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Morton Feldman - 4/7/78

"You could read Bob right away. He always let you know -- the station came
in with perfect clarity. In Jasper's case there was always some static. It
tooks years to read Jasper -- years.

"Cy Twombly was very important to all three of them. It was a sort of
trilogy, with lots of spinoff in terms of influence. I have a fabulous
picture of Cy s, done with encaustic before Jasper used it. There was
his whole literary sensibility, his mind, his concentration. Cy should
never have left. He went to Rome and married that princess from one of
the oldest families, and he got a sort of society painter image, but
he's so much better than that. Cy was always so elegant - like Pollock.

"I was close to a lot of older painters, and I had to sort of juggle them
against my relationship witn Bob and Jasper and John. We were the same
age - no, Jasper was younger. 1 was close to them for five years. Pri-
vately, the older painters were really watching Bob and Jasper. Jasper
is another stpry, of course. Hust like his work, he seeps into the crack
and before you know it you're saturated. I really didn't know what he'd
done until the Jewish Museum show., That was when the competition between
them begap: Bob appeared at first to be the more dynamic, bat that was
not the case.

Egan Show - Mortie doesn't remember it well all. Doesn't know how it
came about that he gave a concert. It was\ga-/flrst time he'd played in
public, and he was so nervous he had to bring up his own piano. The pro-
gram was mostly his piano solos, together with a piece he did for two
'cellos called "Extensions' number something.

Feldman: Grew up in Queens, didn't attend college. His father in the
clothing business (children's winter wear). He was fortunate in having

as his teacher Wallingford Riegger, who really got him started -- Mortie
in his teens then. Met Stefan Volpe, a marvekous character who knew
Tworkov, the artists, Klee, Pauhaus people. Xk Met Cage leaving the
concert so as not to have to hear Rachmaninoff, after the Webern; went

to visit him soon afterward on Monroe Street, and six months later Feldman
moved into the same bldg, on second floor. Cage had top floor, and it
seemed symbolic -- had a big view, a larger vision.

The homintern? "An interesting question. I would say no. If anybody was
writing homosexual music then, mine was certainly more delicate than most...
But I don't believe there is such a thing.'" Cage the great connector, as
usual. He knew Tobey and Graves (also homosexual), the Toklas circle in
Paris, others out in San Francisco. W,nderful, non-faggoty people. "But
I think it just happened that way -- they (i.e., ab-ex) lost, and these
other people won. Jack Tworkov was the man...

Sonia Sekula - very beautiful, intelligent, "the first freak I ever met.
She looked like Elisabeth Bergner."

"De Kooning always used to attack Mondrian. 'That ascetic bastard,' he'd
say. 'What kind of work can you expect from a guy who doesn't fukk?'"

Lots of people came to Monroe Street, John's open house theee., Feldman
gave a concert, and Georges Anthiel came, the art world came, thanks to
Cage. ''What a catalyst he is! He was always invitingjpeople. Henry Cowell
came for dinner, and brought his own chili in a bowl; / John made rice, and

mon talk of the present genera-  Peters has issued a seventy-five-
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|



FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TOMKINS \\/, oz

SR E AR — . = e e SR,

The Museum of Modern Art Archives, NY

Feldman (2)

served cheap wine, which he always called 'rare wine. 'Won't you have some
rare wine?'

Mortie living with Jean Hammond then, ahd there were parties at their house
too. Iworkov very important., He had a settled family life, and being in-

s vited there was very pleasant. He was very alett to Bob's gifts, acted as
his champion.

The De Antonio concert in Rockland County, to Mortie, was more exciting
than the Town Hall affair. Everybody in the art world went up for it,

in spite of terrific rain. He went up with Franz Kline. On the way back,
the roof blew off Cage's car as they were crossing the Geo Wash Bridge.

Duchamp - "No one talked about Duchamp then. Bob and Jasper and John
wre really responsible for Duchamp, I'm convinced of that. They brought
go the fore the question, what is art? -- the problem people now associate

with Duchamp. Bob confronted it in a purely visual way. His stuff looked
beyond belief in the studio. Bed -- wkakzz® when I fiest saw it, I said
‘What do you do with something like that?' The fantastic presence it had
on the one hand, and just garbage on the other. You can't imagine what

it looked like the first time, in the studio. Like some crazy corpse.'

Feldman helped get Jasper into Castelli. Paul Brach told him that Leo
Rgs interested in RR (Leo had asked Paul to say so). Mortie brought Leo
and Ziemam Ileana down to Bob's studio, one night, and on the way in they
passed Jasper's...

Older Generation

The Surrealist commotion was transmitted thrcugh David Hare and Motherwell,
"hhose guys who spoke french.," Kiesler a really important influence on
many of the younger people; he added tabasco to the scene. His funeral,
with Bob doing the tire thing, was like a Fellini movie, almost a travesty.

The Club - "Pavia would always say, 'no fairies and no chess players.'

By chess players he meant Communists. But at the same time he was nuts
about Jasper's work. Milton Resnick was the prototype of the fifties
artist - he wore a cap, and even developed an accent like Bill. De Kooning
was to some degree the seminal figure.

Barney Newman - "What a talker. My wife used to get so fukious -- I'd go
out to buy a bottle of milk, and K'd meet Barney on the stairs (we lived
in the same builging) and he's start talking, and we'd be there two hours.,"

Nick Carone - really ran the Stable Gallery (thru Eleanor Ward).

Tomlin- "He was their Cage - a weéry important bridge to Pollock and Mother-
well, He was a mgrvelously cultueed painter."
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Earle Brown - drinks 2/24/78

Barle and Carolyn came to NY from Denver in 1952, Earle to work with Cage

on electronic music projecy, Carolyn to dance with Merce. Earle had grown

up outside of Boston and been a2 jazz musician — played trumpet in high

school band, in army, and afferwards. %ZhemzRamexymars In Boston after the
war, studying at s he'd read 1949 article in Life that featured
work of Pollock, "which was the main thing that changed my life as a com—
poser. I saw the immediacy, the spontameity of Ihak Pollock' work struck

me as having the same kind of openness that jazzk hade I wantéd to get

that quality in my own works" He'd also been studying poetry, especially
Rimbaud and the symbolists; Joyce and Stein.

In Denver, he had been teaching Josef Schillinger technigue. Carolyn had
been planning to write. She'd graduated from Wheaton College (Mass) with

a Phi Beta Kappa in philosophy. When John and IMerce came through Denver

on tour, the four of them just hit it off immediately. There weren't that
many people you could talk to =zbout Joyce and. Rimbaud. then, and all four
Y%ES fggg 8£aw1ﬁ§§db§%o§lnﬁe°ne gﬁg?r. Barle was writing musix in Pollock-—

The Bromms took a tiny apartment on Cornelia Street in the Village. It
had a bathtub, and Bob Rauschenberg developed some of his blueprints

in it — not many friends had tubs. Carolyn posed for it, lying on paper
while Bob placed leaves and twigs and other objects around her, then
exposed it with a sunlampe.

Bob and Sue were not living together by then. They seemed very different
people, Bob so outgoing :nd Sue so withdrawn. Bob's was a very sharply

defined personality even then. He seemed to the older abstract expressionists
quite a brash kid, although it would have been impossible to dislike hime.

He had a lot of confidence and a lot of ambition; his competetive instinct
very stréng. And all that incredible virtuosity of conception. (The
competitive sense is under cover wit: both Bob and John Cage, but 1t s
certainly there. John was very jintolerant of Bartok, Jjazz ebZJ)

024 wirture o€ confabouit & pud s Oloasys fid [q Lsan = §ot ] J”““‘
"I've always been convinced that John's work and Bob{s work were not very
alike., Bob is a very subjective artist. He's so spontaneous and adjustable,
where John intends not to intend all the timel."

Cy Twombly — very interior and quiet, except when he%danoed, then he was
like a Watusi. Loose and easygoing. Sweet naturece. Ilarle hears after
all these years in Rome he still can't speak Italian.

Jasper Johns - Met him at the studio of Sari Dienes, in bldg of artists
studios corner of 6th Ave and 57th Street (Noguchi, others lived same blde).
It was a big space, which nobody else had then, and there were a lot of
gatherings there to which you'd bring food andk booze. Bob and John and
Merce wauld go. %Sarle remembers waiting for Jasper to arrive — Jap was
working at the larboro bookshop on 57th, and he got off at midnight.

"Fap was always so ironic, but sparks would fly verbally between him an
Bobe They had a2 very high level of ferbal communication — you could feel
the vibes." Their brealup: Jasper the one who was really furious; Bob

was sad. For years Jap wouldn't enter a room if Bob was in itl."

Bob R. looked sprt of square in those dayse Thin, short hair, suit and
tie, wire-rimmed glasses.

Barle had a 1951 Fort station wagon they'd driven from Denver — only car in
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Barle fgrown -2

the crowd. Used it to haul Bob's paintings around — gp to Stable Gallery
and back againe It was from that first Stable show that Barle and Carolyn
bought the black collage with refund from telephone co. Frequently +they8D
all get in the station wagon and go to the country — tp the Lewis Stevensons'
house in Brewster, or to a David Tudor concert in Princeton, etce Also
used to drive up on Sunday nights to see Bob and Fap's new windows at
Bonwits and Biffany's, which were often more far out than anything in the
galleriese.

Egan Show — It was a great coup for Bob to get in there . Earle
remembers seeing Odalisk, and being stunned by the gold-leaf collagese

Most of Harle's and John's and lMorg®B's concerts then were piano only,
sometimes several pianose. Usually at Carl Fischer concert hall, across
57th from Carnegie (became Judson). This was where David Tudor intro-—
diiced to America the music of Stockhausen, Boulez, Berio et alj and that
of Brown, Feldman, Woolf.

T Bl Pt a1

Input and feedback — the way Bob works and the way Darle workse Teels
a great similarity there. The sort of contact that Pollock talked
sbout (see Hess book on him). ihat John wants to get rid of.

lMorton Feldman once accused John of using them to form & school, and
John never really forgave him. They were really all different in their
approach, never a school at alle Harle didn't share Mortie's view, felt
John was mostly supportive. Where they differed was over subjectivitys
Earle (and he thinks Bob) want an intensification and transformation of
subjectivity, whereas John wants to get rid of ite.

S pecommINg s Tamiuar to tne coin-
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(é;dlfauun e — John was fifteen years older then the others, and tremendously
supportive. Although he and Earle disagreed, it was awfully helpful
4o have John on your side. He had more or less lost his contaci;b{;;
the music world when he went into chance operations about 1950 - h
been good before. They clashhd over what Earle considered John‘@ ‘oo
doctrinaire approache

The Cage anniversary concert gave John a big psychological 1ift, and
showed Bob's and Jap's generositye.

Gertrude Stein had talked about the importance of 'the thing in itself.”
Brown very struck by that. Then he met John, and learned that Buddhism
had also stressed the thing in itself. "Instinct led us tok do very

different things, but we have the same basic heritage. doyée's multiple
meanings, Mallarméee."

Earte and Carolyn used to go with John and lMerce to play Scrabble with
John's parents, who were living uptown then.

Homosexuality — never anything overt between John and lerce; slightly
more so with Bob and Jap, especially when drunk. But there were
certain currengs between the four of them that used to meake Barle feel
somewhat on the outside sometimese.

Input and feedback — the way Bob works and the way Earle works. Feels
a great similarity there. The sort of ggptact that Pollock talked

about (see Hess book on him). What John wants to get rid of.

lMorton Feldman once accused John of using them to form z school, and.
John never really forgave him. They were really all different in their
approach, never 2 school at alle Rarle didn't share Mortie's view, felt
John was mostly supportive. Where they differed was over subjectivitys
Farle (and he thinks Bob) want an intensification and transformation of
subjectivity, whereas John wants to get rid of it.
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Sage
tJohn once paid me about the highest compliment I've ever received. It
was at Westbeth, there was a party for llerce, and I saw John leaving

and ran after Bim to say goodby, and he said, Bob, there really wouldn't
have had to be both of use"

John bought a piece from the Parsons show. A collage, mdstly pink and tan,
which Bob later repainted all black in his black phase,

Support from John: "I didn't know the way I was thinking was the way
to thinke.. The fact that Jo n was so celebratedly intelligent gave me
confidence he didn't even know I needed. The whole art world looked up
t0 him theajy"

© pecoming as Iamiuar o me cor-
mon talk of the present genera-  Peters has issued a seventy-five-
tion as the name of Gertrude page paper-cover booklet an.
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The Becks (from Cage)

When John and Merce first knew them they lived in an apartment on
fest End Avenue in the 8wz 80s or 90s, and people used;l to go there
regularly to attend performances in their living room. John thinks
this may be the derivation of the "Living Theater." "Our general
impression was that Judith was so melodramatic, whereas the staging,
which was so interesting, had to be Julian's."

'
1
i
|

Their studio was in the same bldg as lMerce's,y, on 1l4th. NMerce had
the top floor,

T L O uwol‘llng ﬂs Iamlllar '[o [ne cu‘xl- RS Lvy Hiusivar v uou v AT .
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tion as the name of Gertrude page paper-cover hooklet .
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Boza Apertment (from Junior Harper's Bazaar, June 1946)

"eeelt had no kitchen and no bathroom. Although one of the most
dramated vistas in New York stretched out in front of the building,
there was no way of looking at it from the loft. Taday John Cage
has a river view framed by two large windows; he cut them through

a blahk wall. He has a kitchenette; <the entrance to his studio

{ is through this compact little comestible workshope He has a bath-
room, and he has a large studio. Its walls are painted white and
there are no decorations —— the river scene dwarfs any attempts

at hanging picturese. There is a brown-beige studio couch, but no
chairs. Caje doesn't like chairs, and his guests like to sit on
the straw matting that covers the whole studio floor. There is,

of coursé, a grand piano, replete with the working materials essen—
tial to Cage's musical compositions. The general effect, despite
the absence of decoration and furnnture, is one of utter livabilityee"

C DECOMINE AS LAILAL LO LOE Culn- MEEAD = KA LADA LA A AT A GAS (AP A e Nt s e
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Sonia gekula (from gage)

T s hilatelihst, who used to give bi{; parties in an
2?21‘3;25?:;'&21J ih:?l thinks wa; on Park Avenue -: bJ_.gerongsi eam:tZI.le
whole art world of the 1940s, Huropeans, VVV megazine p p 5
ad she was in and out of mental hospitalse When
he nt ine She'd gone to Sarah La.wrenc_e,
de attempts by slashing her wristse

Sonia was a painter,
she came out her mother usually we b i
where she made the first of many sulcl

She had a studio at Grand Street and Ilionroe ;2 sa:;e {bui}§E§o§S Jgﬁée
i occupied by Richard Lippo an ay o
}nggca:izgegz izﬁegoor, l;:nd. she ope ed it and said, 'T won't keEemzyamx

3 : ! busye"
take much time because I know you'Tre very SY e

ST R S 9
The story of finding her painting with her toese

Pinzlly she did commit euicide, in Switzerlande

himself," ZiexsszyzoifiErmmkzxmyehzxers Cage is much more historically
conscious: Two histories --the history outside, music history, and k= my

e '”**\'"wnat Bob 1S, what he does, didn't come from anywhere, It all comes out of
/ own history, the history of my personal development in music.

The Conversation

=T ;

Idea taken from the philosopher{FVead, that life can be seen as a conversation
between the two beings in every person -- thezhexmmziixk one rebellious, the
other conservative,

According to Cage, there has always been a conversation between painting and
music, Abstract painting m=x used to find its justification in the abstra?tness
of music, used music as an example. For a long time, "painting has been t-io:u::g
the talking, and music has been responding, Now music is talking, and painting
will reply in turn.," ;

A

sy e == Ava Ll TBuicae yuanury, 1

he came to Vienna, was more
admired than Beethoven. Do we
really know, in spite of all the
books and courses about it,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone ont-
side the musical continuum.”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude

A

shows no awareness that during
the last thirty years several of
the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict,

The event occurred in 1912,
Cage has now passed his hall-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustay Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concert
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchasel.
The musical house of C. F,
Peters has issued a seventy-five-
Page paper-cover booklet an-
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David Tudor (from Cage)

Cage used to do all the music for lMerce's dances — not only play it but
write ite It was felt that Merce should have other music by different
composers. John found a few, including Ben Weber, whose workﬂ was too
difficul: for him to play; in casting about for someone to play it he
was led to Tudor, who played it beautifully. When John said "You must,
like it very much to play it that beautifully," Tudor said, "Oh né, I '
hate ite" Tudor used to mystify them with such statements. Once he said
to someone who'd been pestering him with questions, "If you don't know
why do you ask?"

In the late 40s, Merce and John went to Paris and John came back uith.
the ms of Boulez's Second Piano Sonata, which he'd been instrumental in
getting publi hed in France by saying he would have it published in NY.
John had met Feldman by then, and Feldman said the only person to play
the Bdulez was Tudore. So they get again, and became friends

"The three of us, Feldman and David and I, would have eYenings at my
howe where one of us would leave the room, write something, and 'E:hen
David would play ite Tlose were as exciting as some of the evenings
with Bob and Jape.

"David was a professional organist at the age of twelve. He tried @om-

"What Bob is, what he does, didn't come Irom anywWwRere, 1T @l COmeS Out oI = =

himself," Ziexsomyzoifierwmkzxrmiechzmexw Cage is much more historically
conscious: Two histories --the history outside, music history, and kk= my

own history, the history of my personal development in music.

The Conversation

=T :

Idea taken from the philosopherfMead, that 1life can be seen as a conversation
between the two beings in every person -- thezheXmgzidxk one rebellious, the
other conservative,

According to Cage, there has always been a conversation between painting and
i music, Abstract painting xexx used to find its justification in the abstractness
‘ of music, used music as an example. For a long time, "painting has been qoi{xg
the talking, and music has been responding. Now music is talking, and painting
will reply in tum." :
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really know, in spite of all the
books and courses about it,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone ont-
side the musical continuum.”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude
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the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912.
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustav Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concert
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchaseil.
The musical house of C. F.
Peters has issued a seventy-five-
Page paper-cover hooklet an-




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

TOMKINS

Wbl

M a—s. .~

ﬂ] ") 0

4

posing and dropped that.

had been written for hime"

vl i i i i itry, and then per—
"fhat Dawid does now is to invent and design circui 9 en.
e It's called composition, but it's not the same a.s'wrrb:l.ng
Et's more like indeterminate music, where no piece is ever
ihen David has others playing his ®Rainforest' he calls them

form ite.
musice

the same.
all composers."

conscious:

The Conversation

Idea taken from the philosophe

T

Afterwards he perfofmed mostly music thatb

T "What Bob is, what he does, didn't come from anywkere, It :?.ll core s out of
himself," Ziexsozyzoifferrmkgxmyehzxere Cage is much more historically

Two histories --the history outside, music his’?ory, and Kk my
own history, the history of my personal development in music:

ead, that life can be seen as a conversation

between the two beings in every person -- thazhexmgzidxk one rebellious, the
other conservative,

q o o a
According to Cage, there has always been a conversation bet‘:weer.x painting an
music, Ebstra.ct ;>ainting xxxx used to find its justification in the abstractness
of music, used music as an example. For a long time, "painting has been (flo'ﬁ?g
the talking, and music has been responding, Now music is talk;.ng, and painting

will reply in tumm."
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he came to Vienna, was more
admired than Beethoven. Do we
really know, in spite of all the
books and courses about i,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone out-
side the musical continuum.”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude

Py

e At aii TBivuae Yuanuy, It
shows no awareness that during
the last thirty years several of
the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912,
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustay Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concert
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchaseil.
The musical house of C. F,
Peters has issued a seventy-five-
page paper-cover hooklet an-
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| himself," ZiexseeyziiffEswmicgxoxehzmer Cage is much more historically

posing and dropped that. Afterwards he perfofmed mostly music that

had been wrkten for him."

"What Dawid does now is to invent and design circuitry, and thfen.per—
form it. It's called composition, but it's not the same a,s.wrrb:l.ng
musice Kt's more like indeterminate music? wherc.a no piece is ever

the same. Ilhen David has others playing his ®Rainforest' he calls them
all composers."

"What Bob 1S, WhaT neé does, M an't COome ITOmM 3IyWRCIT, =il il CUMSS OUb XL

conscious: Two histories --the history outside, mus:f.c his?orﬁ'y, and k= my
own history, the history of my personal development in music.

The Conversation

) -
i be seen as a conversation

dea taken from the philosopheryMead, that life can

‘tI>etween the two beings in every person -- thezkexmgziixk one rebellious, the

other conservative,

il inting and
ing to Cage, there has always been a conversation betweer.l pain
izggzdlnl%bsgmcf ;ainting xxxx used to find its justification in the abstrac.tness
of music, used music as an example. For a long t:'unee "?aintmg has been c.io:l_r.lg
the talking, and music has been responding, Now music is talk;ng, and painting

will reply in turm."

T

he came to Vienna, was more
admired than Beethoven. Do we
really know, in spite of all the
books and courses about it,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone ont-
side the musical continuum.”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude

- Aeee il TBavar yuanury, 1
shows no awareness that during
the last thirty years several of
the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912,
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustay Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concert
of Cage’s compositions was
given at Town Hall, New York:
the concert was recorded, and
the album may be purchased,
The musical house of C. F.
Peters has issued a seventy-five-
Page paper-cover booklet an-
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S number of yeafs by then (1952), and this had taken the place of "ﬁ‘sychomalysis.
("I needed it ©0 it was a kind of therapy").

Black Mountain 'Event!

% Tl'at summer,

Ky : o
i reat deal of freedom for individual action, :
ﬁazliggm:iﬁ dining room, with the audience seated so that it faced itself.
Cage' was, on a ladder, delivering a I‘Lecture.
on the stage and in amongst the audlexécg.
and still pictures were projected. d :
ﬁ?‘é%e;ichards andeharles Olsen took turns reading poetry from another ladder
& "I wanted Bob to be involved in it, tao.
pended above the audience, hanging‘a : >
ﬁzgeof one of those ancient phonographs with a horn, nlx on Wthh.he plazﬁin i
Cage does not want to say this was the first Happening —-

old records"

How Cage and R, Di

i : 1 comes out of
is, what he does, didn't come from anywhere, It al 0
;;W:;:leia‘oﬁ ;?éxmzﬂﬂnn;:qumkzmm Cage is much more historically
; Two histories --the history outside, mus:f.c hlsiz,or‘-y, and ¥k my
own history, the history of my personal development in music.

conscious:

The Conversation

Idea taken from the philosophe

i inting and
ing to Cage, there has always been a conversatloz} bel':weer.l pain
AccordlnEbS:mcf ;ainting xxax used to find its justification in the abstrac.:tness
For a long time, "painting has been doing

music,

of music, used music as an example, :
the talking, and music has been responding.

he came to Vienna, was more
admired than Beethoven. Do we
really know, in spite of all the
books and courses about i,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone out-
side the musical continuum.”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude

Cage organized a kind of "concerted actvion, with a score, bub

he Gutai may have been doing things befor§. y ;
J:?.mportahce. yThe event was somewhat symbolic -- music becoming theater,
t .

7

L

shows no awareness that during
the last thirty years several of
the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912.
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustay Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concert
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchaseil.
The musical house of C. F.
Peters has issued a seventy-five-
page paper-cover

booklet

.

There were two screens, on wh:i.ch
David Tudor was playing the piano.

We had his white paintings
an angle,

ead, that 1life can be seen as a conversation
between the two beings in every person -- thezhexmgzidxk one rebellious, the
other conservative,

S

The event took place

Merce Cunningham was dancing

And then Bob himself got

Anyway, being first is of no

Now music is talking, and painting

i
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It was possible to walk from Cage's place on Monroe Street to

R's on Fulton, and they saw a lot of each other.

It was at

Fulton Street that Cage saw Jasper Johns work‘for :iﬁi:dt::em;;e.
all black drawings of potatoes, but so black it wa |

them out.

Neither Cage nor R. had any money.
dishes at Jewish delicatessen om Hous

They used to buy>fiiiing potg?o ‘
ton Street, beer at McSorley's.

3 ot
e were able to turn not having any money and being hungry 1nto

- something pleasurable. .
Street to the Village without ever losi

One of my concerns was to walk from %onroe
ing sight of a trees..

5 : 1
But they also led a rather active social life up?gwn. dR;:g:log
Rosenthﬁl lived part of the time on lower East Side an ]

time with her family on Central Park South.
parties at the family apartment.

She gave a lot of
Also a couple named Stevenson,

who had money and an interest in art but didn't kngw.wﬁat ;:t::
with it. They gave parties, too -- giog fgoga::gesr;ﬁe;é 2k 9
’ o)

R, moved to Pearl, therc were a lot o ther 0
:ﬁggh Cage's crowd would come partly to see Bob's pa}ntlzgfé :ater
pérty always started at Bo#s loft, then moved up to Jasp
to sée his work,

;ﬂzizgzs?nnﬂzﬂzz'tnnkxzi‘ ,xsxaxpxnfexiig;;xzihysxtk?ngx;;a¥wkzx-
z:iy avextheirxbuskzefleortssiizNoxatte xtuzst]gghx::zn 'itzxn
niekiysxPain zwéxzalwaxsxuppﬂiiostxzhnkzwhnnx E.'; gt g
: A in G Lumn Dee. 27, 1953 (on WhiT P -
* Cagex'%danifesto, quoted in Genauer colul . 3 5 _;,Lw 0
""To whom, S
No subject
No image
Mo—tarste
Ne=STyect

NeorEsma—e—

e=taert

N -
Noe=teehriroe=tno—w )
- o e DT TWIED AP SO 1 great quantity, it

he came to Vienna, was more
admired than Beethoven. Do we
really know, in spite of all the
books and courses about it,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music_appreciation? FEuropean
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone ont-
side the musical continuum,”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion¥astthe mame: of Certrinda

shows no awareness that during
the last thirty years several of
the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912,
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustay Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concerl
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchasel.
The musical house of C. I,

Peters has issued a seventy-five-
N ATe " M anArnnuaw - taxlYoa Lo
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Cage == 3

YAt the same time, I was composing, using chance oPerations - toss%ng' cgms.
Bob tried to tell me that I was doing the wrong thing, that:, I s.houJ.c«n ’.f:(j‘o
throvgh the mechanism of tossing coins. It seemed too al‘tlflClal"l?O huﬂn,

he thought I should have acted directlys "I now see 'U..l«'-l'b }:]G was rlght,.cnd
in fact I don't toss coins any more, But he knew 11“f mstmc;?wejy 5 while

I had to find out. This may have something ’f,o do with the ciff erew?:,e between
music and painting," (When I suggested it might alse have to do with the

{ difference in their ages, Cage veluctantly agreed),

R, Works Ovmed by Cage

The first was a briightly colored painting iith collagea froin the Betty I‘arsoni
show, This was the one R, painted over in Cage's §tud10 on Monroe S’f,reet. I
had in it the image of a hand, sugeestifve of palmistry, and other signs of

divinat ion,

Cage says R, came in ons day while he was out -

unlocked -~ and painted it over in black.

of loss, mf second was that I had gained a painting," [Z'ml&:—; wdl enaned rle/ccmwﬂi

After a big show at the Stable, R. gave him an enormous black gggg‘;‘gﬂting in
five panels (at least), Even in the loft on 17th street where %&p :

it was too big to hang, Besides which, the loft had a bad.roof, which
leaked, and the painting couldn't be kept dry or free Of.dll"t. ‘
it back to Bob. (The black painting had originally been in ?XChE'.nge for a
large Matta cartoon that Cage and Merce gawe Bob to sell, his ovn work being
Cage and Merce had known the painting generation tefore
that of the abstract exprgssionists -« the group around Andre Breton -- -and
had acouired the cartoon st ~kkat, ',-"prm) . -

N ,_,A.'A}\(/- vj/
LLE S

16

unsaleable then,

S
The Dirt Fainling, from Rls—sesa .
,':{';-th.t»/"-—::kl]f-ﬁ—*—:'}_m!?@‘w[—*;‘ ﬁf}cﬂfa.:::'if:z——.;(.ﬂ,(u I Oy ioived

a S v, Ky s T
\lso a drawing on Fmx the subject of time ~- which brought wp subject of the

A

1= n
O <

outirel between them ( see below),

friend’s house.

v

the guardie‘ms of publi;: taste.

Whal is a “best” composer? Los Angeles is in many ways |
Telemann held a higher position  still a provincial community. ::
in their common community Though it has imported art of ':l
than J. S. Bach. Rossini, when all sorts in great quantity, it |
he came to Vienna, was more shows no awareness that during
admired than Beethoven. Do we the last thirty years several of 0

really know, in spite of all the
books and courses about it,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone ont-
side the musical continuum.”
The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude

the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912,
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustav Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concert
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchasei.
The musical house of C. I

Peters has issued a seventy-five-
YA I AR DY sy e AL g

the door being
"My first reaction was a sense

g was then,

He iooizst gave

toie,  Orpectmrate—g-meni-fantosabont
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JOHN CAGE:
BUILDER OF
NEW_ MUSIC

The amusing, infuriating composer stretched

his and his listeners’ imaginations from “prepared

piano” to anti-music and to—silent music.

BY PETER B. YATES

Eprror’s NoTE: As well as hun-
dreds of articles about music,
Peter Yates wrote the recently
published book, 4n Amateur at
the Keyboard, “directed to the
Amateur, in the original and live
meaning of that word, the lover
of his art.” A second book, in
work, is on Mr. Yates’s special
enthusiasm: twentieth-century
music.

To say that John Cage is
the most influential composer,
worldwide, since Arnold Schoez-
berg, is not to say that he is
the best. I wouldn’t say so my-
self, though I must confess that
the more of his compositions [
hear and the more often I hear
them, the more I feel my sensi-
bilities settling down into them,
as into the familiar chair in a
friend’s house.

What is a “best” composer?
Telemann held a higher position
in their common community
than J. S. Bach. Rossini, when
he came to Vienna, was more
admired than Beethoven. Do we
really know, in spite of all the
books and courses about it,
what music really is or what we
mean, in relation to present-day
living and thinking habits, by
music appreciation? European
composers of the younger gen-
eration who have learned from
John Cage will tell you that
Cage’s art is “not music but so-
ciology” or, as the eminent
young French composer and
conductor Pierre Boulez once
said to me, Cage has “gone ont-
side the musical continuum.”

The name of John Cage is
becoming as familiar to the com-
mon talk of the present genera-
tion as the name of Gertrude
Stein was to the preceding gen-
eration.

You might say that they

VOGUE, October 1, 1964

were both born publicity-prone.
Or that they both worked hard
to become so. I doubt that such
ambition entered their calcula-
tions. Working outside the scope
of current appreciation, each
entered the public intelligence
by saying and doing things that
the newspapers recognize as
news.

You don’t make news by
solving problems but by raising

James Joyce not only
d his problems but solved
thean, and his solutions have be-
:ome a part of the aristocratic
ciation of the universities.
On that level, Gertrude Stein
and John Cage are dismissed as
problem-raisers who do not pro-
vide solutions. The gift has
caused both of them to be loved
and envied, however rejected by
the guardians of public taste.

Los Angeles is in many ways
still a provincial community.
Though it has imported art of
all sorts in great quantity, it
shows no awareness that during
the last thirty years several of
the world’s greatest composers
have lived within its ever-grow-
ing boundaries or that John
Cage was born there—in Santa
Monica, to be strict.

The event occurred in 1912.
Cage has now passed his half-
century. He is older than Schu-
bert or Mozart lived to be, as
old as Gustav Mahler was when
he died. In May, 1958 a twenty-
five-year retrospective concerl
of Cage’s compositions was
given at Town Hall, New York;
the concert was recorded, and
the album may be purchasel.
The musical house of C. F.
Peters has issued a seventy-five-
page paper-cover hooklet an-
nouncing the publication of
Cage’s complete works. Instead

(Continued on page 226)
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JOHN CAGE
(Continued from page 225)

of being an influential but eso-
teric figure on the periphery of
musical experience, Cage has
become a major presence in the
musical scene.

In February of this year
Leonard Bernstein guided the
New York Philharmonic Or-
chestra through a program par-
tially given over to the music
of Cage and several of his
followers, now independently
established with their
reputations, Morton Feldman,
Christian Wolff, Earle Brown.
Disciples, admirers, followers,
imitators, miscomprehenders,
and perverters of Cage’s musi-
cal and aesthetic doctrines are
active in every country the long
way around from San Francisco
to Japan.

Even among the more con-
servative modernists, who ad-
here to their own usages of the
twelve-tone or serial method
initiated by the late Arnold
Schoénberg, several of Cage’s
inventions, the percussion or-

own

chestra, the prepared piano,
and the idea of music by chance,
are accepted
means.

Using records of the vari-
able frequency curve made by a
telephone company for testing

now musical

its lines Cage composed, direct-
ly on a record, the first surviv-
ing composition of electronic
music, his “Imaginary Land-
scape #1” in 1939. Another
“Imaginary Landscape” is the
first known musical composition
on tape. Probably the most fa-
mous of his “Imaginary Land-
scapes” is the one for twelve ra-
dios and twenty-four perform-
ers, one performer for the station
dial and one for the volume dial,
each following his own score.
The first performance oc-
curred much later in the eve-
ning than had been planned;
programs had changed and
some stations were silent. Un-
thinking critics haw-hawed that
the performance had therefore
gone wrong, since everything
that was heard was unexpected.
Cage was delighted and went
on to glorify the failure in his
new doctrine of music by
chance. Other critics, better

| equipped with mathematical
| knowledge than musical imag-

TOMKINS

ination, pointed out that this
was not pure random chance
but only relative chance. Cage
disposed of the argument by
naming his new doctrine Inde-
terminacy.

To this one might object
that many of his compositions
by Indeterminacy are exceed-
ingly determinate. The rules of
the game determine the nature
of the play and, one might even
say, the shape of the end
product. All that has been
changed is the means of arriv-
ing at, and the location or
shapeliness of, the shape. Form,
in these days, is no longer de-
termined by outline or surface;
we understand nuclear struc-
ture not by what it looks like,
which we guess, but by what it
does.

“Action painting” or a Cal-
der mobile are examples of
determinate form, arrived at by
Indeterminacy and continuous-
ly fluid. Cage wrote the score
which accompanies a well-
locumentary film of

The procedure

re. Indeter-
an combine in-

knewn

determinately with other inde-
terminate forms. Cage’s “Con-
cert for Piang and Orchesira”
includes a “‘bock’ containing
eighty-four different kinds of
composition,” which “the pi-
anist is free to play . . . wholly
or in part and in any sequence.”
Similar collections of solos have
been written for the orchestral
instruments. The conductor may
or may not have a score. The
piano part or any combination
of the instrumental parts may be
playedseparately. Thepiano part
may be played with Cage’s noise-
composition, “Fontana Mix,”
made for the Italian Radio. The
two, played together very slowly,
cross the sound-field of Cage’s
lecture, also called Indetermin-
acy (Folkways Records), in
which he tells ninety stories at
the rate of exactly one story a
minute, speaking faster or slower
as necessary. He has on occasion
extended the lecture to one
hundred and eighty stories in
one hundred and eighty min-
utes. For Cathy Berberian, vo-
cally gifted wife of the com-
poser Luciano Berio, Cage com-
posed an “Aria,” in five lan-
guages, with eleven styles of vo-
cal production from coloratura

VOGUE, October 1, 1964
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soprano to barking dog, to per-
form with the taped accompani-
ment of “Fontana Mix” (Time
Records). The “Aria” may be
performed as a part of the “Con-
cert for Piano and Orchestra,”
or with the piano part of the
“Concert,” and the composite in
any form may also include “Fon-
tana Mix.”

The result of this complex
is no more complicated, if lis-
tened to quietly and without
dismay, than traffic at a busy
street corner, where more differ-
ent things may be expected to
be going on at one time than at
another; where the volume and
direction of the sound alter
with each change of lights
(marking chronological time,
as in Cage’s “Concert,” instead
of metrical time, as in Beetho-
ven), where all events are inde-
terminate in arrangement but
determined by the shape of traf-
fic flow, and the traffic cop knows
the score but does not direct it.

Some of these composiiions
are a type of glorified play,
for example, “Cartridge Music,”
Phonograph needle cart
are attached (when I sav
heard it) to an overhead b
and to the edge and centre cf =
table, chosen for the resonance
of its vibration when shoved
across the floor. (Before din-
ner that evening, when one of
us shoved the dining table at
our home, Cage rushed in ask-
ing, “What was that beautiful
sound?”) Cage and his com-
panion of many performances,
the pianist David Tudor, each
following a different sequence
of events by chance, insert
Slinkies, pipe cleaners, minia-
ture flags, even a tiny birthday
candle which is then lighted,
into the needle slots of the
cartridges and agitate them,
producing noises in the loud-
speakers, which accompany the
performance with low-frequency
sounds culled from Time Rec-
ords of Cage’s music. One
watches the actions of the two
performers as in other days one
watched the actions of the
clowns circulating around the
three rings of the circus, and
the more one relaxes into un-
inhibited attention the funnier
it gets.

Or there is the lecture,
“Where Are We Going? And
What Are We Doing?” Cage

VOGUE, October 1, 1964

reads one part aloud, accom-
panied by the three other parts
speaking in his voice from
loudspeakers. One voice, two
voices, three voices, four voices,
like a Renaissance motet, each
speaking an unrelated text, fall-
ing silent, returning, the micro-
second differences in speed
among the three tape turntables
(which can never be totally
synchronized) providing the
effect of higher and lower poly-
phonic parts. When you listen,
released from preconceptions
that music must be notes et
cetera, you hear it all as music.
Did I understand what was be-
ing said by two or more voices
speaking different texts at the
same time? The morning after,
I read through the complete
lecture and recognized nearly
every word of it. Who would
expect to do as well after hear-
ing four voices sing a four-part
motet?
Cage’s  writings and lec-
tures are compositions in the
-rstanding as his mu-
ymoosed by similar means.
¢an think of them as beau-
as meaningful or
3s part-successes
ax: 5y res, reacting to
them as you react to any other
compositions. So, does it really
matter, in the limited musical
sense, whether or not you think
of Cage as a composer? He is,
to put it more exactly, a maker
of compositions. His complete
writings and lectures are pub-
lished in the book Silence (Wes-
leyan University Press).
During the thirty years of
John Cage’s public career his
name has seldom been men-
tioned or his latest performance
reviewed in the public prints
without accompanying mockery
and distortion of the observable
facts. His own generation of
composers and musicians, with
few exceptions, holds him in
distaste. In that solemn organ
of contemporary compositional
theory, Perspectives of New
Music (I have before me the
issue of Spring 1963), pub-
lished by the Princeton Univer-
sity Press for the Iromm
Music Foundation, Cage’s name
keeps popping up like the Devil
in Punch and Judy, to be batted
down each time by verbal
bludgeon or flung brick. The

(Continued on page 228)
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JOHN CAGE
(Continued from page 227)

rejection culminates in a review
of the book, Silence. The schol-
arly reviewer tries his very
darndest to be objective, to be
accurate, to be amusing but not
disrespectful; in the last para-
graph he can no longer hold
himself:

“In short, something seems
to be missing. Mr. Cage is de-
voted, even dedicated to his
art; he has no lack of talent, in-
vention, sense of dramaturgy,
care for performance, or musical
jote de vivre. Perhaps what Mr.
Cage’s career as a composer
lacks is a certain kind of hard
work. . .. It is that peculiar labor
of art itself, the incredible agony
of the real artist in his struggles
with lethargy and with mis-
placed zeal, with despair and
with the temptations of his re-
cent successes, to get better. ...”

Thus the one who aspires to
art and suffers with his aspira-
tion chides the one to whom the
gift comes naturally. When a
runner is out in the clear, run-
ning ahead of the pack, how is

i he to get better except by con-

tinuing to run at his own pace?
I remember Schoenberg telling
me, when we were speaking of

. his “String Trio,” that the mark

of genius is the ability to com-
plete a whole work rapidly; and
he said proudly that he began
the “String Trio” on August
20 and completed it September
23, 1946. To a critic who will
concede the entire measure of
spontaneous ability and then try
to qualify it by the need to get
better you can not explain, by
waving the names of Beethoven
and Mozart, what Schoenberg
meant by “genius,” the scope
and the capacity, the authority,

| the pride.

For Cage, as for Igor Stra-
vinsky, the name Beethoven
symbolizes all that is lumped
together in misuse of the word

genius. By the same false anal- |
ogy Cage has repeatedly at-
tacked his teacher, Schoenberg.
It is not the man he attacks, in

reality, but the would-be mon-
opoly principle of the tone-
row—a misuse Schoenberg, too,
foresaw and attacked as vehe-
mently.

“The twelve-tone row is

-

a method. A method

is a control of each

single note. . . .

There is not enough of

nothing in it.”

(45" for a Speaker)

But Schoenberg had written to
Rudolf Kolisch in 1932: “I
can not warn enough against
the over-valuation of these anal-
yses, since they lead only to
what T have always fought
against—the recognition of
how the piece is made; whereas
I have always helped my stu-
dents to recognize—what it is!”
(The Works of Arnold Schoen-
berg, a catalogue by Josef
Rufer.)

The musical growth of John
Cage has been as exact, exact-
ing, and creatively logical as that
of Beethoven or Schoenberg,
Once you have grasped the prin-
ciple of his method of composi-
tion at any point, you can go on
from there, by substitution of
means and study of the conse-

until you arrive where
e is at present—almost, be-
: ver and wherever
ive hie has already made

the next move forward.

Schoenberg said to me of
Cage: “He is not a composer,
but in
Having read so far in this arti-
cle, you may take the qualifica-
tion as you please. As com-
poser/inventor Cage has writ-
ten for the Peters booklet an ex-
act technical description of each
of his compositions. As musical
technician he has analyzed in
academic terminology, for pub-
lication, Virgil Thomson’s com-
plete works.
~ To summarize: Cage invent-
ed the percussion orchestra;
though others had played with
/the idea, he formed the group

_!' that gave it a literature. Cage
| first put to use the variable fre-
| quency sound curve, source of
subsequent electronic composi-
tion. Other composers try to
write electronic music; Cage
composes in the medium for its
own sake.

Cage invented the prepared
piano, carrying out his belief
that when Schoenberg emanci-
pated the dissonance he should
have gone farther and emanci-
‘pated music from its notes. Cage
challenged the traditional con-
cept of musical order with his
music by chance or random op-

an ntor—of genius.”
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erations (Indeterminacy), now
dignified as aleatory music and
widely imitated. His “Concert
for Piano and Orchestra” and
“Atlas Eclipticalis” may be
called an anti-music, as a sci-
entist speaks of anti-matter.
Adolph Weiss, Henry Cowell,
Arnold  Schoenberg, ~Charles
Ives, Erik Satie, Virgil Thom-
son, and Oriental music have
contributed materially to these
phenomena. Cage is also a su-
perb master of prose, able to
move freely in the tradition of
Gertrude Stein, a gifted propa-
gandist, and one of the great
showmen of his time. He is in
each skill an exact craftsman.

When I first knew John Cage
he was stubborn, gifted, argu-
mentative. As the gift took hold
he became more silent, preoccu-
pied with himself and the grow-
ing of his thought. He entered a
room like a bodhisattva, float-
ing. After he had studied Zen
and learned by it to masier him-
self, he became, as he has te-
mained, the man of the great
smile, the outgoing laugh, wiki-
ing to explain but not, in
recent experience, to Argue
erant of misconception, 5
getful and considerate. His fee:
are now solidly on the ground
and around him everyone
laughs.

When he travels the univer-
sity circuit with the Merce Cun-
ningham dance group, of which
he is musical director, driving
the crowded vw bus weeks at a
time, he is not the disconsolate
composer dragged from his art,
carrying his gloom with him—
he inspirits everyone.

The last time he was here
with them he said to me: “I
have always believed that time
is the one essential of musical
composition. During the last
nine months I have been com-
posing without time.” We saw
the result at the first perform-
ance of a new dance composi-
tion, “Field Music.” Merce Cun-
ningham thought of it, driving
one day along the Atlantic coast,
watching the swimmers, hearing
the incongruous voices of radio
speakers and jukeboxes. In the
composition, field has a double
meaning. Instead of duration,
metronomic time or clock time,
there is a field, within which, by
Indeterminacy, certain things—
indeed a whole repertory of dif-

VOGUE, October 1, 1964

ferent events, by preparation and
by chance—can happen. ‘What
comes before or what comes
after are no longer determining;
at a certain point of arrival in
the compositional field one of
a number of different things
may occur. It sounds simple
enough, put that way, and is, in
fact, quite scientific; all that is
needed is to discover how to do
it. John Cage has been working
at it.

Granted all the rest, there
is still one more stumbling block
to be explained, the so-called
“Sjlent Sonata,” “4’33”” (four
minutes and thirty-three sec-
onds) ; you can buy the score
for fifty cents. It is usually per-
formed at the piano but can be
played by any number of instru-
ments, facet, meaning silent.
For four minutes and thirty-
three seconds the pianist at the
piano or the instrumentalists
with their instruments remain
silent. To indicate the division

tween each movement and the
e player may do what-
efers, when he pleases.

1 action is to raise or

/e d over the piano

1i you judge the worth of a
composition, as many do, by
the emotion it generates, the
“Silent Sonata” is a master-
piece. The audience splutters,
laughs, shrieks; others more
formidably sit there and hate it.
What is it, after all, but the or-
dinary interval of silence be-
tween two compositions at any
concert or recital, dramatized,
so that instead of passing the
time emptily, indifferently, we
feel compelled to suffer it—to
fill the time up with our own
emotions, as we are supposed to
be filling a much longer lime
with  Beethoven’s  emotions
whenever we listen to the
“Moonlight,” the “Pathétique,”
or the “Appassionata.”

I have performed the “Silent
Sonata” several times. At one
school a group of the piano
faculty walked out. The last time
I performed it, a virtuoso read-
ing in which, to indicate the
start of the tragical last move-
ment, I bowed my head into
my hands, the audience sat
throughout in complimentary
silence and at the end firmly ap-
plauded. The “Silent Sonata”
has become a classic.
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"The novelty of our work derives therefore from our having moved away
from simply private human concerns towards the world of nature and

society of which all of us are a part. Our intention 1Sl sesimply to
wake up to the very life we're living."

n,..there iz a tendency in my composition means away from ideas of
order towards no ideas of order."

"The highest purpose is to have no purpose at alle. This puts one in
sccord with nzture in her manner of operation."

v, ,.our highest business is our daily life."

uityn ndt interested in whether any of my works are good or bad." (%o
; R. Kostelanetz)

uThe eseential thing, surely, about a work of art is that it somehow
be useful to us in connection with our daily lives."

On McLuhan: see Kostelanetz

"je want Lo stretch their c pacity to be interested in their emperiences."
{to CT)

Personal desires vs the field situation — pe 5 (theory)
— anarchy now possible in art® (not socicty)

On Pollock's idea of contact: uT would certainly want to eliminate that
sort of contact from my work."

No beginnings, middles, and endings — what it means (p. 8)
Piece for twelve radios performed first March 1951«
DeKooning, to feldmen and others in the Cedars "I've been going to

your concerts for ten years, -Ad feeling like an idiot all the timee.
Like an idiot. But I know in my heart that you can do no wronge"
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oth the efforts and the
nation, is the last great

se to be an inevita-
r and i
tyle of life, it is possibl

that a

determined effort to arrest the eco-
logical\decay might prove to be its
underlying theme. Such an issue, im-
mediate in the experience of all, carries
an appeal that might allow vast im-
p: ts to be worked in the Amer-

Notations

by John Cage.

Something Else, 320 pp., $15.00;
$4.50 (paper)

A Year from Monday:
New Lectures and Writings
by John Cage. ;
Wesleyan, 167 pp., $7.92;
$1.95 (paper)

Silence: Lectures and Writings
by John Cage.

Wesleyan, 267 pp., $10.00;
MIT, $2.95 (paper)

Virgil Thomson: His Life and Ml\xsic
‘f by Kathleen Hoover and John Cage.
3 " Yoseloff, 288 pp., $6.00;

: Buchet-Chastel, 341 pp., 18 francs

Virgil Thomson

In 1967 John Cage, working at the

St NN University of Illinois in Urbana with
J the engineer-composer Lejaren Hiller,

2z o7 began to plan, design, and move

: B toward the final realization in sound

(with visual admixtures) of a work
lasting four and a half hours and
involving a very large number of

~ mechanical devices controlled by engi-
neers, along with seven harpsichords

Vs ekard played by hand. Nearly two years later

b . this work, entitled HPSCHD {(a six- °
& letter version, suited to éomputer pro-
gramming, of the word harpsichord)
was produced on May 16, 1969 in the
university’s  Assembly Hall, seating

18,000 people.

By this time the work had come to
include as sources of sound not only
the keyboard instruments of its title
(which Cage pronounces harpsichord)
but also 52 tape machines, 59 power
amplifiers, 59 loud-speakers, and 208
computer-generated tapes. The visual
contributions to this performance em-
ployed 64 slide projectors showing
6,400 slides and 8 moving-picture pro-
jectors using 40 cinematographic films,
probably silent in view of the general

& . auditory complexities just mentioned.

Richard Kostelanetz, reviewing the
event for The New York Times, report-
1 ed further that “flashing on the out-
side under-walls of the huge double-
saucer Assembly Hall ... were an end-
less number of slides from 52 projec-
tors” (a part of the 647). Inside “in
the middle of the circular sports arena
were suspended several parallel sheets
of semi-transparent material, each 100
by 400 feet; and from both sides were
projected numerous films and slides
whose collaged imagery passed through
several sheets. Running around a circu-
lar ceiling was a continuous 340-foot
screen, and from a hidden point inside
'were projected slides with imagery as
various as outer-space scenes, pages of
- Mozart music, computer instructions,

ind  nonr ional  blotches,
eams of light were aimed across the
ed interior roof. In several

ocations mirrored balls were -

\

~ Cage and the Collage of Noises

“milled about the floor while hundreds
took seats in the bleachers.”

The auditory continuity he describes
as “an atonal and structural chaos. ..
continually in flux.” However, “fading
in and out through the mix were
snatches of harpsichord music that
sounded . . . like Mozart;. . . these
came from the seven instrumentalists
visible on platforms in the center of

ican environment, both urban and
industrial. I cannot estimate the likeli-

_ however slim the possibility of
such a change, it does at leas

hood of such a political awakeni

dependent as these matters are on the
dice of personality and the outcome
of events at home and abroad. But

both cases, I think, the production of
ecstasy was the aim; and in both cases
surely music (or sound, in any case)
was the main merchandise. For Wag-
ner’s music is what has survived best
out of his whole splendid effort to
create a new kind of tragedy. And as
for the Cage-Hiller HPSCHD, it was
already on sale as a musical recording,
completely shorn of its visual incidents

the Assembly Hall.” The sound ap-
pealed to him as in general “rather
mellow, except for occasional blasts of
ear-piercing feedback that became
more frequent toward the end.”

Mr. Kostelanetz identifies the aes-
thetic species to which this work
belongs as “that peculiarly contempo-
rary art, the kinetic environment, or an
artistically activated enclosed space.”
Actually this “artistically activated”
space is not very different from {he
Wagnerian gesamtkunstwerk, or music
drama (also a mixed-media affair), ex-
cept for a very modern emphasis on
the hanics of show b Wag-
ner took these for granted, preferring
to use them less as glamor items than
for underlining myths and morals. In

¢ Copyright © 1970 by Virgil Thomson
§ .

and compacted down to twenty-one
minutes of playing-time, when the
great mixed show of it all was put on
in Urbana.

In 1937, thirty years before this
work was started, Cage had proclaimed
his credo regarding the future of
music: “I believe that the use of noise
to make music will continue and
increase until we reach a music pro-
duced through the aid of electrical
instruments which will make available
for musical purposes any and all
sounds that can be heard.” The com-
poser, in these prophesied times, will
not limit himself to instruments or
concepts based on the overtone series
but “‘will be faced with the entire field
of sound.” And new methods for

v ’Il‘le idea of making compositions

the logical crisis, stionat
the gravest long-run threat of
times, potentially the source of its
greatest short-term promise.

composing with this vast vocabulary,
he also stated, were already beginning
to be developed, methods which were
free and forever to remain free, I
quote, “from the concept of a funda-
mental tone.”

out of noise, that is to say of sounds
not responsible to a common funda-
mental, had been in the air ever since
the futurist painter Luigi Russolo in
1913 praised as sources for an “art of
noises” ‘“booms, thunderclaps, explo-
sions, clashes, splashes, and roars.” -
Busoni too saw music as moving
toward the machine. And Varése was
dreaming of electrical help by 1920
certainly. Also George Antheil, Leo
Ornstein, and Darius Milhaud had very
early composed passages for non-tonal
percussion. Cage, however, when he
began to compose in 1933, was virtual-
ly alone in following out the futurist
noise principle as a career. Others had
worked occasionally in that vein, but
none other seemed really to believe in
it as a destiny or to be able to perfect
for its mastery devices for giving it
style, structure, and variety. Cage’s
own music over the last thirty years,
though not entirely free of interrelated
pitches, has nevertheless followed a
straighter line in its evolution toward
an art of collage based on nonmusical E
sounds than that of any other artist of D
his time. He seems to have known by

instinct everything to avoid that might 7 h
turn him aside from his goal and 4
everything that could be of use toward K
achieving * it. Precious little service,
naturally, was to be expected out of
music’s classical models.

The ultimate aim was to produce a
homogenized chaos that would carry 3l
no program, no plot, no reminders of )
the history of beauty, and no personal
statement. Nowadays, of course, we
can recognize in such an ideal the
whole effort of pop art. But I do not
think that pop art’s obvious jokes and
facile sentiments were a major motive.
I think Cage wanted, had always
wanted, to save music from itself by
removing its narcotic qualities and its
personalized pretentiousness, as well as
all identifiable structure and rhetoric,
In this regard his aim has been close to ™
that of Erik Satie, whose music he
adores. But its consistent pursuit pre-
sents a story so utterly American, even
West Coast American, that this French- 4
man from Normandy with a Scottish X
mother, though he might well have {0
delighted in Cage’s salt-sprayed humor, i
would have lacked sympathy, I sus- :.
pect, for his doctrinaire determination.

John Cage is a Californian born in
Los Angeles in 1912, whose father had
come there from Tennessee. A lanky
redhead with white skin that freckles,
a constant walker, a woodsman, and a
tinkerer, he has all the tough qualities
of the traditional mountaineer submis-
sive to no authorities academic or
federal. He had good lessons in piano
playing and in composition, the latter
from Arnold Schoenberg among others.
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an art prihcip]es. The

is Graves, the composer

son, and” the dancer Merce

am all came into his life at
time; and so did the young
woman from Alaska whom he

‘also conducted percussion con-

erts and composed percussion works.
~His Construction in Metals, of 1939,
fon bells, thundersheets, gongs, anvils,
automobile-brake drums, and similar

- metallic objects, is organized rhythmi-
cally after the Indian tala, in which the

~ whole has as many parts as each
section has small parts; and in Cage
‘these parts, large and small, are related
to each other in lengths of time as
~ square and square root. In 1938 he
- also began to “prepare” pianos by

inserting coins, bits of rubber or wood,
bolts, and other small objects between
the strings at nu(l}al points, producing a
gamut of delicate twangs, pings, and
thuds that constitutes for each piece
its vocabulary.

At this time, and for the next
decade, Cage’s music continued to be
organized for phraseology and length
after the square-and-square-root princi-
ple. Its melodic structure, if one may
use this term for music so far removed
from modes and scales, is expressive, in
the Indian manner, of “permanent”
emotions (heroic, erotic, and so forth)
though in some cases he does not
hesitate, as in Amores (1943), to
describe things personally experienced,
in this case a lovers’ triangle. But his
melody remains aware of Schoenberg’s
teaching about tetrachordal structure,
and it also observes a serial integrity.
Since music without a thoroughbass

can seek no structure for harmony,
and since Cage’s orientalizing proclivi-
ties inclined his expression toward
“permanent” emotions, as opposed to
those which by their progress and
change might suggest a beginning, a
middle, and an ending, he had available
to him no structural device save what
he could invent through rhythm.

Now rhythm, being the free, the
spontaneous, the uncontrolled element
in Schoenberg’s music and in that of his
Viennese companion-pupils - Berg and
Webern,
inventive mind as a domain offering a
chance for’innovation. The Schoenberg
school had made few serious attempts
to solve problems of structure; they
had remained hung up, as we say, on
their twelve-tone row, which by abol-
ishing the consonance-dissonance an-
tithesis had relieved them of an age-old
problem in harmony. The fact that in
doing so it had also abolished the

appealed strongly to Cage’s -

'WHERE ARE THE HISTORIANS WHEN
THERE ARE RIOTS IN THE STREETS,
MARCHES ON THE WHITE HOUSE,
BOMBS OVER VIETNAM?

Tile Politics of Hi

By HOWARD ZINN

i1story

Most historians are locked away in libraries or classrooms reconstructing
 the past — unwilling or unable to apply their knowledge to today’s
problems. THE POLITICS OF HISTORY is a call to scholars to act,

not simply to record events; to respond
objective reporters.

“In a world where children are still not

as human beings, not only as

safe from starvation or bombs,

should not the historian thrust himself and his writing into history on
behalf of goals in which he deeply believes? Are we historians not humans

first, and scholars hecause of that? — fr

As Professor Zinn investigates the Ludl

om the Introduction

ow Massacre, La Guardia, the New

Deal, Vietnam, and other particularly telling points in American history,
he not only reports, but draws parallels to the contemporary situation;

giving us a definition of radical history
Available May 1, $7.50

through examples.

The Trial of the Catonsville Nine

By DANIEL BERRIGAN

On May 17, 1968 nine men and women, Catholic pacifists, seized and burned selective
service records in Baltimore, Maryland. They were tried for destruction of government

property. They were protesting the government’s destruction of human lives.

Daniel

Berrigan’s moving account of the trial reflects this disparity of values. “Not since the

trial of Joan of Arc or the Salem witches has

the courtroom seen such high drama, such

comic relief, such blind endckment of socially detulmned roles, such living truth. This

is a document for the ages.” — Harvey Cox
Available April 14, §5.95; paperback. $1.95

Triai Poems

By DANIEL BERRIGAN and THOMAS LEWIS

- “Imprisoned together while awaiting Federal trial . . .

Berrigan and young artist Thomas

Lewis captured the essence of their experience in the union of Berrigan's prison poems

‘and Lewis’s neces! mly crude art. . chu
the * shaled evpenenee of these t\vn men.,
” — Publishers’ Weekly
1 lable April 14, $17.50

sduces with stark fidelity hoth the art and
. A striking, harshly beautiful book for

7

of all harmony-based,

to substitute for harmonic

interior cohesion achieved

onic applications of the

row, but not to any original

all regarding organic form. Rhyt
they never considered for this rol
since rhythm, in the European tr
tion, had long before been judged
contributory element, not a basic o1
like melody or harmony. And besides,
the Germanic practice, in wh ey
had all grown up, had lost its rhythmi
vitality after Beethoven’s death, and no
longer distinguished with any rigor
between rhythms of length and
rhythms of stress, as Beethoven and his
predecessors had done to so remark-
able a result.

What the Schoenberg school actually
used as a substitute for structure was
the evocation of certain kinds of
emotional drama familiar to them from
the Romantic masters. This is why
their music, though radical in its
interval relations, is on the inside just
good old Vienna. Even Italians like
Luigi Dallapiccola and Frenchmen like
Pierre Boulez, who took up the twelve-
tone method after World War 11, being
not attached atavistically to Vienna,
could not hold their works together
without a libretto. Their best ones are
operas, oratorios, cantatas. And their
only substitute for organic structure
was the sérialisme intégral actually
achieved by Boulez in a few works, a
complete organization into rows of all
the variables—of tones, lengths, heights,
timbres, loudnesses, and methods of
instrumental attack. The result was so
complex to compose, to pl
above all to follow that Iliti
was made to continue the ptacﬁce;

The experiment had its effect on
Cage, all the same, almost the only
direct musical influence one can find
since his early lessons with Cowell and
Schoenberg and his percussion-orches-
tra experiments with Lou Harrison.
For Cage, like everybody else, was
deeply impressed by Pierre Boulez,
both the music and the mentality of
the man. Knowing well that twelve-
tone music lacked both rhythm and
structure, Cage had early aspired in his
works for percussion groups and for
prepared piano to supply both.
Whether he had ever thought to serial-
izé the rhythmic element I do not
know; he may have considered his tala
structure more effective. But he was
impressed by the Boulez achievement
in total control, and Boulez in return
was not without respect for Cage’s
forcefulness.

At this point—we are now in the late
1940s—Cage sailed off toward the
conquest of Europe. But Europe by
this time was in the hands of its own
youth-centered power group. Boulez in
France, Karlheinz Stockhausen in Ger-
many, a henchman or so in Belgium
and Italy, were beginning to be a tight
little club. They ran a modernist
festival at Donau-Eschingen and a con-
cert series in Paris, dispensed patronage
and commissions through the German
radio, and influenced publishers. Cage,
always pushing, assumed his right to
parity in the European councils. He
can be overbearing, I know, and maybe
was. [ do not know what confronta-
tions occurred; but he came back
chastened, retired to his backwoods
modern cabin up-country from Nyack,
became a searcher after mushrooms,
found solace in Zen Buddhism.

The New York Revi
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BY 1951 he had come up with
another novelty, one that was to sweep
through Europe, the Americas, and
Japan without bringing him any per-
sonal credit. 1 refer to the aleatory
method of composition, in which the
~variables so strictly controlled by Boul-
ez through serial procedures were sub-
jected, all of them, to games of
<hance. We may suppose, I think, that
between a numerically integrated work
of sound and one showing arrange-
ments and orders that reflect only
hazard, there is not of necessity much
recognizable difference. A similar de-
gree of complexity is bound to be
present, provided the variable elements
are sufficiently numerous and the game
of chance used to control them is
sufficiently complex to avoid the mo-
notony of a “run.” If John Cage was
not the first aleatory composer, he
may still have been the first to hit
upon the aleatory idea. It fits with his
modest but perfectly real mathematical
understanding, with his addiction to
things oriental (in this case to the
Chinese I-Ching Book of Changes,
where he found the dice-game he still
uses), with the Zen Buddhist principle
that nothing really has to make sense
(since opposites can be viewed as
- identical), and above all with his need
at that particular time for a novelty.

According to  Gilbert Chase in
America’s Music, Cage first started
using chance in connection with the-
matic invention for getting from “one
note to the next. Then at each small
structural division chance was also used
to determine whether the tempo
should be changed. This was in a work
for prepared piano called Music of

Changes. But inevitably, with chance
involved in the tempo changes, hence
in the over-all timings, “it was not
possible,” says Cage, “to know the
total time-length until the final chance
operation, the last toss of coins affect-
ing the rate of tempo, had been
made.” And since the work’s length
could not be decided in advance, the
Square-and-square-root structural pro-
portions_could not be used. Therefore
structure, for the first time in Cage’s
experience of it, became as indetermi-
nate an element in composition as
texture; both shape and meaning dis-
appeared; and composition'became in
Cage’s words “an activity characterized
by process and essentially purposeless,”
He has not fully explained, however,
just how in choosing by chance his
musical materials he arrives at the ones
to be processed through the dice-game,
though there is no question of his
“inventing” these materials. He does
not; he “finds” them through objec-
tive, impersonal procedures.

And so it came about that after
Schoenberg had dissolved all harmonic
tensions by assuming dissonance and
consonance to be the same, and Boulez
had through his sérialisme intégral
removed seemingly aj freedom, all
elements of chojce from composition
beyond the original selection of materi-
als themselves and their initial order of
appearance, Cage had now made music
completely free, or “indclerminale,"
an achievement he was especially
pleased with because it eliminated
from any piece both the history of
music and the personality of the
composer. And such personal elements
4s were in danger of governing the
choice of materials he has endeavored
to obviate by treating imperfections in
the paper and similar accidents as real
notes. His subsequent elaborations of
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indeterminacy for working with elec-
tronic tape, though ingenious, are
merely developments of the aleatory or
impersonal principle. And thus we
arrive  with HPSCHD, the harpsichord
piece of 1969, at an effect of total
chaos, completely homogenized save
“for occasional shrieks of feedback.

Let me trace again the surprisingly
straight line of Cage’s growth in artis-
try. His father, for whom he had deep
respect, was an inventor; not a rich
one, for he lacked business sense, but a
fecund one. And his inventor’s view of
novelty as all-important has been
John’s view of music ever since I first
knew him at thirty, in 1943. He prizes
innovation above all other qualities—a
weighting of the values which gives to
all of his judgments an authoritarian,
almost a commercial aspect, as of a
one-way tunnel leading only to the
gadget-fair.

He has, know, felt warmly toward
certain works and composers, including
myself, and especially toward Satie;
but he has never really accepted for his
own all of music, as the _greater
masters living and dead have done.
Stravinsky’s distrust of Wagner, almost
anybody’s suspicion of Brahms, or
Schoenberg’s utter impatience about
Kurt Weill-aside from such minor
irritations, generally composers have
considered the history of music as
leading up to them. But Cage has no
such view. He thinks of himself, on the
contrary, as music’s corrective, as a
prophet denouncing the whole of Ren-
aissance and post-Renaissance Europe,
with its incorrigible respect for beauty
and distinction, and dissolving all that
in an ocean of electronic availabilities.

Electronic because those are what is
around these days. He knows the
sound of any loud-speaker, through
which all this must come, to be

essentially ugly (he has said 50), and he
probably knows that the presence of
Mozart in HPSCHD gives to that work
a neoclassical aspect definitely embar-
rassing. But the enormity of his trans-
gression in both cases humanizes after
all the overweening ambition. It is not
the first time that an artist has fancied
himself as destroying the past, and
then found himself using it.

“Actually Cage is less a destroyer
than a typical California creator. Like
many another West Coast artist—
Gertrude Stein, for example—he selects
his materials casually and then with
great care arranges them into patterns
of hidden Symmetry. The difference
between such artists and their Euro-
pean counterparts lies not in occult
balances, which have been standard in
Europe ever since Japan was revealed-
to them in the 1850s, but in the casual
choice of materials. That Europe will
have none of. From Bach and Mozart
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through Debussy and Stravinsky to
Boulez and Berio and Xenakis, just as
from Chaucer through Byron to Proust
and Joyce, or from Giotto through
Picasso, forms themsglves, the words,
the colors, the sounds, the scales, the
melodies are ever precious, the psychic
themes adventurous and terrible. Their
treatment may be comical or tragic,
sometimes both; but the matter must
be noble no matter how ingenious the
design.

Cage would say of all that, “just
more post-Renaissance imitation of na-
ture.”, He believes, or pretends to
believe, that the artist, instead of
copying nature’s forms, should follow
her ways of behavior. As to what these
ways are, unless he believes them to be
really without pattern, I cannot imag-
ine. A man as well read as he must
know that neither biological forms nor
crystal shapes are matters of chance,
also that animals and plants are as
ruthless about seizing food and holding
a place in the sun ‘as any European
artist ever was.

The truth is that Cage’s mind is
narrow. Were it broader his remarks
might carry less weight. And his music

all times a precision worker.
He is also a major musical f
a leader among us. This leadersh
not merely a matter of posi_t‘xo!rl ind
precept; it is also kept up by mam-
moth shows like HPSCHD and the one
produced in 1966 at New York’s
Sixty-Ninth Regiment Armory and en-
titled modestly Variation VII. Nobody
else among the far-outs can lay hands on
so much expense money or has the
persistence to carry through such de-
tailed projects in score-planning and in
electronic manipulation. Nobody, per-
haps, except Iannis Xenakis, who
works by a mathematics of probabili-
ties. All this assiduity at the service of
music’s physical aggrandizement I find
more admirable for pains taken than
for its ability to hold my attention.
Lasting for twenty-one minutes or four
and more hours, the Cage works have
some intrinsic interest and much
charm, but after a few minutes, very
little urgency. They do not seem to 4
have been designed for holding atten-
tion, and generally speaking they do
not hold it. Constructed not for having
a beginning, a middle, and an ending
but for being all middle, all ambiance,
all media-massage, they turn out easy

might not exist at all. For with him
the original gift, the musical ear, is not
a remarkable one. Neither did he ever
quite master the classical elements,
harmony and counterpoint—a failure
that has lead him at times into faulty
harmonic analysis. His skill at rhythmic
analysis and rhythmic construction is
very great, one of the finest I have
known. And his literary facility is
considerable.

One book, called Silence, contains
most of the best among his writings on
musical aesthetics. 4 Week from Mon-
day is a joke-book, the clownings of a
professional celebrity who has admired
Gertrude Stein and played chess with
Marcel Duchamp. Notations is a collec-
tion of reproduced musical manuscripts
from 261 composers, some laid out in
staves and measures, many in the
mechanical-drawing style or the multi-
tudinous chicken tracks that are the
individual shorthands, no two alike, of
today’s musical inventors. The aim of

this vastly revealing book, with iyts<

gamut of personalities and handwrit-
ings, was to raise money through the
publication and eventual direct sale of
these gift manuscripts for the benefit
of a foundation through which Cage
aids musicians, dancers, and other
artists congenial to his tastes. In Virgil
Thomson: His Life and Music (the
biographical part is by Kathleen
O’Donnell Hoover) my works, every
scrap of them up to 1959, have all
been analyzed with care and described,
as often as not, with love. There is
some frankly expressed petulance too,
and a sincere regret that my career has
not followed an undeviating modern-
ism. The catalogue of my music—
complete, detailed, and accurate—is a
bibliographic triumph. For Cage is at

to taste and quick to satisfy.

A lack of urgency has been charac-
teristic of Cage’s music from the
beginning. - The instrumental sounds,
whether altered or normal, are charm-
ing at the outset and agreeably varied
from one piece to another, even in
such delicate gradings of variety as
from one piano preparation to another.
But whenever I have played his record-
ed works for students I have found
that no matter what their length they
exhaust themselves in about two min-
utes, say four at most. By that time
we have all got the sound of it and
made some guess at the “permanent”
emotion expressed. And there is no
need for going on with it, since we
know that it will not be going any
deeper into an emotion already depict-
ed as static. Nor will it be following v
nature’s way by developing an organic §
structure. For if the mind that created {
it, though powerful and sometimes
original, is nevertheless a narrow one,
the music itself, for all its jollity, - S
liveliness, and good humor, is emotion- 3
ally shallow.

It is at its best, I think, when e
accompanying Merce Cunningham’s
dance spectacles. These could as well, I
fancy, do without music at all, so = 5
delicious are they to watch. And
Cage’s music for them is never an
intrusion, but just right—cheerful, thin, ol
up-to-the-minute in style. The last of
his big machines I have listened to (I ¥
avoid those that employ amplification)
is the Concert for Piano and Orchestra, "
of 1958. This, heard live, is all of
precious materials, since its sounds
come from classical instruments, them-
selves the product of evolution and of
careful manufacture. And though the
composer has tried hard to remove

The New York Review
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eir dignity—playing trombones with-
out their bells, putting one tuba’s bell
inside another’s, sawing away at a viola
placed across: the knees for greater
purchase—the fact remains that even
treated rudely these instruments give a
, more elegant sound than electric buzz-
ers and automobile-brake bands, or
even than tom-toms and temple-blocks.
As for the spectacle of David Tudor
crawling around among the pedals of
his pianoforte in order to knock on
the sounding-board from below, that
too was diverting to watch, though the
knocking was not loud enough to be
funny. All in all the visual show
added so much to the whole that
when, again for students, I played the
recording of this piece (made in the
hall itself at Cage’s twenty-fifth-
anniversary concert), we were all dis-
appointed, I think, at its puny and
inconsequential sound.
In the long run nonclassical sound-
sources, especially the synthetic ones,
are as great a hazard to music as
industrially processed foods can be to
gastronomy (not to speak of nutri-
tion). And Cage’s compositions, in the
days when he used to play or conduct
them live, were far more agreeable to
the ear than the electronically gener-
ated ones which dominate his later
production. Even those earlier ones
conceived for direct audition are less
likely nowadays to turn up in the
concert hall than they are in the form
of recordings. So that the whole of his
repertory (saving the famous 4’ 33" of
silence) tends to be sicklied over with
the monochrome of transmitted sound.
And this is a misfortune for us all,
since much of his work is inspired by
the joy of cooking up a piece out of
fresh sounds.

The trouble with loud-speakers is as

follows. Their transmission of familiar

music performed on familiar instru-
ments can be highly resembling, even
deceptively so, provided the acoustical
size of the original combo is appropri-
ate to that of the room in which it is
being heard. This lifelikeness dimin-
ishes with large amplification or dimin-
ution, as with an opera or symphony
cut down to bedroom size or a
harpsichord solo piped into a theater.
Now any resemblances to an original,
as with photography, for example,
depend for their vivacity on the recep-
tor’s acquaintance with the original or
with its kind. Faults of transmission
can therefore be forgiven in return for
the delights of recognition. But when
the source is unfamiliar no comparison
is at hand. How can we know what a
sound electronically designed would
resemble if we heard it pure? We
cannot, of (course, since it does not
exist until transmitted. A flavor of the
canned is built into it.

And what is this canned taste? In
music it is a diminution of the parasit-
ic noises that condition every instru-
ment’s timbre, the scratching of resin
on a fiddle string, the thump of a
piano-key hitting bottom, the clatter
of a flute’s finger-mechanism, a slight
excess of breath-intake, the buzzing of
a reed. I know that these things get
picked up too, often in exaggerated
form, so exaggerated in fact that they
are on the whole better kept out of a
recording. But the effort to do this
does neutralize a bit the timbre of any
instrument or voice. Just as oil paint-
ing done by artificial light tends to
lose frankness of color and to wear a
slight veil of mystery, so does any
musical sound transmitted by loud-
speaker lose some of its delight for the

ear. And when that sound is one for
which no compensatory acquaintance
exists with any original, a whole range
of musical creation (that of today’s
far-outs, for instance) gets drowned in
a sea of similarity.

Many of America’s far-outs (old
masters Foss, Babbitt, and Luening
among them) have endeavored to liven
up the deadness of speaker-transmis-
sion by combining tape-music with
that of a live orchestra. Even Varese,
in Deserts, tried it once. John Cage, so
far, has seemingly abstained from this
apologetic  stance. For even in
HPSCHD, with all that went on to-
gether in that monster auditorium, I
judge there is little likelihood of the
seven harpsichords’ not having also
undergone amplification.

The gramophone, as a preserver of
standard music, pop or classical, has
ever been an instrument of culture.
Because the record collectors complete
their listening experiences through at-
tendance at musical occasions. This
was demonstrated in the early 1940s at
Columbia University’s Institute of So-
cial Research. Radio, it was also deter-
mined there, led culturally nowhere,
since persons whose musical experience
began with that medium rarely pro-
ceeded to make acquaintance with the
real thing. Considering today’s immer-
sion of everybody everywhere in trans-
mitted sound, and especially of the
young in high amplification, there
seems little chance that any music not
transmitted and amplified will long
survive outside its present classical
habitats—which is to say, opera houses,
concert halls, conservatoires, studios,
and certain low dives where jazz is
played, maybe too in mountaineer
heights far from Nashville, and a few

churches. Unless, of course, the young,
today so hooked on amplification,
should suddenly say to rock itself,
“Good-by.” :

But for now the troubled waves are
like a sea; and whether the youths and
maidens gather 300,000 strong in fields
near Woodstock, New York, merely to
be together while rock artists, even
amplified, cannot combat the dis-
tances, or whether they mill around
inside an auditorium built for a mere
18,000 souls while a thoroughly pre-
pared electronic happening (accom-
panied by visuals and swirling lights) is
served up, along with allusions to
Mozart, under the highest academic
auspices and the authorship of two
famous masters, for the life of me, I
cannot see much difference, though
Woodstock, by report, was far more
fun. -

Both, however, are thoroughly con-
temporary in feeling. And either or
both may mean, like any children’s
crusade, that we have come to the end
of that line. Also that the Vietnam
war, by ending, might change all sorts
of things. Could \it send John Cage
back to making music, turn him aside
from the messianic hope of giving birth
to a new age? Destroying the past is a
losing game; the past: cannot be de-
stroyed; it merely fades. And moving
into a higher age by playing with
mechanical toys is a child’s game. New
ages in art come slowly, silently,
unsuspected. And publicity can bring
only death to a real messiah. My
instinct is to believe that whatever may
be valid for the future of = aie.es o
art (and as an art is the only way I can
conceive it) must be taking place
underground. Today’s prophetic ones, I
truly believe, either lie hidden, or else
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stand around so innocently

can see them. Otherw

would for certain betray the;
price-controlling powers wou

them down. I cannot see
mass-conscious celebrities as a

but a danger to art, whatever in th
youthful years they may have leff

-behind for us that is authentic a

fine.

M usic has its fashion industry and its
novelty trade. And John Cage, as a
composer, seems today’s leader in
novelty-fashions, at least for America.
From modest musical beginnings,
through- ambition, perseverance, and

brains, he has built up a mastery over

modern materials, their choice, their
cutting and piecing, their sewing into
garments of any length and for many

occasions. And he has exploited that

mastery, at first as a one-man shop,
later as an enterprise employing many

. helpers, always as a business inter-

nationally reputable, and essentially a
novelty business. None other on that
level, or in America, is so sound.
Rivalries, if any, will come from
Europe, from that same post-
Renaissance Europe he has so long
despised and feared. Boulez, for the
moment, is not a danger, being chiefly
occupied with conducting. But Stock-
hausen has novelty ideas. And Xenakis,
with a higher mathematical training
(for that is a requisite now in musical
engineering) might well be about to
take over the intellectual leadership.

European far-outs are a team and a
cartel, as Cage learned more than
twenty years ago. No American com-
poser knows any such solidarity. Thq
best substitutes we can mobilize are
foundation support, ever capricious; a
university position, where everybody is
underpaid, oververbalized, and living in
fear of the students; or a celebrity
situation, in which one can have
anything, but only so long as the
distribution industry permits and the
press finds one diverting. In the con-
trary eventuality death, with burial in
an unmarked grave, comes quickly, for
unlike Europe, we have no immortality
machine.

Perhaps John Cage, with his inven-
tor’s ingenuity, should try building us
one. And I don’t mean the kind that
destroys itself, such as the artist Jean
Tinguely used to construct. Nor yet
the kind that Cage has so often
assembled of late years, designed to
destroy, with luck, the history of
music. I mean something that might
relieve today’s composers from the
awful chore of following “nature’s
ways” and give them building-blocks
again for constructing musical houses
that might, by standing up alone,
tempt us to walk in and out of them.

But Cage’s aim with music, like
Samson’s in the pagan temple, has long
been clearly destructive. Can he really
pull the whole thing down around
him? You never know. He might just!
And in that way himself reach immor-
tality. But his would be no standard
immortality of structured works and
humane thoughts. It would be more
like a current event, “‘Sorcerer’s ap-
prentice sets off H-bomb in Lincoln
Center.”

It could happen, though. For Cage,
like Samson, is a strong one; and he
has helpers. They admire what he does
and, what is far more dangerous,
believe what he says. The young,
moreover, seem to be yearning now-
adays after a messiah. And a musical
one might be the likeliest for them to

The New York Rev
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d schedule of
hecies, his monorail

- The Strategic Arms Limitation Talks
(SALT) now reopening in Vienna may
best be seén as the latest in a series of
fumbling attempts by mankind to pick -
up the pieces in the ‘wake of Hiro-
shima. A month after that first atomic
bomb - dropped, Einstein said what is
still the last word of wisdom on the
subject, though we are as far as ever
from applying it. To a UPI Teporter
who tracked him down in a forest
cabin near Lake Saranac, Einstein said
“the only salvation for civilization and
the human race” now lay in “the

- creation of a world government. As
long as sovereign states continue to
have separate armaments and arma-
ment secrets,” he warned, “new world
wars will be inevitable.””!

This idea, like so much else in the
repetitive and frustrating history of the
struggle against the arms race in the
_last hundred years, was not new. It
appeared at least as early as 1913, in a
novel by H.G. Wells, The World Set
Free. Wells predicted the splitting of
the atom—by some stroke of luck or

intuitive genius placing the event in

11933, when it actually occurred. He

- also forecast the use of nuclear energy
in a world war so catastrophic it shook
men and nations out of their accus-
tomed habits and led them to form a
world government as their only assur-
" ance henceforth of survival.2

y For a fleeting moment since forgot-
ten, the dropping of the first bomb did
push the American government in the
direction of world government. The
hotrors of Hiroshima and then Naga-
saki, the realization of what a third
and nuclear world war would do to
‘mankind, shocked American political
leaders and scientists into a project
‘whose novelty and magnitude began to
be commensurate with the peril they
foresaw. But the Baruch-Lilienthal-
Acheson plan for the international
control of atomic energy they then
presented to the United Nations
proved to be the first of four lost
‘opportunities since the war to bring
e A
1 Einstein on Peace, ed. by Otto Na-
than and Heinz Norden (Schocken,

1968), p. 336. 1
%In a recently published fragment of
autobiography, the late Leo Szilard,
discussing the origins of the atomic
- bomb, wrote of the impression made
on him by the Wells noyel. It is to the
zilard ir in The Intell !
igration:  Europe and America,

30-1960 (ed. by Donald Fleming
Bernard Bailyn, Belknap Press of
ard University Press, 1969, 748

2.95) that I owe my knowledge
ells’s prophetic book. Szilard first

‘novel in Berlin in 1932 and
of it again in London in
f the following year after
itherford fell the Brit-

n for“;he Advancement.

/a; merest moon-

f
ol

. glimpse. I was then

mind and his turbine-engined, irrevers-
ible locomotive of a career all make it

=

the nuclear monster under control; the
SALT talks represent another chance,
and I fear it too will be lost.

The Baruch plan, as put forward in
1946, would have set up a kind of
world superstate for the nuclear age.
Unfortunately the plan seems to have
passed through three stages, in which
the original idealistic impulse was suc-

easy for the young to view him as a
motorized, an amplified pied piper call-

appointed by President Truman after
the war to draw up a plan for the
international control of atomic energy.
This committee in turn set up a
consultative group of scientists and big
business executives® under David E.
Lilienthal and including J. Robert
Oppenheimer. The original sketch for a
world authority to take over all
sources of uranium and to.control all
nuclear production facilities came from
the Lilienthal group.

cessively revised to make it more
“practical” politically. In the process it
also grew less magnanimous. It ended
up looking—from Moscow’s point of
view—like a plan for domination of the
world and the economy of the Soviet
Union by the United States, as Ache-
son now admits in a section of his
newly published memoirs which has
escaped attention.?

Dean Acheson, then Under
of State,

Secretary
was chairman of a committee

1 was struck by it because I made a
similar criticism of the plan when it
was first presented a quarter century
4go with no knowledge of the intra-
mural misgivings and differences of
which  Acheson now provides a
Washington editor

This was at least twice revised before
publication by the Acheson committee.
The others on his committee were

e S e O N
of The Nation. See my three Washing-
ton letters in that publication: “Atom-
ic Pie in The Sky” (April 6, 1946),
“Atomic Report: Second Reading”
(April 13, 1946), and “The McMahon
Bill” (April 20, 1946). Lilienthal be-
cause of his association with the TVA
was then a hero of ithe liberals and the
left, and my colleagues were shocked
that I should criticize a plan which
bore his magic name.

“From New Jersey Bell Telephone,
General Electric, and Monsanto Chem-
ical, companies which had played key
roles in the making of the bomb.

o

bomb; Dr. Vannevar Bush, who org
ized science for war in World

Dr. James B. Conant, then pre:
Harvard;'and John J. McCloy, Ass
Secretary of War under Henry

- Stimson. Stimson recognized very ea

that the secret of the bomb wou
soon vanish and had best be shar
while it might still be used to build
more stable world. 3

’1;15 main  drawback in the origin:
Acheson-Lilienthal plan was that it
asked the Soviet Union and all other.
countries to hand over control of thy
uranium deposits and open themselves
to geological survey at once in return 5
for a promise at some unspecified
future date to cease our own produc-
tion of bombs and hand over their
secret to an international authority —if
Congress did not change its mind when
the time came.

The hedges not only became more
onerous but began to seem deliberate
pitfalls by the time the plan was
revised again by Bernard Baruch,
whom Truman named in March, 1946,
as US representative on the United
Nations Atomic Energy Commission.
The group Baruch chose to work ‘with
him in revising the Acheson-Lilienthal
plan for presentation to the UN con-
tained neither liberals, idealists, nor P
scientists. It was the earliest official
postwar collection of cold warriors:
John Hancock of Lehman ‘Brothers; -
Ferdinand Eberstadt, another Wall
Street banker with strong military ties;
Fred Searls of Newmont Mining, a
concern of imperial dimepsions and
world-wide cartel connections; and
Herbert Bayard Swope, the jouma_list‘
who had become Baruch’s personal
public relations man.

The Baruch plan, as it became
known when it was submitted to the
UN, must have seemed to Moscow the
blueprint for a world capitalist super-
state in which the US would retain its
atomic monopoly behind the facade of
an international organization under us
control. In Present at the Creation,
Acheson discloses publicly for the first — «
time that he felt the plan as trans-
formed by Baruch contained provisions
“almost certain to wreck any possibil-
ity of Russian acceptance” because
Moscow would see them “as an at-
tempt to turn the United Nations into
an alliance to support a US threat of
war against the USSR unless it ceased
its efforts™ to develop an atom bomb,
too.®

Even the earlier pre-Baruch version
would have been hard to sell a ruler of
Stalin’s ferocious suspicions and primi-
tive Marxist views. The Baruch plan
was enough to have frightened off even

a gentle Menshevik. It would have

eliminated the veto in the UN Security
Council to assure, in Baruch’s words,

“swift and certain punishment” of any

violator. It would have thrown the

war-torn and terribly weakened Soviet

Union open to Western inspection, and

at the merey of a US-led majority in

the Security Council. Baruch was
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fool and he knew the Russians well.
is rhetoric in presenting the plan
matched the occasion. The choice, he
“told the UN, is “world peace or world |
destruction.” But his draftsmanship
ensured a Russian Nyer. So the first
opportunity was lost.

In retrospect the failure transcends
the personalities who took part. Man-
kind just was not ready. The US was
not generous enough. The Soviet
Union was not trusting enough. If the
roles had been reversed, it is hard to
believe that the Russian regime, self-
righteously Communist and deeply
nationalistic, would even have made
‘the gesture. If the view from the
Kremlin had been of a war-wrecked
USA, their hard-liners would have
dismissed such idealism as weakness
and seized the opportunity (as our
hard-liners did) for an attempt at
world domination. Even if the US had

been more generous, the Soviets would
have been too mistrustful.  Even if
Russia had not been Communist, even
if it had been a capitalist ally, the
realities of domestic politics would still
have kept the American government
from being magnanimous enough to
relinquish the atomic secret without
attaching strings intended to maintain
its control.

The proof of this lies in our nuclear
relations with our closest ally, Britain.
The production of the world’s first
atomic weapons was a joint Anglo-
American achievement. But by 1945
Britain found itself excluded from
information and control despite specif-
ic Roosevelt-Churchill agreements for
sharing them. Britain was forced to go
it alone at Harwell and produce its
nuclear weapons on its own. In April
1946 (two months before the Baruch
plan was presented to the UN) Con-
gress went a step further and in the

McMahon Act forbade the sharing of
atomic secrets with Britain or any
other nation.® Nations and men as the
last war ended just had not reached
the necessary stage of understanding.
Wells, if he were still alive, might have
said that the shock of atom bombs
falling on two cities was not enough.
In his novel, men came te their senses
only after an all-out nuclear war had
destroyed every city on earth.

IT

After each lost opportunity for nuclear
disarmament since the war, a new
monster of destruction has been born.
When the Baruch plan failed, there was
only the A-bomb. It had been dwarfed

SThis was most recently recalled in an
Adelphi Paper issued by the Institute
for Strategic Studies in London last
year, The Control of Proliferation by
Elizabeth Young.

-

SOUTHEAST ASIA TOMORROW:
Problems and Prospects for U.S.
Policy. Melvin Gurtov. This RAND
study disputes the “domino theory"
that U.S. withdrawal from Vietham
will result in a general erosion of
stability in Southeast Asia, and goes
on to show how the adverse effects
of withdrawal can be minimized.
$6.95 cloth; $1.95 paper

A READING OF MANSFIELD PARK:
An Essay in Critical Synthesis. Avrom
Fleishman. “This book proposes a
‘full reading’ of Mansfield Park by
approaching Jane Austen’s novel
historically, psychologically, and
mythically. The approach is provoca-
tive.” — Novel/A Forum on Fiction
“Valuable, genuinely new, and
exciting.” — Choice $1.95 paper

. ’ at your bookstore

The Johns Hopkin

Baltimore, Maryland 21218

- Johns Hopkins Paperbacks...

MIND: AN ESSAY ON HUMAN
FEELING, Volume I. Susanne K.
Langer. “Surely destined to be a
landmark in contemporary philoso-
phy....” — Library Journal
“Mrs. Langer has brought to light
ideas of astounding depth, exactness,
power, and reach.” — Washington
ost $10.00 cloth; $3.95 paper

PARTY AND CONSTITUENCY:
Pressures on Congress. Julius Turner.
Revised edition by Edward V.
Schneier, Jr. The ground-breaking
analysis of roll call votes has been
extensively revised and carried
forward from 1951 to the present day.
~ It now contains new material on
foreign political systems and racial
pressures. $10.00 cloth; $2.95 paper

s Press

WORLD WAR | AND THE AMERICAN
NOVEL. Stanley Cooperman. “All
students of American literature will
want to read this book. . .."” — Nation
‘‘Stanley Cooperman’s brilliant book
is likely to remain a standard treat-
ment of its subject for decades. . . .”
— West Coast Review

$6.50 cloth; $2.45 paper

AMISH SOCIETY. John A. Hostetler.
““An authoritative, well-documented,
and highly readable account of the
sect’s social history and customs in
America.” — American Journal of
Sociology *“The best study of such
a religious community this reviewer
has read.”—American Anthropologist
$7.95 cloth; $2.95 paper

RAILROADS AND AMERICAN
ECONOMIC GROWTH: Essays in
Econometric History. Robert William
Fogel. Challenges the widely held
belief that railroads were indispensa-
ble to American economic growth in
the nineteenth century. “A path-
breaking work which will have-a
profound impact on economic history
in the United States.” — Journal of
Economic History

$7.50 cloth; $2.95 paper

are read!

by the H-bomb when the second lost
opportunity arrived almost a decade
later. This was what Philip Noel-Baker,
the grand old man of the world dis-
armament movement, still active in his
eighties, called “The Moment of Hope:
May 10, 1955.”7 On that date Moscow
made a dramatic about-face at the UN
disarmament subcommittee meeting in
London and substantially accepted
Western proposals for general and nu-
clear disarmament it had long derided.
It offered to lift the Iron Curtain and
permit international inspection on a
wide scale as part of that scheme only
to have the' West suddenly lose inter-
est.

The proposals of May 10, 1955,
were part of a larger reversal in
Russian policy which followed the
accession of Khrushchev to power in

February of that year and the confi-

dence generated by successful detona-
tion of a Soviet H-bomb. The Soviet
disarmament proposals in London were
the second of three dramatic about-
faces in Soviet foreign policy in the
space of little more than one month.
The first was the announcement on
April 15 that the Russians, after nine
years of fruitless negotiation by the
West, had agreed to withdraw their
troops from Austria and to sign a four-
power pact guaranteeing its independ-
ence. The third was the arrival of
Khrushchev and Bulganin at Belgrade
airport on May 26 where Tito impas-
sively heard them declare that they
“sincerely regret” Stalin’s efforts to
overthrow him. This Canossa was the
most dramatic manifestation of the
new regime’s eagerness for a fresh start
in foreign policy.

The May 10 disarmament statement
was as big a surprise. For years the
West had complained that the Soviet
Union’s disarmament proposals would
“ban the bomb” but deny inspection
and maintain its superiority in conven-
tional arms. The Western powers were
for “total prohibition” of nuclear arms
but insisted that it had to be accom-
panied (1) by reduction of the conven-
tional armies of the US, the USSR,
and China to a figure between 1 and
1% million men and those of Britain
and France to about 650,000 and (2)
by ‘“the establishment of a control
organ” with powers “adequate to guar-
antee the effective observance of the
agreed prohibitions and reductions.”s
' On May 10, 1955, the Russians
tabled a draft treaty accepting the
West’s ceilings on the size of conven-
tional armies, its proposed cut-off by
stages in the production and stocks of
all “weapons of mass destruction,” and
the establishment of an international
control organ. This organ, in the Soviet

draft treaty, would have had a staff of °

internationally recruited inspectors re-

“In his indispensable book, .The Arms
Race (Oceana Publications, New York).
As a Labour MP and British delegate
Noel-Baker has been a figure at most
of the disarmament conferences since
World War I. Among his earlier books
which deserve the attention of a new
generation the most important is The
Private  Manufacture of Armaments
(1937), the most complete account of
the intrigues of what we now term the
military-industrial complex before and
after World War L. It has long been out
of print, and should be made available
again.

8From the Anglo-French memoran-
dums of June 11, 1954 and March. 29,
1955, quoted on pages 15 and 18 of

' Noel-Baker’s The Arms Race. 4
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{Thero were no program notes.|seated two. others—o)

r}. thinking

- By John Gruen-
' Of The Herald Tribune Staff
The world’s longest piece
of music, Erik Satie’s piano
ey | composition ‘‘Vexations,” be-

Theater
13th St..

_shortly after. noon.

A relay team of 10 pianists,
led by composer John Cage,
- banded together to -perform
the 18 hour and 40 minute
composition.

A punch-lock was installed
| in the theater lobby for ticket
buyers (admission $5), who
2ot a $5-cent

) minutes they stayed
ones who ‘'survive the

B4 Is a Tather protly, Aow| e,
Ing, chordal ‘plece
e beats, g
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101 seats were filled with
silent, worshipful types.

Some of them had stoked
up on chicken broth and pas-
try in the lobby before pad-
ding into the maroon-walled,
faintly lighted auditorium
where the open concert piano
- was spotlighted on a darkened
stage. ;

One might easily surmise
the marathon ‘“Vexations” to
be the work of a madman
“bent on unhinging the mind
of both his performers and
his audience. But the fact
'is that  avant-garde com-
posers look to Satie’s music
as the esthetic prototype of
many of their own musical
concepts—and -~ no less a
‘priest-like ehampion of the

world premiere last
at: 6 in the Pocket
at Third Ave. and

goes well, the work
conclude = today—

refund for every
Any

lieves the 'w,oi‘lf to ‘be. “re-

performance will re-  markably satisfying, and
b spiritually motivated.”
e 3

I. Cage who dis-
e unsigned manu-
‘“Vexations” while

et

uAIERGE, They dia ot [Bade i Mg e swng orig

tay put;
13 :ul’u'n':‘ﬁ.ﬁ:'"-’ moved in and|tritones,
Behind. - the

e SIETE 0N Tuids
R i s

‘yanguard than Mr. Cage be-

search on, Satie in

il 2N .
ne, tritones, Bass ‘ling,| At 8:40 Mr. Tudor still stand.|

ing
e meant nothing, an £
t it .x“r:'::";‘l:&o;l“w s a,l;uspodnd!?g ;I'T:dlsc‘lmln a neat-changing of|
A _concertikeeper, the otHer the relfef, Atlinto mmul:: \ﬁcugnd{hnﬂ?gl:?. ﬁ'ﬂfn'c'f

' MAﬁATHON'MUSIC——Thrce of the 10 pianists who started playing “Vexation,” at the Pocket Theatre, 100 Third
consisting of four phrases, will be repeated 840 times and will end about 12:40 p. m. to

Paris in 1949. Since then he
has tried to ‘have if per-
formed, without success. (One
of the reasons was that ten-
ants living above New York's
Provincetown Theater, where
it nearly got performed, ob-
jected to music being played
while they were trying to
sleep.)

One might think the manu-
script of “Vexations” would
weigh a ton. Not so. The en-
tire work is composed of four
short phrases, each phrase
containing 52 beats (there are
no measures), and the 52
beats taking' exactly 20 sec-
onds to be played. The en-

‘tire manuscript is the size of

one large sheet of music
paper, and takes 80 seconds
to read through.

Its enormous length is dic-

tated by one terse direction

written by the composer on
the top. of the manuscript:

“To be repeated 840 times.” o
~ The mechanics of the per~ .
~formance were worked out by «

Of thé planp, i
Two of th ' o
Lukes over from David Dell BYRAYMOND ERIOSON gerly, a'ﬂh nnﬁmlnullsn‘;?u‘:l‘aemf&‘:‘

rdIn which the newiceedin,

s right hand moves off.!some writing,

day. Scorekeeper at left; composer John Cage at the piani).‘

_phrases. which

A, M. Tuesday
Bverything quiet and

g on schedule, Abs
L band moves In while|persons listening, some rgx:lz}m

Bt s

A, % % A : %;3?/ A
Herald Tribune phofo by BILL SA
Ave., last night. The p

Mr. Cage: Three performers falling inevitably into the
were constantly on stage—a next, its pleasant disco:
score-keeper (who keeps track lending it pungency. . =
of the number of times the To he‘ar this repeated for
piece has been repeated); the mearly 19 hours is, of
performing pianist; and the anothei matter, :
pianist who is to play next But composer Cage 1
(this one, according to an- clearly elated over the
other score direction, must
prepare himself for “interior
immobility”).

When 20 minutes were up
(a clock rested on the piano),
the score-keeper retired, the 1
one who performed became Sp:
the score-keeper, the one who - infinite.”
prepared himself for “interior = While
immobility”’ became the per- ' “Vexations”
former, and a new pianist sat- to be the wi
next.to him, “preparing him-
self.’ o e

This was to be repeated
until 3he piece was finally
OVENs 4536 e L

The work heard once is Farb
simplicity itself. What stands « Cf
out is its purity and musical
symmetry. There is-‘a pleas-
ant, rhythmic Iilt to the four

alls’ ¢ 5

.[Ave they out of practice? Thera,
20/15 An occasional wrong note and

g TS A
1 & few whispering. | Continueg on Page 48, Golumn 1
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Cale, scemingly hypnotized by the 80-second work of Erik  So does Arthur Conescu,
‘Satle, tries to rest in theater basement In the morning. owner of _Pqekat‘ Theater.

¥
ayed 840 Times |
Rpiy s
|" by Relay Teanq
33
tever /It was, it  made|
musical history, from 6 P,
[Monday to 12:40 P.AL Yesterday||
Pocket Theater, 100
Avenue near 13th Street.
[ In 18 hours and 40 minutes,
the 180 notes of Erik Satie's
“Vexations,” an' 80-second ‘work,
played 840 times—a grang,
al of

% i G The
‘i{urk performed consists of 180-note pessage to
b ?Iia.h‘l\cﬂun ab top of score. A dozen !

8
coffee, chicken br
{and pastry—moving slowly by
ning|the night is yn\mFy In fronf
of theater some off ~duly pl
nan ﬁ;& nn‘l; mands u‘lsk Iﬁ\uusl_u."!n R
E : PG o, *“Vexations" s sf un-|
oS e 10T, 18 I Glght g, By o s oty o Sy faien A aEa e o0 i
cltempiation.” o O fas a (Slavision, ~ commerciallone s Y rhaiien; atna sl
| PCrsons, two qx_qu critles and P e n Ioéker‘mm.»‘ John Cale, Jlll:g.l:nc?, hofxzse' noﬁ: ‘l::a{ll;ax 802‘ mation Lats the\ hands,
one & critic's wife. But every-, te succeeded note: implacs{fresh from ‘keyboard, says it's Augurs well for the evening, o g

body felt hot b ably, doggedly, swinging . & tricky business pla; th

historic '\:::t " ;::hr:l:ld.l; and oty e D ugdahle,ld pice . Not so much on the hands| 10 P, M, Monday to 12:45
e,

A, M. Tuesday

@ wiper of an autom: the head goes first, hel
Y !
bad ";“‘:" to ’;'i'- By P;:‘" Were 23staying fn much the sam nr?\l"g nys, RIRI X y
stay puls iy foicds (4 TotBase Tine, tritones, hats At B0 Mr. Tudor sl stand-| | Zwo of the planists play gine
Bt Bk ’-‘““. 'y moved in and|tritones, ing Lukes ovér from David Del Y RAYMOND ERIOSON  {gerly, With an wneven - {ouch:
s (s Pty Time meant nothing, and &-edm ; “char Bverything qufet and pro-[i'® they out of practice? Thers
€70 Ware 1o progrim moles,seatony 1o ctarFIANIAL  were listencr floated in suspendidthe cceding on schedule. About 20/ An occaslonal wyong note and
6, thinking. that a concert ke, uf" 'S—one llw"-‘-|mmnllm as seconds flowediman's lefl hand moves in stening, some reading, f .
E;‘ eper, the other the relfef, At!into minutes with the {diol Ithe other's right hand moves off,lsome Wwriting, & few whispering,
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————
Continued on Page 48, Golumn 1
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«  Can.one ﬂt the names to the

.ly male and unmis|
the beal

mphra:emmedone

Some did not
‘the thm. with I ﬁn'n even|

t|What fs. time?: thls music
the dlcholomy between varlous
issolves.”

fro)
ownstairs planists ‘were|
ot lause; d i
s ﬂ{’ gmn ld rlnkm bmmpagne.’l’hérew
Cries of bravo| . it sti-etlilcs'l Esthetics has dis-|
ear al
NGk e el ey e o AR

*rlze muplcal mthrn d!g: into
 mind as ‘one. contemplates
the list of performing planists.

12.45 to2 A. M. Tueuhy
P;y.“BBIAN O'’DOHERTY
audience thanks  to|
driftage from Hans Hofmann|
show at Museum of Modern Art.
About 40, 2ll told, Some of the
planists bedded down on a pad
in the basement. Infiltration of]
street noises. Continuation of|
cathedral silence' within, Music|
goes on and on and on and on
andpnandonandcnandan
. and on and on. =

2t04 A M. I'neldny

" By SAM ZOLOTOW.
In audience, 20 persons, most-|

hool of Muslc
A atud:n “from. the New
Sehnol for Soclal Research, who!
colined to give his name,
\arought along a knapsack with|
rovisions and books. He had
een there since 6 P.M.
Asked why he was remain-
ing, he replied: “It's a

a conc on._at. th
om-|
N

to my endurance. There’s al-
ways the fascination for the
grotesque.”

Twenty-one were counted in
the audience at 4 AM. The
total take by that time was
$250 from 50 persons. One 90-
cent refund was reported by,
the management.

4 to T A. M. Tuesday
By ANON,

' The revnewer. who humbly re-
quested ihat his name not bel
mentlaned entered and prompt-
ly fell asleep.

T cou]dn't help it,” he said|
when his relief man woke him.
“The music was positively Zen."

7 to 9 A. M. Tuesday
By HOWARD KLEIN
Six in the audlence as Chris-
tian Wolff plays his fourth com-
plete set. The hypnotic music
provides a point of concentra-
tion, which, being of such a
fragile, unresolved character,
t.he mind {g led deep into one-

Whﬂe actually playing (one
learned later), the mind is sim-
ilarly freed. There are almost
no possibilities of expression,
The consclousness Is deflected
from the mechanics of playing
‘to the inner state of balance,
‘which, in response to the calm-

. dng . euect. is poised as if sus-

The plamst feels the keys be-
neath his fingers, feels the

pedal sees the lights, the stage,

e clock to the left, the photo-
s!-st of the score on the rack;
but in the suspended sune noth-
ing registers,

The interval of 20 minutes is
gf::ls énlsn ?tm enLd The next
Pl waiting and the player
retires reluctantly. The eg:perl-
ence s dreamlike, and the
planist tries to reslst waking up.

. |
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THE POCKET THEATRE PRESENTS
"VEXATTIONS"
by
ERIK SATIE
Performed by the Pocket Theatre Piano Relay Team

For the benefit of the Foundation for Contemporary Performance Arts
Monday, September 9, 1963 at 6:00 PM

Players in order of appearance:

6:00-6:20
6:20=6:40
6:40-7:00
T:00-7:20

8:00-8:20
8:20-8:40
8:40-9:00
9:00-9:20
9:20-9:40

Viola Farber
Robert Wood
MacRae Cook

Christian Wolff
David Del Tredici
David Tudor
Philip Corner
James Tenney

9:40~10:00 Viola Farber
10:00-10:20 Robert Wood

10:20-~10:40 MacRae Cook

10:40~11:00_ John Cale

11:00-11:207

11:20-11:40 Philip Corner
11:40~12:00 Christian Wolff
12:00~12:20 David Del Tredici
12:20-12:40 David Tudor

12:40-1:00
7L gL 5200)
1:20-1:40
1:40~2:00
2:00~2:20
2:20~2:40

2:40-~3%:00 7

3:00-3:20

John Cage
James Tenney
Viola Farber
Robert Wood
MacRae Cook
John Cale

Philip Corner

3:20=3:40
3:40-4:00
4:00-4:20

Christian Wolff
Robert Wood
David Tudor

4:20-4:40 John Cage

4:40-5:00
5:00~5:20
5:20-5:40
5:40-6:00
6:00-6:20
6:20-6:407
6:40-7:00
T7:00-T7:20
7:20-7:40
T:40-8:00
8:00-8:20
8:20-8:40
8:40~9:00
9:00-~9:20
9:20-9:40
9:40-10:00

James Tenney
Viola Farber
Robert Wood
MacRae Cook
John Cale

Philip Corner
Christian Wolff
David Del Tredici
David Tudor

John Cage

Jemes Tenney
Viola Farber
Philip Corner
MacRae Cook

John Cale

10:00~10:20?

10:20-~10:40
10:40-11:00
11:00~11:20
11:20~11:40
11:40-12:00
12:00-12:20
12:20-12:40

Philip Corner
Christian Wolff
David Del Trediei
David Tudor

John Cage

James Tenney
David Tudor

HOUSE RULES

Patrons may enter or leave at any time.
$5.00 for first admission.

Punch time clock when entering and leaving. Refunds will
be figured for elapsed time thus registered at the rate of
5 ¢ for each twenty minutes, with a 20 £ bonus at the end
of the program for those who have remained throughout .
Patrons may check their time cards with box office when
going out and pick them up when they return later at no
additionalceet.

Price 1s always

Piano by Steinway Time clock courtesy of Union Time

Recorders
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JOHN CAGE—“Atlas Eclipticalis
(Electronlo Venlnn?.- ll.na,fm rograms of ng*

JAaT

EARLE BROWN — ' ‘Avallable
Forms II (for Orchet Four
Hands),” on Feb. 6-3 : plfo‘.rlmg,

LARRY AUSTIN — “Improvisations for
Jazz Soloists and Orchestra” will have Its

STEIN—Conducts new series first New York performance Thursday.

N e vith standard fare.
K modern works wi
X’:ﬁ:ﬁom‘?ﬁm of the avant-garde composers.

TEFAN WOLPE—HifSymphony No. 1
\svill haye its world prelere on Jan, 16.

tes performance of

United
o L Jan, 23 concert.

hls “Doubles’

PIERRE Bougz—wm conduet the

£ A P #
RTON FELDMAN—,
?ll.gst Pleces,” Feb. 6 through 9.

AARON COPLAND — Soloist in
“Plano  Concerto this  week. 'ﬂ‘:le
concerts are In Philharmonlc Hall.

' ‘pronch that

' nis fingers at h

By HOWARD KLEIN SX

ou can't ask anyone over 35 about

of Jwhat s or fsn't avant-garde,” the 63-

Phijies-yeur-olds really know what it is, for

: ¢
ARON Cﬁﬁ;ﬁ";“i smi‘;:;, Wil year-old Mr. Copland said. “Oply the
A_ certo,

ith the New York Il
g Awaskc. Aot ey
rming the oriflick

£S
;Lr}l"namc thi

nine works currently fo
chestra's five-week
Leonard Bernsteln,
serles, has emphas!
far out
The

the architect of th

ized fn it the fantiore

Larry Austin's "lmpmv’% {04
jsation’ for Orchestra and Jazz SQL‘ v,
jsts,! provide two Jooks at the j\_ i
u—u’:ﬂ. The Austin plece is new and W 2 3
be given lts premiere. 'l‘)leuC:?\!:x
1926 and represents i
e was svsnt-xard‘e s;\l 16|
- in the context of the series 5
1nrcisu: backward, look over the shiff |
t-gardism,
ing sands of avan e
, who was limhering
A conany ";! °hm-ne in Peckskl {
last Wi
ko one cold, sunny day A
:‘l:%nt the concerto, the sexies and mg.y
1c's possible directions. ;
e cmsp;ome perches on an abrupt W

are in the midst of the new trends.
in-the ‘byenties.we. Lhought we

iorc_at the center of a musical revo-
vant-garde CrleS (fon, but the situation today fs far ™ Mr. Gopland feared the emphasis on
revolutionary than It was 30 ur/lhe far out would give the impression
{0 vears ago.
Lcul'ﬂlnd Concerto and its conis “Looking at Webern's music then, T

ok

the same things in it that I do
But there is & curious phenome-
About people's reactions to the
plece. Obviously, there were ele-

ts in his music that have excited
& younger composers the way. they
% o did us.

{{One cannot take into account the

le side effects of a composer's

He spoke of Koussevitsky’s invalua-
ble aid to young composers and noted
the push for Y
music that followed the conductor's
death in 1951, The current Philhar-
monic series provided a measure of
emphasis in the right direction, but

that no middle ground existed between
Xenakis's “Pithoprakta” and Britten’s
“War Requlem.”

I like the dramatic effect of throw-
ing this far-out music at the audiences
all at once, though. ' After all, it has
more publicity value, Muslc of a less
radical kind always gets less notice.”

The composer refused to predict
Wwhat directions music would:take, The
field of art was too vast and too full

John Cage's is very
rom my own, but it would not

o been YigHt” ot

ferences {n works that were comss
" Jastione:

I and looks d ncross, \!:5; |
;ldudh.::m River valley to the il ber

. The composer, dressed casually -
in a bully brown sweater pnd. hrmﬂ
slacks, peered at the landscape ('\&
his seat on the sofa while he spo)
quietly and good humoredly wll.h';nn.‘ A
occasional stern word directed topardiy
Alice B, his new plack-and-white cft Y

Dy the last-
en I premicred my concerto in

n Symphony, the reactions were
violent. They called me an ‘ogre!;
listeners claimed that Kousse-
programed It with the malice
elgner who wanted to show how
merican musie 15"

Photo eredl(s: 1, Vielor Cralt, The New York Times (by Sam ¥alki, Dlc, Kraf(-Roduson

‘possible in many of the International-

of for that sort of gen-
eralization. k
“I have found the serial methods, |

valuable to myself and I use them, not
in a didactic sense but following my
own rules, When I was in Parils with
Boulanger in the twentles, Schoen-
berg'a Viennese sound was not for: us:
we were trying to be American then,
One thing I do see in music's future
is'n kind of return to nationslism and
personality. There is the need in the
human psychology ta recognize a face
In & piece of music and this js mot

school compositions.'




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY TOMKINS ‘V ‘ c W

. lng iy Eledlnn -nd Gmphu
that preached functional and
formal  purity and njecﬂon

of the past—is being increas.

ingly debated und denled
o] 1 prototypes of 20l There is in process_now

i the modern move-  tury high-rise and pravocative md
-  ment and changed the 00k  construction; the prophetic gggugg -splitting _restruc- show of “what the Chicago

| ‘end chamacter of the built vision of Mies's post-World ing of what Martin Pawfey School Jeft out” has been

War I glass skyscrapers have: causing  furious - comment.

- been fulfilled handsomely in Both the New York exhibi-

a . Chicago in t.he 1950's. ‘The tion and the rebel show in

everywhere are lined with + equally h art and prac~  Chicago lean heavily: o a
the glass and' steel towers _of Alvar Aalto, the early uB—“—‘&F—’—“mltecm are change of heart and eye that
that testify to- the genius and  work of ‘Walter Gropius, and. changing, . rnjecls accepted doctrine and
influence of Mies van der all of the landmnrkmmples The ‘evidence of these ‘rediscovers” what the
Rohe, and the sculptured con- ~ of the leaders of the Interna. changes is clear, Last fall, the modernists discarded. X L ]
crete forms of Le Corbusier tional Style remain among  Museum of Modern Art,  smong architects, a group : s 5 : el
s < ‘have transformed. our sur- the icons of the ‘profession. which introduced the Inter- of “young Turks” has em- § : « SRR

# mund.’mgs from public bulld- *  But other jcons are being  national Style to the United braced this “radical” re-view- % / ﬁﬂf

ings to housing, the theory broken, The beliefs and ten-  States in 1932 and retained ing of the pest, and much

i 2 < }maiu_o(-‘ em _ets of the modern move- its ideological fervor for 40 more, In Philadelphia and at

“ment that created thess years. mged
Then h na nontmvmsy ul]dhgs—ﬂu £ospel accord- T&Fif:xhumx- Continued on Page 29

A new school of young arclntects whose work ls
“romantic, eclectic and fiercely intellectual,” as.
represented by Robert Ventun’s Guild House, are

in revolt against the “pure functlonahsm of ¥
such masters as Mies van der Rohe, whose 3
Federal Center in Chicago is a modernist icomn. i "7,

Wiilaza Welkins

\

S 2 S (R R Y i e
d MAPPY. NOUSINE = | A]l IHI5~=TNe Perversion: [ Nk g1 e gy
All,;% .clnwi‘. ‘the maderuist- {deal; the: \‘uﬂ- Cowithote 1ts own gl’ﬁ;ﬁectﬂl}‘]&l
wes ol “u 1Y=" ure of Its social aims, the ex- ~ belief system, The philosophy
nny _ plosion of the myth of prog- of E‘cl:ltit;g bx;‘{‘l:glﬁn{, e::;r
d of = synthe {
e L e oy S ;
tearing d pm oj Paris - disruptive m;p.c; on the re- culled ‘Cnmplexhy nnd Con-
or  tower: in,; park and  ceiving t, plus the
.nrg one; the Deutsche  poverty and rigidity of des(gn ~ published by the Museum of
wih und built model hous- from which any allusion Modérn Att in 1966,
M the other ing that' housed very few; to the past Mas been ex- (When the Museum opened
/l'; lmllwneo m Hugh Ferriss drew “future  punged — led ly to its ' Beaux Arts

Ll=e mes m
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‘doct
‘This work is be gz (ol‘ged
ut of\new ideu t incor-

powerful disillusionment.
“with the failure of ths dream
of the world of the future

ament rather than.
jects of utllity. The English
work of James Stirling car-
ries this practice o an expert

 high,

°
The idea of & building and
ts uses expressed with basic
ity and clarity is often

by the

in the work of

l'nw \n‘oad ‘outlines of the
new architecture—for’ there
are diverse and interlocking
part of a culturo

ymmget praotihoners, by am-

- biguity and playfulness,
complexil and even

arbitrariness in the way the

- older values, | d!s-
new p?punm and
‘and is asing].

of a building ars
combined and the calculated
effects that xs\dt suggest the

its

or
the Baroque rahhcr than the
uritani pleﬁes of madern-

e; the architects’ con-

trol that made their panaceas -

seem touchingly naive. It
was_crushed by, economlcs,
which reduced a reductionary
esthetic still further, from the
bare beauty of the new tech-
mlogy to the l::he&p. stripped

becomo .

sensitively with older bulld- e

ngs and values, It has be-

come equally necmary t0 ;
rationale -

acknowledge ' the
and the result of 2
but vital organic grnwﬁ. 4

Today’s 'architect, = there- e

fore, does not find history

pendable, this is one pmfea-‘

sion that went through th
“history s irrelevant” bit
hult & century ago. In fact, .

and bankers, It was distorted

and turned into clichés by

speculators and jerry-builders.

The ba%lc belief ﬂ::} f[unc-

tional_and_mechanical Jlogic

led naturally to el,egmmjnd
in

auﬁ% stérile ¢ d

Dewals,” And the kind of ar-
chitectural sociology that re-
placed the 19th-century row
houses of the Gorbals in
Glasgow, for example, with
modern high-rlse towers, sim-
ply exchanged . one kind of
slum for another..

There were, in addition,
theoretical blind spots that
courted disaster, If modern-
ism rejected history, it also
rejected’ reality, It still re-
tained the traditional idea of
the bundlngumonumem ig~

,normg great masses of lesser

'construction, and imposed its
" on their sur-

‘roundings. with a stunning

‘lack of environmental em-

pathy.
Enyironment, in. m:t, was
the important missing ' con-

" .cept. mew was little concern’

. for the ‘nesd ¢o relate build-
to.

Sl
ure of

its sonm.:ﬂuw oxt

i the myth ol prog-
. Teks, oadly
the commcmln

pread of
iché, the
ct pn 1ho u~

historical revls[anlsm, is one
of the leading factors in the

new erchitecture. But history
is seen and used very differ-
ently now. There is a selec-
tive preoccupation with thoss
periods that serve the almost
perverse compleéxity of the
contemporary condition:
Mannerism, the Baraque,
Romantic Classicism. There
is great interest in those
styles that were declared des-
picable, dead, or non-exist-
ent by the modemists: the
‘Beaus Arts, Victoriana, Art
Deco and all the products of
the near-past that were: de-
leted by m-oluﬁonuy taste
or doctrine. There is a fascl-
nating rewriting of recent
history to restora nuppnssed
stqus and peri g

®

Fringe flgures, ot longs
buried or still alive, are being
Tevived and reinterpreted:
George Howe, George Fred
Keck, Andrew Rebori, Barry
Byrne and Ely Jacques Kahn
among the modernists;

bl
" belief system, 'mo philosophy
of eclectic  reyivalism  was

{ ¢ synthesized by Robert v:nm-

ot in a slim,” catalytic b

qlled "Cqmnlgxhy -nd Cpn- X

poverty and rigidity of dulen
from which any allusion
to the past hpl been ex-

published by uw M\mum of
Modern Art in 1966,

i (When the Museum. opsued

punged = ld y to

A

i iy

" Beaux Am

, and in particular, -

SRS Q,n-,'

NeL A RSN
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els, John Hejduk plays

el themes and mo-.
; Richard Meier, Chaxles

es on the nostalgic and
Jmkkuc elements of the
Intemnational Style, This is an
expert game of ,dm'?;t Ln:

Mo 0
achine for living and-

- doing other things in, mar-

KY_‘ opulism; q{u

tlon and symbolism..
MALEES. ;
Here, too, Robert Venturl
and his wife, Denisa Scott
Brown, must 7
They achi

rled this time, with remark:
. able-lagenuity, to the new

: in_glving the builc
lu'jﬂmdty. Since its {dentity -
-hls already irmly es-
tat

and indelible style, this may
be  paternalistic populism.
And we ara back to the mon-
ument again,

All of these trends repre-
sent attitudes and styles only

Y the
of the “dumb and ordinary”
bullding and B

stant recall, totally d
from the theories and condi-
tions that shaped those forms.
in the first place.

In a sense, this is modern
architecture turned inside
out, its basic elements trans-
formed into an'arcane but
elegant yocabulary for a tour
de force kind of building

| based on special references
 for those in the: know, This
rearranging and incorporat-

 of motifs becomes a style

an event that has & clear par-
allel in Pop Art. The architec-

possible at a time of the near-
total reevaluations that are
currently running through
most of the institutions of
contempgmry society, This

tural ge was
in the 1960's through articles
and a book, “Learning from
Las Vegas,” This was a much
harder bullet for most archi-
tects to bite than the rehabili-
tation of history in “Com-
plexity and Contradiction.”
But t‘hls,pergephlon o:d LL\:

new ar is a part of
its time, Its polarities of sub-
ject and style are due to an-
other current concept, the
1dea of “pluralism,” an already
overworked word that im-
plies a permissable and de-
sirable  cultural diversity.
And Its products are only

another valuable chapter to

in itself, abstract to the point “history. Its insights and eval-

uations' are revealing. Be-

etic at  yond that, however, the Ven-
emphasis | turis have translated their

observations into debatable,

social utility and human
m.“.«“n mat

an

.didactic principles for the
practice of architectural de-
i These principles not

turn architecture inside

ing some of today's .ino;t, out, they turn élitism inside

. skilled and handsome by
ing, as well ag somo

out. In their kind of inver-
slon, the builders’ economic

‘navel watching, and. and " functional justifications

: is the danger of an
exotic dead end,
i . A

for junk become the ar-

' chitect's guidelines for art. A

- stunning contradiction is pro-
ced: élite ' What

possible In the hands of ex-
tremely able, acutely well-

educated, worldly profession-

2l3 of highly developed sensi-
" e wocds s

A rds that tle thess
many directiong together are
revisionism and romanticlsm,

usterity 1s now a matter of
economics more often than
of taste, and never of decree,
History and hedonism are
‘back,, Azchitecturg is admit-
tedly not going to save the.
w'_a"xfdg: it has a far gentler
mora] stance. It may still jm-
prove parts of the environ«
ment -noticeably, and it has
deyeloped & s0-

vt r For [} du
t ls most significant s most significant, howe
Jind of history is s that this Intelectual ok
wuted: , is

trans

form of eclecti-

th t into the
ign process stmilar to neo-
‘historicism. It is, in fact, part
(of the same archifectural
ackage. A D
A particularly quixotic kin
élite popul smqnﬂ 4

t 2

) ‘lon'nqr,d rigorous intellect,

' clal n'vl;aienés. )
~ But two things sre being
reordered radically today: the

history of the modem move- -

ment and the ‘theories and
principles upon which the
temporaty practice of ar-
tecture rests. Tha nostal-

_ gia, the revivalism, the sym-
(ﬁo’ ie arcdne and arbiv

nd the ordinary, bespeak y
cultura] sophistication rather
‘than a cultural copant. ‘These.

/references are lelng
carofully “and  crea-
, With immense r:nkmln-L

or & cool and challengin
L i ‘

uilding
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work of lns own at the concerf;

o The Program

'NEW YORK PHILHARMONIC. ~Leonard
Bernslein, John Caue. James  Tennay.
0 and  Earle conduclors; ~ wilh
' Dayid. Tudor Manlst and. John Corlgll-
anc, violinlst
Aulvmm ﬂum Thz Four  Seasons. Vivaldi
C NBERG +.. Tchalkavsky

mphony
1mivrwlsaﬂun hy the " Orchestra (M|as
Wi
'wnh: ve{slnn

,'..Mm

tive said

mittee wc
studies, 1

basic data.
he explain
Jobs, not
that indus
state as fi
sible ‘‘acc

| ployment.’

State’s
If the

that the |
sustain th
and avoit,
lessness, |
the Spes

ucted the “Fall” Concer:-

from Vivaldi’s "Foux Sea- |
sons,”  with John Corigliano
ist, and he continued

th the ﬂ,'chalkovsky “Pathé-
ique.” ’

going abd
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ght thmk_.’thah M!-. 9
Cacég‘s piece, and the others,
d ha wused some kind

muslc fell flat. So did the

ore amused than anythlng

over there w ‘e gen-

b exodus, m
¢ 00s, 2 few counter-
§ eers. But on the whole the

muslc of Mr, Feldman an%, ACA
% E remained, seemed (5

;ﬁ)écmnc. STIMULATING,

VAN HEF!
SIDNEY. BLAGKNER LARNY GATES
OF LIBEL
SU 01 80, 3.60, 2,40,
l! (l 6. 30,5 .75, ‘ .80,

ts amusement ‘had

th tration

3 and an im-

X ation by full orchestra
that lasted a mmutg a.nd a

RESTE noﬂﬁng elﬁe, Lhnugh the
program did shake the
f them w,ere exposed
ypenof music that is

avant—gzrd

ALVIN THEA zsn w. 52 St cxr /5-5226

g a strong Impact on |
‘you, ¢

‘a | AMERICA'S FuNNIEST MUSICAL
FUNNY THING HAPPENED ON THE

‘TO THE FORU!
Irectod Dy GEGEGE ABBOTT,
Mnn Abru Thurs.: Oreli, %l .60;  Mozz,
llx Balo. ‘SJ}. 5.75, llo Fri

E\? QOrch. $0, 021,

5‘ S, 4. w. 3.00 M h

rel

$5.403 M “&4 80" 81 3.00.

s

‘AN EVENXNG OF RARE ACHIEVEME‘(‘I‘

b,
* DOROTHY STICKNEY i+

LOVELYLIGTIT
SPEDNRD

LIVEL
Taubman, Tunu )

0 W,
fl. Sat,
Bale. un.
ik |8

T  Tribune
amt S bh 3 |

zLi’unsTﬁ Rsm‘.’: 5 %n:m [EDFORD

RS s

REFGOT :
mrnmu bylhh’f TH}JI

lruilh
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alist

EATRE
IR 4-6060
e

i SUN. 3, 8:3|
2rr, Her. Trib.

SENE FRANKEL
%1"’}05‘-"(555!0

Lincoln Center

. New York Philharmonic, cnnducfeg by
. Leonard Bernstein, asssted by John
Cage, James Tenney and
Brown, “Sololsts: John Corl
vloll'r#sn David
Avant Garde—P
"Fall* " from "~ “The " Four Seu'senlsd';
Symphony  No. 6 (“Pafhellquae")
) Tchalkovsky:
Muslc of Chance:
Atlas Eclipticalis ««..vuvnrn. .. Cage
- - Ouf of “Last P +-. Feldman
Available Forms i (first U. S. per-
formance) ..........s ... wnane
: By Alan Rich
You can come out from un-~
der your seat now, Aunt Max-

| tha, it’s all over.

Leonard Bernstein and the
Philharmonic  ended their
avant-garde serles in Phil-
harmonic Hall last, night in a
blaze of . . . well, in a blaze.
Any one'who may have com-

| plained about the cautious

BEAN in
dy Smashl
¥ed.Cir5-6060.
—_——t

T A SLASH-

Tationing of the far-out music
on previous concerts in the

| series could have no cause to

complain this week. The dose
was large and stiff,

Three composers were on
deck, three of the most ad-
venturous of the adventurous,
There was John Cage, grand

RT!"| sachem of the experimental,

arr, H. Trib,
ILLIANTLY
-Watts, Post
ON in

“oreh. 56,90,
<o, Fei

t.: Oreh.
Upper Bale,
+§4.80, 4,30,

41U 23897
—_—

se,Newiouss
& 4
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the man to whom musie itself
Is only part of music. With a
Cage piece you have to watch
while you listen, unhear while
you hear. Then there was
Morton Feldman, who makes
the most expressive silences
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taking chances.
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And finally theve was Earle |

By the way, there was also
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full symphony concert. The
“Fall”’ section of Vivaldi's
“Four Seasons” was neatly,
crisply set forth by a tiny en-
semble. Tchafkovsky’s “Pa-
thetique” got a somewhat
edgy, frenzied performance,
with eloguence here and there
and ragged ensemble as well.
These curtain-raisers lasted
OVer an hour in themselyes,
and many people went home
at Intermission, both satisfied
by what they had heard and
fearful of what they hadn't.

Then the fun began in
earnest. Mr. Bernstein got a
big hand when he announced
that this was the last con-
cert in the avant-garde se-
ries, but an even bigger one
when he surmised that some
might have wanted it to g0
on. Actually, Mr. Bernstein
wasn't playing it for laughs
last night; he spoke lucidly,
briefly and well on the mat-
ter at hand, the handling of
chance elements in musical
composition.

As part.of the speech, he
broduced a piece that had
been composed on Pegasus,
an IBM computer owned by
the BBC in London, and had
the piece played by some of
the wind players of the or«
chestra. Pegasus is a square;

that making music means | .

about 90 sec-
onds of pure improvisation by
the orchestra, with Mzr. Bern-
stein throwing a few elemen-
tary signals. This was also
pretty hopeless: an orchestra
trained to play a Tchalkovsky
score accurately and well is
not necessarily an improyis-
ing unit, Aside from g fow
clever passages from the
winds and percussion, most
of the players were content
to noodle a couple of stand-
ard warmup passages. Chance
became misfortune,
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r. Cage’s plece,
its note-patterns from a
ries of astronomical maps,
id

each  instrument  played
through a small contact mi-
crophone, with Mr. Cage and
his assistant James Tenney
turning the controls on and
off according to a prear-
ranged plan. Loudspeakers
around the hall surrounded
the audience with the result-
ing sounds.

To what end? Mr. Cage has
always held that music is a
kind of theater, and many
of his pieces are genuinely
fun to watch. Not this one:
aside from a mechanical
“conductor” on the stage, a
kind of oversized stopwatch,
there was nothing to do. bit
to .eoncentrate on dreary,
catcous travesties of orches-
;n}al sound, resembling noth-
ing so. much.as.a. flock of mi-
grat acaws heard from

> & radio. signal shack.
Artificial or real, musical
sounds ought to be more at-
tractive than all that; and
Mr. "Cage. has~done bhetter.
He could have added to the
interest by putting bells on
the exit doors. They would
have drowned out the music,

itself a star-studded egg,pf’ ‘ ‘wel
& gimmiele “that seven minutes’

eXCess.

Finally (it wés ‘noi,w io:ss,- -

by the way, and the hall was

about one-third full), came a ‘graj

genuine piece of music, Earle
Brown’s ‘“‘Available Forms.”
This is an extremely complex
work, planned along the lines
somewhat of Stockhausen’s ||
famous Piano Piece No. 11. |
Two orchestral groups were ||
‘Involved, each led by its own |
conductor (Mr, Befnstein and
Mr. Brown). The conductor
assigned his forces, in turn,
one or another of a series of
pre-composed  short frag- i
ments. The chance element

arose from the communica- [§.
“\bion, or non-communication, I

' between the two groups, (1 ¢l
Gimmick or not, the piece
came to life as a musical ex-
perience. There were dead
Apots, arising from times i

~“when both ‘conductors chose 3

Telatively motionless frag- |
ments for their groups. to ||
play. But there were 5po
that ~ caught fir,
Dense, fascinating, intensley
colored and- full of creativ

Mr. Feldman's piece was:

vised pitches worked onto z

predetermined plan of tempo
and rhythm. The music had
the usual Feldman stamp of
near-silence punctuated by

“fals
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Tlas article, compieted in February of 1961, was published in Metro (Milan, in
May. It may be read i whole or in part; any sections of it may be skipped,
what remains may be read in cny order. The stule of printing here employed is
not essenticl Any of the sections may be printed directly over any of the others,
and the spaeces between paragraphs may be varied in any manner. The words in
italics are either quotations from Rouschenberg or titles of his works.

To Whom It May Concern:

2 The white paintings came
first; my silent piece
came later.

ON ROBERT RAUSCHENBERG, ARTIST, AND HIS WORK

Conversation was difficult and correspondence virtually ceased. (Not because of
the mails, which continued.) People spoke of messages, perhaps because they'd
not heard from one another for a long time. Art flourished.

The goat. No weeds. Virtuosity with ease. Does his head have a bed in it?
Beauty. His hands and his feet, fingers and toes long-jointed, are astonishing. They
certify his work. And the signature is nowhere to be scen. The paintings were

thrown into the river after the exhibition. What is the nature of Art when it reaches
the Sea?

Beauty is now underfoot wherever we take the trouble to look, (This is an
American discovery.) Is when Rauschenberg looks an idea? Rather it is an enter-
tainment in which to celebrate unfixity. Why did he make black paintings, then
white ones (coming up out of the South), red, gold ones (the gold ones were
Christmas presents), ones of many colors, ones with objects attached? Why did he
make sculptures with rocks suspended? Talented?

I know he put the paint on the tires. And he unrolled the paper on the city
strect. But which one of us drove the car?

98/SILENCE
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- As the paintings changed the printed material becamne as much of a subject
5 as the paint (I began using newsprint in my work) causing changes of focus: A third
‘ palette. There is no poor subject (Any incentive to paint is as good as any other.).
Dante is an incentive, providing multiplicity, as useful as a chicken or an old shirt.

2 The atmosphere is such that everything is scen clearly, even in the dark night or

¥ ; when thumbing through an out-of-date newspaper or poem. This subject is un-
| . avoidable (A canvas is never cmpty.); it fills an empty canvas. And if, to continue
history, newspapers are pasted onto the canvas and on one another and black paints
are applied, the subject looms up in several different places at once like magic to
produce the painting. If you don't see it, you probably need a pair of glasses. But
there is a vast difference between one oculist and another, and when it is a question
of losing eyesight the best thing to do is to go to the best oculist (i.e., the best
painter: he’ll fix you up). Ideas are not necessary. It is more useful to avoid having
one, certainly avoid having several (leads to inactivity). Is Gloria V. a subject or
an idea? Then, tell us: How many times was she married and what do you do when
she divorces you?

There are three pancls taller than they are wide fixed together to make a single
rectangle wider than it is tall. Across the whole thing is a series of colored photos,
some wider than tall, some taller than wide, fragments of posters, some of them
obscured by paint. Undemeath these, cutting the total in half, is a series of rec-
tancular color swatches, all taller than wide. Above, bridging two of the panels,
is a dark blue rectangle. Below and slightly out of line with the blue one, since it is
on onc panel only, is a gray rectangle with a drawing on it about halfway up. There
arc other things, but mostly attached to these two “roads” which cross: off to the
left and below the swatches is a drawing on a rectangle on a rectangle on a rectangle
(its situation is that of a farm on the outskirts of a mainstreet town). This is not a
composition. It is a place where things are, as on a table or on a town seen from
the air: any one of them could be removed and another come into its place through
circumstances analogous to birth and death, travel, housecleaning, or cluttering.
e is not saying; he is painting. (What is Rauschenberg saying?) The message is
conveyed by dirt which, mixed with an adhesive, sticks to itself and to the canvas

ON ROBERT RAUSCHENBERG, ARTIST, AND HIS WORK /99
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upon wiuch he places it. Crumibiing and responding to changes in weather, the
dirt unceasingly does my thinking. He regrets we do not see the paint while it's
s dripping.

Rauschenberg is continually being offered scraps of this and that, odds and
ends his friends run across, since it strikes them: This is something he could use
in a painting. Nine times out of ten it turns out he has no use for it. Say it's some-
thing close to something he once found useful, and so could be recognized as his.

Well, then, as a matter of course, his poetry has moved without one’s knowing
where it’s gone to. He changes what goes on, on a canvas, but he does not change
how canvas is used for paintings—that is, stretched flat to make rectangular surfaces
which may be hung on a wall. These he uses singly, joined together, or placed in a
symmetry so obvious as not to attract interest (nothing special). We know two
ways to unfocus attention: symmetry is one of them; the other is the over-all where
each small part is a sample of what you find elsewhere. In either case, there is at
least the possibility of looking anywhere, not just where someone arranged you
should. You are then free to deal with your freedom just as the artist dealt with
his, not in the same way but, nevertheless, originally. This thing, he says, duplication
of images, that is symmetry. All it means is that, looking closely, we see as it was
everything is in chaos still.

To change the subject: “Art is the imitation of nature in her manner of opera-
tion.” Or a net.

100/SILENCE
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So somebody has talent? So what? Dime a dozen. And we're overpopulated.
Actually we have more food than we have people and more art. We've gotten to
the point of burning food. When will we begin to burn our art? The door is never
Jocked. Rauschenberg walks in. No one home. He paints a new painting over the
old one. Is there a talent then to keep the two, the one above, the one below? What
a plight (it's no more serious than that) we're in! It's a joy in fact to begin over
again. In preparation he erases the De Kooning.

Is the door locked? No, it’s open as usual. Certainly Rauschenberg has tech-
niques. But the ones he has he disuses, using those he hasn’t. I must say he never
forces a situation. He is like that butcher whose knife never became dull simply
because he cut with it in such a way that it never encountered an obstacle. Modern
art has no need for technique. (We are in the glory of not knowing what we're
doing.) So technique, not having to do with the painting, has to do with wha's look-
ing and who painted. People. Technique is: how are the people? Not how well did
they do it, but, as they were saying, frailty. (He says—and is he speaking of tech-
nique?—“What do you want, a declaration of love? 1 take responsibility for com-
petence and hope to have made something hazardous with which we may try
ourselves.”) It is a question, then, of secing in the dark, not slipping over things
visually. Now that Rauschenberg has made a painting with radios in-it, does that
mean that even without radios, I must go on listening even while I'm looking,

everything at once, in order not to be run over?

Would we have preferred a pig with an apple in its mouth? That too, on
occasion, is a message and requires a blessing. These are the feelings Rauschenberg
gives us: love, wonder, laughter, heroism (1 accept), fear, sorrow, anger, disgust,

tranquillity.

There is no more subject ip a combinc than there is in a page from a news-
paper. Each thing that is there is a subject. It is a situation involving multiplicity.

ON ROBERT RAUSCHENBERG, ARTIST, AND HIS WORK /101
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So somebody has talent? So what? Dime a dozen. And we're overpopulated.
Actually we have.more food than we have people and more art. We've gotten to
the point of burning food. When will we begin to burn our art? The door is never
Jocked. Rauschenberg walks in. No one home. He paints a new painting over the
old one. Is there a talent then to keep the two, the one above, the one below? What
a plight (it's no more scrious than that) we're in! It's a joy in fact to begin over

again. In preparation he erases the De Kooning.

Is the door locked? No, it’s open as usual. Certainly Rauschenberg has tech-
niques. But the ones he has he disuses, using those he hasn’t. I must say he never
forces a situation. He is like that butcher whose knife never became dull simply
because he cut with it in such a way that it never encountered an obstacle. Modern
art has no need for technique. (We are in the glory of not knowing what we're
doing.) So technique, not having to do with the painting, has to do with who's look-
ing and who painted. People. Technique is: how are the people? Not how well did
they do it, but, as they were saying, frailty. (He says—and is he speaking of tech-
nique?—What do you want, a declaration of love? 1 take responsibility for com-
petence and hope to have made something hazardous with which we may try
ourselves.”) It is a question, then, of secing in the dark, not slipping over things
visually. Now that Rauschenberg has made a painting with radios in-it, does that
mean that even without radios, I must go on listening even while I'm looking,

everything at once, in order not to be run over?

Would we have preferred a pig with an apple in its mouth? That too, on
occasion, is a message and requires a blessing. These are the feelings Rauschenberg
gives us: love, wonder, laughter, heroism (1 accept), fear, sorrow, anger, disgust,

tranquillity.

There is no more subject ip a combinc than there is in a page from a news-
paper. Each thing that is there is a subject. It is a situation involving multiplicity.
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(1t is no retiection on the weather that sichi-and-such a government sent a note to
another.) (And the three radios of the radio combine, tumed on, which provides
the subject?) Say there was a message. How would it be received? And what if it
wasn't> Over and over again I've found it impossible to memorize Rauschenberg's
paintings. I keep asking, “Have you changed it?” And then noticing while I'm
looking it changes. I look out the window and sce the icicles. There, dripping water
is frozen into object. The icicles all go down. Winter more than the others is the
season of quiescchce. There is no dripping when the paint is squeezed from a tube.
But there is the same acceptance of what happens and no tendency towards gesture
or arrangement. This changes the notion of what is beautiful. By fixing papers to
canvas and then painting with black paint, black became infinite and previously

unnoticed.

Hallelujah! The blind can see again. Blind to what he has scen so that seeing
this time is as though first seeing. How is it that one experiences this, for example,
with the two Eisenhower pictures which for all intents and purposes are the sameP
(A duplication containing duplications.) Everything is so much the same, one
becomes acutely aware of the differences, and quickly. And where, as here, the
intention is unchanging, it is clear that the differences are unintentional, as unin-
tended as they were in the white paintings where nothing was done. Out of seeing,
do I move into poetry? And is this a poetry in which Eisenhower could have dis-
appeared and the Mona Lisa taken his place? I think so but I do not see so. There
is no doubt about which way is up. In any case our feet are on the ground. Painting’s
place is on the wall—painting’s place, that is, in process. When I showed him a
photograph of one of Rauschenberg’s paintings, he said, “If I had a painting, I'd
want to be sure it would stay the way it is; this one is a collage and would change.”
But Rauschenberg is practical. He goes along with things just as they are. Just as
he knows it goes on a wall and not any which way, but right side up, so he knows,
as he is, it is changing (which one more quickly? and the pyramids change). When
possible, and by various means, he gives it a push: holes through whigh one sees
behind the canvas the wall to which it is committed; the reflective surfaces chang-
ing what is seen by means of what is happening; lights going on and off; and the
radios. The white paintings were airports for the lights, shadows, and particles.
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Now in a metal box attached by a rope, the history kept by means of drawings of
what was taken away.and put in its place, of a painting constantly changing.

There is in Rauschenberg, between him and what he picks up to use, the quality
of encounter. For the first time. If, as happens, there is a series of paintings con-
taining such and such a material, it is as though the encounter was extended into a
visit on the part of the stranger (who is divine). (In this way societies uninformed
by artists coagulate their experiences into modes of communication in order to
make mistakes.) Shortly the stranger leaves, leaving the door open.

Having made the empty canvases (A canvas is never empty.), Rauschenberg
became the giver of gifts. Gifts, unexpected and unnecessary, are ways of saying
Yes to how it is, a holiday. The gifts he gives are not picked up in distant lands but
are things we already have (with exceptions, of course: I needed a goat and the
other stuffed birds, since I don't have any, and I needed an attic in order to go
through the family things [since we moved away, the relatives write to say: Do you
still want them?]), and so we are converted to the enjoyment of our possessions.
Converted from what? From wanting what we don’t have, art as pained struggle.
Setting out one day for a birthday party, I noticed the streets were full of presents.
Were he saying something in particular, he would have to focus the painting; as it
is he simply focuses himself, and everything, a pair of socks, is appropriate, appro-
priate to poetry, a poetry of infinite possibilitics. It did not occur to me to ask him
why he chose Dante as a project for illustration. Perhaps it is because we’ve had
it around so long so close to us without bothering to put it to use, which becomes its
meaning. It involved a stay in Florida and at night, looking for help, a walk through
land infested with rattlesnakes. Also slipping on a pier, gashing his shin, hanging,
his foot caught, not calling for help. The technique consists in having a plan: Lay

ON ROBERT RAUSCHENBERG, ARTIST, AND HIS WORK/IOi.
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working?
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Qut stretclier on fleor maten markings end oin. fliree stretchers with the canvas on

'

them no doubt already stretched. Fulfilling this plan put the canvas in direct contact
with the floor, the ground thereby activated. This is pure conjecture on my part but
would work. \More important is to know exactly the size of the door and techniques
for getting a canvas out of the studio. (Combines don't roll up.) Anything beyond
that size must be suitably segmented. ;

I remember the show of the black paintings in North Carolina. Quickly! They
have become masterpicces.

Is it true that anything can be changed, seen in any light, and is not destroyed
by the action of shadows? Then you won'’t mind when I interrupt you while you're
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The message changes in the combine-drawings, made with pencil, water color,
and photographic transfer: (a) the work is donc on a table, not on a wall; (b) there
is no oil paint; (c¢) because of a 4 b, no dripping holds the surface in one plane;
(d) there is not always the joining of rectangles since when there is, it acts as remi-
niscence of stretchers; (e) the outlines appear vague as in water or air (our feet are
off the ground); (f) I imagine being upside down; (g) the pencil lines scan the
images transferred from photographs; (h) it seems like many television sets work-
ing simultaneously all tuned differently. How to respond to this message? (And I
remember the one in Dante with the outline of the toes of his foot above, the
changed position and another message, the paper absorbing the color and spread-
ing it through its wet tissues.) He has removed the why of asking why and you can
read it at home or in a library. ( These others are poems too.) Perhaps because of
the change in gravity (Monument 1958), the project arose of illustrating a book.
(A book can be read at a table; did it fall on the floor?) As for me, I'm not so
inclined to read poetry as I am one way or another to get myself a television set,
sitting up nights looking.

Perhaps after all there is no message. In that case one is saved the trouble of
having to reply. As the lady said, “Well, if it isn't art, then I like it.” Some (a) were
made to hang on a wall, others (b) to be in a room, still others (a 4 b).

By now we must have gotten the message. It couldn’t have been more explicit.
Do you understand this idea?: Painting relates to both art and life. Neither can be
made. (I try to act in that gap between the two.) The nothingness in between is
where for no reason at all every practical thing that one actually takes the time to
do so stirs up the dregs that they're no longer sitting as we thought on the bottom.
All you need do is stretch canvas, make markings, and join. You have then turned on

ON ROBERT RAUSCHENBERG, ARTIST, AND HIS WORK/\OS
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the switch that distinguishes man, his ability to change his mind: If you do not
change your mind about something when you confront a picture you have not scen
before, you are cither a stubbormn fool or the painting is not very good. Is there any
need before we go to bed to recite the history of the changes and will we in that
bed be murdered? And how will our dreams, if we manage to go to sleep, suggest
the next practical step? Which would you say it was: wild, or elegant, and why?
Now as I come to the end of my rope, I noticed the color is incredibly beautiful. And
that embossed box.

I am trying to check my habits of sceing, to counter them for the sake of greater
freshness. I am trying to be unfamiliar with what I'm doing.

(I cannot remember the name of the device made of glass which has inside it
a delicately balanced mechanism which revolves in response to infrared rays.)
Rauschenberg made a painting combining in it two of these devices. The painting
was excited when anybody came near it. Belonging to friends in the country, it was
destroyed by a cat. If he takes a subject, what does he take? And what does he
combine with it, once he's put it in place? It's like looking out a window. (But our
windows have become electronic: everything moves through the pointvhere our
vision is focused; wait long enough and you'll get the Asiatic panoply.) Poetry is
free-wheeling. You get its impact by thumbing through any of the mass media. The
last time I saw him, Rauschenberg showed me a combine-drawing, and while I was
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d instead of hearing (I was looking) T just got the
aphical drawing. A sclf-portrait with mul-
en to the white painting, the one
all four of equal size. Into this,

looking he was speaking an
general idea that this was an autobiogr
tiplicity and the largest unobstructed area giv
made of four stretchers, two above, two below,
structure and all, anything goes. The structure was not the point. But it was prac-
tical: you could actually see that cverything was happening without anything’s
being donc. Before such emptiness, you just wait to see what you will see. Is
Rauschenberg’s mind then empty, the way the white canvases are? Does that mean
whatever enters it has room? (In, of course, the gap between art and life.) And
since his eyes are connected to his mind, he can sec what he looks at because his
head is clear, uncluttered? That must be the case, for only in a mind (twentieth)
that had room for it could Dante (thirteenth-fourteenth) have come in and gone
out. What next? The one with the box changed by the people who look at it.

What do images do? Do they illustratc? (It was a New Year's Eve party in the
country and one of them had written a philosophical book and was searching for a
picture that would illustrate a particular point but was having difficulty. Another
was knitting, following the rules from a book she had in front of her. The rest were
talking, trying to be helpful. The suggestion was made that the picture in the
knitting book would illustrate the point. On examination it was found that every-
thing on the page was relevant, including the number.) But do we not already
have too much to look at? (Generosity.) Left to mysclf, I would be perfectly con-
tented with black pictures, providing Rauschenberg had painted them. (I had one,
but unfortunately the new room has a slanting ceiling and besides the wall isn't
Jong enough for it. These arc the problems that have no solution, such as the suit
wearing out.) But going along, I sec I'm changing: color’s not so bad after all. (I
must have been annoyed by the games of balance and what-not they played with
it.) One of the simplest ideas we get is the one we get when somcone is weeping.
Duchamp was in a rocking chair. I was weeping. Years Jater but in the same part
of town and for more or less the same reason, Rauschenberg was weeping.
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(The white paintings caught whatever fell on them; why did I not look at
them with my magnifying glass? Only because I didn't yet have one® Do vou agree
with the statement: After all, nature is better than art?) \Where does beauty begin
and where docs it end? Where it ends is where the artist begins. In this way we
get our navigation done for us. If you hear that Rauschenberg has painted a new
painting, the wisest thing to do is to drop everything and manage one way or
another to see it. That's how to learn the way to use your eyes, sunup the next
day. If I were teaching, would I say Caution Watch Your Step or Throw yourself
in where the fish are thickest? Of course, there are objects. Who said there weren't?
The thing is, we get the point more quickly when we realize it is we lookinig
rather than that we may not be seeing it. (Why do all the people who are not
artists scem to be more intelligent?) And object is fact, not symbol. If any thinking
Is going to take place, it has to come out from inside the Mason jar which is sus-
pended in Talisman, or from the center of the rose (is it red?) or the eyes of the
pitcher (looks like something out of a movie) or—the farther one goes in this
direction the more one sees nothing is in the foreground: each minute point is at
the center. Did this happen by means of rectangles (the picture is “cut” through
the middle)? Or would it happen given this point of view? Not ideas but facts.

. . . . . . . . . . . . . . . . . . . . . . . . . . . . .

M. C. Richards and David Tudor invited several friends to dinner. I was there and it was a p'leasure.
After dinner we were sitting around talking. David Tudor began doing some paper work in a comer,
perhaps something to do with music, though I'm not sure. After a while there was a pause in the con-
versation, and someone said to David Tudor, “Why don't you join the party?” He said, “I haven't left it.
This is how I keep you entertained.”
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