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usage, still get YOU where YOU want to go when
YOU wanf fo go, and save YOU money, foo.

It's fruel YOU make your car go, and how YOU make it go has a
fantastic effect on the mileage YOU get from every gallon of gasoline.
YOU can do more fo strefch the miles and conserve gasoline than
any mileage additive ever could—simply by the way YOU drive and
care for your car.

Here are some good driving pracfices that are impor-

fant all the fime, especially now during the national

energy shorfage, that will help YOU cut down on gasoline
Mg /

¥ Avoid long warm-ups. Starf your car. As soon as the oil pressure
is up, move away. Drive slowly—your car will warm faster and
youll save gasoline.

% Tread lightly on the accelerator. Easy starfts and gradual stops
save up fo 2 miles per gallon in city troffic.

v« Keep car speed down. Driving af a slower speed will conserve
gasoline. For example, on the highway, at 50 mph instead of 70,
your gasoline saving is estimated to be as much as 25%.

¥ Don't be ajack rabbit. These fast starfs leave rubber on the road
and waste gasoline. Gradual starts save on gasoline.

w  Anticipate signal light changes. Then you'll be able to slow
down gradually—saving brake linings and gasoline.

¥ Keep the pressure up. Tires that are underinflated wear more
quickly and cause increased consumption of gasoline. You can save
gasoline by keeping your fires at recommended pressure.

¥ Fill your crankcase with the correct oil. Yes, a multigrade oil
(Havoline Super Premium All Temperature Motor Oil meets all car
manufacturers’ specifications) will help you get befter gasoline
mileage, particularly af lower temperatures, by reducing friction.

¥ Keep your engine tuned. A well-tuned engine can save you
up fo 8% in gasoline mileage. See your car maintenance manual for
periodic fune-ups that are recommended.

¥ Don't ride the brake. This may give you a false sense of security,
but all you are really doing is making your car's engine worls harder,
using unnecessary amounts of gasoline, and wearing the bralke linings.




¥¢ Use your air conditioner sparingly. You paid for the convenience but an air
condifioner can decrease gasoline mileage by approximately 10% every mile it is in use.
So enjoy it, but only when you absolutely feel the need for it

¥¢  Form car pools. One other person in your car will save 100% on his
gasoline usage. Two others increase the savings to 200%. Swifching cars
makes if possible for all pool members to save gasoline and money.

YOU may never have thought of yourself as the most
fantastic gasoline mileage ingredient ever. But YOU are
in confrol. Your good driving practices can help YOU

every day in gefting more miles from the gasoline YOU
buy and in saving YOU real money in the overall
operation of your car.

Be a good neighbor...
drive conservatively to save gasoline and money.

TEXACO
"1

We're working to keep your frust.
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\ Find in your pockets and in your immediafc surroundings things of small
size that will produce interesting sounds.
Arrange these objects on a desk or table surface in front of you. iy
them for their variety of sounds under various conditions. 2
Improvise for a while using the "instruments' you have arranged in
front of you, 3 Such improvisations will have accomplished at least
two things: 1) imaginations will have been exercised and 2) one
will have learned how to "play' his instruments.
Now begin to compose a short piece (90 seconds) by considering how
you wish to group the available sounds from your instrumems.i
Plan how you will space these sounds in time, when their durations will
be long or short, when loud or soft.
Invent a descriptive, graphic notation and prepare a performance
score® that will indicate what is to be played when and how loudly and
for how long.
Set up your microphone and, after trying your sounds at various dis-
tances from the microphone, perform and record your composition
from the prepared score. °
Play back your recorded composition, closely comparing it with the
score. Note the discrepancies.
Unless there were obviously unsuccessful moments on the recording,
change your score to make it an accurate representation of the recording
of your performance.
Otherwise, perform and record once again.

IThe collection might include a comb, some coins, a rubber band, a
glass and spoon.

2The rubber band sound will change pitch as it is stretched and re-
laxed; the spoon rattled inside the glass offers a sustained sound, etc.

30ne might rattle the spoon inside the glass with one hand and spin
a quarter with the other. Silence. One might then stretwch the rubber band
between the second finger and thumb of one hand while softly strumming the
band with the other, etc.

4perhaps you would choose to.begin as in 3 and follow with the sound
of your thumb scratching the comb’s teeth, etc. :

The spinning quarter's decaying volume, but increasing rapidity of
motion, would call for one descriptive, visual symbol while ascending and
descending rubber band strums would call for another.

6You will learn during the microphone tryout that ""close miking” can
turn innocent little sounds into impressive ones and that increasing the
distance from the microphone at which sounds are made or by performing
"off mike'" will modify more than volume.

e e T SRy ST



Mbsie © PProseEeT = Musle: ea yortk UmIvERrs Ty

Taps MoATACZ

How To make A TAPE Compos‘/‘r:éu

PoserT EricKson

ComposE kA TAPE DIELeE - a' TB 3% minerTes Lewne, (Lencen

IF ABSOLUTLLYy NECRSSARY ) LSLG MANY splicgS, THE Basic T&eH -

NMIQUE 1S TO CUT awb Splics THE SovRCE TAPE . THE SOURCE

THPE MAYy BE ANy DRE RECORDED MATERIAL or SELECTED Soumnds

Ricorped By you Wi TH yovr owwn s Borerowen Ecpu'vaé‘f«aT.
OU MIEHT LIKE To MHAVE FRIENDS OR CLASS MATES /MPROVIS E

Sovwbs For o To RECORD., IF So Hreesé € Fore # /E’.ECo/tD/‘AJ&
SESSION DPUNIMNG LAE TIME oOR AFTER CLASS APORS NCCoDIMNE- TO
NEED.

1. Memorize the sounds on the source tape, and keep rougi notes about
your preferences. Little tabs of paper may be placed between the layers of
tape temporarily, to help you locate sounds quickly.

2. Practice splicing, using blank tape at first. Always put your splice
on the shiny side of the tape. Make splices quite long, about11/4 tol1/2
inches so that they will be strong and noiseless. Burnish the splice with
finger and/or thumbnail to make a tight bond. Examine the oxide side of
the tape to be sure that no white shows. If you can see white splicing tape
between the two picces of tape you have a bad splice. Start over. If a bit
of white tape shows.on the edges it may be trimmed with scissors or a
razor blade. : _

3. After you have tried some splices on blank tape you may wish to
insert lengths of white paper leader (about two feet) between the various
sounds on your source tape. This will make it much easier for you to find
a particular sound.

4. Practice splicing together sounds from your source tape experi-
mentally. Choose sounds from the source tape which have no particular
interest for you and try splicing rather short and very short (down to an inch
or two) lengths together. You may discover a "horizontal mix" which turns
ot o be seable.

The Composing of the Piece. Find a beginning. Put a length of paper
leader at its front and keep it on an empty reel. Find a sound to connect
with this beginning. Splice it on. Continue in this way until you have com-
pleted the composition. It may be helpful to start thinking about how you
wish to end the composition after you have composed about a minute of
music. Find the ending and memorize it. Now you need only find the sounds
which will get you from your opening minute to your ending.

Some people find it comforting to make a grand plan. It may be your way.
However, make no hard and fast plan until you really know the sounds on the
tape. Even then, you may find that the music is better if you allow your
"hard and fast" plan to change and develop. I myself prefer to work with a




plan which keeps changing during the composing process, because my ideas
develop as I work on a composition.

On splicing practice: when you wish to connect two sounds, to see how
you like the effect, make the splice in such a way that you have a couple of
inches of extra tape on each side of the splice; then you can later shorten the
space between the sounds and choose the exact spot desired for the connection.
I briet: splice fat for trial, then tighten.  Never splice silence; you will
get a sound, a bump, at the splice. Try to splice at the attack, the beginning
of a sound, and the sound of the attack will cover the sound of the splice.
When splicing loud continuous noises there is no problem.

Ad—;)j-!fiom[ th,kmia(w,s + Yoo Mo vse o o¢ ath ol Lok
‘p@lkew\ Leclumigues in edd  Hoow Yo fl eut aw ik 5Pl!((.<.,
medtlnds ootlined cloove. You wLu.( 0se My\;iua v i seaver
«1bur¢e\ﬂ, as well.

B Sovads ko be tw reverse o Nok chennel veveesal o \

2) Chruie Hu Speeds of Hu souuds by vereeording on a g nd

it}
rua tA NG .

t

2) ?.- channel sovude caun be preduoeed imT using ve-record dechunique
W tewhiinakion wike vevesed chaunel goonsin 1),

No wa e wluc%’/exk«ru WM&& ane gum) Youe piece ww st
Wwave Wkw»\' $P(-065- e Ganal E&Pc cav. be eitter conbinvouvs
one. chenne( Souwd o fwo-channel Swwd‘ o b e cowbine

BYVIVIR A(LL -cour‘ Pee & of pépec leadec at boas tud ol cole “em'(,”
add t\our welee emde L’\‘HC,]‘E dece 18 owne .




SOURCE TAES

Bowed Gongs, tlexatone

Cans in Piano

Squecaks on Piano Strings
Flexatone and Clacks

Clacks, Bowed Rods

Struck Rods

Bells, Bell Mix

Struck Sounding Board, Struck Rods
Clacks, Bowed Rods, Squeaks
Ferest Fire

Blizzaxd

Sloy Foresl Bire

Fast Blizzard

Ealsie Bilre

Falling body

Fast Heart Beats

Quiet Ticks and other Small Sounds
Surf; Fog Herns

Brook

Watexrfall I ¢

Waterfall 2

Waterfall 3

Swimming Pool

Waterfall 4

Walking Through Snow
Explosions and Hums

Jet Warmup

Shovel Metal

Shovel Sand

Falling Dishes

Elevator, Doors Open and Shut
Pogoe Stick

Teletype Machine

Phototype Machine

Soft, Fast Gamelan

Bow and Strike Flexatone
Bowed Gongs
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MUSIC 100 - Pauline Oliveros

guly 22, 1973
Composition
by Leslie J. Thornhill

CERCLE: PTECE
RHYTHM

Establish a rhythmic pattern such as slap thighs, clap hands, snap fingers.
As soon as each member of the circle has the same rhythm, the leader calls
a letter (F). The next person gives the name of a musical instrument,
corresponding to the letter (flute), maintaining the rhythm established

by the leader, i.e. the name of the musical instrument must be called at
the same timing in the rhythm as the letter had been given.

Then a letter is called by that same person maintaining the established
rhythm and this sequence is continued around the circle.

When a letter or instrument is not called in time with the rhythm, one,
two, three, out is counted in the rhythmic pattern. On the fifth beat the
next person in the circle takes up the challenge. The individuals missing
the beat must fall out. The piece is completed when one person is left.
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It is also clear that many abstract forms have acquired learned
meanings on the objective level: 7N i pause, A v lightning.

? . question, $: money, === : louder, *==: softer, =+: plus
It was interesting in some to see a movement from one level of
meaning to another, however slight: G tear, cry; « 3.dob, SEGp3

| : one, standing; «® : Swastike, war; 2 fist, foree;
= : semiecircle,; carried over; © : ball, together.

A form which once would have suggested a tree),now equally suggests
an A-bomb., ‘
Some symbols drew forth no consensus of response:::::ii : get broader,

funnel, river, tunnel, artery, fallen tree, tail, horn blast,cave
entrance.

Of the symbols taken from contemporary music, there were some relevant
responses: W : rade out, loud noise; & : bang, sustain pitch;

K, : move upward; v : uneven rhythn, mixed volume;-wwe: keep
coming back and progressing; =< : get broader; = : Trush:
- 3 start staccato and linger to fade; o% falling, drop ogiiy

start sweet and gliss offf; é—ig 020 back;di—zf: tremolo indefinite

pitches; ¢ borgs B~ ¢ bang, strike; &=9.: long te eUl;

R : continue; -69: straight through; Op» : get smaller; &”ﬁ:

Yl

verticle events; &%r : horizontal eventsj; ... : keep going.

From the nature of the task, symbols used in notation nust
hive objective meanings- behave as signs- but if the unrestricted
life of a symbol has it's own spifalling rhythm, could not scores

become dynamic events on more than one level of meaning?

Yvonne Hack
Adgust 1373
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Monday, July 23
NEXUS

NEXUS formed in 1971 when six experienced percussionists who had
known each other for a number of years decided to work together.
Since then, they have performed as a group with the Festival Singers of
Canada and the Hamilton Philharmonic and given concerts at the
Eastman School of Music, the Contemporary Music Festival at
Niagara-on-the-Lake, the New Music Concert Series at the University of
Toronto, and the Manitoba Arts Festival. In March of this year, NEXUS
spent a week in residence at Wesleyan University, Middletown,
Connecticut, playing with several visiting artists of the World Music
Program. They have performed twice in Burton Auditorium this past
season, the second time with Earle Birney. The ensemble has also
played in the schools of Ontario, New York State, and Connecticut, and
notably in a series of five concerts for the North York Board of
Education in 1971-72. In February of 1972 they improvised a sound-
track for Paul Almond’s film ““Journey’’, with Geneviéve Bujold.
NEXUS has been invited to Japan in the fall for concerts, recording
and radio and television appearances.

NEXUS is in residence at Burton Auditorium from July 23 to
August 3 for daily workshops that provide a unique opportunity for
people to come together with a group of brilliant percussionists to
heighten their awareness of the world of sound, explore their musical
imagination, and expand their musicianship. Free from the pressures of
course credits, they can participate in what interests and fulfils them.

Wednesday, July 25
EARLE BIRNEY guest artist

EARLE BIRNEY was born in Calgary. After graduating from high
school in 1920 he worked for two years as a manual labourer to earn
money to attend the University of British Columbia. Upon graduation
he continued his education at the University of Toronto and the
University of London where he did research on Chaucer. He received a
Ph.D. from Toronto in 1936 and taught at University College for six
years. He served as an officer overseas during the Second World War,
and in 1946 became professor of English at the University of British
Columbia. He has been Poet-in-Residence at several universities in
Canada and the United States.

Earle Birney’s first two books — “’David and Other Poems’’ (1942)
and “Now is Time' (1945) — both won Governor General’s Awards.
“The Strait of Anian: Selected Poems’’ appeared in 1948 and ““Trial of
a City and Other Verse’’ in 1952. In addition to poetry he published in
this period two works of fiction: “Turvey’ (1949) and “Down the
Long Table” (1955). Later books of poetry are ““Ice Cod Bell or Stone”’
(1962) and ““Near False Creek Mouth’’ (1964), which contain poems
that grew out of visits to Asia, Mexico, and Peru. His most recent
collection is ““Rag & Bone Shop’’ (1971) published by McClelland and
Stewart.

Birney’s concern with the efforts of man to come to terms both with
hostile nature and with society and its disorders has found expression in
a rich and varied body of work in narrative poems, meditative lyrics,
nature poems, comic and satirical poems, and in experiments with form
and structure, — with typography, orthography, and concrete poetry.

After his successful concert with Nexus at Burton Auditorium last
March, we welcome his return.



Thursday, July 26
PAULINE OLIVEROS guest artist

PAULINE OLIVEROS is a distinguished composer and performer. She
studied for six years with Robert Erickson, and then from 1961 to
1967 she was associated with Morton Subotnick and Ramon Sender at
the San Francisco Tape Music Center. She then joined the Music
Department of the University of California at San Diego where she still
teaches composition and courses in basic musicianship and the nature
of music. Her own work has recently moved from composition for tape
and instruments towards exploring ritual and ceremony and looking for
ways of composing for despecialized performers. She has received many
commissions and research grants, several compositions have been
published and recorded, and her articles have appeared in Numus West,
The Composer, and Source.

Monday, July 30
DAVID DARLING guest artist

DAVID DARLING is a graduate of Indiana State University with a B.S.
and M.S. in Music Education and did jazz studies at the Burkley School
of Music, Boston, Massachusetts. His teachers have been Lorne Monroe
and Janos Starker. His teaching experience includes three years in the
Evansville Public Schools where he taught grade school bands and
orchestras and was founder-director of a high school chamber orchestra
and jazz lab band.

He was faculty cellist at Western Kentucky University where he
conducted the Community College Orchestra.

His professional playing experience includes Pierre Monteux's
Domaine School of Conductors Orchestra — Terre Haute Symphony
Orchestra, Nashville Symphony and Evansville Philharmonic. He has
lived in Nashville, Tennessee, for the past two years where he has been a
studio cellist, recording with major country artists including Johnny
Cash and Joan Baez.

He is currently arranging and composing song material for pop-rock
groups — has scored a movie film in Los Angeles for the Franciscan
Communication Center: ““Matthew V:V”.

His orchestral compositions have been performed by the Indian-
apolis and Cincinnati Symphonies. He has been involved with the
Winter Consort since 1969 as a solo cellist, composer, and clinician. He
has released two albums with the Winter Consort; ‘“Road’’ on A&M,
and “lcarus’’ on Epic Records.

He is attempting to fuse various styles of music — Rock, Pop,
Classical, and Ethnic music of other lands into a free improvisatory
type of ““folk cello’ performance and has begun to further explore the
possibilities of electric cello in addition to traditional acoustic playing.

He plays a 1750 Viennese cello.



Wednesday, August 1
PAUL BERLINER guest artist

PAUL BERLINER has been interested in the field of mbira music for
the past seven years.

In 1969 he studied the performance of the mbira with Dr. Dumisani
Maraire, a Shona musician teaching in the ethnomusicology program at
the University of Washington, Seattle.

After playing Mr. Maraire’s type of mbira for three years, he received
grants from the Martha Baird Rockefeller Fund For Music, Inc., and the
Kittredged Educational Fund to carry out research in Africa. He spent
the year ‘71-72 in Rhodesia studying one of the large Shona mbiras
and its accompanying styles of vocal music.

During the course of the year, he was invited to join an mbira
ensemble performing at spirit-possession ceremonies.

He is presently working on a dissertation on mbira music in the
Ph.D. program in ethnomusicology at Wesleyan University and has
produced an album based on his field recordings in Africa for Nonesuch
Records. The album, “The Soul of Mbira — Traditions of the Shona
People of Rhodesia”, World Explorer Series — Nonesuch Records:
H-72054, will be available in May ‘73.

Thursday, August 2
KYRA LOBER guest artist

KYRA LOBER received her B.A. and M.A. from U.C.L.A. She has
studied with Mia Slavenska and Donald MacKale. This past year she
presented a solo recital with Nexus at the Cubiculo in New York City
and gave solo performances at the Video Tape Exchange and the Dance
Theatre Workshop also in New York. She is currently Visiting Artist in
Dance at Wesleyan University.

Refreshments available in the lobby during intermission —
home-made cookies and mint iced tea by Dorothy Anne
Engelman.



NEXUS

ROBERT BECKER is a graduate of the Eastman School of Music and is presently
completing a Ph.D. in World Music at Wesleyan University. He has studied
Javanese gamelan with Prawotosaputro and Sumarsam and is learning Ghanaian
drumming with Abraham Adzenyah; tabla with Sharda Sahai; and mrdangam with
Ramnad Raghavan. He has been percussionist and timpanist at the Marlboro
Music Festival and presently performs with the Paul Winter Consort, the World
Band, and with American composer Steve Reich’s ensemble.

WILLIAM CAHN is also a graduate of the Eastman School of Music and is
principal percussionist with the Rochester Philharmonic Orchestra. He has made
solo appearances with that orchestra, performing his own composition for
percussion and orchestra, and has played at the Marlboro Music Festival. He
designs and builds many of his instruments.

ROBIN ENGELMAN is currently on the Faculty of Music at York University. He
has been associated with the Louisville Symphony, the Milwaukee Symphony
Orchestra, the Rochester Philharmonic, and the Toronto Symphony. He has also
been on the faculty of the Eastman School of Music, Ithaca College, and the
University of Toronto. He has performed at the Stratford Festival, the Marlboro
Festival, the White House Festival of Arts in Washington D.C. and the
Contemporary Music Festival at Osaka, Japan. He has performed on radio and
television, and has just completed a U.S. State Department tour of Europe and
Russia with the San Francisco Symphony Orchestra.

RUSSELL HARTENBURGER is a graduate of the Curtis Institute and Catholic
University. He was a member of the symphony orchestras of Oklahoma City,
Puerto Rico, and New Haven. He has performed at the Marlboro Music Festival, as
soloist in his own composition with the Philadelphia Orchestra, and is currently
performing with the Paul Winter Consort, the Steve Reich ensemble, and the
World Band at Wesleyan University where he is a Ph.D. candidate in World Music.

JOHN WYRE has been associated with the Milwaukee Symphony, the Oklahoma
City Symphony, the Rochester Philharmonic, and the Toronto Symphony. His
solo appearances include the Japan Philharmonic and the Toronto Symphony
where he performed his composition “‘Bells’’, and the Boston Symphony playing
Toru Takemitsu’s ‘““Casseopea’” for solo percussion and orchestra. He has
performed at the Marlboro Music Festival for eight summers and at the
Contemporary Music Festival at Osaka (1970). His background includes radio and
television. He is a member of the Faculty of Music, University of Toronto and has
also just completed a six week tour of Europe and Russia with the San Francisco
Symphony.

MICHAEL CRADEN is a musician and a painter. Playing and recording with such
artists as Bill Plummer, Emil Richards, Don Ellis, Paul Horn, and Harry Partch, he
has attained vast musical improvisation experience which he has brought to
theatre, dance and film.

He performed his own compositions in intermedia concerts at the University of
California at Los Angeles. He has participated as percussionist-composer with
Toronto Workshop Productions, Toronto Dance Company, the Garbut Roberts
Dance Co. Toronto, Improvisation Theatre Los Angeles, and in performance as
percussionist for the Toronto performance of ‘’Hair"’. His film commissions have
been for the National Film Board, C.B.C., O.l.S.E., and independent film
producers in Los Angeles.

He has written and performed several children’s shows for E.T.V. and has been
commissioned to build five original sound sculptures for the ‘’Adventures in
Language’’ series. :

He has performed with the major jazz groups and composers in Toronto as well
as with his own group “I Ching’’ in college concerts and for the C.B.C. He is
currently with the Moe Koffman Quintet which recently performed at the
National Arts Centre in Ottawa.

As a painter and sculptor he has had four one-man exhibitions and has
participated in numerous group showings in Los Angeles and Toronto. His
sculptures have been accepted by the Los Angeles County Museum and the
Manitoba Theatre Centre. He has taught art to mentally retarded children in Los
Angeles.

He is presently teaching a specially devised course called “Sound Awareness”’
for the North York Board of Education, and teaching painting at the Three
Schools of Art in Toronto.




