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the village VOICE, August 27, 1964

Peter Moore

Cellist CHARLOTTE MOORMAN will present works of NAM JUNE
PAIK and other conte ¥ comp % In a concert at 854
p. m. on SBunday, August so. at Judson Hall, 165 West 57th Street. 1.
The concert is the first event of the second annual New York ‘

Avant-Garde Festival.

the village VOICE, September 3, 1964

‘BUZZ, BUZZ'

The two-week Becond Annual
New York Festival of the Avant
Garde began Sunday night at
Judson Hall under the sponsor-
ship of Norman Beaman and
Charlotte Moorman, Miss Moor-
man, a cellist, was also the prin-
cipal soloist at the first concert.
Bhs was not, however, the only
soloist. Her co-star was a robot,
who was not named on the pro-
gram but who is known to have
been graduated from the Elsen-
tonhallschule in Guten-Baden un-
der the nom-de-transistor of Lud-
wig von Bchlagkopf.

Herr von Bchlagkopf's contri-
bution was the performance of
a Robot Opera composed by his

Paik, The opera was in one
scene only and allowed the robot

to light up his nose, bow, walk

‘builder and operator, Nam June |

evening in Karlhelnz Stockhaus-
en's “Plus-Minus,” but it ap-
parently developed some kind of
nervous short-circuit and skulked
in a corner backstage, ignoring|
well-wishers and friends, :

Meanwhile, Miss Moorman car-
ried on assiduously her many
and varied chores. She flubbed
a bit, perhaps, in parts of John
Cage's *'26' 1.1499" for a String
Player,”The miscalculation came
in that great moment when she
must fire a pistol. The first por-
tamento pressure on the trigger
brought no result whatever, but
quick thinking and & neally hard
second pull had the desmired ef-
fect. One would suggest that Miss
Moorman needs a bit more pistol
practice before her next per-
formance of the Cage piece, but
not in this office,

In the Stockhausen, Mr. Palk|
substituted for his protege and
whacked happily at a plano while
Miss Moorman doodled mournful-
ly on her cello. Mr. Paik also
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Gluseppe Chiari

ENIAR|
CoNCERT

QESTURES oN A FPiraNe
QUITAR MEYNe'D
PIECE Fo2R Miwbds
TIELE For TAPER
PIECE FoR LADDER
VARIATIgNS ToR CR0SS

OBSCENE MUSIc

?LA)' THE Roem

1) Program for a concert, undated.
DG 2) Announcement with photo of Chiari (in front), undated.
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Giluseppe Chiari

Giuseppe Chiari (born 1926 in Florence, Italy) studied
mathematics and music.

In 1947 he started his own jazz-club, began about
1950 to compose and joined Fluxus in 1962 .

In his music-performances he made use of, among other
things, instruments that he had transformed from their
original form and from objects that belong more to
'normal daily-life'. His instructions for Lavoro (1965)
were: "All round the performer are many different
things placed in the most complete disorder. He
arranges them in the proper order. He follows his

own idea of what their proper order is."

Chiari is further known for his (mostly rough-lettered)
statements, such as 'Art is Easy' and 'All Music is
The Same', in catalogues, on posters, etc.

Publications: Musica senza contrappunto -

Lerici, Rome, 1969.
(books) Senza titolo - Toselli, Milan, 1971.
Musica madre - Prearo, Milan, 1973.
Teatrino - Banco / Nuovi Strumenti,
Brescia, 1974.
Art - Toselli, Milan, 1974.
Metodo per suonare - Gillo Dorfles,
Martano, Turin, 1976.

in: Notations, by John Cage -
Something Else Press, N.Y.C., 1969.

Literature: The Fluxshoe - (catalogue}, Beau
Geste Press, Devon, England, 1972.
Interview mit Giuseppe Chiari -
in: Heute Kunst, July-August, 1973,
Milan.

Editions: La Strada, score, [ $1 /

7 W R (FLUXUS u; V TRE 5, 1965.)
LU
SHOR
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Giuseppe Chiari

Giuseppe Chiari (born 1926 in Florence, Italy) studied
mathematics and music.

In 1947 he started his own jazz-club, began about
1950 to compose and joined Fluxus in 1962 .

In his music-performances he made use of, among other
things, instruments that he had transformed from their
original form and from objects that belong more to
‘normal daily-life'. His instructions for Lavoro (1965)
were: "All round the performer are many different
things placed in the most complete disorder. He
arranges them in the proper order. He follows his

own idea of what their proper order is."

Chiari is further known for his (mostly rough-lettered)
statements, such as 'Art is Easy' and 'All Music is
The Same', in catalogues, on posters, etc.

Publications: Musica senza contrappunto -

= N BN Lerici, Rome, 1969.

(books) Senza titolo - Toselli, Milan, 1971.
Musica madre - Prearo, Milan, 1973.
Teatrino - Banco / Nuovi Strumenti,
Brescia, 1974.

Art - Toselli, Milan, 1974.

Metodo per suonare - Gillo Dorfles,
Martano, Turin, 1976.

in: Notations, by John Cage -
Something Else Press, N.Y.C., 1969.

Literature: The Fluxshoe - (catalogue), Beau
Geste Press, Devon, England, 1972.
Interview mit Giuseppe Chiari -

in: Heute Kunst, July-August, 1973,
Milan.

Editions: La Strada, score, 251/
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Giuseppe Chiari

Giuseppe Chiari (born 1926 in Florence, Italy) studied
mathematics and music.

In 1947 he started his own jazz-club, began about
1950 to compose and joined Fluxus in 1962,

In his music-performances he made use of, among other
things, instruments that he had transformed from their
original form and from objects that belong more to
‘normal daily-life'. His instructions for Lavoro (1965)
were: "All round the performer are many different
things placed in the most complete disorder. He
arranges them in the proper order. He follows his

own idea of what their proper order is."

Chiari is further known for his (mostly rough-lettered)
statements, such as 'Art is Easy' and 'All Music is
The Same', in catalogues, on posters, etc.

Publications: Musica senza contrappunto -

Lerici, Rome, 1969.
(books) Senza titolo - Toselli, Milan, 1971.
Musica madre - Prearo, Milan, 1973.
Teatrino - Banco / Nuovi Strumenti,
Brescia, 1974.
Art - Toselli, Milan, 1974.
Metodo per suonare - Gillo Dorfles,
Martano, Turin, 1976.

in: Notations, by John Cage -
Something Else Press, N.Y.C., 1969.

Literature: The Fluxshoe - (catalogue), Beau
Geste Press, Devon, England, 1972.
Interview mit Giuseppe Chiari -

in: Heute Kunst, July-August, 1973,
Milan.

Editions: La Strada, score, / %1/
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Gluseppe Chiari

Giuseppe Chiari (born 1926 in Florence, Italy) studied
mathematics and music.

In 1947 he started his own jazz-club, began about
1950 to compose and joined Fluxus in 1962,

In his music-performances he made use of, among other
things, instruments that he had transformed from their
original form and from objects that belong more to
‘normal daily-life'. His instructions for Lavoro (1965)
were: "All round the performer are many different
things placed in the most complete disorder. He
arranges them in the proper order. He follows his

own idea of what their proper order is."

Chiari is further known for his (mostly rough-lettered)
statements, such as 'Art is Easy' and 'All Music is
The Same', in catalogues, on posters, etc.

Publications: Musica senza contrappunto -

Lerici, Rome, 1969.
(books) Senza titolo - Toselli, Milan, 1971.
Musica madre - Prearo, Milan, 1973.
Teatrino - Banco / Nuovi Strumenti,
Brescia, 1974.
Art - Toselli, Milan, 1974.
Metodo per suonare - Gillo Dorfles,
Martano, Turin, 1976.

in: Notations, by John Cage -
Something Else Press, N.Y.C., 1969.

Literature: The Fluxshoe - (catalogue}, Beau
Geste Press, Devon, England, 1972.
Interview mit Giuseppe Chiari -

in: Heute Kunst, July-August, 1973,
Milan.

Editions: La Strada, score, / %1/
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hausen. Hun hefir haldis ton-|.
leika § Town Hall, Carnegie o
Recital Hall, Judson Hall, og 1|
- | flestum meirihattar sjonvarps- | %€
og utvarpsstodvum vestra. Moor- | %8
man leikur undir stjorn Leopold hal
stokowsky 1§ The American be
symphony Orchestra, Og €r med-

limur Boccherini players. Hin | an
hefir haldid tonleika vida um |m§
nastunni spila | OB

u of umiram allt | and
ar

Charlotte Moorman og Nam June Paik.

Nystarleg verk flutt a

- -
tonleikum Musica Nova | e e !
.u nyja ténlist { Svibjod, Dan-|%
MANUDAGINN 17. bm. gengst|Little Rock { Bandarfkjunum of morky, Pyzkalandi og Frakk-|1V3
Musica Nova fyrir tonleikum i|hof nam i celloleik 10 ara gdmul. iandi. he
Nam June Paik er feddur i

Hin er bachelor of Music ©f
Master of Music. Hin
celloleik hjd Leonard R«

vid Juilliard school of Musik, of
stundadi framhaldsnam {4 gello-

leik og kammermisik hjé ace

T&_. Geoul, Sudur-Koreu :ﬁ».mu::w_.
og | lerdi fyrst i Tokio, sidar i Pyzka- | na
landi, m.a. i Freiburg hja hinu|a
pekkta tonskaldi Wolfgang Fortn |s
er. Paik bjé um hrig 1 Kdln, en|sK
Britt- og Luigi Silva. Moofman | sidari ar hefir hann puis | Banda-| »
hefir gert mest ab pvi ad tlyya rikjunum. Paik er Alitinn allra|m
nyja tonlist. Han hefir frumflutt roteekasti nitima tonskalda, og|m
verk eftir Earl Bown, Virgil|fetar Skunnar slofir odrum frem- | he

feedd i'Thomson, 0% Karlheinz Stock-lur.

i | Lindarbee kl. 20,30. Celloleikarinn
Charlotte Moorman, tonskaldib
of pianoleikarinn MNam June
Faik asami Robot 456 flytja verk
natima tonskalda, par a medlal
verk eftir Paik sjalfan, Cage,
Earl Brown, Giuseppe Chiare OB
fleiri, Einning verdur frumflutt
verk , eftir Paik sjalfan, Cage,
bjo lengi hér a landi.
Charlotte Moorman er

i

N L -

dansall og dilla® sér, hnelgt sig
og beygt, og flutt agrip af inn-
setningarrefu John F. Kenne-
dy. P4 ber a0 geta bess all pau
munu flytja eina af békum
Kristmanns Gudmundssonar”.
Pab er gert me8 pvi all tekinn
er kafli {ir einhverri bdék hans
og hann spiladur. — Hvernig?
— Mjog einfalt. — Fyrir hvern
békstaf sem hin les, spilar
Charlotte vissan tén. og stafar
sig bannig med ténum | gegn-
um setninguna. Verkifl heitir
Lullaby 4 vi8 Kristmann Gu®-
mundsson, og er eftir PjéOverj-
anp Dieter Roth, sem mérgum
er kunnur. Ekki er enn dkved-
i hvafa bdék rithéfundarins
verfur fyrir valinu. A fundi
me8 fréttambnnum sdgbu bau
Atli Heimir Sveinsson. Char-
lotte og Paik, al bau myndu aff
sjaHsbeBu biéfa Kristmanni al§
vera vifistaddur, :

A ténleikunum, sem haldnir
verda { Lindarbe, verfa flutt
verk eftir Paik, Cage, Earl
Bown, Giuseppe Chlare og
fleirl. Charlotte hefur haldifs
ténlelka { Town Hall Carnegi
Recital Hall, Judson Hall, og {
flestum meirlhittar dtvarps-
og sidnvarpsstidvum vestan
hafs. Paik er talinn allra rét-
teekra nitimatonskilda réttek-
astur, og hafa verk hans vakil
mikla athygli og umtal. Lista-
f6lki@ er nd A leifinni til
Pizkalands og Frakklands, bar
sem pa8l mun halda ténleika
en stoppar hérna i viku ou_-.
svo. A myndinni er Charlotte
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45. drg. — Laugardagur 15. mai 1965 — 108. thl.

ey

ERVIMADUR
HLJOMLEIKUM

Rvik, 14. mai — OTJ
GERVIMADURINN K 456 kem
ur fram & témleikum i vegum
Musica Nova nk. minudag,
isamt bandariska Celloleikar-
aoum. Charlotte Moorman, og
koreanska tonskaldinu Nam
June Paik. Ténlist 5@ sem pan
fiytia er nystirleg svo ad ekki
sé meira sagt og er af miorgum
ténlistarménnum sogd ,langt
ati”,

AS visu hofum vid fengid
nokkurn forsmekk af bessu hja
peim hinna ungu tonskilda sem
eru brjotandi fliskur og glamr-
andi & vaskafdt a hljémleikum
sinum, en pad mun vera hreinn
barnaleikur i sambandi vi8 pad
sem bau taka sér fyrir hendur,
Moorman og Paik. Notnabsekur
peirra innihalda m.a, tikn
um af nid eigi a8 saga timbur,
nii eigi a3 hringla ke§jum, ni
eigi af spila &4 piané sem er
fullt af Reykjalurdarkubbum,
ni eigj ad skjéta af skamm-
byssu, brjota flosku, sprengja
blédrur, berja med hamri 4
dskutunnulok, nudda ské me5
sandpappirssélum 4 steikar-
ponnu o. fl. Nam Jung Paik
skapafi 6 feta hia gervimann

inn med Frankensteingdngulag-
{8, og stjormar hopum med

3 fjarstfritekjum. K. 456 getur

Framb. & 14 sifu.
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ric Rzewski plays typewriter with one hand and squeezes baby doll that says
! f!r:::nﬁ with athsr y“ t{rpmctim for avant-garde music show at Judson Hall
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2iéme FESTIVAL DE LA LIBRE EXPRESSION

organisé par Jean-Jacques Lebel

L I T T - LI

SOIREE DU VENDREDI 21 MAT 1965, & 21h

Charlott MOORMAN, Cello
Nam June Pail, Piano

® Entrance Music by Brecht-Terney
Etude Platonique (1961-65) Nam June Paik
Per Arco Giuseppe Chiari
Synergy Earle Brown

Preparation Music by Phil"1 Corner (Intermission)

267 1.1499" For g String Flayer John Cage
Simple Nam June Paik

Preparation Music by Philir Corner (Intermission)

Composition 1960 °13 La Monte Young

Constellation Jo. 4 Dick Higgins

_Duet II Toshi Ichiyanagi

\
Variations on a Theme by
Saint Saens Nam June Paik

' Exit Music by Brecht-Terney

Robot has disappeared mystariously on the way from

Iceland to Paris in the international air labyrinth
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——MUSIC——

Is It Music?

Summertime—when the windows are
open—is the season in New York City
when a well-callused eardrum is an aid
to survival. Last week, the musical
coterie which acknowledges composer
John Cage as mahatma gave its first
summer festival of avant-garde music,
and the timing was opportune. Anybody
who lasted through the pair of “con-
certs” which opened the two-week fete
came out aurally armored against any-
thing from sandblasting to the neighbors’
air conditioner.

The first-night bill of fare was a solo
musicale, marking the New York debut
of Frederic Rzewski, a young pianist
in glasses and beard who savagely smote
his way through a pair of opening pieces
in which the only listenable parts were
the exaggerated rests. Intently dead-
panned, Rzewski clinked his pinky on
the piano’s topmost key and played
chords with his elbows. Squaring off for
Karlheinz Stockhausen’s “Klavierstiick
10,” he dusted the keys with talcum
powder (which later rose up in clouds)
and pulled on a pair of white & i
ger's gloves wit gers cut off.

the evening’s tour de

\fome, Rzewski performed a solo insur-

rection called “Teatrino” by Giuseppe
iC'man, a Florentine garment dealer
tand avant-garde “composcr.” Here, he
{switched on a tape recorder which siz-
izled and rumbled, read a report on
bomb shelters, paddled a Ping Pong
tball, squashed a set of rubber squeaky
jtoys, drew a mathematical diagram on a
isheet of cardboard, played snatches of
/“Hit the Road, Jack” on a record player,
}and ran off a taped fragment of
“Daphnis and Chlog” at half speed. What
may have been the climactic moment
came when he cut through a board
with an electric handsaw.

Next day in the moming-after calm
of Judson Hall, a gray-haired piano

| tuner spoke philosophically—as-he swept
. the talcu the keyboard. “Well,”-
~inspecting the brave old Bald-

win, “at least he didn't use the saw on
the piano”™—then, still thoughtful: “Do
you suppose there are many like that on
the loose?” As though in answer, some of
the disciples of John Cage started lug-
ging in what looked like accessories for
an electrocution. Movietone News and
two magazines were on hand for this so-
called “rehearsal,” and Cage—an amiably
fluttery man of 51—was pleased at the
turnout. “We'd be a great success,” he
said, “if only we canceled the concert.”
That night the maestro himself was
on stage before a packed house—with
two pianos, assorted hardware, and
David Tudor, a pianist and follower.
Bending into the bowels of both instru-
ments like a pair of mechanics checking

Newsweek, September 2, 1963

Newnwerk—Vyias Valaitie

Rzewski and his props: ‘At least he didn’t use the saw on the piano’

pistons, the two men stroked the strings
lengthwise to perform a work called
“Music for Piano No. 4” by Toshi Ichi-
yanagi. Up in the balcony, an excited

led to the waist and stuck his
heaﬁruugh the railing.

Then, came the significant half of the
program; a pair of Cage's own composi-
tions, “Variations II and III"—played si-
multanequsly. Tudor's part consisted
mainly of banging on bare piano strings
wired with small microphones to make
sounds like a robot retching. Cage had
the virtuoso role. With microphones af-
fixed to] eveglasses and throat, he elec-

trified the house by drinking a glass of -

water over an amplifier that turned every
gulp into a Niagara roar. When Cage be-
gan to squeak one of the mikes against
a sheet of glass like chalk on a black-
board vastly amplified, part of his audi-
ence H‘Ed to the street. The diehards
gave him six curtain calls at the end.
With his satellites, Cage has been at
these monkeyshines for 30 vears, but
next February marks a coming of age.
_For the first time, the New York Phil-
harmonic is performing works by Cage
and two of his converts—Morton Feld-
man and Earle Brown. “To catch on to
us,” says Feldman, “all the public needs
is to get it from Leonard Bernstein.”

What Is Jazz?

New York’s hand:ome Philharmonic
Hall, which has been having troubles
with acoustics, had a new sound prob-
lem last week—and this one couldn’t be
blamed on the designers. The chief cul-
prit was a clarinetist named Jimmy
Giuffre, who is to jazz what John Cage
(preceding story) is to concert music.

Giuffre and several of his disciples
staged Philharmoiic Hall's final “August
Fanfare” concert last week, and the

eerie series of moans and groans they
produced were recognizable as jazz for
only one reason: the program was billed
as a jazz concert. Giuffre’s experiments
in sound, unlike Cage’s, do not call for
offbeat instruments; and Giuffre, unlike
Cage, is almost too serious about his
work, Mainly, Giuffre believes in giving
each musician free rein, without regard
for key, harmony, or rhythm. Y

“I am Uying to fod sumetlong G073
isn’t related to any music,” says the
42-year-old Giuffre, who once plaved
and arranged for such name jazz bands
as Jimmy Dorsey’'s and Woody Her-
man's. “I try to create an esthetic ex-
perience . .. an experience that is mine
right that minute. 1 have to find my
own world ... I have to invent music.”

*Crazy Quilt': Giuffre’s inventions,
not surprisingly, often antagonize. “The
avant-garde is the last refuge of the
untalented,” New Yorker critic Whitney
Balliett recently wrote, “but it cau also
be a quicksand for the talented. Jimmy
Giuffre . .. proves the latter proposition.
His attack is a dismaving crazy quilt of
... freakish squeaks and growls, and
hard atonal fragments.”

The articulate and persuasive pianist
Billy Taylor, who is a member of the
committee which acts as adviser on all
jazz presentations at Philharmonic Hall,
disputes Balliett’s criticism. “One of the
basic things jazz does is to express what
the artist feels in a highly personal man-
ner,” Taylor says. “The fact that Giufire
is experimenting is important to jazz. He
may just be the catalytic agent that
inspires others.”

Giufire himselfl admits: “I cannot be
sure that anything I do has sense. How
can I do something 1 am sure of? In that
case, I'd play like Lawrence Welk. 1
mean where is the line—where do you
stop between Welk and Schoenberg?”
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By ALLEN HUGHES

ilharmonic Hall was sold
last night for the third and
«il event in Lincoln Center's
A ss-ugust Fanfare” dance series.
e program, by José Limon|
d Company,
umpl 's “passacaglia an
ug'ue" {Bach) and two works
shoreographed by Mr., Limon—

%he Traitor” (Gunther Schul-
‘r) and “There Is a Time"
“Worman Dello Joio).

Charles Dodsley Walker was
brganist for the “Passacaglia,”
nd Simon Sadoff conducted the
rchestra for the other works.
. This is the program the
Timon company presented in
ew London, Conn., on Satur-
ay t in the American
val, but there were
Bobvious differences between the

For one thing,
Hall is about twice the size of
Connecticut College's Palmer
Auditorium. This meant that
the advantage of relatively
close contact between
and audience did not ope
here, that individual
ties and characterizations
not be projected so fo!

Palmer Auditorium is
course, & real theater,
onic Hall is not.
meant that Paul Trautvejter's
handsome and evocative s for
~The Traitor” could not be pised.
Thoge who have not seqn it
might like to know that isjcon-
sisted of two intersecting
of simple but splendidly spaled
arches that give a needed
of place and space to the

One advantage to FPhi
monic Hall was that
Walker was able to play a
organ rather than the electyonic
substitute he had to us{ in
Connecticut. Another was Jthat
the orchestra sounded bigger
and better.

If the performance of "Rass-
acaglia” seemed tentative last
might, it may have been bedause
Mr. Walker, who is projably
not i to Ty-
ing dances, did not aljvays
manage to maintain the ock-

By HAROLD C. SCHONBERG

Presents Avant-Garde I

Concert in Debut

FREDEHICRZEWSKI. (pro-
nounced Reshevsky) made
his New York debut last
night, inaugurating the first
of six avant-garde concerts
in Judson Hall. He played on
the piano, before an audience
of about 75 listeners, the
American premieres of enor-
mously dry and uninteresting
pieces by himself and Syl-
vano Busotti.

He then turned to Karl-
heinz Stockhausen's “Klavier-
stuck 10, for which he
dusted the keys of the piano
with talcum powder and wore
& pair of white workman's
Eé?vea with the fingers cut
This permitted him to make
all kinds of glissandos with
his palm. What with the
glissandos, forearm and fist
tone clusters, pregnant pauses
and whatnots, there was a
good half hour of esthetic
commotion, Mr. Rzewski, be-
%pattered and weary, took his
OW S

The pitce de resistance Was
the world premiere of Giusep-
pe Chiari's “Teatrino.” Chi-
ari i{s an Italian composer,
about 45 years old, who owns
a clothing store in Florence,
He is a representative of the
Gestural School, which deals
with visual and oral elements
and concrete events,

Frederic Rzewski

The Program

FREDERIC RIEWSKI, pianist. At Jud-
son Hall.

Frederic Rrewskl
sl Ivana Busohi
Kariheinz Stockhausen

... Giuseope Chi

DIsAMS ....cconreesns
Pour Clavier
Klavierstuck 10
eatring ..

a manual of harmony all
about the diminished sev-
enth and diminished ninth
chords, and illustrated at the
piano, The tape was switched
on, and a voice with echo-
chamber effects held forth,
with a few measures of the
end of the first movement of

the Piano

son

Beethoven's Fifth Symphony
in the background.

For about seven seconds
the tape played what sounded
like a bit of a Haydn sym-
phony. Rzewskl then read a
report about physicians and
the hydrogen bomb. He let
the alarm clock buzz for
three seconds. The tape start-
ed playing a march, during
which Rzewski drew on the
white cardboard a graph
(complete with abscissa and
ordinate and section of para-
bola, with what looked from
a distance like the formula
for a parabola).

L

At half speed, the tape ma-
chine played the “Danse
générale” of Ravel's “Daphnis
et Chloe,” but only a few sec-
onds of it. Rzewski read off
the name of President Ken-
nedy and a few of his Cabinet
members. He switched on the
tape machine, and water
noises were heard, ending
with a few crackles.

Mr. Rzewski bowed. The ||

Chiarl “Teatrino” had had its
American premiere.
Slim, bearded, bespectacled,
Mr. Rzewski gave a deadpan
ormance. The audience
stened, almost virtually as
deadpan, though the harmony
exercises and the hydrogen
bomb medical report aroused
a few titters,
An evaluation of the work?
Don't be silly, man.

For this piece, Mr, Rzew-
ski surrounded himself with
five rubber dolls, & hand pow-
er saw, a plece of lumber, an
alarm clock, a tape recorder,
a table-model phonograph, &
snare drum, a ping-pong ball
and paddle, some literature,
a large white cardboard and
even a piano.

In the interests of keeping
the record straight, here is
what happened during this
composition:

The tape recorder Wwas
switched on. Static-like noises.
Snatches of music. Mr. Rzew-
ski, seated at a table, roseand
pressed down on all five dolls
at once. They made plaintive
noises, He read a poem, Then

1ike steadiness of tempo d s
must have to feel secure,

“The Traitor" was not tenta-
tive, however, and even without
its set, its pictorial effegts-in
the Last Supper episodes jcame
off well, “There Is A Time”
came too late in the evening to
be seen by this reviewer.

Next week, the Limoén
pany leaves for the Far

a nonsense poem, Some
sounds came from the tape
recorder, He read the cata-
logue off the back of a Eulen-
berg miniature score. He hit
the ping-pong ball. He started
the tape and the wvoice of &
hysterically laughing woman
was heard. (Shades of the
1922 Okeh Laughing Record!)
L]

He stopped the tape and
hit the drum exactly 12 times.
He sat at the piano and
played Chopin's G minor
Prelude. He put on the
phonograph about 20 seconds

“August Fanfare” & sonly
tiniest beginning of a bi
“exciting dance progra
come.

of a jazz disk. He sawed &
section of three-quarter-inch
lumber, making a Trather
messy end cut. He read from

S

Laterda’s Presidentrat

|worries

{party, Bri

aid to Worry Brazilians l:hPresidmual Spokesme
al

peclal to The New York Times

run for the presidency.

Goulart
that Gow

|the Lacerda candidacy,
RIO\DE JANEIRO, Aug. 20 Pollts;[:; Rio de Jane)
l—;’ou ImcIerF were report N A themstndte" :
ay t4 have discussed their wpien compromises
ver the possibility th Rio de Janeiro j
os Lacerda, an out- for the pesiden
ti-Communist, may ;}feﬁﬂﬂs» He is

|s¢!
Amaral d. Peixoto, goyjart's
zil's largest said he|
had talked with President Joao critica ﬁ
d found him worried ment Ji8

faign might “pert :
residential “succession.

t Mr. Goulart wanted

W)

er Presidend
hek, with S

mor Lacerda's cam- filtrgig

|

&
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PoOLICE DEPARTMENT
CiITY OF NEW YORK
NEW YORK. N. Y. 10013

April 12, 1967

Gruppo Settanta
Chiari

Via Chiarugi 12
Florence, Italy

Gentlemen:

Your letter of March 25, 1967, addressed to His
Honor, The lMayor, John V. Lindsay has been referred to the
undersigned. Yol

Upon receipt of a complaint received by the Police
Departuent alleging a possible violation of law at the A4lst
Street Theatre, located at 125 Vest Llst Street, Llanhattan,
an investigation was conducted with the result that arrests
were made on February 9, 1967 for violation of Section 1140
of the Penal Law of the State of New York, The section reaas
as follows:

n4 person who wilfully and lewdly exposes his
person, or the private parts thereof, in any

public place, or in any place where others are pre-
sent, or procures another so to expose himself,

is guilty of a misdeumeanor.”

{liss Charlotte lioorman and wr. Jun Hakuta who were
performing in the theatre at that time were both charged with
violation of this statute. liss lionica Zulla, Acting :anager
of the theztre was served with a swmions for several violations
of the Administrative Code of the City of New York relating to
the theatre's operation.

This case is now pending before the court and the
guilt or innocence of the persons concerned is a matter of
judicial determination. Inasmuch as tne kolice Department
is an interested party in these proceedings it would not be
appropriate to coiaent further at this time.

Yours very truly,

6Z¢¢x4w,{ fﬁgzlhég;//
- Daniel J. Daly
Asst. Chief Ifspector

Chief of Staif

A g NN S e
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SHORECREST INC. =~
724 FIFTH*AVENUE + NEW YORK, NEW YORK 10019 JUdson 2-6885

-~
-

] ’ February 21, 1966

Sr. Giuseppe Chiari
93 Viale Redi
Firenze, Italia

Dear Sr.Chiari:

We are now preparing for publication THE NEW BOHEMIA, a book by
John Gruen about artistic activity in New York's East Village. At one
point in the manuscript, he quotes from your score for Don't Trade
Here, and we should like to have your permission to use this material.

I enclose Xerox copies of pages 94, 95, and 96 of the manuscript.
The sections outlined in red contain the pertinent quotes. Would you
pleasﬁ let me know immediately, via return airmail, whether we have
your germission to use this material. I would also appreciate your
confirming that we have quoted the material accurately. 4
I look forward to hearing from you at your earliest convenience. Thank
you for your cooperation. =

Very truly yours,

SHORECREST, INC.

1] .
Poms Gl ooy
Paul Anbinder
Editor-in-Chief

ﬁ:’. e+ 8 i;'z



