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Theater Rally Log

Friday, April 16: Kickogf press party at Rauschenberg's studio.

About fifteen people, of whom only three or four press (Leonard ‘L,/%wm’“ib
Lyons, Jill Johnston, someone from Times, and me). Wife of onme (Tr>

dancer suckling a baby. Steve running elevator. Yvonne Rainer

silent and barbaric, Robert Morris glum as always. Very quiet,

well behaved atmosphere.

Bob talked about his dance, preseatly called 'Centerpiece'" -- the
name will be changed, though, because it's getting too long. A
dance with fifteen turtles, each of which will have a flashlight
strapped to his carapace. Tried it out last night, "and it was
beautiful." What's to prevent turtles from remaining motionless?
"They don't., After about two minutes they start to move, even

if you've just waked them up." Will also use three and perhaps
four girl dancers to do a "Bride's trio," in same dance. One
turtle housed in cardboard box at other end of studio.

Alan Solomon discussed the origin of the project. '"Boli and Steve
wanted to do an dance performance, and they asked me if I would
help. I said sure, Then, as we got thinking, we found that there
was a lot of interest in starting up the Happenings movemend

again., Biamsx@idemkexy The Happenings had sort of deteriorated
when the second team took them over, and the movement petered out.
Now Claes Oldenburg, who hadn't done a New York Happening for

three years, was interested in doing something, agd Sp was dxmxzx
Jimmy Dine, who hadn't done one in five years. sMdEentyx realized
that the Judson dance activities, which had more or less taken the
place of Happenings for the last few years, and which have been
about the most interesting part of the scene, were directly related
to the Happenings movement, and this gave us the idea of bringing
the two things together."

Sobomon is definitely running the show, deciding who'll be in it
and who won't. According to Oldenburg, Jim Rosenquist wanted to
do a Happening but Solomon didn't want him §Solomon denies this).

Oldenburg told me about his plan: He wanted to use a swimming pool,
to begin with. '"You know, the surface is like a painting, and you
can use the water itself like sculpture.," He made a deal with the
Al Roon Health Club, which isn't doing too well, to rent their
premises on West 74th Street for two nights. To prepare himself,
he's enrolled in a health course there to get the feel of things.
One of his problems is material. '"You're limited in what you can
use with a pool, which takes a week to drain and fill again =-- you
can't use anything like paint that will come off, and you've got to
be careful about dirt.'" Plastic materials, clean surfaces, and bodies
is what he'll work with., Plans to use people around town 'whose
faces I like, or ragher think I can work with,'" maybe also some
regular Al Roon patrons. Pat, his wife, told me she was a poor
swimmer, but that didn't matter. ''We'il have some who are good
swimmers and some who afen't, and some who are terrified of the
water." Invited me to come over and see their new loft on 14th St.
and First Ave. Rivers has studio above(''He walks on my head").

Whiéman, in dark glasses, spoke of gproblem about his Happening. He
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wants to show a film that could conceivably disturb the authorities.
Why, asked Bob. '"Well, they might consider it obscene.' Aftéer a lot
of coaxing, Whitman told why: '"It shows people using the bathroom.
What the toilet sees." We agreed that this might conceivably be
considered obscrne, and that the authorities might confiscate film
and projectors. The solution, we thought, would be to kave on hand
a lot of projectors and a lot of prints of the film.

Jim Dine wasn't there,

One more point about Oldenburg: He said that the recently published
book on the Happenings, by Michael Kirby, had some things in it he
liked and some other things he didn't. The main point, though, was
that the book wiped out all the old Happenings, so you didn't have
to think about them any more and could go on as though they didn't
exist., Kirby, according to a prearranged plan, did not attend
single Happening; he wanted to keep his objectivity pure(hmﬁUfihf:)
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MISCELLANEOUS INFO

The Rally hoped to sell 600 subscriptions. }} ioﬁp,abo‘ /260. Single
performance "contributions® helped a little buéL%bilﬁéiig' Nancy Fish

rented 200 chairs, of which they're putting out only 100 each night.

(Ask both &lan and Steve about the audience: who they planned to reach,
why they didn't do so, does it really differ from Judson regulars?)

Sgeve: "It was a different audience from the beginning. You get a
different audience just by moving to a different location. But then
too, some of the Judson people were upset by the whole idea, they
didn't like the subscription business. I thought our audiences were
rather good on the whole. As for what the Rally achieved, we won't
know that for a long time. I'm still finding out now about the
repercussions of the Surplus last year."

Bob: Left no doubt zhkatzkke about one result of the Rally: The

Judson Dance Theater no longer exists. Yvonne, Morris and probably

Lucinda Childs were uncooperative, axe did not see Rally as a once-
in-a-lifetime opportunity (as Bob dia), and are now more interested

in pursuing their own careers independently. "I suppose you reach

a point where you say, 'I shouldn't have to mop the floor any more,

somebody should do that for me.' The new nucleus is RR,Steve, and the Hays.

"We coula go on a world tour right now. People all over the world
are very interested in what we've been doing, and we could get bookings
in London, in Stockholm, in Tokyo, all over, '

Alan: "Was it a success? I don't know., I think it will be thought
of as a success because it will become legendary. But I wasn't at all
happy about what happened. I wanted it to be historical and retro-
spective -- bringing this new work to people's attention in the same
way I brought Bob's work to their attention at the Jewish Museum, so
that evendig, hey hig.seggsi%hbe Oﬁg,%g would strike them in a new
way. T ﬂxgnx thin % EyxXshanix ﬁave presented new work, and I felt
the Judson dancers shouldn't have appeared in other programs for a
month or so before.'" Alan was particularly incensed by the Rainer-Morris
notoreity, stemming from their nude dance in Buffalo (repeated at
Judson) -- "I don't care what they say, when you do something like
that, something that gets written about in Life and Time and causes

a sensation, you're responsible for what happens."

Alan feels the Dine Happening was the best thing in the whole series,
and that it was rcally new and disturbing. "And that's always the
case with everything Jimmy does -- it's always new and disturbing.'

What bothered Alan most about the whole thing, he says, was the

"absolkutely gratuitous' slap by John Wilcock in the Village Voice
(May 20th issue). Wilcock said in h‘sfcoluTni.The Village Square:
",..Happenings -- the best hope for égzggggxingﬁg theater -- are
now being institutionalized by Alan Solomon in a series that is

presenting them with all the dull trappings of formal theater."
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Monday, May 10th - Rehearsal at TV Studio

Carolyn Brown rehearsing "Balloon.'" Set is the second 30 foot
meteorological balloon so far -- the first broke. They take 24 hours
to inflate (using vacuum cleaner), have to be inflated by stages. She
now has four on hand in case of breakage, still doesn't know whether
they'll be able to preserve one from one dance to the next. She saw
an ad for one in the back pages of the sports section of NYT two years
ago, has been thinking about the dance ever since. (Carolyn used to .
make dances all the time -- even did The Brothers Karamazov once -- but
for last ten years with Merce she's been too busy; mmx during last
Japan tour, though, she saw Steve "messing around,'" doing acrobatics
she hadn't knowr” he could do, and told him she wanted to make a dance
for him., He reminded her of the promise when the Rally came upe. She
picked Barbara Lyogd from the company beccause she has a lovely, feminine
quglity -- it is a romantic dance). Solomon waited until Carol wasn't
looking, popped a paper bag -- it worked. The run-through went

fairly well, although Steve seemed a bit out of practice and wobbly

in spots. But movie projection onxmakk balloon didn't work -- blew

a fuse. "I guess I'll just never be able to see the film," said Carol.

Throughout the dance, there was the sound of something being wound up.
This tufned out to be Bob R. and his son Chris, winding the 35 alarm
clocks he had just bought from S. Klein. It seems that Bob's tape
recorder got broken, and that he has improvised new sound for his
piece: 35 clocks ticking away in a bushel basket, which Chris will
carry slowly through the %ﬂg%ﬁ“ eiﬂghgn %hecgride% come out, you

start walking slowly down @srexdXxs exwxgg the basﬁeg, thwr but don't
establish a pattern...'"). Solomon: "How many clocks does it take
to make that poise?" RR: "Thirty-five., Although I couldn't swear
to xkax it that if you took one away it wouldn't make more or less

S n ; n i -
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RR also produced large iam commercial laundry hamper coaj\‘gigxg.ggﬂg‘,)

15 turtles. Mostly somnolent. Rented from Trefflidldg, ror
month ('"You can't hardly do better than that.'") RR telling Chris
how to set them out: '"Take your time, don't rush, just do it
efficiently."

Audience, which had been rapt for Carolyn's piecefiywas just as rapt
for the Lucinda Childs piece with sponges 'and a bag on the foot.
Cindy iS the strangest of the lot. A tall, rangy girl in tight
jeans and red sweater; expression always a triflg angry¢ never
smiles, and doesn't seem to mix much with the others. Her pieces
are unlike anyone's, and closer to madness.

Yvonne's piece with obstacle course -- somewhat dangerous looking.
Carolyn: "It's so funny, all this comes from Merce's 'Theater Piece,'
but Merce himself never comes to see them because these things bore
him to death. 1In Merce's piece everything was scored down to the last
second, but the score was so complex that when we did it at the Theatre
de Lys it broke down and everybody just improvised. Just what they're
doing now.

As I left, Alex Hay was coming down the pole with silver suit and tape
recorder, and Judy Dunn was teaching Barbara L¥oyd and Trisha Brown
how to tap dance.
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Tuesday May 11 - Judson II Opening

Balloon incredibly beautiful. Larle's elecgronic score ('ﬂkas{£2;>
superb. The dancers reflected in the balloon, receding as they
came forward on stage and vice versa. Both danced marvellously,
and soundlessly. Very romantic, somehow joyous, against newsreel
shots of Johnson, White House, crowds, main events of 1963-64.

But at the end, the applause was not spectacular, merely adequate.

Carnation the same as in rehearsal. Childs in light blue jeans
(Steve had been in tight tan ones) and same red sweater. Quick
gggrv movements provoked nervous giggles. Her dirty feet. Cameras
snapping and whirring, but no other sound from audience. Applause
at close at lcast equdlled that for Carolyn's piece.

Alan Solomon taking movies throughout, with large Arre¢flex on back.
"We finally got the New York Times,'" he said, pointing toward a
photographer on other side.

Room Service began with an innovation -- the dropping of two ropes
from the flied, which had previously been done long in advance, became
the first event. Yvonne s group on first, in purple blouses. Then
Lucinda Childs' in green, then Alex's in cerise. Drapes pulled back,
Props: Scaffolds, ladde¢r, planks, tables, chairs, huge truck tires,
bedsprings, ropes. The third girl in Yvonne's group kept getting

imto trouble wiath the props -- crashing into ladder, having table
collapse under her: very funny. Occasional shouts, gmunts, ahd
commands repeated by others: !"Careful how you put £t down now'"

"Let's pick them up as a unit,.. Let's pick them up with two g£ingers."
Toward the end (oi this long piece), Yvonne began to look almost

happy for the first time in my recollection. Lucinda did not.

The real crowd pleaser was Alex and his groupe.

Applause rather laght.

Get Yvonne to commgnt opﬂa'mount of 1mpr v1sat1nn what ﬁhz‘lpt cons:asbts/
] rowi = 2 o

oL e i et G S

Leadville began with another accident - the take-up spool on his

tape recorder fell out as he started to ocXimk slidé down pole, and

for rest of piece the tape spilled out on floor, Very eerie feeling,

Alex all silver (even hair), slow movements, strange ticking sounds

from recorder punctuated by voice saying '"That's éne...that's two..."

Once down and starting forwgrd, tape voice said "I...wish...I...wasS...

a,..mé#antain,..I wishe..I...was...a...mesa.'" Alex moving very

laboriously, bending, crouching, jumping in time to sound of crash

on tapc. Then into '"Red Roses for a Blue Lady" with ballroom dance

movements, and from that into sounds of gunfire with Hay slowly

going prone, while the tape unrolled behind him afd glittered in the

light. He ended a few feet from the audience, and lights dimmed.

Biggest applause by far, shouts of "Bravo!'" Someone came out with
flashlight and helped him gather up tape, but no effort madc to save it.

Spring Training started off well, with Chrisg pulling out turtle hamper
and setting out turtles one by one. The first one had his head all

the way out and started immediately for the side curtain. Several
others began moving right away. Laughter from audience becoming
general. Then a disappointment -- Chris came out and picked them up
again, all except one whose light he's forgotten to turn on, and which
stayed near the curtain and stage right throughout the performance.
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Judson II (cont)

RR solo a sprry comedown. He appeared in sport shirt over white jockey
shorts (very popular with Judson, as with Once Group) and did a slow
sidle across stage, wiggling toes and gingers. Halfway across, the
Borneo version of My Darling Clemtine sxaxkes played, followed by
bagpipes. @Ettimg Then silence, while he does other Xxkiwgs small
things. Znter Steve -- more awkward and ungainly movements. Brides
appear with boxes of Saltines. RR and Steve alternate carry, then
off., Brides dance, aftcr handing Saltines to audience, which un-
hesitatingly eats them and passes them on (a well-trained crowd) .
Chris' clock walk is unnoticell. Debbie Hay comes out in black
leotard with sExxER harness for screen abéve her head, on which

RR projects kodachrome slides (Empire State Bldg, canned goods, etc).
Debbie then outs on a wide grin and does a tap dance a la Rockette,
which gets a big hand. Steve out again with tin can strapped to one
knee, does a long and uninteresting dance while Chris tears paBes
from phone book (amplified). During this, the long turtle at stage
right puts his head out and starts moving again, toward exit. Finale
is Bob in white dinner jacket, strapping pail to his waits so it
hangs between legs, puomring in water, from kettlle which makes thick
clouds of steam bubble out (dry icef), while he stands in a sort of
hula position making tiny movements with hands.

Applause satisfactory, and one or two '"Bravos.'!" But soon after, RR
emerges and says '"It was too long. What do you do when you're out
there and you realize it's much too long?" But very happy about
the turtles being such troopers. ''They were saving it all for the
performance, They don't have very much, so they saved it.'

RR's piece had no continuity -- entirely separate activities. His
best ideas were all involved with decor and costume -- what he used
to do with Merce. No presence on stage, nothing to compare with
Alex Hay's.

asd V\QVTi\ 7
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zabeth Novick.

Alex Hay in Rauschenberg’s Pelican—*pure visual comedy.”
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DAEDALUS AT THE ROLLERDROME

By ERICA ABEEL

their shells, a tap dancer, a tele-
phone book, a pail and mop, a tin
can, a bucket of dry ice, a kettle of hot
water, three brides, three alarm clocks,
a Kennedy flag, a pair of stilts, a
watermelon, some eggs. The inventory
of a lunatic going off to camp? No,
the ingredients of a dance by Robert
Rauschenberg.
A dance? Well, not exactly.
Happenings or storyless skits or per-
formed metaphors stopped happening
back in the winter of 1961. Dance,
meanwhile, is beginning to look like
concerted madness. Alwin Nikolais’s
electronic animal farm was assuming a
classic patina when suddenly there are
these naked people walking the plank,
and others, dressed, heaving mattresses
and running and skipping and bark-
ing and hopping. Artists, entre temps,
are hamessing sound and movement.
Rauschenberg’s sculptures move (I
wasn't able to see the waterfall piece
in his recent show because someone

SR/ August 28, 1965

TURTLES with flashlights taped to

threw something nasty into it and they
were cleaning it out with soapsuds the
day I went) and play radio-collages;
Tinguely’s are wired for action. Art is
looking as if it wants to be theater. And
dancers of the Judson Church persua-
sion are saying “Glory be, even Merce
Cunningham is stymied by Tradition
and the rest of dance is really animated
psychology and literature — expressive!
Nix! Let’s re-invent dance!”

And the whole thing starts coming
together. The painters start making
dance-collages and the dancers moving
art and theyre all mixed up together
(except that the dancers look good and
the artists look a little klutzy). Happen-
ings hover near sawing inspirational
fiddles, borrow from them the notion
of unreadable metaphors and strict in-
terchangeableness of sequence. But the
new baby needs a name. Alan Solomon
(formerly director of the Jewish Mu-
seum) and dancer Steve Paxton coin
Theater Piece as a working appellation
and co-produce the First New York
Theater Rally in a deserted TV studio
on Broadway and Eighty-first Street.

Theater is what the Theater Pieces
have in common, whether they be
subdivided provisionally into Dance
Concerts or Happenings (a term emas-
culated by mass vulgarization; feed the
public easy formulas like Pop, Op, and
Magog and you’ve got cocktail party
yammer and fashion spreads galore and
that’s where it ends). Not theater as it
is traditionally understood: beginning,
middle, end; plot; climax; Meaning-
Message. Nor the theater typified by
Tonesco’s The New Tenant, whose en-
tire action consists of moving men
crowding so much furniture into the
new apartment that the tenant, at the
end, is dispossessed by his possessions.
But theater understood simply as a
work projected in time. For all their
oddity, the antics of The New Tenant
still comprise a single, coherent action,
while the Theater Piece tends to elimi-
nate logical sequence or literary shape,
building up images that dodge verbali-
zation.

The departure from dance is equally
radical. “Modern dance” has come to
denote a theater of movement-vocabu-

51
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lary used as a kinetic equivalent of
storytelling. With some notable excep-
tions, few significant dancers working
today have broken out of Martha’s
magic circle of great mythic bitches,
heroes, and saints. Movements “mean
something”: a tum is the release of
pent-up joy; staccato, angular gestures
express anguish; stillness is contempla-
tion or the marshaling of inner re-
sources; and so on. Movement in the
new idiom is meant to be taken for
itself—it eschews interpretation or insists
on one beyond the Angst pleasure syn-
drome of Graham’s theater. But new
dance is not exclusive and tenet-shout-
ing: it is a little like a friendly old dog
judging everything worth a sniff. Fun-
nily enough, ballet is closer to the spirit
of the Theater Piece than modern dance
because ballet deals with human geo-
metrics which are non-expressionistic
although they may be used, arbitrarily,
to tell stories about wraiths and moors.

The Theater Piece has something for
almost everyone. Carolyn Brown’s
Balloon, a pleasant, lyrical vieux-jeu
boy-girl piece includes only a soupgon
of avant-garde: a mammoth meteorolog-
ical balloon against which is projected
random newsreel footage. Alex Hay’s
Leadville goes all out for Weirdsville,
This fella got up in a silver jump suit is
coming down this pole, coming down
from God-knows-where to say hello
to us earthlings, A tape recorder har-
nessed to his back is playing electronic
cricket music. When he gets down
to the floor he starts coming closer,
friendly—he’s smiling, sort of—and trail-
ing lots of wires behind him. “I wish,”—
very slowly—“I wish”—Big Wait—“I was
amountain.” Then his box starts playing
a big-band number and he’s really
friendly now, wooing us with music,
stretching his arms toward us in pre-
hensile gestures like an idiot barker but
it’s getting hoirible because his box isn’t
rewinding its tapes; they’re spewing out
all over the place, like his guts. Now
he’s lying down. The tape is all out on
the floor. No. wait, There’s more. A noise
like Tommy guns.

“Well,” sighs my neighbor, “Swan
Lake it ain’t.” Swan, swans . . . “The
Dying Swan,” that’s it! Singing sweetly
(the big band) before it dies, The swan
song of man in the machine agel “An
image for the muscle-bound spirit,”
offers someone in the lobby. The box is
everything and Hays its vestigial foot.”
“Wrong, both of you,” Hays might re-
tort from the catwalk. “Like don’t trans-
late, man, just dig.” Read it any way you
like, or not at all. The most revolutionary
aspect of the Theater Piece is its creation
of undecipherable, nonverbalizable met-
aphors—that may or may not work.
Overly private caterwauling or too
amorphous a structure will create mini-
mal impact and maximal boredom,

52

—Elizabeth Novick.

Robert Morris in Site—
“enigmatic . . . glacial.”

Yvonne Rainer’s capacious, free-rang-
ing Room Service invites more than a
yawn or two, One lady (probably
drunk) declaimed adenoidally against
Rainer-brand service and was escorted
from the theater by the producer.

I was afflicted, after the first half-hour
or so of Room Service, with a creeping
ennui originating somewhere in the
neighborhood of the lumbar vertebrae.
The Theater Piece, however, will induce
you to re-experience the state of bore-
dom, plumb its riches (they’re there),
and cope. Rediscover the child’s resource-
fulness, twist and tum in your chair,
find something else. The drunk lady
found vocal release; I ate candies and
discovered suddenly, that the stage was
bigger than I'd suspected, that we, be-
ing bored or not, the Channel 13 man
wielding his apparatus, Susan Sontag on
the floor in shades, were part of the ac-
tion and possibly as valuable to the work
as the chair-pummeling on stage.

Theater Pieces like furniture. The
Yvonne Rainer signature is the mattress,
punched, dragged, and heaved (dust al-
lergics beware). Graham uses objects,
too, but they function as scenic elements
of the psychodrama: Noguchi’s Freudian
props evoke wombs and tombs, and
ramps tunnel recesses into the nether
regions of the mind. Rainer furniture is
nonsymbolic. But humble objects, reas-
similated into the artist’s “found” and
fabricated (both elements coexist) en-

5056

vironment, assume new proportions.
Room Service has teams of moving
men calmly encumbering the stage, in
a remotely utilitarian spirit, with oil
drums, tires, scaffolding, tables, chairs,
and the ubiquitous mattress. At the
same time teams of dancers in jerkins
bedevil the moving men by playing
follow-the-leader in and out of the
jungle of furniture, simultaneously ridi-
culing the utilitarian handling of ob-
jects and participating along with the
movers in some broader, undecipher-
able “game.” The two teams’ objectives
(play plus setting up the stage with
furniture) become interlocked so that
the teams flip identities in mid-air: who
is gaming, the moving team or the dance
team? And what are tables, anyway? To
up-end or to eat off? And you don’t see
your kitchen table any more, but this
funny thing-with-four-legs! Rolling tires
carom off a spectator’s knees. “Don’t hit
any important people,” cautions a mov-
ing man. There’s audial furniture, too,
the sound-collage of the urban scene:
motors gunning, exhausts, WABC Good
Guys, Musak, planes, assorted blips.
The score of Robert Monis’s Site con-
sists of the purest distillation of city
noises, the Great Hum.

Site is glacial and enigmatic, one
of the “cool” pieces in the Rally, accord-
ing to producer Solomon; Dreams, a
parade of painter Jim Dine’s hang-ups,
is “hot” and soul-scorching, What is
Site about? Bad question, These works
aren’t necessarily “about” anything,
Morris masked with a replica of his own
face (created by Jasper Johns), removes,
rearranges, and balances white screens

. and discloses the naked, reclining
form of “Nana,” née Carolee Schneeman.
He then resumes his screen play. Site
is Morris’s private site and the piece
looks like cinéma vérité, like it’s not even
being performed and you half expect
him to look up and say, “What the Hell
are you doing here?” but it produces its
own soft-pedal resonance, from very far
away in time-space like a dream you had
last year. Its tension stems from the jux-
taposition of two events (naked lady plus
masked Morris with screens) that are
trying to shape up before your eyes,
trying to jell into a unified statement—
and don’t. Its use of nudity suggests the
Emperor’s New Clothes: no one here is
claiming clothes for the lady but the
mantle of art is a little hard to make out.

As performers, Moris, Hay, and
Rauschenberg, all three artists, open up
the whole question of the nondancer
dancing, Tt takes about seven years of
backbreaking labors to transform the
human body into the dancer’s instru-
ment. But the instrument view of the
dancer’s body is apparently obsolete.
The dancer’s body in new dance is not
the instrument, the violin, the song box
producing celestial sounds. The dancer’s

SR/ August 28, 1965
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body is it, the melody, the drama, the
whole story; the dancer’s body is non-
transcending, is not necessarily expres-
sive of something beyond geeky —if
they’re geeky—movements. And if the
performer just happens to have taken
two classes a day, one ballet and one
modern, for ten years, well, so much
the better!

But where has beauty fled> When
modern dance in the Twenties took to
agonizing on the floor in tubular woolies,
people shouted “ug-ily!” But yesterday’s
heresies have become today’s canon for
beauty. The departure from balletic
prettiness is no longer startling (indeed,
ballet has successfully incorporated
some of the dissonances of modern
dance) and the departure of the Theater
Piece from any concern whatever with
esthetic propriety is the new heresy. The
Theater Piece reinstates the human be-
ing—whether or not he looks good doesn’t
much matter to Paxton, who says, sim-
ply, “Im not interested in working with
people I don't like.” Ballanchine, on the
other hand, obliterates the human being
by dismantling his dancers’ bodies, scis-
soring a leg here, an arm there to create
multi-limbed, triple-torsoed, trans-hu-
man designs. The body is reduced to an
element of order in the snowflake but
the design — the design is there. The
Theater Piece discards these vestiges of
decadent estheticism. Is your wife’s
uncle free tonight? Great! He’s on. A
sculptor may have a wonderful way
with a blowtorch but on stage his elbows
are apt to sag (never knew elbows
could), his toes hang, his midvift flap.
A dancer walks; the hip rotates out; the
body hangs plumb to the ground from
the base of the neck like a rabbit lifted
by its ears; an instep ds offered momen-
tarily to the air. A dancer walks across
a stage and we are moved. Do we also
applaud these unkempt bears lumbering
across our path? Well, and why not,
says the new dance. Like pop ait it
forces a scrutiny of the background
furniture of existence, the soup cans,
the neon, and the guy next door in his
undershirt,

“A big con,” mutters one lone, brave
Philistine, But others will agree that the
jokers and the parasites swarming over
the New York cultural pie are redeemed
by a few authentic artists (just one would
suffice), artists who are not, for the
most part, epater-le-bourgeois motivated
and, because already eminently suc-
cessful, not solely in search of publicity,
Rauschenberg elects the right to be a
buffoon, indeed asserts the necessity of
being able to make a fool of himself, a
preoccupation partially explicable by the
fact that as a painter, and distinct from
his works, he was relatively invulner-
able; careening around the stage in roller
skates in Pelican he himself is a lot
more liable to look like a damned fool.

SR/ August 28, 1965

The bravura of Rauschenberg’s stand is
mitigated, though, by the yea-saying,
“in” audiences at avant-garde events,
doting beatifically on any idiocy like
grandma at a high-school variety show.
It is virtually impossible for Rauschen-
berg to make a fool of himself because
his audience, at least in New York, won’t
let him. Buffoonery is a mode available
only to lesser legends.

Traditionally, a dance is a tight, com-
plementary association between dancer,
sets, lighting and music. In Pelican,
Rauschenberg breaks down the distinc-
tion between the scenic element and the
dancer, merging the two in a sort of
locomotive human combine. The dancer
functions as the vital center, generating
a complex wing-and-wheels contraption.

I( NEELING on little carts, Rauschen-
berg and Hay wheel themselves on stage,
floating giant umbrella forms from their
shoulders. They are wearing sweat suits
and roller skates. The pterodactyl wings
stretching away above the men manu-
ally monitoring their ¢hariots, the ball-
bearings hanging perpendicularly to the
composite torso-head-wing  structures
like the retracted feet of the flying rep-
tile, the whole Mesozoic apparition is
pure visual comedy. Scarifying, too.
Rauschenberg’s hybricl monsters gener-
ate in the spectator an esthetic excite-
ment at war with itself, Do you laugh?
Scream? Tear your hair? Chew gum?
As in his paintings (the wings flanking
the coke bottle in “Coca Cola Plan”),
Rauschenberg is fond of uniting unlikely
cohabitants., What could be more spec-
tacularly incongruous than Hay and
Rauschenberg skating Brown in and out
of the poses of the pas de trois? Rausch-
enberg bearing Brown along balanced,
on pointe, on his foot, her head turned
romantically into his shoulder, is a mis-
carried moment from Swan Lake—Prince
Siegfried, all right, but on wheels, and
Odette in a sweat suit.

Unlike some of the painters making
theater, Rauschenberg is not static. He
is fascinated by varieties of motion: the
balletics of sports, flight, and the organs
of flight, turtle locomotion, undulating
smoke. Pelican is a series of games de-
vised to explore the movement quality
afforded by a man propelling himself
along the ground by means of eight
little wheels attached to his feet. Skat-
ing has come off the streets and rinks and
into the theater to claim consideration
as a mode of movement worthy of seri-
ous attention. And it is wonderful to see,
the exaggerated returns from what is
merely a step, the torso pitched forward
from the ankle, the easy flex of the knee,
the dully rumbling wheels bearing theiv
vertical freight. Rauschenberg, it must
be noted, is an excellent skater. He
claims he assigned himself the part be-
cause the dancers he auditioned couldn’t

skate. Swooosh! Feel the nice breeze?
R.R, cross-stepping into the turn—fancy
stuffl—blessing the world with a little
bouquet of coolness.

Rauschenberg is already the master
of the new medium. After a long stint
as scenic designer and lighting technician
for Merce Cunningham’s company, he is
a theatrical pro. He edits. Pelican has
the economy of a spring unwinding, a
duration almost biologically appropriate.
Rauschenberg’s works are earthier, more
accessible than Morris’s trysts with the
void, yet they mever resolve. Seconds
before you're feeling reverential about
some recherché effect—and Rauschen-
berg’s timing is impeccable—he’ll cap a
grotesquerie with a new twist opening
onto still another dimension of strange
hilarity. A painter, he has the dancer’s
instinct for the drama of movement, un-
derstands the poetry of unwonted jux-
tapositions, anneals his works with a
lumor profoundly serious. Rauschenberg
is the type of the new, pan-artist, a little
like Cocteau, based though not in poetry
but in the plastic arts. The Theater Piece
is the elaboration by the new artist of a
new pan-arts form spacious enough to
accommodate his farthest-flung visions.

Rauschenberg is the Theater Piece’s
best bet for a long and happy life. How
Jong, it's too soon to tell. But happy he
makes us, right now—tonight.

It’s a bird, it's a plane, it's Rauschen-
berg and Hay on roller skates zooming
around the Eighty-first Street TV studio
with monster parachutes strapped to
their shoulders! It’s the Pop vision of
of Kitty Hawk! Batman on wheels!
Daedalus at the Rollerdrome! It’s Peli-
can! Whoopee!

—LBlizabeth Novick,

Hay in Leadville—*"swan song
of man in the machine age.”
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How I Became a Dancer

As the second winner of the $30,000 Aspen Award, a worldwide panel of advisors
selected Martha Graham, whose name and work have become synonymous with
modern dance during the last four decades. In the following speech of acceptance
for the award at a convocation in Aspen on July 30, Miss Graham discusses the

background and motivation of her carcer.

By MARTHA GRAHAM

HAT CAN I say? You know, I
Wspeak without notes because I

cannot read and look up and
down, and besides I wear glasses, and
I am very vain. So, the main thing is,
of course, that I can always look into
your faces. That’s what I can do today,
and when I do speak in a theater I al-
ways ask that the lights be up enough
so that I can see the eyes and the faces
of those to whom I'm speaking. After
all, they have made my life—they have
shared in my life and anything that I
have done is a construction really,
helped by many, many, many thousands
of people.

When I was approached by Dr.
[Alvin C.] Ewich in New York, he
asked if he could come to see me. He
came to my apartment and told me of
this honor. I was completely stunned.
I could say mothing. There was one
periodical, which is very famous but
must remain nameless, that asked:
“Well, what did you say when you got
it?” And I said, “I don’t believe I said
anything.” And the man said, “Didn’t
you say ‘whoopee’ or anything like
that?” I said, “No. To begin with, it’s
a word I never use. And in the face of
a sacred honor, such as this is, it would
mean nothing.” Tt is joy, yes, that I
experience but it is also something far
more than that. It's a renewal of a
commitment.

A dancer’s life is a strange one. It is
not one of complete refusal to live life
by any means. Just because I don’t have

children is no reason why the members
of the company can’t have children. And
they do. They have quite a few, now—
twelve or something like that.

People have asked me why I chose
to be a dancer. I did not choose to be
a dancer. I was chosen to be a dancer,
and with that you live all your life.
When any young student asks me, “Do
you think I should be a dancer?” I al-
ways say, If you can ask me that ques-
tion, no! Only if there is just one way
to make life vivid for yourself and for
others should you embark upon such a
career.”

YOU see, to begin with, it takes about
ten years to produce a dancer. That’s
not intermittent training; that’s daily
training. You go step by step by step.
In ten years you'll be dancing—probably
even before that time—but by ten years,
if you are going to be a dancer at all,
you will have mastered the instrument.
You will know the wonders of the hu-
man body, because there is nothing
more wonderful. The next time you look
into the mirror, just look at the way the
ears rest next to your head; look at the
way the hairline grows; think of the little
bones in your wrists; think of the magic
of that foot, comparatively small, upon
which your whole weight rests. It's a
miracle. And the dance in all those areas
is a celebration of that miracle. Some-
times, when it’s very hot, as it was when
I left New York, you see some of these
poor creatures standing at the exercise
bar, sweating—the hairs all down. They
had come in looking lovely, and they

—Berko, dspen, Colo.

McNeil Lowry of the Ford Foundation addressing the convocation at
Aspen. Miss Graham is seated between Robert O. Anderson, donor of the
award (left) and Alvin C. Eurich, president of the Aspen Institute.
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—From “Steichen.”

Martha Graham—in an
early phase of her career.

leave looking rather purified—but in be-
tween it’s very low, very low.

And then, of course, outside your
classroom work, there are two areas
which you have to embark upon. One
is the cultivation of the craft in the
school where you are working. The other
is that something that is—and has to
remain—entirely with you. This is the
cultivation of the being from which
whatever there is to say comes. It just
doesn’t come out of nowhere; it comes
out of great curiosity. It comes out of
a desire to be an image-maker, because
that’s what imagination means. It means
only the ability to make images. But it
means the ability to make those images,
not as dehumanized things but as great
figures. Take Clytemnestra—that angry,
wild, wicked woman. In the ballet that
I do, I take her from the end of the
third play where she asks, after she is in
Hades, “Why do I go dishonored among
the dead? Others have killed, but I go
dishonored among the dead.” And not
until she recognizes the fact that she
killed—not out of why she said she killed,
which was vengeance for the sacrifice
of Iphigenia, her daughter, but out of
lust for Aegisthus, could she become
free to take the branches from Hades
and to move.

It cost me a great deal of effort and
a great deal of time, but every minute
has been treasured. The main thing, of
course, always is the fact that there is
only one of you in the world—just onel
You came from a certain background,
you were born at a certain time—a cer-
tain instant in the history of the world.
And as such, you are unique.

They say every snowfake is different.
I can well believe it. But you are unique,
and if that uniqueness is not fulfilled,
then something has been lost. Ambition
is not enough; necessity is everything.

I have nothing more to say except one
thing. I have always loved St.-John
Perse for giving me this line, which is
in one of his poems: “We have so little
time to be born to this instant.”

Thank you.

SR/ August 28, 1965
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First New Yotk Theater Rally (/,@Q)

Dark Horse was just to make it more interesting. The people in it had
so much fun, trying to keep it a secret, trying to arrange rehearsals
when nobody was lookinge. The Once Group made a surprise appearance —
Bob et co didn't even know they were coming, when all of a sudden a truck
backed up to the rear of the stage, a door opened, and a dog got out.
Sgeve had found out about Dark Horse the day before, but not Alan
Solomon —— who was delighted. Yvonne and Bob lorris booed them, angrily.
Bob had offended Korris by painting a chain and padlock on a backstage
door gray and. the posting a sign-saying "This Is Not a Bob lorris."

’ "Phose times were so EEXX¥k exciting, we were all working together ——

,?

and so harde I think I always like the activity more than the Rimxshed
oduct, but of course the only way you can get to the next activity
is by flnlsh:.nn' the product,"
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First NY Theater Rally (Whitman invu)

Whitman had gone to the "Second Generationft show at the Jewish Museum in

19 , and been so impressed by a small Rtauschenberg collage that he went

to Bob's studio afterwards and bought it (for virtually nothing). Decided
he and Bob :ere going to have a lot to say to one anogher, but didn't really
seef him for the next couple of yearsy, until the Theater Rally. He says
that for Bim the Rally ' as a great professional situation, really well run.
He suspeets that RR financed the whole thinge

RR8s theater pieces were all really like visualizations of his sculpture or
painting — the same sensibility in evidence. "I think the piece he did fof
Nine fvenings transcended that. Some people complained that it wasan't
dynamic enough, but I felt ity Lad % some kind of coherent mystery that
made it more than the sum of the images. I felt the same way about 'Pelican.'
But for me, most of his theater pieces are mainly series of wonderful
images."
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m-|corner of 17th Street and New

ican paintmg a.t the moment.
The jury of selection and
r.|award was composed of Charles
Parkhurst, director of the Balti-
imore Museum of Art, Thomas
'B. Messer,
York's Guggenheim Museum,
and Willis F. Woods, director of
~Ithe Detroit Institute of Arts.
They awarded $1,500 and a

a copper medal to Stephen

Greene, and an honorable men-

tion to Stanley D. Edwards,

a young Ch:eago artist who is
new to the prize circuit.

it-| The Corcoran Gallery, at the

director of New/|!

-Isilver medal to Richard Pou-|:
sette-Dart, $1,000 and a bronze|:
imedal to Gene Davis, §500 and|

York Avenue N.W., is closed
.|Mondays. The exhibition runs
through Sunday, April 18, A re-
riew of the show will appear in
_undays New York Times.
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roadway and 81st Street. |
turtles, who seemed to be
puzzled as the spectators,

of an
Broadcastin

am of dance events presented
. by the First New York Theater
S ORA L N

wo-legged members of the
cast were somewhat livelier
~ than the turtles. The dance rou- ¢
tine called for them to. dive| {8
through tires, slide down}
ropes, make f at the audi-|
ence (it was - dark to see
whether this was reciprocated),
inch solemnly along the floox,
balance boards on their heads
and toss mattresses across the
Yarerto R S §
“Avail Garde Is Present
For the audience, which in-
nt-garde Iumin-

R
even o i by Yvonne Rain
~ through a jungle of props in the dance program of Tirs

Besides the turtles and.
S of brides who ate saltin
lex Hay's one-man psycho-|passed them aut fo
“Leadville,”  drew|the Rauschenberg piece in
Clad completely in sil-|a corny, old-fashione:
; Hay slid down a silver{by Debby Hay (“Pur

-{pole wit silver tape recorder|said a member o
strapped to his back. " appreciatively

i ance by Mr.
young  son,
- imethodically
ohone hook:
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® par-

wiy
the {des of artists
getting involved in uu

the 1lvely new esthetic which

:."y  has - brought . contemporary

- depend more

ogfyé@ a,

that ft introduces radieally -
new and dlfferent sttltudu
A lown‘q form, m&nln‘.

. conventfonal  thea

dance usages. 'l‘hese new at-

~ titudes, for the first time in

the twentieth century, do not
depuui on established ideas
deriving from such famillar
and accepted esthetic sources
as cublsm and  surrealism,
We have reached a point of
~ change without precedent in

aur time.
M Change has y-:;huhﬂy
& problem for the thea-
and the dance. It has al-

& w;yt seemed to me that the

most conservativa and sta-
bilized arts are those which
on social Inter-

ﬂ\’ play; in other words, on larg-

atlons amoj anm-
Cage lll:’ Rauschen-
;, with enough of a hise
ang a mualmuy de-
ned character to justify an
ertaking ke | he !m!y,
h WII

er groups of people, An art-
{5t paints a picture, hands It
‘over to his dealer, wha sells
1t to 3 collector or a musa-
um. This {s a far simpler and
more easlly altered lltuitlon.
for hoth esthetic and economs
ic reasons, than the process
the artist must go through
to reach his public via a play
performance, & symphony
concert, an opera or a ballet,
It is no accldent, therefore,
that our theater, and our or-
chestras are hopelessly
ho'gcd down in elghteenth

to a position
onal yrcnr\\lx\orl\l!l‘zd
~ dn the past few years. Imean

Was there

Alax Bv fo First New York Theater Rally
Wing dee)

century or carller forms,
Tha pllnlu has  become

'per,

cnée, fo Involye the audience
more directly.  The idea 'ql

trae-
dom, to uu Spirit of fnno-
“vation; he can take chances
_or experiment without wor-
_Tying about tha board or the
investors; no one stands over
his shoulder with & caution~
ary frown, For many con-
temporary artists the freas
dom to invent new forms,
new modes of expression, or
even new medla, spilled
over into other aspects of
lifs, into tho other arts, into
films, dance, or whatever,
Empt for those painters
who rvegard their art In the
purest terms, it {s simply no
longer possible for ertists to
Jsolate thelr feelings of open-
ness and apeculative advens
ture sbout thelr creative ace
tlylty from their ways of
thinking about the audlence
for whom they are working,
The willingness of Rauschens
berg, Jasper Johna (never di-
rectly active, but a major
source of {deas for the young-
er generation), and John
Cage to foreclose the rules,
tha glven and accepted con-
ditlons, in favor of any other
possibilitics became the ba-
5ls, pretty much, of the new
esthetle. It was not a mat-
ter of denying form and or-
der, of protest. Instead, it
was an attempt to find new,
more appropriate forms and
orders, to enlarge experi-

‘Dance Programs

NEW YORK cITY
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Mglllu k"lil

Slldll
5 v 8

MOISEY
Gar JG
A o puney
.:mn
Fif

Kin%mm xulo-uur,. Thiter 4 81
pr&%om mm I':llui K

ﬁ. -IV:SCMIM “l'l

=0n the Hili

e 31 sali
i uk‘a o Sear Solllude)

Lo Dlszan
eml!-v Bavarian

HW 1 'k
nm'n ates et Viniamns

Ballet Arts Company—Tesca,
FOLK DANCING
""A;‘...?‘%“' "l it ¥1"' "

the -

ment itself follows loglcally
Arom such a position, >

Allan  Kaprow picked up
this idea, and together with
Oldenburg, Dine, Whitman
And others, developed a new
kind of theater which they:
called “Happenings.” These
Wwere enyironmental perform-
Ances in which the artists
particlpated personally, fi-
nally coming Into direct and
total contact with their au-
dience, To theater people, this
“new theater would seem
cruda and formless; however,
it operates out of indiffer-
ence to the institutions of tha
theater, not out of {gnorance

behind i)

Cage-
Rauschenberg-Johns Hlp-
penings way
ferad an antldots to the rie
gldity of existing conditlons,

It led to a variety of inter

esting innovations like the
;Jle of game rules, or. th

of them. These no
longer  seem tpproprhte.
they have been displaced by

Lmt
h-mw-.nb spoken texts. Tha
very notlon of danca itself

more
Tha theater has always been
A placa to watoh & story be-
ing told, Here it becomes =

place to xea peopla and ob-

Jeots in  unexpented, often
non-rational, conditions and
behavior which challenge our
Accepted {deas about ours
selves, our lives, our environ-
ment. Objects have becoma
extremely important in the
new theater, equal to people,
o that a chair or a plece of [
ropa might supply the moti-
vation for the behayior of
the performers,

Spirlt

touched & group of the
younger = dancers, including
some of those assoclated with
the Judson Church, and some
of those reluting in one way
or another to Merce Cun
ningham  (and  Cage
Rauschenberg). For these
dancérs, among them Judif
Dunn, Yyonna Ralner, Del

 orah Hay, Lucinda Childs and
- Steve Paxton, the fresh atf

fudes  of the Happening:

~ helped to polnt & way out of
thoir own d"!m’ﬂlvm' formp
'u; the dance plece have come

lu-sal)' from outside the art
itself, One Kind of dance
its form from the mu-

Something of this spirit

€ darcera have
ditional training, much of
what oceurs has little to do
with mwmutln lc!lviw
the old sense.
The Happenlngs clnk-d'
¢ temporarily In Naw York

in the pas!
to the ')wolnt that I bel(ag’luli

has become one of the most |

Hll’ enings. Ding o)
gy‘dlsf.lncuy' :o.nn‘: # lﬂﬂk‘

make lt unyosslb[u sepa-
‘Tate the efforts of ihe art-
| 1sts hey

of thinking of-
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1st THEATER RAILY: NEW YORK

May 1965

Steve Paxton and Alan Solomon will present 1lst Theater Rally:

New York, a series of six events to take place for a subscription
membership audience of six hundred people in various locatidns
here during the month of Maye. The events will be a theater

piece by Jim Dine, m‘;bg_pgenipg_si,_» one by Claes Oldenburg

in a swimming pool, and one by Bob Thitman, and three dance
concerts including the work of Carolyn Brown, Trisha Brown,
Lucinda Childs, Judith Dunn, David Gordon,, Alex & Deborah Hay,

Tony Holder, Robert Morris, Yvonne Rainer, Bob Rauschenberg,

and Joseph Schlicter. Because of the intimate nature of the .
pileces, they will be performed for a limited aix dience. To
——r

accomodate the subscription membership, each event will be
repeated three or more timese

This first theat er rally has been organized to bring to the

public & new kind of theater vhich has slowly been taking shape

. )

for five years. This theater comes out of the work of certain

e ——————

ertists and certain dancers who have set aside the traditional

THEATER RALLY: NEW YORK, INC. 100 THIRD AVENUE GR=7-0790
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1st THEATER RAILY: NEW YORK
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attitudes and A1 sciplines of the formal theater-in-favor of a

posa.tLon ba sed on their esthetice.

The Rally will also sponsor in May Yhe Once Group of Ann Lrbor,

Michigan at the Judson Memorial Church. One of the most active
| e

musical festivals in America, the Once Festival has for years(w
been one of the few regularly presenting the work of compo sers
Earle Brown, John Cage, Morton Feldman, snd others of the musical
avant-garde. In recent seasons they have begun to work in theater
and this occasion will mark their first non—mﬁsical New York
appearence. Thelir inclusion in the Rally is appropriate as they
are the one group outside of New York which comes close to the
spirit end the position of the local activitye. Their program is
Jointly sponsored by the Judson Dance Theater and will be open

to the public by contribution, not subscription.

The new dance and the new artists! uheater have oeen developing
\_‘

At parallel but independent courses, dispite their sharing certain
commnon attltudes, sources, and talentse. They are both searching
for other means, other ways, away from the given conditions of

the past. Their interest is in chance, in spontanelty, in

exchanging known practlces for any concelvable alternatives.
‘\—___

P e e e s e e

This is not to say that they have given up form and discipline.

Rather, in the search for new forms, new di sciplines, the openess

THEATER RALLY: NEW YORK,INC. 100 THIRD AVENUE GR~
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of their position poses the real test of creative ingenuity -

operating without the reinforcement of reference to familiar

checkpointse. There is no single style advanced here. A pé_z*i}ading
feature is the sense of art as play; this is not a denial of

seriousness, but rather an affirmation of pleasure as a positive

i aconet

principle. Play governs not only the content of what happens

pes————

here to a large extent; it also gives form, since some °£JEE§
pieces substitute the r}lles of game s for other structures.

In this new theater, the distinctions between painters and
dancers in the end seem less significant than certain differences

s

of personality of creative temperament.

' This is the first rally planned in a possible series of other
rallies to take place in subsequent years here and in other
cities. The seale on which it is being produced is appropriate

to the importance of the new asctivities and will bring to the

public for the first time the full force of their energy.

We are certain that the intensity and over-all excitement

generated by these events will make the occasion one of unique

importance.

THEATER RALLY: NEW YORK,INCe 100 THIRD AVENUE GR-7=0790
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Program 1 TV Studio, 8lst Street and Broadway May 1-3, 1965; 8.30 pm

FIRST THEATER RALLY: NEW YORK
Steve Paxton and Alan Solomon

present
Jim Dine's

'"NATURAL HISTORY (THE DREAMS)'"

with

Jim Dine
Nancy Fish James Silvia

Bob Brown

Judith Hidler Joe Raffaele
Colleen Bennet Peter Hujar
Constancia Calderon

NO INTERMISSION

Fkek

STAFF FOR THE FIRST NEW YORK RALLY

Steve Paxton & Alan Solomon: Production Jennifer Tipton: Lighting Design
Nancy Fish: Manager Dick Robbins: Sound Consultant
Toiny Castelli: Production Assistant Bill Mayer: Technical Assistant
Frank Konigsberg: Counsel 2

Fedede
SPONSORS OF THE FIRST NEW YORK RALLY
Robert Rauschenberg

Pocket Theater
Surplus Dance Theater
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Program 2 TV Studio, 8lst Street and Broadway May 5-7, 1965; 8.30 pm

FIRST THEATER RALLY: NEW YORK
Steve Paxton and Alan Solomon
present

Dance Concert I

SITE (1964) by Robert Morris: Robert Morris, Carolee Schneeman

RULEGAME 5 (1964) By Trisha Brown: Walter de Maria, Alex Hay, Steve Paxton,
Bob Rauschenberg, Joe Schlichter

INTERMISSION

RANDOM BREAKFAST (1962) By David Gordon apd—Vaelda——Setterfietd: David Gordon
Valda Setterfield

. The Strip

. Prefabricated Dance 3. The Seasons
. Lemon Hearts Dance

. Happening Section

. Grand Finale (Garlandiana)

PAUSE TO MOVE CHAIRS BACK

VICTORY 14 (1964) by Deborah Hay: Performers: Trisha Brown, Alex Hay, Deborah
Hay, Tony Holder, Barbara Lloyd, Steve
Paxton, Bob Rauschenberg, Dick Robbins

Pullers: Emilio Cruz, Ken Dewey, Peter Hujar,
Al Kurchin, Larry Poons, Norman Pritchard,
Charles Rotmil, Joe Schlichter

Musicians: Philip Cornmer, Nancy Fish, Jennifer
Jaffee, Joe Jones, Alison Knowles, David Lee,
Jackson MacLow, Trudy Pass

ek
STAFF FOR THE FIRST NEW YORK RALLY
Steve Paxton & Alan Solomon: Production Jennifer Tipton: Lighting Design
Nancy Fish: Manager Dick Robbins: Sound Consultant

Toiny Castelli: Production Assistant Bill Mayer: Technical Assistant
Frank Konigsberg: Counsel Jim Hardy: Technical Assistant

dedede
SPONSORS OF THE FIRST NEW YORK RALLY
Robert Rauschenberg

Pocket Theater
Surplus Dance Theater
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Program 3 TV Studio, 8lst and Broadway May 11-13, 1965 8.30 pm

FIRST NEW YORK THEATER RALLY
Steve Paxton and Alan Solomon

present
DANCE CONCERT II

BALLOON (1965) by Carolyn Brown: Barbara Lloyd, Steve Paxton

CARNATION (1964) by Lucinda Childs: Lucinda Childs
INTERMISSION

ROOM SERVICE (1963) by Yvonne Rainer (Originating from a collaboration with
Charles Ross at the Judson Church,
November 1963): First Team: Lucinda
Childs, Marty Greenbaum, Lulu.
Second Team: Alex Hay, Tony Holder,
Alfred Kurchin. Third Team: Yvonne
Rainer, Sally Gross, Carla Blank.

Movers: Al Hansen, Dick Robbins.
INTERMISSION

LEADVILLE (1965) by Alex Hay: Alex Hay
SPRING TRAINING (1965) by Bob Rauschenberg: Trisha Brown, Viola Farber, Deborah
Hay, Barbara Lloyd, Steve Paxton, Bob

Rauschenberg, Christopher Rauschenberg.
Kk

STAFF FOR THE FIRST NEW YORK RALLY

Steven Paxton & Alan Solomon: Production Jennifer Tipton: Lighting Design
Nancy Fish: Manager Dick Robbins: Sound Consultant
Toiny Castelli: Production Assistant Bill Mayer: Technical Assistant
Frank Konigsberg: Counsel Jim Hardy: Technical Assistant

Fedede

SPONSORS OF THE FIRST NEW YORK RALLY
Robert Rauschenberg
Pocket Theater
Surplus Dance Theater
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Program & TV Studio, 8lst Street and Broadway May 14-16, 1965; 8.30 pm

FIRST THEATER RALLY: NEW YORK
Steve Paxton and Alan Solomon

present

Robert Whitman's

"THE NIGHT TIME SKY"

Max Baker Carol Leveritt

Lucinda Childs Mimi Stark

Dan Chotis Joe Schlichter
Joyce Ellin Bert Supree
Nancy Gabor Charlotte Tokayer

Phil Orenstein Joann Wiess

Suzanne de Maria, Lamont Young, Helen Vasey and Steve Vasey assisted with

the production.

NO INTERMISSION

Fedede

STAFF FOR THE FIRST NEW YORK RALLY

Steve Paxton & Alan Solomon: Production Jennifer Tipton: Lighting Design
Nancy Fish: Manager Dick Robbins: Sound Consultant
Toiny Castelli: Production Assistant Bill Meyer: Technical Assistant
Frank Konigsberg: Counsel Jim Hardy: Technical Assistant

Fekede
SPONSORS OF THE FIRST NEW YORK RALLY
Robert Rauschenberg
Pocket Theater

Surplus Dance Theater
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Program 6 Al Roon's Health Club, 253 W. 73 St. at B'way May 22,23, 1965 8:30 & 10:30

FIRST NEW YORK THEATER RALLY
Steve Paxton and Alan Solomon
present
Claes Oldenburg's

""WASHES"'

Composition in five parts for Swimming Pool

FILL
SOAK
SPIN
RINSE
DRY

Fedededs

PLAYERS

Exercisers: Bathers: Floaters:

Geoffrey Hendricks Deborah Hay Henry Geldzahler
Jon Hendricks ‘Barbara Lloyd Gloria Graves
Raymond Saroff Yvonne Mulder Pat Oldenburg
David Whitney Anina Nosei Lucas Samaras
Rudy Wurlitzer

Water Ballet: Swimmers :

Marty Edelheit Richard Artschwager
Lettie Eisenhauer Michael Kirby
Jackie Ferrara Richard Oldenburg
Nancy Fish

Elaine Sturtevant

~5&ra£ ‘Dﬂ(hhn

Finale: Life Guard:
Dorothea Blackburn Alex Hay

Dry Figures:
Barbara Rose Mar jorie Strider

Fededede
STAFF FOR THE FIRST NEW YORK THEATER RALLY

Steve Paxton and Alan Solomon: Production Jennifer Tipton: Lighting Design
Nancy Fish: Manager Dick Robbins: Sound
Toiny Castelli: Production Assistant Neville Powers: Lighting
Frank Konigsberg: Counsel Bill Meyer: Technical Assistant
Jim Hardy: Technical Assistant
; Fedkededs
Sponsors of First New York Theater Rally: Robert Rauschenberg,
Pocket Theater, Surplus Dance Theater
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Program 7 TV Studio, 8lst and Broadway May 24,0 25, 26, 1965, 1965888 08pm
&
FIRST NEW YORK THEATER RALLY
Steve Paxton and Alan Solomon
present

DANCE CONCERT III

SHOWER (1964) By Robert Whitman

PIECE FOR TELEPHONE (First Version) (Premiere) by Claes Oldenburg

PELICAN (1963) by Robert Rauschenberg: Carolyn Brown, Alex Hay, Robert Rauschenberg
MIKROPHONIE (1964-1965) (Brussels Version) by Karlheinz Stockhausen

THEY WILL (1963) by Deborah Hay: Alex Hay, Deborah Hay, Barbara Lloyd,
Robert Rauschenberg

LIGHTWEIGHT (Premiere) by Tony Holder (Includes portions of LAST POINT by
Judith Dunn): Tony Holder

EXCERPTS FROM '"LECTURE ON BIRD CALLS OF SWEDEN'" by Oyvind Fahlstrom
INTERMISSION
(Move to Second Balcony for next piece)

SECTION FROM A NEW UNFINISHED WORK (New York Premiere) by Steve Paxton:
Judith Dunn, Steve Paxton

(Move downstairs)

SPEED LIMIT (1963) by Judith Dunn: Judith Dunn, Robert Rauschenberg

Fekede dedkk dekk

STAFF FOR THE FIRST NEW YORK THEATER RALLY

Steve Paxton and Alan Solomon: Production Bill Meyer: Lighting

Nancy Fish: Manager Dick Robbins: Sound

Toiny Castelli: Production Assistant Vernon Lobb: Technical Assistant
Frank Konigsberg: Counsel

dedede dedede dedede

Q SPONSORS OF THE FIRST NEW YORK THEATER RALLY

Robert Rauschenberg
Pocket Theater
Surplus Theater
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FIRST THEATER RALLY: NEW YORK

The Theatre Rally has been oranized as a non-profit
undertaking to bring what we regard as an important contemporary
ivzd i ion, and to provide suitable occasions
for the performance of work which has not otherwise been available.
Your membership contribution has helped to make this possible.
The performances are not open to the general public except through
subscription, and admissions to individual events are not for sale.

You are assured a place at each performance, but seats
are not reserved, since the audience will be casually placed at
mances. Places will be filled on a first come basis.

For certain events, especially the Dine evening, no one can be
admitted after the performance has begun. Please be prompt.

All events are scheduled for 8.30, except that second
Oldenburg performances will be given each night at 10.30. Please
note that the large letters on your tickets refer to specific
performances as indicated on the ticket. Dance Concert IIT has
been relocated, and the place will be announced before the per-
formance.

The audience is advised to dress very informally. The
TV studio is unheated. In the event of unseasonably cool weather,
dress warmly.

The Oldenburg piece will take place in a swimming pool
and gymnasium, under temperature and humidity conditions somewhat
above normal for comfort in ordinary street clothes. Therefore,
it is suggested that the audience dress especially lightly, or
in bathing suits. Locker facilities will be supplied for those
who wish to change for the performance, and a limited number of
tank suits will be available for spectators who forget their suits.

The Whitman performances will probably require the audi-
ence to recline, and comfortable old clothes are recommended.

For the Dine piece, the audience will be seated in the
" dark by ushers, and will be asked to wait in the lobby.

The performances of the Once Group are sponsored jointly
with the Judson Church, and are not included in the subscription,
since this is contrary to the rules of operation of the Judson.
Your ticket for this event is provided as a convenience for you.
It represents a reservation which must be confirmed in person at
the church before 8.15 on the evening of the performance. No
admission is charged at the Judson Church, but you will be asked
to make a contribution when leaving.

For further information call 477- 0790
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FIRST NEW YORK THEATRE RALLY
presents
THE ONCE GROUP

Sunday, May 9, 1965

JOY ROAD INTERCHANGE THE ONCE GROUP
/z 2|

Judith Dunn \ 9
Robert Ashley, Gordon Mumma, Joseph Wehrer, Mary Ashley

Robert Rauschenberg ¢,

George Manupelli and assistants

Robert Morris
Gordon Mumma, George Manupelli, Joseph Wehrer

Lucinda Childs
Joseph Wehrer, Robert Ashley, George Manupelli

Yvonne Rainer {
Harold Borkin, Robert Ashley, George Manupelli

Steve Paxton
Milton Cohen, Robert Ashley, Joseph Wehrer, Harold Borkin

INTERMISSION

COMBINATION WEDDING AND FUNERAL ROBERT ASHLEY
<2 &
Mary Ashley, Bride; Betsy Rodriguez, Bride; David Rodriguez,
Bridegroom; Joseph Wehrer, Minister; Larry Leitch, organist;
David Schwartz, counter-tenor (o
‘\

THE ONCE GROUP - Mary Ashley, Robert Ashley, Ann Borkin,

Harold Borkin, Claudia Buckholts, Caroline Cohen, Milton Cohen,
George Crevoshay, George Kleis, Larry Leitch, George Manupelli,
Gordon Mumma, Jackie Mumma, Annina Nosei, Betsy Rodriguez,
David Rodrlguez, Robert Sheff C rl Spelbring, Anne Wehrer,
Joseph Wehrer
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FIRST NEW YORK THEATER RALLY

Remaining events on the Rally Schedule:

"The Night Time Sky' by Robert Whitman, May 14, 15, 16; 8.30. IV Studio*

"Washes" by Claes Oldenmburg, May 22, 23; 8.30 and 10.30 pm. Al Roon's*¥*

Dance Concert III, May 24, 25, 26; 8.30. TV Studio

(*81lst Street and Broadway. ** Al Roon's Health Club, 253 West 73rd

Street, just west of Broadway near 72nd Street Express stop, ERSTY)

Limited Space available by reservation: $3.50 contribution per event.

Please remember to dress informally in old clothes for the Whitman evening,
since the audience will be seated on pads on the floor. For the Oldenburg
events dress for a warm damp environment. See the Rally information sheet

(available at box office or from ushers) for instructions about wearing

bathing suits and using the pool at the end of the performance.

Dance Concert III takes place at the TV studio, even though this is
not indicated on the tickets. It will be a very free situation, including

work by Dunn, Holder, Rainer, Rauschenberg, and others.

Call 477 0790 for information and reservations (2 to 6 pm weekdays, also

after 6 on May 14-16, 24-26)

The First New York Theater Rally is a non-profit cooperative undertaking,

made possible in part by your membership subscriptions and contributions.
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FIRST NEW YORK THEATER RALLY

The First New York Theater Rally was a non-profit cooperative effort which
presented seven programs, repeated for a total of twenty-two performances,
between May 1 and May 26, 1965. The undertaking was made possible by the
generous and voluntary participation and unlimited contribution of time and
energy by the following list of people, to whom we offer our deepest thanks
(listed in no special order):

Jim Dine, Nancy Fish, Robert Delford Brown, James Silvia, Judith Hidler,
Colleen Bennet, Constancia Calderon, Joe Raffaele, Peter Hujar, Toiny

Castelli, Frank Konigsberg, Jennifer Tipton, Dick Robbins, Bill Meyer,

Robert Morris, Carolee Schmeeman, Trisha Brown, Walter De Maria, Alex Hay,

Bob Rauschenberg, Joe Schlichter, David Gordon, Valda Setterfield, Deborah

Hay, Tony Holder, Barbara Lloyd, Emilio Cruz, Ken Dewey, Al Kurchin,

Larry Poons, Norman Pritchard, Charles Rotmil, Philip Corner, Jennifer Jaffee,
Joe Jones, Alison Knowles, David Lee, Jackson MacLow, Trudy Pass, Lucinda Childs,
Carolyn Brown, Yvonne Rainer, Mart Greenbaum, Lulu, Tony Holder, Sally Gross,
Carla Blank, Al Hansen, Viola Farber, Deborah Hay, Bob Rauschenberg, Christopher
Rauschenberg, Mary Ashley, Robert Ashley, Ann Borkin, Harold Borkin, Claudia
Buckholts, Caroline Cohen, Milton Cohen, George Crevoshay, George Kleis, Larry
Leitch, George Manupelli, Gordon Mumma, Jackie Mumma, Betsey Rodriguez, David
Rodriguez, Robert Sheff, Carl Spelbring, Anne Wehrer, Joseph Wehrer, Marjorie
Strider, Lucas Samaras, Pat Muschinski, David Shitney, Lettie Eisenhauer, Anina
Nosie, Rudy Wurlitzer, Gloria Graves, Dorothea Rockburn, Yvonne Mulder, Richard
Artschwager, Henry Geldzahler, Barbara Rose, Sarah Dalton, Helen Faison,
Geoffrey Hendricks, Jon Hendricks, Elaine Sturtevant, Marty Edelheit, Jackie
Ferrara, Michael Kirby, Raymond Saroff, Richard Oldenburg, Neville Powers,
David Farbman, Max Neuhaus, Billy Kllver, Ira Sturtevant, Thelma Schoonmaker,
Jim Hardy, Lou Lloyd, Ed Iverson, Robert Whitman, Max Baker, Carol Leveritt,
Mimi Stark, Dan Chotis, Joyce Ellin, Nancy Gabor, Phil Orenstein, Bert Supree,
Charlotte Tokayer, Joann Weiss, Suzanne de Maria, Lamont Young, Helen Vesey,
Steve Vesey, Harvey Zucker, Anita Baker, Walter Guttman, Mark Gabor, Simone
Whitman, Judith Dunn, Vernon Lobb, Peter Saul.

We offer our apologies and thanks to anyone whose name has been inadvertently
omitted.

Steve Paxton and Alan Solomon
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SRR HORSE CONCERT

Fig. I965 s - -Deborah Hay
Assisted by
Alex Hay
Bob Rauschenberg
selection of Chopin mazurkas plus tape

8 8

Flat Steve Paxton
performance of flat by Suzi Gablik and

Robert Rauschenberg...
...is made from original score used without permission

3 #
N.Y.172619 1965
performed by Tt RoR
David Tuder

8 8

The Land (a part of) 1965-.--Deborah Hay
Alex Hay
Barbara Lloyd
Robert Schuler
Ellen Faison

Exhibition Curator-Lou Lloyd
8
Prairei 1963 Alex Hay
Deborah Hay
Alex Hay
Barbara Lloyd

Robert Rauschebberg
Robert Schuler

# B

Executive Technician Jim Hardy

Black Horse Hostesses Sarah Dalton
Ellen Falson
Mimi Stark

Black Horse program subject to change.
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DARK HORSE CONCERT

fig. 1965 by Deborah Hay

Flat (1963) Steve Paxton

assisted by
Alex Hay
Bob Rauschenberg

Performance of flat by...
Suzi Gablik
Robert Rauschenberg

...1is made from the original score used without permission.

N.Y. 172619 (1965) by Robert Rauschenberg

Exhibition-curator- Lou Lloyd

Tues.
Prairie (1963)By Alex Hay

Wed.
The Rio Grande by Alex Hay

Executive Technician

Bazk Horse Hostesses

performed by
Ed Iverson
HHBEILALY) (@
David Tudor

Dine Morris

Gablik Badenburg

Hay Rauschenberg

Meyer Schuler
Stark

Alex Hay

Deborah Hay

Barbara Lloyd
Robert Rauschenberg
Robert Schuler

Alex Hay

Deborah Hay
Barbara Lloyd
Robert Rauschenberg

Jim Hardy

Sarah Dalton
Ellen Faison
Mimi Stark

B2a2% Dark Horse program subject to change.
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Wed. April 28 - First Dine rehearsal, at the abandoned TV studio
southeast corner of B'way and 8lst street, Sign taped to door
read "Rally Personnel Bang-on side-deor 8ls$% RING BELL."

Solomon, Dine, and Robert Delford Brown appeared at ten of eight
and un}ocked the door. Dine in spaert jacket, green turtleneck
shirt, faded jeans; short, solid, egg-bald, youthful looking,
with a mannegﬂg&gonigwenergetic and eager to please., Has shaved
off his beard, J&bmon looking exhausted =- only one hour sleep
the night before. Brown a big, heavyset, handsome chap -- had
been the character with the big prick in Originale, and the principal
in his own '""Meat Show.'" Also eager to please. 2
¢

Inside, the studio very dark, cold, and forbidding./ Was once the

RKO 8%st Street movie theater. When taken over by/TV, they filled

in the sloping floor with concrete to make it level -- six or seven
feet of concrete exuding dank chill, Overhead, a maze of scaffolding
for lights etc., through which the old gilded ceiling sometimes
Zisible. All sorts of problems -- no heat, no air conditioning,

and only direct current; had to bring an AC line in. The place

will become a supermarket, They got it because someone knew -amC 8s

BB exec.

The few props/, ®hxer from left to right: Three hard chairs, with

a light bulb on music stand nearby; a doctor's examining table;

a scale and chairj; a length of pipe in a vise; a kitchen table

and cabinet with chairs., Each has its own light source -- a kmXk dim bulb
that flashes off and on.

Dine changes into black motorcycle boots, just purchased at Harley
Davidson. Part of his costume, and very uncomfortable. "They're
cheaply made, too. My wife thought they were plastic at first."

Rest of the cast began to come in. '"We've got a great cast," said
Solomon, "There's Judy Heidler, Sidney Janis's secretary, and her
roommate, who's a Panamanian heiress and an artist of some K{ind,

and then Colleen, who was a leading dancer wi the Australian

Royal Ballet or somecthing. And then thene's‘éﬁﬁég/?ish, she's

with the Actor's Studio, imzmdiitismximzwbxekzshe?s And (the guys) ...
The gix three chicks came inY, each escorted by a gentlemen looking
decidedly out of place. Heidler ash blonde, the other two dark,

all striking -- '"the three graces." O+ ﬁ?JZs?

After a good awaxyme preliminary conferences, Dine asked the cast

to take their places. iie had met with each of them individually the

night befors and told them in general what he wanted them to do. The
graces sat down in the three chairs, each with a large handbag. Brown

-and Fish by the doctor's table, with their equipment - a bag of flour,

pails of water, newspapers underfoot. Dine sitting by scales.

by length of pipe, with hacksaw. Jpe Rof{ac(¢ and Pefer thalr' in "house-

?eeping situation.” Tape started. One by one they turned on their
ights.

"I can hardly hear the tape," Judy Heidler complained. '"Don't worry,'"
said Solomon, "it'll be much,¥susEx much louder.” (to CT) “The sound
will dominate everything," Tape was Dine's voice, talking on about
various things. Everyone did what they were supposed to do, while
Solomon and Dine went about changing the position of the props, lights,
etd. Effect of total monotony. Girls giggling a bit, and talking
among selves.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Tomkins

Dine rehearsal (cont);

The great thing about a Happening Zzxzkhat rehearsal is that nobody
has to stop when the director says something -- it just goes right
on happening. Performance last 45 minutes, and so did rehearsal.

Afterwards, Dine talked a little about it:

"T haven't done one of these for five years, and this is very
different from the kind of thing I was doing then, the expeessionistic
kind of thing. Remp A lot oi people have said, Boy, I canlt wait
to see it -- they'll be surprised. They'll probably think this is
about boredomg, but it isn't. It's really about exposing myself,
that's what I'm doing here, and in a way I couldn't have done five
years ago. I've told mxkx the pmmpx cast I didn't care what they
did, brecamsexkxeaaxtakezthatxkxmizm it wouldn't embarrass me. I'm
a more complicated person than I was five years ago, at least I
think I ams A lot of it has to do with analysis, of course. This
wouldn't have been possible if I hadn't been through analysis.

"The tape is from a lot of notes I made in the summer of 1963,
when my analysis was interrupted fof a while -- notes on dreams,
mostly." The props have no direct connection with ke anything
that's said on tape. "They're just things I like, things that I've
thought about. The thing with the dough, that's something I've
thought about for years, so it means all sorts of things to me.
The whole thing is essentially black and white, by the way -- *he
girls will be wearing white dresses, I'm in black -- I do nothing,
just sit there; that guy's in a baker's hat, and they're in their
underwear. It's deliberately sparse...

Dine now teaches one daYna week at Yale, a seminar in art, and

is excited to find that all his work -- teaching, painting, and
thisyxx -- he's moving teward the same thing, new for him --

"less decoration, and more just the form of the thing."

Some question as to whether they will have any audience. The
subscription business has proved to be so complicated that hardly
anyone has written in. Happening people are used to calling

up at the last minute and coming down for one performance. But
Solomon says they can't change it now and sell tggckets for each
performance separately.

Walking home, Solomon and Dine discussed the weather and hoped it
would warm up”i%.&gpgrgyr Saturday. ?ngbe the.audie?ce will warm
up the place, suggested. '"Not if only thirty-five people
come," said Dine. '"Don't say that -- it's not funny any more."

To help drum up business, Rauschenberg has done 12 posters (blue-

pr@nts) to be put up in galleries around town. Wach has a pad at
RRER%ES® the bottom foér customers to write in choices.

ABC fly.
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Sunday May 1 - Dine Opening

People started coming at 8 PM. By 8:15 there was fairly large group
gathered outside the studio, whose glass doors had been cleaned, brass
polished, etc, Lettering in tape: Theater Rally - Jim Dine. New
arrivals kept ringing bell, calling in to Alan that they didn't have
tickets yet, Alan replying '"That's all right, we'll take care of it."
Doors opened about 8:20.

Calas, Breer, Leonard Lyons (his first Happening), Seitz, Geldzahler,
Namuth, the whole crowd (but not Castellis, and not Janis). The

dancers from Judson, Lichtenstein, hk Warhol. On the balcony,to

which all were herded pending doors being opened, a man in a green

suede hat, brown beard, was prominently reading "The Erotic Revolution,"

Steve: '"We're undersold, and that's a bad scene." Bob R. intimated
some dissension in ranks -- Yvonne R. and Morris annoyed because not
enough attention paid to Jill Johnsgon, so not being cooperative.
Can't find ten pen-flashlights bought for the occasion -- ushers
being carefullwgnstructed.

on balcony, a girl with blask hair, black pants, and black glasses
said to her friend, "I once went to an Allan Kaprow Happening, and
stood in water up over my shoes the whole time -- and then you
couldn't see anything anyway."

Delay stretched until 9 PM -- caused by confusion at the ticket
office. People wanting to buy single ticketéf people having to
decide then and there what dates they wanted, etc etc. Doors were
opened at 9:05, and people summoned down from balcony. Ushered

to seats in small groups by ushers carrying flashlights (found).
Took about fifteen minutes more to seat everyone. Flashlights
partially illuminated silent actors . Crowd well behaved.

Tape started about 9:20 -- not as loud as anticipated. "People
are looking at me... I need money." First light on Dine, slumped
in black leather chair, smoking cigarette. "I've got to talk
things ever -- see how we stand... I'm through periorming...

Other lights on one by one: The two tennis players at home, watching
TV; the pair by the operating table in underwear, Brown in red
polka dot shorts, verv droopy (why color?); the baker sawing pipe;
and last the three graces, or norns, in white dresses, black shoes,
with black handbags from which they constantly draw and exchange
black, white-bordered scarves. A little more action for girls --
from time to time they speed up the scarf-exchange, and even engage
in little tugs of war -- nobody breaking up, except the Brown-Fish
duo: Fish, who looks very drunk, tugs at his undershirt, plasters
dough on his shoulder and head, rmaghmmses horses around. She is
wearing high heels with her slip. Baker gets thru first length pipe.

Dine: "I feel so childish... I'm so handsome..."

Tennis nlayers make sandwiches from loaf called "MR. BIG," drink
beer, adjust TV.

Baker's second pipe hits floor, and gets a laugh,
"I was having dinner with my friends, I said let's go to some res-

taurant and have some drinks...They always maHe me ashamed of my
friends, they expressed digapproval oi K them..."
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Dine opening (2)

Fish-Brown fling big ball of dough axmmrs® down on table, stretch it
out full length, etc. Fish tilts table at one point so audience
can see better. Dough keeps fallingon floor, into newspapers/

"The big fear now is being alone."”

Dine tells about a dream in which he ate some bad shrimp; went back
to fish store to ask if there could have been anything wlpng with
them, the guy said "I'm afraid so, pal;" told him to go to his
house and get a pill, which he'd find on his dressel -- his wife
would show him where -- and taike it; '"and then paint your loser,"
"My loser? What's that?" etc. '"I'm so afraid of having my stomach
pumped. "

Third pipe hits the floor. Applause, and shouts of "Bravo!"

"I've got to get home" - Dine, who has stood up once or twice and
even walked to the backdrop, now squirms in chair as though he's
really in pain. "I'm stopping a car in the middle of the parkway,
I8m stopping in the middle of the parkway, I'm stopping in the
miudle of the parkway and I'M turning aroung'...(three girils
accelerate scarf-pull)...

Dine's war dream -- killing a "little kid who turns out to be an
informer" -- "I feel very guilty."

Fish-Brown start to clean up. Brown sloshes a pail of water down
the sloping table., They attack it top and bottom with bmemshssw scrub
brushes,

Fourth pipe hits floor.

The girls' light goes off first -- a few groans from audience who
think it's a mistake. Then the housekeepers'. Then Brown-Fish,.
Then baker. Some nervous laughter from audience., Dine light off
last. Applause, with undercurrent of hissing. Some boos. Darkness
on stage while cast troops off -- Brown bringing up the rear, with
newspaper adhering to his shoe.

Comments: Seitzk: "It was very tranquillizing." Lyons: "What

can you say? There was laughter, applause, and booing -- a little

of everything," gggr?géggigag ¢ {gtﬁ?emed to upset some women - stirrups
Dine seemed pleased, said everything had gone well. uxcept for the
sound, which wasn't nearly as loud as he'd planned; +“We had problems
with the equipment ~- that was as loud as he could give us without
getting interference.”" Other problems imgmZwm® on the personal level.
"I'll never do anything again with this many people involved. It's
unbelievable,whaxzganzgexuxenxx nobody wants to do what they're
supposed to. I wish I'd had union problems, it might have been

better than this kind..."

Fish: '"Some people asked me if I was drunk. Can you imagine?"

I asked Oldenburg how he was comigg with his piece. He said he'd been
going to Al Roons for a week now., '"I've gained five pounds. All I

do is float on my back and think.," Plans to use about fifteen people,
and expects audience to go swimming at the end (see note in announcement
handed out).
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Dine opening (3)

CT impression: The piece had a theatrical effectiveness that I hadn't
guite expected. Lights flashing, the solitary plumber in baker's
costume, the thing with the dough, those six pair of matched knees.

It held your interest, and was only boring occasionally. Only when
you concentrated on watehing Dine (or not watching the others),
though, was it possible to hear the words of the tape. Felt it

would have been better at the loudness Dine wanted.

No feeling of embarrassment at spectacle of another "exposing'
himself.

This could very easily become theater. Maybe makx®x the missing
ekement is dance, movement.

Everybody hooked on this business of things going on. No emphasis
no selection no climaxes no x¥% form no stgle. Just life going on.
Because they feel that life is a constant miracle (as Cage does%) /
Or because the difficulty of selecting and shaping experipemce is
so extreme?

Jill Johnson review in VV, May 6: Synopsis of Dine's monologue --
Needs money; smoking; toothachej young girl om beach, Dine going
#n water, hit by big wave; feeling old ("&uddenky realize I'm not
so young any more'); dinner with friends in restaurant; story
about PBranz Kline, etc etc. Concludes:

"But it isn't lyrical, it's very clinical...I don't care very
much but I think the Art Scene is a drag and I liked Dine's 'Car
Crash' of 1960 because it was mad and vicious and it was about
dead things but it wasn't dead."
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May 6 - Dance ig program

Doors opened late again -- 15 minutes. Man at head of line said to
Solomon as he went by 'You know, you really antagonize your audience
this way.'" Replied Alan: '"That's all part of the point!'" The man
s=axd found this a 'really camp emark." It was his first attendance.
He had heard that the Dine event was 'really terrible, just un-
beldevably bad."

At this point Mary Bauermedséér forged to the fore (towering over
everyone, two long golden braids emerging from an enormuBs sort

of sou'wester hat with the brim turned up) and asked if we coula

go in, "I saw it last night and liked it so much I come back," she
said.

Once seated, we were addressed by Solomon who asked us not to smoke,
explained about moving chairs back along proscenium for the last
danc nd noted that nobody had progr « They were handed out.
solm.i’nfo up‘}mhl'TEl [ P Bm’iﬂluf w&o’@a‘gmzv G...J”y. clore .

About 85-95 people present, many of whom appeared as .erformers in
the last number. Several cameras on tripods in front row. A lot

of talk about the "nude" in the first piece; everybody was clearly
llin."

SITE: Opened with tape of traffic sounds, street sounds, pneumatic
drill etc. Lights came up to show Morris, dressed in white overalls,
sneakers, white workman's gloves -- back to audience, facing a stack
of 4 x 6 plywood sheets painted white. He walked over and removed
xym¥x the front board (another of same directly behind), took it
offstage and stayed out for a long time. Returned finally with board
which he set against back wall. One noticed now that he was wearing
a strange, flesh colored mask over lower part of his face -- it
assumed the contours of his own features thus becoming a mask ox
himself. He quickly lifted away the second board disclosing Carolee
S. as Manet's '"Olympia,' propped on pillows against a spotlighted
white plywood sheet (in painting, the background is dark). Fairly
\"_‘\ggggilikeness. Body powdered, pose the same, black ribban around
throat, haughty expression, No gasp from the audience, which was
not surprised. Morris did things with the board -- balanced it on
edge and moved quickly to catch it by other side, threw it in the
air and caught it on palms, balanced it on shoulders, etc. Then let
it fall -- beaverboard instead of plywood. This went on for about
fifteen minutes. Ended with placing board in front of Schneeman
and resuming oriignal position, back to audience. Applause gooa.
The incongruity of the curtain call with Carolee in a kimono and
Morris unmasked, both dead serious. Art. Not a shred of humor.

RULEGAME 5: Five male dancers (!) walking, crouching, crawling etc
along taped lines on floor, some arcane rule*applying to each pass.
"You have to be higher than him or lower than me,'"" Lots of con-
versation and laughter between dancers., RR, winner of Biennale

and Corcoran, wriggling on floor, the most incongruous of dancers
with his barrel chest and hunched shoulders. This went on about

same length of time (too long) and was applauded heavily, with shouts
of "Bravo!" e Solowrrsis 6&\&"

During intermission, Carolyn Brown from Merce's company said she was
making a dance for Steve and Barbara, for next program -- dance she'd
been thinking about for two years. '"It's very romantic -- at least,
it's not avant garde at all. I don't know what it is raally."
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Dance I (cont)

RANDOM BREAKFAST: The hit of the cvening. Talented pair satirized
striptease, modern dance, Spanish dancing, Judy Garland, and the
Happenings (Satterfield building pyramid with plastic baskets, throwing
rubber "8" ball at it and missing, jumping on bed springs, picking
everything up, and finally getting around to cardboard box with xpXmE
ggﬁ?ﬁxﬂ pie which she lifts out{ and throws in her own face, after
saying '"'Shit. TFuck.," Very funny, but not very close to Happening
because so well timed (seems to me when she did it at the Judson

it was not even related to the Happenings?7AA Lrowa pleaser ,

VICTORY 14: 26 performers in all, cou.ting musicians and pullers.
Radios straight from Cage. Audience lost interest very early,
started talking among selves., White costumes got dirty. On and
on and on, ¥SuniXimg sometimes walking back, sometimes being pulled
according to some sort of signal from rope man, sometimes pausing
to sit on knee of fellow walker or clamber onto his back.

Very scanty applause at end.

Solomon's comment on Gordon-Setterfield: 'Middlebrow, high camp,
and of course the people love them. They should be doing it
somewhere else, in a nightclub or somewhere,"
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Sunday, May 9th - The Once Grpup at Judson Church

Audience more Villagy. Sandals, beards, tight jeapas, even a couple
of babies. The weird, dimly lit Judson auditorium with vaulted
ceiling, massive columns, blue-and-mulberry walls. Huge wooden
cross at the far end. Scuffed linoleum floor.

The Once people had reserved two benches at the far end (cross end),
facing the open square of the audience, A microphone and stool in
front of their benches. About 20 of them in all, squeezed& together
like sardines.

‘Note: The Once Group started mkmmt five years ago at Ann Arbor.
The people who started it were all musicians, avant-garde composers
very much influencdd by the ideas of Cage, who had lectured and
given concerts there. Having no outlet for the music they were
writing, they got together and organized a concert. At the time

it seemed that they would never be able to get funds for another
concert, so they called it the '"Once'" group. Then, when they did
put on another, the name seemed appropriate. During the last five
years they have moved more and more into the area of theater (as
conceived by Cage), away from music4d),

FxpxixpieeexldudizhzRannixx
In first half of program, all pieces had anstead of musical accompaniment

er o on com a cour new names

%eégcturf,Jaﬁsread1n§én§r(narrat%on of some kind. Eggghone named for a

esy = same pleces

""Judith Dunn”: Robt Ashley read a paper on the new music that
constituted an attack on Stockhausen and Boulez as 'revisionists,"
who take over American (Cage) ideas ot chance etc. Began with
Feldman statement that everything begins as a revolubion and ends

as politics. Action: Gordon Mumma brings out chair, sits; Wehrer
stands at other end of space, poised to conduct; Mary Ashley dresses
him in overcoat, dark glasses, violin etc.; leads him faward; Mumma
trips him so he falls heavily to floor, remains there for remainder
of reading. Rather startling fall,

"Robert Rauschenberg'" (Wehrer said later it was ''Deborah Hay" -- had
promised her last night -- but really same piece). Manupelli comes

to lectern with vuA%‘ahr:Gve mike., Uneasy feeling -- very loud sounds?
He "announces' a series of horse races more or less unintelligibly,
while the rest of the company get up one by one or in pairs and

traverse the floor -- sitting in chairs, riding on brooms, walking

on hands and toes, etc. After each '"race' Manupelli says '"Please

hold all mutuel tickets -- the judges have called for a photo."

"Robert Morris": Mumma reads from a book of erotica -- girlg stripped,
t%ed, whipped etc in chateau., Manupelli and Wehrer set up table for
ping-pong, which they play with Kleenex. Gets a lot of laughs.,

"Lucinda Childs": Golf (except for first mnd last, each piece deals
with sports). '"Change of pace' narration by Wehrer, who Ex just
talks conversationally to audience while Manupelli drives practice
balls over heads of audience at the cross('That's the scary part,
when he's angling them over the people's heads...You know, the first
time George hit one of those practice balls in here, hezhit it hit
xigit the cross, right in the center. That's not easy to do.").

Loud booing after thi- one. [77.,‘,.,! /)e,{-, Mhwpellc Lt Reo, Mnﬂa wnThe Inad ";lﬁ 44,[( "M[IJ

'"Yvonne Rainer): Borkin reading from statistical report on US footwear
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Once Group -

economy. Manupelli brings a paper bag full ogk%ﬁgber balls to spot
just in front of lecgern, commences hurling them at Ashley who stands
at other end, wearing goggles and an athletic supporter over his
trousers. Manupelli pitches like a pro, with plenty of speed; Ashley
ducks and dodges. Decidedly uneasy laughter. Seven hits, some of
which looked quite painful.

"Steve Paxton': The finale. Cohen read from instructions on the
manufacture of a box("The method of fabrication is nailing, using
six-penny nails driven by a claw hammer...'"). Other men bring in
wooden platform, number of frames with pliofilm tacked to them., When
frames stacked, Cohen pauses, then says 'Larry Stewart Leaﬁﬁ, Caucasian
male," and in comes a boy in a white shift and stands facing the

atform, removes shift, under which he wears a paid of jockey under-
ihorts,’walks to platfomm and stands/facing audgggégsghgfg tﬁga¥ﬁo
men bolt axfxame another frame in front -- he is soon sa..dwiched in
between two sheets of pliofilm, so tightly that it taches him all
over (frame latches to one in back by hook at the top). Next comes
""Christine Brown, Caucasian female" -- in bra and skimpy panties.
Six more young boys and girls get bolted in place. As each one is
being sealed in, xk® Cohen reads their vital statistics -- birth date,
religion, education, empléyment, hobbies, etc. Eerie.

Intermission -- during which the youths are unbolted and rcleased.

Part II had never been done before., During intermission, the chairs
were moved around to face the cross, as in a real church, Organ

began playing typical melodies -- O Promise Me, etc. Large wedding
calkke wheeled to front left, on table. Soprano sang (off key), I

Love You Truly from balcony -- actually, a man. Minister came out
(Webrer) wxt in robes, with Bible under arm. Groom and best man (groom
heavily bearded), rather like Peter Ustinov). Bridesmgids in rose,
yellow, -nd green dresses respectively. Then the Bride -- a very
strange apparition with hair covering her face -- was wheeled in on
an upright,pkatfsxm boxlike platform. Minister began: ..."to join
together this man and this monkey in holy matrimony.” Whole service
verbatim, substituting "monkey' €or bride's name ("I, David, take
thee, monkey...")., After service, the bride stepped forward out of
box, and the back of the box opened to let another girl step out,

very scantily clad, and take her place lying face up on cake table,
with cake resting neatly over her body so that head and legs protrudes
at either end. The box now became a casket placed on altar. Two
ladies in white commenced to cut the cake and hand it out to the
audience on paper plates. Organ slid into funeral march., Bxidax Groom
partyxbe kissed bridep then picked her up and placed her gently in
coffin, Bridal party became mourners, commiserating with groom.
Wedding cake slowly moved down the aisle as pieces were passed out,
the cutter sometimes wiping her knife on the thigh of the girl
underneath it, Nervous laughter from audience. Quite a few

people left -- some obviously annoyed. Merce and Feldman left

just before the cake got to them,

Afterwards, Wehrer sat on a table backstage and talked about it. He
seemed very keyed up. 'We had no idea what would happen," he said.
"It seemed to go all right, I think ikzwaszse i 7+
~-esting and people were sort of fascinated
and nervous and maybe a little scared, which is what we're trying to
to. We're sort of on the edge, so that everything is close to bad
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Once Group -- 3

taste mRm maybe is bad taste."

Wehrer said the audience here was like the audience in Ann Arbor,
where they've built up quite a following. In St. Louis, where
they performed recently, the audience wms extremely hostile.

Once Group had the Judson people out to their festival there last
year.

It strikes me that they are much closer to Happening theater than
the Judson people are, and much more interesting. Steve commented
on how "efficient and well disciplined" they are, which can be
translated as being more professional than the Judson people. They
are more aware 6f their audience., While the Judson seems to take
the attitude that what they do is for themselves alone, and if the
audience wants to see it,well and good, the Once uses the audience
as a real factor, tries to make it react strongly and emotionally,
plays to the spectator and with him., Boredom enters in, of course,
as it probably has to whenever theater abandons altogether the

old business of story. But never the recally crushing boredom of
some Judson things that just seem to go on and on and on and on.

The idea of '"entertainment'", for these people, has the same pejorative
connotation as the word ''decoration" in painting.

Note:: Third (and last) night was mmtx quite different. First half
went much faster, better pace. Instead oi finishing with box piece
they did a new one that ended with the ILtalian girl being taped to
wall. Taping was completed during intermission, and she hung there
all through the second half, only her face above the mouth showing,
looking paler and paler as one of the men cut patches of the tape
away, tearing her clothes off in process and then re-taping, whilc
the rest of the cast performed other chorés. Finale was five minutes
of total darkness while sound of bombing raid got nearer and nearer,
then green spot flashed on the poor girl and "Countdown" xmmsd built
up quite terrific suspense -- ended with rock and roll music. "I've
always been scared of that piece," the girl said later -- after having
been gafried out.

The wakm effect of the emning as a whole was much more scary than
previous evening,.

Afterwards, the Once people were feted at a big party in RR's studio.
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Sunday May 16 - Whitman Happening

Tent about 50 ft diameter. Music playing loud -- carnival. Aud. seated
on pads inside -- about 80. Film projected on doorway curtain as
people enter: Ocean liners being launched or leaving part, people
waving goodby, horns hooting. Being projected from outside, so that
pEEpXx latecomers loom huge as they come into beam, get smaller and
sharper until they enter., This continues about ten minutes.

Then silence for about two minutes. Green spots coming in through
rents in tent wall, Sheet covered hut in center., Crowd looks fairly
sophisticated, not the usual Judson bunch; some smartly dressed like
the Barzini girl, with her Gucci bag. Word getting around?

Orange lights come up outside tent. Blue lights go on above -- like
stars. Effective moment. Complete silence inside., Gradually lighs$s
on a man in one of the four alcoves where walls of tent join roof;

he is dressed in white scientists' coat, carrying clipboard -- he
checks panels of complex instruments, turns on switches etc, and
actavates a small screen showing out-of-focus color film. (In the
gudience, the ubiquitous baby in the harness, which has been present
at every event so far, starts squalling).

Film (black & white) projected on tent wall -- steel mill, workmen,
sparks flying etc, Sound of high wind., Center hut lights up. Lights
on second niche, where girl in raincoat moves about.

Six people enter, four men two girls, and smear each other with black
finger paint, “What's that smell?" ''Finger paint -- I'd know that
anywhere,"

Niche girl sheds raincoat.am® Underneath she's wearing a tattered
costume of Reynolds Wrap over bra and panties. ]

In third niche, a man in black holds a negro girl in black up while
she performs swimming motions. q

In fourth biche, angther girl in long white underwear and a blond
fright wig. She begins to peel off underwear, wigs (underneath blond
wig is black fright wig), and sticky paint from face, and gradually
emerges as Lucinda Childs in bra and panties.

Climax: Film projected up on ceiling from hut -- what the toilet
sees. A few gasps of embarrassment, but no one leaves., Impression
of a little boy saying his first dirty word. General impression:
Dullsville,

Afterwards learned that this was first "'smooth" performance. The
initial one had been first rehearsal, and everything went wrong. Second
was better but still rough., Whitman feeling rather good. "I'm a little
unhappy about the size of the audience, though." Spent a week making
the tend, assisted by about 14 helpers. Had composed the piece beforehand,
and said it was "about theater, really. I've always been interested in
the thing that happens at night, when the sun goes down and the lights
come on -- I've often thought that was really the first theater of all.t
Whitman born and raised in New York City. Is he related to the poet
Walt? "A11 I know is, I once asked my father that question and he

said yes, but don't tell anyone."
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May 13, Thursday -- first Oldenburg rehearsal

At his old studio, 48 Howard, one block north of Canal. About 15
people showed up - Bob Brown, Geldzahler, Kirby, Sturdevant, #'ish,
Lette Eisenhaur, etc. Several others were dancing at the studio

and couldn't come, Studio a loft with peeling green walls, divided
into three spaces by partitions. Claes' water props were everywhere
-- rubber boat, underwater flashlights, water pistols, rubber toys
and hats, aprons, a lot of silver metal disks, etc. He bought it
all on Canal Street, probably won't usd much -- he likes to have a
lot of stuff around, to stimulate his ideas.

Claes toid me he had written one master script that was "beautiful,”
but he wasn't going to use it now -- it would impose a too rigid
order on the proceedings, prevent things from developing naturally.
But indicated hezwenk® that it was in the back of his mind, and would
be applied later on. His usual method is to have no script at all
until after the first rehearsal. The script ends with a "sunset"

of light, all players fanning selves with silver disks and reflecting

the sunset, very becautiful. Lo ( Banmuhn,
MBL“AQ',W‘{ PML,’I;(AEL«::U W ;
Claes hegan talking about the Happening., He is totally relaxed and
easy, Xx smiles and laughs freely, but conveys considerable authority.
Started oif talking about the Al Roon pool - "This is a very long
pool, it's about 75 feet long. The audience is going to be brought
in through a gymnasium and they'll stand along the side of the pool.
The action is going to take place in the water and along the edges,
and when you walk along the edge you'll be this close to the audience
(showing how cloBe). People may even grab you." (lgughter). "I
know some of you don't know how to swim so well, and you might be
relieved to know that there will be a lifeguard -- a real 1lil ‘guard,
Alex Hay (shouts of derision). If you get in any trouble in the
water, he'll be watching. One thing I'd like to find out first,
though, is whether amgxeXzypmzaex anybody's afraid of deep water --
if you are, I'll arrange to have you stay in the shallow part,"

Explained that the Happening would be divided into four sections,
each about ten or twelve minutes long, each contzining a combination
of events. No connection between the sections. !'"These ®mill be
assigned aftef I see something of you on Monday,"

"This debris here -- (indicating props) -- I bought it all on Canal
Street, but I'lm not sure I'll use much of it. The Happening is
going to be very realistic. I'll be in a little boat in the pool
(loud chorus of boos)..."

A photographer and assistant went about the room filming with an
Arriflex -- making a mevie on Claes.

The two "ingenues'" did not show up -- Sarah lkﬂﬁfﬁa and Annina from On ce.

"I was going to have an intermission when the audience could go
swinming, but I'm afraid that would break the mood, so we won't
have one. The audience can swim for teh minutes after the Happening,"

Resumed talking about the four disconnectédf sections of the piece,
"It's not a continuous performance, it's not going to have a drama
or a plot. There will also be sound, but I can't tell you what it
will be because I don't know." :




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Tomkins -[E e 3 l

Oldenburg first rehearsal (cont)

Part I will have the two ingenues swimming.

Part II -- two people, boy and girl, will go for a walk; one falls
in, the other continues walking.

Bg%{z{¥f5§§xa¥ngn§%§%m{ﬁs%ggfxggg guys take their pictures -- people
wash selves with big sponges -- women wash clothes.

Patt IV -- A woman commits suicide by walking into the water -- '"There
was a case 1 covered once in Chicago that was like that..."

"Because there's such a large cast you'll probably have only one
part -- 7ou'll probably be in only one of the sections.!

Rehearsal schedule., Tonight is just talk. Monday night dry run in

TV studio (later changed by popular consent to pool of Hotel St. George
in Brooklyn). Thursday and Friday rehearsals at Al Roon's, wxgkx
Exidax belinning 8:30, then a final one Saturday just before the
performance. The pool is not in use om Saturdays and Sundays. Friday
the Russian delegation to the UN reserves it from to .

"One of thSTgin problems is costumes. It would be best if everybody
provided a costume. Tverybody should have a suit they think they look
good in -- no matter what I may put over it."

Lette: "I have five or six suits, and I'll be glad to bring all of
them in, in case you like the color of one more..."

Henry Geldzahler: "¥f you stay in the water too long your skin gets
all wrinkled."

Sturdevant: "You mean the second show won't look as good as the first."
Claes: "It's going to be a very clean Happening."

Decisicn to meet at St. George pool Monday at 7:30 pm. Then meeting
broke up and became a beer party, people Playing with props and
talking., I talked to Kirby, who said he bad seen a lot oi the early
Happenings, eveh been in some of Claes'. He became very eloquent

on the subjewt, saying that what Oldenburg and Dine were doing was
really theatery although Oldenburg woulan't admit it. Kaprow he
feels is closer to a really new art form, because there is no audience ==
everybody is in the Happening. Real source (despite his book)was the
crisis of action painting after Pollock., Speaking of the Once Group,
he said it was remote and academic. "It's being thought of as the
once-removed group,' ded Geldzahler. Straight from Cage, and b

the book. "The onfﬁ?a;zh“%}'{ing they did was the box piefe:" ?

One girl, the tall dirty one with the newly acuiredSiamese cat, got
into one of Claes' bathing suits and paraded it around -- peek-a-boo

type with open net between bra and pants. Her red underpants showing
in back.

Overheard comments: "Lette has her lifesaving certificate -- she
probably swims a beautiful crawl." "I just do the breast stroke.,"
"He's the only one here with a suntan,"
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Oldenburg Fxst Rehéarsal —-- Thursay May 20 10:30 M

Firsg in swimming pool. Total confusion. Scores of people milling
about, half of them dripping cameras. Girls vying for briefest
bikini or underwear. Geldzahler dapper in seersucker bathrobe

and expensive cigar. Most have made efforts to get a tan.

On Monday nipht, they chalked put a pool at TV studio and everyone
got assigned parts. "After about twenty minutes it felt like we
were really inkx the water," said Geldzahler. Several of principles
have scripts -- mimeographed pages with rudimentary instructions

and cues., 'Claes said to throw it away, though, because we wouldn't
be following them." (G.)

Claes in madras grunks, portly and relaxed. HMain problem seemed

to be the sound. Tape, made by Solomon to Oldenburg's specifications,
is distorted by low-ceilinged room, can't be heard by performers;

if xx the volume is turned up, the distortion becomes unbearable.

"I told him we'll just have to get more equipment," said Solomon.
""More speakers and a better amplifier."

Rehearsal began about 11 PM. Everybody just horsing around. Claes
spoke quite sharply to Elaine Sturdevant -- "That's not the attitude
I want at all" -- and demoted the big dirty girl, who complained:
"He's replacing me with someone else -- all I do is sit on the EuEX egdge
now, "

£i

nished

nuye
Claes: Eiiugﬁzx%xng new parts for some of you. You'll get them
tomorrow night,"

Photographers from ABC totally mystified -- sent to have a look at
the proccedings, they haven't the foggiest notion what's going on,
Other photogs, amateurs mostly, zeroing in on the bikinis{ and on
Henry Geldzahler.

Sweali v o se(
Claes:aégkgg’howbthings seemed to be going: "EF=s ﬂﬁst like ttzg

always de at this stage. The sound is the main problem.,"

RR: "It's probably art and all, but it sure looks like more fun
than we have."

Solomont "Nl dne e b ol (Ileocl uil 00 e 2Tl

Vsie? O pun gl sl + " (0 o
Stlores. il oﬂqﬂaﬂA«;W e o QLo Tt
Rt (ds @%Wﬁwwf N dﬁ,mv“aA_
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10
WASHES

for Swimmingpool

In Order Appearance:

STRIDER
SAMARAS
MUSCHINSKI (APRIL COTT)
WHITNEY
EISENHAUER
NOSET
WURLITZER
GRAVES
ROCKBURN
MULDER
ARTSCHWAGER
GELDZAHLER
ROSE

LLOYD

HAY

DALTON
FAISON
HANSEN
HENDRICKS
STURTEVANT
EDELHEIT
FERRARA
FISH
OLDENBURG
HENDRICKS
KIRBY
SAROFF

Guard: A, HAY

IN THE POOL OF AL ROON'S HEALTH CLUB, 253 WEST 73RD STREET, NEW YORK
MAY 22 AND 23 1965 AT 8:30 AND 10:30 EACH NITE.

Thank You Dolores

VSNNMNOAVY :SS3¥AAv 318va
OBEO-P NOS3INO ‘INOHA

SANENIAT0 "0 "s3ud
'V 'S ‘M ‘6 ALIO DIMDA MAN
133¥1S ANDO3IS 1sv3d 40Ol
ANVAINOD) ONIMALOVAANVIA NAX)
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Theater Rally: New York, Inc.
100 3rd Avenue

New York, N.Y.
Gentlemen:

In consideration for my admission to the Claes Oldenburg happening
at Al Roon"s Health Club, I (on behalf of myself, my heirs,
executors, and assigns) hereby release and discharge you, your
officers, directors and employees, Al Roon'"s Health Club, Inc and
its officers, directors and employees, and any third parties

from and against any and all claims, damages, 1iabilities, actions
or causes of action, of any kind or nature whatsoever, arising oub
of any injury, whether to person or ppoperty, which may be sustainecd
by me or for any other reason whatever,jn connection with my
admission and attendance at the said oerformance. This release shall
be irrevocable and binding without any further consideration or acti

Very truly yours,

(signature)

(Printed Name)

(Date)
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May 22 - Saturday Oldenburg Opening

Big crowd on stairs, getting releases to sign. Al Roon made trouble
that afternoon and said he was cancelling the performance because

they were not insured. Steve told him the release was binding, but

he was not mollified -- probably wanted $50 to keep quiet. Honigsberg
tola Roon's lawyer that they would sue if he cancelled; he gave in,

Heard on stairs: Yvonne: !"See anybody you don't know?" Young man:
"We've signed the releasc¢ =-- there's nothing we can do now.'" Middle
aged wife: '"We went next door by mistake, to the women's pool --

it said Al Roon over the entrance and we didn't know. The woman
attendant down there -- the place was empty -- got up and said 'I've
been waiting for you.'"

About 45 minutes late starting. Over 100 people milling around edges,
stepping gingerly around Lettie in her bikinij; she looked very serious.
Carolee ushering in her bikini. Conversations in French, German and
other languages. All the art crowd: Warhol, Castellis etc etc,

Claes came out in large yellow coverall, looking bigger and rounder
than life, and made brief announcement, saying the sound was rather
peculiar in here and so please try to keep s quiet as possible; no
smoking; don't throw anything in poolj; and"% nyou see one of the
players coming down the edge of the pool get out of the way.

Started sound -- thunder rolling. (Tape had been abandoned completely.
Sound comes from victrola and kxawm portable radio, but not even very
much of that -- most of the action takes place in silence).

Slow starting. David Whitney,xaXks in evening dress, walks slowly
into water from shallow end, returns and starts cutting off clothes
and helping Lettie blow up and attach balloons. Exerciser in white
costume and dark glasses does calisthenics. Anina circles pool's
edge with prize cup and bottles dangling from ankle, while swimmer
pulls at her ankles from water. Samaras carefully places chair on
water surface and tries to sit in it. Gradually, the pool begins to
fill with objects and bodies -- Samaras's chair with clothes tied

to it, floating chair with Gloria Graves (who says at intervals "I've
lost 78 pounds), boat with Geldzahler (who reads moad map and smokes
cigar), fake fruit that Pat Oldenburg tosses in and fishes out with
net, layers of clothes she discards, a big orange-reddish parachute
that Barbara Lloyd and Bebbie Hay spread out) in water and weestle
in, having firsh pemmvsdxtkexrxex stripped down to their skivvies,

a lonyg clothes line draped with the garments removed by the four
water ballet ladies in the water (pinned up with clothes pins) --

it keg looks finally just like an Oldenburg drawing, as Geldzahler
said, Flimax is Pat's '"dance" with Lucas on bridge over water --

a sort of satiric fashion show in leopard suit,sm® ratty fur,
stockings and green high heels -- while simnultaneously Lettie lowers
self into water and floats with the aid of 27 balloons, while

David Whitney attacks and bites them (this gets a big laugh during
first periormance, not much during second). Iintire cast (29%) in
water for finale, and out when Alex blows whistle. Applause.

Afterward, Henry Geldzahler said Claes had given them an entirely new
script, and stayed pretty much with that. Rach segment has a specific
time limit, signalled by dimming the overhead lights, and within time
limit they're pretty free.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Tomkins [E e 3 l

Oldenburg opening (cpnt)

One good moment: Sarah vLalton swimming length of pool whilie colored
girl walks on side -- periodimlly they stop and stare at each other
with hostility, then colored girl gets in water and they face each
other for a while., Cohtsast of Sarah's marvellously clear white
skin and the colored girl's dusky body, very strong.

Problems: Meteorolagical balloons both broke (Lucas and Pat danc:e)
-- "Where can you get something like that on » Sunday?" (Claes).
Alan's wrangle with the Herald Tribune fashion dept: '"They've sent
four people down here and they want to photograph one of them coming
ait of the water in a Rudi Gernreich bathing suit during the Happening,
for Zugenia Shepherd's column. I told them it was just impossible,
and they got furious, started calling me names. Damn it, there's
more temperament in this place than in any Broadway show."

Some uncertainty about the end-ofprally party on Wednesday night.
ABC said it wanted to throw one and take pictures of it. Now
ABC may pull out, for bugget reasons.

No one went swimming after the first show. But after the second,
which was attended by a much less 'in" audience, several people
wanted to., The cast got in and had a good time. Also Roy Lichten-
stein, in & wide-striped trunks. Some rather chic people at second
show, also Mary Bauermeister with a baby.

Second Night (May 23)

Big audience again, but "in'" just the same -- everyone pointing out
people they knew in the cast. Santha Rama Rau. Merce C. Alice Denny.

Some changes. Sarah D. and coloroed girl say "Sh-h-h." On the bridge,
instead of fashion show and dance, Pat takes off about eight layers

of clothes and drapes them on bridge itself, then folds a sheet with
Lucas while motion picture projector casts their shadow on the back
wall -- Claes said later he'd planned to show a film then but the

film didn't come. Then they spread sheet out over water and Lucas
drops her in on top of it. Everything went smoothly, except that
Debbie and Barbara broke up in their wrestling match -- because Merce
was there?

Comments: Henry Geldzahler: "It was a better performance tonight,
but the important people came last na'ghtol

Merce: "It looked like a contemporary Renoim in places,
with all those girls walking around the pool."

Claes: '"It's such a beautiful place, all those lights
reflecting off the water.,.."
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May 26 - Last Performance (Judson IIT)

Biggest crowd of the series. Jerome Robbins, Leo and Toini, most
of the regulars and some haut monde. Over 100 people. Starts
half hour late as usual. Steve makes announcements and invites
all to party afterward.

Claes' Telephone piece gets a Zxght laugh and lWght applause. (Alan
says that last night he kept the line open as usual so that Claes
could call back, but when Claes called back he got a busy signal --
it was someone else calling).

Pelican went fairly smoothly. Parachute silk gmounted on a huge
circular frame and then harnessed to the back; when upright, the
chutes nearly touched the ¥swx ceiling of the entrance. Circle

image repeated in spokes wheels.mXx Steve and Alex both in gym
suits (loose fitting) as was Carolyn, who looked more birdlike

than ever, her ballet movements somehow defiant in that anti-pallet
context, The boys skated better this time, but their amateurism
showed clearly in their caution. Piece got boring after a while,
and once again got only mild applause. In picking Carolyn up

after the curtain call, ghey negrly dropped her. Roses for Carolyn.

Dark Horse dance by Debbie Hay, preceded by flag carrying Zuzxz€aklikx
girl (Mimi Stark?). Dolly with ropes at either end manipulated by
RR and Alex. Debbic wrapped in Saran Yrap. Glittering. Her chunky
little teenager's body. Has to wait for Ber flowers -- after the
applause had stopped.

(Music for this was Chopi ngtzes, played over and %&Fer Stockhausen) .
Stockhussen plyed oT cororg s;v-u?» echniviun /mrﬁ‘fg o~ an Pueny (N
They Will - Best piece of the evening. A circus piece with carnival
music iinterrupted) and lighthearted approach. Trapeze and mats.
Afghan got loose in middle, was held by Jerome Robbins. In the
gigg_grgg this, Tony Holder came out and did Lightweight in the

R Blue light, and got biggest applause of evening; ¥ery

eficetive bit, making it look like an old movie. Holder drives a

\\j;?Xi’ studies dance with .

During the Fahlstrom ngrd calls, Bob and Suzi Gablik did Flat, the
txuek Thriftways truck came in and released two dogs, another car
labelled White Horse came in after it and just parked, and a number
of people, including Robbins, went home.,

la"zﬂ After Intermission, everyone climbed up to the second balcony where

Steve presented a fragment of his new unfinished work, which seemed
to be mostly concermed with tape recorder operation. Began with
excerpt from the Army-McCarthy hearings, ppoceeded to tape of some
word game played by RR and others; Judy Dunn camein in blond wig and
much padding and did funny dance, later reappeared with loudspeaker
strapped to her forehead; Steve carried speaker around in pail, etc.
Very hot and uucomfortable. Uneasy feeling that the "finished" work
will go on for several hours.

Speed Limit -- white coveralls, wrestling match, tumbling on mat,
acrobatics (rﬁdimentary), ending with both roped togéther in a
great tangle. 'Why wonZ" "It was a tie.,"

Rio Grande by Alex was the finale. Passing the two girls from one
to the other, skirts over head, etc etc. "Yvonne hates that piece,"
Alex said later. 'She said I must just hate women!" At end of long
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Last Perf (cont)

evening's workout for Bob and Alex,®sxtkEy an embarrassing curtain
call while they shouted xmxm¥x for Mimi and Sarah to come out and
get roses -- previously, Nancy Fish had sought to give flowers to
Alan. Bxnakx

Final act af Rally was contributed by a male spectator, who went
out an stage to retrieve the shoe he had tossed out previously.
"If the shoe fits, put it on," he said, in a bid for attention,
and then had to repeat it. Erdxesmrzatx

End came at about 11:30. Then warm beer and violent frugging .xmx
The Judson dancers who are so keen on '"minimal movement' threw
themselves into the frug with wild abandon. A lot of BEAEZE new-
comers appeared: The Dines, the Oldenburgs, Lichtenstein, etc.

How Dark Horse got started: Debbie wanted to do her new piece,
"Fig.", but Steve said no. So Bol said to Debbie, let's do it
anyway. Debbie didn't want to have it just hers, the thing built
up from there. A separate program just as complicated as the
scheduled one, with no rehearsals. And no one knew about it.

On last night, the Once Group drove in in a white car -- nothing
else.

The whole Dark Horse bit has really opened the way for anybody
to do anything in future, interrupt people's dances, horse arpund.
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prelude and march OTTO HENRY
7 GUEST ARTISTS

blinkety blank NORMAN McLAREN
(animation, hand-painted sound track)

dialogues for man and machine HENK BADINGS

the house GEORGE MANUPELLI

(concréte sound track by ROBERT ASHLEY)

visages T LUCIANO BERIO

OR

le rire BRUNO MADERNA

1'amiral cherche une maison 2 louer HUELSENBECK,
: JANKO, TZARA
(triple poem, 1916)

huelsenbeck:
janko:

o prufer
r wilding-white
tzara: w sylvester

IENETSEEREMETRSES ST ORN

t 1If defective tape of VISAGES is replaced by Austrian
distributor in time ;

the ONCE group

SPECTACULAR *MUSIC+THEATRE

including

from GALLERIES GORDON MUMMA

interlude for space theatre ROBERT ASHLEY
the bottleman: experiment

. in two scenes II GEORGE MANUPELLI

the wolfman ROBERT ASHLEY

souemiogaad sTYl 1037

&

‘fa1yse 1
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TIST SPEAKS: ROBERT RAUSCHENBERG

f Rolb:«

Pade q series of tapcd talls with American arlists
~spemgored ’-‘ At i}f Laerica and the drehives of

d dlestyated weith plotogranhs hy Uao Mulas

ledwed ©0 Robert o chenhere during a weelk when he was nevor

Lt of vhe Dmelieht

R AT of i~

it oo,

¢ Musenm of Modern Avt had jnst opened ifs

wvings ihstrating all thirty-lour cartos of

imding np a tour which had won enthosiastie

onior omore A dozer Turopean citiess Lile magazine's
TS 3 ine then commissioned seauel (o ns Dante series had
avrived on tl stane s with ats newsq el-like panoran of o
der 1 ~chienbers was in constant demand by journal-
i nig ogran! A< Followed a series of staged presentn-
s of e theas s danee neogvam, “Map Room 11, which had

wined overflow ¢

tdlst Stpeet in

ds nto the Iim-Makers' Cinemathdque on

‘ow Youk.

ien vy 020, it qze thivty, Rauschenberg was not hothered by
oA “ s only Siightly more irked by the pressures
ine Pove scanted steadily sinee last summer when one
Tod Iaeneh iy ciuals named him the most important avtist
et ged sinee 8 waes (s honor was all the more surpris-

<o it follow 1"\'

Ik S0,

orly a year the hostile reaction—almost
s New Yok quarters as Ilnrope—to his fivst
Venee unale 10 1064),

batitin

tselics Yere's att Gude of acceptanee of whatever eircumstances
Tap it oniy matte: temperament but an existentinl
iasis heigs impled in his work through all its phases. Without
willl to entotain the contradictory elements present in
N monent of e neonnt - with environment, the incongruons

nents

the past deea

s combines woutd

o arbitrary and contrived,

mschen’ erg's hreathlesg

Progress Lronr one

and sevial to another ~ typical of a new posture of rest-
vubilil s for i mt-gacde artist. e takes for granied that
i Goos Seeklor @ eontie iting editor of Art in 2| meried, s
cord ity taped ivlepviovcs of Americar artists Lor the Ap-
s of _ erican for i oast four years. Uyo Mulas, e
plcste qrapher, Jrom ] v LS bools of photograpl = N e

£/ AL St a tewt by aw Solomon, will be

Tioli ]

wil ) wxtou, L, Do the spring af 1057,

Rauschenberg by Dovolhy Gees

American

Seeliler

At

for the artist who manipulates the viewer's surprise and reshufiles
the viewer's perception and associations, there is a dininichis 2 im-
pact in repeat performances. As he discovered §ow quickly the
disveputable castolfs were estheticized (e beauty ol a rusting - ense
plate, for example, heeame appavent to evervone), e abandoned his
comhines and hegan to comvose with imaees daily disgoree: s the
press: the split-sccond action that takes plice on a basehall diamond.
in a pavachute, in a teaflic elover-leal July
or among the swinging viot police. Phatosraph scetions

were transferved to canvas by a silk-sereen process. But I:

at a Foanrth of rade

chubs of

\(“ll'
as he went off an tour with the Meree (¢ unningham Danee Cor (pany

(designing sets and costumes, oces asionaliy divecting and takine part

m danee performanees), he decided that the sill-seveened ins s no

longer held the requisite eleinent of surprise for him e then had one
hundred and fifty of the-prepared-sileseroem | PAOCISTIemo

Wt from

s Slmho s0 that 11(' would he foreed to tuen to new
‘\‘_"_ﬂ_

(| anaterials on his
refurn,

Tt would have heen casier to continue with these Camiliae SIS
of working and turn out o product that is now i ereat demand
despite its high prices. B sinee the challenoe

as Rauschio here

sees it is not to ingratiate the audienee but to constantly
and expand its pereeption of the present, this was not an alte

that could he considered,

renew

live
I have reason to reeall how varly and how consistent was Rass Aen-
berg's concern with the viewer and his involvement, hoeause st Wis
mplied in o way that puzzled me on the oceasion ol my fivst
e with him in the eavly Filtios, when

cet-
went fo his studio ta pre-
view his forthcoming one-man show at the Stahle Gallery, The
contents of that show tnrrcd ot to he o froup ol printings  Hose

vast, pristine expanses ol white wore interraptod anly shalitly and

[ olf-center by, in e, newspaper chipping and

one -

[ragment of mirror, Since these were he days when the
appearance ot such objects was automat

ather, a

wally assumed to e e
wc st eynicismeand despaie, 1owas too anel bafiled o take them

t their face value as cmblematic reminde: < ol my

01's)

awn (the vigwy-

presenees bowas astonished to et as the anthor ol

Ve
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works, a young man with a boyish, open face, a habit of moving
as if “ic tennis shoes cavried an extra charge of bounce and a pleas-
antly resonant voice which had a trace of southern aceent. 1fis
conve afion revealed no nihilistic spleen ov dada ironies; far from
seeming a vebel of any stripe, he conveyed a sense of continuous de-
light at the discoveries of cvery shining hour. -

Rauschenberg had spent his youth as part of a large, modestly
situated family in Port Arthur, Texas and had not discoverved his
vocation until he was serving in the Navy duving World War TT.
Afterwards he stadicd brietly on {he (L1 Bill at the IKansas City
Art Tnstitute and, with his own savings, in Paris. But his really
productive study was with Josef Albers at Black Mountain College
in North Caroiina in 1948 and 1949, an experience whieh offered
him ideas and diseiplines with sufficient elarity and authority to
produce his rebellion against them, a rebellion manifested during
three years of scattered work and study in New York when he
produced, first, all-white paintings and then a black series.

Tn 1353 the abstract expressionists, whose powerful example was
to have a significant effect on Rauschenberg's work. were consoli
dating their monolithic triumph on the New York arvt scene, hring-
ing with them into this period of success a crisis atimosphere an
glorification of the artists’ wilfulness in the face of {he public.
This stance of indifference or even contempt for the audience eol-
lided with Rauschenberg’s emphatically opposite attitude because
it reflected to some extent an experience that could not be expected
to malke sense to him: disillusion following years of involvement with
left-wing causes and a harassing obligation to deal with a socid!
content.

Rauschenberg apparently found it hard to understand that eseaj.
from the pressures of the Thirties should have been into the fascinat-
ing 1aner world of the unconscious. It may be that the older nien
had to establish their independence as artists, free from publie pres
sures, before the next generation could fraternize with the audiencc.

Tt is my speculation that Rauschenberg, who certainly appreciacca
and was able to appropriate all the painterly freedoms offered by
action painting, was prevented from joining the abstract-expres-
‘sionist ranks by his training as well as his temperament and thi
he was fortified in this hy attitudes he had absorbed from his worl
with Josef Albers at Black Mountain. While the action painters’
concern with psychology was direeted inward to the subjective wi.-
conscious, Albers had certainly implied, in his teaching, an awax
ness of the psychology of the speetator. No one could sit througih
countless demoustrations of how a viewer, when confronted with
a warm color, can be fooled by chromatic surroundings into he-
lieving it cool, without hecoming aware not only of the plasticity of
color but, also of the plasticity of perception.

Although he does not recall having paid much attention to ab-
stract expressionism’s philosophical premises in existentialism and
Zen, he apparently took seriously that part of its moral position
which emphasized risk and openness and keeping the artist's ac-
tivity- with all its precarious halancing—clearly in view. What he
wanted to eliminate from this active engagement with materials was
the assertion of will; he wanted to work from a motivation other
than self-expression and a process other than stream:of-conscious-
ness. ;

Part of the reward of working with street discards and other
found objects in his combines was, he felt, in the possibility this
offered him to act simply “as a collaborator with ohjects.” Actually
this fantasy that the objects arve active while he is passive, which
he knows is not literally true, is acted out in his role in “Map Room
I1,” where he makes his body a conductor of clectricity. Objects
such as battered wmbrellas were also useful beeause they brought
to the canvas a sense of experience undergone—the wear and tear

of weather andiof humfan nsnge—wlile pevimtling the arlist 6
Rausehenber,

paid

main dead-pan and out of sight crmotionally.

that such castofis served strong, hi ‘e shapes. also that they ezxved

to throw up a hurrier against his “esthetic” s

gl e

Sinee anything U an artist produces must be, 2 the © al)
for sclf-

sis, an expression of himself, Rau chenberg's reugnaies
expression in avt begs for some clacifeation. te dislikes anythis
that he regards as an excessive exhibition or conlession ¢~ emotiona
attitudes —and this can inelude a facial expression in an 11 Greeo.

Beeause of his aver

on to eolors that eould he read as eniotionall s
loaded, he developed his “all colovs, no color,” approach, in whisi

no single color stands out. After lie did a series of pantings i

which eolors came in random orvder from bargzain cans that had }
theiv labels, not even the most obtuse eritic conld deteer dark, sub
jective mysteries or symbolism in his palette o5 they had 1a his 1951
black pl1illﬁl]gs-~i‘.hIlLi()l‘.Ll“}", he said, heeause in that sevies, ‘the:
was a lot to look at but not much showing.” Ile scems to feel that iu
his own work he is most suecessful when he bas discovered and the
revealed qualities in things that are objectively real and acver pre
conceived or imposed m a reflection of his own prejudiees. Th
his Comt e offeved vot only objeets and fragments that are realls
present in New York bat also a succession of surprising contrasts
that are everywhere evident to him in the city.

He has consistenliy favored images of public referencs over thos
of private associntion. In uis combines he nsed umbrellas, tires, Coca

Cola hottics, electeié furs and street signs. A notable exceptior

Bed, wilk its paiut spablered bed covers, was the product of neces

sity; on a day when utither canvas nor funds was v fable, ' n

pressed into service his previously funciional anilt. In his subsequent
silk-sereoned images, pielic references ave even more pointals Sarge
is a notable example.

In modssr art the most provoeative body vi emphatically pub!

celieve

imagery had appesred in dadaist work, which Raus henb

he encondoied too laic-——around 1950—for iv to have sigmificani;
ast, with
ng. i

in—alon:

affected bis style. Yei it must have provided him, at k

leverage against the overwhelming influence of action pain
was to be expeeted that the dadaist who most fascinated
with the witty Ducehamp—was Kurt Schwitters, who was the I
political anud the most personal of the movenent. Rausei aberg 9
that when he first saw a show of Schwitters (the German's woils
often inciuded the seme kind of street castoffs that attract Rauschen
berg), L felt as if the whole exhibition' had been made just for his
With dada. as with abstract expressionism, Rauschenbers’s respoy
has been, apparently, to accept the nicans and reject the cuds. Dad:
used sireet objeets fo deride Culture; in Rauscheuberg's woris ¢
inventory of public images is without the dadaists’ moct
Ie has said that iic wanted to say both
to say “yes.” I recatied this while watching his dance-isates

iro

vos' and “no” Lo

formance, “Map Room II” which secmed to derive inat 8
mystery fromion of continuing antitheses. Do i
with the absurditics of random word relationships, the feee = iiu
the audicnee from fun to enigma and then to a peviod of “isra.
tension; time seered to be endlessly stretehed out s & dan
crouched inside a tive, inched her way painfully across the sie
the disquieting experience was amplified by another s vse as (v
youths with theiv legs attached to tives lumbered aeross & hoties
bed spring, thereby producing a horrid jangle of sounds. Hut
tancously, at intervals, came the other side of this acticn dwalo .
a daneer, encased from head to foot in tives, who rolic comical

e

in pneumatic liberation. The explosion of laughter from tiwe o iich
seemea a gaunge of the inner tension released. A more Lawaii:
sequence involved a dancer who adjusted exguisitely, with the st

finely articulated, but necessarily mueing, nio ements, v the oo
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ve fluttering bivds that she wove as a costume; it scemed
IRew allegory of accommodation to ardnous circumstances.

Wit e dada ridienled the Gstablishment, Rauschenberg sidesteps
brsad dssuesy w he deals with is actually a moment in the
ociety mo o than the values of the society itself, There is a
ense of passage tiiough the environment that was reflected in £an
mail he yeceived . Whitechapel Gal-
. People seewed to recornize that their conscionsuess had heen
that the
traveled throngh the ¢ity’s thovoughfares—an echoing in life of what
had been expericn

life of

fter his vecent show at London's

stravgzely modified, ¥ owere aware in o new way as they

] in axt.
This happens moie eloguently when the moment is average than
dional or dramatie. In his first Dante series the
swimming blur of momentary actions and expressions—each, in it

when it is except

self. of a kind famiuar in the sports pages—hecame mysterious in
association; appearing as the isolated, silent observer in the midst
't these active iitions, the figure, wearing only a towel avound
s middle, allowed the viewer an equivoeal identifieation. This am-
biguous modern hel’ seems to exert a greater hold on the imagination
hian the far wore specific imagery of the Dante pages Rauschenberg
omposi <. for Life. In the “Inferno” our immediate
:cognition of the Bomb, concentration camp atrocities and epi-
sndes of

¢ apyp.

magazine's

¢ civil rights struggle trigeers a response in the light of
verything we know and feel—we do not need to give owr attention
visually i what is on the page beeause the references are very
miliav. This use of a more specific social reference represents an
<ceptionel departure for Rauschenberg, who, until now, has assumed
he political neutrality typical of his generation, sandwiched as it
- betwoen those aligned pro or eon the old left and the younger
eration which, even when it is not attached to the “new left,”

2 have as a hero the protest folk singer. T
For a1

Rob Dylan.
actist whose moderate-sized paintings sell at the Teo Cas-
'li Gallery in New York for from ten to thirty thousand dollars
with outsized works ranging up to sixty thousand), Rauschenberg
s lived very simply—unless the vastness of his former Broadw: ay
4d'0, with its tiered skylights, could be connted a luxury. There
iz only addition to the hare necessities afforded by an iron hed and
uetionsl Litchen unit was a casually installed collection of small
orks by such well known contemporaries as Frank Stella and de
oning (the famous erased drawing). The rest of the enormous
pace was a canine playground for_a black Samoyed puppy nanied

¢a and a Siberian husky named Moon.

aist winter Rauschenberg became the owner of a five- -story brick
ling at the comier of Lafayette and Great Jones Streets; built
' the mineceenth century, it was used until recently as a Christian
= on house. e will have his living quarters on one of its several
onstructed floors-through, usc a second floor as a studio for paint-
and sculpture and a third‘f‘m' dance-theater projects. The build-
nurchase represented a compromise arrived at after months of
¢ urated < carch for a structure capable of accommodating audiences
the theater proj ¢

5 that have occupied him intensively in the
- two yeurs and thar involve him constantly with other innovators
“is ficld—Bost notably with Deborah and Alex Hay, Steve Pax-
‘lvisha Brown, Lucinda Childs, Yvonne Rainer and also tho
otor, Bob Morris. Tiis new huilding will provide sp:u'(' for worlk-
ont but »ot for staging these programs.
it a projeet which has a very high priority and which always
crates high excitement in his discussion of activities to be launehed
ienew bnilding is one which returns him to the avea of technology
1 e had started to explore with his Broadcast and Oracle
inblages, both of which ineorporated working radios. In these
ares (and surely also in' the new ones) he has had and will
the sz ortant eollaboration of Billy Kluver, a gifted re-

seareh engineer who develops unnsual and original projeets for Bell
Laboratovies. Still in a germinating stage are Rauschenherg's ideas
for a number of three-dimensional wits (eoordinated into a single
whole) whicl will be hypersensitive to ever-changing elements in
the surroundings. Some sophisticated admirers iy raise an eyebhrow
at his pressing info the ficld of art-cum-technology in which a number
of his most knowledgeable contemporivies have already staked out
mipressive elaims: Calder to Len Lye and George Rickey in wind-
driven Lorms; Norbert Kricke in witer-condneting  struetures;
Tinguely in radio and mechanics, others in light.

Here the only eriteria available is the difference in his own uses
of these forces and materials as they have already been indicated.
There is some evidence supplicd hy Rausehenberg in recounting (in
a different conneetion) his experience at the Stedelijk Museum in
Amsterdam in 1962, Willem Sapdbere. then {he Stedelijk’s director,
assuming a strong community of interest amone five artists whose
international reputations depended partly on the use of machines
and like devices, invited the collaboration on a single seulptural unit
of Tinguely, Niki de Saint-Phalle, Picrre Ultveit, Martial Raysse
and Rauschenberg. Significantly, the artists discovered when they
assembled and tried to pool their ideas that it was impossible to
reconcile their diverse concepts. Tn the separate units that each con-
sequently produced (for tlie exhibition, called, “Dvlaly ”) in a three-
weelk erash program in the museun, Rauschenberg's four seulptures
—ranging from eight to ten feet high—were probably the least
sophisticated technically since they were held together by holts, nails
and wire, but they seem to have refleeted his usual concerns. A ro-
minder of his obsession with time was a piece that incorporated nine
large clocks, as he said: “some just zipping around, others hardly
moving.”

Rauschenberg’s plan to set up one floor of his new building for
painting should scoteh inaceurate press reports that he has given
up painting. Periodically he gives up painting
weeks or months on other

, spends strenuous
activities; but affer such exertions there
is the appeal of what he has ealled, *the genteel look of a well-
stretehed eanvas.” Tn his eanvases, as in his new technologieal forms,
there has heen all along the same attack on what he calls hierarchies
oft values, preconecived notions of what is important enough to

deserve notice and what is not: these hierarchies are main obstacles

to an honest rapport with the world we live in. ITe wonders it 1s
beeause of Protestant or purifan clements in our background that
we are habitnated to heing conscious of only certain areas in our
surroundings, only seleeted moments of what we experience bhut le
believes that Buropeans are even more inhibited by centuries of this
programming.

In his paintings one is struck by the fact that every formal deci-
sion has been made to attack pre- Jjudgment of what is seen—and this
will almost certainly apply also to the new technologieal forms.

Liach element assumes significance not in itself, but in relation to
directions, tensions, convergences that ave open-ended—and at the
terminal of this actively charged civenit is the speetator. (Whetever
ideas he may have taken from de Kooning, Rausehenberg eould never
have imitated his centered and deliberately hicratie compositicns of
the TVoman series.)

This is the year that avant-garde writers ave immersed in case
histories, reporting without interpretation the teuths that are in-
creasingly making fietion scem trivial, Musicians, tou, are bent on
utilizing real life sounds—and eyen tuning in on the “musie of thoe
spheres” in outer space. Rauschenberg is certainly not alone in the
art field in his dvive to document, to submit himself to reality nuked
of illusion, to convey to an audience the sense of what it is that is

seen, heard, experienced-—even if it add- np only to the sens of
being lost,

—D. G. 8.

e
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In 1953 Rauschenberg had returned broke to New York after a
year spent in North Africa, Spain and Italy. Although he had been
given @ one-man show at the Betty Parsons gallery two years earlier,
his worl was taken seriously by only a few. His main encouragement
came not from painters but from a group of musicians, Morton Feld-
man, John Cage and Earle Brown, and the dancers associated with
them. He was spending fifteen cents a day for food and ﬁfteen dollars
%&Ma loft mear the Fulton Fish Market in Lower
Manhattan. To save carfare he walked uptown to Greenwich Village
to sit in on the heated discussions about action painting then taking
place at the Eighth Street Club and at the Cedar Bar.
“Affluence was very foreign to me in the period we are talking
about but if you don’t have trouble paying the rent, you have trouble
doing something else. One needs a certain amount of trouble to
operatfe, some need more, some less. The creative process somehow
has to include adjusting realistically to the situation. I felt very
rich being able to pick up Con Edison lumber from the street for
combines and stretchers, taking advantage of whatever the day
would lay out for me to use in my work—so much so that T am some-
times embarrassed that I seem to live on New Y01L as if she were
an unpaid maldservnnt

“I felt new in New York. I thought the painting that was going
on was unbelievable, Bill de Kooning is a great painter. I liked Jack
Tworkoy himself and his work, and also Franz Kline but T found a
lot of the artists at the Cedar Bar were hard to talk to, There was
something about the self-confession and self-confusion of abstract
expressionism—as though the man and the work were the same—that
personally always put me off hecause at that time my focus was in
the opposite direction, T was busy trying to find ways where the
imagery, the material and the meaning of the painting would be, not
in an illustration of my will, but more like an unbiased documenta-
tion of what I observed, letting the area of feeling and meaning take
care of itself [Rauschenberg is speaking here of his Combines]: T
mean that literally: I felt an excitement at heing in a city where
you have on one lot a forty-story building and right next to it, you
have a little shack There is this constant n'rﬂtxondl Jjuxtaposition

76

AU A R
of things that one doesn’t find in the countryside. I had traveled
quite a lot in Burope just previously and had not found it there

cither: instead there’s a kind of architectural harmony ; everything is
50 much more cohesive than T have found in New York.” :

While some abstract expressionists were nailing boards over their
windows to shut out the distractions of the city, Ruuschenberg was
drawing stimulation from the dramatic conlrasts of the waterfront
neighborhood: the animals in the largest pet store in New York, the
wholesale plant stores on the same block as the Washington Market,

an(l in the next block, hardware stores galore.

Durmrr the day the streets would be so full of people that it looked
like an ant hill that had been kicked over; then, hang—at six
o’clock you could hear footsteps three blocks away. The buildings
were the tallest there and T always like heing near the water if T have
the choice. So I think that this is a very rich part of town, but T
don’t find the rest of the city lacking in this quality. Every time T've
moved, my work has changed radically and T think that if it didn’lf
change nnturallv, that 'd do something about it to make it change.
In this place [his studio at 809 Broadway] the light is so white that
it’s not to be believed. In other places where the ceilings may not
be so high, the windows may be bigger; there you'd get the light
bouncing off the floor—it would be warmed up. It is the job of the‘!
artist to move with these things, using them as additional qualities.
Some artists move into a new place and force on it a working attitude
they remember as one they like. That attitude makes a kind of paint-|
ing different from mine. My work was never a protest against what
was going on, it was an expression of my own involvement.”

A principal difference between the outlook of Rauschenberg and
the abstract expressionists is seen in their very opposite estimates of
the significance of the unconscious i art. Rauschenberg told me thet,
as far as he was aware of it, the unconscious was not an important
source of imagery or content in his work. Pollock had said: “I thinl:
the unconscious is a very important side of modern art.” Rauschen-
berg, in his wish to exclude unconscious fantasy, also rejects much
of the associational aura read into some of his paintings. This came
out i a discussion of his black paintings (with collage) of 1951.
“Lots of crities shared with the public a certain reaction: they
couldn’t see black as pigment. They moved immediately into asso-
ciation with ‘burned-out,” ‘tearing,” ‘nihilism’ and ‘destruction.” That
began to bother me. I’m never sure what the impulse is psycho-
logically; I don’t mess around with my subconscious. T try to lxeep
wide- awwke If I see any superficial subeonscious relationships That
Tm_familiar with—clichés of tattor-—I change the picture. T
always have a good reason for taking something out but never have
one for putting something in. I don’t want to—because that means
that the picture is being painted predigested.

“There was a whole language (used in discussions of the abstract
expressionists) that I could never make function for myself: it re-
volved around words like, ‘tortured,’ ‘struggle,” ‘pain.’ T don’t know
whether it was my Albers training or my personal ‘hang-up’ hut I
could never see those qualities in paint—TI could see them in life and

"in art that illustrates life. But I could not sce such conflict in the

materials and T knew that it had to be in the attitude of the painter,
his interpretation of an attitude that existed separately. Tn the fu-
ture, if one were to lose contact with this idea it would be possible
to have a completely different attitude about the painting.

“In the black paintings I might have—with my subconscious hay-
ing me—used black with newspapers because of the burned-out look
but T certainly did not like the idea of ‘tortured, ‘tarred’ and ‘torn.’
A newspaper that you are not reading can be used for anything.
These same people didn’t think there was anything immoral in
wrapping their garbage in newspaper--a very poéitive use.”

(continued on page 81)
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e ruads 0

3 p
KT ~rperineals,
i paiuting in toilet paper, then duplicated it i eold leat.
£ ched poth verr cavelully and Found no advantace in either: what
it

one was sayiug, the othee seemed {o he just as avtienlate. T kney

hg deu et was somebody else’s problem—not mine.” %

L st who uses hlack Leeause of established associations witl
deatle, and gold Tor its implications of elegonee, is tradecy on kiown
qualit.os in a way that Ranschenberg regards as danygerons for 1h
life of the pictio,

“When someone close (o you has heen away it's only i aboul the
fivst fitteen winutes that yvou're hack together that you notice how
e has changed from the wdea you have of the way he luoks, The
same tinng happens fo a painting: when it heeomes so familiar that
one e

wnizes it withont looking at il, the work has turned into a
Faesimi ¢ of itself. Tt you do work with known quantitics—making
puns or dealing svmbolically with your lll:lf(‘l'i:ll——)'()l-l are shortening
the life of the work. Tt is already leading someone else's life instead
of its own.”

I recont pears he las designed sets and costumes for the Merce
Cunningham and Panl Taylor Danee Com panies and while on towr
has talon part it danee performances. Ile Tas also clioreographed,

durected and acted in a sevics of performances with dancer.

Although
these iwvolve objects, the main molivation comes [rom dance.

L don't eall these performances happenings—happenings have to
do with_the animation of objeets. Sinee they come out of my really
q-u’in' traditional appreciation for danee, T would rather eall them
‘dance-theater.” T hegin by just having an idea and if that idea isn’t
cenongh, nave another dea

and then a third and a fourth; compo-
sifion could be deseribed as an attempt to mass all these things in
such away (hat they don’t intevfere with each other. I never set up
cause and effeet sequences or action contrasts that ave extreme:
salmly o less ealmly, episodes just happen to exist at the same time.

I One of my main problems is how fo get o picee started and how to

get it scopped without breaking into the sense of the continuation

ol the whole unit. T work very much (he same way-—eanposing in
uon-sequential velationships—that I do in painting.

; “T like the necessity of working with people o put on a pieee,
and one of the reasons T have heen preoceupied with theater is he-
cause of the extreme diseipline necessarily demanded i working with
other people.”

In December 1965 e staged several performances al the iln-
Maler's Cinematheque in New York (or « program with presenta-
tions by Claes Oldenberg and Robevt VWhitman) of “Iap Room 11"
adevelapment of « sketeh he had initially designed i carred oul
at Goddard College as “Map Room 1" In a final sequence he gol
inlo a pair of shocs embedded in glass-like bloeks that vefleeled light
from the floor.

“I used my body as a conductor of eleetricity by holding a live coil
i one hand; with the contact with neon tubes, they lit up (with

different eolors). [ consider this more suee

ssiul than some ol my
other | rees—maybe I've doue enough to huild a collecetive voeabu-
| lavy. I one's body can he a conducetor of eleetricity, there ave all
| Kkinds of materials one could activate by hand. It's like moving the
“confrols ont anto e stage. T like the teehnicians to he visible and,
il something has to he moved onto the stage, one does it in the most
| direet, snnple fashion: you just walk over and put it there. [ wounld
rather not have the proseenivm hiding everything. 1 ncarly never
choreogriuph expressions for neople that I work with; they should
not look as though they were doing something easily if it is noces-
{ savily diliienlt.”

Lo dos eorte e ea plails cortain o Vecls Hhal ey aeecdestad L
this does ol jmply Lo ! e is o o by bl ik
cliaee (as a8 s fricned, com pose ,-.,/, ( ttafe
1 have = opfainly made use of (e A THI TR | BT e
Just a feiendly velationship wth ma \O 1 ik i
they arve vather than for vhat yon make ont ol th Kinany
My preocenpations wis patier dn taal L tmed d
by the different way= thut paint went on that esen thougi @ nish

lenow only seventeen wos = thnt there were aetee By thosands

T was interested in wany of Join Chze s chanes ope 1

[ liked the seuse ol experapentation S L bt it

15 just a different ground for activities [ eanli e cer lignre out

mteresting way to use any |

wd ol pre vmmmed aetivity-- and eve
thongh chanee deals with the unexpeet ¢ and vhpianned, it stll o
to he ovganized.

“Working with ehance, T wenld eva ap with ~amething that wa
quite geometvie: T felt as thoneh Fawere eavry mg oul an sdea vatlic
than witnessing an unknown idea talonge shign

“Idid a twenty-foot print, and John Cage was involyed hees
he was the only person with a car who would be willing to do this
I glued together fifty sheets of --the i —and
stretehed it out on the street. Ie drove his A=Naodel Fora throug!
the paint and onto the paper. The only directions he had were

try to stay on the paper. e did a beautilul job but T ecnside

paper

my print.”

Persisting throngl a namber 6f clasgos e color and maleria's o
cortain ways of composing lhat are e opposite of co wlhon
design.

“Tar years T've heen concerned with the idea of a geiaxed < vumiet

2 ——
I think of svmmetry as @ neutral shape as opposed to & o ol
design. 11 you are dealing with multipuerty, vavaon and inelusio

as yonr content, then :

v feeling of complete consistene;
ness s a violation of that attitude. | T ot

Sillie

msciously to do .

work that would imply the kind of vichuess sud comple. I siw
arvound me
“One of my painter feends onee sod taat Pmoaw RINT

at the edges. This was intended as o gole but I think that i

be true: there's been o conserons atten pi to avout giving ¢ b

])l'('“'l'('ll('(‘ Lo any arca \\'hl'“ll'!' (ll'r‘ld (RGP e Hle |llli’lll where o
have ouly halt an ineh belove T hit the wall. T havwe ignored siople
minded adeas of formal composition by just pulting sons g o
no consequence at dead eenter,”

While cerities have habitwally evedited Rauseronovg (aleing witd

Jasper Jolis) with having launehed m e af the ddeas A

niqiees lat feare hecone staples of pop arvt. som: harve Failed oo

Linguish betweeen eis own altobades and Giose o the artistic IR

Ieacas ashed to clavifiy fus own position vis-0-ris nop art.

“The word ‘pop’ is move Hollywoadian than his vian. Pon st ae

contaminated owr art ol stream-ol-conscionsuess, We have  contio

country—the means have to he divect. Today in New York we L

masters and matters of all sorts. Then valuntary cooper an in-

dicates a certain amount ol commnuiicetion, ' conee and ) essue
in cach others’ ideas, At the same tive, Utk that one

peets of my work that [ erviticizo mysei! for the

the as

L Gsts that so any
prople recognized it as a way ol we king, 1= an end iu ;
that the imfluenee that the work has ned on oths

i what they would eall the same dir

I, it

s avtists who work

toom, is really a weaknoss of
my concept. The reason: even the soctiily interesting nusleads
reetly to the embalming of the work.

“L think that in the last twenty years theve las hoen @ ey ki

ol honesty in painting where paindc mmve heen vory

T Y

IR

tet oo
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'}rqll:' et 1t e ve u|)l‘n|_\' thougli used tor ditferent vea-ons  ju
as 1oy repecas as theve ave avtists, For o long fune oue eoul

see a1 brusliboad ol paint almost as (hougle the artist had jnst o

it o convits and walked away (but now there’s anew Kkind o
paint st bindes o heeanse some avtists were looking for, and th
e e a new medium —plasties). 7

Tins was opposed to the older way of using paint ouly fo buil
e ilssion sbhout something else o wanting only the color aspe
All ot these thimes --clements of painting, sueh as line and color —-ave
now heing sepaested out, taken out of traditional v ationships so
that they Panetion independently, Facl one heeomes o whole ratiae
than o detial. N

these elenents will never Gt haek tozether (o ke

anyio tewe love seen. [ othink that i€'s agreat time,

“Inthis new aive and take, when an artist sees something exeiting
that avother artist has done he is hkely to say, as Larry Poons has
“Weil, now I don't have to do that.'™

In ontrast Lo the abstract expressionists who have generally pre
ferved to stay within variations on major themes established in their
matur 'ty Ruusehenberg has moved restle ssly from one stuie aid
malerial Lo another.

“Ae

is alwavs a pleasure to give them up .

ras style is concerned, T've yun through a ood many and it
.. . Yet I am not so facile
that ! can accomplish what T want to explore in one or two paintings
Sometimes a period, such as the all-ved paintings or the ones T cali

‘pedestrian colors,” encompassed about fifteen paintings or it may

go up to thivty. When [ reach a stage where working in a certam
way is move apt to be suceessful than unsuceessinl—and it's not
Just a lueky streak—when [ definitely see that this is the ease, T start
something else. Usually while I'm working one way there’s anotlier
aftitude that's growing up, a reaction to what I'm doing that almost
may he the reverse of it.

“The problem when T started the Dante illustrations [thivty-four
illustrations for “The Inferno,” 1959] was to see if I was workiug
abstractly because I couldn’t work any other way or whether I was
doing it by c¢hoice. So T insisted on the challenge of being restricted
by a pa

icular subject where it meant that 1'd have to he mvolved
in syi:holism. An illustration has to be vead; it has to relate to some-
thing already in existence aund, well, 1 spent two-and-a-hall” years
deciding that, yes, 1 could do thal. All these statements ean sound
rather sehool-roemish—insisting that you lorce yourself to do some-
thing--but it's against my nature to be disciplined anyway; 1 have
to stram a little to keep sanely [ree.”

Wien Life magazine commissioned him to do « new sevies of 7l
lustrations for Dante’s “Inferno™ (December 17, 1945) Rauschen-
berg fad"hoped to wse lithography as the means of (ransferring
images culled from the press bul was prevented from doing so by
legal and technical difficultics and had to return to the sill-sereen
technique he had used earlier. ITe [ownd that working with Gwenty-
fire whotographs (reduced to magazine seale on one screen) was
“lile Laving many palettes—nstead of having colors laid out, there
were all these images. Life readers saw i Rauschenberg’s new “In-
ferno' illustrations, a series of juxtaposed images with recognizably
specific refercnces Lo concentration camps, the Bomb and episodes
comnccced with the civil rights movement. Since these more readily
identifiable elements represented a definite departure from the more
ambiguous imagery of the carlier Dante series, I asked him if his
point of view had changed.

“Sor. - me asked me yesterday: ‘Do you really see modern life as all
made up of hell?" Of course not. But if one is illustrating hell one
usually uses the properties of hell. I've never thought that problen-
were s0 simple politically that they could be tackled directly in art

works, not by me anyway, although in my personal life [ do talc

84

statids on atroeities of o ks, Bun everyday, BCRSRs cdiisiat
whint you do with the attitude you e ol you have st

tliese thices are expressed ovev a | il ol e a8 apposiR (o
one Gueriea, That's jush a ditferent atlitade, Whea B ¢
Dinte, the fivst series was eleetion veir dnd o bistorios waolie

able to read that this was when ib ses dones When vou jist illusti

your fechng about something sell-conscionsly  that is o fedlng

acomeveial attitude, Tf yon feel strongly. its coing to show. That

the only way the pelitical seene con eani ity ook - a

helie it's theve, Consistently theee has been an attempl to ase th
very last minunte inomy hife and (he partieular focation @ @ son
ol creel i inspiration vather thav vetiving mto some othe e G

or deeam ov ideatisn, 1 ink that ealtovaled protest i< fust ss dres

lilse as idealisu,”

The fvestanding melal férms woed for vado lransiassicy ot
made wp his 1965 exhiotwn al Leo Castell called “Oyacle’ seence
startling depavfure from hs paindones. These: seal ptu
(aftera

foiiowe:
ded interhede of painting 1o strownos seudpboal giraje

.
in Amsterdan s Stedoly

he had carried ont wnder greal pressice

Muscune. Lis interest ue vadio cquipped forms had begioe b B

cast, @ painting with tieo knobs on the sarface thad enable & people &
tone m Colerent ehannets of its coneealed radios.
“T ohjected [in Broadeast | to the fact that one had to Be st

50 ¢lose to the pictave that the somd didn’t seem-to b

using tl
space the way the images were reqeting 1o eachi others T wanted

do one with remote controf but [ saw that the proble sonid be

the one ot weight and the depth that was needed to house the @ 4
nient.
I became interested e sent ot

“Paiiting was the weong form

after 1 returned fron a dance tonr with the Merce Conni

Dance Company and wade two additional pieces heside the ong

had pegun before (i rporating radios]. In these pieces the soui
was litezally imporctant in shifting the foens of the audicnee . fres
the sound you had a sense of distance that, as often as not. was dis
torted. had the feeling of knowing where you were but whe
vou were vas lost! Friends pointed out that T could have obtain
simitlar sownd effeets ina far simple e way by recovding s

hack vacis sounds from a tape and § do not denht that teeiui

this could be done, but to mie it was naportant to have the 1oe s
actually being broadeast at that miciment in tine, To have vsed
tape would have heen like conmercial qet in the sense that it woi!
be @ rendering ol the wdea. I'd like forthe sound to bhe as fvesh ¢
the daiiy iall of dast and vust that acenmulates— that docnt o
that frow time to time one doesn't elean it off. This e stanee

the pieec operating 1 the tme situation it was chserved i

it
one of the ways ol tiviug to put off the death of the w 5
Siiee Rauschenb vy “Likies very much this mevtive o teiilo;

and esthes,” e thicns e is Ukely to purswe Hels alvection al
moves (o his wew building on Lafayette Stree.

“T'd like to work with wind and water and plants, L have Geon thn
ing about a group of independent sculptural wnits that vt !

single usit when combined. They will be sensitive to the i

of the spectator—responding even to his hody temperatuee ~
they will be so delicately controlled by cireumstance that o poo
viewing these forms will see something ditferent from what
by either a erowd or one pervson. They will be respons o

forees outside the jurisdiction of the viewer--io wenthee and o ss
traffie. Viewing of the work will not be completely doncade o

seeing aud the attention and desives of (he viewer will
by errcamstance. Construeted and viewed in the gronnd
(this worlk) will explore the nuan:

ot pradia
" dneRiess,
of not seeine an PR

seeing. 1 darkness images ean, literally, come anid go
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Ihe ONCE Gzoup

The ONCE group is a performing ensemble of composers, artists,
filmakers, and architects which has evolved during the past
several years from the contemporary performance-arts activities
of the Dramatic Arts Center in Ann Arboy, Michigan. Though the
ONCE Festival of Contemporary Music (1961-1965) is probebly the
best-knowvm of these activitiesg, the collaborative nature of the
ONCE group began several yvears earlier with the light-sculpture
and Space Theatre innovations of Milton Cohen and Harold Borkin,
the films of George Msnupelli, and the establishment of the
Cooperative Studio for Electronic Music by Robert Ashley and
Gordon Mumma during 1957-1958,

The unifying characteristic of the ONCE group during the years

| of its activities has been a comitment to pexrforming the con-

f tenporary performance arts. Contemporary music embraces many

| elements of performance that are associated with music of past

| times. But the dynamics of vecent musical evolution have led
creative artiste to constiocusly ¢xplore thosge performance elements
vhich extend beyond the realm of "pure music" and sound.

These performance elements can be included in the category of
“theatre®, and include dance (physical activity, human gesture
and movement of all sorts), gtadqing (lighting, the juxtaposition
and manipulation of stage properties), natural sounds (the
artistic integration of stage-activity sounds and speech), and
the gpatipl dispogition of performance (the means of involve-
ment and confrontation of the audience-spectator with the per-
formance activities).

The structural and temporal aspects of contemporary music have
also taken new directions with the ONCE group. Particularly
noteworthy is the development of compositions which ave created

by a collaboration of individual artists. To date these “"ensemble”
compositions have taken two formg: works which can be performed

as complete compositional entities by themselves; and works which
can be performed separately, in sequence, or simultaneocusly with
each other,

Ag an example of the first of these forme, "Rittyhawk" evolved
from certain implication © of ensemble production of Mary Ashley's
"Jelloman® and John Cage‘'s "Variations IXII" and "Variations IV'
vhich were produced in Ann Arbor and on tour by the ONCE group
during 1964 and 1965, “Kittyhawk”, subtitled “an anti-gravity
plece? is a kind of air-age ritual, during the course of which

the women performers become air-borne in various ways.
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the ONCE group (page 2)

3‘::1::1;32:: for the creation of works which can be performed in
ey ::gc::ents Separately, sequentialy, or simultaneously,
b o e g: ring improvisdtion during the course of perfor-
OF Soithe on several sources, but particularly from issues
g aming and presentation involving electrenicemusic and
ght-projection means. Milton Cohen't “Space Theatre" productions
(starting in Ann Arbor in 1958), Robert Aghiey's "Public Opinion
Descends Upon the Demonstrators" (1962) and "in memoriam Kit
Carson" (1963), and Gordon Musma‘'s "Epoxy” (1962) and "Megaton

::zu guuam Burroughs" (1863) are early examples with the ONCE

Examples of “total-performance" programming in the current
repertoire of the ONCE group include Gorden Mumma's "Galleries”,
George Manupelli's multiple-projection “Evil & Antiquity“, and
Robert Ashley's "The Wolfman". For these works the primary
dramatic issues are those of the entire program: vhere the work
of cne composer ends and the next begine is of less significance
than the context of the total experience. "Joy Road Interchange®,
one of the most recent works of this type in the group
repertoire (performed recently at the First New York Theatre '
Rally) is also an "ensemble” composition. SEmoE® . - B

Lve Notes Lo "Eu aLn W O: LRS

*h-the oies Grous pepercolze
KITTVHAWK (an anti-gravity plece) = by the ule: m o ,

Rittyhawk is an example of u composition created by a eol~ =
iaboration of indiwidual artists. Subtitled "an anti-gravity
piece”, Kittyhawk 18 a kind of air-age ritual, during the
course of which the women performers become air-borne im =
various ways using props constructed as part of the perfor-
mance and manipulated by the men performers, It is a music

in which events of an intrinsically theatrical and damea =
nature are composed as though they wers musical events. The
natural sounds resulting from the programmed actions axe a
part of tha sound-structure pfodacted by the accompanying
tape composition which directs the audience participation.
Kittyhawk has recaived performances in New York City, St.

Louis, and at Antloch College.

: composition for amplified veice and mag-
The Holfm!lﬂ i;d.an exanple of the genre of work in which the
netic tﬂ’::m te—in this cese 2 mimed parody of the familiar
theatre © inging act--provides the framework in which the
nightelud SMA2- O an unusual sound-piece. The Wolfman was
2nd Festival of the Avant-Garde in New York
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The ONCE group (page 3)

MEGATON FOR WILLIAM BURROUGHS by Gordon Mumma

A composition for four performers on speci ect
controlled instruments, with six channels :;'u:;mtimfy
Dramatically motivated as an air-war fetish, the staging of
the performance exploits relationshifs between the performers
and the director in which each of the performers is directed by
means of an electronic communications system through intercom
headphones (replacing the function of the traditional "written"
score). The structure of the composition is clearly musical
in intent, progressing from uniquely edectronic sounds (on
magnetic tape), through performed electronic sounds (the
gestural aspect of electronic sound production), through
recorded natural and human sounds, to purely natural sounds
articulated in the performance space. .

Note of the

Robert Ashley and Gordon Mumma are both composers and performers.
Their activities include the organizaticn of the annual ONCE
Festival of Contemporary Music, and since 1962 the performance
of a concert-tour geries called "New Music for Pianos". Most
recently they organized a performance-tour called *Spectacular
Music Theatre", featuring members of the ONCE Group, and which
has been presented during the first half of 1965 in ten cities

in the United States. In 1958 Ashley and Mumma established the
Cooperative Studio for Electronic Music, in vhich they have com-
posed music for concert, £ilm, and theatee applications, including
soundtracks for the films of Bruce Baillie, George Manupelli, and
Paul Iohmann, and music for Milton Cohen's "Manifestations--Light
and Sound” productions. During the summer of 1964 Ashley and
Mumma presended performances of their music for the Space Theatre
productions at the 27th Venezia Biennale in Italy. -

Hareld Borkin and Joseph Wehrer are both architects on the faculty
of the University of Michigan School &f Architecture and Design.
Their work includes a finals~winning design for the Franklin Del ano
Roosevelt Memorial Competition; and the establishment, with com-
poser Robert Ashley, of the Performance Arts Regearch haboratory
Conference f£irst held at the Univ. of Michigan in 1963,

George Manupelli is an artist and filmaker, also on the faculty

of the University of Michigan. His films were presented at the
1964 Venezia Biennale and have won awards in numerous international
festivals. His activities also include the direction of the

annual Ann Arbor Film Festival.
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NEW PERFORMANCE FORMS ON TOUR 1964-65

The productions described below are _directed and performeq y
artists affiliated with the ONCE Festival of Contemporary Nyg;
George Manupelli Films, Space Theater and the Cooperative Stc'.
for Electronic Music, Ann Arbor, Michigan. The performance sud"’
have toured the United States, Canada, and Europe since 1967

they are offered again to the attention of persons intevested i’: and
recent developments in contemporary music, films, and experim,
tal theater. Information about schedules, and descriptions of 5
particular productions and programs may be obtained by wyit;

to the given addresses. ~

A CONCERT OF NEW MUSIC FOR PIANOS
Robert Ashley and Gordon Mumma pianos, othey i
and electronic music ¢ e

Programs are chosen from an extensive vepertoire o
::Zz:z{li c:on;posztions by younger Amevican and Euro‘t;);::u:‘::rzzf)os
f ;::n w:; wgrks Jfor one and two pianos, works Jor piano wi;h
il 07 (;n Mumma) and othey instruments, and selected
el 51081 1ons., Much of the vepertoive was written
genec Y for the perfomzers and is based on elabovate hi

, Special electronic devices, and new ensemble r;f:tahidzsc

(fee: $200.00 plus trav
J el; Address:
tenaw avenue, Ann Arbor, Michi;zfz') e o, 191

ONCE Festival (1961),

: ; ONC. 7
University, Oberlin G E Festival (1962), Wayne State

"se"”“m”ybfgécz‘zfan State University,

Coll Friends Concert (Ann Arbor,

Buffalo, "Men, Minds affie’ ON.CE Festival (1963) Univegfsit of 4
University, Richmong py Music Seyies' (Toronto) Rooseveg,t
"Music in Our Timen ofessional Institute, ONCE Festival (1964

gmversity of Missom-(Néw z"”’k City), Harvard Univeiiiztz;a "
oncert. » Lentral Mg ; 5

1964) S of the Ayq tssouri State College, ""Eight

vk City), (European tour:

nt Gayde!" (New Yo

A CONCERT
OF Spg,
Robert Asple CTACULAR
Sl Y, CO0¥di; 2 THEAT
Hghting and amblifielfil:)tw; Jive pery Ormeff oyZiIf ith
und, e, Wi

ensembles using elec
; > S
Im projection .. “PO7e0graphey Culpture, and speech, Various
envivonments and m?’uements simultaneous with
assistant pe. 7]‘:0::‘: extensiy, aé;”d t;ub “mprovisation, sound

loi, ers ence g F |
zd{;:tsag;e Performang, eehea."sed on l%fzi;’hcwat’o". and can invole

€ 10 unys iy onmeny with g’l.e ;F he vepertoive ex-

at variety and 1S

especially desi,
? . man . :
theater cyen 2 Shedio s casC:e Situations, Each, ;

O formang. 0% 10 creqt program is
€%, 1009 Grg ce fee: 8400 00 e a continuous, evoling
"2 Ann Arpoy ﬁg;mv)el; address:
UCk | i gan),

Ann
Yofe ATbo'V), TRUCK II (Silver

€ssg :
ofess;, 9sti;(:zla l(11;lg Litute (1963), Hyloz0ists
Sional Instityyg, (14 ;&Sed Door Gallery

SPACE THEATER (MANIFESTATIONS: LIGHT AND SOUND)
Milton Cohen, divector; with Robert Ashley, Harold Borkin,
Geovge Manupelli, and Goydon Mumma.
A program of projected-light images (from slides, films, and
opaque surfaces), amplified sound, and humqn gest?tre performed
within an altered enclosed space. Imagery i$ manipulated from a
system of light projectors and controls in the centey of t.he ro00m
and avound the peviphery, and vanges over all surfaces ina
progvammed, complex display. Amplified sounds (from musical
instruments, special objects and from recorded tapeg) are
channeled to loudspeakers around the area. ".I‘he audience is seated
in the round, among sculptural, light-reflecting structures and
among the sound and optical instruments. The program can be'
produced in any lavge enclosure and is adaptable within a consid-
evable range of total durations (typical length 60 to 90 minutes) and
audience Sizes. (fee: $1,000.00 plus travel, for three. perform-
ances/Mminimunt; address: Milton Cohen, 617 East Liberty, Ann

Avrbor, Michigan)

AAA Gallery (Detroit),
of Art, Central Michigan
University of Michigan Creative
studio series (on Graham Found
Avrbor studio series (1962-63), Ve

WUOM-TV, Univeysity of Michigan Museum
University, Detroit Institute of Arts,

Avrts Festival, San Francisco
ation Fellowship travel), Ann

nice Biennale (1964).

DEMONSTRATION LECTURES . :
Prepared lectures on contemporary developments in music and
experimental films. Each is based on numeyous .examples of the
most recently available works and uses illustrfztzons from tape,
slides, film, and live pevfoymance demonstrations. These lectures
are designed from the experience of past tours to supplement per-
formance programs in universities and colleges.and have prov% -
to be of interest and value to students in many fields. (fee: $100.
for each lecture plus film rventals wheve applicable).

entation of the works of American

discussion of basic equipment and

720 West Huron, Ann

I Experimental Films—a pres
independent film makers, with a .
techniques. (addvess: George Manupelli,

Arbor, Michigan). biin
I Electyonic Music—a discussion of recent develap:“”{ o
electronic music equipment, with emphasts upon the designing

: ; G X Mumma)
small and flexible studio facilities. (address: Govdon MUl :
Il Graphic Music—a survey of new techniques of graphic notation,

with demonstrations of interpretation fmd & discu§si0n o
interpreter performer's role in creating the mustic.
(addvess: Robert Ashley)

TAPE RECORDINGS

. dcast, oY
Selected electronic music compositions for concert, broa i

; om the
library use, and selected tape vecordzng§ of performancgz geratiue
"New Music For Pianos' series are available from the

Studio For Electronic Music. (address: Gordon Mumma)
*R*Tyqvel expenses are for automobile milage from Ann Arbor,

in
and will be adjusted accoyding to the schedule of engagements i
the area of tour.

¢ combine
***Peyformance fees can be reduced for engagements tha
two or move pevformances.
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The ONCE Festival

ONCE is an informal organization of young composers
and performers who met in Ann Arbor in 1960. The main activi-
ty of that group, in cooperation with the Dramatic Arts Cen-
ter of Ann Arbor, has been the creation of an annual festival
of contemporary music, the ONCE Festival, which in three
years (1961, 1962, 1963) has gained national recognition for
its scope and professional qualities.

ONCE is particularly concerned with recent and inno-
vative music and with encouraging those professional perform-
ers whose involvement makes this music possible. In spite
of the acknowledged growth of interest in contemporary art-
forms in the United States, there is still a serious lack
of opportunity either for the younger composer to have his
work performed with distinction, or for the performing musi-
¢ian to find a sympathetic and discriminating audience for
a contemporary repertoire. The ONCE programs have provided
this opportunity for more than fifty contemporary American
and foreign composers, and have presented a distinguished
list of guest soloists and ensembles from America and Europe
to festival audiences. Among musicians in the Ann Arbor
area the success of the ONCE Festivals has nourished a par-
ticular interest in contemporary music, and as a consequence
the more recent programs have drawn on an unusual wealth of
capabilities among these performers.

The ONCE Festival comprises four to six concerts
each year. Its programs are planned to include important
but less frequently heard works by eminent 20th century com-
posers, a wide selection of new compositions from the United
States and from other countries, and representative works
by composers associated with the ONCE group. These programs
are recorded for rebroadcast by WUOM, the University of
Michigan FM radio station in Aun Arbor. The tapes are made
available to other radio stations, to various musical organ-
izations and individuals, and have been rebroadcast in sub-
stantial part in London, New York, Kansas City, Los Angeles,
and San Francisco.

parallel with the success of the ONCE Festival its
participants have been accorded significant individual re-
cognition, and music from ONCE has been heard on numerous
programs in America, Europe, and Japan. Since 1960 various
members of ONCE have increasingly devoted part of their
efforts to other kinds of musical activities: concerts in
many other cities, television and radio.programs, lectures,
theatre and film programs, and publications. . But the ONCE
Festival itself has continued to be the most important in-
terest of the group, representing the work'of ONCE composers
to a tangibly critical audience, and bringing to a profes-
sional performance situation the most diverse and provocative

works from the United States and abroad.
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The Dramatic Arts Center
The Dramatlc =-°- ———

Arts Center was organized in 1954 j
Ann Arbor, Michigan, as a nonprofit corporation "to Opepfl

4 center for dramatic and other arts, a professional thefite
2 theatre and dance classes for children, a place for ex;‘l?l"g,
tion of works of art, to engage in cultural and edUCationéll)l‘

activities."

The Dramatic

From 1954 to 1957 the Center operated a 8
arena theatre in Ann Arbor, and also sgonsored apggggiSIOHal
ety of other events in music, dance, art, and chiidr 'vari_
creative arts. I\ihen the theatre space became unava‘_ler1 2
the.Cen?er continued to snonsor similar events in vrll R
agdltorlum could be found--in churches, public sch; itever
Zinggr;‘ igdtatbtk}e University of Michigan. The Centeg i’-t}.le
Arbor? theov ring a top-level professional theatre to o o
for the Uni?gﬁ:;'ctpuﬁlﬁlﬁtere?t aroused prepared the way

i T c iti
Theatre Program, {aunch;g ilgdeEZdn’b;‘lglous Profiessdonayl :
beginning sought to encourase im )c;rt’ : Centel_r- has. fromg L
‘.ievelopments in the arts ifjlcl d[' ang bl,lt little-known
in drama, music, films ha tﬁ 1ng experimental cre
since 1961 the Center l’las Batancd A
B horary nusic, sponsored the

ations
In‘ particular,
ONCE festivals of

The program of
; th At
sustained by admissions ¢ Dramatic Arts Center has been

from a lar o receipts and
from such ggr;gguP, of patrons. ‘Its lgsger‘oug e
Rezent of the UnivlJls Lugene Power, itg f?rShlp e o
e ersity of iichigan); R.lr‘st president (now
the Ann Arbor T;ust’c e
: 0. and f
! or ma
;n;ﬁgri‘tSchool Board; ‘\'lrs.nglreil
th e’ and Konrad x‘\)at{hisz}der e W
irectors for tp r in New York, Of( e e U
e 1963 AT ficiers of the Board of
are: Wilfred K i
bt t gt aplan, presi-
» ViCe-presjdent (C;\ii;;;ty of Michi'g:m);
SR Departmeat of
dr"‘f,ctreasurer‘ (Pro-
B ouncil, Univer-—
i s ; 2 4
Mlchlguu 'I,'elislirseidryc(ASSOCiate
on Center).

; 5 Miche o
s nlversityh;:?ael ;

Critical Comments

Ann Arbor, Mich. is a town with a population of about 50,000,
about 35 miles west of Detroit. TIts main fame is that the
University of Michigan is located there. Lately it has also
become the home of a festival of contemporary music which is
among the most adventurous and exciting on this continent.
+eeoThe group of Ann Arbor msicians...have to their credit
two festivals, numerous single concerts, countless radio and
TV shows, a series of score publications and definite plans
for a book., They are highly respected by fellow composers,
performers and serious critics across the country, and have
close ties with similarly minded colleagues OVErse2Sesee

Jdo Kasemets
Toronto Daily Star
16 February 1963

e only nataral habitat of the msical
+S.A. is one of the costal urban centers
San Francisco? And do we assume that a
music festival in a small midwestern town, even & university
town, is likely to be a rather tame affair? We had better
revise our views: ONCE~-A Festival of Musical Premieres, with
six concerts spread over two February weekends, belied both
assumptionse. Furthermore, this remarkable festival of ultra-
modern misic has been floated, for two years now, by commnity
support without institutional or foundation subsidy. (Al-
though one jdentifies Ann Arbor with the University of Michigan,

the university has had no part in ONCE.) An Ann Arbt?r_civic
theatre group, the Dramatic Arts Center, was the official
h offered its main roaom,

sponsor; the First Unitarian Churc

for a nominal rental, as econcert hall; local shops and indi-
viduals contributed in various ways. Finally, tickets were
bought; audiences were substantial; and, although ONCE .made
no money for anyone, the festival mst be counted a major
cultural success for the commnity. A cheerful note amidst
the gloom of the nay-sayers to the musical ayant-gardel

Do we assume that th
avant-garde in the U
-=New York, say, or

-H. Wiley Hitchcock
The Musical Quarterly
April 1962

i ing the Ann
The msical world has not been slow in according

Arbor ONCE Festival of avant-garde msical premieres its due

ortance. y

;?x" the first festival last years the only critics presmt.

were bne from Detroit and two from Ann Arbore But expressions
of interest and congratulations for what the prcmotgrs of the
festival were attempting came from musical personalities all

the worlde
it ival the critics

For this year's fest in attendance will be

the most scholarly

mch more Imerous including those from

msical publications The auditorium in which
the concerts are given
ways crowdedeeee

in the country.

only accomodates 200 people and 1is al-

-Collins George
The Detroit Free Press
11 February 1962
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(critical comments, cont.)

nade up of Ann Arbor compoSers, not members
artment of Music, who present concerts
of their own compositions and by such guests as John Cage and
La Monte Young from New Yorke They are, to establish them in
contemporaneity, the next generation after Cage. To read
their programs or, even more, a critical report of them might
suggest both misical preciosity and a deliberate flouting of
the audience. But they are a determined group. I learn that
their latest series of four concerts, which took place three
weeks after I left them, was a total sell-outsees

The ONCE group is

=Peter Yates

Arts and Architecture
June 1963

An extremely exciting event in Michigan's musical 1if
;:k; plage :he next two weekends in Ann Arbor. S\
s a festival of musical premieres, sponsored b,
L » Sp r y the
th:ma. da;f Arts Center, and featuring avant-garde composers of
The festival is called, with a certain wry humor, "ONCE"
’

1, that i
;.:phﬁ": » at least for this one time, this new musie will

=Collins George

The Detroit Free Prerss

" 19 February 1961
E--a festival of misical premieres--is rapidly becoming a

unique and provocative series,

Arts Center, this year! Sponsored by the Dr
year's festi anatic
vith three events that wme;tlmlva'}vcommed this past weekend

~Paul Cooper
The Ann Arbor Nl;vs

12 FEbmary 1962

th

e Unitarian ghynen last nthe ONCE Festival's
tares ences at th
o i o the charaster
g. One Y no

tive cl;:z;n::a:im = bee?;e:g]s.er:gtrict-

On or relief o
r shock

-David Sutherland
The Michigan Daily
17 February 1962

(critical comments, cont.)

<eosEither the msic is becoming more familiar, or the
audience is becoming more understanding or perhaps more
patient. If this is so, perhaps the day is not too far
distant when the ONCE concerts will be as natural and
acceptable as the May Festival concerts, At least there
are grounds for optimism. '

-Bernard Folta
The Michigan Daily
19 February 1963

.+..This year's ONCE festival, consisting of four concerts,
took place on two consecutive weekends in February. It
may have lacked the trimmings and grandiosity of a big-
time festival...but in substance, idealism and dedication
4t had mich more to offer than many a large-scale event.
Although operating on a low budget, the organizers had
made sure that they had on hand an impressive list of per-
formers.... The roster of the (guest) performers was aug-
mented by a mumber of local musicians who over the years
have developed an acute sense for up-to-date misic and
the manifold performance practices thereof....

++e.The programs put it clear that at no time other than
ours during the history of music has their been such a
variety of techniques, styles, means of expression, in-
deed of whole concepts about art and music, at the com-

! disposal.
posers Sp -Udo Kasemets

Musical America
June 1963
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Music Performed on the ONCE Concerts (1960-1963)

* World Premiere *% pamerican Premiere

ROBERT ASHLEY Detail 2b (R.Ashley, G.Mumma -1962), Fives (g
London, Camerata Quartet, Hartt Chamber Players -1963%) L
Fourth of July (electronic -1961), Maneuvers for Small I,-I The
(R.Ashley -1962%), Public Opinion Descends Upon The Deﬁ;gagi
éelectronic -1962*), Something for Clarinet, Pianos, & T:;ttgzgﬁ
aters, R.James, R.Ashley -1962%), Sonata £ i € (R
i a _for Piano (R.Ashley

MILTON BABBITT

Composition for Synthesizer (electronic -1962)

RIC
HARD RODNEY BENNETT Cycles II (P.Jacobs -1962%)

ALBAN BER i
G String Quartet Opus 3 (Camerata Quartet -1963)

B g
; UC§ANO BERIO Circles (C.Berberian
erenata I (A.Speer, :

Domaine Musical -
Castagner Lo 6)H

ONCE' Chamber E s
| -1961, J.Perras -1062). | oo ): Sequenza (d.
| ANDRE BOUCOURECHLIEY

D
e '1962**)% (Domaine Musical -1961), Texte II

PIERRE BOULEZ
P.
Flute Bt piagemiel Sonate (P.Jacobs -1961)

Elute Et Piang Sona
: o (A.Speer, B.Wise -1067) Sonatine Pour
| HENRY BRANT o, ]

emper
Beramental Mobijeg (A.Speer -1962)

MOtOr V (
ehicl S Vi Chamber
1962 ). e undown E ent) (ONCE
ecembe H. S
52 (G.Mum.m o) Y
; ) a, artt ChEIﬂbe Pl
. ayers,

SYLVANO BUSSOTDT

Fr ent Five Pi
n
‘% (C'Berbel‘ian' LOB:ieCes for David 4
GEORGE CACIoppo rio -1967) udor (D.Tudor -1960):
Chamber Best

(K'I‘OVej e

(D.Bohlep 1] qN;Dunlap, ONCE

-1963), String

=1
S, camEratQGl)l w (E
2 Quartet ~1063%) o

) (D- Tudor:

+ Mugj + Music for Wind
tana ME:-iLﬂélh (J.cage, D.Tudor
M eiTEdor' J.Cage -1960)

1963), YériationS_l—

gﬁﬁom‘ CARTER

(music performed on the ONCE concerts, cont.)

Eight Etudes & A Fantasy (Dorian Quintet -1962) .

AARON COPLAND  Piano Variations (P.Jacobs -1962) .

Rotations IT & IIT (L.Lietch -1962) .

ROCatlOlls —= — —==

GEORGE CREVOSHAY

CLAUDE DEBUSSY  Syrinx (J.Castagner -1961) .

WALTER DeMARIA " Licorice Stick (M.Saffro -1962) .

Durations 1, 4, & 5 (M.Feldman, ONCE Chamber Ens.
_1962%), For Franz Kline (P.Ericson, ONCE Cha@ber Ens. —;963),
piano Four Hands (R.Ashley, G.Mumma -1962), PBiano Three Hands
Piano Four =aiss Piano Three Fancs

(R.Ashley, G.Mumma -1962) .

HENRY FLYNT Work Such That No One Knows What's Going On (L.

Young -1962) .

MORTON FELDMAN

Fiinf Bagatellen (Dorian Quintet -1962) .

onic -1962*),

WOLFGANG FORTNER

capriccio (J.

ROBERTO GERHARD Caliqula (electr

perras -1962) -

syzyay I (P.Jacobs -1962%) .

Elixir 8 (R.Ashley:

Sllao =

GORDON GIDLEY

AVIMER GLADDYS G.Mumma -1962) .

ROMAN HAUBENSTOCK—RAMATI Liasons (B.de vinogradow -1961) .

Constellation No- 7 (ONCE Chamber Ens. -1962).
1 (L.Young ~1962), Sapporo (J.Cage,

i No. 5
Muéﬁgggl*; b.Scavarda, ONCE Chamber Ens. 1963) -

DICK HIGGINS

TOSHI TCHIYANAGI
ONCE Chamber Ens.

Eleven Sonds (p.E

14 (R.James, R.Pozar,

ricson, R.Sheff -1962) -

CHARLES IVES
magnetic tape

BOB JAMES

-1962) .
TERRY JENNINGS piano Piece (T.Jennings -1962) .

OENIG Essag——Komgosition Flr Elektronisbhe

GOTTFRIED MI CHAEL K : =
Klange (electronic -19 rd
AEOL! Piano‘(S.Bates -1962) .

Sonata for PianS

rmessene (p.Ja

Sechs Vermess===

GREGORY KOSTECK
cobs -1961) .

ERNST KRENEK
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(music performed on the ONCE concerts, cont.)

PHILIP KRUMM Lincoln Center (ONCE Chamber Ens. -1963%)
(ONCE Chamber Ens. -1963), Music for Clocks (D.Scavarqg
Chamber Ens. -1963%), Paragenesis (K.Fierce, L-Nail,
-1962), Three Pages of Sounds (L.Lietch -1962).

R.Sheff

BRUNO MADERNA  Syntaxis (electronic -1962).

GEORGE MANUPELLI

. The Bottleman (film -1961),
=1962%),

Ihe House (g3,

RICHARD MAXFIELD  Wind (T.Jennings, magnetic tape -1962)

OLIVIER MESSIAEN Quatre Etudes de Rythme (P.Jacobs -1961)

ROBERT MORRIS  Words (L.Young -1962) .

ORDO]
- gMUM::&undngu;rter of Fourpiece (Hartt Chamber
-= ock 8 (electroni
< ; c -1962%* i
ae:;gr:escll(;or 2 Pianos (R.Ashley G &;ngurlgzgf;ons -
p. e .Ash o 62 v
ZOoryio Instrumentiele:.zbf:?a' L o _1962*)[ e
~1961%), Suite for pis (Y- Dunlap, : “Ene

ONCE Chamb
— ——=ilano (R,
Ashley, L.Lieteh, g Mum?la s ~1961%), Three mo La 1?: ?;S
» G, =—===_~ographs (R.

CONLON NANCARROW
£ Rhythmic Studies (magnetic tape -1962
Zwanzig Grug}gen ;

(Dorian Quintet
Continy

(oNcE Chanmt =2ltinuum (g, 14
er E -Lichty,
P.Jacobs -194 Raglaen), g il ry A.Follows SHECKGL) -

' BO NILSsoy

=1962))

‘ ) Mosas & E i Consequent
Vanz\?ttl (3. Obrjen, 5 5 (K-FLLL, & JamZQ’lufg”“ (R.Ashley -1961%;
K. . ’ . cav . =7 62*
ONCE ChI'OveJOY: ONCE ¢, arda, oNcg Ch Jir Portrait of

-1963%),

€r Ens, ~1962% =2
2%) + Wedge (D.Sutheriand,

TERRy RILE
e
Young, T.Je ohcert fop

i WO Pjap
Nningg - Planlst
CARL Ry 1962)., S.and Fiye Tape R
s e ecorders (L.

9els (p.s
DONAT Uthery
—15525? g and, oycg Chamber Eng. _1962)
+ Groy SCore £ =1.9/62/)98
the ay S_for py L WO Pjans
Ens, _fgu'"m Mountains lano (R‘Ashle am.sts (R-AShle
Gl = (S.Zaft, J.B Y ~1961; » S Y, G.Mumma
ARNOLp g & Songr, tor -Sheff -1962), In

; g,
rlnetist (J-

CHONBER nlap ONCE
: 4 Chamber
" wrgan ~1962%)
us 33 Stiick x
Qs b ( & us
1) 23
9

Jacohg sz)(P'Ja°°bs =1961)l

May 3o,
a,‘hﬁ

Players _1963) !

Meanwhile,

(music performed on the ONCE concerts, cont.)
mu

ONTHER SCHULLER Wind Quintet (Dorian Quintet -1962) .
G

i -1963) .
RAMON SENDER Information (R.Ashley, L.Lietch, G.Mumma

A e e

: : ; £
RALPH SHAPEY Movements for Woodwind Quintet (Dorian Quinte
-1962) -

5 : it 2%)
K.Fierce, L.Lietch 196 X
SHEFF Ballad (P.Krumm, K. 5 F
ROBﬁzgitation Nine (R.James, ONCE Chamber Ens. -1963%)

KHA i P.Jacobs -1962*%%), Klavier-
C USEN Klavierstuck V ( g
KARLHEINZViTC()D Tudor -1960), Klavierstuck VIT (P'Ja‘ng; Dizuet i
;:ucterstuck XI (P.Jacobs -1961; 1962), 2Zyklus 2205
av
-1961) .

i -1962) .
IGOR STRAVINSKY Five Pieces for Piano (P.Jacobs

SHERVAQ VAN SOLKEMA Piec or 1€ o and Piano (H-DU!ISCO“'L‘D,
Three ieces for ell al

S.van Solkema -1961) .

ok i -1963*%*),
k for 3 (E.Mayer: G.Mumma, M..von B;Lelé**:;ﬁ Al
o 11, M.Roeber, M.von Biel -196 .

S M.von Biel -1963%), 29

: M.von Biel -1963%%) .

MICHAEL VON BIEL
tet I (E.Mayer,
Qu'ar:\:I (E.Mayer, C.Jewell, M.Roeber.
— : + and Pianist (E.Mayer,

Doubles for Violinis

-1961) .
EDGARD VARESE Density 21.5 (J.Castagner 1

K. Lovejoy: E.Ferber -1963) ,

ANTON WEBERN Lieder Opus 4 (bs e
Variationen Opus 27 (P.Jaco

hestra (W.Dunlap.

patterns for orc - P

BRUCE WISE _Revolvind SPecturls ir:mof e m (5.Zaft, B.Wise -1961),
Songs O f==—=—=

Ens.
oNCE craxbeR EEE: _192223:::11 R i o Wi ONGE, Chembex

Two Pieces £Or Piano
g TT for
i - 2), Duet
T.Jennings 1962) ,
comrsTIAN WorFF Duet L (LSS Cloe)  por pianist (D.fwder

Horn & Plane (RASHSY. 7R (conerata Quartet ~1963) .

-1960) , wgummexr" String Qu

LA MONTE YOUNG C osition No. 13 1961 G.M i )
omp. PR A ( umma 1962), 923
,_(_E 1960) To Henry El!nt ( . g .
April L.Youn 1962)
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ers for the ONCE Concerts (1960-1963)

(per £o

rmers for the ONCE concerts -1960-1963)

soloists (cont.)

Ensembles
T OF NEW YORK CITY (1963)

CAMERATA STRING QUARTE
(Group for New Music, Columbia University)

Kenneth Goldsmith (Tanglewood Fromm Fellow, 1962)
.

Doris Allen, violin
Pamela Goldsmith, viola
Joel Krosnick, violoncello

DOMAINE MUSICAL ENSEMBLE (1961)
Jacques Castagner, flute (director Pari i
; 2 ' is Wind
Francis Pierre, harp (faculty, Ferienkurse flir I?I:intet)
S ‘ Darmstadt, Germany) ue Musi,
ierre Drouet, percussion (lst priz
e, P
Boris de Vinogradow, percussion (French N'atlaré:cﬁ‘ons
© est

€I Vatoy
ra)

DORIAN WOODWIND QUINTET (1962)
(Tanglewood Fromm Fellows, 1961)
John Perras, flute :
David Perkett, oboe
Arthur Bloom, clarinet
William Brown, horn
Jane Taylor, bassoon

EARTT CHAMBER PLAVERS (1963)

Bertram Ture
tzk:
Y, doublebass & director (facult
Y, Univ.

Edwin Londo;
n, cond
Nancy Turetz]'(y, flﬁzzor & horn (faculty o:m?ilrltgoid) )
v ollege

Josef Marx
» oboe (Col
umbia, E
pic,

MERCE cuny
INGHAM pay,
Merce cunningham'CE COMPANY (1967 )

Carolyn Brown director

Vanguard records)

Judith py
Viola Far]z;n Steve Paxton
John Cage er gudith Wood
¢+ Musj lo)
David myug 1cal directoy bert Rauschenberg, designer

or, Pianist

SOloists

1963)
tudig ¢ Sompo
£ ser :
Ofmance - ELeCtrony and pianist (Cooperativ®
Niv, of 'Sear_ghMu,sic' Ann Arbor; Per”
igan; « - Liaboratory Conferenc®

S e
(1952-1963Y)Music for Pianos" t

cathy Berberian (1961), mezzo-

soprano '(Donaueschengen Musiktage,
1962; Time records)

Tuciano Berio (1961), composer and pianist (director, Studio di
Fonologia Musicali, RAIL, Milano; Tanglewood
faculty, 1960; Mills College faculty, 1962; Time,

Vega, Philips records)

1961, 1963), composer and pianist (faculty,
ocial Research; musical director,
Concert Tour of Japan
Wesleyan University:

John Cage (1960,
New School for S
Merce Cunningham Dance Company:
(1962) with David Tudor; faculty,
Columbia, Time, Dial, Avakian records)

(conductor, Plymouth

(1960,1961) conductor
Fulbright scholar, Vienna,

Symphony Orchestra;
1955)

Wayne Dunlap

n Feldman (1962) composer and pianist, (Columbia, Time

Morto!
records)

pianist (New York Philharmonic

1962), concert
1low, 1959; Vega

Paul Jacobs (1961,
Tanglewood Fromm Fe

pianist;
records)
1963) composer and pianist (director, Bob
James Trio: 1st prize, Notre Dame Collegia.\te Jazz
Festival, 1962; BMI Award for College Musical
Comedy uBartholemew Fair"; Mercury records)

Bob James (1962,

(1961) » CompOSEr, saxophone soloist, pianist

g Dance Company)

Terry Jennings ?
(James Warln

endent £ilm maker (faculty.

961, 1962), indep
L ; Rothschild Film COTP.;

George Manu alilis { ;s
2= 5 of Michigani
Boston

Unive. Ser
Five Ccitations for specific Excellence, ;
International Film Festival, 1962; Two special
showings, NBC Television)

d pianist (Cooperative
Ann Arbor; "New
1962—1963)

composer an
1ectronic Music,
v tour of concerts,

1960-1963)
studio for E
Music for pPianos

Gordon Mumma (

i aker
= compo ser conductor, film m
e Jaral 1 right Scholar: 1955)

(BMI Award, 1954; Fulb

Donald Scavarda (
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(performers for the ONCE Concerts - 1960-1963)

Soloists (cont.)

e
avid Tudor (1960, 1961, 1963), concert pianist (£
Ferienkurse flir Neue Musik, Darmstadtacglty'
v erm,

pianist, Merce Cunningham Dance Company; A%
’

Tour of Japan (1962) wi S
th John Cage; Columpg. "
EMI, Time, Vega records) e Lay t
Michael von Biel (
1963), composer and
planist (dir
ector,

Generation of Mu

sic Concert
zondon, 1961-1962; Americansé Kbln,
our (1963) with Egon Mayer) oncert

La M
onte Young (1962), composer and

Wilson Fell
ow, 1959
Darmstadt, 1961 28;

p;:lagist (Woodrow
red Hertz Sch

o
editor of An Antholog;?r’

ONCE

8 = e 1963

A Review

by Udo Kase mets

Ann Arbor has become well known for its annual festival

of fine arts, staged every spring by the University of Michigan.
But what the general public is less aware of, is the fact that
Ann Arbor is also the site of another music festival - a less
glamorous and less publicized one, but one of great vision and

purpose -

The latter event,
consecutive winters, is the brainchild of a
sers who all either are natives of Michigan
while studying music at the University with
Roberto Gerhard. Since 1960 their alliance, called ONCE, has been
a dynamic force which has set into motion a number of artistic
projects ranging from concerts, radio and TV shows to performance
tours, score publications and, of course, full-scale festivals.

This year's ONCE festival, consisting of four concerts,
took place on two consecutive weekends in February. 1t may have
lacked the trimmings and grandiosity of a big-time ftf_stival - the
concerts took place in the 200-seat Ann Arbor Communlty_Centre
auditorium - but in substance: jdealism and dedication it had
much more tol offer Ehan many a 1arge-scale event. Although opera~

ting on a low pudget, the organizers had made sure ’?hat. they had

on hand an impressive list of performers. They hgd invited John 3

Cage to appear as the conductor of a most.dexf\andlng Jgpanesedwork,

brought in David Tudor to play Cage's \_fa{flatlons 11; imported from

New York four keen and imaginative mu§1c;.Lans, the Camerata.Quartgt

(Renneth Goldsmith and Doris Allen: violins; Pmne.la.Gol§sm1th, vi-
d a German violin-piano duo,

: i 110); persuade :
ola; Joel Krosnick: cello) l?el, to stay for the duration of the
members of

Egon M 3 Michael von B or_the 0
stréiv:{?raig had at t i 1 such distinguished e
: utls
the Hartt Chamber players 2@ am Turetzl:{,and cadl
Nancy Turetzky, ©oP° ir s
tor Edwin London. The roster O t performeisvzazezzi:;:d

by a number of local musicians Who over the years ha t
an acute sense for up-to-date music and the manifold per ormance

practices thereof.

which by now has taken place for three
group of young compo-
or met at Ann Arbor
Ross Lee Finney and
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festival featured 24 workg b
The non—American contingent
sics" by Alban Berg and ap,
py Luciano Berio and Mich
by the Japanese Toshi Ichiyanagi. New vy,
was represented by four compositit‘ms,. one ezzh ]:LL)Z Earle Browp
John Cage, Morton Feldman and CTllr:Lstllan Wolff. ‘SCOres by 7
composers provided a comprehensive view on the aspirations of =
young Ann Arborites themselves. S
At first look these statistics may suggest that the fegy,
B - -ided in content, Not so in practice. The PIOgramsStl"
it clear that at no time other than ours during the history of o
sic has there been such a variety of techniques, styles, nenn my,
expression, indeed of whole concepts about art and music, at thof
composers' disposal. €
s Takc‘a for instance the four New Yo?ke?s. The ear‘shatteri
plified piano sounds of John Cage's Variations II are world o
piart from the tenderly intense pianissimos of Morton Feldm xs ¥
ving tribute to the memory of Franz Kline. Christian Wolff'an e
cate and refined sound-patterns in his string quartet "S S deli-
although on the surface reminiscent of those of Feldm unu}'ler",
q1‘1ite differently from the latter's and have nothi z_in, vibrate
with Earle B]':‘OWn'S "action music" ("December 1952'%?9. O
: Nothing in Michael von Biel's musi -
is on the continent which prod ic suggests that his home
Berio. At the s : produced a Berg, a Webern or e
; ame time, the almost ri isti W -
which he executes his fantasti .rltufallStlc earnestness with
or on the cello puts him intolc g(-:tlons in and outside the piano
enced, less emotional American: it category from Zerti
W O;lentél Spirit at its ;-)urest i
also tou;:céezls ~Sapporo" is a Piece :ztpresent in Toshi ECHEE
Caioh theatren. The placidity of its only to be heard, but
+ and the soundg eve overall mood stenel g
: n when produced by Westerners:

and inti

losol;ltlmacy to them. With John

siblP z}; at the helm of the perfor”
Y the most exciting and fascind

certs of the

12 of them Americans-
h century Weillas
e recent works

Y 1
c ~
ton
ag]
Ork

ONeg

The four con
composers,
sisted partly of 20t
Webern, partly of mor
von Biel, and a score

astern phi
k emerged ag Pos
of the festival_

mance, the wor
ting offering

ile it mg
: Y not be o
contlnent;?w and of VZ?;%Z Surprising that composers £ro%
lque and grple. ;3¢ ShoW notable distinctiof

¢ 1t is the more remarkable the’

_12311?7 every day, are
& ‘anted, there exist
s hansge o 0

e Ashley
al asp

their independently

and Gorg
Esicion zﬁsmu“““a make extensive US¢ oie
ie-making, yet in thei¥

Tomkins
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the non-aural elements of the compositions serve to lend a new di-
mension to their thoughtfully constructed and balanced music. Take
for instance Mumma's "Mographs" for three pianists. After the lis-
teners had been exposed in the initial two movements to the ques-
rions of brevity and longitude by means of regular keyboard-origi-
nated piano sounds, they suddenly in the third piece were provided
through part visible, part audible means with a totally fresh out-
look on matters of width, depth, sound, silence, action, inaction,
sameness and diversity. Mumma's other work, "A Quarter of a Four-
piece" for four instruments, despite its Feldmanesque technique,
is far from being derivative. Sounds rather than silences, activi-
ty rather than quiet meditation are the main components of this
well organized and balanced opus.

Considering that Mumma and Ashley are an extremely close
team who not only perform together but also share the facilities
of a jointly established co-operative electronic music studio, one
ct strong stylistic and aesthetic similarities in +theix
This is not the case. There is a great temperamental
Mumma's rather tender and calm lyricism and
eful expression. Even the silences in Ash-
ic vigor, not to speak of the mo-
1led upon to produce sounds of utter
tonal and rhythmic complexity. His upives" for two pianists, two
percussionists and a string dquintet is a cleverly organized work of
great dynamism and musical breadth. His "Detail" for two pianists,
one of them playing on the frame and strings, impresses most with
its immaculate timing, feelingful use of the sonorous and rhythmic
materials and explicit, though far from poisterous, masculinity.

The most original experiments of the festival were presen-—
ted by Donald Scavarda. His wpilmscore for Two Pianists" atterfxpts
to balance a visual composition - colored discs moving at various
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—Gordon Mumma and Robert Ashley go one step further.
“They work less with accurately pinpointed details than with whole ideas
and concepts. Music to them is an ingeniously planned universe, and
they are the makers who control the movements of its particles and
systems. A case in point is Mumma's Megaton for William Burroughs,
an electronic composition, conceived for “live” concert performance.
Five performers manipulate four to six channels of taped source material
and two to four channcls of amplified sounds produced. with various
abjects (such as a piece of wood-and-wire sculpture, a reconstructed and
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Ann Arbor, Michigan

i avani-
Do we asume that the a.}lyhmur:mhr:::‘ i’( .:::3 TN::L i
i . is one of the coas g
L e
xnya.ll midwestern town, even a university town, is likely 101 b;:/,,::[ o
tame affair? We had better revise our views: ONCE— 4 ‘; i
Musical Premiéres, with six concerts spread over two Fchmary]m[c g
belied both asumptions. Furthermore, this remarkable festival of ul
modern music has been floated, for two ycars now, by community s;pk
port without insttutional or foundation subsidy. (Although one identifics
Ann Arbor with the University of Michigan, the university has had no
part in ONCE.) An Ann Arbor civic theater group, the Dramatic Arts
Center, was the official sponsor; the First Unitarian Church oﬁmld 'F
‘main room, for a nominal rental, as concert hall; local shops and lﬂd.l-
viduals contributed in various ways. Finally, tickets were bought; audi-
ences were substantial; and, although ONCE made no money for anyone,
the festival must be counted a major cultural success for the community.

A cheerful note amidst the gloom of the nay-sayers to the musical avant-
garde!

‘The serics of six ONCE concerts was cvenly divided between works
by local and by “name” compasers; evenly divided, also, between local
performers (mainly students) and “name” artists, Thus ONCE included
three programs by professionals: one with La Monte Young and Terry
Jennings, of the Cage-Tudor-Maxfield New York group; another with
bs in a resumé of his immensely suc-
ast winter; the third with the Dorian
Woodvind Quintet, fresh from (riumph at Tanglewood last summer
in New York. The other three ONGE
Programs emphasized music writ

.
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scan the audience. Several minutes passed in silence, D LU

50]
coughed nervously — whereupon Ashley pressed one of the swilc'lncm!c
front of Him, and e heard some of s clectronio g Hhe in

composer describes as striving towards

(Which
d ncrvousl’? l,:amtd
, and Seemingly
stood up to Stomp
50 on, the audjen,
d reactions, Ope

“a texturally dense
musical lux”). Then, silence again. Someone tittere,

on came taped sound — different, this time,
the titter. More silence. Somconc, angry,
hall. A burst of angry tape music! And
cuing in the music by its own actions an,
the audience was Ivid with anger: “Why, he’s manipy]
he cried. “Isn’t that, in a sense, what the artist has tried
time?” somcone asked, but the question was swallowed 4
salvo of taped sounds. The work ended when the stopyy,
certain point. By that time, some people, at least, were pl
peculiar effect of being able to create their own demons
the interplay, not to say confusion, between “composcr”

gain,
relateq o
Ut of (he
ice Actually,
Composer
2Uing people
0 do for some
'P in a doybj,
atch reacheq a
leased wigy, the
ration and vy,
and “audience,n

One of the most successful premitres of the festival, both
and in terms of originality of conception, was Sounds
by the Michigan-born composcr Donald Scavarda.
woodwinds is combined with six
who from time to time plays tr

Sonorously
for Eleven (1961
A group of fiye
percussionists (including the conductor,
angle or finger cymbals). The york isa
study in discrete sonoritics, serially determined, of the most remarkable
wariety of insuumcma}lcn. More than that, the sonoritics are of 5
uniquely fluctuating, organic sort, since the composer indicates for each
note of each sonority a plan of growth (through crescendo, whether
continuous or in vibrato-like shimmer) or decay to silence.
sition is based on chy ological or indk i ti g
completely lacking in any metrical organization o steady
Pulse; and it has, I should guess, more silence than it has sou
Farben, the third of Schoenberg's Five P,
the model; but in Scavarda’s work
register and dynamics but also of tim
the composition far from the Schoen
found the piece so satislying was th:
cosmic ratio between event and non-
or atom and space). Most of our
Mot to mention our lives —
ship with the cosmic order o
Proaching that order throu
the risk had been well tak
sonorities and time,

The compo-

nents; it is
background
ind. Perhaps
teces for Orchestra, is ultimately
, timbre is not only a function of
¢, and absolute discontinuity carries
berg esthetic. Perhaps one reason I
at I sensed in it a reflection of the
event (in the universe, between star.
music — indeed, our art in general,
as been so dense, so busy, out of all relation-
f things. Scavarda risked incoherence in ap-
gh single sounds punctuating silence; I felt
en, thanks to extremely nice calculations of

Most impressive among the Ann Arbor group of composers—and
oo alone becatse e was! Best represented with | fo0s works, on the
ONCE programs — vyas Roger Reynolds, More directly linked with trad-
position. techniques and musical estheties than mest of his
colleagues (though, like.them, interested in improvisatory and chance
clements, not 1o mention serialism of various sorts), Reynolds has found
posEenEl shle in afrerarkably ahors it Lt el p physicist,
fxe has studied composition with Finney and Gerhard, has been strongly
influenced by the thought of Iyes, Varése, and Carter, and has in the

Past few years produced a numbey of increasingly individual and com-
Pelling works, Paul Jacops played his Epigram and Evolution (1961),
swhich the Epigrams four musical evess (an arpeggio, an interval, 3
SIngle sforzando low nove, and an abrupt chord) are systematically ex-
Panded in the Evolution ‘s g (o parallel the experience of coming 10
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;1'"?0:‘ 10 Japancse Aaiky texts, A fragile accompaniment for a:"
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Vexaltation. Pour qui ignore le suédois, ees]; 'un
 bergmanisme » plus vrai que le vrai.. ¢ Degré
2ér0)> de lart dela danse, du thétre (de la pein-
ture, de a musigue)? L'analyse, évidemment, ne
saurait rien récolter ici, rien ramener a la sur-
face. Et pourtant ce ¢ quelque chose » se pase, en
secret, pour chacun, et [on retient son soufe
Il en est e meme dans la plupart des piéces, et
surtout dans Speedlimit de Judith Dunn. Dvunn
apparait vétue d'une combinaison blanche d'au-
tomobiliste, sur un chariot d'hopital que pousse
son partenaire. A terre, les deux figures roulent
lentement, oscillent indéfiniment, comme des
troncs d'arbres dans Iea, comme dans une pesan-
teur & peine différente de Ia terrestre. Puis mar-
chent, sappuyant sur wne perche inutile, sans
avancer. Puis se lieat Iune & lautre, peu & peu,
avec des cordes, de plus en plus, jusqu's a para-
Iysie totle, jusqu's Ia in... Représentation d'un
accident, ou de la ¢ condition humaine, oy

ton expressive, répétons-l, sinon celle que vos
J Broieez; ou, seulement, quelque chose qui vous
lacére..

‘v.\'lf'mnz’ dWinois, 3 Urbana, non loin de
Chicago, cultive dang tous les domaines yne
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teur, arbitre trés écouté de n v
teur d'ouvrages impon_an_u: Meyer incarne cette
simplicité et cette card(ahl.e 'du savant américain
qui frappent toujours le visiteur européen. >
A la Northwestern University, comme i la
Roosevelt (de proportions plus modestes), nous
avons pu nous entretenir avec les étudiants de
classes de composition. Trés au courant de tout
ce qui se pense et se fait en Eu}'ope, 'xls nous ont
questionné surtout sur la- musique électronique,
discutant des problémes esthétiques qu'elle pose,
Ce sont évidemment quelques ¢ brillants sujets >
qui, au sein d'une classe, participent 4 ces conver-
sations; mais ceux-1a montrent une grande indé-
pendance didées, un sens critique assez aigu, un
goiit de Ia discussion de trés bon aloi. Les faci-
lités matérielles de travail qu'un étudiant améri-
cain de musique trouve dans son université fe.
raient palir d'envie son homologue européen :
auditoriums modernes équipés pour I'enregistre-
ment, salles de répétitions, cabines d'écoute avec
‘magnétophones, sans parler de bibliothéques
musicales et de discothéques oft Je chiffre de
huit mille disques est courant, Llenseignement
est dailleurs centré essentiellement sur Tl'audi-
tion et la pratique; Je nombre de séminaires riva-
lise avec celui des cours, Dune faon générale,
Lorientation et Jes méthodes de travaj] d’une

ses méthodes de travail sone "
fér:ntef. Le point dedépart, ':;:m:lm s gy,
est toujours structurel, yy, € thime )n" alpry,
ment pur. Le développement Sélabor o Muve.
ali cours du travail, en collaboratio, S S
Simplement au hasard dune pioe o Sneer
-rencontre significative, d'une intentig, s;
formulée, d'un geste — auxquels op dan %
pett forme.durabe. Lo paggje yont il
5 s

3

comme élément Poétique indépends,,

sonore.

L? <Tape Centers est indépendant et e
Tegoit aucune aide matérielle. Une aide morale
substantielle, en revanche, lui vient de Iy part
d'un des critiques les Plus en vue des Etats-Unis,
le plus écouté de toute Ia céte ouest, Alfred Fran.
kenstein, du San Francisco Chromice Pour
Frankenstein, critique en méme temps de musique

classe dépendent plus de I, de I'en-
mgnanf que d'un Programme, formulé en termes
assez généraux; cela est valable surtoyt pour les

blic le plus ayey;,

Sx;c:rk:lz\;r::n d]c Ib'universilé de Californje,
B » €ans la baje e g5, i ¢
:nt:lrchs:;u:;nl célébre dang le domzil;:a::slsm'“t
que duyPaNement de Musique est petjp E;:crll-
€t prend pey go part

Cote ouest, Mijs Col-

et de peinture, les liens implicites entre les divers
domaines de avant-garde américaine sont clai

et cest avec un esprit de synthése d'une lucidité
rare qu'il exerce son jugement — allié précieux,
et en toute connaissance de cause, des audaces,

des recherches de Ja jeune génération, Le criti--

que, & San Francisco, a dailleurs fort a faire :
YOpéra, I'un_des rares Opéras américains of.
ciellement subventionnés, y donne deux saisons
Par an, avec un répertoire différent. L'orchestre
symphonique, de Premier ordre, a attiré comme
chef permanent Joseph Krips..

La plus riche, la plus diverse dans sa vie cul-
turelle, de tout I'ouest des Etats-Unis, et I'ine
des plus belles ay monde, la ville aux Portes d'Or
nie déconsidére pas pour autant Los Angeles.
Tout, dans la seconde métropole de la Californie,
est démesure : les distances, les proportions de
1a ville o le piéton n'existe pas, les mythes —
Hollywood, les brouillards, et le printemps méme.

‘homme semble s’y dissoudre, ct pourtant Los
Angeles fut et reste I'ultime refuge de grands
$3prits — Schoenberg, Bruno Walter, Thomas
Mann, Strawinsky... Los Angeles est aujour:
i la. ville des ¢ Monday Evening Concerts?
Pun des cycles de musique moderne les Pl’“j
Prestigieux d’Amérique, le sidge d'une des s
Erandes universités, U.CLA, et de colliges
&€ arts libéraux 3 awe sites paradisiaigy
comme Pomona, oi sont formés des centaines .!z
talents. Le département de musique de l,’umv,‘",'m
Posséde la plus grande collection ethno—musnco”
Bique du pays; Jes instruments ne sont Pas a
Pidces de musée, mais vivent et résonnent : e
SiiieE ¥ apprendre, auprés de professeurs &
cialisés, & jouer du Koto, du sarangi, de famieas
africains, et y entendre un gamelan balinais. Folt
Vanalyse et Vinterprétation modernes, 1a e
1lité. dominante est Leonard Stein. Collabias
teur de Schoenberg pendant dix ans (il vien st
Publier son Traitg de contrapoint), e
Elouissant (nous I'entendimes jouer-et o
e o Troisidme Sonate de Boules, des GV
de Pousseur et de Stockhausen, au cours d o
Ses concerts-conférences), chargé d'un :ou: 5
ues de  composition nctuclleti arl
Stein est aussi l'animateur, :Mandﬂy
mble

< techniq
UCL.A

Evening Concerts 5, et Je directeur d'un St
"nstrumental youg aux guyres les plus actuel

- LES TRaces de V'auteur de cet article ’-’,,Pedrc
dent dans e désert de Nevada, en directi
Las Vegas, Ay terme de nos « Tone R issait
f0US voulons rappeler encore qu'il ne ’aﬁsiq“'
13 en ayeyp cas d'une esquisse de la mil e
américaine, méme I plus sommaire, ine de 1
duelques exemples choisis dans le do domaine
{réation moderne — dans Ia part de c¢ jeune:
1a moins connye encore, parce que la pm: reé-
Notre témolgnage, forcément. incomplel ;af"
Ment provisoire, n'hdsite pas @ “"""ﬂ:'w?cc des
e 88 dédicace : pour Ia jeunesse créatr
Etats.Upjs,
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une conférence buf les olscaux de Sudde, en sué-  grande a olga kluver . nam june paik . i
dois, tantdt sur lc ton de la confidence, tantdt de teur, arbi g umma + max neuhaus I P ; paut Pric
Vexaltation. Pour qui ignore le suédois, cest dun  teur d'ous gordon m hristian wolff - florence wightmap

« bergmanisme » plus vrai que le vrai.. « Degré  simplicité - ames tenney * chri

2éro> de l'art, de la danse, du théitre (de la pein-  qui {rapp jas forming works by

ture, de la musique)? L'analyse, évidemment, ne per

saurait rien récolter ici, rien ramener 4 la sur-  Roosevelt

face. Et pourtant ce « quelque chose > s¢ passe, e avons pu : ’ )k Qrnt—\

secret, pour chacun, et l'on retient son souffle. classes d¢ willa—

Tl en est de méme dans la plupart des pidces, et ce qui se .

surtout dans Speedlimit de Judith Dunn. Dunn  questionn 4

apparait vétue d'une combinaison blanche d'au-  discutant u/

tomobiliste, sur un chariot dhopital que pousse  Ce sont &

son partenaire. A terre, les deux figures roulent  qui, au s

lentement, oscillent indéfiniment, comme des sations; t

troncs d'arbres dans I'eau, comme dans une pesan- pendance ‘,/ ﬂ é

tear & peine différente de Ta terrestie. Puis mar- goit de 1 i arn

chent, s'appuyant sur une perche inutile, sans lités mat{

avancer, Puis se lient I'une & 'auti_oed 4 pew, . cain de 1

avec des cordes, de plus en plus,
Iysie totale, jusqus la fin.. Rel o
accident, ou de la « condition n\
de Vinutile effort pour ecn-a1>p§§AQ \
teur, pour vivre? Nulle thise, ni |
tion expressive, répétons-le, sinon celt \\ 1 L11|
¥ projetez; ou, seulement, quelque choi 1}
Rl

lacére..

Chicago, cultive dans tous les domai

*unversité d'Tllinois, 3 Urbana, n ‘\‘,\
A
tradition d'avant-garde. Le festival annu \\‘
W

bana est I'un des plus audacieux et des plu@“;\
tueux du réseau_universitaire américa

< Contemporary Chamber Players , ens

ol i
Ll i
solistes de premiier ordre, sont déja cae:i," A\ ¥ o
studio électronique en constant dévelop i
groupe des composers i residence famiue?k i
les techniques musicales nouvelles : Herbe: i f
i R

(qui vient de Cologne), Ben Johnston, Sal
Martirano. Lejaren Hiller dirige le stud!
T'orientation particuliére qu'il a donnée 3 s
vaux a fait du département musical d'Urb:
des centres importants de recherches. Hill
un scientifique de formation et I'un des |
ducteurs des calculateurs électroniques rlj
! domaine musical. Ses expériences avec
i (nom familier du premier computer de I'i.
| sité, aujourd’hui piéce de musée) sont biet
nues en Europe dans les milieux spéci,
. Hiller et son équipe, qui perforent des
comme on fredonne une chanson, dispose:
jourd'hui de ressources techniques extrém
Perfectionnées pour poursuivre une rec
paralléle sur le plan acoustique et théori
sur le plan qu'il est peut-étre prématuré d’ '
esthétique, mais qui les a menés déja 3
chissement de moyens tout i fait certal
| est avenir de Ia computer music, qui |

1111
) %fm{ SZ,
des conceptions personnelles et différentes)? Lo Etats-U. —

& Iheure actuelle partout dans le monds
probléme ne se pose certes pas dans les termes cais, I'Ti 50 (]
simplistes d'une < substitution de la machine'd thédrie) M 5

Pierre Barbaud I'expérimentent chez nous

I'homme >. Les nouvelles techniques de I'esprit, de dont x
nées avec les compulers, n'ont cessé d'évoluer, garde. ( (&AMM
dlouvrir de notveaux domaines'de réalisations et d'un en (Fvp
surtout de conceptions. Dans le domaine trés par- tournée:
ticulier de ces recherches musicales, on ira sans doute v M 4
doute vers des rapports homme-machine plus lement :
étroits, vers des réseaux de contacts et de rac- siteurs
courcis plus complexes, oft les termes de « riva- nick et
lité> ou d'« abdication > n'auront pas de sens. «SanT
Quoi qu'il en soit, au stade actuel de recherches dio de s
multiples, divergentes et toutes trés jeunes, on est en
peut attendre tout au moins une connaissance, artistiq!
sous un jour nouveau, du phénoméne musical; se_succ o
mais ce ne serait peut-étre qu'un commencement? scéne e L]
San Fi e ~—
troupe, ¢

E Cricaco dépendent trois universités, la chantes

Northwestern, luniversité de Chicago pro- I'avions
prement dite et la Roosevelt, qui possédent des Venise, %
départements de musique importants. A la North- sur i
western on cultive surtout linterprétation et Sangui
les disciplines théoriques classiques 4 I'inten- tacle, ¢
tion de futurs enseignants. Le professeur Parsons dues a
dirige les études de cette école qui rappelle d'assez troupe e
prés nos conservatoires, Parmi les jeunes com- pressif
positeurs qui enscignent & la Northwestern, Allan méme,
Stout est celui qui parle le langage le plus mo- donnés o
derne. L'université de Chicago est située égale- travaill

ment sur le lac Michigan, mais & l'est de la ville. elle au
Son département musical est dirigé par le pro- rattach
fesseur Leonard Meyer, esthéticien bien connu en elle a

Rausct

Europe, et qui jouit aux Etats-Unis d'une trés
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une conférence tur les oiseaux de Suéde, en sué-
dois, tantdt sur le ton de la confidence, tantt de

& bergmanisme > plus vrai que le vraj.. < Degr
2éro> de lart, de la danse, du thétre (de 1a pein
ture, de la musique) ? L'analyse, évidemment, ne
Saurait rien récolter ici, rien ramener 4 la sur.
face. Et pourtant ce « quelque chose > se passe, e
gecret, pour chacun, et l'on retient son soufic.
Il en est de méme dans la.plupart des picces, o
surtout dans Speedlimit de Judith Dunn, Dunn

appanait vétue d'une combinaison blanche d'au-

comme dans une pesan-
teur & peine différente de la terrestre. Puis mar-
chent, s'appuyant sur une perche inutile, sang
avancer. Puis se lient I'une 3 I
avee des cordes, de plus en plus, jusqu
Iysie totale, jusqu'i la fin... Représentation d’un
accident, ou de la « condition humaine, o
de Vinutile effort pour échapper 4 Ia pesan-
teur, pour vivre? Nulle thése, ni méme inten-
tion expressive, répétons-le, sinon celle que vous
¥ Projetez; ou, seulement, quelque chose qui vous
lacére...

"UNIVERSITE d'Illinois, & Urbana, non loin de

Chicago, cultive dans tous les domaines 1
tradition d'avant-garde. Le festival anni= "
bana est I'un des plus audacieux et des -
fueux du réseau universitaire ar-
< Contemporary Chamber Playe=s
solistes de premier ordre, sonti=".
studio électronique en constas f\?
groupe des composers in residence o
les techniques musicales nouvelles : Hel
(qui vient de Cologne), Ben Johnston,
Martirano. Lejaren Hiller dirige le st
Torientation particulidre qu'il a donnée 3
Vaux a fait du département musical d'Urba.
des centres importants de recherches. Hille,
un scientifique de formation et T'un des in
ducteurs des calculateurs électroniques dans
domaine musical. Ses expériences avec I'Tllic

sur le plan qu'il est peut-étre prématuré d'appeler
esthétique, mais qui les a menés déja & un enri.
chissement de moyens tout & fait certain. Quel
g3t Vavenir de la computer music, qui se répan,

probléme ne se pose certes pas dans les termes
simplistes d’une « substitution de la machine i
Thomme >. Les nouvelles techniques de I'esprit,
nées avec les computers, n'ont cessé d'évoluer,
d'ouvrir de nouveaux domaines de réalisations et
surtout de conceptions. Dans le domaine trés par-

doute vers des rapports homme-machine plus
étroits, vers des réseaux de contacts et de rac-
courcis plus complexes, oil les termes de ¢ riva.
lité > ou d'« abdication » n'auront pas de sens,
Quoi qu'il en soit, au stade actuel de recherches
multiples, divergentes et toutes tras jeunes, on
Peut attendre tout au moins une connaissance,
“sous un jour nouveau, du phénoméne musical ;
mais ce ne serait peut-étre qu'un commencement?

départements de musique importants, A Ia North-

sur un
western on cultive surtout Vinterprétation et Sangu
les disciplines théoriques classiques 3 Vinten. tacle,
tion de futurs enseignants. Le professeur Parsqey ues
dirige les études de cette école qui rappellc dracons troupe
Prés nos conservatoires. Parmi les jeunes cor.: pressif
Positeurs qui enseignent 4 | Northwestern, Allan méme,
Stout est celui quj parle le langage le plus mo- donné
deme. L'université de Chicago est située égale- travail
Sent sur le lac Michigan, mais 4 l'est de Ja ille. elle ar
n département musical est dirigé par le pro- rattac

fesseur Leonard Meyer, esi

théticien bien connu en elle a
‘Europe, et qui jouit aux Etats-Unis d'unc trés _Rause
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CONCERT

THE ONCE FESTIVAL CHAMBER ENSEMBLE
MONDAY JANUARY THIRTEENTH
NINETEEN SIXTY FOUR
SEVEN FORTY FIVE P.M.

COMPLETE WITH HEAT (1962)

ROBERT ASHLEY —
L AYERS AND MAGNETIC TAPE

FOR ORCHESTRA P!

MORTON FELDMAN — IXION (1956)
CHAMBER ORCHESTRA

*
GORDON MUMMA = CcOMMODIUS MEANS (1962)
ELECTRONIC Music WITH |NSTRUMENTALISTS
*
RD= HOMMAGE TO JACKSON MAGC LOW (1961)

JOSEPH BY
VOCAL ENSEMBLE
JOHN CAGE ~ VARIATIONS 1 (1963)
AL ENSEMBLE

VOCAL AND INSTRUM ENT.

oF CONTEMPORARY
G ON THIS

ANN ARBOR, HAS BECOME THE HOME OF ONC
MUSIC WHICH HE MO
CONTINENT . 5[

CREDIT FOUR FESTIVALS: NUMEROUS S
TV sHows, A SERIES OF SCORE P
THEY ARE HIGHLY RESPECTED BY
CRITICS ACROSS THE COUNTRY

COLLEAGUES OVERSEAS -

T
SOLOIST — ANNE AITCHINSON: F::
TELEVISION, THE UNIVERSITY oF M!

ONCE rESTIVALS OF NEW MUSIC)

& coMpoSER

ANN ARBOR}
v oF MicH!

ROBERT ASHLEY
ELECTRONIC MUSIC,
CONFERENCE, UNIVERSIT
CoNcERTS (1962—1964)

ND
= pPOSER A
coM NEW

GORDON MUMMA
NN ARBOR:

ELECTRONIC MUSIC, A
1962-1964)

R St

*
WORLD PREMIERES
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"THREE
FILMS FOR SPACE PROJECTIO
Nl'

GEORGE
M;\JJSUPELLI ~ THE HOUSE
IC — ROBERT ASHLEY (1 962)

MILTON c
OHEN AND GEORGE MANUPE|
LLI—

MUSIC — 5O
GORDON MUMMA VE IN TRURO (1962)

GEORGE

MANUPE
LLI- FIVE SHORT F

DECEMEER 1962 — "-Ms (1 964)

A FILM
MUSIC — FOR HOODED PROJECT!
oR

GE
ORGE MANUF’ELL[

I Love
MUSI?U DO NOT BE AFRa
~ ROBERT et ID

SAY No
THI
Mus.:;s ABOUT This 10
el MUMMANYONE
A

Music
~ ROBER
T ASH
IF Yoy 5
LEAVE |
ME | ‘
IS o et 5 ]
GORDON Mu,:L MYSELF
MA

il s

DESIGNE
R — G
PAINTE EORG

sR AL DmE MANUPEL
CREENINGS ECTOR _ =
FESTIvaL _ oD AWAR § ERITORG ‘

STockHoy, BosToy |y DS INCLUD NG ND FILM AUTHOR }
NA W S |

TIONAL Expz:xEN“Aez:ATmNA" FILM FES

: N TIVAL ‘

NTAL
FiLm
COMPETITION prys
SELS

MIDWEST

AND THIRD INTER

MIRIAM ASTON- PAINTE
| — THERE WAS A TIME

2 — GENESIS 1
3 — GENESIS 2
4 — BURNING

ARD — PAINTE
9 — FATIGUE
10 — ENERGY
11 — INVENTION
12 — FROM—A—SEE

MARY BE.

SIDNEY CARUS - DESIG
17 — INSIDE ouT
18 — ERUPTION
19 — CROSSCURRENTS

20 — FOAM ISLE

VIVIEN COOPER - PAINTER ~ WRITER
25 — GENESIS
26 — EVOLUTION
27 — PAYSAGE EMERALD
28 — ENCEINTE
ANN DANN 2 PAINIENS CRAFTSMAN
) o LT
34 — VERMAL
L~ e soUlB
36 — PATTERN
 hep coLENER PAINTER™
_ ROC—AGE
:; - :ORAPEZO p coMP-E%
43 -3 TABLETS
44 — COMPRESSION
Mu..DREDFmEDMAN'PAINT
49 — BLUES
50 — EARTH TR,
51— concesSION
52 — ASSOLAPE

R — SCULPTOR — EXHIBIT

OF THE TEMPLE

R — EXHIBITOR NATIO!

NER — INVENT

NAL AND NEW YORK S

OR — EXHIBIT
2

_ pDIRECTOR

OR

5 — OLD RELIABLE
6 — GENESIS 3

7 - THE LAIR

8 — TEMPORAL

HOWS
{3 — PURITAN

{4 — SEPULCHRE

e MANY ARE ONE
16 — EGO AND 1P

OR — PAINTER = SCULPTORS
HOLLAWEEN

22 - FRIGID

23 — TORRID

24 — FOAMATION x-4

£ oo aleR
30 — SUMMER IS
lNTANGlBLEs

at=
MERAI

32 - TRAY

o7 - PAPIER
P
_ REVERANCE

0= supPLICA

_ |NNOVATOR
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H. GOODMAN - CRAFTSMAN — DESIGNER — EXHIBITOR
57 — SHIPWRECK

58 — SUNSET ON THE RIVER

59 — SUNRISE

60 — THE OTHER SIDE OF THE FOREST

61 — HEAVENLY LIGHT
62 — ALEXANDER'S RAG TIME BAND
63 — STAFF OF LIFE

64 — MARINER'S DELIGHT

SADIE HAYMS - PAINTER — SCULPTOR — EXHIBITOR IN NATIONAL AND NEW YORK SHows
65 — VARIATIONS 69 — SHADOW
66 — OUTBOUND

70 - BLUE DIAMOND
67 — BLUE RHYTHM 71 = WHITE DIAMOND
68 — PROGRESSION 72 — Z DIAMOND
. G. KAMROWSK] — ARTIST —

TEACHER
73 ~ YELLOW SKEINS

77 — THE WOMEN
74 — NIGHT LANDSCAPE 78 — TESTIMONY
75 = SCENE IN BLUE 79 — ORANGE REFLECTIONS
76 - GREY MIST 80 — SPANISH WALL
INIFRED KLARIN - PAINTER — CONSTRUCTOR
81 — WHIRLPOOL
85 - FLIGHT o
82 — ATMOSPHERE 86 — MORNING ey oo
83 - GRAPES OF WRATH 87 — NooN
e 84 — HoLocausT
o 88 — NIGHT
5

EMIL LEDERER - DISPLAY

PESIGNER ~ ExuigiroR —
89 ~ ASTEROID (sTAR FISH) TOR ~ PAINTER anp SCULPTOR

HE LizaRrp o2 7 Sourtize
94 — NATURALISTIC
95 ~ COCoE |sLanDs
96 ~ ISLAND mosg

1 = SPECTACULAR
92 ~ CATASTROPHE
BELLE MART
IS = CRITIC - PAINTER — CONST]
g o RUCTOR — EXHIBITOR
98 — MARINE

101 — UNTITLED
99 — UnTiTLen 102 — GrRowTy PATTERN
100 — GREY HEwy 103 ~ SuRFAcE
104 - RivgR
JOHN NABOZN[AK
= DESIGNER = PA
INTER —
105 — TE
o FIRE WoRks FIna CHNICIAN — EXHIBITOR AND INOVATOR
e = STONE oF ayoy 109 - Foamarioy 4
~ BURNT SToNg 110 - Foamar
ION 2
108 — BRASS cpyypg Ul = FOAMATION 5
12 - Loy TID
F‘LORENCE SPECTOR - 5

113 ~ MARINE Fap,
114 — GLowng IMA,
115 - REFLECT[NG
et asivoui

TEACHER —

o R PAINTER _ CONSTRUCTOR
GE
Moop
IT

Bz STun vt
TSRS STlpy s
119 — NigyT GLow
126 = o
CHARLOTTE zack _ ko
121 — A BLazp
228
123 - :ZSCAPE 125 - kaBuk|
124 - M:s;:mmNs 126 ~ BRIMsTONE
= TWILIGHT

= FRosT ON My WINDOWPANE

e
sT SID
'uPPERG:ngP (RIVERSIPE
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The DRAMATIC ARTS CENTER presents
the first in a series of

Membership Programs 1964-1965

aturday, December 11 & 12, 1964 8:30 PM

] & S
griday public Library Ann Arbor, Michigan

ann Arbor

gouND_TEME
electronic

s FROM SPACE THEATRE, VENICE BIENNIAL, 1964
music for four channels --Gordon Mumma

N FIVE PARTS _-Robert Ashley

G DANGER i
= sic for four channels

electronic M4
_-Annina Nosel

PESARID illows olectronic music ®Y g
a duet f?g I;{Zdriguez with Leonard Bernstein
with Davi
; ; jon £ilm 3
5 multlp]_e—pIOJeCtl __george Manupelll

VL AND ANTIQUITY
- 5 ! porkin
with performers: Manupellis garold
Ashley, Betty eph Wehrer
?&?.?.i];fx cohen, Gordor yurma, JOSEP

TS ¢
about the works and their compos€

Gordon Mumma's SOUND Rgguction of
was composed for 2 SPecialt?;n of the 2
presented at the msic S€
during September.
o i FIVE PARDS T

Robert Ashley's BIO DANGented unde

rary music festival Pres
dation in San Franciscoe
i
Annina Nosei is an Italianﬁz:‘:. »
the avant-gard theatre ini.n °% the
Mlbright grant and teaching

George Manupelli's EVIL & i
the tour MSpectacular
tivals in MinneapoliSs

Architecty
the rendition ofri has often been spoke,

i 0
ly one concerto (|ike

RS ECS

is their qlm, 0X) w Music, | symph
Infinite q ae ould hﬂvepf ony orchestrq instr, int
= S frozen info £

nFi,LQb””y' The in;?rzen nusic indeedl:'m:t \?;er:xfrf;rdinary irst half of 1965'
musiz;xleiizy eoiC dOm‘;?zr:dfhden becomes a vehicle of CO"‘]"“; gverﬂ-“g

e, 2o B oo vt A sour composers on U2 Juer.

ini | ordi usic.
. In jusy 1e Variety of p "9%ed fo the pattern of life that they may Snice Biennial this P2S on which

Visibility Manner qre \/oc?clcls“'lsfacﬁons and compositions BY he U,S <A, Exhibition (1e

X Potentigle ' cSPECt to th al mechanisms of the human throa! &d first in the art

ols—singing simpry ong, SUng by the human, beind L Cunnin : pxI‘)Me Company 9%
gham Dance BO

ecause it is a beautiful day: c s ol
R. Buckminster Fuller & then. Robert Ashleys Hﬂ; ACE THEATR
j ere performers in the s
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chGo MUSICAL COLLEGE of Roosevelt University
'i;esday, March 9, 1965; 8:15 P.M.
/ e Rudolph Ganz Recital Hall (Rm.745)

PROGRAM

part I - PETER YATES, Guest Lecturer

COMPOSLTE LECTURE NUMBER ONE

A COMPOSITE LECTURE intended to demonstrate the ability of an audience to give
attention to more than one thing happening at a time. Our habit has been to concen-
trate all of our attention on a single event, which may include, as in opera, several
things happening but all subordinate to the principle event. A COMPOSITE LECTURE is
rather like an old time three-ring circus. The events that are included in this
COMPOSITE LECTURE are:

I. MUSIC COMPOSITIONS

1. An 8th century Chinese solo for 4. PERSPECTIVES FOR LAMONT YOUNG:
bamboo flute (shakuhachi) played Richard Maxfield: Version for
by the Japanese master, Nyodo Jin. two channels of tape, with Young

improvising on the violin.
2. FAIKI: Toshi Ichiyanagi: For sho

(Japanese mouth organ), 0Ygan, koto 5. NIGHT MUSIC: Richard Maxfield:
(Japanese psaltery), harmonica and Generated sound on tape.
saxophone. 1
6. HEAT: Robert Ashley: Generated
3, DENSITIES-SOUNDBLOCK 6: Gordon sound on tape.
Mumma: an electronically generated

7. STEAM: Richard Maxfield:
Recorded on tape.

composition.
II. FILM

wers are in Los Angeles. Film by BAYLIS GLASCOCK.
£ thirty years, constructed of reinforcing
rer, Simon Rodia.)

FILM EXERCISE NO. 1: The Watts ToU
(The Watts Towers were, Over & Pe?:wd 5
iron and broken pottery by anm 11dicexatetpt s s

COMPOSITE LECTURE are by Baylis Glascock.

All slides projected during the
 Spoken texts are by Peter Yates, gimon Rodia, Gertrude Stein, and others as described.

S Intermission s
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. PROBERT ASHLEY and
Y“t II' GORDON MUMMA, Guest Artists

W&.‘Q‘i— B (196a)8 E DRESDEN INTERLEAF (IN MEMORIAM, 1945) - *THE WOLEMAN
RAP *THE_DRE RLEAF 2 - OLF.
ZLHE WOLFMAN

quALL SIZE MOGRAPH (1964) is one of a continuin i
v::ious combinations of pianos and pianists. Two o% iﬁ:lzir‘ffe?zg:ﬁtﬁn:hf"
jre performed on the Ashley-Mumma concert here last year. This compositic : s;ries
jted to Wilfred and Heidi Raplan of Ann Arbor, Michigan, who have bZen act:vlsi edki1-
support of the ONCE group. The piece leads directly into the second composit:onn S

T4E DRESDEN INTERLEAF (13 FEBRUARY, 1945) IN MEMORTAM, is primarily electronic in

gedium and is composed on four channels of tape. Its first performance was on the 13th
of February, 1965, at the fifth ONCE festival, twenty years after the tragic and
{ncomprehensible bombing of Dresden by the joint American and Royal Air Forces. The
pombing, and the resulting fire-storm, resulted in the deaths of 135,000 people,
including several thousand Allied prisoners of war. Dresden, like Venice, was unde-
fended, militarily insignificant, and not supposed to be subject to attack because of
its perticular historical and cultural significance. This composition will be inte-

grated with the next work.

THE WOLFMAN, which follows immediately, is by Robert Ashley, and is for magnetic tape
and amplified voice. It was given its first performance on the second '"avant-garde"
festival at Judson Hall in New York City in the fall of 1964, with Robert Ashley as
performer. It has been described as being indescribable.

* Events from Spectacular Music Theatre .

FREEREREFRANARRARTINRT

Fkkdek Lol X KA RNRRRRNERAR
) 1 5 . 2 REKNKREES
..nnnannn.u\nnnn.smnn,.,"\,.,‘,\n..nnnnnnnnnnn»nnnnun

—
BIOGRAPHICAL, SKETCHES

RETER VATES h i shed career as @
mﬂ? h;ﬁeaEsixigiuzn the Roof concexts in Los Angeles, of which he was

of new music.
S0~fownder, have been very Lmportent in the encouragsiel a‘s’dﬁ:‘fﬁgm S iueaios
During the summer of 1964, he was lecturer in music a:nt::at:ur at the Keyboard, and

erican Studies. He has recently published 2 e < He is at present on a
Vrites a monthly essay on music for ATES _ﬂéw

t ; =
faveling grant from the Ford Foundation.

music critic, music essayist, author,

janists who are gaining
ROBERT Ag MUMMA are two yound composers and P s it mtel
53 i“tEmznégzn:?d GOR?:gﬁion foratheir compositions ind:'l:em::;’cf They are the founders
COmposi tion and ;epu heir performances of "avant-gar sers in the Ann Arbor area, the
Of the ONCE’ iR ; ed: p-together of several compo *he offorts of younger composers
Urpoge of wﬁj':ozp? e n%de an immediate ouEie fo:* and innovative music, and
fud Perfomer:c lii :2 p;:;atﬂy concerned with rec:: issues in contemporary COmpo=
dttemprg r, rex;resent :‘ﬁe‘full scope of the t‘(‘)‘?‘;;zzurage important developments in the

Sition sought art of the Space Theatre
+ It has, from the beginning, d Mumma were P
a 2 : an
Its, lncluding’drama, music and film. i‘::h;:Zenl:e“nial Festival during the summer
en

8Toup inyy i in the V
Of 1964 ted to participate
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“~-gf'ﬁ\ The DRAMATIC ARTS CENTER presents

ONCE A MONTH WITH ONCE FRIENDS

Third Concert: Tuesday, 3 December 1963, 8:30 PM

o Roberto Gerhard CAPRICCIO FOR SOLO FLUTE (1949)
§ ; i Anne Aitchison, flute

i Bernard Folta  STRUCTURE 11,19 (1963)
W Donald Scavarda, piano

Barney Childs TAKE FIVE (1962)

Anne Aitchison, flute
‘ John Kripl, alto saxophone
: ! Gordon Mumma, french horn t
’ b Russell Peck, trombone
Bernard Folta, viola

-intermission-

4 Donald Scavarda GREYS (1963)
e electronic music realization by Gordon Mumma

Loren Rush  MANDALA MUSIC (1962)
Anne Aitchison, flute
Gordon Mumma, french horn
George Cacioppo, piano

Charles Ives OVER THE PAVEMENTS

Anne Aitchison, piccolo
Tom Asboth, clarinet
John Kripl, baritone saxophone
Richard Lowenthal, trumpet
Karl Wirt, trombone

Bob Simms, trombone

Roxanne Bates, trombone ;
William England, percussion
Robert Sheff, piano
Morton Achter, conductor

FIRST UNITARIAN CHURCH, 1917 WASHTENAW, ANN ARBOR, MICHIGAN
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A CONCERT OF REAL MUSIC from the series

FILM 80CIETY - WAYNE STATE UNIVERSITY

Presentsg

NEW MUSIC FOR PIANOS

FEDERATION OF WOMEN'S CLUBS

27

Donald Scavarda

Gordon Mumma

John Cage

Michael von Biel

Robert Ashley

Christian Welff

Philip Krumm

GEORGE BRECHT
GEORGE CACIOPPO

|

CORNELIUS CARDEW |
GEORGE CREVOSHAY
MORTON FELDMAN

8econd and Hancock
Detroit, Michigan
February 1963, 8:30 pPuM

FILMSCORE FOR TWO PIANISTS (1963)
Rokert Ashley and Gordon Mwmma, pianists

from MOGRAPHS (1962)

l. Large Size Mograph
2. Medium Size Mograph

Robert Ashley and Gordon Mumma, pianists

VARIATIONS I (1958)

Robert Aghley, harmonica
Gordon Mumma, firench horn
Micheel von Biel, violoncello

29 DOUBLES FOR VIOLINIST & PIANIST (1962)

Egon Mayer, violinist
Michael von Biel, pianist

~intermission-

MANEUVERS FOR SMALL HANDS (1962)
Robert Ashley, piano

DUET 11 FOR HORN & PIANO (1961)

Gordon Muwnma, fr?nch horn
Robert Ashley, piano

MAY 1962 . -
T —————t 4 %
To Piano Event TOSHI ICHIYANAGI /[Music for Piano 6

Pianopiece- MAURICIO KAGEL |Metapiece

UDO KASEMETS | Squares

JOHN CAGE Suite for Toy Piano

éianopiec © 1960 ROGER REYNOLDS [Instructions and Activities
Rotaﬁons 1-5 KARLHEINZ STOCKHAUSEN Kla\_rierstuck v

BRUCE WISE [Piano Piece

Piano Three Hands

LA MONTE YOUNG Piano Pieces for David Tudor
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Overture

The twenty years since World War

IT have been years of di
innovation in every field of human end y of radical

eavor.

The cosmos and the microcosmos;

the sciences of life and of death;
the arts of sight and sound; for the

many or for the few.

On the anvil have gone every medium, every technique, and every
aesthetic theory. The military discipline of op-art or totally-organized

music have been countered by the motivated chaos of action-painting and
the Cage neo-dada.

The boundaries of technology and art become increasingly diffused.

The architect works with geodesics and modules, the composer works
with sound generators and modulators.

Mime and pantomime wait for Godot. Do things happen? Is a happening
a concert? Is music non-noise or is noise non-music?

Across the continent mansioned euclid avenues become non-beauty and
from this refuse artists make non-beauty beauty. :

Is the realtor a realist?

--- Are these men serious or are they a bunch of kooks? ---
(KYW-TV newsman, 1963)

Preface, in ABA form

kooks. .... after Gershwin, Cage is the best known composer abroad and
with more than 70 works published by the venerable house of Peters he can
look at the irate lady listener who said, "Mf' Cage, I yant to congraFulate
you on your simple mind," and calmly answer "Thank you.

a passing fad .that has studios in the French, German, Italian,

Swedish, Polish and Japanese radio networks; in the universities of Utrecht,
3

deis, and since April
Berli ton, Michigan, Illinois, Bran ,
of 192; ché:ié ii:?iiute; and in tﬁe unromantic business world of Siemens,

Philips, Bell Telephone, and RCA.

.....at a subsequent lecture while Cage was busy pushing~t9rni£s into
a vegetable grinder attached to contact mikes, the same 1ﬁdy sadidsaltT
would like to congratulate you again on your simple mind," and Cage
caluly answered, "Thank you again."

saj0ou weiload

T
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Not all of the music comes from institutions

PRELUDE AND MARCH -- OTTO HENRY (United States)
Though Otto Henry is on the facult

his st?dio is entirely self-built. The small independents, including
Berlin's Herman Hesse and Pierre Henry of Paris, contribute their

y of Washington-Jefferson College,

share in the face of such obstacles as expensive equipment, time-
consuming assembly, and strictures on performance. These ;en honor
the world of sweat and soldering-iron, where musical creativity and
electronic ingenuity go hand-in-hand.

Even where heavy institutional help is provided, not all of the experiments
are limited to the use of Scotch Audio Tape

BLINKETY BLANK -- NORMAN McLAREN (Canada)

Animation was developed early in this century, and became a commer-
cially practical entertainment through the work of Walt Dismey.
McLaren goes one step further and draws not only the picture but
also the sound track -- frame by frame -- to create what can best
be called a totally painted film.

And in a field dominated by the young men -- Nono, Boulez, Patkowski, Berio,
Kagel -- many established older composers -- Vardse, Kremek -- have remained
young in spirit and have taken a chance with a new and risky medium

DIALOGUES FOR MAN AND MACHINE -- HENK BADINGS (Holland)
Not the least of these is Holland's best twentieth-century composer,
whose Capriccio for Violin and Two Track Tape was the first "electromic
piece" to be played in Cleveland in 1962, under the au§pices of the
Composers' Guild. (This work and much of the electronic sounds i?
the DIALOGUES are available on Epic LC 3759.) Using texts as varied

man, the DIALOGUES are one of Badings' most expressive works.

A young girl visits an abandoned farmhouse and is consumed by an unseen
power lurking there

THE HOUSE -- GEORGE MANUPELLI & ROBERT ASHLEY (United States) :
For notes on these men, see the section on the ONCE group below.

Divorced from suggestions of familiar music or the support of poetry or film,

as the nonsense poems of Edward Lear and the cries of twentieth century

electronic music now stands on its own feet as "pure @usic" wéth styles of
its own, techniques of its own, & living art in a living wor 1

VISAGES -- LUCIANO BERIO (Italy) OR
LE RIRE -- BRUNO MADERNA (Italy)

of composers in electronic music is the
i dio Italia studios in Milanj
Itali hich originated in the Ra 3
itaini?ugzzuzhz names of Luigi Nomo, Luciano Berio, Bruno Maderna, :
Niccolo Castiglioni, Franco Evangelisti, and Sylvano Bussotti. Their
styles range %rom tﬁe harsh and even violent serialism of Nono and
Maderna to the highly coloristic, almost impressionistic, work of

e1.
Berfo and Evange i -iirna, the latest issue of MUSICAL QUARTERLY

(entirely dedicated to new music in Europe) says
", ..Aided by an exceptional craft and an excellent knowledge

of the traditional musical repertory, Beri? rarely ignores

the exigéencies of the ear, though he sometimes fails to

Probably the strongest group
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"'satisfy those of the mind."

W St Was primarily the teaching of Bruno Maderna

that, directly and indirectly, brought musical Expressionism
into the mainstream of Italian music. This Venetian com-
poser, who was among the earliest participants in the
celebrated 'Ferienkurse' at Darmstadt, exerted in his roles
as composer, performer, and teacher an incomparable influence
on young Italian musicians.'

A sumuppance: nothing is entirely new under the sun

L'AMIRAL CHERCHE UNE MAISON A LOUER -- HUELSENBECK, JANKO, TZARA (ZUrich)

The art of the absurd began as a reaction to the false values that
climaxed in World War I, the reaction began as the Dada movement,
and the Dada movement began on February 5th 1916 in the Cabaret
Voltaire in ZWrich, Switzerland. On March 31st this triple poem
was performed by Richard Huelsenbeck, Marcel Janko, and Tristan Tzara:
the last, its main author, said of it:

"Je voulais réaliser un podme basé sur d'autres principes.

Qui consistent dans la possibilité que je donne 3 chaque

écoutant de lier les associations convenables. Il

retient les éléments caractéristiques pour sa personalité,

les entreméle, les fragmente etc, restant tout -de-méme

dans la direction que 1'auteur a canalisée.

"Le poéme que j'ai arrangé avec Huelsenbeck et Janko

ne donne pas une description musicale, mais tente a

individualiser 1'impression du poeme simultan auquel

nous donnons par 13 une nouvelle portée."

Where the work of one composer ends and the next begins is of less significance

than the context of the total experience

SPECTACULAR MUSIC THEATRE -- THE ONCE GROUP (United States)
The ONCE Group is a performing ensemble of composers, artists, filmakers,
and architects which has evolved during the past several years from the
contemporary performance arts activities of the Dramatic Arts Center
in Ann Arbor, Michigan. Though the ONCE Festival of Contemporary Music
(1961-1965) is probably the best-known of these activities, the collab-
orative nature of the ONCE Group began several years earlier with the
light-sculpture and Space Theatre innovations of Milton Cohen and
Harold Borkin, the films of George Mamupelli, and the establishment
of the Cooperative Studio for Electronic Music by Robert Ashley and
Gordon Mumma during 1957-1958.

The unifying characteristic of the ONCE Group during the years
of its activities has been a commitment to performance. Contemporary
music embraces many elements of performance that are associated with
music of past times; but the dynamics of recent musical evolution have
led creative artists to consciously explore performance elements
which extend beyond the realm of "pure music'" and sound.

The structural and temporal aspects of contemporary music have
taken a nmew direction with the ONCE group. Particularly noteworthy
is the development of compositions which are created by a collaboration.
of individual artists. To date these "ensemble" compositions have
taken two forms: works which can be performed as complete composi-

tional entities,by themselves, and works which can be performed
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separaﬁelz, in sequence, or simultaneously with each other
artiiuiaerezus for the creation of these latter compositions came
p y from issues of Programming and presentation involvin
electronic-music and light-projection means., <
SPECTACULAR MUSIC THEATRE is an example of this "total-
performance pProgramming.

Robert Ashley and Gordon Mumma are both composers and per-

;ZE:iszis §2eézn::;;252ieSMiniludedthe organization of the ONCE

for seribs cofiamaea ﬂ usic and the performance of a concert-
usic for Pianos." Their work in electronic

music began with their establishment of an independent studio in

1958 which they have used in the composition of electronic music

for film, concert, and theatre applications. During the summer

of 1964, Ashley and Mumma presented performances of their music

for the Space Theatre productions at the 27th Venezia Biennale

in Italy.

Harold Borkin and Joseph Wehrer are architects and theatrical
designers, and are both on the faculty of the School of Architecture
and Design at the University of Michigan. Their works include
a finals-winning design for the Franklin Delano Roosevelt Memorial
Competition and the establishment, with composer Robert Ashley,
of the Performance Arts Research Laboratory Conference, first
held at the University of Michigan in 1963.

George Manupelli is an artist and filmaker, also on the faculty
of the School of Architecture and Design at the University of
Michigan. His films were presented at the 1964 Venezia Biennale
and have won awards in numerous international festivals. His
activities also include the direction of the annual Ann Arbor
Film Festival.
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