey: and if it begins to turn 

singing about San Franciscan nights into a swamp (a seductive swamp even 

(which he claimed were warm sometimes) swamps beyond even the Byrds’ Younger 

and doing an electric violin version of Than Yesterday) well Going Nowhere’s 

Paint It Black and preceding Simon & Who readymade (wow just like the one in 

Garfunkel on a dismal first night there Birthday where Townshend swings his arm 

(featuring Mr. Consistency, Johnny Rivers around and turns a circle into a straight 

who was thankin’ everybody after each line long enough to make the big 

but not after the introduction to each musical geometry move utterly explicit) 

(after his type of before) ): LOTS OF to stomp it up to infinity so it’s instant 
HITTING THE NAIL ON THE HEAD explosion of polar cosmology (not polar 

WITHOUT EVEN TRYING, all on the one cosmos but polar cosmology) (well take 

great big occasion for the whole thing as the case that Memphis Sam's trying 

one big flash; and what is Eric Burdon’s to make about how the Byrds and maybe 

Post-entropic comment on you know the Who have comprehended the FORM 
what, it was Down in Monterey (ha ha). MODULE with which all readymades can be 

Down in Monterey: (ancient) Greece is used to do ANYTHING at all: well the 

a drag no matter how you swing it, GRAPE, armed with NOTHING BUT a few 

but not (ha) as geography (but no scattered readymades which might just 

ero (heavy geography) as well be the same to the unaided ear, 
ah se! between the two scenes): armed with nothing but that and (aha) 

fo fan Ge Twain's a hard scene the CONTENT MODULE plus a little vocal 

a forel ese days unless you're oblivion and easy instrumental easy- 

elgner. listening torpor, well they pull off the 

biggest of all simultaneous Beatle 

Okay take a (note those George Harrison mere boss 

Grape “66 ene at the Grape’s Moby licks at the end of the Grape’s Captain 

instance) thet a (oh man). Notice (for Nemo) readymade usage plethora and 
Beatles (the oo ve got the lackadaisical in-terms-of-everything-else equivalent Beatle 

1957 all Ba um not the group) freakout: parallel universal construction (Arthur Lee 

nutshell carvin AG (that scene in a once tried it but variety was too noticeable 

difference in 8) BUT just check out the with him as he got along in years): 

Work out the ce approach. Beatles reference to the whole thing by way of 

Out of a ONE so ized ALL by looking reference to the whole thing and to the 
archaeology cols eavy and effective that biggest of the big public world reference 

on too too strong points, the big oblique easy repetition-



47 plagiarism move move conscious of bummered out are in there kicking: 

itself within a mainstream for mere even Les-Lee of the Soft White Underbelly 

consciousness and within the traditional makes it) ). Ooh Mama Ooh (shama- 

without in order to be beyond the lama booma-lama mama-wawa dippity dom 

point where they'll (who?) notice that without laughter, following the Hey 

your stuff is obviously super-explanatory Grandma which follows a fakeout soul 

(Traffic tried that once but only for or bluesy or something guitar intro): 

five minutes, and the Grape’s been tag the Everly Brothers (no not as sound or 

along approaching this point all along, anything like that, just as some big 

now they've hit it and they're past it; metaphor or something) without the 

what about the Stones, what about scars of culturally advanced country 

Dylan?: they've been hitting it too but boyhood or the marines or heroin qua 

only sporadically cause they've got the scars, all this before the fact, all form 

FLASH MODULE down pretty good so they is played out, all form is alien, all form i 

haven't needed to resort to non-muzak salvageable, specific forms taken together 

structural resorts; but the Grape: form as can do such and such a job, that’s easy to 

form, form as function, function as fun, handle right from the start and no formal 

» +» ))). (Jazz came in somewhere specifics can get in the way enough 

around there, Charlie Parker of 1946-7-8- to crucially interfere with anything (even 

cracked it, so did Eric Dolphy, Ornette inevitably) (and nothing’s crucial anyway) 

Coleman, Albert Ayler, Monk too, Cecil and this initial before-the-fact laying 

Taylor probably, Jaki Byard, Thad Jones of groundwork is so simple and easy 

once, \Pithecanthropus Erectus, Charlie and merely presupposition-oriented tha 

Haden, but not Coltrane unless the intensity and youthful exuberance are 

Vanilla Fudge and Deep Purple too (so never cut into by the weight of any 

of course)....) specific specific. Yeah, if you think musics 

abstruse try to figure why anybody tries 

to figure post-musical music (what?), “nc 
Grape and post-soul comes out in Ooh not exactly but rock requires the 

Mama Ooh. Ray Charles was biggest smallest amount of literature and (lo 

lightning bolt ever until a merely alien and behold) it’s got the most (and it 

form weighed so heavily that he became does the least direct damage-wreaked-by- 

merely mechanical in his flash production criticism-upon-art, least upon the stuff 

(starting late in the Atlantic early Genius itself but since you're still stuck with 

era and becoming utterly obvious by the occasional old-time people doing it there’s 

time of the country-western stuff). Otis an occasional mere artist who gets trapped: 

Redding finally arrived at no-longer-dynamic Clapton convinced by Jon Landau (a 

opposition to any-and-all form (soul music remnant of the Downbeat Aristotelian 

as the least adequate soul form, hence drudgery) that the Cream was a drag and 

best crucible for soul freakout but his guitar stuff was dragful of clichés 

inevitably too familiar to be alien anymore (parts of this are hard to believe) ). Rock 

so if you conquer it and transcend can without really trying (but when they 

even Ray Charles-defined soul butter and try wow) do the more powerful more 

stuff like that you’re nothing but the potent more exciting more flashy less 

most wholesome artist yet flashed around boring more/less anything (and vice 

and the form has little to do with flash) versa) version of the old-time stuff, 

(listen to Otis’ version of The Glory of just as you'd expect. 

Love) but there really wasn’t an indication 

of total post-form vision at the beginning 

(it would've got in the way in retrospect — As far as drugs and rock go | figure 

and empirically, if it always does, that’s DET will be pretty big eventually — 

a basic traditional quality-oriented mere but don’t ask me why (listen to Ask Me 

form-oriented remnant (of all the older Why on. the Beatles’ VeeJay album, then 

stuff) that gets in the way (of the There’s a Place, Please Please Me, 1’! 

transcendence of creativity and other Get You, Thank You Girl (the Beatles were 

elderly buzzards: what leads to stagnation- once a big harp band), Dear Prudence). 

before-the-fact, which is (it happens luckily As far as possible heresies go,..up for 

to be the case) still in-context in the analysis are always Elvis, the Lovin’ 

rock eggplant: even the victims of the Spoonful and Memphis Sam: do you 

older (another great cliché) art scenes believe any of that? No you don’t 

that have made pretenses at rock and cause you know why. It’s silly stuff, so it’s



obvious why Donovan's up for consideration the D. C. 5, Pink Floyd, the Move, 48 

right now. As a heretic. Man that’s a Righteous Brothers, the Cyrkle, Grapefruit, 

big lump to conceptualize without and your 11 favorite groups including 

having fun. the Chambers Brothers. 

Bee Gees (New York Mining Disaster of Jethro Tull, the Dubs, Platters, Flamingos, 

1941, Odessa): pathos for anything, Ravens, Orioles, Raven, Strawberry 

blandness for anything, incredible Alarm Clock, Terry Reid, Fleetwood Mac, 

plagiarism anywhere (even red velvet Bonzo Dogs, David & Jonathan, Monkees, 

cover for a double album quick on the Chocolate Watch Band, Canned Heat, 

heels of The Beatles, even Whisper Whisper Smokey Robinson, Arthur Brown, Derek, 

which is both Mick and Lennon) unkown Incredible String Band, Shields, Crests, 

tongues anywhere at all. Little Peggy March, Little Anthony, Little 

Millie Small, Burl Ives, Jackson Browne, 

Spencer Davis, Grachan Moncur, Spooky 

One always convenient pole-or-whatever Tooth, Gary U. S. Bonds, Gary Lewis 

that's always around is the famous & the Playboys, Fats Domino, Five Satins, 

Beatles-Stones dichotomy-and-collapsed- Tommy Sands, Mongo Santamaria, Al 

dichotomy. They’re essentially something Kooper, David Ruffin, Perry Como, Judy 

altogether different they’re essentially the Collins, Iron Butterfly, John Hammond, 

same they're. And the internal plagiarism Shirley Bassey, Buffalo Springfield, 

between these groups is as big as a Scaffold, Lulu, Anthony Perkins, John 

hippo or a giraffe: A far heavier scene Fred, Rolf Harris, Them, Noel Harrison, 

than even the Stones taken alone. In Jackie the K, Chuck Jackson, Ultimate 

the same weight division is the Spoonful’s Spinach, lan & Silvia, Johnny Hallyday, 

Darling Be Home Soon on the Ed Del-Satins, Belmonts, Gerry & the 

Sullivan Show using the Ray Bloch Pacemakers, Gene Vincent, Buddy Knox, 

Orchestra. Buddy Holly, Bobby Vee, Impressions, 
Kokomo, James Brown, Big Bopper, Soupy 

Sales, Supremes, Les Paul & Mary Ford, 
Undergroundhood for that which was John Lee Hooker: each and every one has 

Previously ineligible for undergroundhood, either had one or more hits or hasn't. 
all thru totally visible discrepancy 

between fame and fortune: Van Dyke 
Parks et al. And discrepancy between Jack Sprat could eat no fat. 

fame-fortune and extra-fame-fortune 
relevance is big too, once in a while it’s 

with somebody who persists having hits all 
over the place but is never in any 
designated place etc: Bee Gees? Used to 

be that way with the Four Seasons? Most 
stuff is too peripheral to official 
Peripheral categories to be other than 

Peripheral (to x or to peripherality). The 
Hollies, Blues Magoos, early Cream, 

Wind in the Willows, Graffiti, Influence, 
fe Aicsslvege, 1910 Fruit Gum 
fits Re hace early Richie Havens, 
Matias ae Havens, Jefferson Airplane, 

MCS, Ta — Phil Ochs, Stone Pillow, 

Dehn Jenn Rae After, Blues Project with 

and the B cDuffy, Dennis Johnston 
Mad Deer nn Boys, Brute Force, 

before ae ‘ed Krayola, Vagrants, Box Tops 

& ‘aie eRe thing came out, Martha 

the Chasers, ae 7 ee Blue Sheen ae Power of the Great, 
public ac a in some easily graspable 
are the Trash ump categories, of course, 

men, the Grateful Dead,
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A cussed rejection of established art — 50 
The New Arts and Their indicatively, so much that is new in art 

since Dada originates from avowedly anti- 

Scenes artistic impulses — or out of the passion 

for innovation that is perhaps intrinsic 

Richard Kostelanetz in man and/or our times, there are 

s distinct leaps in art; and the new way 

of rendering that persuades most 

effectively, usually by its intrinsic merit 

or art-historical relevance, establishes 

another transiently dominant style. Less 

a fixed formula than a dynamic process, 

“style’’ is superficially a particular way of 

working, but more profoundly, the word 

Even though ‘the end of art” was describes the characteristic means by 

frequently forecast a decade ago, a “‘new which particular general perceptions ars. 
art” has since emerged from each of expressed in individualized objective forms. 

the traditional arts, just as there have At ulsimately reflects Selected strains of 
always been new arts in the twentieth Previous art, as most new paintings, 

century, just as there will probably for instance, inevitably look like familiar 

continue to be a “new art” and an “old recent paintings. However, an inventive 

art” at every modern historical moment; one of few Makeca leap that willbe 

for while the arts themselves may change adopted by the many; and in these many 

drastically within our own lifetimes, the areryel another few who ‘will take yet 

reasons for their transformation remain anotier leapt at will again convert 
more or less constant. One cause is fuenmuititude, 

ee ean eeabNeNe® In addon to following the loge o 
— fathered by one or a few men, Its "Own DIStOnYs aft diso responds io 
it earns admirers and eventually imitators changes in the Worldis histoticalusituation: 

(‘a response keyed to time,"’ in Harold and this explains why works Greated 
Rosenberg’s phrase) until its intrinsic, atten tne qse of Sputnik, the decline of 
Or apparent, opportunities are thoroughly McCarthyism, the vend of cultural a5 
exhausted. Just as inevitably as its censorship, the growth of mass television, 

audience's enthusiasm is dulled by the Sophisticated taste of John F. 
inundation, so the style’s children Kennedy, the increased affluence that 

undermine a genuine innovation with an doubled nearly every middle-class income, 

increasingly popular panoply of mannerisms. the contraceptive pill and other new 

At this point in its cycle the style can be drugs, amore’ widespread protests by 
characterized as senile, if not dead, even miners soviet American detente, tie 
though it and its exponents may continue war In’ Vietnam: te! dissemination if 
to thrive, along with other children, transistorized appliances and computers — 

in the protective shelter of academies and aiter all that Nasi happened, around “the 
other places of cultural isolation, world in the past decade — current works 

of art, as well as other acts and thoughts 

“The j of contemporary men, will inevitably 

vai ie ee of the need for patterned be different, in form as well as content, 
sic human requirement,” egy a 

reports the musicologist. Leonard Meyer, from those of the fifties. Similarly, 

is implicit or explicit in a lar ber the new art reflects informational overload 
ge num 

of recent studies of creativity by offering both much more and much 

developmental psychology and stimulus less stimuli than Previous art, as well as 
Privation.”” Therefore, since people in the incipient apocalypse in the world 

8eneral and artists in particular are by creating incipiently apocalyptic works; 
always doing things in original ways 3 and the increasing pace of change in 
the demise of a recently Meni a 1é art inevitably reflects the increasing speed 
tes ©Pportunities for other ways y of change in society. (Moreover, the new 

inevitabiy ean that @ number of alternatives *This essay will appear in Mr. Kostelanetz’s 
Critical admiration in the free-market of forthcoming book METAMORPHOSIS IN 
To put it eee and artistic imitation. THE ARTS to be published by Abrams- 

way, either out of . Balance House.



if it comes to his notice thatsomeane | Modernism includes more than just rt 
else had one of his ideas before he and literature. By now it includes 

did, he makes a mental or actual almost the whole of what is truly al ve 
note not to proceed with his plan. in our culture.—Clement Greenberg _ 

—John Cage. "’ Jasper Johns: Stories “Modernist Painting’ (1965). ' 

and Ideas’’ (1964) 

if we proceed on the assumptions thet style is both felaticnal and developmental, / 

: we feed to test the connection between relatedness and change. Several propost: 4 

Ee OS seven at least, can easily be advanced, together with theif counterpropost: e 
ee  yiene S rr ee 

1) Styles, being historical configurations, are neither perpetual nor in random : 

ne change, Being in change, however, their identity is jn doubt at every instant. : 

2) Elements dispersed evenly throughout all historical time cannot mark ble 
Yet style presupposes such stable configurations within imited durations: : 

3.) Style is identifiable only among time-bound elements. Yet if the components : 

are in differential change, as they always are, the relation among them is a chang | 

ing one. 

AS Presupposing a style presupposes that it has 2 beeinning and an end, although | 

the components may Have begun earlier, and might end jater than the style asell. | 

8) Each Kind of human action bas ts style. no actions Or products escape: 

style. Vetithe ‘preceding observations suggest that such COnfiguIBtONS ate miote 

oS Sastantaneous than extended in duration. =~ ES : He : 

__&) We participate in going styles, and we observe past style. But the opera, : 
. fens of esthetic choice are unpredictable: @ past style may at any instant be: ) 

: ae : ee oe | 

7) Different styles can coexist, like languages in One speaker. Such coex!s: | 

tence itself can be more various than styie. — George Kubler, “Style and the a 

Representation of Historical Time’ (1967). 7 

And in any well-ordered household the very thought that one of the - 

young may turn out to be an artist can be a cause for general alarm. J 
It may be a point of great pride to have a Van Gogh on the living: 7 

room wall, but the prospect of having Van Gogh himself in the living 7 

room would put a good many art lovers to rout. Ben Shahn, a 
eee i —~—~—~—



fora very Jong time everybody refuces and then almost without 3 pause almost every. 
| fedy accepts. in this History of the refused in the ars and (iterature the rapid: 
__ iy of the change iS always startling. When the acceptance comes, by that accep- 

tance the thing ‘Cteated becomes a classic. It is a natural phenomena, a rather 
_ extraordinary natural phenomena that a thing accepted becomes a classic. And 

what is the Characteristic quality of a classic. The characteristic quality of 
| 4 classic is thet it is beautiful... Of course it is beautiful but first all 
__ beauty in it is denied and then all the beauty of it is accepted. If every one 
__ Were ol 20 indolent they would realize that Geauity & beauty even when @ is ir 

eine or 6 stimulating not only when it is accepted and classic. — Gertrude 
| Blein. “Composition as Explanation”: (1926). 

The Characteristic feature of the new _ Ours is the first culture in historyto 
artis, in my judgement, that it divides _ have completely broken down the oe : 

__ the public into two classes of those —barriers hetween conflicting stylistic, __ wo understand it and those who do trations and to have achieved the ___ fot. This implies that one group possibility of making contact with 
_— Possesses: an Organ of comprehension _ the entire range of mankind's 
_ denied to the other—that they are artistic creations as a totality. 

two dif ferent varieties of the human —dJoseph Frank, The Widening Gyre 

__ The Dehumanization of Art” (1925) 

bios pew Boasts an established tradition in contemporary creation that is ac . «ANE and feactive, that moves our attists in their various directions asthe School 
(Of Faris once did. {t is a tradition of native origin and international consequence, 

_ 8 shared impulse which strongly shapes the outcome of the individual’s struggle ee i 
J Pet aititic forme and ideas in Paris, London, Rome, and Tokyo, es well as New Yor. The decisive American developinent of the past two decades has been ee 

Re eeeton oF # collective and sustained body of invention which works as a gen- 
Fate tradition within the Mainstream of European modernism. — Sam Hunter, 
= Wiifen Art Since 1945" (1966). 

oS ind of writing appears, to be greeted at first with disdain and ION. on i. i _ ,._ °): we hear that the tradition has been flouted, and that chaos 
tee time it appears that the new way of writing is not 

| og, et re creative. It is not that we have repudiated the 
4 Obsunate enemies —- and also the stupidest supporters 

cone ONETent like to believe: but that we have enlarged our : 
the par oo Te Past: and thatinthelightofwhatisnewwesee = 
RSID a new pattern... TS, Elliott. To Criticize the Critic (1965). :



53 American art of the sixties is all but history changes, the fact that so much 

exclusively indigenous, which is to say change has occurred in recent years 

most of its creators were born here and is no reason to believe that everything has 

educated here; most are and were also been done, or that the tradition of doing 

working here primarily out of a sense of what-has-not-been-done has come to 

native traditions and arguments. In an end; for even though the originalities 

1962, the curator-critic Sam Hunter wrote of the future inevitably remain beyond 

of young American painters and sculptors. our capacities to foresee, there are no 

“Pollock, de Kooning, Rothko and true terminal points, only illusory ends 

[David] Smith, rather than the great and new beginnings. 

European masters of modern art, remain 

the idols of the new generation.’’) Just as there are no apparent limits 

on man’s artistic or technological 

A related set of historical changes that inventiveness, so there are no limits upon 

enormously affects art is technological the materials or precedents or ideas 

development, which first of all includes which can be adapted to artistic innovation. 

new media such as motion pictures Similarly, though critics commonly debunk 

or television and then distinct increases a claim for originality by referring to 

in the materials available to artists; one or two previous precedents, the 

recent painting, for instance, is indebted, measure should be the innovativeness of 

as Lucy R. Lippard itemizes, to “industrial the developed style in comparison to 

materials like formica, chrome, Day-Glo and earlier styles; even the most adventurous 

aluminum paints, false woodgrain or steps ahead echo an earlier endeavor, 

wallpaper textures, cheap textiles, which more often than not went unnoticed 

plastics, automobile enamels, lacquers, or undeveloped in its own time. A 

and neon light.’” Electronic music, concomitant distaste for the familiar, 

sculptural machines and much else that is by recent artists and critics alike, cannot 

new in art are indebted to mechanical be minimized, for as much as one might 

improvements of distinctly recent vintage; admire a structurally superior imitation 

and if only because certain influential of Chartres Cathedral, unless the edifice 

new technologies also radically change the has ironic overtones it would be, in 

common environment informing all an esthetic context, as ‘‘uninteresting,”’ if 

creation, a thick book could be written not as embarrassing, as a Model T Ford. 

about the multifarious impact of, say, the Rather than fear the end of art, it is 

transistor upon art of the past decade. more substantial to ask whether the art 

Moreover, works created after television, considered new and important in our time 

long-playing records, tape recorders, — whether, for immediate instance, the 

accurate color reproduction and the like works mentioned favorably in this essay — 

inevitably reflect changes in the creative will be similarly regarded by subsequent 

sensibility induced and abetted by these historians of recent years. Of course, 

technologies. Beyond that, efficient only the retrospect available to the future 

communications probably makes artistic can finally tell; but it is somewhat 

processes more cerebral than before, comforting to note that our current 

because the artist today need not see histories of dance, painting, music and 

significant modern works at first hand to sculpture in the twentieth century deal 

assimilate their impact. Communications largely with work that was regarded 

technology also reshapes the audience as ‘‘new"’ and radical in its time. 

for art, increasing not only the number 

of people thoroughly aware of the Every era of modern art seemed, to both 

current scene but also the multiplicity its participants and reporters, more 

of cultural audiences (and, thus, the receptive to preposterous ideas and 

diversity of heralded styles). Indeed, achievements than its predecessors; yet 

contemporary artists are themselves more what appears to characterize the recent 

predisposed to technology, as well as atmosphere, in nearly all the arts, 

new insights into nature offered by is an unprecedented permissiveness, 

contemporary science (at times imperfectly which encompasses an awareness of furthet 

understood), than their predecessors, all possibilities, a tolerance of genuine 

but repudiating the myth fashionable a eccentricity, a felt freedom regarding 

decade or two ago that art and technic both the artistic tradition and available 

were culturally anti-thetical. Indeed, materials and, particularly, an appreciation 

as long as technology progresses and of outrageous work and/or apparent dead



ends (like silent musical pieces and Aaron, and the prose of James Joyce’s 54 

blank canvases) that, in retrospect, seem Finnegans Wake is definitely out of 
more like ironically sensible explorations, fashion, except in post-serial music; for 

if not indubitable breakthroughs. ‘‘No the currently predominant, though not 

period of American art,” writes Sam pervasive, custom holds that complexity 

Hunter of the past decade, ‘“‘has been should either arise out of relatively simple 

richer in innovation or generated more means, as in certain musical-theater 

heated arguments over the validity of new pieces by John Cage or Terry Riley, or 

artistic directions,”” and what is true for stand implied, which is to say in practice 

painting applies as well to sculpture, discovered by the spectator as he 

dance, film, music and mixed-media arts. examines the work and experience before 

Intrinsic in this permissiveness is the him. 

distinctly contemporary concern with 

alternative forms of coherence — unifying Another contemporary canon holds that art 

structures other than representation and should not be too accessible, neither to 

even cubism in painting, other than the artist nor the spectator; and if a 

the sonata-form or even rough atonality in way of working should become either too 

music; and what such diverse phenomena easy to the artist or too comprehensible 

as extremely atonal and astructural to his audience, the artist is obliged 

music, like that of John Cage or Karlheinz to create something different and more 

Stockhausen; serial combinatoriality, difficult. This esthetic ethic complements 

exemplified by Milton Babbitt; assemblage; the attitudes toward newness, toward 

mixed-means theater; minimal painting, surpassing the current situation, toward 

etc. all have in common is kinds of continually challenging established 

coherent encoding scarcely known two procedures of perception, toward demanding 

decades ago. Indeed, the current attitude more involvement from the audience for 

would hold there is ultimately no such art, and toward the surprise of creating 

thing as an unstructured work of art, something neither the artist nor the public 

although the form of a truly original piece has experienced before. ‘‘The so-called 

is likely to escape the unsympathetic or ‘cult of the new,’ with which artists and 

unsophisticated audience, at the same critics are constantly accused of being 

time that the more persistent spectator obsessed, is actually a self-imposed 

may deduce the key to the unfamiliar cult of the difficult,’ writes Lippard. ‘‘And 
evidence before him. the artist is more often the victim than 

his commentator or viewer. Success 

A related preoccupation of our time opens is comprised by acceptance by the wrong 

artists to materials not previously used people for the wrong reasons, and success 

for art — whether the noises of the in turn can eventually compromise the 
environment, the sounds of non-musical art.” One reason for making perception so 

Machines, the imagery of advertising, arduous is that much contemporary art 

balls of string, crushed car parts, and so is about recognizing order in apparent 

forth; for an esthetic open to formal confusion — about the need to discern the 
invention also allows the inventive use of patterns in what at first seems 

Previously non-artistic matter, if not irreducible chaos, particularly because 

ultimately implying the extreme position of unprecedented materials or unfamiliar 

that everything purposefully made by organization; and this esthetic demand 
tasteful men may have the status of art. corresponds to the larger historical need 
For these and other reasons, the current to make sense of our unprecedented, 

moment is generally more concerned with, chaotic social environment. Therefore, 

eo appreciative of, extrinsic should an artist cease to challenge 
Rtliva than intrinsic achievement, entrenched and familiar habits of 

Briss peeeess than finished product, perception, he implicitly neglects, among 

re. suggestiveness than other things, one of his primary social 

Bleetioni, statement, ontological roles. In this respect, just as contemporary 

addition fe than patent answers, in art challenges and then hones the 

multi-senso unfamiliar visual, aural and perceptual sensibility to deduce the puzzies 

kind of Rae experiences. Nonetheless, the of the world, so life educates us for art. 

complexity ae if not incredible, / a 
Cubism of win informs, say, the multiple Nothing significant in art today is 

Series Arnaldo de Kooning’s Women concerned with representing concrete 

: Schoenberg’s Moses and reality — photographic realism in painting



55 is just as dead as representation in music; was abstract expressionism, to find their 

and even when an image is realistically apparent influences in earlier figures. 

reproduced, as in some pop art, the< The truth is that no new art springs out of 

esthetic purposes are either ironic or a vacuum; for even behind the most 

iconographic — designed either to satirize unprecedented positions lies some sort 

or resonantly capture the eternal in of definable tradition. 

the mundane; yet out of both these 

processes come works of art that eventually Not only has the recent period been 

reflect and evaluate the hard realities of dominated by avant-garde work, but what 

our common experience. In addition, is historically unprecedented has been the 

just as few artists of note present sheer proliferation of genuine avant-gardes 

themselves as internally driven to create, in nearly every art. In painting in the 

so it is that little in contemporary art is sixties, for instance, works in several 

expressionistic in technique — as distinct styles moved beyond previous 

concerned with setting down the insides of practice — pop art, op art, psychedelic 

oneself as, say, abstract expressionism expressionism, monotonal fields, shaped 

in painting or some stream-of-consciousness canvases, hard-edge painting — while 

writing; for the new art is generally placid, another tendency, exemplified by Robert 

impersonal, constructivist, and Rauschenberg, has favored moving out of 

philosophical. (Exceptions include several the canvas into painted (rather than 

important “underground” films, suggesting constructed) three-dimensional objects, 

that new technologies can extend imagistic machines and even theatrical 

expressionistic impulses as conveniently performances, all of which show evidence 

as constructivistic.) Indicatively, this is of descending not from sculpture or 

the era for the ‘‘good idea,” which in dance but Rauschenberg’s original 

practice may be outrageously original, commitments to painting. Similarly, the 

unprecedentedly complex, conceptually former painter Allan Kaprow moved 

significant, historically resonant, etc. if not logically from collage to assemblage (three- 

also divorced from realized craftsmanship; dimensional collage) into space-encasing 

and not only does much “inspiration” environments and then into theatrical 

for the best contemporary work start performances and finally into happenings, 

with such ideas, but perhaps because which broke down all restrictions upon 

most ‘‘good ideas’’ demand considerably space and materials, as well as turning the 

less craft than a replica of Chartres, action of ‘action painting’ (Kaprow’s 

a measure of a contemporary artist's own original style) into its own artistic 

ultimate competence is as much the medium. From this kind of career 

quality of his ideas as what he does follows the- strictly contemporary idea, 

with them. espoused by Kaprow among others, of 

z the artist as ultimately not a painter or 

“Every broad change in a living art is a sculptor but a man engaged on a 

accompanied inevitably by a revaluation creative adventure that will involve him 

of the arts of the past, which is frequently with a variety of media. ‘‘ ‘Artist’ 

of the most drastic kind,’’ writes the refers to a person,” writes Kaprow, 

historian-curator William K. Ilvens in Art and “willfully enmeshed in the dilemma of 

Geometry: In painting, for instance, the categories, who performs as if none 

innovative achievement of Robert of them existed.’”” It has largely been 

Rauschenberg revived the example of this species of artist who, in spite of his 

Arthur Dove, an eccentric American painter specialized training, produces work that 

of the twenties; the pop artists honored draws upon several of the traditional arts 

Stuart Davis’ use of advertising imagery; and yet achieves its final identity between 

minimal painting echoes Kasimir Malevich; (or inter-) media. Nonetheless, the point 

artistic machines emphasized the formerly for the moment is that all these positions 

all but forgotten Kinetic Sculpture: have been clearly avant-garde within 

Standing Wave (1920) by Naum Gabo; the history of painterly art. 

superficially non-sensical, yet meaning- 

laden artistic gestures go back to Marcel The fundamental difference between the. 

Duchamp (and perhaps revived his two constellations of avant-gardes in 

declining reputation), and so forth; for painting is that the first would isolate 

in drawing upon the past, the most the processes, capabilities and materials of 

adventurous artists invariably leap over the the established medium — the application 

recently dominant style, which in painting of paint to a plane of canvas — while



the other direction would mix painting communications media, which insure that 56 
with” concerns and procedures from the news of a fresh achievement in the arts 
other arts, such as fabricating three- is rapidly trumpeted around the work; and 

dimensional objects of using machines; this process creates not universal stylistic 

and a similar difference between isolation uniformity but numerous pockets of 

and miscegenation separates avant-gardes exponents of a particular style (whether 
in the other arts. In contemporary pop or minimal in painting, serial or 
music, that avant-garde descended from aleatory in music) —in addition to 
Schoenberg would isolate the phenomena escalating the pace of stylistic diffusion 
extrinsic in expressive sound — pitch, and hastening the exhaustion of a 
register, timbre, envelope and duration successful style (the same pop paintings 
—and then subject each of these that were shocking in 1962 became 
musical dimensions to an articulate depressingly familiar by 1965). 
ordering, creating pieces of unprecedentedly Nonetheless, it is the historian, with his 
rich musical activity, while the other bias toward linear understanding, who 
avant-garde, most popularly associated gives the erroneous impression that one 
with John Cage, would combine sound style succeeds another (and reputations 
with theatrical spectacle in an original way, are made by fresh artists’ climbing over 
creating an experience not just for the their predecessors’ backs); and it is 
ear alone but the eye too, as well as at neo-Hegelian Europeans, rather than more 
times the other senses. In dance, one Pragmatic Americans, who tend to believe 
avant-garde would explore the possibilities that only one group or style can establish 
of movement — Twyla Tharp, Yvonne the stream of historical change at a 
Rainer, James Cunningham; the other certain time. The contrary, profoundly 
inclines toward theatrical conceptions American truth holds that several 
mixing unusual music, props, lights, new styles can develop and thrive 
costumes, and such — Alwin Nikolais, simultaneously and that new art stems 
Ann Halprin, Murray Louis, Meredith Monk, not from polemical position-taking, as 
Mimi Garrard. Paradoxically, Merce exemplified by the manifestos of 
Cunningham, who was at his beginnings coteries, but from miscellaneous 
a path-breaker for the first avant-garde, endeavors by isolated artists working 
switched his emphasis in the early in ambiance of risk and adventure. 

sixties to become an innovating figure 
in mixed-means dance (the masterpiece 

I here being Winterbranch 1964), only to 
return since 1967 to pieces predominantly For every new art, there is a new scene 
about movement. In film, there are those for art; and each art in the sixties has 
who work within the traditional rectangular witnessed, in America at least, the 
‘mage, and those who prefer curved formation of a new social milieu. In 
eee and even multi-screen projections, painting, the change has been most 

all of which makes cinematic images conspicuous, as the rapidly increasing 
a ends in themselves but materials in prices for the masterpieces of the fifties 
ey encasing theater or, if the space have created a boom market for more recent 
Pee, filled with pictures, an works of any reputation. This means, 
ae ic environment. In each art today, on one level, that the number of 
dere and combination have people painting —i.e., painting seriously 
‘adit YY Modern, as well as contemporary, out of the contemporary tradition — 

nS has increased enormously; on another 
The most level, that there were over fourteen 

appropriat - i describing the a Pria € metaphor for hundred one-man shows in New York 
jessta , €cent history of art draws City in 1967-8. This affluence means also 
than ft ‘near Newtonian physics that a few successful artists under thirty-five uaa pac contemporary science of can afford to purchase town houses, the 
leaping ahesg ey is regarded as time-saving aid of hired assistants 
for the Ean, nm discontinuous batches; and specialized craftsmen, perhaps a . 
Not a sitigle. in any art today is summer cottage in the country, and many 
house oe cP built upon the old other luxuries traditionally the domain 
Current practi "versity of alternatives to of older artists, if not the upper classes; 
Speed and Nee Indeed, both the and as the mores of the profession succumb 

dissemination ‘ousness of stylistic to affluence, the successful artist is less 
are indebted to the likely to be ashamed of his extravagant



57 wealth than a comparable figure was only socially estimable but more lucrative 

only a decade ago. Perhaps because than speculations in stocks or real 

prestige can be translated into fame, estate. More than one old-time painter, 

which in turn can usually be translated dealer or art-watcher has complained that 

into money, publicity has become a “strictly business’’ atmosphere has 

unprecedentedly important to artists and infiltrated the current scene, as well as 

collectors alike, some of whom strive corrupted the ongoing critical discussion. 

to make fame induce prestige, rather than 

the reverse. Indicatively, one sculptor Painters and sculptors, on the whole, are 

of pseudo-note has even hired a press probably less susceptible to sociological 

agent, as well as allowed others to discriminations than other groups of artists. 

found a restaurant in his name; similarly, For instance, although New York painters 

there is more financial and perhaps inhabit a cultural world different from 

professional success to be gained from an non-New York artists and homosexuals 

enthusiastic mention in the Sunday art are different from heterosexuals, these 

news (or gossip) columns of the New York distinctions scarcely separate one esthetic 

Times than a favorable discussion by style from another, or pervasively influence 

an important critic. Whether all this money either the establishment of reputations or 

and attention is ‘‘good for art’’ cannot the bestowal of spoils. (Sexual persuasion 

be definitively discerned just yet; may influence, however, the immediate 

nonetheless, much historical truth informs propagation of a particular style, 

Herbert Read's contention, in Art and which lovers-in-common, sometimes 

Alienation (1967), that ‘‘There is no female and other times male, have been 

demonstrable connection between the known to carry from one artist to another.) 

quality of art in any period and the quality There is probably a socio-economic 

of patronage.”’ difference between painters who have 

a regular gallery connection, artists who 

It is today possible for a successful artist, show occasionally, and those who have 

even one as critically respected as never shown — an upper, a middle and a 

Jasper Johns and Claes Oldenburg, to lower class of the profession, so to 

become far more of a celebrity than speak; but these distinctions scarcely 

Jackson Pollock or Willem de Kooning, relate to stylistic differences. Birthdates 

totem figures of the previous generation, may divide the first generation of 

ever were (or allowed themselves to be); abstract expressionism, born before 1915, 

and the social commentator Tom Wolfe has from the second, born largely after 1922, 

written that the highest echelons of New as well as explain why nearly all 

York City society regard an eminent technological sculptors were born after 

painter as the most desirable pulling 1930; and it is perhaps suggestive that pop 

Presence at occasions intended to induce art should come from artists born between 

other kinds of contacts and commerce. 1923 and 1933, most of whom tend 

The enterprising collector of new art to celebrate popular culture of the late 

has also achieved a prominence unknown forties. However, such a generational 

before, as his name is sought for interpretation of recent painting 

the directing boards of museums, he is disintegrates before minimal and 

sometimes profiled in the slick magazines, psychedelic styles, whose exponents span — 

his personal collection is frequently the years. American artists under fifty 

photographed, and he becomes an ersatz are likely to be more articulate than 

critic whose opinion is sought on the their predecessors, partly because 

current scene (if not made more influential inarticulateness is no longer fashionable 

than the judgments of the acknowledged in the community of art, mostly because \ 

critics). ‘‘One who landed early on the nearly all the younger figures passed 

shores of Abstract Expressionism,’ quipped through college, if not graduate school, 

Harold Rosenberg, “‘is invited to lecture where language is the local currency; but 

on his deed like a Marine colonel in the the ability to talk incisively is no measure 

first wave at lwo Jima.’’ While the of either stylistic difference or artistic 

diversity of American patronage is partially excellence in contemporary art. Of 

responsible for the stylistic pluralism those painters who have earned some 

that allows several styles to thrive recognition and yet insufficient income, 

simultaneously, the spectacular success most teach in the art schools of 

of paintings inevitably persuades some universities, usually part-time or on 

people that their purchase can be not short appointments, moving from place



to place rather than climbing up the grand commissions, the generous 58 

academic ladder. Neither an academic patronage, the sponsorship of a non- 

connection nor the eminence of the or semi-musical high society. Theirs are 

painter's university counts for anything in also the compositional names to become 

getting a show or establishing his household words. Most mainstream 

reputation or, unlike literature, even composers are also performers; most 

making an artist known, while nothing later composers teaching in the music 

than abstract expressionism is regarded, conservatories (as distinct from the 

yet, as an academic style. A common universities) practice and inculcate the 

artistic aspiration often shapes a friendship, mainstream style. It would be neither 
especially if two artists working in the unfair nor libelous to say that most (but not 

same way have nothing else to unite all) major mainstream composers are 

their interests; and group exhibitions, homosexual, and that this taste informs 

in both galleries and museums, sometimes their social world. Aleatory music 

serve as occasions for artistically like- belongs to a much smaller society, 

minded strangers to establish lasting consisting mostly of composers influenced 

alliances. Even though people of identical by John Cage; largely impecunious in 

background, age or esthetic persuasion economic status, they perform to small 

are likely to favor each other’s company bohemian audiences, mostly of painters, 

whenever possible, the world of painting dancers and other artists, in dowdy, 

seems genuinely less cliquish than if not makeshift, auditoria. Most young 

others; and the society of sculptors is composers of note — those born after 

more or less similar or tangent to 1930 — subscribe to the compositional 

that of painters. predilections of their acknowledged 

teachers; and this habit explains why the 
The scene of contemporary music, in short biographies of rising composers, 

contrast, falls rather neatly into sociological unlike those for painters, invariably mention 

patterns, dividing into three distinct the eminences with whom they studied. 

communities, each of which has its own While published critical opinion influences 

compositional outlook, its own totem the reputations of mainstream composers, 

figures, its own exclusionary membership the informal hierarchies of reputation 
of composers, its own machinery of spoils, in both avant-gardes are indebted less 
and, inevitably, its own audiences. to critics than the choices of both the 
In the language of descriptive criticism, totem figures and the concert impresarios. 
the three groups are serial composition, ss 
which grew out of Arnold Schoenberg’s The society of film divides, first of all, 
twelve-tone innovations; mainstream rather strictly into Hollywood and non- 
composition, which observes most of the Hollywood; and in this case ‘‘Hollywood"’ 

classic proprieties of music; and aleatory includes not only the place itself but 
or chaotic music, which descends those oases of professionals around the 
from atonality through Henry Cowell country who look toward Hollywood’s 
and John Cage to the “chaotic music’ moguls for both support and approval. 
of non-pitched and non-structured noise; and The other group coalesces around the 
nearly every composer of note clearly phrase “underground cinema,”’ which 
belongs to one or another group. All but a defines not only an informal network of 
ae ‘ea serial composers, for instance, distribution centers and sympathetic 
prtcteneal of Sraduate school degrees, publications but also an increasing number 
sOReine at liberal arts universities, of loosely related people on the campuses, 
cae anne of at least in the bohemias of the cities and elsewhere, 
Music Founeae from the Fromm whose common marks would be : 
connie ation, subscribers (if not subscriptions to Film Culture (even if 
Music hen to Perspectives of New they regard it skeptically) reverence for 
are seneai OSexuals; and their works the dogged devotion of the critic and 
of a few hinges before audiences publicist Jonas Mekas, and insufficient 

fellow Cstoen, Professionals — either funds for the basic materials of their 
or mulcie ae musicians, musicologists, trade. Although members of the latter 

composition is ae Mainstream , group have, largely following Mekas’s 

language freqient only modern musical initiative, taken to calling themselves the 
Breat concert hae Pacrmed in the “avant-garde” of film, of “The New - 
and America; its oi both Europe American Cinema,” film-makers in the 

e composers win the Hollywood orbit have produced some



59 of the most original, eccentric and valuable preferring Martha Graham (who commissions 

American cinema of recent years — works from mainstream composers), 

Arthur Penn’s Bonnie and Clyde, Stanley aleatory audiences preferring, say, Merce 

Kubrick’s Dr. Strangelove and 2001. Cunningham or Yvonne Rainer. (Serial 

Here and there are signs of a middle composers, in principle concerned with 

ground, taking esthetic aspirations from isolating the materials of their art, 

the “underground” and yet financing and rarely attend dance performances.) Most 

distribution from Hollywood — examples choreographers born after 1935 relate 

include John Cassavetes’ Shadows and best to the institution in which they were 

Faces and Shirley Clarke’s films; but even primarily trained — Nikolais dancers 

after a decade of laying planks, the giving their recitals at the Henry Street 

floor of this position is hardly firm. Settlement House and Merce Cunningham 

alumni invariably performing together. 

The first thing to be said about the society Finally, the mixed-media arts have yet to 

of dance is that it is financially establish communities of their own, 

impoverished; according to the critic Clive except the collective tribes like USCO or the 

Barnes, neither Paul Taylor nor Merce Merry Pranksters, because most inter- 

Cunningham, two of the major figures in media artists socially still belong to the 

American avant-garde dance, earns as worlds in which they were originally trained. 

much per year as a bank clerk. Particularly 

if the choreographer has a company, as One current argument holds that the 

most of them do, there are dancers, traditional avant-garde is dead, primarily 

designers, costumers, technicians and because the audience for art picks up so 

sometimes musicians to support, as well quickly on the latest innovation; but 

as administrative people; and this kind in this criticism the phrase ‘‘avant-garde’’ 

of expense inevitably demands patronage, functions not as an art-historical 

both from the private foundations and concept — ahead of the professional 

wealthy individuals. Primary patronage for pack — but as a sociological term meaning 

Martha Graham’s company has shifted, ahead of the cultured society. In the end, 

in recent years, from the Baroness de this argument is all but tautological, 

Rothchild to Lila Acheson Wallace, co-founder holding that the ‘“‘avant-garde’’ cannot 

of Reader’s Digest, while Rebecca be truly vanguard once it is publicly 

Harkness has supported a number of recognized as the “avant-garde” (an error 

individuals and groups, as well as several analogous to charging that Finnegans 

series of performances, through the Wake loses its complexity once it is 

foundation bearing her name; and several explained); but this line of thinking is 

successful painters a few years ago not only unpersuasive but socially and 

donated their own works to help establish historically untenable. In fact, while 

a Foundation for Performing Arts, whose certain new styles in painting and sculpture 

primary purpose was supporting Merce move with unprecedented quickness into 

Cunningham’s company and even more both the established private collections 

impecunious dancers. Otherwise, money and the art museums, the slick magazines, 

comes to American dancers from and even university curricula, all of the 

teaching less in colleges (which usually figures mentioned in the preceding pages 

demand a degree in ‘‘physical education’) went scorned for a number of years and 

than in schools attached to the many still suffer public neglect. On 

choreographer’s company, in addition the other hand, the audiences for the new 

to performance tours, mostly of American in the various arts have, in general, , 

universities or abroad under the auspices of become more populous, thanks largely 

the Department of State; and even in to more widespread college education 

New York City, the concerts by major and the general affluence that brings 

groups are rare, while audiences generally wealthier and increasingly sophisticated 

number less than house capacity. The audiences, thanks also to the more 

few regular critics of the dance wield enlightened tastes of those critics and 

unusually great power, affecting not journalists who disseminate to the larger 

only audiences but the beneficence of public. Beyond that, it apears that for 

the less specialized private foundations. every new art there is a new audience, of 

Although there are spectators particularly vice versa; for just as the spectators for 

enthusiastic about dance, the audience an Arthur Miller play presented on 

for the art generally overlaps with Broadway usually average forty-five years 

that for music — mainstream people of age, so the audience for a mixed-



ans theatrical event is generally under kind of art they learned to appreciate in 60 
ay:tive. The same difference in age college, so it is a young audience 
: arates the people flooding an Andrew that inevitably is more open to the 
erat exhibition from those attending claims of a new art, and more aware of 

i of the new sculpture; for just its immediate tradition. And so, too, 

a it seems all but inevitable for most it is the adventurous young artist 

eople (and even some critics) to who is the first to deny, if not eventually 

Cire for the rest of their lives the disprove, that ‘‘everything has been done.” 
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. Although, “In the beginning/ Anything is 62 

New Ritual and New possible . . . now the point/ Toward 

which | have chosen to go/ Has a 
Theatre line drawn/ Between itself/ And the 

beginning."’ We will have the first 
. murder, and all the murders to come. 

Catharine Hughes The decision, once made, the act, 
once begun, must be pursued to its 

conclusion. It is ineluctable, irretrievable: 

it, murder, will be repeated through 

millennia. But there will be a difference: 

man now has learned to kill. In 

ritualizing his act, in turning it into 

a ceremony, the Open Theatre has given 

it a new reality and the audience a 
About two-thirds of the way through The somehow surprising realization. 
Serpent, a collaboration of Jean-Claude 

van Itallie (author of America Hurrah) and “The theatre, when it was still part of 

the Open Theatre, the chorus, with religion was already theatre,’ observes the 
the casualness born of truth taken for influential Polish director Jerzy Grotowski. 
granted, reminds the audience: “It liberated the spiritual energy of 

the congregation or tribe by incorporating 
And it occurred to Cain myth and .. . transforming it. 
To kill his brother. The spectator thus had a renewed 
But it did not occur to Cain awareness of his personal truth in the 
That killing his brother truth of the myth, and through fright 
Would cause his brother’s death. and a sense of the sacred he came 

to catharsis. . . . But today’s situation is 
The actor playing Cain approaches his much different. . . . Group identification 
brother, looks at him for a moment, then with myth—the equation of personal, 
begins to experiment with various ways of individual truth with universal truth — 
killing him. He pulls and twists his arm, — is virtually impossible today. What is 
attempts to break off his hand, strikes possible? First, confrontation with myth 
him on various parts of the body. He lifts rather than identification. . . .” 
him into the air and considers whether 

he should dash him to the ground. The Serpent is, in effect, a confrontation 
In time, he begins to chop at his throat with Genesis, not a re-enactment, one which 
with his hands. For Cain did not know suggests that it was Man who created God 
how to kill/ And he struck at his in his image, created Him largely out 
brother./ And broke each of his bones of a need to define his own limits. 
in turn/ And this was the first murder, Perhaps because it evolves from a shared 
the chorus advises. And Abel does Judaeo-Christian history, employing many 
not resist. How, after all, is he to know words and images from Genesis, 
what his brother is doing? blending them with a surprisingly effective 

= evocation of half-remembered shared 
diog me Ce occur to Cain/ That emotions and our most traumatic recent 

Brothers caer ee cause his history — all elements in the experience 
Gain ata, = e lines are repeated. of the community as a whole — there 
tae fe ; O revive Abel. : He lifts are moments of shared emotional (and 
the floor a only to have him slump to perhaps spiritual) experience difficult 
grasé in anaes be tries again. He puts to achieve in the theatre, impossible to 
feed his chess and, urging him to achieve in the films or television. 
across the eee Places his body 
have been pia “ the two actors who “Theatre is not electronic,”” says van / 
A long, soft oe ue sheep. He waits. Itallie in an introduction to the published 
from the none Ing sound comes version (Atheneum, $2.95). ‘‘It does 
moves toward " and Abel s ghost rises and require the live presence of both the 
out, tense, ales: audience. He reaches audience and the actors in a single space. 
actors freeze in ee despair. The This is the theatre’s uniquely important 
continues to wae eir positions. Cain advantage and function, its original 

. religious function of bringing people



63 together in a community ceremony where Kennedy and King assassinations. Four 

the actors are in some sense priests or actors assume the positions occupied in 

celebrants, and the audience is drawn the Kennedy car on that afternoon in 
to participate with the actors in a kind Dallas. They smile and wave. In the 
of eucharist. . . . The important thing is background other actors — the crowd — 

what is happening between the audiences move from side to side, conveying 

and the action.” the impression of the car’s movement, 
‘ as in rear-projection film technique. The 

The Serpent, like Dionysus in 69 and assassin-to-be steps off to one side and 
several other recent examples of new the sequence so familiar from the 

theatre, functions almost entirely in the amateur film begins. The President is 
area of myth and ritual. Lines are often shot; the Governor is shot; the President 

chanted, there is frequent contrapuntal falls against his wife; her realization 

delivery, rhythmic choral humming, begins, and her horror; she starts to crawl 

carefully formalized movement, repetition out on what would be the back of the 

in the manner of a litany. And, as in a car and to extend her hand. It is all 
religious ceremony, the lines and the action done to a shouted count of twelve, as if 

interact, complementing and clarifying each in slow-motion. Then it is repeated, 

other to achieve their meaning and effect. the “film’’ is played backwards, random 

numbers are called out of sequence 

The play begins slowly and very and their positions assumed, the actors’ 

deliberately. Actors with primitive movements become almost puppet-like. 

musical instruments have positioned Another figure appears and begins softly to 
themselves in various parts of the speak lines reminiscent of Martin Luther 

theatre. One by one, the instruments King’s ‘‘I have a dream.” He is shot. 

begin to sound, then to overlap and Yet another comes forward. He flicks a 

increase in frequency and volume. shock of hair back from his forehead, 

Primitive human sounds emerge and the grins a little shyly, shakes hands campaign: 

tempo increases to a point where the style — and is shot. The three overlap, 

effect is of a sort of inarticulate gaining speed and intensity. All the 
incantation. Occasionally, there is the while the crowd is shouting: ‘‘l was not 
sound of a gunshot and eventually the involved./ | am a small person./ | hold 

actors go in procession to the playing no opinions./ | stay alive. . . . | keep out 

area. We have arrived at what will be one of big affairs./ | am not a violent man./ 

of the central threads of the play: | am very sorry, still/ | stay alive.’’ 

death and reaction to it. 
In terms of combining elements of ritual, 

A woman is placed across the backs of improvisation and audience participation, 

three actors, which form an operating the next scene, ‘‘The Garden,’”’ is the 

table. Presumably she is a victim of the play’s most fully realized. There is the 

shots heard earlier. Chanting a description, chorus with its chant-like “I’ve lost the 

the doctor undertakes an autopsy of beginning. . . . I’m in the middle,/ 

her brain wound. Inevitably, and Knowing/ Neither the end/ Nor the 
inexorably, his description recalls to our _ beginning.’” As other actors begin to form 

minds the two Kennedy assassinations, and the creatures in the garden of Eden, 
especially our scarcely voiced fears of there is the sense of a communal “first 

the moment — what would have occurred breath,” tentative, short, almost gasping. 

had either man lived? If the patient The serpent emerges, formed by five 
survives/ He may live for weeks/Or months/ actors — writhing, hissing, hands, legs and 

Or years./ He functions barely./ He is arms moving, tongues flicking — quite 
unconscious./ Or semi-conscious./ We remarkable (and quite funny) in its 

don’t know./ We clean him, And feed him./ effect. It and the other creatures begin 
But there is no measure/ To what to discover their environment, and 

degree/ The mind imagines, receives, themselves. Eve appears and the serpent, 
or dreams. It is played straight, low-key, which serves also as the tree, starts to 

without contrived emotionalism. And taunt and to tempt her, with first 

the impact is quite extraordinary. one member then another speaking, 

holding out the apples, challenging her t? 
In a sense, it is almost more extraordinary eat of them. She begins to weaken and 
than the scene that follows, a ritual admits she might do it “if God didn’t 

re-enactment of the indelible images of the know.’’ The serpent presses its advantage)



asking her, “‘Is a crime/ Only a crime/ walk, to talk and to play. They grow old, 64 

When you're caught?’’ She succumbs. and as the chorus continues its rhythmic 

Then | will eat. Because | want to. humming, they die. Suddenly, the 
She urges Adam to join her. The ecstatic actors resume their own identities. They 

serpent separates and two large cartons go out through the audience singing 

of apples are emptied onto the floor, “Moonlight Bay.” 

then handed and tossed to the audience. 
“Why is The Serpent a ceremony?” 

God’s curses on mankind follow. First Chaikin asks. ‘What kind of ceremony 
Adam, then Eve, then others provide is it? It is one in which the actors 

His voice, speaking in tones louder and and audience confront the question: 

more resonant than their own. Other where are we at in relation to where we’ve 

actors simultaneously whisper the been? . . . The ceremony celebrates 
curses to the audience. They mount in this point in time: now. We can’t 
volume and overlap into a final din. remake the past. The Serpent insists 
Adam and Eve come to a moment of on our responsibility of acknowledging 

realization and accusation. Man has that we have already gone in a particular 

discovered fear, the sense of shame, the direction. It says: where are we at? 
sense of sin. In looking for greater What are the boundaries we adhere to, 

freedom, he has condemned himself to less. and how have they become fixed?’’ 

In the choral ‘‘Statements’’ that follow, How effective is i— 2s ceremony: as 

one idea dominates: ‘If God exists/ communal experience, ias theatres : 
It is through me./ And He will protect Although there are moments when invention 

me/ Because He owes His existence wanes, the audience's attention seldom 

to me.” In them one hears a revelation does. Despite the tact that many, of 

of repressed inclinations and fears, even the best scenes are excessively | 

the voice of everyday contemporary doubt. protracted, It possesses more arresting 
To some extent, the chorus provides a Imaees, More sustained impact, and 

“de-mystifying” element, a contemporary more: deeply probing: moments:than 

and mundane reminder of the fact almost any’ ether example of ‘the new 
that what was possible ‘‘in the beginning” experimental theatre | can recall. Its 

is no longer possible, that it is necessary respect for form, its discipline and 

to acknowledge that fact, that — as generally enlightened use of movement are 

director Joseph Chaikin has noted — impressive. Beyond this — and it is this, 

“when even one person crosses a | think, that sets it apart from many 

forbidden line, nothing is the same for somewhat parallel undertakings/~— it 
anyone after that.” respects the text and employs it in a 

manner complimentary to the action, as a 

Cain's slaying of Abel follows, then the final Dasis for it, rather than as a mere 
major scene, “Begatting.” The actors pretext for mindless pyrotechnics or 

begin quietly and gently to explore each directorial effects. If the new theatre is to 

Other's bodies. It is as if for the first achieve a focus beyond its present drift 

time. In the background two women and fragmentation — a focus permitting 

cross and re-cross the stage reading the the coalescence of the best of the old and 
begats” from the Old Testament the most effective and exciting of the 

as the remaining actors continue their new — the work of the Open Theatre may 
discovery of sex, embrace and begin provide one of its most rewarding 

aN be grope toward the coupling appronenes: 
Girerinent oe bodies. They 

eventually Micon (aves te nity , Although it employs a somewhat 
of Nudity in the experimental th fe dissimilar approach — more free-wheeling, 
it's probably worth Prix th * tie, re, greater ‘‘audience participation” and 
Scene, which is Berfonned ful i: d. inclination to utilize the text as a 
'S probably considerably mor y Fic ' springboard rather than an_ integral 
forit.) The rhythm en ad rove element — The Performance Group and 
Teach their climax at ah ah all , its Dionysus in 69 are not nearly so 
The women g0 into lab, out the same time. dissimilar in their objectives. 
The actors who ha labor and give birth. 

become their ei Played their lovers “Particularly now, when the outer fabric 

and are taught to of society is in shreds, theatre is steadily
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67 incorporating ritual,"' according to of course, killed, dismembered, then 

Performance Group founder Richard brought back to be pieced together in a 

Schechner. ‘‘Many new theatre groups finale of water-soluble red paint as 
work toward a kind of participation and Dionysus announces himself a candidate 

audience involvement that touches religious for political office and asks the audience 

rather than histrionic sensibilities.” to acknowledge it would like nothing 

better than to go right home and enjoy 

In Dionysus in 69 The Performance Group, a little sex. 

whose work has been even more 

influenced by the theories and psycho- “What is the confusion [Dionysus] brings 

physical exercises developed by Grotowski to Thebes?”’ Schechner asks in his book 

than has the Open Theatre, engaged in Public Domain. ‘First he drives the 

a “‘confrontation’’ with Euripides’ The women to the hillside, entirely disrupting 

Bacchae. ‘‘We read sometimes randomly, family life. Next he confronts the 

sometimes in order and talked about political authorities, mocking their 

the lines we reacted to strongly — procedures, destroying their jail, taunting 

either positively or negatively,"’ says their king. He claims, and then 

Schechner. ‘We talked about what they demonstrates that women are stronger 

meant to us and suggested to us. The than men, lust stronger than law, 

lines we didn't react to one way or pleasure seeking better than work, night 

another we just left out.’’ About 50 to 60 better than day, oneness better than 

per cent of the text remained (or did in plurality. . . . Love, suckling, dancing, 

the production’s early performances; anger, rage, terror, explosive sexual 

there was less later), though the way in violence are all combined — and the 

which it is used — the general approach Dionysian ecstasy transcends them all.” 

to it — makes it seem much less. 
Most of these elements are present in 

As with The Serpent, the play is structured some form in Dionysus in 69. But 

to include both programmed and they have been given a new contemporaneity. 

improvisational elements, and the latter In demonstrating the ‘‘politics of ecstasy” 

to include participation by the audience, at full flowering, the play is as much 

which is seated on the floor and on a cautionary tale concerning its possible 

multi-tiered wooden platforms. The actors ultimate outcome — a new fascism — as 

move from carefully prepared exercises it is an endorsement of sexual and 

and gymnastics and low, frequently other liberation. Hip-oriented though it is, 

inaudible chanting of Euripides’ lines into it carries a reminder that total freedom 

an eventual focus on the boy king may become no freedom at all, that 
Pentheus and his cousin, the god Dionysus. it may bring with it the seeds of a new 

But first there is a birth ritual reminiscent and even fiercer subjugation. 

of that of the Asmat Indians of New 

Guinea, in which the male actors serve Regrettably, Dionysus in 69 is deprived 

as the floor of the womb and the girls, of much of its potential effect by its 
their legs spread above them, form self-consciousness. Everyone tries very 

its roof. The male bodies undulate hard to be spontaneous, to open himself 

rhythmically as the girls simulate giving to new sensations and experiences, 

birth to Dionysus, who proclaims his but there is no spontaneity, rather a 
divinity and demands that the onlookers playing at it. This is especially true in 

worship him. The god offers Pentheus terms of the audience's participation, 

his choice of any woman in the room if where the Performance Group experiences 

he will recognize his divinity, but somewhat the same problems Grotowski 

Pentheus declines, choosing a girl from encountered in some of his own group’s 

the audience, then beginning to make love early experimentation: 

to her. Eventually rejected, he succumbs 

to Dionysus’s homosexual enticements and We did a lot of experiments. . .; plays 

their promise of a new freedom (a good where the actors encircled the spectator 
example of ‘‘confronting’” the text rather where they asked the spectators questions 

than presenting it). When he agrees to where they touched the spectators. 

Dionysus’ urging that he dress in female But we saw that there was always cheating 

garb and go off to the hill to watch and trickery on our side. On the one 

his mother Agave and the other women of hand, we were looking for a kind of 

Thebes in their orgy and revelry he is, spontaneity from the audience that ‘Ss
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THE PERFORMANCE GROUP, Dionysus in 69 

impossible in our society. We looked for much participate as strive to appear to 
common reactions which are possible Participate, strive to act. In a context 
only if people all have the same faith, if in which to refuse to participate is 
they know the liturgy well. Today there to betray that one is uptight, refusal 
are many half-faiths — a Tower of becomes the only truly free act. 
Babel — so it is impossible to find 
this primordial ritual. One can stimulate Yet, for all their imperfections — and the 

external phenomena and make the audience imperfections of any number of less 
sing with the actors — feeling a certain celebrated examples of ritual, ceremony 
rhythm as when they are listening to and myth in the new theatre — The 
Jazz — but it’s not a deep, authentic Serpent and Dionysus in 69 remain the 
Participation. It's only the participation of most stimulating current that theatre 
the common mask... . has thus far evolved. For they suggest 

the possibility that, as Grotowski has 
The audience participation in Dionysus observed, “while retaining our private 
1a 69 — perfunctory talking to and being experiences, we can attempt to incarnate 
touched by the actors, occasional myth, putting on its ill-fitting skin to 
Singing and dancing by some, hand-clapping perceive the relativity of our problems, their 
wo of necessity embarrassed, largely connection to the ‘roots,’ and the 
Passive and non-creative participation. Its relativity of the ‘roots’ in the light of 
in rather than liberating, is quite today’s experience . . . [which can return] 
Bs PPosite. For, of course, it is not us to a concrete mythical situation, an 
mong the initiate; it does not so experience of common human truth.”
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the quality and sequence of the sounds 

Come In, Earth, Are You will be. In some dances, sections of the 70 

Th a choreography are shifted around from 

ere . performance to performance, so that 

there can be no set narrative or 

; 4 dramatic line. Cunningham’s dancers 

Marcia Siegel don’t attempt to relate to the decor 

in which they move. When Andy Warhol’s 

gently floating silver pillows get in their way 

in RainForest, they plow right through 

them. Or the visual imagery may 

change drastically from one performance 

to the next, as in Scramble, where 

Frank Stella’s brightly-colored rectangles 

of cloth stretched at different levels on 

Somebody said it’s okay now to hold aluminum frames are moved around 

your ears at a Merce Cunningham concert. so that whole sections of the dance might 

| saw several people doing it during be invisible to some of the audience. In 

his spring season at Brooklyn Academy. Variations V, six projectors throw a 
In his good-natured way, Cunningham cacophony of moving and still images 
has always been in the forefront of the onto the stage, but the dancers act as if 
rape-the-audience crowd, and it is perhaps nothing were happening. (Compare this 
a measure of our acceptance of him with Robert Joffrey’s popular but 
that we no longer feel compelled to conventional mixed-media ballet Astarte, 

submit to all his brutalities. Certainly in which the music and the film/lighting 
his choreography itself is no longer sequence begin together and are 

revolutionary. Without the music it would precisely timed to coincide with and 

probably be either pure entertainment or complement the dancing.) 
pure boredom, depending on your degree of 

kinesthetic sophistication. Never to my knowledge has Merce 

Cunningham given an “interpretation” 
| don’t know if the auditory documents of any of his dances, nor do any of 
of John Cage and his colleagues are his associates. They will talk about the 

becoming more violent, or if urban life movement, what it is like, how it was made, 

has had a sensitizing effect on our what chance operations were used in 
hearing, but | find | have less tolerance for putting it together, but they won’t divulge 

Cunningham's noise today than | had the message or even the mood, as if it 

five years ago. Opening night at Brooklyn wasn’t their business to be concerned 

a Performed in silence because of with those things. Since | have no reason 

a dispute between the musicians’ and to believe that Cunningham and his 
the Stagehands’ unions as to who people are either so naive as to be 

had Jurisdiction over the indefinable unaware that they are always creating some 
activities in the pit. Several of kind of theatre event, or so cagey as to 

Cunningham's most ardent admirers who pretend that they are not, | can only 
were there remarked how lovely that assume that they are deliberately 
a was. And their impression of his maintaining their neutrality. There is in 
Hee Canfield, was quite different their attitude a certain fatalistic 
fab € one | got when the sound cheerfulness; they intend to do their 

een restored, job no matter what goes on around them. 

When you | If every member of the audience has a 
Waires. aan at Merce Cunningham different idea of what they’re doing, or if 
that take i separate the various events the stage environment changes, still 

lighting ee dancing, decor, the integrity of their own task is constant. 

them as ES eho nett or you can see You can imagine them completing their 
Cunningham ne unit. Separating a appointed rounds in the dark, or if 
parts is eee into its component a dancer were injured or the theatre 

are created se y valid because the parts were in flames. 

together oni fate often coming 
do the daiere Performance. Not only Nevertheless, a Cunningham dance’ is 
they don’t kn not dance to the music, a theatrical entity, especially in contrast 

Ow in advance what to the work of some younger choreographers
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73 who have distilled his theories into perimeter of the stage have been 

more austere and concentrated forms. flown out; the space is enormous and the 

Judith Dunn uses non-sequential dancers look insignificant in it. A huge 

movement, Yvonne Rainer stresses the vertical boom travels constantly back 

simultaneous, anti-emotional quality of and forth across the proscenium, with lights 

events, and Twyla Tharp turns chance inside it projecting onto the cyc. 

operations into mathematical monotony. Sometimes the dancers are pinned in 

None of these choreographers uses other its glare, like escaping convicts in a 

theatre elements to the extent searchlight; sometimes they drift in the 

Cunningham does, and where their work gloom beyond its reach. 

seems cold and abstract, his takes on 

a dramatic life that he apparently neither The movement seemed pale, the dynamics 

dictates nor denies. The audience does easy, without much thrust or conviction. 

have to find its own specific metaphors and There was rather more unison 

relationships, but each piece usually movement than in the average 

has an overall sensibility that is apparent Cunningham dance, and an occasional 

to everyone. theme of brushing past each other, 

making contact at the shoulder but 

For me, Cunningham's dark pieces have without enough impact to upset each 

suggested more specific ‘‘meanings’’ other's direction or momentum. Toward 

than his brighter works. The latter, which the end a huge bare leko bulb is projected 

include Field Dances, Scramble, on the cyc, then an indistinct man’s 

Walkaround Time and others, are expansive, face, then the lights in the boom begin 

flooded with light and color, pervaded to fade, looking somehow not like stage 

with a general air of good fellowship lights dimming but like the brown fatality 

and the joy of movement. In the dark of a power failure — and the curtain 

pieces the lighting and colors are somber, comes down on moving grey ciphers. 

the movement is more restricted, the 

dancers seem more isolated from each But it is the sound that dominates 

other and at the same time more Canfield, a sound devised by Pauline 

submissive to their environment. | feel Oliveros (‘‘In Memoriam: Nikola Tesla, 

in these works, especially Winterbranch, Cosmic Engineer’) that by its literalness 

Place, RainForest and now Canfield, and its overriding force insistently 

that Cunningham is responding — perhaps calls attention to itself in an unequal 

unconsciously — to the ugly demands competition with what is going on 

of civilization, rather than ignoring them. on the stage. 

There seems to be a progression from Ever since Merce Cunningham began 

Winterbranch (1964), where the dancers choreographing in 1942, his musical 

are crushed by merciless light and activities have been directed by John Cage. 

total darkness and a maniacally screeching The two work amiably yet quite 

sound track; to Place (1966), where they independently together. Each pursues 

rush frantically at the boundaries of his own inventions; the moment of 

some nameless enclosure and finally break collaboration is the moment of performance; 

out of it into some other unkown darkness; and it is either a recurring accident or a 

through RainForest (1968), where they seem figment of the critic’s orderly mind 

poised between their humanness and that the two disparate parts seem so 

some non-human existence which could frequently to be in consonance with 

be either animalistic or artificial, and each other. Cunningham seems to have no 

which they cannot attain in any case. egotistical notions about the dance being 

Now, in Canfield, the dancers seem more important than the music, and 

to have become resigned to a bland, on occasion the musical event was so 

computerized state in which both the shocking that it drowned out the dance 

joy and the rebellion have been until we became accustomed to it. 

diminished to faint emotions that At first we hated the catastrophic din 

can be easily countermanded by the more of Winterbranch, but now it’s hard to 

powerful hand of technology. imagine that dance without it. 

The dancers are in grey leotards against a For the past couple of years Cage and 

white cyclorama and ungelled lights. his colleagues David Tudor and Gordon 

The legs and the borders masking the Mumma have been experimenting ever
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75 more radically with sound, and Canfield once No matter how awful or boring or nerve- 

again pushes us beyond endurance. wracking it was to listen to an amplified 

We may grow used to this too, but now belch or the squeaks of a stool being 

we feel like the exasperated stranger who dragged along the floor, there was a 

grumbled to me during intermission: ‘‘It’s certain childlike charm in the idea of Cage 

a secret pact to obliterate the dance.”’ doing it. That kind of sound could 
often arouse one’s curiosity as to how it 

What Cage and his cohorts are into now was being produced, what kind of 

goes back, } think, to Place, when transformations were being worked on 

Gordon Mumma played around with common objects or activities to make them 

distortion. That is, instead of distorting come out sounding the way they did. 

sound as Cage and many others before The effects of the intervening circuitry 

him had done via prepared piano, never quite obscured the fact that 

musique concrete, and other devices, somewhere at the beginning of it all there 

the distortion became the sound. Radio was a complex and original mind searching 

feedback, hum, static, excessive for new ways to make sound, notate it, 

amplification, and manipulation of other and get others to produce it. 

sounds generated by the equipment itself, 

not any sounds being fed into the equipment. In Variations V there was an elaborate 

Gradually the dial-twisting has become system of antennas set up on the stage 

the primary concern; the original sounds, that were supposed to be activated 

whether they are vocal, instrumental, or by the dancers moving near them. Though 

electronic, are important only as a medium I've seen the dance at least three times, 

for producing distortion, instead of the I've never been able to detect any 

distortion being a means of modifying relationship between where and how the 

the original sound. In Cage’s piano and dancers moved and what sounds occurred. 

orchestra score for Antic Meet (1958), | was always interested to see how it 

there are now hardly any sounds left would work out — something like 

that even resemble a piano and orchestra. an electrocardiogram maybe — the radios 

or whatever the antennas were hooked 

In many ways this is a logical development. up to would, | supposed, get louder 

If you mike all the instruments and then when the dancers approached them —- 

ask the musicians to blow through suddenly louder if suddenly approached, 

the wrong end, put a trumpet mouthpiece but how would other dynamic and shape 

on a bassoon, and bring along transistor changes affect the sound? Two dancers 

radios and alarm clocks, as Cage did instead of one? What would happen if 

with Antic Meet, why not put the whole somebody bumped into one and it 

thing on tape and then reshape those whipped back and forth? | never found 

distortions? Is there any difference out. Whatever the antennas picked up was 

between Cage climbing all over a theatre, swallowed and digested into all the other 

rubbing the mike against different wall sounds that constituted that score, 

surfaces, chewing aluminum foil with a or it was so misshapen at the controls 

mike in his mouth, to find sounds for that it couldn’t be connected with 

Story (1963) and sending people all its initiation when it came out. 

over the theatre in Canfield with 

walkie-talkies to speak into the main There was a certain pleasant cameraderie 

sound system? between the dancers and the presiding 
technicians in the first version of 

Well, there is some difference. More than Variations V, at Philharmonic Hall in 

ever the machine is in control. The the summer of 1965. The technicians, 

chance activities that were produced by though somewhat patronizing | felt, were 

human beings doing unpredictable things always interested in what the subjects 

have been submerged under the more of their experiments would do next, 

powerful unpredictability of electronic sometimes consulting with them. On their 

equipment. The human input is simpler platform behind the dancing space 

and less noticeable — all that’s needed they presided but they also performed — 

now is one long and two short blasts they controlled the dance to some 

on a trumpet from the top of the balcony, extent but it was the dance they we:e 

or a voice-over test (testing one-two-three), showing off. 

or simply throwing the mike open. 

The tubes do the rest.



Now, in Canfield, with the arrogant But | am, I’m fascinated, | strain to 76 

competence of Rocket Control, they are make out the words when the tuning 

running the show. Their cool, anonymous drifts away. | hate myself and | hate the 

engineers’ talk dominates the dance for sound, because I’m missing the dance. 

much of the time. No matter how | tried 

or how disinterested | was in their Well, maybe this is the dance. 

matter-of-fact voices talking about 

unimportant things (John, where are you A few days after the Brooklyn Academy 

now? I’m under the stage. Give me season, The New York Times reported 

a reading. One. One. Hmmmm, we didn’t that an eminent biologist told Senator 

have that buzz in rehearsal.), | couldn’t Muskie’s committee investigating pollution 

focus on the dancing until about half that ‘“‘In the process of creating new 

way through, when the jargon subsided goods and services, technology is 

into squeals and static — | couldn’t destroying the country’s ‘capital’ of land, 
get free of that busy multitude of water and other resources as well as 

disembodied taxicab drivers and policemen injuring people.” In fact, scarcely a 

and disk jockeys who kept floating in day goes by that we are not offered 

and out on the walkie-talkie band. (Lotta pronouncements, pamphlets, threats, 

guys on the line tonight.) Like all true warnings, and predictions of disaster 

radio nuts, even after they have obtained resulting from the masochistic and perhaps 

their tunings and levels, Cage and Tudor irreversible course of technological 

and Mumma keep fiddling. No pattern exploitation. Intentionally or not, Merce 

satisfies them. Nothing is good Cunningham is going beyond the tracts and 

enough, or loud or unusual enough, to the vague dread. He is showing us 

keep and use for something — it only post-millenial man — wired for sound, 

serves to be surpassed by the infinite dissolving into his colorless backdrop, 
capabilities of their electronic super-brain. ineffectually, and without regrets, alive. The 

image is more vivid and more terrifying 

It has been said that the visual sense than all the dead fish in the Hudson 

is stronger than the aural, and in and all the polemics in Congress. And our 

most instances at dance concerts I’m not response is to cover our ears, as Merce 

specifically conscious of the music, Cunningham, wise as a stone, probably 

even when I’m making an effort to relate always knew we would. 

the structure and phrasing of what 

| see to what I hear. The visual takes Some time after this article was written, 

over. But not in Canfield. If you've the astronauts landed on the moon. 
ever been on the BMT when it grinds into After watching their televised performance, 
those curves near City Hall station, or Merce Cunningham’s manager, Jean Rigg, 
driven past Kennedy Airport when a jet told Merce Cunningham that the lighting 
takes off over your head, you know that effects on the moon were exactly what 
extreme noise can reduce or otherwise they had been trying for in Canfield. 

alter your perceptual powers. But even Merce Cunningham said “Yes! And the 
ue it is not physically uncomfortable, sound too.” 
ae oo sound is literal, which , 
is it ae more distracting. What 

atention + me that makes us pay 

cee 2 tt em? There are ways 
sccomnperi asizing a verbal dance 

iin wa as Cunningham does 
where Cane ass, Kick, Fall and Run, 
is Bian and David Vaughan read low- 
caccreae from Cage's writings, 
Weta ecco gpping each other. Then 
other, or to ose to listen to one or the 
flow ot me oe letting their combined 
backeround Ss make an abstract 
the drama et the dance. But in Canfield 

is intesoene those banal dialogues 
in those eff le. How could | be interested 
their drea cient, faceless men with 

'y talk of inputs and readings?
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y drawing laughs from situation, not content. 78 

But Its Not Shakespeare At Stratford, Connecticut, Albert Hauser, 

an English director, insisted on Malvolio 

Alan Lewis as the Puritan denial of ‘cakes and ale,” 

worthy of punishment for his suppression 

of emotional vitality. The first two 

productions aimed at sympathy for the 

abused steward, the third laughed at 

Malvolio’s discomfiture — his final ‘‘I’ll be 

revenged on the whole pack of you” 

a caustic reminder that Malvolio the 

Puritan may have eventually triumphed. 

Three interpretations, each consistent 

with the text, avoiding gimmickry, 

distortion, or rearrangement of scenes, 

A “pop-rock” Hamlet in boxer shorts took no liberties other than those 

prancing in the ghettos of New York and of emphasis — a director's privilege. 
sitting affectionately on the ghost’s knee, 

a mod Maharishi ‘‘Love’s Labour's Lost” A year later the New York area witnessed 

at Stratford, Connecticut, with the two sharply contrasting productions of 

aristocratic ladies arriving on Hondas, A Midsummer Night's Dream. Cyril Ritchard 
an all-male ‘‘As You Like It‘ in London are directing as well as playing Bottom and 

but a few of the recent collisions with Oberon, had the stage aglitter with tinsel 

Shakespeare in the current vogue of and shimmering weeds in a charming 

directional dictatorship. And now Nicol fairy tale for the entire family, the ‘‘pretty 

Williamson as a querulous Hamlet with toy’ style that culminated in the 

a Midland accent and a grizzled beard, Beerbohm Tree and Max Reinhardt 

snapping like a coiled spring at a spectaculars. John Hancock, a rebel 
sexy Ophelia. Startled scholars bemoan the outdoing Jan Kott, offered A Midsummer 

irreverence; sociologists correlate the Night’s Dream Off Broadway in which 

excess with the breakdown of authority, the opening scene set the tone. An old- 

and advocates of Artaud shout with fashioned juke box, lighted and bubbling, 

iconoclast Joseph Papp that ‘‘radio-active played the Mendelssohn music as a 
ididium 192” must be aimed at ‘‘the grim procession of corpses moved down 

layers of reverential varnish.” a spiral ramp. Love was set against a city 

Wh . ; ; haunted by the plague. Hippolyta, brought 

at are the limits of distortion? How far back in captivity, robed in leopard skins, 

Stake go? Is there no standard was caged and guarded —a fierce image 
refines and which repeated performance of a hardly chaste Diana. Theseus and 

of Racine ees in the manner Oberon were played by the same actor, 

‘answer may a Comédie Francaise? The not for “the fun of it,” as a personal 
discijer Ha well be that each age must tour de force, as Ritchard had done with 

unlike that aR Shakespeare, that his art, his dual role, but to indicate that in 
fixed in spac embrandt or Michelangelo a diseased monstrously demonic world, 

time with Ssch lives in changing the magical and the courtly are 
present deoad audience response. The equally corrupt. 

production e is notable for more 

conflicting intr ever before and more Nor do the more aberrant productions 
1966 the thiae eo of the plays. In bloom solely in the dark alleys of 

Twelfth Night ae ords offered Greenwich Village. The same year, 
Malvolio. In Caras wih a different / Stratford of Canada assailed critics with 

climber, the petty Be @ was the social a Richard II who, triumphant in battle 

become lord of he tees seeking to even without a horse, tossed a sword 

Present Political élifnate cf close to the to unarmed Richmond and welcomed 

fesentful of its more € of a nation death; and an Antony, mighty triple pillar of 

to the south. In E Powerful neighbor the world, who cavorted with Cleopatra 
Holm, whose tale eiand, diminutive lan like a dazed businessman on an orgiastic 

Henry y to Song includes the smallest weekend. King Lear, rarely done in 

Gaunt Giacometti mie Frenchy lacking the the nineteenth century ever since Charles 

Malvolio, played \dity of the traditional Lamb had written “it is essentially 
a comic buffoon, impossible to be represented on stage,”’
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81 has in recent years seen Morris Carnovsky, hostile to Shakespeare’s wildness. Voltaire’s 

the emotional father figure, storming comment that Shakespeare was ‘‘a genius 

against a world in disruption; Paul who was a barbarian . . . and sometimes 

Scofield, austere existentialist, pulling a drunken one,’’ encouraged D’Avenant, 

apart the seams with calculated analysis, Dryden, Tate and others to rewrite the plays 

and Solomon Mikhoels, of the Moscow to meet the requirements of courtly 

State Jewish Theatre, the philosophic grace and elegance. Nahum Tate, ‘‘who 

experimenter, searching for a reality he had gave ‘King Lear’ fewer corpses and a 

failed to perceive. Each Lear ends on a happy ending’’ did so to polish 

different note — Scofield’s recognition “the jewel found in a garbage heap.” 

of the absurdity of man. Carnovsky’s 

resignation to a meaningless death, and The eighteenth Century, under Samuel 

Mikhoel’s triumphant release from Johnson’s more scholarly and rational 

subjective imprisonment. leadership, returned to the original script, 

but this did not deter David Garrick 

Hamlet has always been fair game for from transposing scenes and making a few 

novelty, ranging from Basil Sydney in additions of his own. Productions were 

modern dress, the brooding Gielgud in loosely organized, rehearsals were 

princely robes, the virile Burton in infrequent, ensemble acting non-existant, 

rehearsal outfit, Siobhan McKenna’s repeat and the stars engaged in grandiloquent 

of Sarah Bernhardt’s transvestite attire, to speeches for adoring crowds. 

David Warner's disenchanted, noncommited 

intellectual in slacks, and Nicol Bardolatry stems from the Romantic 

Williamson, a surly, snarling Hamlet movement, highlighted by Coleridge’s 

in conscious opposition to the Olivier- exclamation that Shakespeare ‘‘was the 

Gielgud style. When David Warner greatest genius that perhaps human 

appeared as an awkward gangling Hamlet, nature has yet produced.” Productions 

rejecting an inheritance of false values proliferated not only in England but 

and hypocrisy, the world’s most in Germany and Russia as well. Lavish 

experienced Shakespearean scholars physical accoutrements became the style 

gathered at Stratford-Upon-Avon for their and from Charles Kean to Sir Beerbohm 

biennial conference, greeted the production Tree and Max Reinhardt emphasis was 

almost unanimously with the comment, less on internal drama than on pageantry 

“It's interesting, but not Shakespeare.” and spectacle. In 1857 William Cooke, 

manager of Astley’s, drew crowds from 

“Not Shakespeare” implies an Charles Kean at the Princess Theatre 

interpretation of the play that ‘‘is when he staged ‘“‘Macbeth’’ at the Circus 

Shakespeare” or at least closer to the as a hippodrama, and a century later, 

playwright’s intention. The production that Max Reinhardt invaded Oxford with 

would most faithfully fulfill this “A Midsummer Night’s Dream” that had 

requirement is the one presented by a bevy of Picadilly showgirls and live 

the Lord Chamberlain’s Company some wolfhounds. 

time about 1601 and performed at the 

Globe Theatre by the company of which The history of production will not supply 

Shakespeare was a member. There is no an answer to which is the ‘‘correct’”’ 

record of this performance, the only Shakespeare. Productions have changed 

one which had the advantage of the author’s with changes in society and the dominant 

presence. Whatever the interpretation, it intellectual outlook. Performance by its 

is forever lost in the experience of the very nature is an art which reaches 

spectator. The theatres of London were for immediate social impact. The society 

closed during the reign of Cromwell. With upon which the impact is made, the 

the admixture of Puritan restraint, the audience of the moment, is endlessly 

English spirit lost its Renaissance changing, and therefore, so do performances 

robustness and the theatre lost any and interpretations. What happened at the 

continuity of style. Globe Theatre can be explored, evidence 

The next Shakespeare productions date of income uncovered, expenses for 

from the Restoration when prompt books costumes or specific use of the stage 

and illustrations became available as brought to light. What can never be 

well as critical comments. The court, recaptured is the audience — the spirit of 

returning from France, was influenced by an age; above all, an audience whose 

the rigid French neo-classical rules, attitude towards sex and love predates
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83 Puritan self-consciousness. To recreate a a philosophical outlook, an approach to 
production of the past is to be concerned art, or a sense of personal or social 

with history rather than art. What is relationships. 

emphasized or diminished, what 

exaggerated or distorted, fashions the If there is no “correct” production nor 

interpretation within the same overall “correct’’ critical analysis, if both the 

structure. But the emphasis varies with history of the stage and of armchair 

time. What one audience considers right is reading supplies no answer, what remains? 

right for that age at a particular moment There remains Shakespeare's lines, 

of history. ambivalent, evasive, an inexhaustible 

mine too rich to be explored fully 
If production is ever changing, the by a single production or a literary 

advocates of correctness cry, ‘‘There is analysis. The script is not a well defined 

always the script,’ the play Shakespeare chart of specific responses, but a 

wrote. Here too the search for the storehouse of many leveled ambiguity, the 

absolute proves fruitless. The original interpenetration of opposites in which 

script was handed to actors of Shakespeare’s the comment lies ‘“‘between the pass 

company who altered lines, improvised and fell incensed points of mighty 

when necessary, and even though Ben opposites.’’ Metaphor and symbol, image 

Jonson could say, ‘‘Not for an age, and suggestion are not subject to precise 

but for all time’’ Shakespeare and his definition. There remains the endlessly 

company had little thought of posterity. possible, and all productions and 

Some of the plays were printed in his own interpretations are part of the still 

lifetime, but Shakespeare paid little incomplete Shakespeare. 

attention to the published version. The 

first Folio which appeared after “It is interesting, but not Shakespeare” 

Shakespeare’s death preserved the scripts means that the interpretation did not 

and made them available for later agree with the critic’s particular point of 

performances, but excludes the visual, view or his personal cultural prejudices. 

the oral, the physical, and the sensuous. The critic identifies his interpretation with 

It makes possible the study of the all of Shakespeare. ‘‘Not Shakespeare” 

plays as literature with emphasis on means that the spectator in the 

structure, verbal imagery, and the held theatre imposes his own responses. 

moment of poetic enjoyment. But reading 

is another form of performance. The Is there no universal ‘Hamlet’? Each 

words come alive, whether spoken aloud or age, like rebellious students with 

read in one’s own imagination but always non-negotiable demands, considers its 

within an interpretive framework. insight universal. The Gielgud-Olivier 

“Hamlet” set the pattern for lesser actors. 

Scholarly research in plot sources, or David Warner cut the intellectual knot 

word meanings is a worthy venture but a with a dangling, lost, noncommitted youth 

completely separate activity. Critical unable to discover certainty and forced 

analysis by literary minds may spark a to become involved. Shakespeare indeed, 

director's insight, just as a production may but a Shakespeare closer to the present 

influence a scholar’s point of view. decade. Nicol Williamson, sardonic, 
The two worlds of theatre and scholarship tormented and tired, struck a contemporary 

contribute to each other but both are note but failed to fulfill relationships with 

products of a cultural heritage and others. He remained separated, aloof 

an existing intellectual climate. Nicol and alone, unrelated to the King, the 

Williamson says ‘‘to be or not to be’’ in Queen, Ophelia or Laertes. A further 

anger, a Soviet actor implies a struggle breakthrough is imminent. 

for political power, a Gielgud intones the 

clause as a concern with suicide, and “Not Shakespeare’ in condemning 

Jan Kott inspires Peter Brooke to offer extreme interpretations ignores the 

“King Lear’ as theatre of the Absurd. possibility of valid new insights under 

The reader, in the quiet of his study, changing conditions. Such efforts are often 

responds to what he has seen or learned. rash and ill-considered but may contribute 

Each age has read the plays differently to a later and more fully realized 

just as the theatre has produced them response. Strict adherence to the letter 

differently. The personal freedom of private of the law as with Shylock or Angelo 

reading is bound by the necessity of leads to disintegration and blindness.
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Alvin Epstein and Gloria Foster in A Midsummer Night's Dream. 
John Hancock Production, Circle in the Square, N.Y., N.Y. 

A generation of hippies may engage in futile moment, which respects the text and 

and totally private experiences, but brings the play to life with greater 
‘heir actions expose deep-rooted social urgency. “‘Hamlet’’ speaks to each age on 
ante and demonstrate the fragility its own terms, but each age has to make 

of one’s cherished criteria. those terms contemporary. Living with no 

Vitali absolutes may be disturbing and 
feet occurs when the old pattern is uncomfortable, but provides the 
one ee not out of whim, but excitement of discovery, the uncertainty 
tien Social compulsion, when meaning, of continuing revelation. Why worry 
unde but hidden in the rich about Shakespeare's day or an Elizabethan 

with eng of Shakespeare’s work glows interpretation? Our age, like the 

Breakthe ese as did every important Renaissance, is a period of transition. 

aoe eee in the past. Insistence on Doubt, despair, anxiety persist in 
BA ae Correct” approach relies the questioning of long held values. 
tradition, 5 of another day. Defended as Productions need not be confined by rigid . 

reverent: i‘ can teduce Production to formula or established dogma. In our 
acceptane Obedience and compliant probing and experience we may be 

Each inter and mummify Shakespeare. closer to our roots in the Renaissance. 
captures spe ten is ‘correct’ if it Shakespeare may be more alive today 

ambiguiti me of the many leveled than in any preceeding era. 
€s in terms of its own historical
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. Putting aside what Hutchison did not do, 86 

Chronicle of a Rear- it is questionable that he has accomplished 

. what he set out to do. Despite his 

Guard Action description of his story as a report on 

a war that is ‘‘constantly’’ being waged 

A in America in which the aims and purposes 

Thomas Robischon of both sides remain essentially the same, 

Hutchison thinks his story has a 

“relatively happy ending.’’ At the end 

of his book, he quotes with approval 

Henry Miller’s view of the war: 

This battle with negative forces will go on 

perpetually. You win here and lose there. 

After a few years it starts up again, on some 

other level. 

E. R. Hutchison, Tropic of Cancer But then Hutchison adds a note of hope: 

on Trial, Grove Press, 1968. $6.50 “What is heartening, however, as we 

have seen . . . is that the level is 

When someone decides to write a story constantly being raised — at the expense 

like Tropic of Cancer On Trial, | suppose of the censors.’ Now Hutchison never 

he does so because he thinks the story shows us where and how the level of the 

is interesting in its own right, or battle is constantly being raised, nor 

because it would be instructive to his does he tell us what level is being raised. 

readers, or both. While the story of what And there is abundant evidence in his 

happened to Cancer from its publication story — as well as in what has happened 

in 1961 to its exoneration by the Supreme since Cancer won its acquittal, some 

Court three years later has the potential of which Hutchison himself notes — that 

for being both interesting and instructive, if the expense for the censors has 

E. R. Hutchison’s account of it is neither. increased, so has it increased for the 

libertarian side. 
Hutchison says that his purpose is 

to give us more than a case study. It 1 do not say there have been no changes. 

is to be “a report on a war that is Court decisions favorable to the libertarian 

constantly being waged in America.” It side, as well as a plethora of circulating 

is also to be a story about ‘‘a courageous obscene and pornographic material, 
author, a courageous publisher, and a book a seemingly less uptight media, and even 

that had been for more than a quarter of a the reluctance of legislators and others 

century the symbol of outlaw literature to write new anti-obscenity legislation, 
in America.”” And Hutchison was aided in all point to changes. But how deep 
telling his story by access to the are they? If the libertarians have raised 
Grove Press files and correspondence the level of free expression, increased 
(presumably unlimited, though he does the cost to the censors, and won battles, 

ee say So), as well as interviews with and the other side has had its victories too, 

he oe Principals involved, and and the war goes on. Increasingly 

story tat eee with that part of the the battles libertarians win begin to look 

and oth took Place in Milwaukee like the battles the U.S, wins in Vietnam. 
other parts of Wisconsin. And like the U.S. in Vietnam, libertarians 

But there is i ; may be fighting the wrong battles in 
anyone an ittle courage displayed by the wrong places. 

as Hutchison telte IWiEhy hls) stolve at, least : a more disterbi tells it, And the deeper How tree is sexual expression in this 

consequences ot ores and country today? What do we have going 
begin to cine Cancer's trials only , for us in the battle against those 

chapter, The reat es six-page concluding “negative forces”? Do we have a more 

factual, pedantic 1 the book is a dry, libertarian Police, judiciary, and legislature? 
trouble lies in th hee Perhaps the Is the libertarian philosophy any more 

Wrote this o8E He that Hutchison institutionalized since 1961 when the 
dissertation id YY revising a doctoral struggle over Cancer began? Hutchison 

rand didn’t revise it enough. says that the story of Cancer should



87 have been a ‘“‘traumatic experience for smugly and arrogantly defends his actions, 

freedom-loving Americans everywhere,” and is alive and well today. 

but wasn’t. And this he calls ‘‘an 

American disgrace,’’ because he thinks that Hutchison does suggest what a slender 

“the right to read is so ingrained in reed we have in the Supreme Court 

American life that to encroach upon it when he notes that it took two years after 

ever so slightly would be to shake the its Cancer decision to settle other 
pillars of this democracy.” But is it so legal actions against the book. He likens 

ingrained? Hutchison quotes Commager this to what has happened since the 

saying that every generation has to win Supreme Court’s Brown decision on 

anew its right to freedom of expression. But school integration in 1954. And, as 

could that be so if the right to read Hutchison points out, the Cancer decision 

were ingrained in American life? And by no means held the censors back. 

could it be so if this were, indeed, the Ginzburg was a backward step. And the 

democracy Hutchison refers to? post-Ginzburg period has been marked 

by increased censorship on every level of 

To be sure we no longer are confronted government, as well as among private 

by the spectacle of the censorship of groups. This does not lead Hutchison 

literary classics. Is this a sign of a new to question the nature of the victory in the 

libertarian sophistication among censors? Cancer battle, however. He could have 

Or have the censors found bigger and noted that between 1955 and 1965 

better targets? To be sure you can find obscenity arrests and convictions increased 

today, like never before, erotic, obscene, more than four times, and — most 

and pornographic expressions in print, notably — they almost doubled during the 

on the stage, and in film. Is this a sign liberal administration of the Kennedys. 

of a more pervasive libertarian attitude The trend continued, of course, in 

(perhaps one of Hutchison’s raised the liberal administration of L.B.J., and 
levels)? Or is it one of those Vietnam-like there is no reason to believe it will do 

victories resulting from a tactical, but less in the Nixon administration. 

only temporary, withdrawal of the enemy? 

To be sure we have a body of law Furthermore, all of the law that we might 

we never had before that has been used expect to hold back censorship has 

to win victories for freedom in the courts. been made by the courts; almost all of 

But how sure can we be that it will it by the Supreme Court. Its present state 

continue to keep the “‘negative forces’’ can be best described as confusion 

at bay? compounded, but we have also learned 

that we cannot even expect stare decisis 

Well, on the latter point, Ralph Ginzburg always to prevail. And with a new 

found that the law was a slender reed Nixon Chief Justice, plus the likely 

indeed. Not that a lot of others weren’t retirement soon of justices like Black and 

fooled also. Since its Roth decision in Douglas, what hope do we have that 

1957, the Supreme Court had been the Supreme Court will take a libertarian 

taking what looked like a more attitude toward sexual expression? 

libertarian approach to sexual expression. (Indeed, given these probabilities, it might 

Surely, we thought, Ginzburg’s case would be better for libertarians not to fight 

decide once and for all this obscenity their battles in the courts now so that anti- 

question. Much to our dismay, poor Ralph libertarian decisions will not become the 

got five years, and he got it for saying — law of the land.) 

or strongly implying —in his advertising 

that his material was obscene! It is equally difficult to be optimistic 

about the level and costs of the war 

And it didn’t help Lenny Bruce at all. against obscenity censorship. Grove Press 

In 1964, when Cancer was winning its reportedly spent something like $250,000 

battle in (with?) the Supreme Court, in well over 70 cases. Putnam’s spent 

Lenny was found guilty of obscene $25,000 defending Fanny Hill in 

performances. That managed to Kill Massachusetts, New York, and New Jersey 

Lenny two years later. And it was still alone, and thousands more in defending 

another two years before an Appellate Candy. Hutchison devotes two chapters 

Court decided that Lenny had not to the re-election of a Wisconsin Supreme 

been obscene after all. And the man who Court Justice who had voted to free 

as district attorney put Lenny away Cancer and as a result had to face



a McCarthyite opponent who fought him was also characterized by feelings of 88 

on that point and that. point alone. guilty pleasure, or pleasurable guilt. This 

(In this case the Wisconsin press did is the pornographic element in 

come to the rescue, but only after it pornography and obscenity. But this 

realized that its own ox was in danger of pornographic element has not been 
being gored.) confined to sexual expression, as Gorer 

has pointed out. There is pornography 

Hutchison focuses almost half of his of death stemming from the same kind of 

book on Wisconsin and Milwaukee, because, schizoid attitudes that we have toward 

he says, he believes Wisconsin is more sex: both fear and attraction. And Lionel 

free of censorship than the majority Rubinoff writes lately of ‘‘The Pornography 

of states, and ‘‘for this very reason, of Power.’’ What characterizes all of 

Wisconsin makes an excellent example of them is both a flight from, and a tantalizing 

how censors can threaten even a liberal attraction toward, a forbidden reality. 

state.” And indeed they can, and Thus the mixture of pleasure and guilt or 

they did. (And they still do: witness the shame. And the hang-ups. But, as 

current plight of Kaleidoscope and The Rubinoff says, the repressed returns in the 

Cardinal.) Hutchison documents in detail form of clandestine fantasies, and hence 

the anti-obscenity, anti-sexual forces there grows up a business that caters 

(they are related). But if this can happen to the need for the expression of 

in a liberal state like Wisconsin, what these fantasies. 

can we expect in other less liberal states La . 2 

(which is to say almost all of the others)? 9! NOt mean to paint liberals and 
non-liberals with the same brush. The 

Hutchison documents the cop-outs of ier! does try a break out of this . 

the press, publishers, and libraries, light Tron: reality: But up to now in 

including university libraries. But almost defending obseee Books ne: fies resorted 

as bad are the critics and other friends tothe :distionest device of pretending . 
of free sexual expression. They are that the obscene reality isn’t what it is. If 

the white liberals of the obscenity censors of obscene books (curiously) never 

censorship war. They have come to it have prurient responses to them, while 

late, and suffer from their own everyone around them (supposedly) have, 

unliberated, unradical stances. In the the liberal defenders)ef, obscene books 

end, they are not so different from that (curiously) nee report prurient : 

Person of average community standards responises: his deception occurs Mt) 
who (supposedly) is the legal measure the courts where critics and others 

of prurience, who is attracted to the pretend that somehow the tabooed and 

pornographic, but who at the same time forbidden becomes transubstantiated at the 

cooperates with the ‘negative forces” hands of therartist —especially if he is a 

in thinking it “dirty” and therefore in need ‘great artist’ (another myth) — and that 

of social redemption. Hutchison does not as ai result no one — well, no one of 
draw this out, for he never goes behind literary maturity, let us say — gets to 
the theory and practice of the liberal feeling horny from it. (Of course we must 

defenders of books. (This is not to say that acknowledge that they are forced by 

some liberals have not recently moved trial procedures and the mentality of 

into more libertarian if not more judges and lawyers to play this game. But 

radical Positions.) should we continue to let the courts, 
including the lawyers, set the terms of our 

He cena element in obscenity and battles?) 
the Stay en the erotic as well, is This liberal, but nonetheless dishonest, 

and forbidden s eoiesuts of a tabooed ploy has been used time and again 

logic that a ee Me (It was bad in defending Henry Miller's books. And it 

that porhogtasivy ed the liberal myth has been done in the face of the fact 
has been Ta cannot be defined.) Sex that Miller himself, in an essay in 

milieus as ae middle-class Christian Remember to Remember, candidly 

be openly expres a dirty that cannot admitted that he used obscenity, 

But with the rein or referred to. and used it precisely because it awakened, 

Sexual pret repression of aroused, shocked, and tore away the 
of expression thee Re arose a whole genre hypocritical fig-leaves from sexual reality. 

the forbidden ares to express That is, that it does have a prurient 
- Unfortunately, this genre effect, and that is why he used it.



89 But this has all been noted before. What | haven’t come up with any answers 

| want to suggest here are some parallels to the questions posed earlier. | have tried 

between sexual pornography and still to suggest that the war against obscenity 

another kind of pornography: racial censorship (i.e., sexual censorship), like 

pornography. The parallels may instruct the war against racism, has deeper roots 

us in how deep are those ‘‘negative in our social and cultural fabric than 

forces” Miller spoke of. Hutchison suggests. In failing to see 

those roots in our own thinking and 

The “‘racial’’ characteristics of the black, attitudes, the friends of censored and 

e.g., his color, his nappy, kinky hair suppressed works have not been nearly 

and all, has in white societies been treated as radical as they have to be. | have 

as part of a dark forbidden reality tried to suggest a point of view that 

(even our words betray the connection might be a beginning for a less “‘liberal’”’ 

in our thinking between things dark, and more radical war against the “negative 

black, with things forbidden and tabooed!) forces;” that would save us from 

And, as in the case of sex, the liberal mistaking a won battle for a won war; 

has more or less gone along with this. and that would turn us away from 

Even in our better moments, say, fighting the wrong wars in the wrong 

for example, when we are attempting places. The libertarian cause of free 

some sort of compensatory education for expression would have profited from a 

blacks and other pariahs in our midst, study of a celebrated battle like the Cancer 

our attitude has been to treat the black battle had it more radically examined both 

as a reality that is either something the censorship and anti-censorship sides, 

other than what he is, or as something instead of seeing it simply as a good 

other than what we would like. We adopt guys-bad guys struggle. 

the attitude that we can let him in 

if he will only change and become more 

like us. This is known as making him 

“qualified.” Run down the special 

programs for blacks and others and see 

how much change is demanded of them, 

and how little change is demanded of 

their sponsoring institutions. And there 

is at least a tone of this in Hutchison’s first 

chapter titled ‘‘That Obscene Henry 

Miller.” It is not a defense of Miller’s 

use of obscenity, but rather a cleaning 

up of Miller; the same kind of cleaning 

up so obvious in the elaborate rituals 

Grove Press went through prior to 

publishing Cancer. Miller is legitimized, 

he is made ‘‘qualified,’’ by pointing 

out his status as an artist, playing up the 

critical acclaim he has received (noticeably 

less warm in this country than in Europe), 

and especially the suffering Miller has 

gone through at the hands of the 

“negative forces.” 

In both the pornography of sex and the 

pornography of race, something has 

been made forbidden, dark, shameful, 

dirty. But there are also fantasies 

about them as the repressed returns (the 

big cocks on the blacks, for example). 

And then we have the resulting guilty 

but pleasurable experiences (ask the white 

liberal, especially the white liberal chick; 

but also ask the black who digs 

white chicks).



1 i art projects they have instituted. 
Survival of Art In the Mr. Gingrich also played a key role in 90 

1 . the formation of a number of groups 
New Industrial State: devoted to the promotion of the 

se ge arts in society. 
An Optimistic View 

. That the book is a “labor of love’ is 

JJ. Jehring attested to by the fact that the original draft 

was written while he was ostensibly ‘‘on 

a vacation.”’ Therefore, it is not especially 

difficult to understand how Mr. Gingrich 

reaches the optimistic conclusion that 

the future role of U.S. business in the arts 
will be expanding. 

Historically speaking, corporations have 

contributed very little to the arts until 
Arnold Gingrich, Business and The Arts: recent years. Only a few decades 

An Answer to Tomorrow, New York: ago Walter Paepcke, who Mr. Gingrich 
Paul S. Eriksson, 1969. cites as the founder of the movement, 

took the first steps to commit the 
John R. Pierce, Science, Art, and Container Corporation of America which 
Communication, New York: Clarkson he was organizing to a program of 
N. Potter. Inc., 1968. extensive and continuing support for the 

arts. Since that time a growing number of 
Although Business and The Arts by Arnold corporations have developed a variety of 
Gingrich and Science, Art, and programs to support the arts in different 
Communication by John R. Pierce both, ways. Some business executives have 
in a sense, treat the future role of discovered they can “use” the arts to 
business in the arts, they are worlds obtain desirable goals for their companies if 
apart in the points from which the authors they simply take time to develop 
view their subject. Arnold Gingrich, imaginative programs in terms of their 
Publisher of Esquire magazine, perhaps corporate objectives. For example, 
may be best characterized as ‘“‘the the main reason for my visiting the Dayton 
salesman” out to ‘‘push the product’ — to Department Store in St. Paul several 
Motivate, stimulate, or somehow force years ago was to view a work of sculpture 
the business community into making a by Henry Moore, and for many years much greater contribution to the arts a constant stream of people have been 
than they are doing or have done in the taking daily tours through the Johnson Wax 

Past. John Pierce, on the other hand, Company in Racine, Wisconsin to view 
'sa leading scientist who has close the world-famous Frank Lloyd Wright 

ties with the business community through Administration Building. 
Serving as director of the Research 
penmunications Sciences Division of the The list of activities documented in the 

is eo Laboratories, His concern book which are currently being supported 
pantibat, with discussing some possible by various corporations cover the full 
dsieloped by the new technology being range of the arts from painting and 
(aboretori ry Scientists working in business sculpture through music and drama. In 

develo es might make to the future a very real sense, Business and The Arts 
Pment of the arts. can be looked upon as a “‘how to do it” 

If one were seeki book addressed to the heads of large 
Present a Bey ing a spokesman to or small corporations. Mr. Gingrich 

Business i. ane of The Role of Presents a whole range of ideas the Arnold clierish in the United States” / businessman could consider if he is 
best for that age eedly would qualify contemplating giving encouragement or 
a champion of the ame Pas long been support to the arts, including how to take 
has had an acti e arts. Esquire magazine advantage of tax benefits which are 
business invcivee Program of Promoting connected with grants and gifts. 
Fecent years, ge in the arts during 

annually to cor; es have been Presented The most common avenue open to Porations for outstanding corporations for supporting the arts is,



91 of course, through financial gifts. study of all of the arts activities of any 

However, unless this is accompanied single company. If a comprehensive 

by some real interest in art for its own picture of the total art activities of several 

sake, it may not lead to any kind of leading corporations which have had a 

continuing relationship. Mr. Gingrich thinks broad-based, long-term interest in the 

that corporate contributions to the arts arts had been presented, it undoubtedly 

are best when some member or members would have added much to the impact of 

of the corporation hierarchy takes a the book. But perhaps it is better 

strong personal interest in the projects that this should remain as a thesis topic 

to be supported. He cites the case of for some enterprising graduate student. 

the Rockefeller family where contributions 

are closely tied to an active participation Anyone in the business world cannot 

on boards of art museums, orchestras, etc. help but be impressed by the names of 

the many top businessmen mentioned in 

The author indicates that studies which this book. Especially impressive is 

have been made concerning the possibility the list of the 100 selected members of the 
of increased future contributions to Business Committee for the Arts, all 

the arts by corporations have been of whom hold top positions in some of 
somewhat pessimistic. However, he feels the country’s largest and most important 

this conclusion is a mistake and the enterprises. In his concluding paragraphs, 

future is going to show increasing the author treats of the possibility of 

financial grants to the arts from the increased government support for the arts. 
business world. | tend to agree with this Only at one period has the government 

latter conclusion because if one were been able to put together a meaningful 

able to draw a trend line starting with program in the arts and that was 

Walter Paepcke to indicate the increasing during the Great Depression. There 

support which has taken place since that undoubtedly is considerable individual 
time, the projected curve into the future support for the arts in the United 

no doubt should show a continuing States today but the corporations stand 

steep climb. the best chance to play the leading role 
in the growth and development of the arts 

Another reason which favors an optimistic in the coming generation. As Mr. Gingrich 

prediction is some of the most recent points out, there are still too many “‘yahoo 

developments regarding art and technology. congressmen”’ to expect much meaningful 

One, especially, is the recent success support to be forthcoming from that 

of E.A.T. which is an association of segment of society. The businessman 

scientists (mostly from business) and is without a doubt becoming more and 

artists who are working together on more of a savant in the field of the 

experiments in art and technology. The arts and especially in its relevance to the 

growth of these groups around the society of tomorrow. 

country in just a few short years has 

been spectacular. Although all of the book Science, Art, 
and Communication is interesting and 

Another omen which has favorable those parts devoted to science and 

connotation is taking place at the Graduate technology especially well worth reading, 

School of Business at The University of the only part | will be reporting on 

Wisconsin where a special master’s here is a section titled ‘But Is It Art?” 

program is being drafted in arts Being a scientist and working with 

administration. The purpose of the computers and problems of communication 

program is to provide individuals who and sound, Dr. Pierce gives us some 

will be qualified to fill administrative interesting examples of the application 

positions in museums and for orchestra of the computers to various projects in 

and theatre groups, etc. This in itself the arts. 

should lead to a strengthening of the ties In one chapter called “Chance Remarks” 

between the business world and the arts. he tells of some unique experiments in 
literary composition which were conducted 

Although his book does present bits and using a specially programmed computer. 

pieces of programs in the arts scattered Certain key words were fed into the 

across the business horizon from Sears system and when mathematical techniques 

Roebuck to the Chase Manhattan Bank, were used to control word use sequences, 

Gingrich has not included an in-depth it was possible for the computer to



compose short paragraphs. The author 92 

presents several examples and is of 

the opinion they are similar to some of the 

paragraphs in Finnegan’s Wake. 

In another essay he describes some 

experiences he had in using a computer 

to write music. Basically the scientists 

programmed a computer to write 

some sound sequences which resulted in 

pieces of music he felt were “interesting.” 

Dr. Pierce’s reaction to the enjoyment 

of such music was “‘. . . | am capable of 

liking almost anything that is surprising if it 

only has some order or recognizable 

feature.” Yet another section discusses 

the various advantages that the computer 

has to offer for the music composer 

who can learn to use it properly. 

The author also tells us about a picture 

he has hanging in his office which was 

painted by a machine designed by 

Jean Tinguely and comments about the 

possibility of using a computer to produce 

designs and even make animated pictures. 

He describes an experiment in which 

a computer was programmed to produce a 

drawing in the style of Piet Mondrian 

and when given the choice, a majority 

of people preferred the computer 

drawing to a Mondrian original. 

In this book, the various descriptions of 
Projects in the arts which have involved 
the use of the computer reveal the great 
extent to which the new technology has 
Opened up new vistas in all branches 

of the arts for the coming generation of 
artists. Dr. Pierce states the message of 
Sclence and technology to the arts is 
Use us opportunistically.” He adds, 

however, that the artist should “‘keep the 
Successful but turn away from blind 
alleys before he gets lost.” 

ue both of these books emphasize 

they in of business and the arts, 

authors = way overlap. Each of the / 
ubjed as firsthand experience with his 
a8 ama matter and would be considered 
the sane the best qualified to present 

The eu eo his particular point of view. 
Provocatiy Is two stimulating and 
the aan contributions which point 
developme lucrative areas of further 
aS well a¢ nt and €xploration for the artist 

the scientist and businessman.
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“You little know 

A poet’s life, dear mother: | must write poem: 

The most fatiguing of occupations.” y 

— Delmore Schwartz ' a 

NOTES IN PLACE OF A POEM 

vitalie rimbaud emma malanga grace crane | 

memories absorbing distance in the field | | 

by open space composition , | 

the poet trying to explain : 

Vth an Commute z t 

cannot be heard in the twentieth century 

how long have i been waiting = 

for my father to make his return PS 

appearance . 
unaware of the mere existence a 

of becoming immortal after 

the death of the physical body 

he unconsciously casts my fate at age four 

standing beside the closed gate ; | 

at poe cottage E 
in the black and white photo | 
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he disappears into the spiral < 

white page of a brief inspiration 

: i carry with me 

his life whose words become my poems 

TiMeat-mnan(-uie(an alee g 

refined looks in all his ancestral clarity g 

om ae eli 
what notebook receives poems 

he struggles to work out in his head 

ache without proper knowledge of english 

what strange woman shelters his loneliness 

in the township of holly hill 

biel ate f-) 
pop 3232 on sea level 

still capable of intimacy 

at seventythree my fathers life is slipping away 
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The Rex came first, being launched in the presence of the King i 

and Queen of Italy. A bomb, apparently aimed at these royal personages, ; 

had exploded in Genoa a few hours before the event, doing no harm. , 

eLearn e-h aC Lee valle) avd : 

: of me as a child holding his hand : 
on the hudson river : | 
day line steamer taking us upstream ; 

to bear mountain | 
on sundays 

years later releasing himself from the universal family : 
responsibility of financial support j 
i was nineteen a pisces like him ; a 

growing up in a world foreign to poetry . 

The beautiful liner, holder of the Blue Ribbon for several | 

years, was in German hands. Italy had surrendered, and Allied | 

forces were marching steadily up the Italian boot. Trieste, where P 

the Rex had lain during most of the war, was endangered. The Nazi - 

strategists, playing a delaying game, decided to put the Rex to good 

i use. Being nearly 900 feet long, she would make an ideal barrier to : 

the harbor if sunk across the entrance. In this way an important 1 

supply port would be denied the Allies. : 

British reconnaissance planes noted activity on the long-dormant 

liner, and she was kept constantly under watch. Allied strategists / 
planned how best to prevent the Germans from using her to block the k 

harbor. No one wanted to sink the Rex, for her capture might be effected ‘ 

in a matter of weeks. It was, however, finally determined that she : 

must be sacrificed. On the morning of September 8, 1944, several { 

groups of Beaufighters from the Coastal and Balkan Air Forces were / | 

dispatched to do the job. : 
When they arrived, the huge bulk of the vessel was seen steaming 

slowly in Capodistria Bay in the Gulf of Muggia, south of Trieste, ; | 

hugging the shore as if vainly seeking concealment. Breaking formation, 

the British planes dove to the attack. Fifty-nine rockets scored direct E 

hits on the Rex, stopping her in her own wake and setting fires where- = 

ever they struck. The liner took on a slow list to port, away from 

the shore line, only a hundred yards distant. Once again that afternoon, = 

more Allied planes bore down on the Rex. This time the rocket fighters @ 

scored sixty-four hits, leaving the vessel capsized with a column of ; 

smoke more than 500 feet high rising from her blistered hull. | 
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; meant to make peace with 

to break bread with the young 

poets of my time 

g Berkson the first poet of my generation 

whose work i read and admired ; 

and from whom i expected advice 

at kenwards 1960 loyalty day party 

without sense of rivalry 
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my whole life becoming a poem 

names rise like a hot foot 
note of smoke international velvet benedetta barzini 

donna patrizia ruspoli louise de la falaise 
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a4 VIRGO . i 

; 

A 4. : 

‘ - HUMANITY || the piscean aspect in me 
in its highest expression | 
demonstrated by sensitivity ; 
to immediate and unbroken context with | 
god initiated into states of consciousness i 
of which the third initiation was but the beginning | 

it is hard to explicate the value of words 
i am not a poet who can read these poems 4 

all that i call my life as a byproduct . 
existing without me 
in the wind stinging my face ; i 
as i rush across streets of new york 

like a waif 

The sun was setting on the Atlantic, and the ship’s clocks : 

had just struck three bells. My father was finishing a game of ; 
shuffleboard and returning to his first-class cabin to prepare ee 
ola nate / 

eam mmery acer an antl am e-1 aces , 4 
notes in place of the poem my 
| was going to write . | 

about the excitement of the late frank ohara , 7 
writing as he decides to include 

all that comes into his life ; 

in a day or a week for instance 

Zann ean 

We Are Honored Ny Your Presence Fred Hughes ) 

Pao o1 2410 : 

x=. . * a q & § 4 
iG a a d L 
Ss " ee ‘ : 
Z ‘ an q siti q 
i 4 ae ’ < 24 ek vo ; a 

& % a ¥ oe a q 8 —.. ee : ' : 
etn sana eS 3 Pets Oy i 

Fs a ii | 

¥ me , ' ee 1 

= : 
3



it's 3:30 in New York a Saturday 

afternoon, five days 

after the beginning of the new year. 

| buy a third copy of THE SELECTED POEMS OF LEONARD COHEN 

PORN Ea BL ae OMe] 

and swipe a copy of Duncan’s BENDING THE BOW 

filled with references of a mind 

at work. | visit Anne Waldman, 

wife of Lewis Warsh; inquire about 

the contemporaries MacAdams & Clark, 

my friends living in La itso not their poems 

but their personal lives. 
3 Today 

have notion about 

The Poets Foundation because 

| have faith. Poetry is a difficult business é 

world to contend with, anyway. 

Then go back where | came 

from Hotel Albert to the tobacconist 

at Sheridan Square buy 

carton of Rothman’s King Size 

filters because it reminds me of 

my six-month residence at Rome 

smoking Peter Hartman’s Rothman’s, 

and spend my last $3.00 on the first 

AMERICAN LITERARY ANTHOLOGY of poets 

Celia 

absent of any reprints 

of my poems; the editors having their reasons. 

| don't know who will feed me today. 

! walk across Union Square Park 

in my clutchcoat 

to The Factory to meet Andy 
who will arrive at 4:00 PM 

and | am thinking a lot by now of 
Fred Hughes, 3rd cousin to 
BCR acme merit Tey} 
SOIL SSM mM Leet 
UT a od 

asking are there 
Mca 

Fetlecti remaining only a mirror 

ys ing the surface of what 
Cautiful people look like to him. 

the ded arrived in New York on October 7, ero Leyte 

Pry rs Pegs HCI: reception granted new sea leviathans. Some 

her chi beni ete in dozens of small craft, escorted her to 
While a a men among the 50,000 persons who crowded aboard 

ale é remained in the city agreed that the new vessel would cut 

MURR rime ew rice inci



today modifications of service to improve 

Sdn M-1iiCel(-luren mol Mol Lame] ye Mae leiae CTT ] 

has become effective 

today leonard cohen 

checks out of the hotel chelsea ] 

without forwarding address q 

— . 

a Ll 
. on on. F 

today make notes towards an eventual essay 

about the shapiro & padgett “‘sparklers’’ anthology of 

“new yorkish poets’’ 

in terms of the narrowest possible 

definition for a dining room 

table of contents ; 

today make a date with hadley ,hhaden-guest 
TnL ML ena . 

today i desire to earn what i want 

today i am busy about the documentation of the lives that surround me 

today i dont hear from bernadette mayer 

her spiritual remoteness ; 
her willingness to listen to me : 

| | | 
i i | 
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today i am censored by attorneys ; 

at law for the use of the free f 

association of names in my work 4



today i feel a total 4-wall experience of loneliness . 
at the hotel albert at $25.00 per week. 

eA ome CMU ael Maou terol M-teTard 
knowing i will not receive one 

why do i have this optimism about being so pessimistic 
why is it we dont always get what we ask for 

A year after the Rex’s debut, she broke the Europa’s speed 
record, with a passage from Gibralter to Ambrose Light in four 
days, thirteen hours and fifty-eight minutes. Her average speed 
was 28.92 knots, exactly a knot better than the German liner. 

Soon afterward, she won the eastbound record with an average 
speed of 27.63 knots. Prevailing winds and currents EIEN nT] s<) 

this the more difficult of the two passages. 

the day delmore schwartz got off 

on the wrong floor at the hotel dixie 
Tt alam x-1 Did Cela gL UMA Toa Col nyo 
to die 

the condition of suffering 
caused by being alone 

5 . 

\ 4 

Ce US Trae MUS TM SINT CoM TSM 
ses TUT RET TT only recognition 
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an rs ns Saal otateteeitcell fen tetnt 

| sO © salvage my correspondence 
closet to a St colds t=3 F 

Nstall at Carnegie library



how shall i read those letters : 
Co) ual) ; 

from five years ago under air 

tight glass alphabetically filed ; 
by my friend jack ericson the archivist ; 

how shall i look at my past 
falling away 

shortly after my friend donatella died ; 

at bologna : 
never to be just a life for some curious scholar @ 

to piece together the facts : 

o to dissect the working drafts j 
the marginal notes | 

pen Mell ao MTU notte | 

what will the poet looking into his heart discover | 

the world of the american : ; 
ie ears cls 

the world of the harvard stockyard 

the world of cerebral poetry as a byproduct of the imagination : 

the world of the new york 
review of books : 

the academy of american poets 
“to reward financially those poets 

whom it deems worthy, and who, a | 

for practical reasons, 5 

cannot otherwise devote to the writing P 

of poetry their entire energies and talents” i 2 

refuse to admit to or acknowledge 

the feelings which in this lifetime ! 

i know i possess { 

i do not pretend to be someone ; 

else in the twentieth century ; 

i am a young man of letters 

i am the recording zone operator F 

or that line from duncan ; | 

about ‘‘a field of ratios’ in which E 

“events appear in language’ holds true P| 
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i do not set my life against falling 

meio 
my parents lives become mine 

in my documentation of them 

so that 

TD Lc eo) bani ed 

photographs 

illustrating the poems 

i write for my friends : 

my running buddies 

ondine 1962 ny the lower east side 

harry fainlight piero heliczer 1963 ny chinatown 

allen ginsberg 1964 ny the lower east side 

denis deegan 1964 ny paris 

dan cassidy 1965 ny ithaca cornell 

albert rene ricard 1966 ny boston cambridge ny 

donyale luna 1967 rome 

neal phillips tony kinna as drakos 1968 rome 

2 a eee ee 
Fy as  —_—-/,)h— aS 2 . . ? 
a a ee : ~ 
a. a Cr a 
7) eee tS EN ae ee ee 
3 yt : Pe eS eK ; 
£ ? ey 2 ee oe ee - 
5 ee — fe J. im 

cs ) Ce : Ite, ss ‘AA ee 
3 : " er = & 
= : Me oe ih 4 ~*~ i ee, 

$ ier baie! 86) ae Co 
| AS a | lif c Ee 

3 erti\ ae > Ss Oy = r 

: ces 2 : 3 Ae gee “ a ¢ 

: ena PS 
At metal # 
c% e: er - , 
§ S or ae ‘. 
J ) é *: i ee 

< 
a 

| a 

a ae 

i. 
cg 

A ty . 
| | | y F ‘ 

» er od t 

susan hoffman alias viva ny 1968 

andy warhol forever 
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to go down on me was not such a project 2 | 
ElCiar|1| e 

at least somethings going on i 

then what will the youth of america learn ; 

from jim morrison long after he is gone A ; 

today i dial-a-poem 6280400 j 
and hear sheylas voice simultaneously thru an echo 

chamber where many poets of goodwill meet in a spirit 

of cooperation : 

today sunlight is piercing 

the left hand of god 

thru the clouds : 

in the late afternoon ; 

i make the sign of the cross } 

passing before a church 

whose saints name i forget 

my mother making dinner for me } 

lanier Mm ates) MY LLnL ty ao) Lam n=) f 

Pee Maal | F 
the world of my books | 

and photographs surrounding her living i 

room atmosphere ; 

Piero Heliczer was born in Rome in 1937. It was the hotte 

and longest day of the year, midsummer’s eve, June 20th, and mearly 

‘ ! : died. From the ages of four to six he was a child star with they 

title “Il Piccolo Pucci.” Educated by English nuns he knew English 
ge OE rl by the age of nine. From six to eight years of age he was in the 

ii ; | underground fighting the Germans — “I mean — hiding from the Germans 

ne - | After the war he was offered a role in SHOE SHINE but his mother did 

a i Oy (Oa ruaiinior cok ra CTS MOU Ue ac CL ToC | Ud 

¥. y re | style. He became a poet after learning the alphabet and readii 
ye. ny pinocchio. From the ages of nine to sixteen he was a Baie | aving 

af ie = | promised his father to become one. Was always interested in /s¢ience, 
% Me Pn 2 sex and religion. Wanted to’ find out how boys were different is ] ; 
U ar * ! & girls. Came to America at the age of ten, same age as Columbus’ cabin 

‘ \ ne 4 RA boy. Got a hundred in the English regents, and a hundred in 4 oss 

Fe "Te AY - regents at Forest Hills High School. Became a poet again in the golde" 
7). oT ae Pua Ee mama eM Meee tate Mer Tey |< a 

ate ay er BRO yest CMR MOLINO MONT Lae MOLT co METAR gr Ta 1 

hl Sars ne | Before it became ivy league fashion and before the beat UT) on. 

ra Ly & /* ‘ Yr Heliczer became an ex-patriate in Paris and not sure from whieh Coreg 

ke ui : a Then from watching movies he became aware of his Polish bigod, ited 
i ae Ou Re Co yee els (Oo colle Ma ASL TR) 

Brando, Byzantium. He made his first 8mm film, THE AUTUMN FEAST, " 
Brighton, England, center of art nouveau, birthplace of Aubrey ce 

Serta save sciau vcr MBL EYRE Io) Col Maa 1c data aX 3 aCe) CM aCe SMO MEAL Uf -4 a) a dare T) akg Co 

j : in England per annum. That was 1960. He then came back when the 

' ' maker's coop. was starting at the Charles Theatre, the goldem age of 

the Charles Theatre. Heliczer loves Suomi and Africa, is stil 1 

Senne Sues oh 88058 * BARS Cre MEE) CoM TMT icucu lan celi i tey 2 

ee 
oa



e4 

aa ray 
Pe ie iy v5 F 

A. | OR ae ‘el "7, ee males ees — a 7 ey a 
o a ~ eed 

H en - 
Nal = Sa as 5 By i 4 cj : ee 4 ai a ae : : 
E : Pall. : iy 

: ty ’ ; Pe, Se 4 - * =e 
oO 2 ‘ 

| am a poet because of how 
“everything happens” around me 

RUE LaL SLMS Mth a eat Met Be cele 
in the garden of sunlight i am closing my eyes 

one day i am thinking of LAC s 
where he is and how he'll get back 

TEM T TM lfe) aston 
lait) 

DEL CR LUM) 
in the shadow 
Sma eet ee] ave el 

where sunlight illumines cobblestones i USER] secrets to tell me 

he has only one likeness 
and has love in his heart 

as i grow older i realize CT tts LTE oN 
a7 LINAC NEM Someta tel creRe ola writing too much 

criticized for my life tS without me 

4 BA leaa lc 
*maining traces of a notebook ; 

clusters of shaking leaves 

am MCh iu) 

light 4 ARON Lata ae eae een 
eau EP Mir-1g 

Pn eS at maxs kansas city Baa Pein interrupts my train 
aired my story 

with her interest for duncans poem



“SUCH IS THE SICKNESS OF MANY A GOOD THING” : ; 
which makes me wonder 4 

if shes putting me on : i 
or really does understand what im showing her ' 

exclaiming ‘‘it’s so true’’ : 

i Oia 

ee sa — oe f 

eae . . 4 (i e ie E 
oe ee - : ae i 
iy | ‘a e S oe J i, E oo Sea 

8 ys a ef 

a) ° & 

Ss. , = 3 i 
5 a and i am reminded of what ouspensky | ; 
a yy T) x remarked: ‘‘one doesn’t know what 1g th is 

Td eMC MTL anime | 

god relieve me of my hunger and thirst 7 i 
god grant me words which are inexhaustible in the universe 4 j 
form intruding on freedom of thought expanding in line ; | 
breaks the inspiration of the heart choked by a tourniquet : 

my father i see with me in my dreams of a car q 
crash on the autostrada in the late afternoon 4 

A donatella manganotti burroughs official translator 
my sole literary support i 
in italy dead of heart failure at 32 f 

as i walk up university place 4 
to the factory a 
i think of my mother alone F 

eaten icctdiut 
; a 

the enveloping dusk —_— a ig 
in the music of charles edward ives bn : : poe: i 

the face of a sunset in tears paeeaas i E . fee ie T \ 

, meet 2 e chee mm OW 

i ee ioe) fh 
= hs mi j 

ee ao a a 

e i : a % 

4 2 a 
Me cis yi 
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raed 

a | 
Hae ae 
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j think of you emma malanga 
trying to explain myself to you 

remembering when you were so young 
watching over me at the botanical gardens 

the warm meal the bath afterwards 

cleaning my ears the imagination 
which my fear of the dark 

imposed on the space of my bedroom 

my dreams interrupted by waking 

ml cg 

the toys of my childhood 

fixed in my memory 

box have all disappeared, ‘ 

but its 1969 its almost my birthday again 

where is your husband my father gerardo malanga 

the man you loved when i was so young 

where is the world of poetry 

that once solved the whole business of being 
Ti (e)Y(-) 

where is the Rex 

that brought my father to new york 

in record time of four days 

Ceremony =a 

but my life existing without me 
before i. was born 

the crashing of the waves 

8-26:i:69 nyc 
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‘ So-called primitive art suggests to the 

The Aesthetics of a Western Civilized gentlemen crudeness, 110 

incompetence and ignorant groping, 

Black Choreographer and yet a close examination of this art 
indicates that this is not the case. This 

art’s most striking quality is its intense 
Eleo Pomare vitality. It is something made by 

people with a direct and immediate 

response to life. People whose art was a 

channel for expressing powerful beliefs, 

hopes and fears. As the great sculptor 

Henry Moore said, ‘‘It is art before it 

got smothered in trimmings and surface 

decorations, before inspiration had flagged 

America, the fruit of Western Civilization’s into technical tricks and intellectual 
culture, at this present time has a conceits.”” 
popular sense of aesthetics which is 

typified by Marilyn Monroe, a blonde, All art has its roots in the so-called 
blue-eyed, over made-up, superstar primitive and most of our great world 
illusion with halfed closed eyes and a artists today have been influenced 

semi opened mouth whispering death. and redirected by so-called primitive art. 
Some of the names — Picasso, Gauguin, 

America is the land which has made an Henry Moore, Jacob Epstein, Giacometti, 

unnatural adoption of European culture Stravinsky and many, many more. 

despite and at the expense of its own native In a sense primitive art could be called a 

arts — jazz and Modern Dance. people’s experience with the forces 
around them. With this broad definition 

America is the land in which the cultural such things as the Greek classical plays 
establishment worships the millionth could also be called primitive. 
performance of Beethoven's Fifth Symphony 
while musical geniuses like Charles Ives What then is the other art? The other 
and Thelonius Monk are neglected and art, which does not concern itself 
completely overlooked, where the with life, is decadent art. It does not 

White overlords feign aristocratic nobility react to the elemental forces of life 
in dance and watch season after season of which surround us. It is the art of a people 
Swan Lake and Nutcracker Suite while removed from the basics of life. Through 
Modern Dance the living art of its own luxury the aristocrats created a 
womb goes begging for an audience. decadent art of dance, ballet, for the 
And bet , ; select few who did not have to worry 

ta ibe aa | get into the aesthetics, about hunger, disease or destitution. Very 

Manca . een one thing. / Ballet is not few ballets were performed for the “man 

senselinai q 's not dance in the : with the hoe’’ who had those fields 
The unfort ered ue music is not music. to plow. Swan Lake and white ballet 

comma thing about mass — slippers had little meaning to this man. 
that at ee and mass education is 

ate mising ‘ain points too many people In our present situation we have both 
ntormed. arts present. But the facts are still true. 

Western tivilizati . ae Live people produce a vital or primitive art. 
has been “ zation, or White civilization Dead people acclimate themselves to a 
ethnocentric a bigoted one. It has been decadent art or live on the carrion 
that the So he extent of thinking | of another age’s art which is vomited 
renaissance pre of art came during its forth time after time after time after time. 

came during th he perfection of its dance Learning to love something that is essentially 

This ig fue ee eo years of ballet. dead requires lots of conditioning. 
Civilization . Fue. What Western 7 
art” ig ae deigned to call “primitive 
These critics acne art, or vital art. _ 
by what went en judge all other art *This article is based on a speech 
Period of ae during art history’s brief delivered by the author at The Afro- 
'N error, mM and they are sadly American Society Seminar, Wesleyan 

University, March 28, 1969.
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Eleo Pomare in Narcissus Rising. 
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113 Although the French enjoyed a revolution as we have in popular dance, how to 

— a political revolution — they did not use their bodies again naturally, how to 

carry this completely through to all the make their own art and not live on 

arts. The same thing happened in the carrion of the past. 

Russia. The aristocratic dance — ballet — 

was taken on by the nouveau riche or In a sense | think our role is to break 

bourgeosie who controlled the new French. . the ethnocentric thinking patterns which 

Republics, and the Soviets took on the has lead these people — drunk with 

impossible task of reconciling ballet power — to believe that theirs, although 

(with all its unnatural, non-life related dead, is a superior art to judge others by. 

movements) with the philosophy of Soviet The Black Artist could lead Western 

Realism. Can you imagine a ballet about Civilization art out of its ivory tower and 

day to day life operations in a shoe factory? back into contact with its own life, 

the life it must have to be valid and vital. 

But this is Western civilization, and its A basic truth we must repeat a million 

love for the past, and its ethnocentricism, times if we do not know it now is that art 

and its absurdity. | hope that all my does not come from history or 

revolutionist friends here to take note scholasticism or feelings of superiority, 

of this and when they do their ‘‘thing,”’ but from life itself. 

they do a good job of it. For the 

post-revolutionary French and Russian The Black Artists in America can show 

“man with the hoe’ the entertainment of the Philistines that Marilyn Monroe 
the aristocrats was at last available. whispering death is only an illusion of 

One overlooked fact though was that this a bored isolated dream and beauty which has 

ballet art did not come from their life. little to do with pleasing the senses. 
The citizens and comrades moved into Beauty — aesthetics — has to do with the 
the castles and palaces and in a sense power of expression and goes deeper 
aped their former masters. than visual appearance. Our moving 

experiences with life here in America has 

The American artists have answered the plea surrounded us, loomed menacingly in 

for a democratic and vital dance art in front of us, beaten us, given us little to 
Modern Dance. | could mention names hope for, beaten us again, and then 
like Isadora Duncan and other early lynched us. We've paid our dues. The ' 

pioneers who experimented in the new nobility of our survival is a testament 

free form which returned dance from to basic humanity. It has made us men. 

palace entertainment to the vital or 
primitive freedom it enjoyed when it was Knowing the reality of all this, in America, 

done by the Greeks centuries ago, or circa 1969, every American should be 

as it has always been done by certain so- able to say truthfully — Black is Beautiful. 

called primitive societies — who don’t 
destroy themselves with nuclear bombs. 

It seemed almost natural that America 

should create the new arts. Cut off as it 

was from European culture and direct 
influence. And it also seems natural that ' 

the enslaved Black man should develop 

a music, a dance so vital that it would 

affect the total world culture. 

From the mysterious sufferings in a foreign 

land has come the jazz which has 
revitalized all Western music, and | 

think we are only on the verge of an 

artistic revolution which will be pivoted 

by the American Black Artists. Yes, | think 

we will show what's left of Western 

Civilization culture how to leave their 

sterile castles and palaces, their boring 

bourgeois compulsion of Beethoven Fifth 

Symphony listening. We will show them



‘ . Clayton Bailey, newly arrived in California, 114 

Saga of Clayton Bailey: built his kiln in a small-town store front 
ot me and it seems that he has come to stay. 

Beyond Criticism and Bailey wandered the American midlands for 

. years between early graduation from 

the Nose-Pot Aesthetic the University of Wisconsin and his current 
mature 30. He left Wisconsin briefly for 

“ St. Louis, where his early nose-pots 

David Zack and toilet pieces were so thoroughly 

appreciated, returning again to teach at 

the State University in Whitewater. 

Here, a small fan group got good notices 

for him in arts and crafts magazines. 

A writer (with Ph.D.) named Bernie Pyron 

. ..a show that is tasteless, obscene published an ebullient legend describing 
and barely above the level of bathroom a god named Claythong, who rode 

humor. Dismembered and disfigured huge motorcyles (one on each foot) 

fingers, lips and other portions of in Wisconsin midwinter nights and blessed 
the human anatomy make up a large part the salty firings of his emulators. 

of the objects presented. Even the 
titles are unpleasant — ‘‘Nite Pot,’ Before he was 25 his work was shown 

“Ritual Pot,’”’ ‘‘Kissing Pot,” and in a one-man exhibition in New York 

“Standup Ritual Pot.’’ The pieces are at the Museum of Contemporary Crafts. 

crudely and grotesquely done, carefully . . 
painted to point up their lewdity. Moving on, Bailey spent a year or so 

in South Dakota in one of those radical 

From a review of Clayton Bailey’s education experiments that briefly spring up 

exhibit at Craft Alliance Gallery, St. in the hinterlands. He worked like the 

Louis Globe Democrat, September devil in a rich ceramic studio he had 

19th, 1965. practically to himself. Students wandered 
in once in a while. They made police 

Does Clayton Bailey see art and life as helicopters out of clay, talked with 
some sado-masochistic jumble, cloacally Clayton, and got academic credit when they 

reeking new ennui? Is lewd ugliness felt they deserved it. 

ee a Geen Bae ee N In the middle of the South Dakota period 
john-wall writer, raising grafitti to some Clayton Spent a semester es guest artist 
sculptural peak? at the University of California in Davis, 

heartland of Funk. The Davis Art faculty 

Not likely at all, Clayton is friendly, open, includes Bill Allen, noted for his famous 

cheerful, lovable and very Midwestern. series of famous mountains painted : 

on lima beans, the classical fantastic 

How many California ceramic sculptors will painter Roy De ‘Eorest, Robert .Ameson: :of 
fire their friends’ clay pipes, house-plaques ceramic urinal and decal bouquet fame, 

and tea sets in their kiln? For that and, incongrucusly but influentially, 

matter, how many of the new breed of the world s most respected painter of 
artists have their own kiln? pop pies, Wayne Thiebaud. 

Dave Gj P | . At Davis Clayton felt at home, and so 
ha ee a pbndred fifty miles he decided to move West and enjoy it to 
orange mating Ppos, his speckled / the full. 
warthogs in § frogs and wonderful leering 
University ee kiln at the / He auctioned his old nose-pots made 

of course, ig a vornia in Davis. Davis, uggy by colorless coats of latex, his four 
mentor a where Bob Arneson, the group's foot inflatable rubber grubs and full-sized 

» feaches and works. Hell’s Angel and Breasty Gorilla mask-busts, 
Peter Van Den B E a his 900 cc Harley sportster and assorted 
and bulging meer sticks his rich rutabagas midwestern antiques, including surplus 

Dutch boys pe oe his flower-shirted sniper-scopes, and he packed what 
Plates in the kil oe teelly painted picture was left in a Ford van with his wife Betty 

College whee fe at San Francisco State and the two kids, Robin and Kurt. They 
© he professes. took off for sunny California, land of Funk.



Clayton Bailey, Grassy nose-pot, Ceramic, 19 68 Paid 4 2 a e 

ee a ye — Yi 
: # pe - a ANS x ah. - 2 {i : Saray / oe) : 

- fo at a, hf 4 f : 

; te Cw 
| AS) Ld 
aoe 2 Qe a ay? — j 

4 Gai? “A. —_ a 
— = i r ee 

oe ( ee ee “ 

a mt | oO. wy 
~~ = > ] 5:4 —.. 
> — j iu | se te a7 A 

F \ oe a ‘ rl * * nS e A \ 

Lge . y= i a io > oF i SY ce oe OE u % mes i 
f . 4 a fd : 

as : . % . a me 4 | q ,) 

oo i Vk . J f i) 

gt Nv 4 é . a 7.4 6 
po — eo." id " / coe P Fe e : i . Rey 

 paee, fi * , J 5 c% ei: Lp ji —— 7 Py ee : "Jia 

ee ge yee - ‘ ee a _— Fe wa han 

Ge aE,» Per: lila 

Betty Bailey, Flower Pipe, Ceramic, 1968 j . 

iF 

I 
if , 

hi 

= 
i] OBE v 

eon ¥ = 

: — @ * 2 A



According to legend there was a large The Baileys don’t live in a sales gallery. 116 

baggie of Vermillion Velvet curing in the Once in a while someone takes the milk 
engine compartment. bar sign seriously. If Clayton or Betty feel 

so disposed they'll serve him a restaurant 

While Clayton was picking the Velvet, meal. There’s one enigmatic window filled 
which grows wild throughout America’s with old Bailey pots. Just the way the 
great heartland, a covey of Genuine Hell’s lady from St. Louis described them, 
Angels roared by on ass-dragging hogs right there in plain view on a side street 
painted metallic maroon, pursued by in the town of Crockett. 

three squads of state troopers flashing 

red and yellow. Clayton flattened himself Is such stuff worth dwelling on in a serious 
into a furrow planted with Funk Feed evaluation of an artist and his work? 
Corn. He lay there thanking his stars Perhaps not, except for the benefit of 

Vermillion Velvet is so impotent it would people who might have difficulty 

hardly qualify as marijuana should the law transferring their appreciative powers 
decide to finger an artist in transit. to Funk or Kitsch or whatever you care to 

. . | label the relaxed, fanciful, grotesque work 
Anyway, Clayton Bailey, late of Wisconsin’s now so natural around the Bay Area. 

pastureland, set up his studio thirty 
miles from San Francisco, fifty from Davis, Smoke a bright orange salamander pipe. 

in a concrete building with huge rooms Suspend your learned perception of art 
and twenty foot ceilings. in the baltdive history, of style and structure. Dismiss 

town of Crockett. The Bailey Castle rhetoric for the afternoon. Then look 

ued fe Pe peilk Bari, Ieistill has booths at the wonderful conical nose pot with 

ae yaltinated curved benches, still its superb iridescent ivory glaze and 
jas revolvable stainless steel stools along the long gold brain that hangs inward from 

a long counter. , the cone’s peak. 

ccc tater ine to Look at Bailey's inflatable latex neckties 

largest eight feet high. They were made by ~~ baroque design in) murky green, the 
painting latex on hulking papier-maché wide red one with the yellow rising sun 

and fibreglass molds. that blarts when you let go of the 

inflating tube. 

It has room to hide away the electrical 
sculptures Bailey engineered in South Look at Bailey’s beast masks. They have 

Dakota, which shock the man who touches large jagged yellow teeth, slimy-looking 
them depending on how much light green scales, red swastikas on their brute 
touches the photo-electric cell. black chests, arch orange combs on their 

tops, maroon chin testicles. 

Room for gross green clay stools, 

8oggling yellow gargoyles, leopard mugs Forget possible associations with goblins 
with a purple sheen, nose pitchers designed and Freudian texts. Look at the beasts 

to spread pools of tea on an otherwise and the grosser ‘‘lewdities’’ (to borrow a 

neatly dull table. Creeping rubber rocks. word from the St. Louis critic). Forget 

Large latex eyes and grubs. symbolism, comment, protest. Bit by bit the 

objects can become reasonably cheerful 

oon to make ceramic fountains four and humorous — with familiarity, quite 
eet high, which tend to urinate comfortably beautiful. 
rather than play. 

R Ten of us tramped San Francisco 

es ured of pipes shaped like a few months ago wearing 
fallopian mine eggs, like ducks, like Bailey masks. We stopped at an art 

eo: show, at a Negro nationalist center called 

Betty Bai s the Black Man’s Free Store, at 

Pipe like ree Bineue of made a Fisherman’s Wharf and the top of 

ina ‘ini jops. A girl Telegraph Hill where Coit Tower, modeled 8reen bikini has a bow! on top so eerap! . : 
and a smoking hole in each bi in the name of a rich old lady after an 

Smokers can shar ac 3 feast: antique fire nozzle, rivals any recent 
Ree e the way kids a in the midwest share sodas sipping seulptute. 

Tough two straws.



117 Most rubbernecks took the latex masks assertion. Not making an ideological stand. 

for granted, just as they do the copper Certainly not trying to make some kind 

police dogs on their aunt’s mantel or of powerful comment about the ugliness 

the raccoon tail on the radio antenna of a of the modern world. Rather, accepting 

pink Olds convertible. They saw them as the world as not so ugly. As a place 

objects that fit into their environment. that is. Intensifying an environment. 

Making it richer, more absorbing. 

This is what Clayton and similar ceramic 

sculptors such as Gilhooly, Van Den Berge California welcomes Clayton Bailey. 

and Arneson seem to be after. Not 

Clayton Bailey, White-collar Nose-pot, Ceramic 
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LEGA 

<O- SIUC | 

continues its distinguished series of Contemporary Music | 

Badings - Armageddon. Sopr Solo, Wind Orch, Tape. Score (P66212) .............. $5.00 
Bassett - Nonet. Fl, Ob, Cl, Bsn, Trp, Hrn, Trb, Tba, Pf (P66267) .............0.000. 7.50 |) 
Berberian - Stripsody. Solo Voice (P66164) o2.........ccccccccesecececeseeeeseseeeseteeeteesees 3.50 
Cage - Amores. 2 Pieces for Prepared Piano and 2 Perc Pieces (P6264) .................... 5.00 
—Cartridge Music. Perc (P6703) ee ruses 12.50 
—Concert for Piano and Orchestra. Solo for Piano (P6705) oo... 20,00 || 
—First Construction (in metal). Perc (P6709a) ..............ccccccceeeeeeeeeceees — . 6.00 
—Music of Changes for Piano. 4 vols.: | $1.50; 11 $3.00; 111 $2.50; IV $2.50 
—Sonatas and Interludes for Prepared Piano (P6755) ...........0...0.... 10.00 
—The Wonderful Widow of Eighteen Springs. Voice and Piano (P6297) ................ 2.00 
Cardew - February Pieces for Piano, and Octet ’61 for Jasper Johns (H771) ............ 5.00 
—Two Books of Study for Pianists. Music for Two Pianos (H822) .....0.0.0000cc = 7.50 
Chou Wen-chung - Yii Ko. Vn, FI, EH, Cl, 2 Trps, Pf, Perc. Score (P66098) ............. 2.50 | 
Feldman - The King of Denmark (graph). Perc (P6963) .......... immcdcacnmmccce: 100 |p 
—Last Pieces. Piano (P6941) oo... cccecccceseseeteteeneseseetesesenees cee 1.50 | 
—Structures. Orchestra. Score (P6934) RYH: OOO) | 
Finney - Concerto for Percussion (4 players}, Orch. Score (P66097) .......0...c00. 5.00 | 
Globokar - Accord. Sopr, Fl, Trb, Vc, Org, Perc. Score (P5976) .o......cccccccceeee, 6,00 
—Traumdeutung. 4 Choirs. Score (P4829) o........cccccccccceseccsseeestesteteseeneseens 15.00 
Heider - Inventio III for Harpsichord (P4848) 0.00.00... ccc ene (2,00 
—Passatempo per 7 Solisti. Score (P8033) si . sameness 250 
—Plan for Strings. Score (P5982) .. si Se U Uae 2.50 
—Strophen. Cl Solo, Chamber Orch. Score (P5993) ............ a cast 5.00 
Ives - Three Quarter-tone Pieces. 2 Pianos-4 Hands (P66285) ...........0.0... 3.00 
Kagel - Antithese. Libretto-Score (English-German-French) ................ w. 10.00 
—Sonant. Guitar, Hp, Cb, Perc (P5972) ..0.0...0....ccc. 1a HSER RGU RENAE 15.00 
—Sur Scene. Chamber music theatre piece. Libretto (English) .............. . 7.50 
Kelemen - Equilibres. Sonata for 2 Orchestras. Pocket Score (P5814) ........... 5.00 
—Surprise. Strings. Pocket Score (P5940) .... cagyasevenuaviwarersaa wscencwex 2/00 
—Transfiguration. Pf Solo, Orch. Pocket Score (P5825) : fetttteee 5,00 
Ligeti - Aventures. 3 Singers, 7 Instrumentalists (P4838) ........ ceseeees 10.00 
—tLux Aeterna. Mixed Chorus a cappella (P5934) gsc 2,00 
—Nouvelles Aventures. 3 Singers, 7 Instrumentalists (P5913) ... testteeeeeese 10,00 
—Requiem. 2 Soli, 2 Mixed Choruses and Orch. Score (P4841) .......... . 17.50 
—Violoncello Concerto. Score (P5936) ee ee sressceensevrearsvevts, 0,00 
—Volumina. Organ (P5983) ee 6.00 
Macero - One-Three Quarters. Picc, Fl, Vn, Vc, Tba, Trb, 2 Pfs (P66178) .. 7.50 
Mayuzumi - Concertino for Xylophone. Xyl, Pf (P6856a) ....... ssassisaas wwsce 3.50 
—Concerto for Percussion and Wind Orch. Score (P66059) .......... see 6,00 
—Essay for Strings. String Orch. Score (P6852) ................ NERS 3.0€ 
—Pieces for Prepared Piano and Strings (P6325b) o..........ccecceeceseecesteeeeeeseesvee 10.00 
=Prelude.. String Quartet (P6525) eccsecissrunceneuoncisirnenmescnis 3,50 
Moran - Bombardments No. 2 (graph). Perc (P6995) 0.0.0.0... ccc vesascs 00 
—lInteriors (graph). Perc (P6996) ccna cterateseucnee miei panmenenncercnsseMecrstoer 3.00 
Penderecki - Pittsburgh Ouverture. Wind Orch. Score (P66202) .. cevetetteee 6.06 
Reck - Five Studies for Tuba Solo (P66017) .. Ce ere Sitemeter FD) 
Reynolds - Blind Men. 24 Voices, Brass, Perc, Pf. Score (P6826) ........ ee 5.06 
—The Emperor of Ice Cream. 8 Voices, Perc, Pf, Cb. Score (P6616) 00.0.0... 3.56 
—Quick Are The Mouths of Earth. Chamber Orch. Score (P6661) ....... Giiekin oe 
Schoenbach - Lyric Songs I! (German). Mezzo-Sopr, with 2 Pfs (P5974) .. esmece 10,06 
Serebrier - Doce por Doce. 12 Woodwinds, 12 Brasses, Perc (6). Score (P66216) ...._ 7.51 
Sydeman - Music. FI, Va, Guitar, Perc (P66071a) ooo... cece ceceeeceeeceeees zicve 15N0 
Takahashi - Metatheses. Piano (P66243) .o.....0...0cccccccee feveeeeee 2.0 
—Operation Euler. 2 or 3 Oboes (P66240) ............... eemecencty tennenmenemy 00 
—Six Stoicheia. 4 Violins (P66238) ooo... cece te eeeceetcsteetttsem essen BAO 
Wilson - Doubles. Game for 2 teams: Cl, Bsn against Va, Cb (P66291) ............... 3.0 
Wolff, Chr.- Suite 1 for Prepared Piano (P6500) .. ee . 2.00 
Trio 1..El, Trp, Ve (P6502) acca ceoscecaverszvesseuvesenconcasensneaisonagerssurreceseres cmasmsses: (2.5 

C. F. PETERS CORPORATION 

373 Park Ave. South, New York, N.Y. 10016



DATE: APRIL 27 TO MAY 26, 1970 

Accepted work shall form traveling 

show for 12 months 

2. Annual 

PAST JURORS 

s Byron Buford 
Warrington Colescott 

Alfred Frankenstein 
James McGarrell 
James Speyer 

r = t | James Johnson Sweeney 

q | 

S IOW FOR ENTRY FORM OR TRAVELING 

SHOW BOOKING CONTACT: 

University Galleries 

University Center 

Northern Illinois University 

De Kalb, Illinois 60115 

ENTRY FEE: $4.00 per work 

MAXIMUM TWO WORKS PER ARTIST



EDUCATIONAL ENTERTAINING A 

REQUEST RECORDS 
Leads the 

with 

MUSIC OF MANY LANDS 
beautifully packaged 

featuring the finest 
AFRICAN/ALBANIAN/AMERICAN 

ARABIC/ARMENIAN/AUSTRIAN/BALINESE 
BRAZILIAN/BULGARIAN/CANADIAN/CAUCASIAN 
CUBAN/CZECHOSLOVAKIAN/FRENCH/GERMAN 
GREEK/GUIANIAN/GYPSY/HAITIAN/ HUNGARIAN 

INDIAN/IRISH/ISRAELI/ITALIAN/JAPANESE/JEWISH 
KOREAN/LATIN AMERICAN/LITHUANIAN/MEXICAN 
POLISH/PORTUGUESE/ROUMANIAN/RUSSIAN 
SCOTTISH/SPANISH/TURKISH/UKRAINIAN 
WEST INDIAN/YIDDISH/YUGOSLAVIAN 

artists ... and many more to come 

ALSO 8 TRACK CARTRIDGES AND CASSETTES 

For free catalog write to: 

Dept. AIS 

66 Mechanic Street, New Rochelle, N.Y. 10801 

Telephone 914 633-6055, 914 633-6059



MICHIGAN QUARTERLY REVIEW 

. . . the New Yorker of Academia 

SPRING 1970 

NANCY HALE e W. H. AUDEN 

SUMMER 1970 

DONALD HALL 

Presents 

Pei Pe soaps; Dede 8 Ty Sy TINOE NF OMNI 
Q THE MICHIGAN QUARTERLY REVIEW 

3032 Rackham Bldg., Ann Arbor, Mich. 48104 

Please send me THE MICHIGAN QUARTERLY REVIEW for 

O 8 yrs., only $12 O 2yrs., $9 C1 yr., $5 

Oj Check enclosed 

Name eee 

Address 

‘City eee CS ip 

Make checks to THE UNIVERSITY OF MICHIGAN



| | | t 

Magazine for the Universal Man. 

Humanist brings together articles by leading personalities 

and writers on Arts, Ethics, Philosophy, Religion, Science 

and Social Questions. Humanist offers unique freedom from 

party political pressures. 

Humanist is illustrated and contains as well as informative 

articles and provocative comment, book reviews and letters. 

Also included is the monthly list of books available by post 

from the RPA Book Centre at British prices. 

Send for a free specimen copy to: 

Dept AS(A) 
Rationalist Press Association 

88 Islington High Street 

London N1 

England



The 

Colorado 

Quarterly 

Published by the University of Colorado 

The Quarterly, now in its eighteenth year, is a magazine of regional and 

national scope designed to appeal to the general reader. In addition to 

fiction, and poetry, each issue features an exceptionally diversified selec- 

tion of provocative articles written in non-technical style by specialists 

in all fields. 

Representative articles which have appeared recently include: 

Community Or Cha0S........c.cccccccccceseeeesseceeetteeeeeeteeeeeeeeeeeee Willard Wirtz 

Boor Richard and Playboy vssiwsisieeriseese-siesesvssvesveessseveee Morton L. Ross 

The Conversion of Alice B. Toklas.........:..::+se++++-DOnald Sutherland 

Privatism, Protest, and the Law..........ccccseesseseeseeeeeees Perry R. Lunsford 
Black Humor: Its Cause and Cure......cccccceseeeeerereeeereereeee Hamlin Hill 

The Questions Science Cannot Answet.......:::ss00+ Mortimer J. Adler 

American Romantics; Old and NeW......c..c0:sceesseeseeeees Herbert London 

Teaching in Peru........cccecscssseseeseseessestesesessessseseesseeeeesee Harold F. Walton 

The Colorado Quarterly, Hellems 134 

University of Colorado, Boulder, Colo. 80302
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Ae The Music Index 

: Bs a) Published monthly and cumulated annually since 1949, The Music Index includes 

& J over one hundred seventy music periodicals representing twenty-six 

ne ty . different countries. It is now a familiar periodical index, indispensable to libraries 

y, of all sizes in all parts of the world. 

eS 3 
li g é Annual subscription, which includes annual subject heading list, twelve monthly 

; iF / issues, and cloth-bound annual cumulation/$275.00. 

b ill 
Ae Doty ‘i E Annual cumulations beginning with the 1949 edition are now 

. o all available at various prices. 

: 7 

Re Yd 

l ert fae Detroit Studies in Music Bibliography 
di ee gt Pay = =4e2e 
i? HL i Bee. A well established and growing series of bibliographic studies that are prepared 

= [E rs aN Nel! rere by noteworthy scholars representing many areas of musical activity. 

aa a: =) Be een S 7 ee 

SEX, eI _ iy ae No. 1 Reference Materials No. 6 Medieval and No. 11 An Annotated Biblt 

“yg NARS 7 ag a in Ethnomusicology Renaissance Music on of Woodwind Instruction 

th (Gea, Mh, Roar a + by Bruno Nett! Long-Playing Records Books, 1600-1830 

7 iS in V3; YA Revised 1967/55 p./$2.00 by J. Coover and R. Colvig by Thomas E. Warner 

Se! AS) a 1964/122 p./$3.00 1967/140 p./$3.00 
c AU) Bee. 4 - es Sa 

, aaa a US COS q Sees No. 2 Sir Arthur-Sullivan No. 7 Rhode Island Music —_ No. 12 Works for Solo Vow 

oe ay We \e Nees (ieee An Index to His Vocal Works and Musicians, 1733-1850 of Johann Adolph Hass¢ 

= BLAS Wa ~ 158 = B by Sirvart Poladian by Joyce Ellen Mangler (1699-1783) 

Se... Ny lige 1961/91 p./$2.75 1965/90 p./$2.75 by Sven H. Hansell 

a RIN 1968/110 p./$3.00 
Sea JS eet is j 

eA ‘aN We Aan Ce No. 3 An Index to Beethoven's No. 8 Jean Sibelius No. 13 A Selective Dist? 

Sa & & y EP ay: i Conversation Books An International of Solo Song 

=e wp sa() \ 3 EN pa A 4 by Donald W. MacArdle Bibliography, 1965 by Dorothy Stahl 

= NY AN Q2-\ SP i, 1962/56 p./$2.00 by Fred Blum 1968/95 p./$2.50 

i may [RA4 RACK. 965/150 p./$3.50 
Peed SON Po) Fare Bert P 

) Bee oe ,, cS ‘ at No. 4 General Bibliography No. 9 Bibliography of No. 14 Music Publish?” 

; Noa es ri a for Music Research Theses and Dissertations Chicago Before 1871: I 

i|: ER S i by Keith E. Mixter in Sacred Music of Root & Cady, 185818 

l, YE er s Kee 1962/38 p./$2.00 by Kenneth R. Hartley by Dena J. Epstein 

fay S 3 Ke As 1967/127 p./$3.00 1969/243 p./$6.00 
= — GY N 2A 
PSR ¥ cade =e No. 5 A Handbook of American No. 10 Checklist of No. 15 An Introductio"_ 

Js SSF Eph |e Operatic Premieres Vocal and Chamber Works to Certain Mexican Mv 

Sp 8 \a CN VN Ace by Julius Mattfield by Benedetto Marcello Archives ‘onl 

Sr 28 ae | Pai 1963/135 p./$3.00 by Caroline S. Fruchtman by L. Spiess and 7. a 

me i SRW AG 5 1967/37 p./$2.00 1969/86+99 p./$35 
=~ > BE eo ‘ 

£3 |W Ney 
M 2 Songs in Collections: An Index 
is ‘e 

ho By Desiree de Charms and Paul F. Breed. This definitive index of art song 

Pay and operatic aria collections published between 1940 and 1957 also includes 

res ‘ a selected group of folk song anthologies and a few collections containing 

tae : xy aa eae Christmas carols, sacred songs and community songs. It indexes completely 

by 411 important collections, includes over 9,400 song entries, and lists 

a o= alphabetically over 20,000 titles, alternate titles, and first lines. 

i 1966/588 p./$38.00 
es 0 

a i 5 rr ae Pan: 

, ae Information Coordinators, Inc. NF 

a eae 1435-37 Randolph Street 

bia i Detroit, Michi 48226 4 1 26n eean etroit, Michigan . 

[e402 11 poagguces seas i
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NEY fe “ENSIQ) 

for the Artist and his Audience 
eo : : The Visual Arts as Human Experience 

So Donald L. Weismann, University of Texas, Austin 
» | : Written from the multiple perspectives of a man who 
~~. 2 : is a practicing artist, a trained art historian, and an ex- 

» perienced teacher, this new introductory text prepares the 
» | reader for a sophisticated and rewarding encounter with the 

: ~~ visual arts. The material is organized around such topics as the 

C visual arts and language, ways of seeing, visual elements, expression, 

unity, visual forces and balance, proportion, space and illusions of 

Space, perception and conception, form and content, and the creative 

nee process, These topics are presented simply and specifically without 

i resort to technical or modish jargon, and always in reference to 

cs a rich array of color plates, black and white reproductions, and 
So explanatory diagrams. Elegantly produced in Europe by a 
Lae oo combination of fine gravure and offset printing processes. 

ee 1970, 400 pp. (94236-7) $10.95 

Vision and Invention: ee 
A Course in Art Fundamentals é 2 

Calvin Harlin, Loyola University, New Orleans ee - 
This innovative text places the visual art elements : A 
Within the context of form, space and structure; : og 
natural environment; and personal development. Harlan ae 
establishes art education in perceptual experience and in Loe 

i: itself as a dimension of life. He raises important questions << _ 
nae the origins and purposes of art, and about the nature of . 
j dvesth art in particular; about art and science, art and creative if 
of ton, and the relationship of “forms of art” to “forms ,r £ .S. 
inten. a for Courses in Art Fundamentals, AF  . 

’ : 3) $8.95 , oe 

Write Box 903, PRENTICE-HALL, Englewood Cliffs, NJ. 07632



ANDJ AUSTRALIA T' 

is a quarterly, published in March, 

June, September and December. 

: It is the only art magazine 

published in Australia. + 

Articles keep readers abreast of the present-day art scene 

in Australia as well as providing informative historical 

essays. Some attention is given to architecture and pottery 

and a proportion of articles deals with the art of f 

neighbouring Pacific countries. 

The magazine is liberally illustrated in both colour and 

monochrome and includes an Art Directory of exhibitions 

throughout the country, art auctions and gallery prices, 

competitions and prizes and other useful information 

Whole numbers have been devoted to the Australian 

painters Sidney Nolan and William Dobell and articles have 

appeared about Arthur Boyd, Brett Whiteley, Russell 

Drysdale, Jeffrey Smart, Roy de Maistre and other 

prominent Australian painters, Hagiwara, the Japanese 

printmaker, Frances Hodgkins, the New Zealand painter 

of note, Victorian Venetian architecture in Melbourne, the 

new Melbourne Cultural Centre, H. R. Hughan, Australia’s 

foremost potter, the Chinese ceramics of Dr Leonard Cox, 

Canadian contemporary painting and many others. 

In forthcoming numbers painters Roger Kemp, Sydney Ball 

and Elwyn Lynn will be noticed and articles will appear 

about the Mexican exhibition soon to visit Australia, the 

late Loudon Sainthill, Australia’s foremost stage designer, 

Christo’s wrap-up of Sydney coast and the Sao Paulo 

Bienal 

YEARLY SUBSCRIPTION RATES: 

Within Australia $11.00 post free 

Single copies $3.00 (postage and packing 25c). 

UK and NZ $A12.00. USA $A15.00. 

FROM: 

URE SMITH PTY LTD 
155 Miller Street, North Sydney, NSW. 2060. 
Australia



The G a Reva 
eee 

presents in its Winter 1969 issue 

three essays on radical issues of our times: 

“Richard Weaver Against the Establishment” ....................................... Marion Montgomery 
An analysis of contemporary American civilization and its relation to radical 
historical causes. 

“Machines” ot eee ete. Frederick D. Wilhelmsen and Jane Bret 
An apocalyptic vision of machine culture in its dying phase. 

“Identity: An Existential Fallacy?” 2200222 eee L. B. Cebik 
A discussion of the role of popularized existentialist thought in the so-called 
“identity crisis.” 

also featured: 

“A Dim View of Faulkner’s Country” 0 Calvin Brown 
An examination of political and cultural prejudice in a recent book on Faulkner. 

Poetry by Allan Block, Margaret Gibson, Judith Moffett, Larry Rubin and Alexander Theroux 

SEND TO: 

The Georgia Review 

University of Georgia 
Athens, Georgia 30601 

RATES: Single issue $1 

_....... 1 Year $3 

coven. 2 Years $5 

Name a! 

Address — 

City ; =, Eee 

Onn enncecttenenennet AL ae ce ZIP ee tee 

w= Check enclosed __...... Send bill
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Now in its sixth decade of pub- Nee AS 

lication, SOUTHWEST REVIEW . be 

CR RAL Samm CU ei C maa leet bg : 

affairs, history, folklore, fiction, poetry, literary criticism, art, . 

music, and the theater. 

For over half a century SOUTHWEST REVIEW has been the chief literary voice of 

the Southwest. ‘‘A quarterly devoted to high-quality literature and high-caliber 

thinking’ (as Frank Goodwyn describes it in his book, Lone-Star Land), it has inter- 

preted life in a colorful, changing region — and it has grown with the region. 

In addition to presenting creative literature and critical writings, SOUTHWEST 

REVIEW examines the social growth of the South and Southwest — so much under 

discussion right now. And far from being a polite conversation-room for pale acad- 

emicians, SOUTHWEST REVIEW wades right into subjects as controversial as they 

are significant. 

We are proud of the many distinguished authors whose works first or early appeared 

in SOUTHWEST REVIEW... J. Frank Dobie, William Goyen, Fred Gipson, Borden 

Deal, Larry McMurtry, and numerous others. With a balanced selection of contribu: 

tions from talented newcomers and established authors, and with equal emphasis 

placed on originality and excellence, SOUTHWEST REVIEW has served, and still seeks 

to serve, its audience wherever found. 

One year, $4; two years, $7; three years, $10; single copy, $1 

SOUTHERN METHODIST UNIVERSITY PRESS 

Dallas, Texas 75222



————————— 

has published: 

Samuel Beckett William Burroughs Irvin Faust Boris Pasternak 

John Updike Harold Pinter Ferlinghetti Muriel Spark Jack Kerouac 

Paul Bowles John Fowles William Faulkner William Go!dman 

Gregory Corso William Carlos Williams William Trevor V S Pritchett 

Flann O’Brien LeRoi Jones Yevtushenko Etc. 

and theatrical and celluloid interviewees have included: 

Gore Vidal Francoise Sagan William Gaskill John Dexter Tony Richardson 
Lindsay Anderson Arnold Wesker Alan Schneider Marcel Marceau 

Ann Jellicoe Edward Bond Edward Albee Harold Pinter Clive Donner 
Peter Shaffer Robert Bolt Richard Barr Harold Clurman Frank Marcus 

Kenneth Tynan NF Simpson Joe Orton Marovitz 

Madrid September 26, 1967 On the charge of writing against the state, Sefior Arrabal 
told the court that his inscription did not include obscenities against ‘‘la patria’ but 
against “‘la patra’ a nickname for his cat, Cleopatra. The prosecutor, who asked for 
a sentence of 16 months’ imprisonment, accepted that he had written ‘‘la patra’ but 
Claimed that he intended to imply ‘‘la patria’. Arrabal is the founder of a surrealist 
theatrical movement known as “El Pdnico” and dedicated to Pan. He said: ‘The book- 
Signing ceremony was a Panic ceremony,! was selling a Panic book dedicated to the 
80d Pan.” Five Panic stories by ARRABAL, appear in the current issue 26 of TRANS- 
er’ REVIEW, together with erotica by PAUL ABLEMAN, fictions by THOMAS 
ee LEONARD MICHAELS, MICHAEL GOLDSTEIN and ISHMAEL co-founder of the 
"gasmic, Synergetic, and Geodesic community: DROP CITY, and many many more. 

Transatlantic Review comes QUARTERLY at four shillings OR: 

a enter me as a subscriber to the Transatlantic Review 
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ubscription (4 issues) 
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IN SOCIETY Casa Natale di Goethe, poem. 1:109. 142 

INDEX TO. ARTS Il Battesimo, poem. 1:111. 

Strozza Accademica del Silenzio, 

ber 1, 2, 3 poem. 1:113. 
volume 6, Num La Gabia, poem. 1:113-115. 

Cage, The, poem. (from the Italian of 

demic Throttle of Silence, poem. (from Paolo Buzzi) La Gabbia.. Dora M. Pettinella 

ee ie lian of Paolo Buzzi) Strozza (translator) 1:113. 

ae del Silenzio. Dora M. Pettinella Casa Natale di Goethe, poem. (Goethe’s 

1:113. Birthplace) Paolo Buzzi (translated by 

eT the Duino Elegies, poem. Dora M. Pettinella) 1:109. 

aan Ingswersen. 2:256-257. CHASE, GILBERT. Toward A Total Musical 

Alienation. Kenneth Rexroth 1:55-60. - Theatre. 1:25-37. 

Allegory and Alienation. Edouard Roditi. Society and the Avant-Garde 

2:237-242. Review of: The Other Side: Book Review of The Theory Of the Avant- 

A Fantastic Novel by Alfred Kubin Garde by Renato Poggioli. 2:231-234. 

ALLEN, DICK. The Poet Looks at Space — Christening, poem. (from the Italian of 

Inner and Outer. 2:185-193. Paolo Buzzi) Il Battesimo. Dora M. 

Utopia, poem. 2:255. Pettinella (translator) 1:111. 

And Andy Knows, poem. Gerard Malanga. City Lights, poem. Richard Uhlich. 2:255. 

3:358. Comedy and Revolution. Joan Holden. 

Autobiography, poem. Ronald Silliman. 3:415-420. 
3:431. Confrontation Between Art and Science. 

Autumn (In Vietnam), poem. Michael Edward L. Kamarck. 2:1X-XII. 

rovitz. 3:364. COSTLEY, BILL. Dactilares Del Che, 

EF EENEL. ALBERT. We Are Ten Years Old. poem. 3:372. 

1:5. CUNNINGHAM, JAMES. Getting on With 

BERRIGAN, DANIEL. The Funeral Oration the Get On: Old Conflicts and New 

of Thomas Merton, As Pronounced by the Artists. 3:387-391. 

Compassionate Buddha, poem. 3:383. Dactilares Del Che, poem. Bill Costley. 
BERTHA, GUS. Black Suasions, poem. 3:372. 

3:392. DARST, DAVID. Trial’s End, poem. 3:382. 

Between Scientist and Humanist. Eugene Day Time Began, The, poem. Eugene 

Kaelin. 2:215-227. McCarthy. 3:349-350. 

Review of: The Science of Art by The Demolition of Literary Social Climbing. 

Robert E. Mueller. (from the Portuguese of Geraldo Sobral) 

Big Black Bear, The, poem. Alfred Diggs. Demolicao Do Arrivismo Literarario. 

3:395. Fred Ellison (translator) 3:445-447. 
Black Suasions, poem. Gus Bertha. 3:392. Dick Daley, poem. James Hazard. 3:345-348. 

BLAZEK, DOUGLAS. Song of Change, Dictes Moy Vie N’En Quel Pays, poem. 

poem. 2:261. Frederick Feirstein. 3:433. 

The Swift Sword of Dawn, poem. 3:361. DIGGS, ALFRED. The Big Black Bear, 

A Guided Tour of the Night, poem. 3:361. poem. 3:395. 

Responsibility, poem. 3:362. Digression Around the Subject, Unpopular 

BY, ROBERT. Near the Gary Sheet and Criticism is Necessary, or ‘‘Don’t Stop 

in Mill, poem. 3:422. the World, I’m Still On It’, A. 
Revolution by Dissatisfaction, poem. 3:423. Peter Yates. 1:61-69. 
(translations from the Swedish) With Donovan on Film, poem. Gerard Malanga. 
Heart Chalk, poem. 3:425. 3:357. 
(from the Swedish of Lasse Séderberg) ELLISON, FRED. (translation from the 

Zero, poem. 3:425 (from the Swedish of Portuguese) The Demolition of Literary 

Goran Sonnevi). Social Climbing. (from the Portuguese 
BOWER, WARREN. We Are Ten Years Old. Parricidismo: Demolicao Do Arrivismo 

Bie Literario by Geraldo Sobral). 3:445-447. 
a ‘ARD, RALPH. Comment for EMBLER, WELLER. Rage Against Iniquity. 
Ae Unfulfilled Opportunities in the 1:79-93. 

suENER Evening Hurricane, poem. (from the Italian 
peraiia JACK. Systems and Art. of racle Buzzi) Sera pile Dora M. 

z Pettinella (translator) 1: : 

Fran Pasko. (translated by Dora M. Express Your Will, poem. David Ignatow. 
ella) Sera D’uragano, poem. 1:107. 3:356.



143 Extrapolative Cinema. Ivor Rogers. JAMES, BERNARD. We Are Ten Years 

2:287-291. Old. 1:3-4. j 
Fall 1968, poem. Paul Goodman. 3:427. Jazz 1984: Two Voices. Rudolph 
FEIRSTEIN, FREDERICK. Dictes Moy Vie Landry. 2:205-210. f 

N’En Quel Pays, poem. 3:433. KAMPF, LOUIS. Comment for Symposi 

Fool, The, poem. Gregory Lynch. 3:395. Unfulfilled Opportunities in the Arts. 1:1: 

FOREST, JAMES. The Prison Diary of KAELIN, EUGENE. We Are Ten Years 

James Forest. 3:377. Old. 1:4. 

FULLER, BUCKMINSTER. An Untitled Epic Between Scientist and Humanist 2:215-4 

Poem on the History of Industrialization, Book Review of: The Science of Art b 

poem. 2:250-253. Robert E. Mueller. 

Funeral Oration of Thomas Merton, KAMARCK, EDWARD L. We Are Ten Ye 

As Pronounced by the Compassionate Old. 1:1-2. 

Buddha, The, poem. Daniel Berrigan. 3:383. Confrontation Between Art and Science 
Getting on With the Get On: Old Conflicts 2: IX-XII. 
and New Artists. James Cunningham. On Winning Friends and Influencing 
3:387-391. People. 3:XVII. 
GIBSON, MORGAN. Introduction to the KAUFFMAN, STANLEY. Comment for 

Arts of Activism. 3:XVIII-XIX. Symposium: Unfulfilled Opportunities f 

Rose for a Revolution, poem (from the the Arts. 1:10-12. 4 4 

French André Pieyre de Mandiargues). KAUFMAN, IRVING. Unfulfilled Opporty 
3:333. in Art Education. 1:39-52. 

GINSBERG, LOUIS. Chain Reactions, KILBY, CLYDE S. The Lost Myth. q 

poem. 2:254. 2:155-163. q 
Goethe's Birthplace, poem. (from the Italian Kinetic Scope of Cassen and Stern, The 

of Paolo Buzzi) Casa Natale di Goethe. Barry N. Schwartz. 1:95-102. 
Dora M. Pettinella (translator) 1:109. KNOTT, BILL. Invitation to Brasilia, 
GOODMAN, PAUL. Fall 1968, poem. 3:427. poem. 3:428. 4 

GORDON, SUZANNE. Portrait of the Little Invitation to Aurealism, poem. 3:429, 

Saint, poem. 2:260. KUO, ALEXANDER. Green Tanks and 0 
Green Tanks and Other Hidden Vehicles Hidden Vehicles of Destruction, poem 

of Destruction, poem. Alexander Kuo. 3.363. ‘ 

3:363. La Gabbia, poem. (The Cage) Paolo Bu 

GROSS, RONALD. War Headlines, poem. (translated by Dora M. Pettinella) 1:11: 
3:366. LANDRY, RUDOLPH. Jazz 1984: Two 

Guided Tour of the Night, A, poem. Voices. 2:205-210. 

Douglas Blazek. 3:361. Lecture on the Rocks, poem. Peter — 
HAZARD, JAMES. Dick Daley, poem. 3:345- Yates. 2:275-284. 

348. Lookin’ Good, poem. Rich Mangelsdo 
HOLDEN, JOAN. Comedy and Revolution, 3:430. 

poem. 3:415-420. / LORD, GIGI. Ride, poem. 2:255. 
HOROVITZ, MICHAEL. Autumn (In Vietnam), LLOYD, NORMAN. Comment for Sympe 

poem. 3:364. Unfulfilled Opportunities for the Arts. | 
IANNI, LAWRENCE A. Science and Art 1:9-10. 
as Forms of Communication: An Inquiry ‘ 

into the Place of Art in a Technologically- See The, poem. Clyde Si ill 
Oriented Society. 2:165-175. 

IGNATOW, DAVID. Express Your Will, LOWRY, MC NEIL. Comment forsgil 
poem. 3:356. Symposium: Unfulfilled Opportunities 

Il Battesimo, poem. (Christening) Paolo the Arts. 1:8-9. ‘ 

Buzzi (translated by Dora M. Pettinella) LYNCH, GREGORY. The Fool, poem. 
1:111. The Poverty Program, poem. 3:395. § 

INGSWERSEN, JOHN. After Reading the MALANGA, GERARD. Donovan on Fi 
Duino Elegies, poem. 2:256-257. poem. 3:357. 
In Paris, Charles Plymell. 3:332. And Andy Knows, poem. 3:358. i 
Intermedia Workshop. Laurence Warshaw. “So You Want a Room All to Yoursel 
3:449-452. poem. 3:359. 4 

Introduction to the Arts of Activism. MANGELSDORFF, RICH. Lookin’ Goo 
Morgan Gibson. 3:XVIII-XIX. poem. 3:430. ; 
Invitation to Brasilia, poem. Bill Knott. McCARTHY, EUGENE. The Day Time 

3:428. poem. 3:349.



McNEELY, JERRY. A View from the Pit. ae JAMES. The Visionary, poem. 144 

2A ew of The American Musical Report from Edinburgh. James Rosenberg. 
ou A Consideration by Lehman Engel. 2:265-274. 

re EROFF ROCHELLE. War Poem, Revolution by Dissatisfaction, poem. 
MAE Saat. Robert Bly. 3:423. 
Pee isi Gaty Sheet and Tin Mill, poem. REXROTH, KENNETH. Alienation. 1:55-60. 

Net Bly. 3:422. On His Thirty Third Birthday, poem. 
Powerman — The Fourth Estate. Puppet (from the Chinese of Sheng Kung Fan) 

Play by the San Francisco Mime Troupe. 3:426. 

3:412. RICE, NORMAN. We Are Ten Years Old. 

Now in Ketchikan, poem. Lorenzo 1:5-6. ue 
Vega. 3:433. ; Ride, poem. Gigi Lord. 2:255. 

Ode to the Dead, poem. Boevi, Aggrey RODITI, EDOUARD. West Coast Art — 

Zankli. 3:403. Canada. 1:71-78. 

One Way, poem. Claude Pelieu. 3:335. Allegory and Alienation. 2:237-242. 

On His Thirty Third Birthday, poem. Book Review of The Other Side: A Fantastic 

(from the Chinese of Sheng Kung Fan) Novel by Alfred Kubin. 

3:426. ROGERS, IVOR. Extrapolative Cinema. 

On Winning Friends and Influencing 2:287-291. 

People. Edward L. Kamarck. 3:XVII. Rose for a Revolution, poem. (from the 

ORVINO, JENNIE. Poem for Bob Graf, French of André Pieyre de Mandiargues) 

poem. 3:378. Morgan Gibson (translator). 3:333. 

Our Green Garden. Thich Nhat Hanh. 3:353. ROSENBERG, JAMES. Report from 

Paolo Buzzi — 1956. Dora M. Pettinella. Edinburgh. 2:265-274. 

1:103-106. SALZMAN, ERIC. Comment for Symposium: 

Parricidismo: Demolicao Do Arrivismo Unfulfilled Opportunities in the Arts. 

Literario. (Parracidism: The Demolition of 1:20-22. 

Literary Social Climbing) Geraldo Sobral SCHICKEL, RICHARD. Comment for 

(translated by Fred Ellison) 3:445. Symposium: Unfulfilled Opportunities in 
PELIEU, CLAUDE. One Way, poem. 3:335. the Arts. 1:22-24. 

PETTINELLA, DORA M. Paolo Buzzi — SCHWARTZ, BARRY N. The Kinetic Scope 
1956. 1:103-106. of Cassen and Stern. 1:95-102. 
(translations from the Italian) Evening SCHMERL, RUDOLF B. Who's Afraid 

Hurricane, poem. 1:107. (from the of Fantasy? 2:177-184. 

Italian, Sera D'uragano by Paolo Buzzi) Sera D’uragano, poem. (Evening Hurricane) 
Goethe's Birthplace, poem. 1:109. (from the Paolo Buzzi (translated by Dora M. 

ea Natale di Goethe by Pettinella). 1:107. 
aolo Buzzi. * 

Christening, poem. 1:111. (from the a RONALD. Autobiography, poem. 
Italian, 11 Battesimo by Paolo Buzzi) Scierice! avd! Art ‘as Forme: of 
Academic Throttle of Silence, poem. 1:113. Cc ication: An | iry into th 
(from the Italian Strozza Accademica del ET pcanona nk Tnguiry’ into: the: 
Silenzio by Paolo Buzzi). Place of Art in a Technologically-Oriented 
The Cage, poem. 1:113. (from the Society. Lawrence A. lanni. 2:165-175. 

Italian La Gabbia by Paolo Buzzi). SLESINGER, WARREN. Winter’s White 

PLYMELL, CHARLES. In Paris, poem. 3:332. ‘Migraines, poem. 2:258. 
Poem for Bob Graf, poem. Jennie Field With Configuration, poem. 2:259. 
Onino. 3:378. SOBRAL, GERALDO. (translated by Fred 

Poem to Tell the Time By, A, poem. Ellison) Parricidismo: Demolicao Do 
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