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We bope you \Vi.1l enjoy your self this evening, aud le t th is enjoyn1ent cprry on to 
oth ers . 

6-7:30 pn1 vvill be dinner and things \¥hich i.nclude various bits of inforn1a tion about 
the concert. ('This paper vvill serve as a guide through the evening. ) 

7:30 prn run-· through of Leibig ending- -everyone is invol red in thi s. .. also , a run-thr ough 
of the i rnprovisations between pieces , last n1inute ins tructions, etc. 

8:00--bcgin setting up in your perfor rnancc area(s) in the concer t hall. 1\1akc last 
minute adjustnlcnts, and s o forth into Sord.c :rvledi taU ons (instructions \VHl be 
given at this ti1n e). Follo\ving the beginning of the Ineditations , the doors 
\¥ill be open to the audience . 

.1.. In1provisa tion-- based on n1editations ... continue past 8:30 pn1 and graclually f9_de out 
- --·oNT:y after the pta no has begun playing the first piece. 

(Ins trun1enta1i s ts ·in Xina's ens. n1ay use the improv. to warn1 up, arid to 
tune---select a pitch v1hich is COlTill)On to the piece and gooc..l for tuning, or 
rn aybe "A" i s poss ib1e--Xina \Vill inforn1 you). 

"LA.I'v1ENTATIO ... " (ca. 10 -· Ininu tes ) 

2. Improvisettion --d' trurnpet will begin playing softly, each instrun1cnta ljvoca l perforn1eJ~ 
--------Toi ihs-grac1ua l1y on any pitch, but in a quiet rnanne:r . Gradually all perforn:1 er~ 

arrive at the pitch "Fll in any octave, and gradually all (lvvhere possible) arrive 
at the pitch II F" be.lo\v rniddle "C". SUSTAIN T'I-liS II F 11 as a drone TI-IEOUGHOU1"' 
the next piece (do not observe the conductor of the vocal group). 

"WOHDS \tVIT'I-IOUT' SONG" (ca. 4-n1inutes) 

3. linprovisa tion- -continue with the drone(" Fll be lo\v n1idclle "CII) , all others join in 
by-playt"ngjsinging the pitch II F", and J\ LL begin a ~i long 1- MINUrfE crescendo 
to a solid "f'--S'I 'OP ilnlnedia tely on the first sound of the tape . - ----

"PEX-MEX" . (ca. 4-·minutes) 

4. In1provi sation- -lis ten for so1ne pitch ncar end of II Pex- Mex" ancl when ta pe ends, 
--- perfor"in that pitch "rnf-f" in a sustained manner for about 15 seconds or 

unl til the n Hxt tt,~.pe begins. Stop in1n1ediatly after \¥ards. Do not vary the 
sounds you are sustaining. 

II HOUNDS" 

· 5. li11f>:r ovisalion-- all are to n1ake "nonsense" by fast talk, sound fragtn ents , and the 
----~-s-o-r t =-=T1erfornJ in a rapjd manner , in lnediurn-range clyna nTic levels , and a few 

assorted devi3tions fr on1 a n1iddl e r egister (pitch) ... continue thi sf until 
tape begins and graclun lly fatle cnvay . . . . . 

''Ivrusrc F OE 1"' l\Ul\1PE'rS ... ,, 
6. There \ViLl be nothing else un til tbc end of th e concert progran1 . .. Liebig & Sonic IVIedi -

tatj ons . 
pc1·t Those nrl, 0 11 

orznanci".:J .. 11 J11Cl ve .lights ' turt1 Ll 
\...:, .. blut n lcn1 off and-on ( ranclo) r . 

ot Vvhi lc You arc pcrfornn ng ·11 1:>) throughout th . 



GRADUATE COMPOSERS' SERIES 
UCSD MUSIC DEPART~1Ei~T 

APRIL 24, 1971 - 8:30 PM 

THE AUDIENCE IS FREE TO MOVE ABOUT, SIT ON THE FLOOR, OR 
WHATEVER ELSE IT LIKES DURING THIS EVENING'S EXPERIENCE. 

LAMENTATIO FOR THE CANADIAN ALEXINA LOUIE 
TRAGEDY 1970 

6lute/piccolo - ELIZABETH COUCH 
alto filute - DAMIAN BURSILL-HALL 
oboe/engli~h ho~n - NORA POST 
claninet/ba~~ claninet - JOAN GEORGE 
'cello - GLEN CAMPBELL 
contnaba~~ - FEDERICO SILVA 
piano/electnic piano - BETTY WONG 

(a~~i~ted by SHIRLEY WONG) 
conducton - TOM NEE 

WORDS WITHOUT SONG STEVE MARX 
memben~ ofi the UCSV chambe~ chonu~ 

PEX-MIX (1970) BRUCE LEIBIG 

ROUNDS 

fioun tnac~ tape, in the dan~ 

viola - DAVID DUNN 
fioun tnac~ tape 

DAVID ERNST 

MUSIC FOR 1, 2, or 3 TRUMPETS AND 
4 CHANNEL TAPE 

DWIGHT CANNON 

tnumpet~ - PAM SAWYER 
ARNIE CHRISTENSEN 
VWIGHT CANNON 

ENCAHC (1968) BRUCE LEIBIG 
filute - ELIZABETH COUCH 
claninet - LARRY LIVINGSTON 
oboe - VAVIV AVERY 
engli~h honn - HENRY NUSSBAUM 
ba~~oon - MICHAEL REDV 

REPRISE/REPRISE* (NOW) BRUCE LEIBIG 
(Including: "Inte~nal Ruptune in the Bac~yand~ 
ofi Youn Mind" by Vladimin Voo~~) _ 

fieatuning: all above pe~fionmen~ 
and compo~en~ and 4 tnac~ tape 

electnonic~ fion the entine pnognam by JAMES CAMPBELL 

* * * * * 

COMING EVENTS 

Sunday, Apr·i 1 25 
Revelle Cafeteria 

Friday, Api rl 30 
noon MC 409 

Josef Marx Baroque Ensemble 
8:30 pm 

11 Ecology of the Skin 11
, music 

involving you and David Rosenboom 



LECTURE ON WE BERN, OPUS 21 

for 2 instrumentalists, vocalist and 2 e lectronic equipment operators 

Equipment (minimum): 
electronic - 2 stere o tape decks with associated pre-amps, amps and 

other 

. at least one speaker each 

1 phonograph turntable 

4 air mikes with boost and mix capability for two of them 

independent amplification for one of the air mikes 

wires, adaptors as needed 

lectern or podium for lecturer (vocalist) 

risers , platforms or other method of defining two areas, 

one for . ins trumen ta lists and one for lee turer 

the 2 instrumentalists should play 2 different instruments 

chosen from the following list: soprano sax, Bb clarinet, 

Eb clarinet, Ab clarinet (if these are unavailable flute 

and piccolo may be added to the list) 

phonograph recording of Symphonie, Opus 21 of Anton Webern 

General Sequence of Events: 

Operator #l ~~egins playing phonograph recording of Op. 21, which 

is amplified for audience listening and electronically recorded simuJtaneously 

on channel A of tape deck #1. One minute after this begins, vocalist begins 

reading lecture, which is amplified for audience listening and electronically 

recorded (mike input) on channel B of tape deck #L Operator #1 insures 

balanced tecording. Simultaneously both inputs are mixed and routed 

to channel A of tape deck #2. 

One minute before end of phonograph recording operator #l reverses 

tape on tape deck #1 and plays it backwards, amplifying sound for audience 

listening, and continuing to route mixed signal to channel A of tape deck #2. 

The tape reversal and associated switching . should be accomplished in less 

than one minute so that operator #1 can stop turntable when Op. 21 finishes. 

As soon as ope rator #1 begins to play tape on tape deck #1 in reverse, 

instrumentalists begin mirroring instrumental sounds they hear (each other 

or from speakers) according to the mirroring techniques described in the 

. lecture. These sounds are amplified for audience listening and recorded 

·. (mike inpL1t) into channel B of tape deck #2. 

When vocalist finishe s lee ture, he lis tens for his own voice played 

backwards and mirrors those sounds according to the techniques described 

·in the lecture. These vocal mirrorings are mixed with instrumental sounds 

and recorded on channe l B of tape deck #2. 
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Halfway through backwards playing on tape deck #1, operator #2 
reve4ses his tape on tape deck #2 and plays it backwards, amplifying 
sound for audience listening. 

When tape deck #1 backwards playing is completed, operator #1 
stops tape. Six minutes later vocalist stops mirroring vocal sounds 
(which are by now both backwards and forward sounds). When backwards . 
playing on tape deck #2 is completed, operator #2 stops tape. Instrument-
alists continue for one more minute and piece ends. 

Notes on Performance: 
Symmetrical and precise arrangement of equipment and personnel 

is essential. Set-up diagram gives suggested set-up for four speakers 
facing audience. Movements of operators should be efficient and precise. 
Instrumentalists · should face each other and avoid extraneous movements. 
All equipment and personnel should be placed or move in terms of right 
angles to the space wherever possible. Black, white and shades of gray 
should predominate. 

Performance at UCSD in spring 1970 used two Sony 777 tape decks, 
which allow tape reversal by reversing tape in pressure rollers. Thus 
reels turn backwards when tape is played backwards. This may not 
work on other equipment, and reels may have to be switched. 

If suggested equipment set-up diagram is followed, sound will move 
from left to right as piece progresses, with all speakers utilized in the 
middle of the piece. 

Schedule which follows is based on the Robert Craft recording of 
Webern's Opus 21, which runs 8'50" {Columbia K4L-232 Mono). 

Intensity level of the piece is generally a bell curve, with the highest 
level between 12'00" and 16'00", when all elements are in operation. 
Gradual increase up to this high point and gradual decrease afterwards 
may be effected by all personnel concerned with production of the piece. 
This intensity level may be interpreted in terms of dynamics of sound 
levels, texture, movement, lighting, etc. It is essential that the two 
electronic equipment operators be sensitive to the progressing shape 
of the piece. An intensity score for all performers can be drawn, 
reflecting the nature of the equipment, space and personnel involved 
in the particular production. Variations in intensity are permitted to 
some degree, provided the bell-curve shape is never ambiguous. It is 
suggested that the piece begin and end with a ppp intensity level, and 
reach a high point of fff. All transitions within this framework should 
be gradual, and, if possible, undetectable in terms of specific increments 
of change. 

' 



' page 3 

SCHEDULE OF EVENTS 

Time Events 
00'00" - both operators begin their tapes 
00' 10" - operator #.1 begins phonograph recording of Op. 21 
01'10" - vocalist begins lecture 
08'00" - operator #1 reverses tape, plays backY'ards. Instrumentalists 

09'00" 
12'00" 
16 '00" 
22'00" 
24'00" 
25 '00" 

begin. 
- operator #1 stops turntable when record is finished 

operator #2 reverses tape, plays backwards 
- operator #1 stops tape when backwards p.laying is completed 
- vocalist stops mirroring vocal sounds 
- operator #2 stops tape when backwards playing is completed 
- instrumentalists stop. end of piece. 
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LECTURE ON- WEBERNt OPUS 21 
, · 

"A sound which is not yet over cannot be measured. But when it is over, 

it will no loi1ger be. Then hQw will it be possible to measure it? 

Yet we do measure time . . . Thus it s eems _that we measure neither 

time future, nor time past~ nor time pr-esent, nor time passing: and yet 

we measure time. . . What then is i t that I measure? . . . something 

which remains engraved in my m emory. It is in you, 0 my mind, that 

1 measure time . . . it is the impress that . I measure ·when I measure 

time. Thus either that is what time is, or ' I am not measuring time 
at · all. " 

St. Augustine Confessions · 
Book l 1, . Chapter 27 

Our memory functions .in a spatial dimension when ·we wish to 

recall past events _. Those events "farthest" away from the present are 

·generally the most difficult to recall. We are thus "closer" · to the most 

recent events than to the less recent. To :r:ecall a series of events 

ifl: their original- order_, we _must_ first "go back" to the beginning of the 

·series. In t~is way our . memory reflects ~ mirror image of . the series, 

even though · the mirroring process n1ay be instantaneous andjor unconscious. 

In a like manne-r, any symmetrical object is a spatial mirror. 

As with recall, the mirroring ·process is independent of any strict time 

correspondence between the original series (or points of reference) and the 

m1rror. : ;, W_e can recognize a spatial mirror very quickly, · without needing 

as much tim~ to recognize the mirror as we did to recognize (or consciously 

grasp) the original series or points ofreference. · 

· A mirror in time requires a fixed corr-espondence (measureable) 

~0 the original series: mirrors in tirrie are often not begun until the 

original series is completed. This contrasts with spat-ial mirroring where one 

may experience the _ mirror _ almost immediately by beginning in · the center. 

This )traditional separation of the spatail and time dimensions in m(r:r;oring 

processes is not a necessary one. Most mirrors in time derive their 

spatial logic from the mem9ry process. 
Quite different from memory' spatial and time, mirrors is ~the -mirror 

image we see _{n a glass. The instantaneous mirroring process~ lacking any 

_measureable time correspondence between mirror a·nd original series ( 9r · 

points of r~ference) exists totally spatially. The perception of this mirror

ing proces$ bears necessary relation to the process ·itself, for _ one either 

perceives the immediate mirror or not. In spatial mirrors one perceives 

the mirror process at one's own time. The inability of the glass to· 

mirror in time, that is, ~ntire series of events in real time, distinguishes 

it from other types of mirror -processes. 
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(LECTUR~ ON WEBE RN continued) 

All these dis tinctions are based on distinctions in real time, not 
psychological time. Memory, time mirrors and glass mirrors can all 
take on characteris tics of spatial mirrors, depending upon their mode 
of being perceived. Spatial mirrors, on the other hand, can take on 
characteristics of of mirrors in time or mirroring in a glass, depending 
on the mode of percep tion. Thus if I perceive corresponding points 
of a symmetrical object simultaneously, the series of corresponding 
points as I perceive them resembles the rnirroring in a glass of 

___ .. __ a s~ries of events,· ·.where each moment is instantaneously mirrored. 
It is thus in the manipulation of the modes of perception, and not 

in the processes themselves, that the distinctions prevail. 

'•. 

. "' 



REPORT OF MUSIC 199 RECORDING PROJECT 

Don Bright and Steve Clark 

All the pieces were composed of natural underwater sounds, primarily biological. 

In the first two pieces we decided to attempt a background with a crude 

"biological beat". '"e did this by taking an interesting segment of a croaker 

(a fish) obtained from Doug Leedy, and making an endless loop. To this we added 

snapping shrimp on the same channel. On the other channel we added the "melody 11
, 

made up of the porpoise we recorded at Sea Horld. \.Je controlled the "melody" 

by feeding it first through the filters of the Buchla box. This enabled us to 

control in any proportion the various sounds on the master tape (i.e. porpoises, 

water, pump, bumping of the microphone against the porpoise.) Thus we composed 

by changing frequency which was complemented by the beat beinq played on the 

other channel. We also used the master record volume to heighten and diminish 

various sections of the tape. 

In the third piece we took predominantly low frequency sounds from the 

Sea World tape at places where there was a sound with a definite beat (presum

ably the porpoise playing with the mike), made a 20-second loop of it and used 

it as the left channel of the piece. 

The right channel (actually recorded first) consisted of a triple impo

sition of selected portions of the Sea \.Jorld tape. First a stereo tape was made 

recording different portions of the Sea World tape on each channel. This tape 

was then dubbed onto the left channel of the final tape. Since one Revox has 

not been· working, we were using a Sony borrowed from the Drama department which 

had sound-on-sound capability. Using this we recorded both the tape's left 

channel and the final portion of the sea world tape onto the riqh t channel. The 

beat previously described was then added to the left channel. 

The last piece is a cleaned and edited version of the Sea World which you 

may keep if you wish. The most heavy filtering was done in the lower ranges, where 

extraneous noise such as pumps and ocean noise was heaviest, but some of each range 

was allowed to pass so that the sound would not be unbalanced. 
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GYM 
UCSD 

R-UN C~UNTRY CR.nss 
PERFORMERS 1 1 l 

On the date, at -the time, and within the area listed bvlow w.l.ll occur 

a musical event as imagined by Lawrence Czoka. You are inVited to 

participate in the performing of that event. 

-- performers are cross-catmtr;r rmmers or joggers, wearing and carrying 
musical instruments. Bring what you can, some instruments will be provided. 
Suggestions f'or wearing: jangling bracelets, necklaces; bells on necklaces 
or tied to shoes; every-one please wear a waist-belt onto which something· 
can be attached. 

Suggestions for carrying: please decide on one thing onl;r, so you are not 
burdened. Ideas: shakers, whistles, kaszoos, bells, mouthpieces ttrumpet, 
saxaphone, clarinet, etc.), claves, finger cymbals, tambonr:i.nes. 

-- on the date, arr:i ve ear13" enough at the gym on campus to suit up and 
begin warm-ttp exercises. Watch for signs indicating the gathering spot. 

- at the ti:me, warm-up exercises w:U1 commence, final instructions g::t. ven, 
then you are free to run the course as you wish. 

-within the area, do not rtlll in groups, and please don't talk~ bu.t feel 
_free to sing or chant. Play your instrmnent whenever, however, whatever, 
and as nmch as you want. Try to listen to the other soun.ds and either 
respond to or blend with those sounds. Check the map for the trails, and 
note the several different entrances available. Use anyone you wish, take 

a:r:q tarn you wish, staying within the area, exit whereever yoo. wish, and 
re-enter wherever you wish. You may ron as long as you want, and a signal 

(three blasts from a compressed air horn) w:L1l signal the end of the event 
when you shoul.d retarn to the gym, and please return all borrowed instruments. 

Ia.te: Monday, November 28, and Tuesday, November 29 • 

Time: Both days, 4 :00 p.m. to 5 :00 p.m. 

" 
~+€ 

l, 
s 

~ 
Third 

(::J 
~ 

College ~ 
~ 

r lmdeville l ~ . 

Miramar Road 



HUN ROSS 

LISTENERS ! 1 1 

On the date, at the time, and within the area listed below will 

occur a musical event as imagined by Lawrence Czoka. You are invited 

to participate in the listening. 

--- on the date, be sure to reserve fifteen to twenty minutes 1~g 
time before the time from your location on campus. Please don't drive 
to the location of the event. 

-- at the time, you should enter, alone, the area and find a place to 
listen, alone. You should wear a coat, and bring something to sit on. 

-within the area, please don't talk, but you may sing or chant. There 
w:Ul be no signal for the start of the event, but there will be a signal 
(three blasts from a compressed air horn) to signal the end. 

- if' you can, bring a portable tape recorder and start recol!'ding when 
you .hear anything significant. 

&te: Monday; November 28, and Tuesday, November 29. 

Time: Both days, 4:00 p.m. to 5:00 p.m. 

Area: Aeywhere within the area indicated tm the map. Arrive early and 

explore the area.. 

Third College 

Mandeville 
U C S D 

Library 
CentralQ 

Thank You 
Miramar Road 
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