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By the time it finally dawned on aestheticians and art philosophers that good art needn’t be beautiful (Arthur
C. Danto), all sorts of things were already beautiful in the arts. John Cage was one of those who did not search for beauty
programmatically at all, in spite of of himself he often discovered it, especially where most of us would least expect it.
Mostly he found beauty beyond (or before) the borders of art where, as an anti-essentialist by nature, he succumbed to
the attractiveness of natural processuality, non-violent simultaneity, and the unobtrusive commonplace. “I have nothing
to say and | am saying it and that is poetry as | need it" is one of Cage's most charming bon mots. Actually it is not
a bon motatall; itis a sentence from the beginning of his lengthy Lecture on Nothing from 1959 (John Cage, Silence,
Middletown 1973, p. 109.) which evolves the “nothing” ex nihilo into banal word variations or let us say poetry.
Cage was a master of appropriation and adaptation. He was able to use anything that attracted his mind or senses,
even for a while. It is curious that the cocktails he mixed from such a large quantity of varied (many times contradictory)
ingredients did not result in anything bad tasting or foul smelling.
Cage was formerly trained as a visual artist and musician, later inspired by Joyce and Duchamp, modern dance, oriental
philosophy, and the thoughts of Meister Eckhart, Thoreau, Fuller, and McLuhan. He managed to recycle all of these
inspirational sources in his work in surprising contexts, creating postmodern intermedia and multimedia art par excellence
at a time when postmodernism was still in its infancy. The famous slogan — anything goes — given flight through
postmodernism, really does sound like it's from Cage. The charm of his personality, as well as the essence of his mastery
rest in his ability to connect things and phenomena seemingly un-connectable with a knack for estimating their optimal
constellations and proportions. Furthermore, although he made risky connections he ensured results by adopting
irrationality in his mental world, a tried and tested method of Zen Buddhist practice.
Irrationality connected with natural inquisitiveness, the gift to put right, often visionary questions, and the audacity
to experiment appeared to be a suitable strategy for a non—-metaphysical reflection of the world that the discourse
of humanities, seeking more liberal ways of interpretation, started to assert from the 1960s. Cage used to ask quite



directly, unburdened with historical and traditional conventions. He saw things from different points of views, changing,
combining and multiplying them. Doubting any conventions, he came to a kind of ontological realism when he dissolved
his own ego in medium — appropriated sounds (including silence as their natural manifestation), empty words, traces
of the environment, etc. — which he tried to bring close to processes of nature, most often with the help of inventively
applied chance operations.

Though he was attracted mostly by the world of natural indeterminism, social relationships interested him as well. Cage’s
lifetime effort to achieve philanthropic—ecological synthesis evolved from his ambition to depolarize the “acceptable/
non-acceptable” dichotomy. For many years he tried to manage a representational immunity for the media he worked
with (sounds, words, images, etc.) and though he failed in this, the side effects of his experiments were very useful and
often times, can be said to be, without fear about the avant-garde artist, also beautiful.

Cage was an aesthete par excellence; the same can be said about the starting—points, as well as the attitudes and fina-
lizations of his original solutions. First, he grasped phenomenologically the phenomena he decided to reflect and then
he tried to grow together with them empathically till he finally found them to his liking. He also relied on Zen practices
utilizing the paradoxes and absurdities. When it happened that he failed to deprive his art of stamps of authorial
intentions, he proclaimed philistinely the failure to be intentional; having adopted indeterminism both as philosophy
and poetical principle, he began to give, at least, aesthetic sense to the unexpected results of the creative act. He enjoyed
the stochastic games that caused him apparent pleasure and led him to a kind of supernaturalism. John Ruskin was
convinced that any sensitive man would surely exchange even the most beautiful image on a wall for a window to
the real world. Cage apparently did not trust distanced and stylized art images too much, no matter whether visual
or sound ones, and so he composed a commonplace reality in them; he let chance speak instead of him because
he was truly convinced that nature and bare reality better “express” an essence and laws of the world than the most
ingenious symbolic form does.
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He wanted to say nothing and still he was saying it. But when necessary, he could be silent. As the silence of Zen masters
or the silence of Duchamp, Cage’s silence was meaningful and many times even too loud as well. To be silent after Cage
is not easy at all although, as Deleuze and Guattari say, significant silence seems to be the most meaningful interpretation
of today. Cage's silence was far from the silence of Wittgenstein’s Tractatus or the nothingness of existentialists and it was
neither the avant-garde gesture of negation nor the protest act of a rebel. By contrast, it was confirming. It confirmed
the existence of sounds as well as thoughts in any emptiness that vibrates with meanings that provoke subject to inter-
pretation, that is to say to symbolic reaction. Having nothing to say and continuing to say it means to devote oneself
to a medium of transmission (sounds, words, gestures, images), to succumb to its power, to attempt to identify with it.
In other words, to admit that “there is always something to see, something to hear.” (Ibidem, p. 8.) No wonder that Lecture
on Nothing is followed by Lecture on Something (1959), which is even more accommodating toward silence because
“something and nothing are not opposed to each other but need each other to keep on going.” (Ibidem, p. 129.)

The text, sound and image “fragments” concentrated on and connected by the “Membra Disjecta forJohn Cage” (exhibition
and book) project say a lot. They speak especially about the extent of influence the master of indeterminacy, poet of
commonplace, and practical philosopher of supernaturalism left in the art world. Thanks to his influence it became
evident in the sphere of artistic representation that conventions are only conventions and the medium can also be
a message. John Cage also largely contributed to the fact that the discourse of humanities resigned to metaphysical
ambitions starting to combine and multiply viewpoints and methodological attitudes and relish in intermedia con-
junctions and interdisciplinary fusions.

The project is in a way a small investigation of what is left of Cage’s legacy in the postmodern condition, when his ideas
and acts are being recycled without pathos, as they have always been here as a public source, and a natural, anonymous
and legitimate strategy. The title “"Membra Disjecta” refers to his famous method of treatment of various inspirational
sources, as well as to the historical, aesthetic and media heterogeneity of the exhibited collection. The subtitle “Wanting



John Cage painting around a stone at the Mountain Lake Workshop. /
John Cage obkresluje kdmen na Mountain Lake Workshop.

Photo / Foto: archive of Ray Kass / archiv Raye Kasse, 1988

to Say Something About John" is meant as a paraphrase of Cage's commemorative visual homage to Marcel Duchamp.
The participating artists include several of Cage’s collaborators and friends as well as younger artists who are inspired
by his work. It consists of known works by renowned artists as well as pieces specially created for the project. The show
juxtaposes a variety of media, with paintings, drawings, prints, collages, musical scores, texts, photographs, instructive
pieces, sculptural objects, installations, videos, musical pieces, and sound installations, which again corresponds with
the versatile persona of Cage. The book is divided into eleven chapters named after Cage’s key books or essays. This was
not the original curatorial intention but a natural reaction to the contributions received from the artists, a pragmatic need
to sortand order the collected “membra disjecta” and to articulate the complex exhibition space. In addition, the artists
were asked to “say something about John,” and their personal statements are assembled in the collective Plexigram
Wanting to Say Something About John, generated with the help of chance operations. And last but not least “Membra
Disjecta for John Cage” tries to remind people of John Cage's significance and wide influence in the current “intolerable
world,” whose aggressive institutions turn every original idea into a valueless commodity, often without any reference to
or respect for its author. And so, WANTING TO SAY SOMETHING ABOUT JOHN.



KdyZ uz estetikdm a filozofim uméni za¢inalo konecné dochdzet, Ze dobré uméni nemusi byt krdsné (Arthur
C. Danto), bylo jiz v uméni krasné ledaco. Jeden z téch, ktefi krdsu vibec programové nehledali, a pfesto ji ¢asto nacha-
zeli, zejména tam, kde ji malokdo ocekdval, byl John Cage. Nasel ji pfedevsim za (nebo pfed) hranicemi uméni, kde jako
bytostny anti-esencialista podlehl pfitazlivosti pfirozené procesualnosti, nendsilné simultannosti a nendpadné vsednosti.
»Nemdm co Fict a fikdm to a to je poezie jak ji potfebuji, “ zni jeden z Cageovych nejsarmantnéjsich bonmot(. Vlastné to
Zadny bonmot neni; je to véta z dvodu dlouhé Pfedndsky o nicem z roku 1959 (John Cage, Silence, Middletown 1973,
s. 109.), kterd ono ,nic” rozviji ex nihilo do banélnich slovnich variaci neboli poezie. Cage byl mistrem apropriace
a adaptace. Byl schopen upotfebit cokoliv, co zaujalo, tfeba jen na chvili, jeho mysl anebo smysly. Zvldstni je, Ze koktejly,
které michal z téch nejrozmanitéjsich (¢asto kontroverznich) ingredienci, nemély ve vysledné podobé vibec $patnou
chut ani nepfijemnou vini.
Pdvodné vyskolen jako vytvarnik a hudebnik a pozdéji inspirovan Joycem a Duchampem, modernim tancem, orientalni
filosofii a myslenkami Mistra Eckharta, Thoreaua, Fullera a McLuhana, Cage byl schopen recyklovat viechny tyto inspiracni
zdroje ve svém dile v pfekvapivych kontextech, vytvafeje postmoderni intermedia a multimédia par excellence v dobé, kdy
o postmodernismu je$té nikdo nemél ponéti. Pozdéjsi okfidleny slogan postmoderny — anything goes — zni vskutku
jako z Cage. Sarm jeho osobnosti i podstata jeho mistrovstvi spocivaly ve schopnosti spojovat zdanlivé nespojitelné
véci a jevy, s neuvéfitelnym smyslem odhadovat pro né optimalni konstelace a proporce. Vysledek riskantnich spojeni
si navic pojistoval iracionalitou, kterou adoptoval ve svém mentalnim svété a testoval metodami osvédcenymi po staleti
v zen-buddhistické praxi.
Iracionalita ve spojeni s pfirozenou zvidavosti, darem klast spravné, ¢asto vizionafsky formulované otazky a odvahou
experimentovat se ukézala jako velice vhodna strategie pro nemetafyzickou reflexi svéta, jakou zacal od 60. let 20. stoleti

stfedné, nezatizen historickymi a tradi¢nimi konvencemi. Naziral véci z jinych ahlG pohledu, tyto Ghly ménil, kombinoval
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a multiplikoval. Zpochybfovanim veskerych konvenci dospél az k ontologickému realismu, kdyZ rozpustil vlastni ego
v médiu — pfisvojenych zvucich (véetné ticha, jako jejich pfirozené manifestaci), prazdnych slovech, stopach prosted:,
atd. — které se snazil, nej¢astéji s pomoci invencné aplikovanych nahodnych operaci, pfibliZit k pfirodnim procesiim.
Ackoli ho pfitahoval pfedeviim svét pfirodniho indeterminizmu, stranou jeho zajmu nezlstaly ani socidInivztahy. CeloZivotni
snazeni dosahnout filantropicko—ekologické syntézy se u néj odvijelo od ambice depolarizovat dichotomii ,pfijatelné/
nepfijatelné”. Léta usiloval o to zabezpecit pro pouzivand média (zvuky, slova, obrazy, atd.) reprezentacni imunitu,
a pfestoZe se mu to nepovedlo, vedlejsi acinky jeho experimentl byly nesmirné uZite¢né a mnohokrat (nebojme se to
vsouvislosti s avantgardnim tviircem fici) i krdsné.Cage byl estét k pohledéni; platito stejné o vychodiskach, pfistupech
i finalizacich jeho originaInich feSeni. Jevd, které se rozhodl reflektovat, se nejdfiv fenomenologicky zmocnil, pak se snaZil
empaticky s nimi sZit, aZ si je nakonec oblibil. | v tomto spoléhal na zenové praktiky téZici z paradoxd a absurdit. Kdyz
prostrednictvim indeterminismu, jenz si osvojil jako filozofii i poeticky princip, nedokézal zbavit svoje uméni peceti autor-
skych intenci, filistinsky prohlasoval selhani za zamér a zacal jeho necekané disledky zvyznamnovat alespon esteticky.
Liboval si ve stochastickych hrach, které mu pfindsely zfejmé potéseni a pfivedly ho ke svéraznému supernaturalismu.
John Ruskin byl pfesvédcen, Ze kazdy citlivy ¢lovék by zcela jisté vyménil i ten nekrasnéjsi obraz na sténé za okno do
redlného svéta. Cage ziejmé taky pfilis nevéfil distancovanym a stylizovanym uméleckym obraziim, at uZ vizuélnim nebo
zvukovym, a tudiz do nich zakomponovaval viedni realitu; nechal za sebe promlouvat nahodu, protozZe byl pfesvédcen,
Ze pfiroda a hold skutecnost [épe ,vyjadfuji” podstatu a zakonitosti svéta nez sebed(imysInéjsi symbolickéd forma.

Nechtél nic fict, pfesto to fikal. KdyzZ ale bylo tfeba, dokazal i micet. Stejné jako mi¢eni zenovych mistrl nebo mil¢eni Ducham-
povo, i Cageovo mlceni bylo vyznamné, mnohdy aZ pfilis hlasité. MIcet po Cageovi neni lehké, ackoli, jak fikaji Deleuze
a Guattari, pravé vyznamné ticho je dnes zfejmé tou nejsmysluplnéjsi interpretaci. Cageovo ticho/mléeni bylo hodné vzdéalené
mlceni Wittgensteinova Traktdtu Ci nicoté existencionalistd, nebylo ani avantgardnim gestem negace a uz viibec ne protestnim
aktem rebela. Naopak, bylo potvrzujici. Potvrzovalo existenci zvuk( stejné jako myslenek v jakémkoliv prazdnu, vibrujicimu
vyznamy, jez provokuji subjekt k interpretaci, tj. k symbolické reakci. Nemit co fict a fikat to, znamena oddat se pfenoso-
vému médiu (zvukdm, sloviim, gestdm, obraz(im), podlehnout jeho sile, pokouset se s nim ztotoZnit. Jinymi slovy, uznat, Ze
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LVZdy je tu néco kvidéni, néco k slyseni”. (Ibidem, s.8.) Neni tudiZ divu, Ze po Pfedndsce o nicem nasleduje Pfedndska o nécem
(1959), jenZ je k tichu jesté vstiicnéjsi, jelikoZ , néco a nic nestoji proti sobé, ale potrebuji se k vzdjemné existenci”. (Ibidem, s.129.)
Textové, zvukové a obrazové ,fragmenty” které (vystavniiknizni) projekt ,Membra Disjecta pro Johna Cage”soustiedil
a propojil, fikaji mnoho. Vypovidaji zvlsté o Sifce vlivu, jenz mistr neurcenosti, basnik viednosti a prakticky filozof
supernaturalismu zanechal ve svété uméni. Zejména diky nému zacalo byt v oblasti umélecké reprezentace zéhy zfejmé,
Ze konvence jsou jenom konvence a ze médium maZe byt i sdélenim. John Cage pfispél nemalou mirou téz k tomu, Ze
humanitnévédny diskurz rezignoval na metafyzické ambice, zacal kombinovat a zmnoZovat hlediska a metodologické
pfistupy a vyZivat je v intermedidlnich pfesazich a interdisciplinarnich fuzich.

Vystava je svym zpGsobem malym préizkumem toho, co zlstalo z Cageova odkazu v postmoderni situaci, kdy se jeho
myslenky a ¢iny recykluji bez patosu, jako kdyby tady byly odjakZiva jako néjaky vefejny zdroj a pfirozend, anonymni
a legitimni strategie. Nazev ,Membra disjecta” odkazuje na proslulou Cageovu metodu nakladani s riznymi inspiracnimi
prameny i na historickou, estetickou a poetickou rdznorodost vystavené shirky. Podtitul ,Wanting to Say Something About
John" (,Chceme fict néco o Johnovi”) je zase parafrazi nazvu Cageovy pamétné vizualni pocty Marcelu Duchampovi. Mezi
zUCastnénymi umélci jsou néktefi Cageovi spolupracovnici a pratelé i mladsi umélci inspirovani jeho dilem. Najdeme tu
znama dila od proslulych autor( i kusy vytvofené specidlné pro tento projekt. Vystava nabizi juxtapozici rliznych médif
—malbu, kresbu, tisk, kolaZ, partituru, text, fotografii, instruktivni kus, objekt, instalaci, video, hudebni dilo i zvukovou
instalaci — coZ opét koresponduje s mnohostrannou osobnosti Johna Cage. Kniha je rozdélena do jedenéacti kapitol,
nazvanych po Cageovych klicovych knihach a esejich. Nebyl to pavodni kuratorsky zamér, nybrz pfirozena potfeba reagovat
na ziskané pfispévky, pragmatickd nutnost roztfidit a uspofadat sesbirané ,membra disjecta” a téZ artikulovat sloZité
prostory instalaci. Sbirku doplfiuje kolektivni Plexigram Wanting to Say Something About John vygenerovany s pomoci
nahodnych operaciz prohlaSeni o Cageovi objednanych od pfizvanych umélcd. Av neposlednifadé chce ,Membra Disjecta
pro Johna Cage” pfipomenout lidem vyznam a vliv Johna Cage v souc¢asném ,netolerantnim svété”, jehoz agresivni insti-
tuce obraceji kazdou originadlni myslenku na bezcennou komoditu, aniz by si ¢asto povazovaly nebo dokonce zmirio-
valy jejiho piivodniho autora. A tak, CHCEME NECO RICT O JOHNOVI.



In 1969, an American journal asked several artists, including musician John Cage, to create something in
honour of Marcel Duchamp, who had passed away the previous year. Cage used this occasion to return, after many
years, to his early profession of fine artist (which he had abandoned in 1933, when his future teacher Arnold Schoenberg
purportedly made him promise to devote his life completely to music). Cage created the complex piece Not Wanting to
Say Anything About Marcel for Duchamp, with whom he had kept intense company in the 60s. The piece consists of two
lithographs and eight Plexigrams — a series of eight silkscreened plexiglass panes arranged in parallel groove-slots in
a wooden base. The panes are positioned randomly in the base, one behind another, so that by gazing through them
the viewer perceives the overlay of their textual structure through the transparent Plexiglas (apparently a reference to
the transparency of Duchamp's Large Glass, much admired by Cage). The textual structure was furthermore, as in the case
of both lithographs, generated by chance operations with the help of the ancient Chinese book of divination, the I-Ching,
which Cage liked to use while composing music and writing texts. The work’s curious title is based on the statement
“I'don’t want to say anything about Marcel” made by painter Jasper Johns, who refused the Duchamp commission before
Cage. The work is an original intermedium on the borders between lettrist abstractionism and visual poetry. It connects
Cage’s poetical indeterminism with Duchamp'’s philosophy of space and vision, as well as with Rauschenberg’s principle
of layering planes which he used in the object Shades from 1964, with eclectic lightness. The chance-based interaction
between letters and colours eliminates syntax and creates a field of free (not only visual) associations; a field in which
“every word is in a state of disintegration,” as Cage said to Paul Cummings. (Richard Kostelanetz, Conversing With Cage,
New York 1989, p. 184.)

Not Wanting to Say Anything About Marcel can also be viewed as the visual embodiment of Cage's aesthetic premise
according to which the actual forms and manifestations of modern art, unlike those of traditional art, need not necessarily
be disturbed by natural interventions from the outside environment; as if their open structure envisaged the shadows,
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stamps, noises, feedback, and other vestiges of human activity and natural and technological processes in advance.
Indicating particular pieces by his friends (Duchamp, Lippold, and others) he defended the principles of a processual and
deconstructivist attitude towards works of art — in terms of their creation as well as interpretation. His exhibition projects
Museumscircle for Neue Pinakothek in Munich (1991) and Rolywholyover, A Circus for the Museum of Contemporary
Artin Los Angeles (1992-1993; after Cage’s death, curator Julie Lazar lent it its final shape), with which he contributed
to the development of postmodern curating, are excellent examples of the aforementioned strategies. These were
the “compositions for museum exhibits” conceived for a specific exhibition room from the collections of several museums
and galleries. In both projects, he applied his favourite method of chance operations and ignored the hierarchical model
and usual manner of presenting artefacts.

Visual art was moreover an important source of inspiration for Cage’s music. As early as his studies with Schoenberg, he came
into contact with the paintings of Russian expressionist Alexej Jawlensky that induced more than a common aesthetic
response in him. But it was the various forms of abstractions, namely the “ontological” painting of Piet Mondrian to which
he compared his indeterminist music several times, that attracted him the most. Yet he was primarily influenced by Mark
Tobey and Robert Rauschenberg. From the former, he learned to look at the world with open eyes and perceive its shapes
and structures without representational intentions. Without the radical painting solutions of the latter, some of Cage’s
key compositions would probably have never existed (or would sound or look different), including the famous 4'33”" or
even Not Wanting to Say Anything About Marcel.

Today it is apparent that John Cage had a much greater influence in the realm of visual and intermedia art than in the realm
of musical composition. More and more artists, including the youngest ones, are paying tribute to his legacy. It is fortunate
that he didn't keep his promise to Arnold Schoenberg. Certainly he never regretted it, as his confession to Ev Grimes reveals:
“I don’t feel that I'm being unfaithful to music when I'm drawing.” (Ibidem, p.184.)



V roce 1969 pozadal jeden americky ¢asopis nékolik umélct, mezi nimi i hudebnika Johna Cage, aby vytvofili
dilo na pocest Marcela Duchampa, ktery zemfel v pfedchozim roce. Cage vyuzil této pfilezitosti, aby se po mnoha letech
vratil ke své plvodni profesi vytvarnika; zanechal ji v roce 1934, kdy z néj idajné jeho budouci ucitel Arnold Schonberg vyma-
mil slib, Ze svdj Zivot zasvéti hudbé. Pro Duchampa, s nimZ se Cage v 60. letech intenzivné stykal, vytvofil komplexni dilo
Not Wanting to Say Anything About Marcel (Nechci nic Fict o Marcelovi), sestavajici ze dvou litografii a osmi Plexigramd
(série osmi plexisklovych panell potiSténych sitotiskem a umisténych ve drazkach specidlniho dfevéného podstavce).
Panely jsou v podstavci fazeny za sebou v libovolném poradi tak, aby divak mohl vnimat prekryvani textové struktury skrze
plexisklo (zfejmé odkaz na transparentnost Duchampova Velkého skla, které Cage velmi obdivoval). Textova struktura
na panelech i litografiich byla navic vygenerovana podle nahodnych operaci s pomoci staré ¢inské véstecké knihy I-ting,
kterou Cage s oblibou pouzival i pfi komponovani hudby a psani textd. Dilo vdéci za svij kuridzni nazev vyroku malife
Jaspera Johnse ,I don’t want to say anything about Marcel” (,0 Marcelovi nechci fict nic.”), ktery tak pfed Cagem
odmitnul duchampovskou zakazku. Je originaInim ,intermédiem” na pomezi lettristické abstrakce a vizualni poezie.
S eklektickou lehkosti propojuje Cagelv poeticky indeterminismus s Duchampovou filozofii prostoru a vidénii s Rauschen-
bergovym principem vrstveni plant, ktery pouzil zejména v objektu Shades z roku 1964. Interakce pismen a barev na bazi
nahody eliminuje syntax a vytvafi pole volnych (nejen vizuélnich) asociaci. Pole, kde , kaZdé slovo je ve stavu dezintegrace, “
jak Cage fekl Paulu Cummingsovi. (Richard Kostelanetz, Conversing With Cage, New York 1989, 5. 184.)

Not Wanting to Say Anything About Marcel mize byt také vniméano jako vizudIni ztélesnéni Cageovy estetické premisy,
podle niZ formy moderniho uméni, na rozdil od uméni klasického, nemusi byt nutné ruseny pfirozenymi intervencemi
ze strany prostfedi, v némz se nachazi; jejich oteviena struktura jakoby predjimala stiny, otisky, hluky, feedbacky a jiné
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stopy po lidské aktivité a pfirodnich i technologickych procesech. S odkazy na konkrétni dila svych pratel (Duchampa,
Lippolda a dalSich), obhajoval principy procesualniho a dekonstruktivniho pristupu k uméleckym dilim — k jejich vytva-
feni i interpretaci. Vynikajicimi pfiklady téchto strategii byly jeho vystavni projekty Museumscircle pro Neue Pinakothek
v Mnichové v roce 1991 a Rolywholyover, A Circus v Museum of Contemporary Art v Los Angeles v letech 1992-1993,
ktery po Cageové smrti do vysledné podoby upravila kurdtorka Julie Lazar. Obé vystavy vyrazné zasahly do vyvoje post-
moderniho kurdtorstvi. Jednalo se o ,kompozice pro muzeum®, které vytvofil pro konkrétni vystavni prostor ze sbirek
nékolika muzei a galerii. V obou projektech Cage uplatnil oblibenou metodu nahodnych operaci a ignoroval hierarchické
modely a zazité zplsoby prezentace uméleckych dél.

Vytvarné uméni bylo navic ddleZitym inspiraénim zdrojem Cageovy hudby. Jesté béhem studii u Schonberga se seznamil
s malifskym dilem ruského expresionisty Alexeje Jawlenského, které v ném zanechalo vic nez jen zbéZnou estetickou
reakci. Cage pfitahovaly predevsim rizné podoby abstrakce, zejména ,ontologickd”malba Pieta Mondriana, ke které
nékolikrat pfirovnal svou indeterministickou hudbu. Nejvic ji v3ak ovlivnili Mark Tobey a Robert Rauschenberg. Prvy ho
naucil divat se na svét otevienymi oc¢ima a vnimat jeho tvary a struktury bez reprezentacnich intenci; bez radikalnich
malifskych feseni druhého by ziejmé nikdy nevznikly (nebo by znély ¢i vypadaly jinak) nékteré Cageovy klicové kompozice,
napfiklad prosluld 433" nebo pravé Not Wanting to Say Anything About Marcel.

Dnes je jiz evidentni, Ze John Cage mél mnohem vétsi vliv na oblast vizualniho a intermedialniho uméni neZ na oblast
hudebni kompozice. K jeho odkazu se hldsi stéle vice autord, vcetné téch nejmladsich. Je dobre, Ze svdj slib Arnoldu
Schonbergovi nedodrzel. O tom, Ze toho nelitoval, svédci i jeho vyznani Ev Grimesové: , Nemdm pocit, Ze bych byl nevérny
hudbé, kdyz kreslim.“ (Ibidem, s. 184.)
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John Cage

Not Wanting to Say Anything About Marcel
1969
8 plexiglass panels in wooden base / 8 plexisklovych paneli na dfevéném podstavci

Not Wanting to Say Anything About Marcel
1969
8—colour lithograph on black paper A / 8-barevna litografie na cerném papite A (p./s.18)

Not Wanting to Say Anything About Marcel
1969
8—colour lithograph on black paper B / 8-barevna litografie na cerném papite B (p./5.19)
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Though nobody has ever heard silence, the chimera that silence is the most beautiful sound has prevailed.
What draws people to this aesthetic utopia? Thoreau was apparently right when he considered silence to be the best
situation for empathic human communication. Silence is an activity and communication, many times more worthy and
effective than speech or sound-making. “Actually, there is no longer even any need to interpret, but that is because
the best interpretation, the weightiest and most radical one, is an eminently significant silence.” (Gilles Deleuze—Félix
Guattari, A Thousand Plateaus, London—New York 2004, p. 127.)
John Cage considered silence in the context of the bipolar relation: “activity/non-activity”. Evidently he was not the first
who did so though, as many civilizations and aboriginal communities (e.g. Balinese Hindus) have connected silence
with non-activity. As a matter of fact it is not easy to be silent. The legendary 4°33” is the best evidence. Cage's radical
concept of silence (of course, radical only in the context of Western musical tradition) was paradoxically much noisier
than any Futurist intonarumori before it, or postindustrial noise bands after it. Like Duchamp’s ready-mades anteceding
it by forty years, 4’33” was also a great question posed at the right time and in the right context. It can be viewed as
a milieu vibrating with many meanings, where the American sense for experiment meets European (compositional form
and institutional presentation) and Oriental (Zen tolerance and empathy for environmental aspects of all processes
and situations) traditions.
But the meaning of 4733 lies in the discovery that silence is not an absence of sounds, rather it is the activation of sensitive
listening. “Not an attempt to understand something that is being said, for, if something were being said, the sounds would
be given the shapes of words. Just an attention to the activity of sounds.” (John Cage, Silence, Middletown 1973, p.10.)
Cage’s aesthetic doctrine was based on the premise that every sound (including silence) is worthy of being listened and
as such is beautiful. Silence is after all a necessary manifestation of sound; even in a totally soundproofed environment
our ears begin to sound.
Silence has great symbolic potential; in many human activities (communication, music, etc.) it becomes a relevant sign.
It is both sound and sign at the same time, because we not only hear sounds physiologically, we also listen to them
psychologically (according to some codes) and these are two different processes. Interpretative listening, against which
Cage fought in his “objective” music, transforms the undifferentiated sound reality into a meaningful cultural “trophy”:
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“...since we know that everything is in a state of vibration, so that not only mushrooms, but also chairs and tables,
for instance, could be heard.” (Richard Kostelanetz, Conversing With Cage, New York 1989, p. 90.) And so we can listen
also to “silence” even though nobody has heard it yet.

The visual poem 1 Mossostic for JC by David Moss has its origin in the sound-text installation 23 ways to
remember silence, but only 1 way to break it. Using and paraphrasing Cagean form of mesostic, it links the anthro-
pological constant of story—telling, based on memorizing and narration, with non-idiomatic sound-making, based on
non-discursive symbolism springing out of momentary intuition and feelings. Text meets voice inside folds of memory.
Pierre Hébert repeatedly animates the word-sign “silence” by writing it obsessively as if trying to prevent the petrifi-
cation of sounds — ergo “silences” — in written signs. His written silences form a long series and the nervous gestures
that stand behind their dynamic semblances show the impatient expectation of imminent animation. The manner in
which Marian Palla writes down the famous Cagean symbol of silence is much more static; it is an expression of neo-
conceptual resignation to flexible digital representations that, these days, occupy spaces of the mind, pushing a vigorous
sparkling out of it. Though Palla’s visual paraphrases of Cage's concept 433" soften its acoustic sharpness on the one
hand, by using an unobtrusive medium (scratching into clay, rope in the grass), they emphasise a general legitimacy of
commonness aesthetics, which Cage once brought to the level of Zen masters, on the other. Philip Corner also uses
clever neo-conceptual wit. However, his contribution is aimed against institutionalizing and commodifying insidiousness
of the art world, which not even the most avant—garde solutions can be kept from. Corner is absolutely right: Not all
silences are by John Cage. Cage does not have a copyright on “silence”. In spite of this fact he provided his modest but
extravagant piece with an opus number, score and publisher’s licence, adjusting it institutionally. Silence doesn’t belong
to anybody, and yet everybody owns it. But, as with sounds, it can only be shared in community. Conny Blom decided
to test the copyright institution to its most extreme consequences when he composed his 4’33 Minutes of Stolen Silence
explicitly from the pauses in recordings of classical, jazz and rock music. The issue of authorship he has raised here aside
from poetic and aesthetic issues, reacts to the absurd fact that copyright relates to the whole recording including pauses
between singular tracks or within them. Blom's piece is therefore, a radical application of a plunderfonic strategy in
a post-sampling age. After the noise of electric quitar, prepared using a radio, comes the silence of drawing. Keith
Rowe knows both very well. In both of his professions, of musician and fine artist, he respects silence as a non-existing
structure of life praxis. Moreover, he uses the paradoxical ontological status of silence in his art as an important poetical
principle. He is truly aware of the fact that without silence, the same as without noise, nothing essential could happen.



Neither in life nor in the arts. By and large, the binary oppositions through which human beings reflect reality and
communicate are limiting. Margaret Leng Tan often celebrates Cage’s silence. The videos by William Brovelli and
Christopher Chew, in which Tan stars along with silence, evaluate her empathic piano performance of Cage's 4'33”
from the conceptual, as well as intermedia points of view. Because both Brovelli's MLTVID 4°33” and Chew's Play Me,
I'm Yours are not mere recordings, but video interpretations of an original concept and its contextual actualization.
In them Tan becomes a medium activating a primal as well as a mediated site of performance to complex audio-visual
emanation. In his silent video Performing Silence Tyler Adams appropriates the other interpretations of 433" with
a totally different purpose — to articulate the concept of the piece in a changed audio-visual situation of internet
plurality. It is funny to see (and not to hear) how lightly the younger musicians deal with the classical avant-garde piece
today. Adams’ solution not only multiplies “silence” presenting its various versions simultaneously but it also dualizes
it— it is impossible to hear how musicians do not play in a digital video recording. Gordon Monahan composed
Five Silent Studies for solo piano with the intention of achieving a “quiet wash of harmony that is a compilation of
indeterminate mistakes”, to which the whole act of interpretation is conformed. The score prescribes that all notes are
to be played softly and it counts on accidental soundings including the erroneous ones, as they precisely illustrate
the concept of non-existing silence in the most accurate way.

The reason for my first visit to the island of Bali was the Nyepi feast day that fell on March 19" in 2007. Balinese Hindus
celebrate the New Year of the Caka lunar calendar through a day of silence and calm. Under conditions of civilisational progress
and the tourist rush it is quite difficult to practice Nyepi, but in Bali it is still sacred. It is a ritual during which human beings
are deliberately condemned to social isolation and expelled to virtual spheres. Under the menace of four sacral commandments
— no fire and light (amati geni), no work (amati karya), no leaving home (amati lelungan), and no amusement or pleasure
(amati lelanguan) — Balinese people are relegate themselves to introspective spiritual purification and intimate communication
with their own being. Strictly selected guards, pecalangs, who alone are allowed to leave their houses and move freely in
the streets, watch over the keeping of the rules. Until the next day all of civilization is dipped in darkness and silence. In the deep
of night some whisperings disturbed me from reposal. | went out to the courtyard and found Wayan and his brother—in—law
smoking and silently chatting with pecalangs over the fence. Ana, who spent Nyepi with other family, was even more surprised
when she, while trying to trace the source of a blinking light, caught her hosts watching TV right in the family temple.
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PrestoZe ticho nikdo nikdy neslysel, pfeviada obecna chiméra, Ze pravé ticho je nejhezéi zvuk. Co vede lidi k této

estetické utopii? Thoreau se zjevné nemylil, kdyZ pokladal ticho za nejvhodnéjsi situaci pro empatickou mezilidskou
komunikaci. Ticho je aktivita a komunikace, castokrat mnohem cennéjsi a efektivnéjsi nez fe¢ nebo produkce zvuka.
ruhodné vyznamné ticho.” (Gilles Deleuze—Félix Guattari, A Thousand Plateaus, London—New York 2004, s. 127.)
John Cage uvaZoval o tichu v kontextu bipolérni relace ,aktivita/neaktivita“. Evidentné nebyl prvni, kdo se ubiral timto smérem,
protoZe i mnohé civilizace a domorodé komunity (napf. balij$ti hindové) spojovali ticho s neaktivitou. Ve skute¢nosti vibec
neni lehké byt tise. Legendarni 4°33” je toho nejlepsim dikazem. Cagelv radikalni koncept ticha (radikalni samozfejmé jenom
nebo postindustrialni noisové skupiny po ném. Podobné jako Duchampovy ready-mady, které ji pfedchdzely o Ctyficet let,
i kompozice 433" byla skvélou otdzkou poloZenou ve spravném case a kontextu. Je mozné na ni nahliZzet jako na milieu
vibrujici mnoha vyznamy, kde se americky smysl pro experiment setkava s evropskou (kompozi¢ni forma a institucionalni
prezentace) a orientdIni (zenova tolerance a empatie v(i¢i environmentdinim aspektdm veskerych procesd a situaci) tradici.
Avsak vyznam skladby 433" spociva ve zjisténi, Ze ticho neznamena absenci zvuki, ale je spiSe aktivaci citlivého naslou-
chani. ,Nikoliv snaha rozumet tomu, co bylo feceno, protoze, jestli bylo néco feceno, pak jsou zvuky jen stiny slov.
Prosté jen pozornost aktivité zvukd.” (John Cage, Silence, Middletown 1973, 5. 10.) Cageova estetickd doktrina byla
zaloZena na premise, Ze kazdy zvuk (vCetné ticha) je hoden poslouchdni a jako takovy je krdsny. | ticho je nakonec nevy-
hnutelnou manifestaci zvuku; v totdIné zvukotésném prostfedi dokonce zacinaji znit nase usi.
Ticho ma obrovsky symbolicky potencidl; v mnoha lidskych aktivitdch (komunikaci, hudbé, atd.) se stavd relevantnim zna-
kem. Je zvukem a soucasné znakem, jelikoz zvuky neslysime jenom fyziologicky, ale naslouchdme jim téz psychologicky
(podle urcitych kdda), coZ jsou dva odlisné procesy. Interpretacni poslouchéni, se kterym Cage svadél boj ve své ,objektivni”
hudbé, transformuje nediferencovanou zvukovou realitu na zvyznamnénou kulturni ,trofej”: ,...jelikoZ vime, Ze vSechno
je ve stavu vibrace, je mozné slyset nejenom houby, ale napfiklad i Zidle a stoly. “ (Richard Kostelanetz, Conversing
With Cage, New York 1989, s. 90.) A tak miZeme naslouchat i ,tichu”, presto Ze ho jesté nikdo neslysel.



Vizuélni poéma Davida Mosse 1 Mossostich pro JC mé svij pivod ve zvukové—textové instalaci 23 zpisobdi,
jak si ticho pamatovat, ale jenom jediny, jak ho zrusit. Viyuziva a parafrazuje cageovskou formu mezostichu, spojuje
antropologickou konstantu vypravéni pribéhd, zalozenou na memorovani a naraci, s neidiomatickou zvukotvorbou, zaloze-
nou na nediskurzivnim symbolismu prysticim z momentalni intuice a pocitd. Text se setkava s hlasem uvnitf zahyb( paméti.
Pierre Hébert opakované pise slovo/znak ,silence” s animacni obsesi, jakoby chtél zabranit petrifikaci zvukl — a tudiz
i ticha— na psané znaky. Jeho napsana ticha vytvareji dlouhy cyklus a nervézni gesta za jejich dynamickymi vzhledy
prozrazuji netrpélivé oCekavani brzké animace. ZpUsob, jakym zapisuje zndmy cageovsky symbol ticha Marian Palla,
je mnohem statictéjsi; je vyrazem neokonceptualni rezignace na flexibilni digitalni reprezentace, které dnes okupuiji
akustickou bfitkost, ale na druhé strané tim, Ze voli skromné médium (vyskrabovani do hliny, provazek v travé), zdlraznuji
pravé obecnou platnost estetiky vSednosti, kterou kdysi Cage pfivedl malem aZ na troven zenovych mistr(i. S chytrym
neokonceptualnim vtipem pracuje téZ Philip Corner. Jeho pfispévek je ale namifen proti institucionalnim a komodi-
fika¢nim zaludnostem svéta uméni, kterym se nevyhnula ani ta nejavantgardnéjsi feSeni. Corner ma naprostou pravdu:
Ne vSechna ticha jsou od Johna Cage. Cage nema na ,ticho” copyright, prestoze sviij nenapadny a zaroven extravagantni
kus vybavil opusovym cislem, partiturou a vydavatelskou licenci, ¢imz ho vlastné institucionalné adjustoval. Ticho nepatfi
nikomu, a pfitom je kazdého z nas. Sdilet ho Ize jenom v komunité, stejné jako zvuky. Conny Blom se rozhod| otestovat
instituci autorskych prav do nejkrajnéjsich dasledkd, kdyZ svych 4’33 minut ukradeného ticha poskladal vylu¢né z pauz
v nahravkéch klasické, jazzové a rockové hudby. Autorsky problém, ktery zde, kromé poetického a estetického, nastolil,
reaguje na absurdni fakt, Ze copyright se vztahuje na celé nahravky vcetné pauz mezi jednotlivymi tracky ¢i uvnitf nich.
Blom(v kus je tudiz extrémnim uplatnénim plunderfonické strategie v postsamplingové dobé. Po hluku elektrické kytary
preparované radiem prichazi ticho kresby. Keith Rowe zna oboji velice dobfe. V obou svych profesich, hudebnf i vytvarné,
respektuje ticho jako neexistujici strukturu Zivotni praxe. Ba co vic, pravé paradoxni ontologicky status ticha vyuziva ve
svém umeéni jako dileZity poeticky princip. Je si zcela védom, Ze stejné jako bez hluku, ani bez ticha by se neudélo nic
podstatného. A to ani v Zivoté ani v umeéni. Binarni opozice, v kterych lidi reflektuji realitu a komunikuiji, jsou zkratka
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limitujici. Margaret Leng Tan oslavuje Cageovo ticho velmi asto. Videa Williama Brovelliho a Christophera Chewa,
ve kterych Ucinkuje spolu s tichem v hlavni roli, zhodnocuiji jeji empatickd klavirni provedeni Cageova kusu 433" z kon-
ceptudlniho i intermedialniho hlediska. Brovelliho MLTVID 4°33"" i Chewliv Hrajte mne, jsem Vds nejsou totiz zdznamy,
ale video interpretace plvodniho konceptu i jeho kontextové aktualizace. Klaviristka se v nich stava médiem aktivizujicim
plvodni i mediované prostfedi ke komplexni audiovizudlni emanaci. Tyler Adams si v tichém videu Performing Silence
pfisvojuje cizi interpretace 4'33”" se zcela jinym umyslem — aby artikuloval koncept kusu ve zménéné audiovizuaIni
situaci internetové plurality. Je zdbavné vidét (a neslySet), jak se dnes s klasickym avantgardnim kusem lehce vyrovna-
vaji mladsi hudebnici. Adamsovo feseni nejen, Zze multiplikuje ,ticho” skrze simultdnni projekci, ale zaroven jej i zdvo-
juje — na digitaIni videonahravce totiz nenf slySet, jak hraci nehraji. Gordon Monahan zkomponoval Pét tichych
studii pro sélovy klavir se zamérem dosahnout na néstroji ,poklidny proud harmonie, sestavajici z neurcitych chyb”,
cemu? je podfizen cely interpretacni akt. Partitura nafizuje hrat vsechny tony jemné a pocita s vedlejsimi znénimi véetné
téch chybnych, protoze pravé ony nejlépe ilustruji koncept neexistujiciho ticha.

Divodem mé prvni navstévy ostrova Bali byl svatek Njepi, ktery v roce 2007 pfipadl na 19. bfezna. Balijsti hindové
slavi Novy rok lundrniho kalendafe Caka dnem ticha a pokoje. V podminkach civiliza¢niho pokroku a turistického ruchu se sice
Njepi praktikuje obtiZnéji, nicméné na Bali je pofdd posvatny. Je to ritudl, béhem néhoz je lidské byti nedobrovolné odsouzeno
ke spolecenské izolaci a vykazano do virtualnich sfér. Pod hrozbou ¢ty posvatnych pfikdzani— Zadny plamen a svétlo (amati geni),
74dnd prace (amati karya), Zadné opusténi domova (amati lelungan) a zadna zébava a rozko$ (amati lelanguan) se Balijci
odddvaji introspektivni duchovnf ocisté a intimni komunikaci s vlastni existenci. Na dodrzovani pravidel dohliZeji pfisni strazci
— pecalangové, ktefi jedini mohou opustit domov a volné se pohybovat po ulicich. Az do nasledujiciho dne je civilizace ponofena
do tmy a ticha. Uprostfed noci mne z polospanku vyrusily Sepoty. Vy3el jsem na dvir a nasel Wayana a jeho Svagra koufit a potichu
rozmlouvat pfes plot s pecalangy. Ana, ktera trdvila Njepi v jiné roding, byla jesté prekvapenéjsi, kdyZ se snazila vypatrat zdroj
svételnych zableskl a nacapala své hostitele pfi sledovani televize pfimo v rodinném chramu.




Tyler Adams

If Valéry taught me that seeing is forgetting
the name of the thing one sees, then it is surely
Cage who taught me that listening is forgetting
the name of the thing one hears.

Performing Silence
2009
26 | silent video / video bez zvuku
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Conny Blom

Sa vitt jag vet var Alphonse Allais forst, inte
bara med att stédlla ut en vit monokrom, men ocksa
med att komponera ett tyst musikstycke. Hans Funeral
March for the Obsequies of a Deaf Man fran 1897
foregriper John Cages 4°33” med mer &n 50 ar, men
med sitt fokus instédllt pa humor, misslyckades
Allais fullstéandigt med att inse potentialen i vad
som lag framfor honom pa notpappret. Medan Allais
tysta stycke forblir ett fyndigt skamt, sa dr Cages
4°33” en sonisk revolution och tystnaden har aldrig
varit densamma sedan stycket forst framfordes
av David Tudor. Med detta stycke larde Cage publi-
ken att faktiskt lyssna, och @ven om langt ifran alla
fattade podngen under premidruppforandet, kan
betydelsen av 4'33” knappast overskattas ett halvt
sekel senare. Innan Cage var tystnaden trist och
livlés, men nu &r "tystnaden” nagot skimrande, klang-
fullt och vackert.

433 Minutes of Stolen Silence
2006
28 | sound installation / zvukova instalace



CONNY BLOM
4'33 MINUTES OF STOLEN SILENCE

Entirely based on pauses within recorded compositions
of rock, jazz and classical music. Sampled silence that
when enhanced proves to be far from silent.

Copyleft 2006

NNY BLOM 4'33 MINUTES OF STOLEN SILENCE
NITIS NITOLS 40 SILNNIN €€ INO18d ANNOD



William Brovelli — Margaret Leng Tan

MLTVID 433"
2009
30 video installation / videoinstalace






Christopher Chew — Margaret Leng Tan

For someone like myself whose perceptive acuity
is trained specifically in the visual and the textual,
and not the tonal or even the acoustical, John Cage’s
works however exude thunderous excitement for
their precision in ideas and execution in concepts.
There is ultimately, an architectonic to his mode

of production.

— Christopher Chew

My life is defined as “AC/BC"”.... After Cage/
Before Cage.

— Margaret Leng Tan

Play Me, I'm Yours
2010
32| video and text / video a text
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Philip Corner

Some silences are not by John Cage.
My corner was never in his cage.

Some Silences
20Mm
34 | coloured marker on yellow handmade paper / barevny fix na Zlutém ru¢nim papife






Pierre Hébert

Ce qui me touche le plus chez John Cage c’est
que son oeuvre, dans sa substance et dans sa
forme, est intrinséquement une philosophie de lUart
qui n'a aucun besoin d’'un commentaire extérieur.
Ainsi, c’est ce qui lui permet de décréter que le
“silence” est une piéce de musique.

Silence — Hommage a John Cage
2011
36 | series of drawings on paper (part) / série kreseb na papife (Cast)






Gordon Monahan

When | was a teenager in the early 1970s, a friend
of mine told me about John Cage and his ‘silent piece’.
| naively responded that | thought it was a silly idea,
since playing a record of it would only produce the noise
of surface scratches. Several years later, in 1978, | was
attending the final class of a two-year-long course
in music history, and my professor devoted that final
class to covering the entire history of twentieth-century
music, which he considered appalling, but he was
obliged to teach it in order to satisfy the university’'s
curriculum. At one point he mentioned Cage, whom
he laughed at, saying something like “he claims to be
a composer” and that he once “composed™a piece that
was silent. | was fascinated and stunned at the same
time, and | recalled my friend trying to explain this to
me years before. Immediately after that class, | went
to the music library and checked out Cage’s books:
“Silence”, “A Year From Monday”,and “M. I” spent
the next several days reading these books, and during
that time | conceived my first piece of sound art, for three
reel-to-reel tape recorders. Needless to say, discovering
Cage instantly changed the direction of my life.

Five Silent Studies
1981
38 | musical composition with score (part) / hudebni kompozice s partiturou (¢ast)
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David Moss

| read Silence and A Year from Monday in
college, hardly realizing then the power of the potion
| was absorbing. It was the early ‘80s and often,
while playing at Phill Niblock’s Experimental Inter-
media, we heard a high, infectious giggle at special
musical moments — it was John Cage laughing with
pleasure. Years later, John said to me, “you remind
m% lﬂ\ Demetrio Stratos™, and | laughed in pleasure
wi im.

1 Mossostic for JC
2011

40 | printed and hand-written graphic on paper / tisténa a ru¢né psand grafika na papife
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Marian Palla — Bruno

Zkomponoval ticho, pokazil nékolik klavira
a sbiral houby. Obdivuji ho za to.

Hommage a John Cage
20Mm

42 | soil painting on canvas and prepared branch / malba hlinou na pldtné a preparovand vétev
(realization at the DOX Centre for Contemporary Art, Prague / realizace v Centru sou¢asného uméni DOX, Praha)






Keith Rowe

Encountering Cage back in 82 where we (AMM)
performed at his birthday celebrations in London,
| was impressed by his encouragement and support
for what we were doing, extraordinarily kind and
generous, we talked about the use of the radio, he was
encouragingly open as to the differing approaches,
for the most part his influence came through
Cardew and Tudor, the '61 recording of Variations II
(Cage/Tudor) became most influential. I’'ve come to
feel that one of the most important aspects of one’s
life is to inspire others to make their work, John
certainly achieved that.

A Drawing Between
20Mm
IRIS manipulated drawing / kresba manipulovana IRIS technologii

Guitar Phase Two
1983-1990/2006
44 | assemblage with prepared guitar / asamblaz s preparovanou kytarou






John Cage dreamt about objective “composing,” it means creating pieces of music deprived of the “likes and
dislikes” of their authors. He suppressed subjective input in his music by involving disciplined applications of “chance” in
his compositions. Cage derived his particular use of “chance operations” from the I Ching, the ancient Chinese book of
divination. By asking questions of the I Ching, he was able to determine points on star charts, tune radios or determine
imperfections in notation paper, that would then influence a composition and/or performance. For Cage, the dreamt-of
realm of the “objective” compositions, in which he hoped to remove his intentional self-expression, lead finally to a realm
of “subjective” representations. Systematic use of the “chance operations” is not chance anymore but becomes a method.
And having no intention is intention as well. Removing the representation of his personal “likes and dislikes” produced
attractive side effect: non-hierarchically organized sounds liberated the listener from prescribed standards of music
and activated a new paradigm in listening (attention to the activity of sounds in themselves) at the end of which was
sound ecology.

The indeterminist framework that Cage developed for composing provided a peculiar alternative to the conventional
and unnatural bipolar scheme of “composition/improvisation” that had dominated Western music since the Renaissance.
It may seem a paradox that Cage rejected improvisation, but it is a very personal mode of music making in which
the artist’s ego is continuously present — and thus inappropriate to achieve Cage’s goal of a truly “objective” art. But
the indeterminate and unpredictable elements of a musical process are basic features of improvisation. However, nobody
can precisely determine the borders between composition and improvisation in music; the process of conceiving a com-
position in a composer’s mind includes many improvised acts. Perhaps Cage was himself caught in an elitist concept in
which he deemed his chance-determined compositions to be a more valuable musical experience than more spontaneous
forms of music making?

John Cage left us several texts dedicated specially to the topic of composition. The most relevant are: Composition
as Process, Composition (both were written in 1958 as lectures and later published in John Cage, Silence, Middletown
1961.), and Composition in Retrospect (written and delivered as lectures in several versions between 1981 and 1988,
and later published in a book [John Cage, Composition in Retrospect, Cambridge 1993.]). He considered structure
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(empty form into which sounds and silences are put), form (the morphological line of the sound continuity), the method
(means used to produce continuity), and materials (the actual sounds or silences arranged into a continuity) as the basic
components of the compositional process. Formerly he viewed composition as “an activity integrating the opposites,
the rational and the irrational, bringing about, ideally, a freely moving continuity within strict division of parts, the sounds,
their combinations and succession being either logically related or arbitrary chosen.” (John Cage, Silence, Middletown
1973, p. 18.) Later, as indeterminacy became an important feature of his composing and time—duration an essential compo-
nent in his music, he preferred the term “changes” to structure. He changed his profession; instead of being a composer
(writing the notes on paper) he became an organizer of sounds (inventing methods of arranging sounds with respect to
their physical essence). John Cage, the composer, became a philosopher.

Freedom From Happiness by Sam Ashley, subtitled as a “musical exploration of divination”, is a successful
attempt by the musician, performance artist and mystic to bring about an unusual form, one questioning the idealized
concepts of perfection and virtuosity in the framework of musical composition. Instead of skilfulness, so often emphasized
and appreciated in the performing arts (as in sports), the piece features “luck” as a poetic and aesthetic category. Luck,
so ignored or disregarded in "high” arts and sciences, belongs to human nature just as much as randomness, accident,
and failure do. So, why not admit that luck can have a role in composition or performance? Can't a composition be good or
a performance successful due to luck? Without “trying to induce ‘mistakes’ by inventing a difficult task” Ashley composed
a tricky framework, in which, due strangely to the reduction and simplification of the means used, the performer is caught
in a trap of paradoxes. Does it sound too Cagean to you? Threshold Music by Richard Teitelbaum sounds even more
Cagean, although it barely sounds. Dedicated to Cage, it evolves from his 4’33, shifting it to a broader environmental
context. Threshold Music was inspired by the experience of living in an acoustically interesting area where the sounds
of nature interacted with those produced by distant highway traffic and by a perceptive musician trying to match the volume
of the heard situation (an attention to the activity of sounds). Performed in concert, this empathic composition-sound-
scape respects the sound specifics of the venue and its ambience, adding soft musical sounds over the sounds in situ,
following the composer’s instruction to “play long sustained sounds on an appropriate instrument at the loudness of
the environment or softer (or on the threshold of the audibility).” Charlie Morrow’s spectacular composition Toot ‘N Blink,
for two fleets of boats tooting their horns and blinking their lights on command by radio DJs, is by contraries very loud.
Written, performed, and broadcast live in Chicago on the occasion of John Cage’s seventieth birthday, it is a composed
and scripted piece combining real-time maritime action with radio broadcast. It engages non-musicians (boat captains,



coxswains, and other marine operatives) to perform the vessel sounds (toots) and lights (blinks) in combinations
according to the commands of a radio conductor operating from a place overlooking the harbour. The dynamic, moving
structure of the sounds and lights is organized with respect to their physical essence. Cage, who witnessed the Chicago
performance, appreciated it with a characteristic comment: “| prefer the blinks.” In 200 Sounds for J. C., Christian Wolff
showed himself to be a sympathiser with the democracy of liberated sounds. Subtitled as an “exercise” and scored for any
instrument(s), the piece (or rather “bit of music” as its author called it) equalizes the tunings and transpositions, and offers
players significant freedom in terms of dynamics, duration, and microtonal deviations. This is composition as a carefully
considered dissemination of appropriate notes with enough free room to finalise the act of interpretation. The percussion
trio In Four Parts (3, 6 & 11 for John Cage) by Petr Kotik, originally written for TimeTable Percussion ensemble, was
directly inspired by the frank beauty of Cage's piano and percussion music. The clarity of compositional intention,
the simplicity of the means used, and the expressional cogency based on rich musical experience connect Kotik's piece
with that of Wolff. Both compositions are elegant in the sense of Cagean simplistic aesthetics and are indebted to him
thanks for this inspiration. The extended cover version of Cage’s beautiful song The Wonderful Widow of Eighteen
Springs, based on James Joyce's text, accompanied by percussive sounds on closed piano, by Arturas Bumsteinas,
also is indebted to Cage for the inspiration. Bumsteinas arranged the piece for voice (performed himself in Lithuanian
language), woodwinds, violin, cello, guitar, keyboards, and percussion. Retitled More Music for the Wonderful Widow, itis
more than a standard adaptation. In the tradition of Cage's famous Cheap Imitation, it transforms the original model with
sense, empathy, and reverence to the currently recycled construct of postmodern ars interpretandi.

Deleuze and Guatari did not conceive of art composition not as a technical matter, but rather as an aesthetical
(sensational) one. On the white wall of his studio, Ben hung up two, approximately one meter long, strips of toilet paper,
vertically, and posed a long thin white metal pole with an empty beer can pulled up midway around it in between them.
The bizarre composition-assemblage attracted me from the very moment | saw it, so | played with it each time | came to Ben's
studio. | used to induce percussive sounds from it by lashing the thin pole with can against the wall in different rhythms and
from different angles and distances from the wall. When Anna asked me to contribute an audio piece to an approaching Art's
birthday event, it was clear to me at once that it would be precisely Ben’s instrument | would use to create it. | kept putting off
the recording of an improvised piece | had entitled Death Knell for Art’s Birthday, that in the end | missed the January 17" dead-
line. When Ben left the studio he bestowed upon me my favourite instrument along with various other useless items he couldn’t
squeeze into his luggage. | hung the thin pole with can temporally on the stand with the scores by the The Lazy Anarchists and
listened with pleasure to how the draught played sounds on it from time to time. Was this precisely what Deleuze and Guatarri
meant by the composition of sensations?
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John Cage snil o objektivnim ,komponovani”, tj. o vytvafeni hudebnich dél zbavenych autorskych ,sympatif
a antipatii”. Ve své hudbé potlacoval subjektivni vklad tim, Ze v kompozicich uplatioval disciplinované aplikace ,ndhody".
Cage odvodil své osobité uZiti ,ndhodnych operaci” ze starocinské véstecké knihy I-ting. Prostfednictvim I-ting dokdzal
urcovat body na hvézdnych mapach, ladit rozhlasové stanice nebo vyuzivat tiskové chyby a nedokonalosti na notovém
papife, které by ovliviiovaly komponovani a/nebo interpretaci. Namisto vysnéného svéta ,objektivnich” kompozic, zbave-
nych intencionalnich sebevyjadfeni, dospél nakonec do fise ,subjektivnich” reprezentaci. Systematické vyuzivani principu
.nahodnych operaci” jiz neni ndhodou, ale stava se metodou. A nemit zamér se nahle stdva zamérem. Odstranéni znamek
osobnich ,sympatii a antipatii” dalo vzniknout pfitazlivému vedlejSimu efektu: nehierarchicky organizované zvuky osvo-
bodily posluchace od predepsanych norem hudby a aktivovaly nové paradigma v poslouchani (pozornost aktivité zvuk(
samotnych), na konci kterého byla zvukova ekologie.
Indeterministicky ramec, ktery Cage vyvinul pro komponovani, poskytl osobitou alternativu ke konvenénimu a nepfiroze-
nému bipolarnimu schématu ,kompozice/improvizace”, dominujicimu zapadni hudbé od renesance. Mohlo by se zdat
paradoxni, Ze Cage odmital improvizaci, ale tento velice osobni zplsob muzicirovani, kdy je nepfetrzité pfitomné umél-
covo ego, byl naprosto nevhodny pro Cagelyv cil skutecné ,objektivniho” uméni. Nedeterminované a nepredvidatelné
elementy hudebniho procesu jsou zékladnimi ¢rtami improvizace. Nikdo ostatné nedokaze presné urcit hranice mezi
kompozici a improvizaci v hudbé; proces koncipovani skladby ve skladatelové mysli zahrnuje mnoho improvizacnich aktd.
MoZnd, Ze Cage uviznul v pasti elitafského konceptu, kdyZ se domnival, Ze jeho ndhodné determinované kompozice
predstavuji hodnotnéjsi hudebni zkuSenost nez spontannéjsi formy hudebni tvorby.
proces, Kompozice (oba byly napsény v roce 1958 jako prednésky a pozdéji publikovény v knize John Cage, Silence, Middle-
town1961) a Kompozice v retrospektivé (napsana a pfednasena v nékolika verzich mezi léty 1981 a 1988 a pozdéji
publikovana knizné [John Cage, Composition in Retrospect, Cambridge 1993.]) Cage pokladal strukturu (prazdnou
formu, do které jsou vkladany zvuky a pauzy), formu (morfologickou linii zvukové kontinuity), metodu (prostredky pouzité
k vytvofeni kontinuity) a material (skute¢né zvuky nebo ticha uspofadané do kontinuity) za zakladni slozky kompozi¢niho
procesu. Plvodné chapal kompozici jako , raciondlni i iraciondlni cinnost, kterd integruje protiklady a idedlné vyvo-
ldvd volné plynouci kontinuitu v rdmci pFisného rozdéleni na cdsti, zvuky, jejich kombinace a ndslednosti, jez jsou



logicky usouvztaznény anebo ndhodné vybrdny.“ (John Cage, Silence, Middletown 1973, s.18.) Pozdéji, kdyz se inde-
terminace stala dlilezitym aspektem jeho komponovéni a trvéni v case podstatnou slozkou jeho hudby, pouzival radéji
pojem ,zmény" nez struktura. Zménil profesi; ze skladatele (piSiciho noty na papir) se stal organizator zvuk{ (vynalézajici
metody uspofadani zvukd s ohledem na jejich fyzickou podstatu). Skladatel John Cage se stal filozofem.

Svoboda ze stésti Sama Ashleyho, s podtitulem Hudebni prizkum vésténi, je UspéSny pokus hudebnika,
performera a mystika vytvofit neobvyklou formu, jeZ by zpochybnila idealizované pojmy perfekcionismu a virtuozity
v ramci hudebni kompozice. Misto femeslné zrucnosti, ¢asto zd(iraziiované a ocefiované v mazickych uménich (jako by
$lo 0 néjaké sporty), Ashleyho skladba pojednavé ,3tésti” jako poetickou a estetickou kategorii. Stésti, ve ,vysokém”
uméni a védé zcela ignorovano ¢i prehlizeno, patfi k lidské podstaté stejné jako nahodilost, nehoda nebo omyl. Pro¢ tedy
nepfipustit, Ze i Stésti mize sehrat roli v kompozici nebo predvedeni? Nem(ize snad dobra kompozice ¢i Gspésné provedenti
byt také véci $tésti? Aniz by se ,snazil vyvolat ‘chyby’ vymyslenim tézkého tkolu”, Ashley zkomponoval zéludny rdmec,
ve kterém je ucinkujici, necekané kv(li redukci a zjednoduseni uzitych prostiedkd, chycen do pasti paradoxd. Zni vam
to pfilis cageovsky? To Prahovd hudba od Richarda Teitelbauma zni cageovsky jesté vic, ackoli vlastné skoro nezni.
Je vénovana Cageovi, vychazi z jeho kusu 433", a posouva ho do Sirsiho environmentélniho kontextu. Byla inspirovana
zkuSenosti Zivota v akusticky zajimavé lokalité, kde zvuky pfirody vstupovaly do interakci se zvuky vzdalené dalnicni
dopravy a zvuky vnimavého hudebnika, snaZiciho se odhadnout hlasitost slySené situace (pozornost aktivité zvukd).
V koncertni verzi tato empatickd kompozice-zvukova krajina respektuje zvukova specifika mista déni a jeho okoli, pfidavaje
knémuinsitujemnéhudebnizvukynazakladé skladatelovapokynu, hrajdlouhotrvajicizvuky navhodném ndstrojivsou-
ladu s hlasitosti prostiedi nebo tiseji (nebo na prahu slysitelnosti).” Spektakularni kompozice Toot ‘N Blink Charlieho
Morrowa pro dvé flotily lodi, které troubi a blikaji podle povell rozhlasovych dydzejd, je naopak velice hlasita. Tento
komponovany a zapsany kus, kombinujici v redlném ¢ase namofni akci s rozhlasovym pfenosem, byl napsan, pfedveden
a Zivé vysilan rozhlasem v Chicagu u pfileZitosti sedmdesatych narozenin Johna Cage. AngaZuje nehudebniky (lodni
kapitany, kormidelniky a ostatni ndmofniky), ktefi spoustéji lodni zvuky (troubeni) a svétla (blikani) a jejich kombinace
podle povell rddiového dirigenta, operujiciho z mista s vyhledem na cely pfistav. Dynamicka, pohyblivd struktura zvuki
a svétel byla organizovana s respektem k jejich fyzikaIni podstaté. Cage, ktery byl svédkem chicagské performance,
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ji ocenil charakteristickym komentarem: , Vic se mi libi blikdni. “ | Christian Wolff se v dile 100 zvukd pro J. C. ukazal
jako pfiznivec demokracie osvobozenych zvukd. Ma podtitul ,cviceni”a je notovano pro jakékoliv nastrojové obsazeni.
Tento kus (Ci spiSe ,kousek hudby”, jak ho autor nazval) zrovnopraviuje ladéni a transpozice a nabizi hractim velkou
volnost, co se tyce hlasitosti, trvani a mikrotondlnich odchylek. Je to kompozice s peclivé promyslenou diseminaci vhodnych
tonl s dostatecné volnym prostorem pro zavérecny akt interpretace. Trio pro bici Hudba ve ctyfech cdstech (3,6 & 11 pro
Johna Cage) od Petra Kotika, plvodné napséno pro soubor bicich néstroj TimeTable, bylo pfimo inspirovano bez-
prostredni krdsou Cageovy klavirni a perkusivni hudby. Jasnost kompozi¢niho zaméru, jednoduchost pouzitych prostfedkd
i presvédcivost vyjadreni, zaloZzeného na bohatych hudebnich zkusenostech, spojuji Kotiklv kus s Wolffovym. Obé kompo-
zice jsou elegantni ve smyslu Cageovy simplistni estetiky a vyjadfuji mu dik za tuto inspiraci. Také rozsifena cover verze
nadherné Cageovy pisné The Wonderful Widow of Eighteen Springs na Joycellv text, kterd je doprovazena perkusivnimi
zvuky na zavieném klaviru, od Arturase Bumsteinase, vdéci za inspiraci Cageovi. Bumsteinas ji upravil pro hlas (a sém
nazpival v litevsting), dfevéné dechové néstroje, housle, cello, kytaru, kldvesy a perkuse. Pisef, pfejmenovana na More
Music for the Wonderful Widow, je vice nez standardni adaptaci. V tradici slavné Cageovy Levné imitace s citem, empatii
a Uctou transformuje pGvodni model na aktualné recyklovany konstrukt postmoderniho ars interpretandi.

Deleuze a Guattari nechapali uméleckou kompozici jako zaleZitost technickou, ale spiSe jako estetickou (pocitkovou).
Ben povésil na bilou zed svého studia svisle dva asi metr dlouhé pasy toaletniho papiru a mezi né umistil dlouhou bilou kovovou
tycku, na kterou navlékl prazdnou plechovku od piva tak, aby byla uprostred tyce. Tato bizarni kompozice—asamblaz mne pfitaho-
vala od prvni chvile, co jsem ji spatfil, a tak jsem si s ni pokazdé, kdyzZ jsem pfijel do Benova studia, pohraval a vyluzoval perkusivni
zvuky pousténim tycky s plechovkou na zed v rdznych rytmech a z rdznych ahli a vzdalenosti od zdi. Kdyz mne Anna pozadala
o0 audio pfispévek k blizici se akci Art's Birthday, hned mi bylo jasné, Ze k jeho vytvofeni pouZiju pravé Bendv ndstroj. Nahravani
improvizovaného kusu, ktery jsem nazval Umirdcek k narozenindm umenf, jsem pofad odkladal, aZ jsem nakonec narozeninovou
party 17. ledna nestihl. KdyZ se Ben ze studia odstéhoval, odkdzal mi m{j oblibeny néstroj spolu s dal3imi neuZite¢nymi predméty,
které se mu nevesly do zavazadel. Povésil jsem ty¢ s plechovkou do¢asné na stojanek s partiturami od The Lazy Anarchists a s rozkosi
poslouchal, jak ji privan obcas rozezniva. Minili snad Deleuze a Guattari kompozici pocitkd pravé toto?



Sam Ashley

“A few words about John” ... | have a hard time with
this. I'm a little too young to have known him personally
so I'm not in a position to talk from that perspective.
And though when he did the work that he did it was
wonderfully radical, and that’s wonderful, yesterday’s
radical innovation is always today’s golden cage (forgive
the pun). That’s just the way it always works. In any
case a scholarly study of John Cage is not what | do so
| wouldn’t have much to offer in that directioneither.
Especially insofar as | obsess on the work | do today
and don’t pay much attention to what came before. But
there is one thing about John that | would like to comment
on: | have the impression that he never compromised.
Though | am, as | say, too young to have known him | have
heard stories. For example I've heard that at one concert
somebody from the audience tried to hit him with a chair,
and putting that story together with what | know about
his work, it seems that he was doing good things. This
aspect of his life tends to be overlooked too | think today.
| mean, for practical purposes the people who heckled
him while he was performing are the people that today
drop his name and try to associate themselves with his
image. So I'll say this: thanks John for everything you
did to make it possible for me and so many others to do
what we do today.

Freedom From Happiness
2003/2012
52 | musical composition with score and instructions (part) / hudebni kompozice s partiturou a instrukcemi (¢ast)
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Arturas Bumsteinas

1994 — aisiais metais savo vidurinés mokyklos
bibliotekoje uztikau muzikos istorijos knygute,
kurioje buvo vienas puslapis apie Keidza. IS to
puslapio labiausiai man atmintin jstrigo du dalykai:
.Atlas Eclepticalis” kidrinio partituros fragmentas,
bei Sokancio Merso Kaningemo fotografija. Kuklios
bibliotekos déka Sie du vaizdai uzsifiksavo mano
atmintyje ir vaizduotéje, kaip tobuli teorinio bei
praktinio kirybingumo pavyzdziai.

More Music for the Wonderful Widow
201
54 | musical composition and text / hudebni kompozice a text



“Nuostabioji astuoniolikos pavasariu nasle”

naktis, tylos buriu nakty...
Izabele....

senmiskiu akys ir raktazoles plaukai
tyliai,

miskai neliesti,

samanu raudonziedzio rasa
kaip tyliai tuno ji,

po gudobele, medzio dukra,
lyg laimingas lapas,

jyg vejy rimstanti gele,

kaip greit ir noromis,

nes tuoj vel tai nutiks,
laimek, paverg ir vesk
kamuok mane!

giliai,

Dabar nurimusi miegi; Nakty
Izabele

Sese Izabele

Sventoji Izabelé

ponia Iza

Grazioji nasle

~Wonderful Widow of Eighteen Springs” by James Joyce
From English to Lithuanian translated by Arturas Bumsteinas



Petr Kotik

One of my most important experiences with
Cage was the scandalous performance of his Song
Books No. I, Il at the “June in Buffalo” festival in
1975 at the University of Buffalo. Julius Eastman, one
of the members of the S.E.M. Ensemble at the time,
either misunderstood or sabotaged the piece, and
as there were no rehearsals (according to Cage’s
instructions), it was discovered only during the per-
formance. Cage erupted angrily, and the way he
voiced his criticism must have been the strongest
to date, as he pounded with a fist on a piano lid
during the next day’s discussion of the event. This
“crisis” helped me tremendously. | came to an under-
standing about the responsibilities of a performer,
especially the one who is “in charge.”

In Four Parts (3, 6 & 11 for John Cage)
2009
56 | musical composition with score (part) / hudebni kompozice s partiturou (Cast)
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Charlie Morrow

Here are the 3 sentences on John Cage:
John Cage
O n age
H al

Toot ‘N Blink Chicago
1982
58 | musical composition with score (part) / hudebni kompozice s partiturou (Cast)






60

Richard Teitelbaum

For Shakuhachi / Threshold Music (for John Cage)
1973-1974
musical compositions with graphic scores (part) / hudebni kompozice s grafickymi partiturami (¢ast)
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Christian Wolff

What can | still say about John Cage?

| love his work, all of it, as | always have, and himself. But feel
no need to further it, as, long ago, along with others, | talked and
wrote about it, introduced it to ?eople, and performed it. Now it
doesn’t need that from me (but | still enjoy performing it). Others
— in quite large numbers — have taken over those activities.
Though | don’t feel it that way, | know that for a long time, and still,
I’'m regarded by some as in his shadow, that youngest member of
the New York cohort (Cage, Feldman, Brown{ who now happens
to be the sole survivor. (The cohort should include David Tudor, as,
in the early years, the performer for whom we wrote and because
of whom we wrote much of what we did write; and the dancer and
choreographer Merce Cunningham, in whose work we could take in
something visual and physical, which our music might be together
with, or counterpoint.)

| don’t want to repeat stories (quite a few) I've told elsewhere.

Alritghdt, | will say this much: the important qualities he repre

sented:
experiment — keep trying new things, change, extend your invention;
dis‘;:i'flir(\’e — a form of letting go of the self, working systematically
an ara;
attentiveness — regard everything alertly, use your intelligence;
make music as your life in the world, which also entails thinking
about and (in ways you find possible) acting socially and politically
in a principled way d’le’d say, act with conscience);
comedy, not tragedy:;
listen to everything — in his music the wonderful empty spaces,
a{id the extreme quantities of sound and activity layers:
elegance.

John Cage Note(s) [Exercise 34]
2012
62 | score for musical composition / partitura hudebni kompozice
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After his personal experience with the anechoic chamber at Harvard University in 1951, where Cage, in spite
of the sound-proofness of the device, heard two sounds, caused by his nervous system and his blood circulated, found
himself at a fateful crossroad: whether to follow the path of intentional music making, like other musicians did, or to try
the unknown path of non-intentions. Having started to work on Music of Changes, a long and complex piece composed
for pianist David Tudor, Cage decided to determine the positions, durations, dynamics, tempi, and density of sounds by
tossing coins to access the hexagrams of the I Ching (Book of Changes), the ancient Chinese book of divination, a copy of
which had recently been given to him by composer Christian Wolff. After composing the Music of Changes, Cage's use
of what he called “chance operations” based on the I Ching became the main strategy of all of his creative production not
only in music but also in his writings, theatre pieces, and visual artworks. The meditative process of Cage’s use of chance
operations (aleatorics) undoubtedly guided him toward introducing a greater role for “indeterminacy” into his work, through
which the performers were allowed to contribute individual interpretive elements to the performance of a score, assuring
that it would never be performed the same way twice. Cage had simply discovered in indeterminacy a composed form
with unpredictable outcomes. “Chance operations”and “Indeterminacy” became the well-known trademarks of his work.
Indeterminacy is philosophically grounded in Cage’s intensive interest in Zen Buddhism. Non-intentionality he professed
was connected with strict discipline. His elaborated indeterminist compositions, with destabilized and decentralized
structure and suppressed intentionality, can be viewed as formal prototypes of opera aperta, established later in art
poetics and aesthetics as a legitimate and useful category.

Cage's famous lecture on Indeterminacy (1959), included in book Silence (John Cage, Silence, Middletown 1961.), was
not conceived as a theoretical or philosophical treatise, but as a collection of ninety short stories each with a Zen-like point.
Like the Mumonkan, a collection of 48 Zen Koans, or short anecdotal texts from 13" century, that illustrate moments of
enlightenment of great Zen Masters, Cage suggested that they can be read spontaneously in random order, like “one reads
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newspapers.” But unlike most newspapers they are lovely: On Christmas Day, Mother said, “I've listened to your record
several times. After hearing all those stories about your childhood, I keep asking myself, ‘Where was it that I failed?””

The story hidden behind the participatory piece Blackjack for Drinkers by Ben Patterson, connects his
personal experience of meeting with Cage with the playful and humorous poetics of Fluxus. Not everybody is that lucky
to have play poker and drunk scotch with the legend of modern arts; Patterson will be happy to share this experience
with you. So, take this extraordinary opportunity and enjoy gambling with the Fluxus croupier and a taste of good
whisky. Kris Vleeschouwer’s goldfish tosses the dice instead of you; of course unknowingly and thus without intention.
An algorithm cast with the throw of three dice is totally dependent on the erratic biorhythm of the fish swimming in
a small aquarium situated nearby. Vleeschouwer interactively interconnected two installations in order to achieve
an aleatoric effect referring to Cage’s compositional method as well as to the philosophy of indeterminism. The processual
installation by Lee Ranaldo and Zeger Reyers invites visitors to listen to hallucinogenic mushrooms grow. It directly
refers to Cage’s sonophilia as he also once wished to amplify a vegetation processes, especially that of mushrooms.
Ranaldo and Reyers's De/Composition for John can serve as a nonconventional score as well, because the mycelium,
from which their mushrooms are growing, was in the beginning covered with an empty notation draft in the shape of
an infinity sign, creating changing rhizomatic structures of biological “anti-parallelism”. Horizontal lines on a pair of mono-
types by Milan Adam¢iak are the results of completely different, although chance operations as well. The author, a long
time scholar and admirer of Cage’s work, achieved them after a longer repetitive application process using chemical
means onto tar paper, which was originally intended as a mere subgrade for other layers. But the specific consistence
of tar paper and its chemical reactions caused totally different, unexpected effects. The artist respected the resistant
behaviour of the medium as a natural thing and he conformed his original intention to it. Cage's often repeated words
“imitation of nature in her manner of operation” comes to mind in this case again. Anyway, purpose gave birth to other
purposes and new structures finally became beautiful scores. JiFi Sigut also “relies” on the unpredictable help of chemical
reactions in his photographs. Their exposition time is determined by length of recorded Cage’s compositions, in this case
by Music for Marcel Duchamp. Apparently, to take photographs of the act listening is possible also as a metaphor for
temporality. The visual imprint of reality becomes a kind of event determined by a medium immanent to music — time,



whereas the medium of image is identified with processuality and its visual structure is paradoxically totally dependent
on the duration of musical recording. In other words, the static photographic image catches a sound reality as an audi-
tory act. Whereas Adamciak's Klangspuren aspire to represent physical aspects of sound, the ambition of Sigut's photo-
events is to evoke phenomenological characteristics of invisible listening. The silent animation of Hassan Khan from
the free series I am not what I am is in a way auto-referential. It refers to the digital representation of 2-dimensional
space of its own existence that it linearly creates in order to be later absorbed by this space, dividing it constantly into
smaller and smaller spaces. This geometric-phenomenological paradox could be on a philosophical level expressed
through the ambivalent relation “determinism—indeterminism”: the repeated defining of space coordinates leads finally
to the phenomenological collapse of the space. The experimental documentary by Sabine Groschup (JC{639}) is
quite unique. With the help of chance operations she has decided to change the temporal organization of the final
appearance of her work which is not at all abstract; conversely, using conventional methods of filmmaking it narratively
features one short phase of the performance of Cage's composition ORGAN?/ASLSP (1987) in the St. Burchardi Church
in Halberstadt, Germany that supposed to last 639 years. But Groschup has arrayed the film's 89 scenes (because of 89
notes of the composition) randomly; and she intends to perform this action 89 times in the near future, asking different
persons to draw each time, and so 89 different versions of her film will be made. As in many of Cage’s works, nonlinear
constructing and the flowing of narration, caused by chance interventions, provided the film with a surprising structure
that does not lack semantic nor aesthetic qualities.

One day Phill wanted to play a cassette tape with his brand new guitar piece for me. As | didn't have cassette deck
at my home (personal computers were not available in those days to us), the only possibility to listen to Phill’s piece was to play
it on his car's cassette player. So we got into the car, put on the music, and started driving toward the Slovak-Hungarian border
where we intended to dine at a fisherman's restaurant. At the moment the piece was over, Phill said: “Look, we are in a violin.”
And we really were. We had just passed a sign indicating the name of the village Violin that later, thanks to this story, became
the permanent seat of The Rosenberg Museum.
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Po osobni zkuSenosti s anechoickou komorou na Harvardové univerzité v roce 1951, kde Cage navzdory zvuko-
tésnosti zafizeni slysel dva zvuky, zplisobené jeho nervovou soustavou a krevnim obé&hem, se ocitl na osudové kfizovatce:
zdali se ubirat cestou intenciondlniho vytvareni hudby, jak to délali ostatni hudebnici, nebo vyzkouset neznamou cestu
nezamérnosti. KdyZ zacal pracovat na Hudbé promen, dlouhé a slozité skladbé zkomponované pro klaviristu Davida
Tudora, rozhodl se uréovat pozice, trvani, dynamiku, tempa a hustotu zvukd hazenim minci, coZ mu usnadnilo pfistup
k hexagramim I-ting (Knihy promén), staré Cinské véstecké knihy, jejiZ kopii mu v tom samém roce daroval skladatel
Christian Wolff. Po dokonceni Hudby promén se pouzivani ,ndhodnych operaci®, jak to nazval, zalozenych na I-ting,
stalo hlavni strategif celé jeho tvorby, nejenom v hudbé, ale také v textech, divadelnich kusech a vizualnich dilech. Medi-
tativni proces pouzivani ndhodnych operaci (aleatorika) bezpochyby pfivedl Cage k tomu, Ze ve svém dile pfisoudil vétsi
roli ,neurcenosti”, diky které bylo interpretdm umoznéno pfispivat k provedeni partitury individualnimi interpretacnimi
prvky, coZ zarucovalo, Ze skladba nikdy nebude provedena stejnym zp(isobem dvakrat. Cage zkratka v neurcenosti objevil
komponovanou formu s nepfedvidatelnymi vystupy. ,Nédhodné operace” a ,neurc¢enost” se staly dobfe zndmymi ochran-
nymi zndmkami jeho dila.

Neurcenost je filozoficky ukotvena v Cageové intenzivnim zdjmu o zen buddhismus. Nezdmérnost, kterou vyzndval,
byla spojena s pfisnou disciplinou. Na jeho propracované indeterministické kompozice s destabilizovanou a decentralizo-
vanou strukturou a potlacenou intencionalitou Ize pohliZet jako na formalni prototypy opery aperty, ustanovené pozdéji
v umeélecké poetice a estetice jako legitimni a uZitecna kategorie.

Cageova slavné pfednaska Neurcenost (1959), zahrnuta do knihy Silence (John Cage, Silence, Middletown 1961.), nebyla
koncipovana jako teoretické Ci filozofické pojednani, nybrz jako sbirka devadesati kratkych pfibéha, kazdého se ,zenovou”
pointou. Podobné jako Mumonkan, shirku 48 zenovych kdan(, cili kratkych anekdotickych textl z 13. stoleti ilustrujicich



momenty osviceni velkych zenovych mistrli, Cage navrhoval, Ze i jeho pfibéhy lze Cist spontanné v nahodném pofadi,
jako , kdyzZ se ctou noviny”. Na rozdil od obsahu vétiny novin, jsou vak jeho pfibéhy pfijemné. Napfiklad: 0 Vdnocich
matka rekla: , Nekolikrdt jsem si poslechla tvoji desku. Kdyz jsem slySela vsechny ty pfibéhy z tvého détstvi, musim se
sama sebe ptdt: ,Kde jsem udélala chybu?*”

PFibéh, ktery se skryva za participacnim kusem Bena Pattersona Blackjack pro pijdky, spojuje jeho osobni
zkusenost setkani s Cagem s hravou a humornou poetikou Fluxu. Ne kazdému se postésti hrat poker s legendou moderniho
uméni a popijet u toho skotskou; Patterson se s vami o tuto zkuSenost rdd podéli. ViyuZijte proto jedinecné pfileZitosti
a vychutnejte si pozitek z hazardni hry s fluxovym krupiérem i chut dobré whisky. Zlata rybka Krise Vleeschouwera ale
hézi kostky misto vds; samozfejmé nevédomé, a tudiz nezdmérné. Algoritmus vrhu tfemi kostkami zcela zavisi na nevyzpy-
tatelném biorytmu jejiho plavani v malém akvériu opodal. Vleeschouwer interaktivné propojil své dvé instalace, jenom
aby docilil aleatorického efektu odkazujiciho na Cageovu kompozi¢ni metodu i filozofii indeterminismu. Procesualni
instalace Lee Ranalda a Zegera Reyerse vyzyva navstévnika, aby se zaposlouchal do rlstu halucinogennich hub, coZ
je pfimy odkaz na Cageovu sonofilii, protoZe i on kdysi touZil amplifikovat vegetacni procesy, zejména hub. Ranaldova
a Reyersova De/Kompozice pro Johna m0Ze ale slouZit i jako nekonvencni partitura, jelikoZ houby vyrlistaji z podhoubi,
pokrytém prazdnou notovou osnovou ve tvaru lezaté osmicky, znaku nekonecna. Tim, jak osnovu prorUstajf, vytvareji promé-
Aujici se rizomatické struktury biologického ,anti—paralelismu”. Horizontalni linie na paru monotypd Milana Adamciaka
jsou také vysledkem nahodnych operaci, i kdyZ naprosto odlisnych. Autor, dlouholety znalec a obdivovatel Cageova dila,
jich docilil po delSim opakovaném aplikovani chemickych prostfedkd na térovy papir, jenz mél byt pdvodné jenom pod-
kladem pro jiné vrstvy. Specifickd konzistence térového papiru a jeho chemické reakce ale zpUsobily zcela jiné, neoceka-
vané efekty. Autor respektoval rezisten¢ni chovani média jako pfirozenou véc a podfidil mu sviij plvodni zamér. | v této
souvislosti se nam vybavi Cageova mnohokrat opakovana slova o ,imitovani pfirody ve zpisobu jejiho fungovéani”. Zamér
zplodil jiné zaméry a z novych struktur se nakonec staly nadherné partitury. Na nepfedvidatelnou pomoc chemickych
reakci ,spoléha” i Jii Sigut ve svych fotografiich. Doba jejich expozice je dana délkou nahravek Cageovych kompozici,

68



v tomto pfipadé Hudby pro Marcela Duchampa. Je ziejmé, Ze fotografovat poslechovy akt Ize i jako metaforu temporality.
VizudIni otisk reality nabyva charakter udélosti determinované médiem hudbé vlastnim — casem, kdeZto médium obrazu
je ztotoznéno s procesualnosti a jeho vizuélni struktura je paradoxné zcela zavisla na trvani hudebni nahravky. Jinymi
slovy, staticky fotograficky obraz pfistihuje zvukovou realitu pfi auditivnim cinu. Zatimco Adamciakovy Klangspuren
se snazi reprezentovat fyzikalni aspekty zvuku, ambici Sigutovych foto-udalosti je evokovat fenomenologické vlastnosti
neviditelného poslouchani. Némé animace Hassana Khana z volného cyklu Nejsem to, co jsem je svym zpdsobem auto-
referen¢ni. Odkazuje na digitaIni reprezentaci dvourozmérného prostoru své existence, ktery sama linedrné vytvafi jenom
proto, aby byla posléze pohlcena jeho neustalym ¢lenénim na mensi a mensi prostory. Tento geometricko—fenomenolo-
gicky paradox se ve filozofické roviné promita do ambivalentniho vztahu ,determinismus—indeterminismus”: opakované
urcovani soufadnic prostoru vede v kone¢ném dtsledku k jeho fenomenologickému kolapsu. Experimentalni filmovy doku-
ment Sabiny Groschup (JC{639}) je vskutku unikdtni. Autorka se rozhodla nahodnymi operacemi zménit temporalni
organizaci vysledné podoby dila, kterd viibec neni abstraktni. Zcela konvenénimi filmafskymi postupy naopak narativné
li¢i jednu etapu z provedeni Cageovy kompozice ORGAN?/ASLSP (1987) v kostele Sv. Burcharda v némeckém Halberstadtu,
které ma trvat 639 let. Groschup ale sefadila 89 scén snimku (protoze kompozice sestavéa z 89 tond) zcela ndhodné
a hodla tuto akci provést v blizké budoucnosti 89krat, pficemz pokazdé necha poradi scén vylosovat jinou osobu, ¢imz
vznikne nékolik rozdilnych verzi filmu. Podobné jako v mnoha Cageovych dilech, nelinearni konstrukce a plynuti narace, zpG-
sobené nahodnymi intervencemi, opatfilo snimek pfekvapivou strukturou, jeZ nepostrada sémantické ani estetické kvality.

Jednou mi chtél Phill pfehrat kazetu se svym novym kytarovym kusem. Jelikoz jsem nemél doma magnetofon (osobni
pocitace jsme v té dobé jesté neméli), jedind mozZnost, jak PhillGv kus sly3et, byla poslouchat ho z kazetového prehravace v jeho auté.
A tak jsme nasedli do auta, pustili si muziku a vyrazili smérem k slovensko—madarskym hranicim s imyslem povecefet v nékteré
z tamnich rybéfskych card. Ve chvili, kdy kus dohrél, Phill fekl: ,Podivej, jsme v houslich.” A skute¢né jsme byli. Zrovna jsme mijeli
znacku ohlasujici vesnici Violin, kterd se pozdéji — diky tomuto pfibéhu — stala permanentnim sidlem Rosenbergova muzea.



Milan Adamciak

Cageovym zamerom bolo npmat’ zamer.
Mojim zamerom je, naopak, mat co mozno
najviac zamerov.

Klangspuren | (Ad honorem John Cage)
201
mixed media — chance [chemical and physical] operations on tar paper / kombinovana technika — ndhodné [chemické a fyzikalni]

70 | operace na térovém papife
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Sabine Groschup

Wenn ich an John Cage denke, dann fallen
mir als erstes Laurie Andersons Worte ein:
.Once | met a wise old man!”

Ich habe John Cage leider nie getroffen, dafiir:
um so mehr sind seine ldeen auf mich getroffen.
So fallt auf mich zu der Zufall und es umgibt
mich die ldee mit dem Zufall zu arbeiten.

(Jc{639))
2012
an experimental documentary on John Cage’s “ORGANY/ASLSP" at the St. Burchardi Church in Halberstadt, Germany /
72 | experimentalni filmovy dokument o projektu Johna Cage ,ORGAN?/ASLSP" v kostele Sv. Burcharda v némeckém Halberstadtu






Hassan Khan
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I am not what | am
2009
74 | silent animation / animace bez zvuku






Ben Patterson

| first met John Cage at Mary Bauermeister’s
Atelier in Cologne, Germany in early June 1960.
This meeting changed my life forever.
In the 1970’s | enjoyed many Saturday night poker
games with John and others at the Gate Hill Coop,
Stony Point, New York.
These evenings changed my life forever.
In the early 1980’s | withessed John at a rehearsal
of the Westchester (New York) Symphony.
This experience changed my life forever.

Blackjack for Drinkers
20Mm

76 | installation using the materials and rules for playing a game / instalace z rdznych materiall a pravidel pro hru
(realization in freiraum quartier21 INTERNATIONAL, MuseumsQuartier Wien / realizace ve freiraum quartier21 INTERNATIONAL, MuseumsQuartier Wien / Viden)






Lee Ranaldo — Zeger Reyers

Caged Thoughts

| remember John talking about how he didn’t like to listen to a record more than
once. What was the point? If one gave oneself over to the experience the first time, then
why repeat? He didn’t really care for the idea of music as ‘fixed in time’ on a black platter.
He said he’'d rather open the window and listen to the trucks rolling by, or whatever else
was coming in-the constantly changing music of NOW rather than a packaged simulacra
of ‘then’. Of course that’s the real idea behind 433" — it’s not a silent piece at all-there
is always sound! Those comments have long stayed with me, in spite of the fact that | love
both making records and playing records-often the same ones over and over again.
In 1982 | performed with Glenn Branca’s large ensemble at New Music America in Chicago.
Cage was also in Chicago that year. I'm not sure if it was the first time John had heard
Glenn’s music or not, but after seeing our performance he made some comments to the effect
that it was a form of ‘musical fascism’ (with Glenn as all-powerful conductor pulling this
music out of his ensemble), and for that he felt uneasy, uncomfortable with it. His comments
caused quite a little stir at the time, perhaps more so than he intended, but it’s clear that
his interest was in trying to move music in a different direction, away from the dominance
of the composer/conductor and towards a much more ‘Zen’ or ‘landscape’ approach to sound
creation and presentation, much closer to the unorchestrated randomness of the trucks
rolling by outside his windows...
My friend, the Portuguese composer Rafael Toral, once told me his story of being a young
composer, back in 1992, and writing to Cage to request permission to stage a piece of his
in Lisbon. This was in the days before email (I don’t know if John ever used email) and he
sent his letter off to John and Merce’s Westbeth address. Some time passed and he heard
nothing, and then that summer it was announced that Cage had died. As well as sorrow for
the death of the great composer, my friend felt a sadness at not having been granted per-
mission to go ahead with his version of John’s piece. He assumed he’d have to forget the idea.
However, a week or so later, a letter came in the mail. John had written him, giving his approval.
Somehow that story always reminds me of the often-surprising nature of John’s music.

— Lee Ranaldo

Quite a while ago I've heard about the possibilities of some kind of fungi being able
to move, in search for goodies, with a simple kind of ‘brain’ /... and on top of that they can
move back and front between a singlecellular and a multicellular stage.

That’s my symbol of freedom for John.
“Fungi will always walk the Water Walk”
— Welcome the Myxomycetes —

http://blog.wildyorkshire.co.uk/tag/myxomycetes/ http://en.wikipedia.org/wiki/Slime_mould
— Zeger Reyers

De/Composition for John (listen ... to the mushrooms grow)
2011-2012

78 | process installation with project sketch / procesuélni instalace s projektovou skicou
(realization at the DOX Centre for Contemporary Art, Prague / realizace v Centru sou¢asného uméni DOX, Praha)






JiFi Sigut

Snaha o co nejvétsi omezovani mych vstupt
a autorského vlivu pFi vzniku dila spolu s pfiznanim
nahody jako rovnocenného partnera — tak by bylo
mozné shrnout ovlivnéni meé tvorby myslenkovymi
postupy a pristupy skladatele Johna Cage. Jediné
tak mohly vzniknout ve druhé poloviné 80. let i mé
fotografie zaznamu pfehravani jeho skladeb.

John Cage — Music for Marcel Duchamp
6.10.1987
80 | silver print / fotografie na bromostiibrném papife
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Kris Vleeschouwer

Beautiful Day / Goldfish |

2006/2012
two—part interactive and kinetic installation / interaktivni a kineticka instalace o dvou ¢astech
(realization in freiraum quartier21 INTERNATIONAL, MuseumsQuartier Wien / realizace ve freiraum quartier21 INTERNATIONAL, MuseumsQuartier Wien / Vider)






Cage was convinced of the social nature of music and art in general. This belief became ritualistic will for
him, driven through his creation, brought finally to environmentalist strategies and participatory art forms. But he did
not trust organized forms of government; he was a dour individualist with an anti-institutional approach. He wouldnt
sign petitions, even when he agreed with their content. He preferred meaningful activity to critical or negative action.
When asked about his political affiliation, he used to reply: “I am an anarchist.” He was a proponent of nonviolent social
change; he found models for this in the development of modern art: “The reason why we know we could have non-
violent social change is because we know we have nonviolent art change. We mustn't believe that you can only change by
killing because you can also change by creating.” (Richard Kostelanetz, Conversing with Cage, New York 1989, p. 263.)
This was certainly a naive concept, inspired by Thoreau's individualist anarchism and environmentalism and based on
a quasi—Christian vision of the inherent goodness of human beings. Nevertheless, the concept contributed to Cage’s pro-
found belief in the gradual ethical self-requlation of humankind and the significant role that science, technology, media,
and art play in the further cultivation of mankind. Although he considered himself an anarchist, his social philosophy
was far from the radical anarchist proposals for organizing society; in fact, he (unlike Thoreau) voted. Cage professed his
ideals were “the general presence of intelligence among human beings, and the nonobstruction of nature (ecology),”
in a questionnaire to Jacqueline Bossard in 1970. (Ibidem, p. 285.)
Cage collected various statements on anarchism. In January 1988, he delivered a lecture in New York City entitled Anarchy
(published in 2001 by Wesleyan UP). As on numerous previous occasions, he structured his text in mesostics using other
authors’ thoughts, in this case those of anarchists and freethinkers. And again he asked his reliable friend the I-Ching for
help by exposing statements by Bakunin, Fuller, Goldman, Kropotkin, Malatesta, Whitman, and Tolstoy to its hexagrams
(before he did so, Andrew Culver converted the I-Ching into a computer program entitled IC). Rather than a clear
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formulation of political orientation, the twenty mesostics of Anarchy manifest Cage’s poetical indeterminism. His version
of anarchism fit more with his open poetics than with radical social proposals. It expressed itself mainly in the inventive
applications of chance operations in creative processes and partly also in his pragmatic life philosophy. He didn't want
to harm other beings, and he continued to emphasize the reasonable and balanced division of “utilities” which he
considered the strongest motivational factor of human existence and activity in the global village: “We don't need
government. We need utilities: air, water, energy, travel and communication means, food and shelter. We have no
need for imaginary mountain ranges between separate nations. We can make tunnels through the real ones. Nor do
we have any need for the continuing division of people into those who have what they need and those who don't.
... We must give all the people all they need to live in any way they wish. Our present laws protect the rich from
the poor. If there are to be laws we need ones that begin with the acceptance of poverty as a way of life. We must
make the earth safe for poverty without dependence on government.” (John Cage, Anarchy, Middletown 2001, p. VI.)
A beautiful example of Cage's creative anarchism is his Radio Music (1956), a composition in which one to eight per-
formers tune particular radios, one radio to each performer, to the broadcasting frequencies determined in chrono-
logical order for single parts (radios) by score. In his own words, Cage composed the piece as a kind of defensive reaction
against the proliferation of portable radios that had become fashionable in the 1950s in America, contaminating public
space with their intrusive sounds. Through the anarchic appropriation of disturbing sounds, he fulfilled his lifetime
desire for a philanthropic—ecological synthesis which he aimed to achieve by patiently breaking the unnatural dichotomy
of "acceptable/unacceptable”.

Christian Marclay also works with anarchically distributed sounds —ring tones and the melodies of mobile
phones — that dominate public and private space, in his instructive participatory concept Calls for Cage (2011). A floating
environment of indeterminist sound representations, generated randomly by visitors" input, has become a suitable ambient
accompaniment to the overall exhibition. The sound piece Thresholds and Fragile States (September 11, 2011) by
David Dunn, from the same year, was intended as a simulation of a self-organizing sonic system generated live with



the help of non-linear chaotic oscillators, and as such it intends to evoke a biological environment capable of self-organi-
zation on a primary existential level. Chaos meets rhythm in space, called chaosmos by Deleuze and Guattari. Itis up to
the sensible and thoughtful listener as to whether this is, by nature, the same space to which Dunn invites us; in any case,
the dynamic interactions, between sound as well as philosophies, between the electronically generated environment
and the perceptual habits and mental associations of the listeners, are very attractive. The chaotic structure of the twin
axial drawings by George Quasha (2011) is, as well, the embodiment of the author’s imagination of the representation
of self-organizing configurations. In spite of the fact that chance contributed to their origin, they are not the result of
rigorously applied chance operations. They arose out of a drawing performance during which both hands simultaneously
draw in continuous movements from the centre of the body according to the axial principle with three different-sized
brushes dipped in four separate colours. They thus correspond with the principle of intuitive indeterminism rather than
with the Cagean aleatoric method of composition.

This year, some of my friends and acquaintances who had in the past reproached me for not voting spontaneously
and with some frustration told me that they agreed with my “resignation” for the first time. Apparently, they finally caught on that
the “lesser evil” that they had always voted for is evil as well, and to vote against somebody or something is not a free decision
anymore. | consider myself to be a “lazy anarchist”, and some years ago I initiated The Lazy Anarchists group. In trying to obtain
a found score from its members for our common installation 5° for J. C., | wrote several e-mails to Gen Ken, but he didn't reply
any of them. A few days before the opening, when | had started to attribute his long silence to laziness, he finally responded,
just after his return from India where he had spent some time. “I love John Cage,” he wrote, producing a laminated offering from
a Vishnu Temple in South India for me. The stand in which the scores by other members of the group were already waiting
accepted the offering with liberal broadmindedness: a missing piece in the anarchically arranged mosaic of possible scores
landed in its structure quite coherently.

86



Cage byl presvédcen o socidlni povaze hudby a uméni obecné. Tato vira se pro néj stala ritudlni vili, pohanéla
jeho tvorbu, aby ji nakonec pfivedla k environmentalistickym strategiim a participacnim uméleckym formam. Nevéfil viak
organizovanym formam vlady; byl zaryty individualista s antiinstitucionalnimi postoji. Nepodepisoval dokonce ani pro-
testni petice, s jejichZ obsahem se ztotoZznoval. Upfednostiioval smysluplnou aktivitu pred kritickymi nebo negativnimi
akcemi. KdyZ se nékdo zeptal na jeho politickou pfislusnost, obvykle odpovidal: ,Jsem anarchista.” Byl zastancem nenasil-
nych spolecenskych zmén; vzory pro né nachazel ve vyvoji moderniho uméni: , Divod, pro¢vime, Ze nendsilné spolecen-
ské zmeny jsou mozné, je ten, Ze zndme nendsilné zmeny v uméni. Nesmime vérit tomu, Ze ménit [ze pouze nicenim,
protoZe ménit mazete i tvorbou.” (Richard Kostelanetz, Conversing With Cage, New York 1989, s. 263.)

Byla to zajisté naivni pfedstava, inspirovana Thoreauovym individualistickym anarchismem a environmentalismem a zalo-
Zend na kvazikfestanském pfesvédceni o dobroté lidské povahy. Pfesto tento koncept pfispél ke Cageové hluboké vife
v postupnou etickou samoregulaci lidského druhu a ddleZitou roli, kterou sehréva véda, technologie, média a uméni
v jeho dalsi kultivaci. Ackoli se povaZzoval za anarchistu, jeho socidIni filozofie byla umirnéna a zcela vzdalend radikalnim
navrhdm anarchistl na uspofadani spole¢nosti; dokonce (na rozdil od Thoreaua) chodil i k volbam. Vyznaval , 0becnou
piitomnost inteligence u lidskych bytosti a neruseni piirody (ekologii),” jak se svéfil v roce 1970 v dotazniku Jacqueline
Bossardové. (Ibidem,s. 285.)

Cage sbiral riizné vyroky o anarchismu a v lednu 1988 mél v New Yorku pfednasku nazvanou Anarchie (v roce 2001 ji knizné
vydalo vydavatelstvi Wesleyanské univerzity). Stejné jako mnohokrat predtim, i tento sv{j text strukturoval v mezostisich
z myslenek jinych autor(, tentokrat anarchistG a volnomyslenkari. A opét se o pomoc obratil na spolehlivého pfitele I-ting,
jehoZ hexagramidm podrobil vyroky Bakunina, Fullera, Goldmanové, Kropotkina, Malatesty, Whitmana a Tolstého (predtim



mu vSak Andrew Culver pfeved| I-ting do pocitacového programu IC). Dvacet mezostichovych poém Anarchie je spiSe
nez formulaci jasné politické orientace manifestaci Cageova poetického indeterminismu. Jeho verze anarchismu byla
vhodnéj3i pro jeho otevienou poetiku nez pro radikaini socidlni projekty. Projevila se zejména v ndpaditych aplikacich
nahodnych operaci v kreativnim procesu a ¢astecné i v jeho pragmatické Zivotni filozofii. Nechtél nikdy ubliZit Zadné
bytosti a nepfestaval zd(razhovat uvazené a vyvazené prerozdélovani ,utilit”, které pokladal za nejsilnéjsi motivacni
Cinitel lidské existence a aktivity v globalni vesnici: , Nepotrebujeme vlddu. Potfebujeme utility: vzduch, vodu, energii,
dopravni a komunikacni prostredky, jidlo a pfistresi. Neni ndm tfeba imagindrnich horskych hibeti mezi oddélenymi
ndrody. Mizeme délat tunely pres skutecné. Anemdme zapotrebi ddle rozdélovat lidi na ty, ktefi maji to, co potrebujf,
a ty, kteri ne. ...Musime ddt vSem lidem vse, co potfebuji pro to, aby Zili, jak sami chtéji. Nase soucasné zdkony
ochrariuji bohaté pred chudymi. Jestli vabec maji byt zdkony, potrebujeme takové, jez zacinaji akceptovdnim chudoby
jako zpisobu Zivota. Musime udélat zemi bezpecnou pro chudobu bez zdvislosti na vlddé.” (John Cage, Anarchy,
Middletown 2001, s. VI.)

Nadhernym pfikladem Cageova tvofivého anarchismu je jeho Radio Music (1956), kompozice, v niZ jeden az osm hracd
ladi jednotlivé radiopfijimace na vysilaci frekvence pfedepsané v chronologickém sledu v partitufe pro jednotlivé party
(rédia). Cage ji podle vlastnich slov zkomponoval jako obrannou reakci na proliferaci pfenosnych radiopfijimaci, které
prisly v 50. letech v Americe do mddy a kontaminovaly verejny prostor rusivymi zvuky. Anarchickou apropriaci rusivych
zvukl uspokojoval svou celoZivotni touhu po filantropicko—ekologické syntéze, ke které se chtél dopracovat trpélivym
rozbijenim nepfirozené dichotomie ,pfijatelné/nepfijatelné”.

Také Christian Marclay pracuje ve svém instruktivnim participacnim konceptu Hovory pro Cage s anarchicky
distribuovanymi zvuky, jez dnes dominuji vefejnému i intimnimu prostoru — vyzvanécimi tény a melodiemi mobilnich
telefon(. Proménlivy environment nezamérnych zvukovych reprezentaci, ndhodné generovany vstupy navstévnik(, se
stal vhodnym ambientnim doprovodem k celé vystavé. Ze stejného roku pochazejici zvukovy kus Davida Dunna Prahy



a kiehkeé stavy (11. zdfi 2011) je minén jako simulace samoorganizujiciho se sonického systému, jeZ byl generovén
nazivo s pomoci nelinearnich chaotickych oscildtorG a mé evokovat biologické prostfedi, schopné samoorganizace na
primarni existencni Urovni. Chaos se potkava s rytmem v prostoru, ktery Deleuze a Guattari nazvali chaosmem. Zdali je to
charakterem ten samy prostor, do kterého nés zve Dunn, je na uvazenou citlivého a premyslivého posluchace; v kazdém
pripadé jsou dynamické interakce, zvukové i filozofujici, mezi elektronicky generovanym prostiedim, percepcnimi navyky
posluchaci a jejich mentdlnimi asociacemi velice atraktivni. | chaoticka struktura obou axialnich kreseb George Quashy
(2011), jakychsi dvojcat, je ztélesnénim autorovy pfedstavy o reprezentaci samoorganizujicich se konfiguraci. Ackoli se na
jejich vzniku podilela ndhoda, nejsou vysledkem rigorézné uplatnénych nahodnych operaci. Vznikly béhem kresebni per-
formance, kdy obé ruce nardz kreslily tfemi rdznymi $tétci, namocenymi ve Ctyfech rozdilnych barvach, nepferusovanymi
pohyby od stfedu téla podle axidlniho principu. SpiSe neZ s cageovskou aleatorickou kompozi¢ni metodou koresponduijf
tudiZ s principem intuitivniho indeterminismu.

Tento rok mi néktefi pfatelé a znami, ktefi mi dosud vytykali, Ze Iéta nechodim k volbdm, poprvé spontanné a ponékud
roz¢arované fikali, Ze moje ,rezignujici” pocinani schvaluji. Zfejmé koneéné pochopili, Ze ,mensi zlo”, které pofad volili, je taky
jenom zlo a Ze volit proti nékomu nebo nécemu viibec neni svobodné rozhodnuti. Sdm se povazuji za ,liného anarchistu” a pred
[éty jsem inicioval vznik seskupeni The Lazy Anarchists. Ve snaze ziskat od jeho dalSich ¢lenl nalezenou partituru pro nasi spolec-
nou instalaci 5° for J. C., jsem napsal nékolik maild Gen Kenovi, ale odpovédi jsem se nedoc¢kal ani na jeden z nich. Par dni pfed
vernisazi, kdyZ uz jsem zacal jeho dlouhé mlceni pfipisovat lenosti, ozval se konecné po névratu z Indie, kde néjaky ¢as pobyval.
.Miluji Johna Cage,” napsal a nabidl mi laminovanou obétinu z chrdmu boha Visnu v jizni Indii. Stojanek, ve kterém jiz cekaly
partitury od ostatnich ¢lend skupiny, ji pfijal s liberalni velkorysosti. Chybéjici kaminek do anarchicky sestavené mozaiky moznych
partitur zapadl do jeji struktury vskutku koherentné.



David Dunn

John Cage was an oracle as much of scientific
ideas about chaos and complexity as of chance and
randomness in art. While his aesthetic innovations
solidified the idea of hearing the soundscape as
music, emancipated noise as legitimate musical
material, and sought to allow all sounds an auto-
nomous status, his ideas also ironically contributed
to a reawakening of the archaic skill of hearing
the soundscape as a meaningful network of com-
munication.

Thresholds and Fragile States (September 11, 2011)
20M
90 | photograph and sound recording / fotografie a zvukova nahréavka






Christian Marclay

John Cage told me once that he liked to listen
to car alarms when they woke him up at night. He
said that if you focused on their sounds for long
enough they would become interesting and even-
tually put you back to sleep. This was in the early

80s when car alarms were a real nuisance in New
York City.

Calls for Cage
201
92 | instruction for participatory piece / instrukce pro participacni kus



Von: Christian Marclay

Datum: 14. Dezember 2011 12:04:31 MEZ
An: Jozef Cseres, Georg Weckwerth
Betreff: Calls for Cage

Dear Jozef Cseres and Georg Weckwerth,

For my participation in John Cage's 100 birthday anniversary exhibi-
tion, | would like to propose a participatory piece. A sign would instruct
visitors to play the ring tones programed on their mobile phone. These
alarm sounds would create a random soundtrack throughout the exhi-
bition.

John Cage told me once that he liked to listen to car alarms when they
woke him up at night. He said that if you focused on their sounds for
long enough they would become interesting and eventually put you
back to sleep. This was in the early 80's when car alarms were a real
nuisance in New York City.

All the best,
Christian Marclay

PS: Please print this email and post it on the wall(s) in the gallery.



George Quasha

What stays with me about knowing John Cage
was the way he lived his life and art effortlessly,
with a certain grace, spontaneous joy, and generous
humour. He showed how work can be self-true in
the way it fits the moment and the place, following
one’s own rhythm that is singular yet openly
responsive. He altered people’s listening and thin-
king (changing the world without making matters
worse) just by being and speaking as himself.

Axial Drawings for John Cage: No. 1, 2 [5 November 2011]
20m

94 | diptych of works with four colours in acrylic ink on paper / diptych, ctyfbarevnd akrylova tus na papife






John Cage's musical notation was as inventive and innovative as his music; he allowed unusual visual signs to

represent sounds. In 1969 he published the book Notations (Something Else Press, New York 1969), a collection of more
than 250 samples of scores by various composers and intermedia artists, which revealed not only the individual writing
styles of the artists included but also the limits of traditional notation, which Cage thought was no longer suitable for
the dynamic developments in music neither for the deconstructive practices of the avant-gardes.
Some 20™ Century experimental musicians and composers began to interpret the non-musical visual structures and
patterns of abstract paintings in tones and sounds soon after early Modernist artists had broken with conventional
representation and began to create abstract compositions of lines, colours, and patterns derived from nature or from
mathematical and geometric structures. Both tendencies became especially strong in the Conceptual and Minimal art
movements of the 1950s and 1960s and were reflected also in Cage’s unusually illustrated scores that fused the aesthetics
of free—drawing with the pragmatics of instructive music notation. His experiments in music required unconventional graphic
notation. Cage was an experimentalist by nature and in the 1950s he moved the art of notation beyond functional limits,
confirming the graphic score as a legitimate genre. In 1957, his artist friends, Jasper Johns and Robert Rauschenberg,
therefore organized an exhibition of Cage’s extraordinarily notated scores at the Stable Gallery in New York City.
In terms of conceptual importance and stylistic accomplishment, Cage's graphic scores are remarkable examples
of his independent and open—minded experience as well as of the most advanced visual art of the period in which he
achieved his artistic maturity.
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The contribution by Nicolas Collins reveals an odd old story. In 1974, as a student of Alvin Lucier at Wesleyan
University, he was engaged to perform in the premiere of Cage’s orchestral piece Etcetera (1973). Collins role was “instru-
mental”; he was asked to manipulate a tape during the concert. To make his work easier, Cage provided him with hand-
written transpositions of the particular hexagrams (I-Ching) into numeric signs helpful to him in operating the amplifier
accurately. The pragmatic “score” with two sketches, far from traditional notation, became an estimable memorabilia
later activating the memories of useful life and artistic experience. Ray Kass delivered a piece stemming from his personal
meetings and collaboration with John Cage as well. Back in 1989, in his studio in Christiansburg, Virginia, he built a special
giant brush for Cage who “painted” a 5 meter long “composition for a painting” on rag paper with it, having left his
footprints in its structure. The painting is a performance too, since, following the steps of Pollock’s action painting and
Rauschenberg'’s automobile tire print and stepping inside the brush construction, it accents the performative, gestural,
and processual aspects during an artwork'’s creation. Later it became a score for the performance John Cage’s STEPS:
A Composition for a Painting to be Performed by Individuals and Groups, performed by various artists including
the Merce Cunningham Dance Company. Kass' version of the score from 2006 was created precisely for Cunningham.
Milan Grygar's sketchbook Blue Score was created as well with clear intention of having it performed by musicians.
Although it doesn't include any instructions and doesn't fix any tone or sound parameters, it became a favourite reper-
toire item of some Czech musicians and ensembles that used to play it generally on piano in two different ways — either
with four hands on one piano or simultaneously on two pianos. It is a real graphic music; the different colour intensity
of blue stamped blots directly determines the characteristics of sound what leads some musicians to coordinate a very
dynamic performance. Alan Licht’s sophisticated score C-A-G-E Spells Licht is visual as well as it replaces the sound
source with a light source. It connects a restrictive concept, reducing the material to four notes (not tones) C, A, G, and E,



with a word game, articulated both conceptually and visually. Playing with the connotations of his surname, Licht divides
the artistic responsibility between himself as a composer, curator as a conductor, and light source as a performer.
A really effective solution that dares to sacrifice a primal medium of music, sounding sounds, on behalf of a conceptual
purpose. Peter Graham also works in a series of graphic scores Get Out of Whatever CAGE with the letters—notes of
Cage's surname using it for the pun in the title, but his artistic purpose is totally different from Licht's. Graham's scores
are intended for sound performance but they ignore the conventions of traditional notation, letting the freed sounds (as
well as the interpretational acts) out of the cage of established tone configurations. Discreetly disseminated notes form
typographically stylized clusters of signs, whose musical interpretation is not subjected to determining algorithms, but
contrariwise, it can lead to surprising sound solutions; Graham, as a composer and performer, has rich experiences with
this. The colossal, 5-metre long combined painting Per Cage by Svetozar Ilavsky is from his “Scores” series, developed
continually since the mid-1980s. The series was inspired by the compositional methods of Erik Satie, Steve Reich and
especially John Cage that Ilavsky, himself a musician, inventively applies to the medium of painting. The genesis of
the painting—score Per Cage was to a great extent caused by chance. Its structure was determined by real brain activity
of factual people, hospital patients, represented through EEG records, the linear diagram creating an initial schematic
for potential musical realization. With the help of aleatorics (targeted perforations and also use of the natural imperfections
and defects in the canvas, paper and paint, as well as the unwanted effects which arose while handling them), the traces
of the creative process are imprinted in it and emphasized with a single purpose — to achieve a visual structure open
to sound interpretation. The attempt to violate chance gives birth to ambivalent relationships between the compositional
method of John Cage, its application in the medium of fine art, and the urge toward new musical reconstruction. At very
first sight, the drawing—scores of Gerlinde Wurth evoke a punctualistic composition. Cage interrelated with Bach seems
to be a beautiful metaphoric representation for the differentness of two orders — the determinedly contrapuntal
(Bach) and the undeterminedly contingent (Cage). With the simplest means (points and lines) the idiosyncratic notation
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expresses a barely fulfilable desire to integrate two opposed planes — the “transcendent, organisational plane of Western
music based on sound forms and their development” and the “immanent plane of consistency of Eastern music, composed
of speeds and slownesses, movements and rest.” (Gilles Deleuze—Félix Guattari, A Thousand Plateaus, London—New York
2004, p. 298.) Lines do not intersect at geometric points, as one would logically expect, but here the points are rather
the vibrating milieu where rhythm is supposed to meet chaos. And so, evoked punctualism doesn‘t work in this case.
Score of Joan LaBarbara is quite different but it represents chaosmos too. It is a working sketch to her new multimedia
piece Persistence of Memory the structure of which was influenced by Cage's method of juxtaposing different sonic
events (including silences) and letting them flow independently from the accompanied film imagery (created by Alex-
sandar Kostic). The sketch is not notation at all; it verbally lists the instruments as well as the sounds they intend to imitate
and linearly indicates the sonic movements and progressions. But this kind of audio mimesis has nothing to do with narration
but with an “immanent plane of consistency ... composed of speeds and slownesses, movements and rest.” Yasunao
Tone wrote 10 Haikus of Matsuo Basho for the harpist Rhodri Davies using Japanese calligraphic notation and prescri-
bing him a prepared harp. As in many other pieces, also in this one he converts text (haiku poems by the legendary poet
Basho) to sounds. The beautiful score on rice paper is a transcription of original calligraphic signs into the practical
tablature that gives musician quite a large space for momentary improvisations according to the strict instructions as it
doesn't include pitches but determines the positions of fingers and special playing techniques. The performer actually
generates the sounds by imitating the calligraphic strokes of brush. The important part of the score is a transparent foil
with interpretation signs that the performer had to place over the page of calligraphic drawing before he starts to play.
Partitions trouvés collected by the members of The Lazy Anarchists reflect their obsession to appropriate and to
index. Aware of the ungraspable nature of the world in its countless and changing phenomena and manifestations, they
profess a nomadology. Structures and rhythms that yield the plate with unused electrical resistors from a flea market
in Singapore, an offering from a Vishnu Temple in South India, QR code of Cage’s silence, the alphabet of Braille writing,



and a calendar of Sumatran Bataks, altogether form an attractive assemblage of desire to interpret world without meta-
physical ambitions. Hong-Kai Wang used a found score in a very different way and with a different purpose. The operatic
score by Taiwanese composer Kuo Chih—Yuan served, for her, as a basis for a discussion on the possibilities and limits
of sound interpretation of conventional notation. She invited various Vienna—based musicians, having restricted her
authorial input as initiator and observer of the social situation. The collaborative piece, entitled after the statement by
composer Herbert Briin “a composer is that without which something would not have happened,” relativizes the role of
score in musical processand, in a very Cagean spirit, it emphasizes the conceptual and processual aspects of the creative
act. Franz Hautzinger’s scores are equally important for his “pure composing” as improvisation is. In the process
of music—making they play a creative and restrictive function at the same time; non—discoursive aggregation of their
elements is on the one hand the nourishing soil for free improvisation, on the other their binding schematic serves as
a vehiculum of compositional thought. We can see it clearly also in the pen drawing—score Cage 66: the spontaneous,
visually attractive calligraphic gesture, typical for Hautzinger, is moderated with pragmatic purpose, in this case with
directed linear trail of sound. The trail of sound (especially of long tones and drones) is key also in Tibetan Tunnels by
Hilary Jeffery. This composition, a part of the chamber suite Sunflood, and its unique score, inspired by the Tibetan
Book of the Dead, are the results of the author’s intense interest in new compositional forms that take into considera-
tion spatial-temporal and phenomenological aspects of music making. Thanks to its sound, space and visual solutions,
it is a real “music of inner (= outer) space”, as its author calls it, that pays hold to Cagean “all-sound music” (the virtual
one as well).

The railway bridge above the road leading to my home in Nové Zamky has its ceiling furrowed with grooves from trucks,
the drivers of which didn’t estimate the height of their vehicle with respect to the bridge. Martin discovered a giant score in the linear
structure of the ceiling of the bridge. As | have been collecting possible scores for years, | was delighted with his discovery. “Another
contribution to my collection of found scores,” | thought. Perhaps we will muster up the courage to make music according to it one day.
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Hudebni notace Johna Cage byla stejné invencni a inovativni jako jeho hudba; umoznil neobvyklym vizualnim

znakdm reprezentovat zvuky. V roce 1969 publikoval knihu Notace (Something Else Press, New York 1969), sbirku
vice nez 250 ukézek partitur od rGznych skladatell a intermedidlnich umélc(, kterd odhalila nejenom individualn{ ruko-
pisné styly zafazenych umélcd, ale téZ limity tradi¢ni notace, kterd jiz dal podle Cage neodpovidala dynamickému vyvoji
v hudbé ani dekonstruktivnim praktikdm avantgard.
Néktefi experimentalni hudebnici a skladatelé 20. stoleti zacali interpretovat nehudebni vizudlni struktury a vzorce
abstraktnich maleb prostfednictvim tond a zvukd poté, co se rani modernisté rozesli s konvencni reprezentaci a vytva-
feli abstraktni kompozice z linii, barev a vzorc(i odvozenych z pfirody nebo matematickych a geometrickych struktur.
Obé tendence se vyrazné projevily zejména v hnutich konceptualniho a minimalistického uméni v 50. a 60. letech
20. stoleti a odrazily se také v Cageovych vizualné neobvyklych partiturach, spojujicich estetiku volné kresby s prag-
matikou instruktivni hudebni notace. Nekonvencni grafickou notaci si vyzadaly i jeho experimenty v hudbé. Cage mél
experimentovani v povaze a v 50. letech dovedl uméni notace za funkéni omezeni a potvrdil grafickou partituru jako
legitimni Zanr. Jeho umélecti pratelé Jasper Johns a Robert Rauschenberg proto v roce 1957 zorganizovali v newyorské
Stable Gallery vystavu Cageovych mimofddnych partitur. Z hlediska konceptuélni zdvaznosti a stylistického vykonu jsou
to pozoruhodné priklady svébytné a vnimaveé zkusenosti a zaroven nejprogresivnéjsiho vizualniho uméni doby, ve které
Cage dosahl své umélecké dospélosti.

Pfispévek Nicolase Collinse odhaluje zvlastni stary pfibéh. V roce 1974 byl jako student Alvina Luciera na
Wesleyanské univerzité zaangazovan do premiéry Cageova orchestrdlniho kusu Etcetera (1973). Collinsova role byla
Linstrumentalni”; béhem koncertu mél manipulovat s magnetickym pasem. Ve snaze usnadnit mu praci mu Cage dodal
ruc¢né psané transpozice pfislusnych hexagram( (I-ting) do numerickych znak(, uzitecné pfi spravné obsluze zesilovace.



Pragmatické ,partitura”se dvéma skicami, hodné vzdalena od tradi¢ni notace, se stala cennou memorabilii aktivujici
pozdéji vzpominky na uzite¢nou Zivotni i uméleckou zkuSenost. | Ray Kass pfispél dilem, jez pochazi z jeho osobnich
setkani a spoluprace s Johnem Cagem. Jeté v roce 1989 sestrojil ve svém ateliéru v Christiansburgu ve Virginii pro Cage
obfi specidlni Stétec, ktery s nim pak na hadrovy papir ,namaloval” pfes 5 metrd dlouhou ,kompozici pro malbu”, pficemz
v jeji struktufe zanechal otisky svych bot. Malba je i performanci, protoze, ,kraceje ve stopach” Pollockova akéniho malo-
vani a Rauschenbergova tisku automobilovou pneumatikou i uvnitf konstrukce $tétce, akcentuje performativni, gestické
a procesualni aspekty vzniku uméleckého dila. Pozdéji se stala partiturou pro predstaveni KROKY Johna Cage: Kompo-
zice pro malbu pro jednotlivce i skupiny, které dodnes predvadéji rlizni umélci, véetné tanecniho souboru Merce Cunning-
hama. Kassova verze partitury z roku 2006 byla vytvofena pravé pro Cunninghama. S jasnym zémérem hudebni inter-
pretace vznikla i sesitova Modrd partitura (1972) Milana Grygara. PiestoZe neobsahuje Zadné instrukce a nefixuje
Zadné tonové ¢i zvukové parametry, stala se oblibenou repertodrovou polozkou nékterych ceskych hudebnikl a soubor,
ktefi ji hravaji na klavir zpravidla dvojim zplisobem — budto Ctyfru¢né na jednom klaviru, nebo simultdnné na dvou
klavirech. Je to skutecna grafickd hudba; rGzna barevnd intenzita modrych razitkovych skvrn pfimo determinuje charak-
teristiky zvuku, coz vede hudebniky ke koordinovanému a velice dynamickému provedeni. Rafinovand partitura Alana
Lichta C-A-G-E hldskuje Lichta je rovnéz vizualni, ponévadZ nahrazuje zvukovy zdroj svételnym. Spojuje restrikéni
koncept, redukujici material na ¢tyfi noty (nikoli tdny) — C, A, G a E— se slovni hfickou, artikulovanou konceptualné
i vizualné. Pohravaje si s konotacemi svého pfijmeni, Licht rozdéluje uméleckou odpovédnost mezi sebe jako skladatele,
kuratora jako dirigenta a svételny zdroj coby interpreta. Vskutku pisobivé feSeni, jez se nezdrdha obétovat primarni
médium hudby, znéjici zvuky, ve prospéch konceptudlniho zaméru. Ackoli i Peter Graham pracuje v cyklu grafickych
partitur Get Out of Whatever CAGE s pismeny/notami Cageova pfijmeni a vyuziva jej i pro slovni hficku v ndzvu, jeho
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umélecky zamér se zcela li$i od Lichtova. Grahamovy partitury jsou urceny ke zvukovému pfedvedeni, ignoruji véak kon-
vence tradi¢niho notopisu a vyproStuji osvobozené zvuky (i interpretacni akty) z klece vzitych ténovych konfiguraci.
Uvazené diseminované noty formuji typograficky stylizované klastry znakd, jejichz hudebni interpretace nepodléha
determinujicim algoritm@m. Naopak mize vést k pfekvapivym zvukovym fesenim, s ¢imz ma Graham coby skladatel i inter-
pret bohaté zkuSenosti. Koloséalni, 5 metr(i dlouha kombinovana malba Svetozara llavského Per Cage (2008) patii do
cyklu ,Partitury” kontinuaIné rozvijeného od poloviny 80. let. Cyklus byl inspirovan skladatelskymi postupy Erika Satieho,
Steva Reicha a zejména Johna Cage, které Ilavsky, sdm také hudebnik, invencné aplikuje na médium malby. Na vzniku
malby/partitury Per Cage se velkou mérou podilela nahoda. Jeji strukturu urcila skute¢na mozkova aktivita konkrétnich
lidi, nemocnic¢nich pacientt, reprezentovana zaznamem EEG. Tento linedrni diagram vytvafi vychozi osnovu pro poten-
cialni hudebni realizaci. Do ni jsou aleatoricky (cilenymi perforacemi, ale téZ vyuzitim pfirozenych nedokonalosti a kaz
platna, papiru a barvy a nechténych efektl, vzniklych pfi zachazeni s nimi) vmanipulovany stopy po tvofivém procesu, jez
jsou zvyraznény s jedinym zdmérem — docilit zvukové interpretovatelné vizualni struktury. Pokus o zndsilnéni ndhody
plodi ambivalentni vztahy mezi kompozi¢ni metodou Johna Cage, jeji aplikaci ve vytvarnickém médiu a nutkdnim opétovné
hudebni rekonstrukce. Kresby/partitury Gerlindy Wurth na prvni pohled evokuji punktualistickou kompozici. Cage spa-
fen s Bachem se zda byt hezkou metaforickou reprezentaci rozdilnosti dvou fadd — deterministicky kontrapunktic-
kého (Bach) a nedeterministicky kontingentniho (Cage). Idiosynkratickd notace vyjadfuje témi nejjednodussimi prostfedky
(body a liniemi) sotva naplnitelnou touhu integrovat dvé protikladné roviny — , transcendentni, organizacni rovinu zd-
padni hudby, zalozenou na zvukovych formdch a jejich rozvijeni* a , rovinu konzistence vychodni hudby, komponovanou
rychlostmi a pomalostmi, pohyby a klidem.“ (Gilles Deleuze—Félix Guattari, A Thousand Plateaus, London—New York 2004,
5. 298.) Linie se neprotinaji v geometrickych bodech, jak by clovék logicky ocekaval, ale body jsou zde spise vibrujicim




milieu, kde by se mohl rytmus potkat s chaosem. Evokovany punktualismus tak v tomto pfipadé nefunguje. Partitura
Joan LaBarbara je zcela odlisné i ona vsak reprezentuje chaosmos. Je to pracovni skica k jejimu novému multime-
didlnimu dilu Vytrvalost pameti, jehoZ struktura byla ovlivnéna Cageovou metodou juxtapozice rozdilnych sdnickych
udalosti (vcetné ticha) a ponechanf jejich plynuti nezavisle na privodni filmové projekci (vytvorené Alexsandarem Kosti-
cem). Skica neni viibec notaci; slovné uvadi nastroje i zvuky, které maji imitovat, a linedrné naznacuje sénické pohyby
a progrese. Takovato audiomimézis vSak nema nic spole¢ného s naraci, ale s ,imanentni rovinou konzistence ... kompo-
novanou rychlostmi a pomalostmi, pohyby a klidem.” Yasunao Tone napsal 10 haiku od Macua Basda pro harfistu
Rhodriho Daviese. Pouzil v nich japonskou kaligrafickou notaci a pfedepsal mu preparovanou harfu. Stejné jako v mnoha
dalsich kusech, i v tomto pfevadi text (basné haiku od legendérniho poety Basda) na zvuky. Nadherna partitura na
ryzovém papire je transkripci pdvodnich kaligrafickych znakl do praktické tablatury, ktera hudebnikovi poskytuje znacny
prostor pro momentové improvizace podle striktnich instrukci, jelikoZ nezahrnuje ténové vysky, ale urcuje polohy prstl
a specidlni hracské techniky. Interpret vlastné generuje zvuky imitovanim kaligrafickych tahd Stétce. DileZitou ¢asti parti-
tury je prdsvitna folie s interpretacnimi znaky, kterou musi hrac prelozit pres stranku s kaligrafickou kresbou predtim, nez
zacne hrat. Partitions trouvés, jez sesbirali clenové The Lazy Anarchists, odrazeji jejich obsesi prisvojovat si a oznaco-
vat. S védomim neuchopitelnosti svéta v jeho nespocetnych a proménujicich se fenoménech a manifestacich vyznavaiji
nomadologii. Struktury a rytmy, odvozené z tabulky s nepouzitymi elektrickymi odpory z blesiho trhu v Singapuru, obé-
tiny z chrdmu boha Visnu z jizni Indie, QR kddu Cageova ticha, abecedy Braillova pisma a kalendafe sumaterskych Batak(,
spolecné vytvafi asamblaz touhy interpretovat svét bez metafyzickych ambici. Zcela jinym zplisobem a s jinym zamérem
pouzila nalezenou partituru Hong-Kai Wang. Operni partitura tchajwanského skladatele Kuo Ci-Juana ji poslouzila
jako vychodisko pro diskusi o moznostech a limitech zvukové interpretace konvencni notace. Pfizvala k ni videriské
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hudebniky rizného zaméfeni a sama sviij autorsky vklad omezila na inicidtora a pozorovatele socialn situace. Kolabora-
tivni kus, nazvany podle vyroku skladatele Herberta Briina ,Skladatel je nékdo, bez koho by se néco nestalo”, relativizuje
roli partitury v hudebnim procesu a zcela v cageovském duchu zddraziuje konceptudlni a procesuélni aspekty tvarciho
aktu. Partitury Franze Hautzingera jsou pro jeho ,Cisté komponovani” stejné dileZité jako improvizace. V hudebnim
procesu sehravaji kreativni a zaroven restriktivni funkci; nediskurzivni agregace jejich prvkd je na jedné strané vyZivnou
pldou pro volnou improvizaci, na druhé strané ale jejich svazujici schéma slouzi jako vehikulum kompozi¢niho mysleni.
Jasné to mGzeme vidét i na perokreshé/partituie Cage 66: spontanni, vizualné pfitazlivé kaligrafické gesto, typické pro
Hautzingera, je zmirnéné pragmatickym zamérem, v tomto pfipadé fizenou linearni drédhou zvuku. Draha zvuku (zejména
dlouhych ténl a dron() je klicova téZ v Tibetskych tunelech Hilary Jefferyho. Tato kompozice, jeZ je soucasti komorni
suity Sunflood, i jeji origindlni partitura, inspirovana Tibetskou knihou mrtvych, jsou vysledkem intenzivniho zajmu
autora o nové kompozicni formy, jez by zohledfiovaly ¢asoprostorové a fenomenologické aspekty hudebni produkce.
Svym zvukovym, prostorovym i vizudlnim feSenim je to skute¢na ,hudba vnitiniho (= vnéjsiho) prostoru”, jak ji nazyva sém
autor, vzdavajici hold cageovské ,hudbé vsehozvuku” (i té virtualni).

Strop Zelezni¢niho mostu, pod nimz vede cesta k mému bydlisti v Novych Zadmcich, je zvrasnén ryhami po nékladdacich,
jejichz fidici neodhadli vysku svého vozidla nebo mostu. Martin spatfil v linedrni struktufe na stropé mostu obfi partituru. Jelikoz
[éta sbirdm mozné partitury, byl jsem jeho objevem nadSen. ,Dal3i pfispévek do mé shirky nalezenych partitur,” pomyslel jsem si.
Snad se jednou odhodlame také k hudebni realizaci.



Nicolas Collins

Meeting John Cage

| first met John Cage in February, 1974. | was a student of Alvin
Lucier at Wesleyan University in Middletown, CT, 2 hours outside
of my hometown of New York City. Cage — who had a long,
close relationship with both Wesleyan and Lucier — came up to
premiere Etcetera, a composition for a “World Music Orchestra”,
as part of the opening festivities of Wesleyan’s new Arts Center.
| was asked to assist in the electronic portion of the work.

In those days Cage carried about with him a huge sheaf of
comﬁuter printouts of a program written by colleagues at

the University of Illinois at Champagne{Urbana (where he had
composed HPSCHD with Lejaren Hiller). Each page of the fan-
fold paper contained dozens of virtual tossings of the | Ching.
In the days before fersonal computers, Cage consulted this main-
frame-generated stack as an efficient alternative to tossing coins.
My task was to change the panning of a tape at various times
during the performance — a mundane task as | saw it, but
one that Cage took as seriously as any instrumental part.
Cage generated my instruction during one of the rehearsals by
translating a Igage of the hexagrams into settings of the balance
control on a Dynaco amplifier.

My education as a composer was a social one: Lucier taught not
by assigning reading or analyzing scores, but by immersing us in
the lives and work of his musical colleagues. Looking over Cage’s
shoulder as he composed my part (and leaving the hall that
night with an original “score” in my pocket) was one of the high-
points of that experience.

Meeting John Cage
2011
106 | score, sketches and text / partitura, nacrtky a text






Peter Graham

John Cage byl pro mne velmi |nsp|ru1|c|m skla-
datelem ve smyslu otevienosti k riznym moZnostem
tvoreni hudby. Jeho dilo, nazory a jeho osobity pfi-
stup ke kompozici mé povzbudily k hledani vlastni
cesty. Je mi stale vzorem neprestavajici zvida-
vosti, tvorive sily, Zivotaschopnosti a pfipravenosti
k novym objevam.

Get Out of Whatever CAGE
1992
108 | series of graphic score, letraset on paper (part) / cyklus grafickych partitur, propisot na papife (¢ast)
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Milan Grygar

Velikost Johna Cage je v jeho prekracovani
hranic umeéni.

Modra partitura (Opus 1)
1972
110 | graphic score sketchbook (parts) / sesitova grafickd partitura (¢sti)
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Franz Hautzinger

In Reflektion auf das Werk von John Cage
komponierte ich in den frilhen 90er eine Reihe
von Stiicken in graphischen Partituren notiert.
Zu dieser Zeit war mein Schaffen von John Cage
sehr beeinflusst. Er inspirierte mich wesentlich.
Ich habe immer sein Denken in Komposition und
den Umgang mit Strukturen, Material und Klang,
verehrt. Er ist fiir immer noch einer meiner
Favorit—Komponisten.

Sein Werk, zeitlos und von rarer Schonheit.

Cage 66
1998
112 | graphic score, pen drawing on paper / graficka partitura, kresba perem na papife
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Svetozar llavsky

Cage objavil priestor, ¢i bod, odkial je vzdy
a vSade, kazdym smerom rovnako daleko; pre
pozorného pozorovatela je to vynimocny stit.
Prejavy veci a udalosti maju svoju vlastnu logiku
aj bez ndas. Ak mame $tastie, ..,ndhoda“ nas na to
upozorni — je sofistikovanejSia ako nase usilie.

Per Cage
2008
14 | acrylic and mixed media on canvas / akryl a kombinovana technika na platné






Hilary Jeffery

By bringing attention to all sounds in
the environment as potential music, the work
of John Cage also brings to our attention
internal sounds. These include physical,
mental and imaginative sounds. This focus
has influenced me in my work of creating
a music of “inner (= outer) space”. This work
is an exploration of musical space which
implies and sometimes leads to a realm of
supposedly impossible silence.

Tibetan Tunnels (part of the “"Sunflood” suite)
2006

116 | graphic score on chart paper / grafickd partitura na milimetrovém papife
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Ray Kass

Water played an essential role in John Cage’s
developing artwork for many years, both strate-
gically and as a source of content or subject. His
watercolours achieve a dynamic mirror-like trans-
parency and reflectivity on the surface similar to
what we may experience when we look across
water or ice. Light emanating from a mirror reveals
a shifting, iridescent imagery: it is a revelation
of an ever-changing process that is replete with
illuminating layers.

John Cage was something of an alchemist; in
making his final watercolours at the Mountain
Lake Workshop, he commented that he was
trying to “change fire into water.”

For Merce Cunningham — a performance of John Cage’s STEPS: A Composition for a Painting
to be Performed by Individuals and Groups; performed on July 27, 2009
2009

118 | ink and watercolour on nylon fabric / tu$ a akvarel na nylonové latce






Joan La Barbara

With all the chaos in the world, why do you create
more?” were the first words | ever spoke to John Cage.
“Perhaps when you go back out into the world, it
won’t seem so chaotic anymore.” Was the reply he
gave, after searching me out in the crowded Berlin
Philharmonie in 1972, during a particularly disturbing
performance of HPSCHD. John Cage became my
mentor and my friend, countering my questions with
new questions, to elicit the knowledge that was
already inside me. He encouraged my explorations,
showing by example how to stand up to adver-
sity. In the two decades that we worked together,
| saw him respond to many situations with care,
patience and generosity, and | performed his music
in circumstances that were sublime and devastating.
His lasting effect on my own music lies in problem
solving: layering disparate elements in ways that
defy logic but provide surprising results: | rely on
this methodology in my compositional process. And
he is always hovering at my right shoulder, beaming
beatifically as he did in his first words to me.

Persistence of Memory
201
120 | working score sketch for musical composition / pracovni nacrt partitury pro hudebni kompozici
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Alan Licht

A Dictionary Definition of Music minus
j»o.h,n,c,a, g, and e:

t _si_____rr__f rdrigt s _rs_
u__si_su___ssi__,i_ mbi_ ti_ ,_di_
t mp rlr L ti__s ipst_pr.du__ ___
mp_siti__ h_vi_g u_ity __d c__ti_uity
v_ Listrum__tLl__m ic_ls_u_
ds __vi_gr_yt_m, m_L_dy. rm__y

C-A-G-E Spells Licht
20m
visual perforated score involving light / vizuaIni perforovana partitura se svétlem






The Lazy Anarchists

John’s disciplined ears weren’t lazy at all.

5 forJ. C.
2011-2012
124 | assemblage of found scores / asambldz nalezenych partitur
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Yasunao Tone

Not Wanting to Talk About Either Marcel
Nor John.

Ten Haikus of Matsuo Basho — for Harpist
2006
126 | calligraphic score with instructions (part) / kaligrafickd partitura s instrukcemi (¢ast)






Hong-Kai Wang
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Herbert Briin: a composer is that without which something would not have happened
2012
128 | recorded performance / zaznam performance







Gerlinde Wurth

Zwei von mir sehr verehrte Komponisten. Bach
ist gro3 und blockhaft wie Pindar. Cage bewundere
ich wegen des Muts und der Freude am Experimen-
tieren. (Das habe ich mit Letzterem gemeinsam.)

Bach Cage
201
130 | graphic score, ink and felt pen on paper / grafickd partitura, tus a fix na papife






To write! To write! To write! Cage’s writing obsession was as exigent as his need to consort with sounds.
At the beginning of his artistic career, Cage intended to become a writer. The desire pushing him to rewrite texts by Joyce,
Thoreau, and other favourite authors was stronger than any semantic and syntactic conventions. He advocated the rigorous
demilitarization of language; this alone would make segregated translation entirely useless. “Nonsense and silence are
produced, familiar to lovers. We begin to actually live together, and the thought of separating doesn't enter our minds,” he
wrote in the foreword to M: Writings ‘67— 72 (John Cage, M: Writings '67—72, Middletown 1973.) Cage was simply a scriptor
in the Barthesian sense of this profound and passionate activity; that is, he was writing without metaphysic ambitions,
instead enjoying the exciting combinatory play of rules being established only to be transgressed. His re-writings and
“mesosticing” is comparable to tai—chi training; but through his reqular and patient writing he wasn't exercising the motor
activity of his wrist but rather cultivating his mind and memory. With a recycling strategy and an indeterminist way of
writing, he suppressed his authorial ego and let CODE speak instead of him.
But Cage was writing for the most part with the purpose of reading! Even his lectures are structured in the unconventional
form of mesostics, although their vertical visual punchlines disappear when read. He found “a way of writing which though
coming from ideas is not about them; or is not about ideas but produces them.” (John Cage, Anarchy, Middletown 2001,
p. VI.) He anticipated not only visual but also sound poetry, which was, as the unwanted child of music and literature,
left for a considerable amount of time in the inhospitable asylum of intermedia and exiled to the fringe of serious artistic
interest, or at best labelled as “experimental.” Its various genre manifestations were born from the desire to overcome
the borders of traditional art forms and to balance like an equilibrist on their slippery edges. Cage’s literary work is
essentially intermedia; it naturally oscillates between sonority, gesturality, and visuality (iconic as well as lettristic).
His “inventive poetry,” as Richard Kostelanetz called it, not only liberated the word from its semantic shell, as Marinetti
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once proposed, but above all strongly shattered the hegemony of logocentrism and opened the syntax to intermedia
overlaps. It even arrived at prototypes of intertextual and hypertextual representation. But the chaos preferred by Cage
was not unreined anarchy; rather, it was an intuitive advance signal to a new ethico—aesthetic paradigm, described later
by Félix Guattari in his last book Chaosmosis (Félix Guattari, Chaosmosis: An Ethico—Aesthetic Paradigm, Bloomington,
1992.) It was not any exact theory of chaos but the formulation of the belief that actual poetry cannot be the dictate of
conventional phrases but should instead be the expression of the body through its own language. This kind of formu-
lation partly overlaps with the space where Hakim Bey later situated his ontology of chaos — outside of “hermetalinguis-
tics” and “nihilistic linguistics,” meaning in the space where there is “no ‘lord" of language, no categorical imperatives,
no determinism, no revelation from ‘outside’ or ‘above’, no genetic coding, no absolute essence.” (Hakim Bey, Aimless
Wandering: Chuang Tzu's Chaos Linguistics, 1996, in: www.strange—loops.com/philhakimchaoslinguistics.html.)
Later, thanks to computer programs, Cage's writing and reading plumbed the depths and structures of the human voice's
micro-world. This immersion enabled the vocal micro—units and laryngeal, oral, and paralingual parameters to become
autonomous constitutional units of unconventional poetry and music. But Cage fully respected the natural laws of human
speech and he did not try to enforce it through inappropriate stylisations and meanings. On the contrary, he amplified
— poetically as well as technologically — the emotional charge of human utterance before its reduction, deformation,
or full elimination by the word, which is not, due to its violent character, worth being written with a capital W. Utterance,
fortunately, does not recognize any capital letters or other dominations and discriminations!

Richard Kostelanetz very soon became aware of Cage's revolutionary attitude toward writing as well as
of the hidden depths and folds in his texts and lectures. He went through all of the interviews Cage delivered before
1987, assorting them thematically with an admirable sense for contextual coherency. His Conversing With Cage (Richard
Kostelanetz, Conversing With Cage, New York, 1988.) and John Cage: An Anthology (Richard Kostelanetz, John Cage:
An Anthology, New York, 1991.) are still among the most useful sources for professional and amateur cageologists. His
Plexiglas memorial to John Cage, with a decent Duchampian—Cagean allusion, is deep; its depths lies in the non—transparent



transparency of medium and message. Whereas Arnold Dreyblatt and Jeremy Millar let the CODE speak in lexical
typographés derived with the help of complex chance operations from Cage's original writings, Brandon LaBelle
deconstructed Cage’s Lecture on Nothing through the reading voice of a deaf person, illustrating to us that writing
is only a derivative form of speech and as such cannot be absolutized. Dreyblatt's effective palimpsests with the text
fragments generated from A Year from Monday: New Lectures and Writings by John Cage (John Cage, A Year from Monday:
New Lectures and Writings, Middletown 1967.) interact with a vision of the viewer confirming the non—existence of a single
viewpoint or single interpretation. Millar’s Ex Libris, on the other hand, deconstructs not only mere text, but also
the means and media for its presentation (library, bookcase, shelf, book, page). Derived text fragments, submitted to
unpredictable games of chance, are sensitively installed in situ on the walls and apses of the exhibition room. The dissemi-
nation of the text fragments on the walls only underlines the conceptual background and interpretational ephemerality of
written text. Gary Hill, in his silent black-and-white video Resolution, went even further when he tried to trace a trail of
CODE apart from human perception and even from its technological condition—in the conceptual space between the lines,
in chaosmos where chaos can potentially become rhythm and where the hope of catching the oscillating and vibrating
CODE in statu nascendi still exists. It is the space where electronic signals can give birth to new textuality.

Rewriting Cage seems to be as attractive as Cage's rewritings themselves. Let the codes and words be themselves!

| use to write or translate practically every day. Between teaching and during travelling or waiting | kill the time with writing.
Reading doesn't amuse me so much last years and for the writing | am even paid. Although | cannot make my living from writing, it
satisfies me more than other activities do. Inspired by Cage, few years ago | wrote through some texts by another my favourite,
Roland Barthes. Passionate scriptor Barthes, originator of the concept “writing aloud,” also used to write through the texts by other
authors, though in totally different way as Cage did. Once, writing on the train through the Barthes' autobiography, train suddenly
stopped in the station Rozhrani (Czech word for “interface”), just at the following sentence by Barthes: “Yet this quality is a blackmail as well
(theory blackmailed): love me, keep me, defend me, since | conform to the theory you call for; do I not do what Artaud, Cage, etc.,

have done?” What a coincidence! Two personalities, who were all the time in between, met by chance in a non-metaphorical Interface.
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Psat! Psat! Psat! Posedlost psanim byla u Cage stejné naléhava jako potfeba obcovat se zvuky. Na zacatku své
umélecké drahy se chtél stat spisovatelem. Touha Zenouci ho pfepsavat se texty Joyce, Thoreaua a dalSich oblibenych
autorQ byla silnéjsi nez jakékoliv sémantické a syntaktické konvence. Hlasal dislednou demilitarizaci jazyka; jenom ona pry
ucini segregacni preklad zcela zbyte¢nym. ,Vznikaji nonsens a ticho, tak divérne zndmé milencim. Zacindme opravdu
Zit spolu a nemdme ani pomysleni na separaci, “ napsal v pfedmluvé ke svym M: Writings ‘67 — ‘72 (John Cage, M: Writings
‘67 — ‘72, Middletown 1973.) Cage byl zkratka skriptorem v barthesovském slova smyslu této vazné i vasnivé aktivity.
Psal bez metafyzickych ambici, misto toho se vyZival ve vzrudujicich kombinatorickych hrach s pravidly, kterd jsou stanovena
jenom proto, aby mohla byt vzapéti porusena. Svym zpGsobem bychom mohli jeho pfepsévani a ,mezostichovani* pfirov-
nat ke cvi¢enim tai-¢i; pravidelnym a trpélivym psanim si viak neprocvi¢oval motoriku zapésti, ale tfibil mysl a pamét.
Recyklacni strategii a indeterministickym zplisobem psani potlacil své autorské ego a nechal za sebe promlouvat kéd.
Cage ale psal predevsim proto, aby mohl cist! | své prednasky strukturoval v nekonvencni formé mezostichi, ackoli
ve ¢tené podobé zanikla jejich vertikaIni vizudlni pointa. Nalezl ,zplsob psani, jez neni o myslenkach, pfestoZe z nich
vychazi, anebo, neni o myslenkach, ale myslenky produkuje.” (John Cage, Anarchy, Middletown 2001, s. VI.) Pfedzna-
menal tak nejenom vizudlni, ale téZ zvukovou poezii, jeZ byla jako nechténé dité hudby a literatury nadlouho odloZena
do nehostinného azylu intermédii a vyhos$téna na periferii seriézniho uméleckého zéjmu, v nejlepsich pfipadech byla
nazyvana ,experimentalni”. Jeji rozmanité Zanrové podoby zplodila touha pfekracovat hranice tradicnich uméleckych
forem a ekvilibristicky balancovat na jejich vratkych hranach. Cageovo literarni dilo je bytostné intermedialni; pfirozené
osciluje mezi zvukovosti, gesti¢nosti a vizualitou (ikonickou i lettristickou). Jeho ,invenéni poezie®, jak ji nazval Richard
Kostelanetz, nejenze vysvobodila slovo ze sémantické skofapky, jak to kdysi navrhoval Marinetti, ale pfedevsim znacné
otfasla nadvladou logocentrismu a otevfela syntax intermedidlnim pfesahlim. Dospéla az k prototypdm intertextové



a hypertextové reprezentace. Chaos, ktery Cage vyznaval, vak nebyl bezbfehou anarchii, ale spi3e intuitivni pfed-
zvésti nového eticko—estetického paradigmatu, jak je pozdéji vylicil Félix Guattari ve své posledni knize Chaosmosis (Félix
Guattari, Chaosmosis: An Ethico-Aesthetic Paradigm, Bloomington,1992.) Nebyla to Zddna exaktni teorie chaosu, nybrz
formulace presvédceni, ze aktualni poezie nemlze byt diktatem konvencnich frazi, ale vyjadienim téla prostrednictvim
jeho vlastniho jazyka. V tomto smyslu se Cageova formulace ¢astecné kryje s prostorem, kam Hakim Bey posléze situoval
svou ontologii chaosu — mimo dosah ,hermetalingvistiky” i ,nihilistické lingvistiky”, tedy do prostoru , bez, boha’jazyka,
bez kategorickych imperativii, bez determinismu, bez zjeveni ,zvenci’ ¢i ,shora’, bez genetického kodovani, bez absolutni pod-
staty”. (Hakim Bey, Aimless Wandering: Chuang Tzu'’s Chaos Linguistics, 1996, in: www.strange—loops.com/philhakim-
chaoslinguistics.html.)
Pozdéji se Cageovo psani a ¢teni diky pocitacovym program(m ponofilo do hlubin a struktur mikrosvéta lidského hlasu.
To umozZnilo povysit vokalni mikrocastice a laryngdlni, oralni a paralingvélni parametry na autonomni konstitucni jed-
notky nekonven¢ni poezie i hudby. Cage nicméné pIné respektoval pfirozené zakonitosti lidské promluvy a nesnazil se
ji zndsiliovat nepfiméfenymi stylizacemi a vyznamy. Naopak, amplifikoval — poeticky i technologicky — emocionalni
naboj lidské promluvy jesté predtim, nez ji zredukuje, deformuje anebo dpIné eliminuje slovo, které si pro svdj nasilnicky
charakter zfejmé viibec nezaslouzi, aby bylo pséno s velkym pocatec¢nim pismenem. Promluva, nastésti, zadné kapitalky
a jiné dominance a diskriminace neuzndava.

Richard Kostelanetz si velice brzy uvédomil Cagedv revoluéni pfistup k psani i skryté hloubky a zahyby
v jeho textech a pfednaskach. Prosel viechny rozhovory, které Cage poskytl do roku 1987, a tematicky je sefadil s obdi-
vuhodnym smyslem pro kontextovou koherenci. Jeho Rozmluvy s Cagem (Richard Kostelanetz, Conversing With Cage,
New York, 1988.) a John Cage: Antologie (Richard Kostelanetz, John Cage: An Anthology, New York, 1991.) jeSté pofad
patfi k nejuzite¢néjsim zdrojlim pro profesiondlni i amatérské cageology. Jeho plexisklovy pamdtnik Johnu Cageovi
s jemnou duchampovsko—cageovskou aluzi ma hloubku, kterd spociva v netransparentni transparenci média i sdéleni.
Zatimco Arnold Dreyblatt a Jeremy Millar nechali KOD promlouvat v lexikdlnich typographés, odvozenych pomoci
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sloZitych ndhodnych operaci z plvodnich Cageovych textli, Brandon LaBelle dekonstruoval Cageovu Pfedndsku o Nicem
skrze hlas hluché osoby, kterd text cte, ¢imz ukdzal, Ze pismo je jenom odvozenou formou feci a jako takové ho nelze
absolutizovat. Dreyblattovy efektivni palimpsesty s textovymi fragmenty, vygenerovanymi z Cageovy knihy A Year from
Monday: New Lectures and Writings (John Cage, A Year from Monday: New Lectures and Writings, Middletown 1967.),
vstupuji do interakei s divackym pohledem a potvrzuji neexistenci jediného Ghlu pohledu ¢i jediné interpretace. Na druhou
stranu Millarovo Ex Libris dekonstruuje nejenom samotny text, ale téZ prostfedky a média jeho prezentace (knihovnu,
knihovnicku, poli¢ku, knihu, stranku). Odvozené textové fragmenty, podrobené nepredvidatelnym hrdm nahody, jsou
citlivé instalovany in situ na sténdch a vyklencich vystavniho prostoru. Diseminace textovych fragmentd na sténdch
jenom zvyraznuje konceptualni pozadi a interpretacni efemérnost psaného textu. Gary Hill ve svém tichém cernobilém
videu Rozlisent zasel jesté dél, kdyz se snazil vystopovat dréhu KODU mimo lidskou percepci a dokonce mimo jeho techno-
logickou podminénost—v konceptudlnim prostoru mezi fadky, v chaosmu, kde se chaos mlzZe potencidlné stat rytmem
a kde pofad jesté existuje nadé&je pfistihnout oscilujici a vibrujici KOD in statu nascendi. Je to prostor, kde elektronické
signaly davaji vzniknout nové textualité.

Pfepsavani Cage se zda byt stejné pritazlivé jako samotné Cageovy prepisy textl jinych autord. Umoznéte kodim a slo-
viim, aby byly samy sebou!

) PiSu nebo prekladam prakticky kazdy den. Psanim si kratim dlouhou chvili mezi vyukou a béhem cestovani a ¢ekani.
Cist mne jiZ |éta nebavi a za psani mi navic plati. PfestoZe se psanim neuZivim, uspokojuje mne vic neZ jiné aktivity. Inspirovan
Cagem, pred nékolika lety jsem se prepsal nékterymi texty jiného mého oblibence, Rolanda Barthese. Vasnivy skriptor Barthes,
plvodce konceptu ,psani nahlas”, se taky pfepsaval texty jinych autor(, i kdyZ zcela jinym zplisobem neZ Cage. KdyZ jsem se
jednou ve vlaku prepsaval Barthesovou autobiografii, vlak nenadale zastavil ve stanici Rozhrani, zrovna kdyz jsem byl u této
Barthesovy véty: ,A tudiz je tato vlastnost i vydirdanim (vydirdnim teorie): miluj mne, drz se mne, chrari mne, jelikoZ se podfizuji
teorii, které se dovoldvds; nedéldm snad to, co délali Artaud, Cage atd.?” Jakd to shoda okolnosti! Dvé osobnosti, které byly
celou dobu mezi, se nahodou potkaly v nemetaforickém Rozhran.



Arnold Dreyblatt

My first personal encounter with John Cage was
as a student of Media Arts at the State University of
New York in Buffalo in 1975 where | attended a work-
shop which Cage gave as part of “Creative Associates
Summer in Buffalo”. In the following years, as a young
artist and composer, | often noted Cage’s presence
at cultural and social events in downtown Manhattan
where he always made himself readily accessible to
those around him, readily offering practical and emoti-
onal support whenever needed. My memories contrast
greatly with his reverential treatment in Europe, espe-
cially in academic contemporary music circles.

As my own work has become increasingly text-based
both in performance and in installation, | have re-
examined Cage’s oevre in textual composition. In A Year
from Monday he writes, “The thought has sometimes
occurred to me that my pleasure in composition,
renounced as it has been in the field of music, conti-
nues in the field of writing words, and that explains
why, recently, | write so much.” My own interests in
the visual and audio perception of fragmentary layers
of textual content are mirrored in seminal Cage
works as Not Wanting to Say Anything About Marcel
(1969) and in his extensive experimentation in prin-
ted text layout and vocal readings.

Writing Cage
201
138 | series of lenticular text wall objects (part) / série lentikuldrnich textovych nasténnych objektl (¢ast)






Gary Hill

| have a vague memory of wandering an exhibition
space, perhaps in Buffalo, wherein there were turn-
tables and/or radios all simultaneously smearing
the air. | passed Cage who was wandering too with
a delightful knowing smile...
To appreciate “chance operations™ | found myself
having to max out on deliberate and self-conscious
methodologies looking for a kind of exactness —
exactly what the radios breathed every moment ad
infinitum and then some (even on Monday).

Resolution
1979
140 | silentvideo / video bez zvuku






Richard Kostelanetz

Back in 1969, in my appreciation of Inferential
Art, which was my coinage for what became known
as Conceptual Art, | conjectured that the visual
equivalent of John Cage’s 4°33” would be framed
clear material; so in his memory, some four decades
later, | realized it.

In Memory of John Cage
2009
142 | object / objekt






Brandon LaBelle

Proposal for the making of a statement on,
about and related to John Cage, according to
three possible figures of thought extrapolated
from his work:

1. Acoustics Multiplied
2. The Supplement
3. Difference-Making

Lecture on Nothing
2010
144 |  sound piece / zvukovy kus



I am here ’ and there is nothing to say
If among you are
those who wish to get somewhere > let them leave at
any moment What we re—quire is
silence ; but what silence requires
is that I go on talking
Give any one thought
a push : it falls down easily
- but the pusher and the pushed pro—duce that enter-
tainment called a dis—cussion
Shall we have one later ?
w
Or , we could simply de—cide not to have a dis-
cussion What ever you like . But
now there are silences and the
words make help make the
silences
I have nothing to say

and I am saying it and that is

poetry as I need it
This space of time is organized

We need not fear these silences, —
w



Jeremy Millar

Cage’s work is the making of a space in which
we might reside, and then make our own.

Ex Libris
2010/2012

146 | site specific text installation / site specific textova instalace
(realization at the DOX Centre for Contemporary Art, Prague / realizace v Centru sou¢asného uméni DOX, Praha)
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Cage's first book, Silence (John Cage, Silence, Middletown 1961.), also included Four Statements on the Dance,
short articles published between 1939 and 1957. He wrote the first article, or “statement”, in Seattle, where he began
collaborating with modern dancers. He owed dancers a significant debt: without them, he probably never would have
invented the prepared piano, and dance performance commissions stood behind his unceasing interest in percussive
music. In the last statement, 2 Pages, 122 Words on Music and Dance, he left the form of conventional essay in favour
of experimenting with form, syntax, and typography. These experiments became typical for most of his later writings,
collected in the books M: Writings ‘67 —'72, Empty Words: Writings ‘73 —'78, and X: Writings ‘79 —'82 (each published
by Wesleyan UP—Middletown, 1973, 1981, 1983), with peaks such as 62 Mesostics Re Merce Cunningham (1971) and
Mushroom Book (1972). Two Statements on Ives (1964 and 1966), from A Year from Monday (1969), pointing out
Ives’ relevance in American music, were presented in handwritten manuscripts, and 26 Statements Re Duchamp (1963),
from the same book, glossed Duchamp’s profound ideas and brave acts in disseminated “membra disjecta”, some in
just a single word.

Cage was a brilliant commenter; his remarks show experience, erudition, insight, and a sense for essential and meaningful
detail. He was blessed with the ability to see things and phenomena from unusual stand—points, thus anticipating
the postmodern style of reflecting reality in multiple aspects and viewpoints. His natural inquisitiveness, Zen-like wisdom,
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playfulness, poignancy, and gentle irony were valuable trademarks of his writing. Thanks to all of this, his statements,
like his lectures and mesostics, became an integral part of Cage’s colossal body of work, crossing the borders of music
making not only towards theatre and performance art but also towards actual literature. Reading Cage is the same exciting
adventure as listening to Cage.

The statements on John Cage by the composers Robert Ashley, Alvin Lucier, and Petr Kotik are as different
as their personalities and arts. While Lucier expressed his gratitude to the guru laconically in four sentences and one
black-and-white documentary photograph, Ashley’s obsession with long narratives produced eight pages of a contextually
correct essay on Cage's influence in music, the art world, and society. Both texts are a testimony to the competence
of these authors and their authentic and witty styles. Petr Kotik, in contrast, depicted an important part of his life story
— meetings with Cage — and revealed not only Cage’s unique style of collaboration but also the necessary contra-
dictions inherent in someone who was constantly breaking the rules on behalf of “improving the world” while being aware
of the risk of “only making matters worse.”

When the artists began e-mailing us their subjective statements on John Cage we had asked for, Georg got the idea
of adding our own statements to them as well. | asked him if he meant something like this: “Not wanting to say anything about
John, that's why we asked 60 artists to do it instead of us.” Georg liked my, partly humorous, comment but, soon afterwards
we both realized, that it didn't correspond to the truth. Not wanting to say anything and saying so is also deliberate. Moreover,
the conception of the project over—exposes our relationship to John.



Cageova prvni kniha Silence (John Cage, Silence, Middletown 1961.) obsahovala mimo jiné Cty#i prohldseni
o tanci, kratké ¢lanky uvefejnéné mezi roky 1939 a 1957. Prvni ¢lanek, neboli ,prohlaseni”, napsal v Seattlu, kde zacal spo-
lupracovat s modernimi tanecniky. Tane¢nikim toho hodné dluzil: bez nich by pravdépodobné nikdy nevynalezl preparovany
klavir a za jeho neutuchajicim zajmem o perkusivni hudbu také staly zakazky pro tanecni vystoupeni. V poslednim prohla-
seni 2 strany, 122 slov o hudbé a tanci opustil formu konvencni eseje ve prospéch experimentovani s formou, syntaxi
a typografii. Tyto experimenty se staly typickymi pro vétSinu jeho pozdéjSich textl, sebranych v knihach M: Writings '67—'72,
Empty Words: Writings '73—'78 a X: Writings ‘79 —'82 (vSechny vydany ve Wesleyan UP—Middletown, 1973, 1981, 1983),
s vrcholy, jako jsou 62 mezostichi pro Merce Cunninghama (1971) a Kniha hub (1972). Dvé prohldseni o Ivesovi (1964
a 1966) z knihy A Year from Monday (1969), zd(irazfujici Ivesdv vyznam pro americkou hudbu, byla prezentovana v ruko-
pisu a 26 prohldaseni k Duchampovi (1963) z té samé knihy glosovala Duchampovy hluboké myslenky a odvazné ciny
v roztrousenych ,membra disjecta”, nékteré dokonce jednim slovem.
Cage byl brilantni komentator, jeho postfehy ukazuji zkuSenost, erudici, nadhled a smysl pro podstatné a smysluplné
detaily. Byl obdarovéan schopnosti nazirat véci a jevy z neobvyklych hledisek, ¢imZ anticipoval postmoderni styl reflektovéani
reality v multiplicitnich aspektech a Ghlech pohledu. Pfirozena zvidavost, ,zenova” moudrost, hravost, bfitkost a jemna
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ironie patfi k charakteristickym rysiim jeho psani. Diky tomu viemu se jeho prohlaseni, stejné jako pfednasky a mezostichy,
staly integralni soucasti Cageova kolosélniho dila, prekracujiciho hranice hudebni tvorby nejenom smérem k divadlu a uméni
performance, ale téZ smérem k aktudlni literatufe. Cist Cage je stejné vzrusujici zéZitek jako Cage poslouchat.

Prohlaseni o Johnu Cageovi od skladateld Roberta Ashleyho, Alvina Luciera a Petra Kotika jsou stejné
odlidnd, jako jsou odlisné jejich osobnosti a uméni. Zatimco Lucier vyjadfil svoji vdécnost guruovi lakonicky ve ctyfech
vétach a jedné cernobilé dokumentarni fotografii, Ashleyho posedlost dlouhymi naracemi dala vzniknout osmi strankam
kontextové spravné eseje o Cageové vlivu na hudbu, svét uméni a spolecnost. Oba texty jsou dikazem o kompetenci
jejich autord a jejich autentickych a davtipnych stylech. Kdyz Petr Kotik popisoval dileZitou ¢ast svého Zivotniho pribéhu
— setkéni s Cagem — odhalil ndm nejenom Cagedv jedinecny zplisob spoluprace, ale téZ nezbytné kontradikce, vlastni
nékomu, kdo neustale bofil pravidla s cilem ,zlepsit svét” a s védomim rizik, Ze mize ,véci jenom zhorsit",

Poté, co nam umélci zacali posilat sva subjektivni prohlaseni o Johnu Cageovi, o které jsme je pozadali, Georg dostal
napad, abychom k nim pfidali i nase vlastni. Zeptal jsem se, zdali ma na mysli néco jako: ,Nechceme nic fici 0 Johnovi, proto jsme
pozadali 60 umélct, aby to udélali misto nas.” Georgovi se mij rédoby humorny komentar zalibil, potom jsme si vsak oba uvédo-
mili, Ze neodpovida pravdé. Nechtit nic fici a fikat to, je taky zamér. Nemluvé o koncepci projektu, ktera vypovida o nasem vztahu
k Johnovi az presprfilis.



Robert Ashley

The Influence of John Cage

Itis reasonable to ask any composer of my generation how much influence John Cage had on
his/her music, because, with Silence Cage wrote, arguably, the most intelligent and influential book
on music theory in the second half of the twentieth century and because, on the basis of his ideas and
his personality, he became such a celebrity.

He became a celebrity for many important and admirable reasons.

He became a celebrity because contemporary music had a political power in the nineteen-sixties that
it has lost now, and he was its best-known composer. | don't think anybody is a celebrity now or will
be a celebrity in the near future on the scale that Cage was a celebrity in his time.

And he was a celebrity because he and David Tudor brought to America ideas from Europe that were not
available in any other form —scores, recordings, first—hand experience or gossip — particularly ideas
about serialism and the many proponents of serialism among European composers: Stockhausen, Berio,
Boulez, Pousseur, Nono, Maderna, Nilsson and many others. These ideas were especially important to those
of us who were unable to go to Europe and learn for ourselves.

Cage and Tudor traveled extensively giving duo—concerts and as musicians with the Merce Cunningham
Dance Company. And it appears that wherever he went Cage gave interviews to answer questions about
“chance operations” as they applied both to music and to dance. Many of those interviews have been
published.

He and Tudor brought news about what other composers in America were up to. (Driving home from

a post—concert party with Cage | got a clear and detailed explanation of Christian Wolff's music a year
or so before | met Christian or was able to see one of his scores.)
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And Cage was a celebrity because of his famous intelligence and light-heartedness. He was a wonderful
person to be with —except, | should add, when you were dealing with him about the production of his
music and things weren’t going the way he wanted them to go. (I should put in the record that on four
occasions when | was producing a Cage work for the ONCE Festival or in some other situation and things
weren't going his way, he could be tenacious to the point of being personally obnoxious. It was only many
years later that | came to appreciate this quality in him and to admire him for it. It was a lesson, in a way,
and | have tried, since, to be that staunch when things are not going right for me. | have found it curious
that | have never read mention of this part of Cage's personality in any of the writings about him. Maybe
the writers were not producing the music and working with Cage in that capacity.)

But the answer to Cage's influence is difficult, because he was such a huge presence and it was assumed,
especially by journalists, that everybody was a Cage protegé. (A few years ago | was asked by Alvin Lucier
to speak about Lucier's music at Wesleyan University. Lucier was receiving some sort of special recognition.
Alvin said to me, “Do you think you could give this speech without mentioning John Cage?”)

John Cage and | became and remained good friends, especially in his later years when Mimi Johnson was
managing his concert affairs and we were together a lot.

To go back for a moment to celebrity, | find it curious that younger composers now seem to think of Cage
as simply one part of “the past.” For them the past is bigger and includes more people. I think many
young composers and fans of new music are interested now in the nineteen-sixties, and | encourage
every person | speak to about the nineteen-sixties to read Silence, because it is one of the great theory
books and its presentation is so original and convincing. But Zen Buddhism and mushrooms have been
replaced in America’s continuing fascination with “the other” by something else — probably, now, power
and money making. So Cage seems not as important now as he was a few years ago.

As much as | liked much of Cage's music — most of it — and as much as | admired Cage, | don't think of
myself as seriously “influenced” by Cage. I didnt think that his ideas applied to what | thought | wanted
to do. For instance, | think he never understood or was not sympathetic to “timelessness” — the hard-to
—explain root of the almost-impossible-to—explain “drone” concept as it was coming into practice then.
In connection with the idea of the “drone,” in the late nineteen-sixties Cage began working on a series
of pieces, sometimes going under different names, that started, | believe, with a piece called MusiCircus.



The idea of MusiCircus was to gather together all of the musical performers or performing groups in
the locale and have them play all at the same time, arranged next to each other, in a large performance
space. From a distance or outside of the room it was, of course, a kind of drone, but | don’t think that is
the way Cage thought of it. | believe he thought of it — in a way that | probably could not explain to his
credit—as having something to do with “chaos,” which was much in the intellectual news at that time.

The problem with the MusiCircus piece, for me, was that from any place in the room the listener was
always near enough to one of the performances that the performance heard was simply an old-fashioned
kind of thing — a rock band, a person playing Mozart on a harpsichord, a drum and bugle corps, a choir
— clearly doing well-known music in the midst of chaos. | heard many performances in different places
and | never liked the piece.

| thought of Cage’s music, the best of it, the chance music, as the most extreme version of, an extension
of, time-line, linear music. In his idea of time-line, linear music he was concerned to make events
in music unpredictable. | was concerned with non-eventfulness or with eventfulness that was clearly
secondary to some other formula. Unpredictability was not part of the equation. (As a matter of fact,
| don't think John much liked my early music, although he was complimentary about the later music for
the ONCE Group. He probably thought of the early music as another version of serial music, which he
had denounced as being too much in control of eventfulness. | think he misunderstood what | was doing.
In those early pieces | was interested in “original” kinds of sound. | was interested in “sonority.” This idea
is difficult to explain and is not relevant here.)

And he probably would not have liked my graphic notation — if he saw any of it — however it differed
from his in principle. Clearly Cage was the pioneer and champion of graphic notation. He was interested
in making other kinds of music that could come from graphic notation. But | dont think he got the idea
of the “drone” — which is possible to diagram only in a special kind of graphic notation.

And | thought he was more interested in the graphic “elegance” of the score than in the notion that
the score could be some sort of “puzzle” that would set the performers on an unknown path.

He certainly understood “conceptual” music. He certainly understood the implications and applications
of electronic music.
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He did pioneering work with speech, but his speech did not lead to a song of words. Cage made numerous
pieces in which he performed with his voice. | have not heard all of them, but in those | heard he used
his voice as an “instrument” in which the words are barely understandable, if understandable at all. (You
might imagine that this practice was influential in the idea of “extended vocal techniques” or was part
of the practice in “extended vocal techniques,” which was important in the 1970s.)

In his work such as Indeterminacy and in the solo readings of the “Mesostics,” we heard (or could not hear)
story telling, but at its root it was still concerned with unpredictability on the time scale — speaking too
fast, speaking too slowly, speech buried in noise.

When | studied Cage's graphic notation, | always found in it simply another way to write linear, time-line
music. | am not an expert in Cage's music, but | think that | am not wrong. Complete non-eventfulness
or music that was not based in eventfulness, but in some other kind of formula, was not something he
inherited in its inception. He was strangely “out of touch.”

In all of the books | have read by Cage and about Cage | have never come upon a specifically explained
example of “chance operations.” (When the interviewer is so bold, Cage gracefully changes the subject.)

Once, | suggested to a close friend of Cage the possibly that there might be somewhere in Cage’s effects
a master notebook of “chance operations,” a huge list of numbers or orders of numbers that could be
applied to any parameter of music. Because it seemed sort of silly to me that every time Cage began
a new piece he would work the I Ching or throw the dice again. (After 1984 he started using computer
programs, but as far as | know the programs still produced “chance operations.”) | was only partly kidding,
saying that such a “master plan” would in no way change the fact of the composition being based on
chance. The response was indignant outrage. “Chance operations” was a masterpiece of public relations in
addition to being a good way to compose music. Everybody thought they understood chance operations.
So we got a lot of pieces based on chance operations.

Cage was an amazing composer. Atlas Eclipticalis, Etudes Australes, the music for prepared pianos,
the Concert for Piano and Orchestra, Winter Music, the Ffreeman Etudes and many others are giant
music. Someday they will enter the general repertory. Itis only too bad that they weren’t done well or
weren’t done at all during Cage's life — so that he could have heard them.



So, yes, | was influenced by Cage. We are all influenced by celebrity. It is like fashion: everybody does it
and somebody gets the credit. The credit for new music in America in the nineteen-sixties goes to Cage.
There is no denying that. His celebrity was enormous and powerful.

In 1968 | read a long and ugly interview with Stockhausen in a British music magazine in which Stockhausen
accused Cage of “stealing” chance music from him. In Stockhausen's story he was working in his studio
with Herr Dr. So—and-So on chance music; Cage visited the studio and got the idea and claimed it for
his own. And that was followed by attacks on Cage in books by Boulez. This shows how celebrity is
so envied and potentially hurtful. Stockhausen was nuts. Boulez is an opportunist. Cage must have been
hurt by these attacks from his former friends, whom he had championed so much in the United States,
when nobody had ever heard of them.

But no, | was not influenced by Cage in matters of musical composition, for reasons | have explained
above. Nor were most of the composers whose work | admired —for instance the composers who are
represented in Music with Roots in the Aether. We were influenced by Cage as a composer who took
his work “on the road,” when nobody else would play it, and who submitted to countless interviews,
in a good natured and humorous style, about his compositional technique. We were influenced by
Cage as a courageous person and as a spokesperson for contemporary music.

Robert Ashley, 2011



Vliv Johna Cage

Zeptat se kteréhokoliv skladatele mé generace, jak velky vliv mél John Cage na jeho/jeji hudbu,
protoZe Cage napsal Silence, nepochybné nejinteligentnéjsi a nejvlivnéjsi knihu o hudebni teorii druhé
poloviny 20. stoleti, a protoZe se, na zakladé svych myslenek a své osobnosti, stal takovou celebritou.

Stal se celebritou z mnoha dulezZitych a obdivuhodnych divodd.

Stal se celebritou, protoZze v 60. letech 20. stoleti méla soudobd hudba politickou silu, jakou dnes jiZ
ztratila, a on byl jeji nejzndméjsi skladatel. Myslim si, Ze nikdo dnes neni celebrita, ani se celebritou do
té miry, jako ji byl ve své dobé Cage,v blizké budoucnosti nestane.

A celebritou byl, protoze spolu s Davidem Tudorem pfivezli z Evropy do Ameriky my3lenky, které tam
nebyly dostupné v zadné jiné formé — partitury, nahravky, zkusenosti z prvni ruky nebo klepy — zejmé-
na myslenky o serialismu a mnohych zastédncich serialismu z fad evropskych skladateld: Stockhausen,
Berio, Boulez, Pousseur, Nono, Maderna, Nilsson a mnozi dal3i. Tyto myslenky byly obzvlasté ddlezité
pro ty z nas, kdo nemobhli jezdit do Evropy a ucili se sami.

Cage a Tudor hodné cestovali a koncertovali v duu i jako hudebnici s Merce Cunningham Dance Company.
A zda se, Ze kamkoli Cage jel, vSude daval rozhovory, aby odpovidal na otazky o ,ndhodnych operacich”,
které aplikoval na hudbu i tanec. Mnohé z téchto rozhovord byly publikovany.

On a Tudor pfindSeli zpravy o tom, ¢im se zabyvali dalsi skladatelé v Americe. (KdyZ jsem jednou jel
s Cagem domu z party po koncerté, dostalo se mi jasného a detailniho vysvétleni o hudbé Christiana
Wolffa, asi rok pfedtim, nez jsem Christiana potkal osobné nebo vidél nékterou z jeho partitur.)

A Cage byl také celebrita diky své povéstné inteligenci a lehkovaznosti. Byl to vynikajici spole¢nik, avsak,
mél bych dodat, s vyjimkou situaci, kdy jste s nim jednali o produkci jeho hudby a véci se neubiraly smérem,
jakym si pfal. (Mohl bych dolozZit na pfikladu ¢tyr pfileZitosti, kdy jsem produkoval Cageovo dilo pro Festi-
val ONCE a pamatuji si i jinou situaci, ktera se nevyvijela, jak si pfal. Potom dokdzal byt netstupny do té
miry, Ze byl doslova nesnesitelny. Teprve za mnoho let jsem ocenil tuto jeho vlastnost a zacal jsem ho pro



ni obdivovat. Byla to svym zpisobem lekce a od té doby jsem se i ja snaZil byt tak zaryty, kdyZ se véci pro
mne nevyvijely spravné. Pfipada mi zvlastni, Ze jsem nikdy necetl ani zminku o této ¢asti Cageovy osobnosti
v Zadném textu o ném. Jejich autofi zfejmé neprodukovali jeho hudbu a nespolupracovali s nim v této oblasti.)

Ale odpovéd na otazku o Cageové vlivu je téZka, jelikoZ byl ,vSudypfitomny” a pfedpokladalo se, zejména
mezi novinafi, Ze vichni byli jeho chranénci. (Pfed nékolika lety mne Alvin Lucier pozadal, abych promlu-
vil 0 jeho hudbé na Wesleyanské univerzité. Bylo mu prévé udéleno néjaké specialni uznani. Alvin mi fekl:
,Myslis, Ze bys mohl pfednést tuto fe¢ bez toho, aby ses zminil o Johnu Cageovi?”)

John Cage a ja jsme se stali a zGstali dobrymi pfateli, zvlasté ke konci jeho Zivota, kdy Mimi Johnson
organizovala jeho koncerty a travili jsme spolu hodné casu.

Abych se na chvili vratil k celebrité: pfipada mi zajimavé, ze mladi skladatelé jako by pfemysleli o Cageovi
jednoduse jako o ¢asti ,minulosti”. Pro né je minulost Sirsi a zahrnuje vic lidi. Myslim si, Ze mnozi mladi
skladatelé a fandové nové hudby se dnes zajimaji o Sedesatd léta a ja povzbuzuji kaZzdého ¢lovéka,
s kterym si povidam o Sedesatych letech 20. stoleti, aby si pfecetl Silence, protoZe to je jedna z nejlep-
Sich teoretickych knih, s mimofadné originaini a pfesvédcivou formou. Ale Zen buddhismus a houby byly
v americké neustalé fascinaci ,jinym” nahrazeny nécim dalsim — dnes asi hlavné moci a vydélava-
nim penéz. TakZe se zda, Cage jiz dnes neni az tak ddlezity, jako byl pfed nékolika lety.

PfestoZe jsem mél rad vétsinu Cageovy hudby a velmi jsem ho obdivoval, nemyslim si, Ze bych byl Cagem
osobné zasadné ,ovlivnén”. Jeho ideje se nedaly aplikovat na to, co jsem chtél délat j4. Domnivam se
tfeba, Ze nikdy nepochopil — nebo nesympatizoval s ,nadcasovosti“— tézko vysvétlitelnym zakladem
témér nevysvétlitelného konceptu ,dronu”, jak se tehdy zacal objevovat v praxi.

V souvislosti s ideji ,dronu” zacal Cage na konci 60. let pracovat na sérii kus@, nékdy s odliSnymi ndzvy,
ktera podle mné zacala kusem nazvanym MusiCircus. |deji MusiCircusu bylo spojit dohromady viechny
hudebniky nebo skupiny hudebniki na misté a nechat je hrat viechny soucasné, sefazené vedle sebe ve
velkém koncertnim prostoru. Z dalky nebo zvendi to byl samozfejmé svym zplsobem drone, nemyslim si
ale, Ze o ném Cage uvazoval timto zplsobem. Podle mne o ném uvaZzoval — zplisobem, ktery pravdé-
podobné nedokazu vysvétlit tak, aby pro néj vyznél pfiznivé — jako o nécem, co ma cosi spole¢ného
s ,chaosem”, ktery byl v té dobé aktualnim tématem v intelektudlnich kruzich.



Problém kusu MusiCircus byl podle mne v tom, Ze z kteréhokoliv mista v prostoru byl poslucha¢ vzdy
dost blizko k jednomu z pfedstaveni, a tudiz pfedstaveni, které slySel, bylo zkratka ponékud staro-
maédni — rockova skupina, ¢lovék hrajici Mozarta na cembalo, dechovka, néjaky sbor; bylo to jasné hra-
ni dobfe zndmé hudby uprostfed chaosu. Slysel jsem mnoho pfedstaveni na rdznych mistech a nikdy se
mi to nelibilo.

O nejlepsi Cageové hudbé, tj. o té ndhodné, jsem si myslel, Ze jde o nejextrémnéjsi verzi extenze ¢asové
pfimocaré, linearni hudby. Ve své ideji ¢asové pfimocaré, linearni hudby se zabyval tim, jak ucinit
udélosti v hudbé nepfedvidatelnymi. J& jsem se zabyval ne-udélostnimi anebo udalostnimi aspekty,
coZ bylo podle jiného vzorce jasné sekundarni. Nepfedvidatelnost nebyla ¢asti rovnice. (De facto si
myslim, Ze John nemél pfili§ rdd moji ranou hudbu, tfebaze o mé pozdéjsi hudbé pro ONCE Group se
vyjadfoval pochvalné. Pravdépodobné v mé rané hudbé vidél jinou verzi seridIni hudby, kterou odsuzo-
val, jako pfilis ovlddanou uddalostmi. Myslim si, Ze nepochopil spravné to, co jsem délal. V téch ranych
kusech mne zajimaly ,plvodni” druhy zvuku. Zajimala mne ,sonorita”. Tato idea jde téZce vysvétlit
a je zde irelevantni.)

A pravdépodobné se mu nelibila ani moje grafickd notace — jestli néjakou vlbec vidél — jelikoZ se od
té jeho principialné lisila. Cage byl jasné pionyr a Sampidn grafické notace. Bavilo ho délat jiné druhy
hudby, které by vzesly z grafické notace. Podle mne si ale neosvojil ideu ,dronu”—kterou je mozné
zachytit jediné jako diagram ve specidlnim druhu grafické notace.

A myslim si, Ze ho vice zajimala graficka ,elegance” partitury nez to, Ze partitura by méla byt néjakou
Jhadankou”, kterd by hrace nasmérovala na neznamou cestu.

Rozhodné rozumél ,konceptualni” hudbé. Rozhodné rozumél implikacim a aplikacim elektronické hudby.

Byl prikopnikem prace s feci, aviak jeho fe¢ nevedla k pisni se slovy. Cage vytvofil mnoho kusd, ve kte-
rych Gcinkoval s vlastnim hlasem. Neslysel jsem je viechny, ale v téch, které jsem slySel, pouzival vlastni
hlas jako ,néstroj”, kde jsou slova téméF nesrozumitelnd, pokud viibec srozumitelna jsou. (Dovedete si
predstavit, Ze tato metoda ovlivnila ideu ,rozsifenych vokélnich technik”, jez byly dllezité v 70. letech,
nebo se stala soucasti jejich praktikovani.)



V dilech jako Indeterminacy a v sélovych Ctenich ,mezostich(” slySime (nebo nemizeme slySet) vypra-
véni pfibéh(, aviak v jeho zékladech tkvi nepfedvidatelnost ¢asového rdmce — pfilis rychlé nebo pfilis
pomalé mluveni, fe¢ pohfbena v hluku.

KdyZ jsem studoval Cageovu grafickou notaci, pokazdé jsem v ni jednoduse nael jiny zplsob zapisovani
linearni, Casové pfimocaré hudby. Nejsem odbornik na Cageovu hudbu, ale myslim si, Ze se nemylim.
UpIné popirani udalosti anebo hudba, které nebyla zaloZena na udélostech, ale na né&jakém jiném vzorci,
nebylo néco, co by zdédil jako vychodisko. Jaksi se ho to ,netykalo”.

V Zadné z knih, které jsem od Cage a o Cageovi Cetl, jsem se nesetkal se specificky vysvétlenym pfikladem
,nahodnych operaci”. (KdyZ je tazatel neodbytny, Cage rozkosné méni téma.)

Jednou jsem blizkému pfiteli Cage naznacil, ze snad nékde existuje néjaky Cagedv mistrovsky zapisnik
.Nahodnych operaci”, dlouhy seznam ¢isel nebo ¢iselnych fad, které by bylo mozné aplikovat na jakykoliv
parametr hudby. ProtoZze mi pfipadalo docela hloupé, Ze pokazdé, kdyz Cage zacinal komponovat novy
kus, mél by znovu pracovat s knihou I-ting nebo hazet kostkami. (Po roce 1984 zacal pouzivat pocitacové
programy, avsak pokud vim, i programy produkuji ,néhodné operace®.) Vtipkoval jsem jenom Castecné,
kdyZ jsem Fekl, ze takovyto ,mistrovsky plan” by nijak nezménil skutecnost, ze kompozice byla zaloZena na
nahodé. Reagoval rozhofcené a poboufené. Kromé toho, Ze to byl dobry zpUsob, jak komponovat hudbu,
byly ,ndhodné operace” také mistrovsky kus public relations. Vsichni se domnivali, Ze rozumi ndhodnym
operacim. A tak tu dnes mame celou fadu dél zaloZenych na ndhodnych operacich.

Cage byl uZasny skladatel. Atlas Eclipticalis, Etudes Australes, hudba pro preparované klaviry, Koncert
pro klavir a orchestr, Winter Music, Freeman Etudes a mnohd dal3i dila jsou skutecné velkd hudba.
Jednou vejdou do klasického repertoaru. Je jenom velka Skoda, Ze nebyla dobfe pfedvedena, jestli vibec
byla, kdyZ Cage je3té Zil — aby je mohl sly3et.

Takze ano, byl jsem ovlivnén Cagem. V3ichni jsme ovlivnéni celebritou. Je to jako méda: v3ichni ji délaji

anékdo bere ocenéni. Ocenéni za novou hudbu v Americe v 60. letech 20. stoleti patfi Cageovi. To nelze
popfit. Jako celebrita byl obrovsky a mocny.
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Vroce 1968 jsem v jednom britském hudebnim Casopise Cetl dlouhy a o3klivy rozhovor se Stockhausenem,
kde obvinil Cage, Ze mu ndhodnou hudbu ,ukradl”. V Stockhausenové pfibéhu to byl pry on, kdo praco-
val ve svém studiu s Herr Dr. X.Y. na ndhodné hudbé, kde ho jednou Cage navstivil, pfevzal jeho nédpad
a prohlasil ho za svij vlastni. Pak nasledovaly dalsi itoky na Cage v Boulezovych knihdch. Ukazuje to,
jak mlzZe byt celebrita pfedmétem zavisti a plsobici bolest. Stockhausen byl cvok. Boulez je oportunista.
Cage musely ranit tyto Utoky od byvalych pfatel, které ve Spojenych statech tak podporoval, kdyz o nich
jesté nikdo nesly3el.

Ale ne, nebyl jsem ovlivnén Cagem v oblasti hudebni kompozice, z ddvodi, které jsem vysvétlil vyse.
A nebyla jim ovlivnéna ani vétSina skladateld, jejichz dilo jsem obdivoval — kupfikladu skladatelé
pfedstaveni v Music with Roots in the Aether. Byli jsme ovlivnéni Cagem coby skladatelem, ktery
vysel se svym dilem ,ven” v dobé, kdy by ho je$té nikdo jiny nehrél, a ktery poskytl nespocetné
mnozstvi rozhovord v dobfe minéném a humorném stylu o své skladatelské technice. Byli jsme ovliv-
néni Cagem coby odvdznym ¢lovékem a mluvéim soudobé hudby.

Robert Ashley, 2011



Petr Kotik

Not Wanting to Say Anything about John Cage

My association with John Cage was often contradictory. But then, something lively always in-
cludes contradictions. Relationships without contradictions often signal a moribund state.

When Luigi Nono arrived in Prague in 1960 and gave me a booklet that contained transcripts of lectures
from Dartmstadt from the summer of 1959, he surely did not expect that it would spark my interest in
Cage. At that time, | had no idea about music beyond what was coming out of Darmstadt: Nono, Boulez,
Stockhausen and others. The Darmstddter Beitrdge booklet that Nono gave me contained transcripts of
lectures by Cage, Edgar Varése and Christian Wolff and to me, instantly, their writings became much
more interesting than what the European composers were doing. It must have been a few months later
that | heard Cage's music for the first time — the recording of the Concert for Piano and Orchestra from
the 1958 Town Hall concert. | was utterly confused and puzzled, but that only increased my attraction
to the music, especially when | observed the negative reactions by others in Prague. To the irritation my
colleagues, | was increasingly drawn to Cage, intuitively, disregarding my likes and dislikes and doing
it with pleasure.

In the spring of 1964, while | was studying in Vienna, Friedrich Cerha called me to ask whether | would
perform with Cage who was about to arrive. | had no idea what was needed and expected to perform
as part of an ensemble. "Just come to the Museum of the 20" Century in the Schweizergarten,” Cerha told
me over the telephone. That morning, Cage and Tudor were already at the Museum. | brought my flute
and piccolo, but didn't need them at all. Cage asked us, including Cerha, to perform as percussionists.
We were part of Merce Cunningham Dance Company’s “Event No. 1,” playing Cage’s “Atlas Eclipticalis”
— six percussion parts for the duration of three hours. The rehearsal took roughly nine minutes. Cage
disliked rehearsing. Observing his performances, one almost had a feeling of a measured distance between
him and the music. He had no use for the physicality of performance, displayed so brilliantly by David
Tudor. Cage tried to avoid working in a collective, especially in a situation that called for an individual to

direct the group. His idea of musical preparation was individualistic; everyone was expected to work on
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his or her own, without the “interference” of someone telling him or her what to do. That of course contra-
dicts the idea (and practice) of performing music with a large—scale ensemble, including and especially
with an orchestra.

One of my most important experiences with Cage was the scandalous performance of his Song Books
No. I, IT at the "June in Buffalo” festival in 1975 at the University of Buffalo. Julius Eastman, one of
the members of the S.E.M. Ensemble at the time, either misunderstood or sabotaged the piece, and as
there were no rehearsals (according to Cage's instructions), it was discovered only during the performance.
Cage erupted angrily, and the way he voiced his criticism must have been the strongest to date, as he
pounded with a fist on a piano lid during the next day’s discussion of the performance. This “crisis” helped
me tremendously. | came to an understanding about the responsibilities of a performer, especially the one
who is “in charge.” | didn't give up, and we had exemplary performances of Song Books more than five
years later in New York and Europe. This time, Cage participated in the rehearsals.

When [ lived in Buffalo and traveled frequently to New York City, Cage and | met very often. My visits to
the city were enough of a reason to get together. When | moved to New York City in the early 1980s, my
visits with Cage were less frequent. We could see each other any time, so there was no reason to rush to
18" Street to say hello. My last visit with Cage was about one week before he died. He tried to identify
some of the people to whom he dedicated each of the 86 parts of “Atlas Eclipticalis.” (I was preparing for
the first complete 2-hour performance of “Atlas” at Carnegie Hall.) He found it amusing that so many of
the dedicatees were already dead. Not long afterward, to the sadness and shock of us all, he joined those
who were no longer with us.

Petr Kotik
Ostrava, Czech Republic, January 4, 2012

This text was written for Jozef Cseres, who asked me for a contribution to the exhibition “"MEMBRA DISJECTA FOR JOHN CAGE. Wanting to
Say Something About John” he and Georg Weckwerth curated in Vienna, Prague and Ostrava in 2012.



Not Wanting to Say Anything about John Cage

To, co mé s Johnem Cagem spojovalo, bylo mnohdy pIné rozpor(i. To nemyslim zaporné, protoze vse,
co je organicky Zivé, nese v sobé rozpory a protiklady. Absence kontradikci totiz ¢asto signalizuji sterilni situaci.

Jiz samé seznameni s Cageovym dilem bylo v protikladu toho, co se ocekédvalo. KdyZ totiZ Luigi Nono pfijel
v roce 1960 do Prahy a dal mi publikaci Darmstddte Beitrige, ktera obsahovala transkripce darmstadtskych
pfednasek z roku 1959, jisté netusil, Ze mé to pfivede ke Cageovi. V té dobé jsem se zajimal pouze o skla-
datele, které jsem znal: Nono, Boulez, Stockhausen a dalsi, ktefi pfedstavovali to, co k ndm pfichazelo
z Darmstadtu. O existenci jiné hudby jsem nemél ani ponéti. Aviak Darmstddter Beitrige z roku 1959,
které mél Nono u sebe, kdyzZ pfijel do Prahy, obsahovaly hlavné texty J. Cage, Edgarda Varese a Christiana
Wolffa, ktefi tam v tomto roce byli. Jejich texty, jejich ndzory a my3lenky mé totiz zaujaly mnohem vic nez
to, co pfichazelo od evropskych skladatell. Muselo to byt o nékolik mésicd pozdéji, kdyz jsem poprvé slysel
Cageovu hudbu —nahravku z koncertu v roce 1958 v Town Hall, jeho Koncert pro klavir a orchestr. Bylo
to LP, které pfivezl do Prahy Jozef Patkowski a které jsme poslouchali v ateliéru Mikuldse Medka. Toto prvni
setkani s Cageovou hudbou mé vyvedlo z miry. Avsak zmatek, ktery to v mé hlavé zplsobilo, jenom zvysil
moji pfitazlivost k hudbé, kterou jsem slySel, zejména poté, kdyZ jsem vidél tak silné negativni reakce mych
prazskych kolegd. Intuitivné mé Cage zacal pfitahovat, coZ velmi drazdilo (vyjma Rudolfa Komorouse) okruh
hudebnik(, ve kterém jsem se pohyboval. M{j zajem se zvétSoval a to, Ze jsem se pfestal starat, jestli se mé
to libi“nebo ,nelibi®, se mi velmi zamlouvalo.

Na podzim 1963 jsem odjel studovat do Vidné a zapojil se jako interpret do koncertl Nové hudby pofa-
danych skupinou die Reihe. Na jafe 1964 mi zavolal Friedrich Cerha, jeden z mych profesor(i na Akade-
mii a téZ dirigent die Reihe, a zeptal se, zdali bych se nezdcastnil koncertu s Cagem, ktery mél do Vidné
pfijet. Ani ja, ani Cerha jsme neméli ponéti, co pfesné Cage potfeboval, pfedpokladali jsme, Ze jde o hru
vansamblu. ,Jenom pfijd do Muzea 20. stoleti ve Schweizergartenu,” fekl mi Cerha do telefonu: ,a uvidime
co dal”. Rano, kdyZ jsem dorazil do muzea, byl tam jiz Cage s Davidem Tudorem. Pfinesl jsem si s sebou
flétnu a pikolu, které jsem nakonec viibec nepotieboval. Cage nas viechny vcetné Cerhy pozadal, abychom
ucinkovali jako perkusionisté. Byli jsme soucasti Cunninghamova ,Event No. 1°, ktery se skladal z nékolika
tanecnich ¢isel Cunninghamovy tanecni skupiny. Paralelné s tancem jsme hrdli Cagelv Atlas Eclipticalis
ve verzi pro Sest perkusionistd. | kdyz skladba trvala tfi hodiny, zkouSeli jsme jen zhruba devét minut. Cage
zkousel nerad. Clovék mél pocit, kdyz ho sledoval pfi provozovéani hudby, jako by byl mezi nim a hudbou,
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kterou hrél, jakysi odstup. Myslim, Ze Cage nemél pochopeni pro fyzické zapojeni interpreta do hranf,
v ¢emz byl David Tudor naprosto brilantni. Cage se snaZil vyhybat situacim, které vyzadovaly, aby Fidil
ansambl v kolektivni snaze pfipravy kompozice k provedeni. Jeho pfedstava takové pfipravy byla individua-
listickd; od spolupracovnik( ocekéval, Ze budou pracovat samostatné, bez ,zasahovani” nékoho jiného, kdo
by jim Fikal, co maji délat. Tento postoj je samozfejmé v rozporu s tim, jak se déla hudba ve velkych soubo-
rech, vCetné a hlavné v orchestru.

Jedna z klicovych udalosti mého vztahu ke Cageovi byl skandal, ktery byl zpdsoben koncertem S.E.M. Ensemble
na festivalu ,June in Buffalo” vroce 1975 pofddanym universitou v Buffalu. Bylo to provedeni Cageovy skladby
Song Books No. I, II. Julius Eastman, ktery s nami hral, bud nepochopil nebo sabotoval svij podil na prove-
deni, a jelikoZ jsme neméli spolecné zkousky, tedy kazdy z nas se pfipravil individualné (dle Cageovych
instrukci), vy3el Eastman(v omyl (nebo sabotdz) najevo teprve béhem koncertu. Cage se to hluboce dotklo
a zareagoval zplGsobem, ktery byl pro néj velmi netypicky. Na druhy den mél na univerzité pfednasku a tu
vénoval komentafi toho, co se stalo pfedchdazejici vecer. Vybuchl a v roz¢ileni mlatil pésti do vika od kla-
viru. Musela to byt do té doby jeho nejsilnéjsi kritika na provedeni jeho skladby. Tato ,krize” mné nesmirné
pomohla. Pochopil jsem zodpovédnost interpreta, zejména kdyZ jde o nékoho, jako jsem byl ja, postaveného
do vedouci pozice v ansamblu. Uvédomil jsem si, Ze se nelze schovavat za interpretacni poZadavky skla-
datele, kdyZ jsou v rozporu s tim, co dobrd interpretace vyzaduje. Nevzdal jsem to, a kdyZ jsme byli o pét let
pozdéji pozadani opét hrat Song Books, nejen Ze jsme méli ansamblové zkousky, ale Cage se sam zkouSek
zUcCastnil. Tato exemplarni provedeni se uskutecnily v New Yorku a Evropé.

KdyzZ jsem Zil v Buffalu, ¢asto jsem jezdil do New Yorku a s Cagem jsem se skoro pokazdé schéazel. Kazdy
mUj pfijezd byl dostate¢nym dlvodem k setkani. Kdyz jsem se na pocatku 80. let do New Yorku pfestéhoval,
nase setkdni nebyla uZ tak ¢asta. Mohli jsme se kdykoliv vidét, a tak nebyl dlivod spéchat na 18. ulici jen
proto, abych Cage pozdravil. Naposledy jsem ho navstivil asi tyden pfedtim, nez zemfel. Sesli jsme se proto,
aby identifikovat ty, kterym vénoval kazdy z 86 partd skladby Atlas Eclipticalis, kterou jsem pfipravoval
k provedeni v Carnegie Hall v ramci oslav k jeho osmdesatinam. Cage byl jako téméF vzdy v dobré naladé
a bavil se tim, kdyZ zjistil, Ze ta nebo ona osoba byla jiz po smrti. Nedlouho poté, neocekdvané a k zdrmutku
a Soku nas viech, nasledoval ty, ktefi nas nadobro opustili.

Petr Kotik
Ostrava, 4. ledna, 2012

(original byl napsan v angli¢ting, text do Cestiny prepsal Petr Kotik v kvétnu 2012)



Alvin Lucier

Music for Solo Performer and John Cage

John encouraged me to pursue the idea of using brain waves in a musical composition while
| was teaching at Brandeis University in Massachusetts. | had doubts about the piece. (Cage would most
often say yes rather than no to any new idea.) | am grateful to his support.

Hudba pro sélového performera a John Cage

John mne povzbuzoval, abych se zabyval ndpadem vyuziti mozkovych vin v hudebni kompozici,
kdyZ jsem jeSté ucil na Brandeiské univerzité v Massachusetts. Mél jsem o svém kusu pochybnosti.
(Cage nejcastéji fikal kazdé nové ideji spiSe ano neZ ne.) Jsem mu vdécny za jeho podporu.

Music for Solo Performer (1965)
1988
166 | silver print / fotografie na bromostfibrném papife






In 1977, due to recurring health problems, John Cage started on a strict macrobiotic diet that had been
recommended to him by Shizuko Yamamoto. Fortunately, a few years earlier he had given us the charming text Where
Are We Eating? and What Are We Eating? which he wrote for the book Merce Cunningham by James Klosty, and later
also published in Empty Words: Writings ‘73 —'78 (John Cage, Empty Words: Writings ‘73 —'78, Middeltown 1978.)
The collage of 38 stories about eating, subtitled 38 Variations on a Theme by Alison Knowles, reflects Cage’s passion
for food and cooking. In contrast to his approach to composing, in the kitchen he allowed himself to improvise, even in
the context of a strict diet: “I have learned to make unyeasted bread. My favorites are the Tibetan Barley Bread from
the Tassajara Bread Book and one | improvise from left-overs, brown rice, vegetables, whole wheat flour, a little oil and
salt and bunch of dill or parsley finely chopped up.” (Ibidem, p. 79.) It seems that the stricter Cage's diet was, the more
inventive he was in cooking. In 1990 he even created “edible drawings” of lemons, sesame seeds, and mushrooms.
Cage's meals were real bricollages — limited in sources and means but rich in attitudes and solutions. One can feel
the pleasure he derived from cooking and eating in the many recipes he left us. These are more than ordinary recipes;
they are lovely etudes, exercises not only in cooking but also in writing. Here is the evidence:

BEANS: Soak beans overnight after having washed them. In the morning
change the water and add Kombu (seaweed). Also, if you wish, rosemary
or cumin. Watch them so that they don't cook too long, just until tender.
Then pour off most of the liquid, saving it, and replace it with tamari (or
Braggs). But taste first: you may prefer it without tamari or with very little.
Taste to see if it's too salty. If it is, add more bean liquid. Then, if you
have the juice from a roasted chicken, put several teaspoons of this with
the beans. If not, add some lemon juice. And the next time you have roast
chicken, add some of the juice to the beans. Black turtle beans or small

168

white beans can be cooked without soaking overnight. But large kidney
beans or pinto beans, etc., are best soaked. (So are the others.)
Another way to cook beans which has become my favorite is with bay
leaves, thyme, garlic, saltand pepper. You can cook it with some kombu
from the beginning. | now use the “shocking method.” See Aveline
Kushi’s book.

And now I've changed again. A Guatemalan idea: Bury an entire plant
of garlic in the beans without bothering to take the paper off. Cook for
at least 3 hours.



Alison Knowles used to cook and dine with John Cage. Bean Concordance (2010), created for his 100™ birth-
day, lists the names of many beans, some of which they both enjoyed eating together. This beautiful work on paper
combines a charming Fluxus playfulness with conceptual insight and the reductionist aesthetics of minimalism. Cooking and
gardening go well together. Alvin Curran knows this and he is also aware of Cage's do—it-yourself passion. So he invites
us into a small garden shed to share his obsession for collecting and assembling sounds (and mushrooms), an obsession he
once shared with his respected mentor and friend. The interactive audio-visual installation Gardening with John (2005) is
based on the sound samples (including sounds of preparing and cooking mushrooms) Curran recorded and collected for his
Erat Verbum John (2000), a sound portrait of John Cage. Jan Steklik, too, works with iconic mushroom allusions in his series
Ties—Mushrooms for John Cage (2008-09). With typical humorous lightness, he scatters mushrooms across partially burnt
paper or cardboard, not as tokens but in a broader sense, as signs referring to Cage's methods and visual aesthetics. Michael
Prime’s lifetime obsession with fungi, on the other hand, comes from his background as a trained biologist. In his case, the
persona of John Cage is like a place for a wonderful meeting of the biologist Prime with the sound artist Prime. The 4-channel
audio-visual installation Agarikon (2011), named after the rare bracket fungus, believed for thousands of years to have healing
effects, combines the sounds derived from bioelectrical recordings made of a living mycelium of Laricifomes officinalis
(Agarikon) with video imagery interpreting the mythological and medicinal uses of the plant, filtered through the pulsating
rhythms of the living fungus. To determine the duration and other parameters of each segment, Prime consulted the I-Ching.
In addition, the interactions of the four different-length soundtracks function in response to the movements of visitors.
Collecting, cooking, and eating edible mushrooms were not only useful practical activities corresponding to Cage's eco-
logical and environmentalist mind, but they inspired new listening as well, his attention to the activity of sounds; often
while identifying and hunting mushrooms in the woods, he would imagine the various performances of his silent piece, and
he always wished to engage fungi in his art.

In the Glacis Beisl restaurant in Vienna, Laura ordered a regional food speciality, Krautfleckerl. Square—shaped pasta
mixed with pan-fried white cabbage was served with green salad. Laura ate the salad and left the pasta nearly untouched. After
she left the restaurant, Kris made a remark: “Few days ago, | ordered the same meal and | also ate only a salad.” Having the same,
still fresh experience, | was not surprised with their attitude.



V roce 1977 zacal John Cage na doporuceni Shizuko Yamamotové kvili vracejicim se zdravotnim problémim
s pfisnou makrobiotickou dietou. Nékolik let pfedtim napsal pro knihu Merce Cunningham od Jamese Klostyho okou-
zlujici text Kde jime a co jime?, ktery pozdé&ji vySel i v Empty Words: Writings '73—'78 (John Cage, Empty Words: Writings
73 —'78, Middeltown 1978.) Kolaz 38 pfibéhl o stravovani s podtitulem 38 variaci na téma Alison Knowlesové, odrazi
Cageovu vasen pro jidlo a vafeni. Na rozdil od svého komponovani si v kuchyni dovolil improvizovat, dokonce i v ramci
pfisné diety: ,Naucil jsem se délat nekvaseny chléb. Mymi oblibenymi jsou tibetsky jecny chléb podle chlebové ku-
charky Tassajara a dalsi, kdy improvizuji ze zbytkd, hnédé ryze, zeleniny, hrubé psenicné mouky, trochy oleje a soli
a hrstky jemné nasekaného kopru nebo petrzele.” (Ibidem, s. 79.) Zda se, Ze ¢im pfisnéjsi byla jeho dieta, tim vyna-
|ézavéjsi bylo jeho varfeni. Vroce 1990 dokonce vytvofil ,jedlé kresby” z citronu, sezamovych seminek a hub. Cageovy
pokrmy byly skutecné brikoldze — omezené co se tyce zdrojl a prostredkd, ale bohaté z hlediska pfistupl a fesenf.
Z mnoha receptd, které ndm zanechal, Ize vycitit potéSeni, které mu pfinaselo jidlo a vafeni. Jde o vic nez obycejné
recepty; jsou to plivabné etudy, cviceni nejenom z vafeni, ale téZ z psani. Zde je diikaz:

Fazole: Omyté fazole pfes noc namocte. Rano vymérite vodu a pfidejte
morské fasy kombu. Jestli chcete, tak i rozmaryn nebo kmin. Dejte pozor,
aby se fazole nevafily pfilis dlouho, jen dokud nezméknou. Potom odlijte
vétsinu fazolového vyvaru (ten si dejte stranou) a nahradte ho s6jovou omac-
kou Tamari (anebo Bragg). Nejdfiv ale fazole ochutnejte: mozné vam budou
chutnat vic jenom s trochou Tamari anebo bez ni. Zkuste, jestli nejsou pfilis
slané. Pokud ano, pridejte ¢ast zbylého vyvaru. V pfipadé, Ze zrovna mate
Stdvu z peceného kufete, pridejte nékolik cajovych Izicek do fazoli. Jestli ji
nemate, staci pridat trochu citronové $tavy. A pfisté, kdyz budete péct kufe,
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tak si nechejte trochu 3tévy do fazoli. Cerné Zelvi fazole nebo malé bilé
fazole Ize vafit rovnou bez namaceni pres noc. Velké ledvinové fazole nebo
fazole pinto apod. je v3ak lepsi namacet. (Podobné jako jiné druhy.)

Mj dalsi oblibeny zpUsob, jak vafit fazole, je s bobkovymi listy, tymidnem,
Cesnekem, soli a pepfem. MUZete je od zac¢atku vafiti s trochou kombu.
Ja dnes jiz pouzivam ,metodu Soku.”, viz knihu od Aveline Kushi.
Nedévno jsem ale zpisob vafeni opét zménil. Guatemalsky ndpad: Pohibé-
te celou hldvku cesneku do fazoli, aniz byste se trépili s oloupanim slupky.
Vaite alespon 3 hodiny.



Alison Knowles s Johnem Cagem casto vafila a stolovala. Fazolovy soulad (2010), vytvofeny u pfileZitosti jeho
100. narozenin, vyjmenovava nazvy mnoha fazoli, z nichZ nékteré spolu radi jedli. Nadherné dilko na papite kombinuje
roztomilou hravost Fluxu s konceptudlnim nadhledem a redukcionistkou estetikou minimalismu. Vafeni jde ruku v ruce se
zahradnicenim, coZ Alvin Curran dobfe vi a je si také védom Cageovy vasné pro pfistup ,udélej si sam”. A tak nds zve
do malého zahradniho domku, abychom spolu s nim sdileli jeho obsesi pro sbirani a asamblovani zvuk{ (a hub); obsesi,
jez kdysi sdilel se svym respektovanym mentorem a pfitelem. Interaktivni audio-vizuaIni instalace Zahradniceni s Johnem
(2005) je zalozena na zvukovych samplech (vcetné zvukd pripravovani a vafeni hub), které Curran nahrél a sesbiral pro svij
zvukovy portrét Johna Cage Erat Verbum John (2000). | Jan Steklik pracuje ve svém cyklu Kravaty—Houby pro Johna Cage
(2008-2009) s ikonickymi houbovymi aluzemi. S typickou humornou lehkosti trousi houby na ¢aste¢né ohorely papir nebo
karton, ne viak jako tokeny, ale v 3irSim smyslu, jako znaky odkazujici na Cageovy metody a vizudlni estetiku. CeloZivotni
posedlost Michaela Prima houbami Castecné vychdzi z jeho studia biologie. Osobnost Johna Cage je pro néj mistem pro
Uzasné setkani biologa Prima-biologa s Primem-zvukovym umélcem. Ctyi-kanalova audiovizualniinstalace Agarikon (2011),
nazvand po vzacné houbé konzolového tvaru, které jsou po tisice let pfipisovany lécivé ucinky, kombinuje zvuky ziskané
z bioelektrickych nahravek Zivého podhoubi Laricifomes officinalis (Agarikon) s video—obrazy, interpretujicimi mytologické
a medicinské vyuzitf rostliny a filtrovanymi pfes pulsujici rytmy Zivé houby. Délku a jednotlivé parametry kazdého segmentu
Prime stanovil podle knihy I-ting. Ctyfi rdzné dlouhé soundtracky navic interaktivné reaguji na pohyby navitévnikd.
Shirani, vafeni a konzumace jedlych hub nebyly jenom uZite¢né praktické aktivity, korespondujici s Cageovou ekologickou
a environmentalistickou mysli, ale inspirovaly téZ koncept nového poslouchdni i pozornost, kterou vénoval aktivité zvukd;
Casto, kdyz v lesich identifikoval a sbiral houby, pfedstavoval si rozmanité provedeni svého tichého kusu a vzdy si pfal
zapojit houby do svého uméni.

Ve videnské restauraci Glacis Beisl si Laura objednala mistni specialitu — Krautfleckerl, téstoviny ¢tvercového tvaru
promichané s osmazenym bilym zelim, podavané s hlavkovym saldtem. Laura snédla salat a téstoviny nechala témér nedotcené.
Po jejim odchodu z restaurace Kris poznamenal: ,Pfed nékolika dny jsem si objednal stejné jidlo a taky jsem snédl jenom salat.”
Jejich pfistup mne nepfekvapil, jelikoZ jsem mél stejnou, jesté cerstvou zkusenost.



Alvin Curran

Streaming in 2012
a short radio-play
situated in no particular place
theme:
at one hundred we gauge
the scene shifts to the comix page
our protagonists are heard declaiming:
UnCage the Age of
upstage the sage,
pillage a page of
vintage John Cage
by god, they opened the bottle and found this note:
On a wage that Cage is the rage and the rage is Cage, an aged Sage paged
Mr. Cage this brief mess-age:
Please come to the Baggage-Clam immediately. Your random-generator is
causing havoc in the contrabassoon section and will otherwise be removed
by the authorities.
Meanwhile at Radio KAGE in Winona Wisconsin, a broadcast of a radiophonic
—furniture music was on where the speakers simply listed
common English words, ending in the letters A, G, and E:
Socage, rage, vintage, borage, wreckage, voltage, umbrage, adage, teenage,
rummage, language, stowage, bandage, sausage, sabotage, agiotage, brokerage,
domage,village, barrage,postage,assemblage,triage,berthage,plumage,dosage,
coverage, newage, potage, portage leafage, lovage, message, age, rummage,
massage, scrimmage, footage, sewerage, appenage, hostage, domage, corkage,
selvage, savage, tutorage, sauvage, disuage, tutorage, dressage, baggage, plantage,
personage, stowage, verbiage, beverage, vagabondage, steerage, disparage, suffrage,
mileage, moorage, lovage, plumage, lineage, manage, mortgage, cottage,rampage,
hemmorage, armitage, package, montgage, voyage, linkage, partage, plage, entourage,
visage, page, yardage, vernissage, presage, advantage, outage, libertinage, hermitage,
mid-page, old-age, luggage, plantage, plage, assuage, age, a-rage, yardage, wage,
phage, re-cage, ribcage, upstage, bluesage, stage, backstage, allwage, JohnCage.

Gardening with John 1.1
2005-2006

172 | sound installation and project sketch / zvukova instalace a projektova skica
(realization at the DOX Centre for Contemporary Art, Prague / realizace v Centru soucasného uméni DOX, Praha)
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Alison Knowles

Asked to write about John Cage:
Just a
wOrd about
How
fiNe it is
he feels still to be here

Bean Concordance
2010
174 | mixed media on paper / kombinovana technika na papife
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Michael Prime

Like John Cage, | first became interested in fungi through
an interest in collecting edible mushrooms. They seemed madde-
ningly unpredictable, sometimes appearing in profusion, yet often
not to be found in seemingly suitable conditions. It is only
the sudden manifestation of these fruiting bodies that alerts us
to the presence of the mycelium, the body of the fungus, whichmay
have been growing for years, unseen and unsuspected. In order to
fruit, the mycelium must have enjoyed reasonable growing condi-
tions, adequate amounts of water and nutrients. It must have
built up a certain store of energy. However, it will usually only begin
to produce fruiting bodies when it undergoes a certain amount of
stress, such as that produced by the changing seasons.

Cage drew inspiration from the unpredictable fruiting of mushrooms
in formulating his key concept of Indeterminacy. A composition
could be likened to the fruiting of a given species of mushroom
in a given habitat. The species of mushroom and the habitat
could be defined, but the actual numbers and locations of fruiting
bodies would always be indeterminate and surprising.

In my own work, | have used fungi as an actual source of sounds
for my compositions. All living organisms produce a faint electrical
current, which constantly fluctuates according to the state of
the organism. This current can be amplified and used as a control
signal for an oscillator, producing a sound which directly reflects
the state of the organism. A mushroom still connected to a growing
mycelium produces a varied and interesting rhythm, while a mush-
room that has been picked produces only a static tone. It is possible
to listen in to the life force of the fungus.

Agarikon
201
176 | 4—channel interactive audio-visual installation / 4-kanélova interaktivni audiovizudIn instalace






Jan Steklik

Urceni plochy jednim bodem je, zda se mi, vzdy
pfesné. Druhym bodem zacina problém. Cage.

Mushrooms for John Cage
2008-2009
178 | series of the works in mixed media on paper (part) / série praci kombinovanou technikou na papife (¢ast)






John Cage was a master at asking the right questions. He asked them his whole life. He posed them directly as
wellas metaphorically, verballyaswellasin his ownworks: “Whatcan be analyzedin mywork, or criticized, are the questions
that | ask. But most of the critics don't trouble to find out what those questions were. And that would make the difference
between one composition made with chance operations and another. That is, the principle underlying the results of those
chance operations is the questions. The things which should be criticized, if one wants to criticize, are the questions that
are asked.” (Richard Kostelanetz: Conversing With Cage. Omnibus Press, 1989, p. 85) He addressed questions to himself,
to the I Ching, and to his listeners, friends, critics, and social settings. To ask wisely was simply an essential part of his
personality, eclectic philosophy, and way of life. In 1961, on the occasion of a lecture at Pratt Institute in Brooklyn, Cage
took the students’ most burning questions — Where Are We Going? and What Are We Doing? — and used them as
the basis for a text-sound collage, resulting in a score for a solo speech performance. Again he used the well-tested
principle of simultaneity that in this case worked to its full effect; he abjured semantic comprehensibility on behalf of
a chaotic form that better expressed his view of the function of art as “imitation of nature in her manner of operation.”
Cage was truly convinced that human life only has real meaning with respect to nature. “Our understanding of ‘her
manner of operation’ changes according to advances in the sciences.” (John Cage: A Year from Monday, Middletown
1969, p. 31.) He applied this doctrine, influenced by the writings of Ceylonese philosopher and aesthetician Ananda
K. Coomaraswamy, not only in his art philosophy, crossing the borders between art and life, but also in his social
philosophy, which led him to write the series Diary: How to Improve the World (You Will Only Make Matters Worse),
1966-1984, a long text collage mixed by complex chance operations from different statements and stories that he
performed as lectures.
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He had an admirable, Zen-like ability to wait, and he expected the same patience from his audience. This, of course,
brought about many comical as well as brutal communication situations, as many of us are not disposed to discipline and
the psychic stamina to endure boredom. But authentic art is not only about inventing new rules but also about breaking
them. Many times rules were established just to be broken. Aesthetic attractiveness finds its origin in unpredictability, based
on the fact that in art communication, the text (or the work of art) precedes the code from which it was formed.
What a paradox!

Stephen Addiss, like once Cage did, addresses oriental wisdom to know where are we actually going and
whether our routing is meaningfully motived. It seems there is no better way to express endlessness and transience than
by a perfect circle on imperfect smoked paper. Ensa, the ancient Zen symbol for the universe as well as void, energy as
well as absolute enlightenment, becomes, in calligraphic representation, an elegant manifestation of inner peace that is
necessary for meditation and creativeness. Reduction of the means gives birth to efficiency of expression. Steven Holl,
too, sees the world as an eternal and necessary tension between processes, functions, and transforming phenomena.
Urbanism and architecture in his conception therefore respect the contribution of indeterminacy and chance to the “final”
semblances of a creative act. Concepts of sponge structures and porosity, used as the architectonical principles shaping
the buildings after biological and social interactions, were strongly influenced by the thoughts of John Cage. They were
also reflected in the project sketches of Simmons Hall student dormitory at MIT in Cambridge, Massachusetts. Noise-
maker GX Jupitter-Larsen avowed himself to Cage only indirectly — through the legacy of Cage’s father John Milton
Cage (1886-1964), an inventor who promoted the electrostatic field theory of the universe. The digital print Cage
About the Polywave is a schematic representation of the entropic notion of the world as an interactive sum of permanent
simultaneous multidimensional movements at various levels and in various energetic manifestations, the conceptual
“embodiment” of which became “polywave.” A notion, that is quite close to the philosophy of activity and change of
Cage Junior. The emotive photographic series by Barbara Klemm, documents one “short” sequence from the per-
formance of Cage's composition ORGAN?/ASLSP (1987) at the St. Burchardi Church in Halberstadt, Germany. An 8-pages



score of the piece for organ in eight movements (but its author prescribes to repeat at least one movement) instructs
the performer to play it “as slow as possible” (ASLSP). On September 5 2001, the day of Cage's 89" birthday, the slowest
known concert ever in history started, which is supposed to last till 2640, altogether 639 years (given some of the future
performers do not decide to repeat more of its movements). Why just 6397 Because, according to Praetorius, the organ
in Halberstadt cathedral, completed in 1361, was equipped with the first modern 12-tones keyboard, and so its site can
be considered the cradle of modern European music. The planned duration of Cage's composition, 639 years, is actually
a mathematical equation, the year of initiation of the Halberstadt project (2000) minus the year when the organ was
built. The shortest tones of the adapted score will last six to seven months, the several year long pauses are no exception.
With its literal supertemporality, the piece, reflecting indeterminacy, infiniteness, transience, modesty and patience, is
a wonderful contribution to the theophysical-phenomenological discourse on time and velocity. What Are We Doing?
Where Are We Going? Did we forever lose the patience to wait?

On the way from the MuseumsQuartier to the Naschmarkt there is a small second-hand shop that attracted our

attention with its furtive window display. Used kitschy objects were laxly arranged within it, covered in a thick layer of old dust.
The bizarreness of the installation, as if cut out of a catalogue for some Fluxus show, was amplified by the sign with the store's
hours — Open every Thursday from 4 p.m. till 6 p.m.
All week Ben and | were looking forward to a “sweet Thursday” when we would go shopping there, imagining the owner of
the shop. But every Thursday, as if purposely, we forgot about our plan and | didn't realize it even a month after Ben left
Vienna. Inasmuch as | have teaching duties every Thursday, now | am impatiently waiting for the end of semester to finally
satiate my curiousity, as well as my obsession with bizarre objects and situations. Not in vain, they use to say that desire grows
with cunctation.
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John Cage byl mistr v kladen{ spravnych otazek. Ptal se cely sv(j Zivot. Otazky kladl pfimo i v metaforach, verbalné
i ve svych dilech: ,To, co [ze v mém dile analyzovat nebo kritizovat, jsou otdzky, které kladu. Vétsina kritiki se ale neobte-
Zuje zjistit, co to bylo za otdzky. A prdve v tom by spocival rozdil mezi kompozici vytvofenou s pomoci ndhodnych
operaci a jinou kompozici bez nich. To znamend, Ze prdve otdzky stoji principidlné za vysledky téchto ndhodnych
operaci. Proto, jestli chce nékdo kritizovat, mize kritizovat polozené otdzky. “ (Richard Kostelanetz: Conversing With
Cage. Omnibus Press, 1989, 5. 85.) Cage adresoval otdzky sobé samému, I-ting i svym posluchacdm, pratelim, kritikim
a socialnim situacim. Moudre se ptat bylo zkratka podstatnou ¢asti jeho osobnosti, eklektické filozofie a zplisobu Zivota.
V roce 1961, u prileZitosti pfednasky na Prattové institutu v Brooklynu, Cage vzal nejpalCivéjsi otazky studentl — Kam
jdeme? a Co délame? — a poutzil je jako zaklad pro svou textovo-zvukovou koldZ, ustici do partitury pro sélovou feco-
vou performance. Opét pouZil osvédceny princip simultannosti, ktery v tomto pfipadé zaucinkoval naplno; zfekl se séman-
tické srozumitelnosti ve prospéch chaotické formy, jez Iépe vyjadfovala jeho nazor na funkci uménijako ,imitovani pfirody
ve zplisobu jejiho fungovani.”
Cage byl hluboce presvédcen, Ze lidsky Zivot ma skutecny vyznam jenom tehdy, kdyz respektuje pfirodu. , Nase chdpdn,
zplsobu jejiho fungovdni’ se méni podle védeckého pokroku.“ (John Cage: A Year from Monday, Middletown 1969, s. 31.)
Tuto doktrinu, ovlivnénou spisy srilanského filozofa a estetika Anandy K. Coomaraswamyho, aplikoval nejenom ve své
filozofii uméni, pfekracujici hranice mezi uménim a Zivotem, ale téZ ve své socidlni filozofii, coZ ho pfivedlo k napsani
cyklu Denik: Jak zlepsit svet (Jenom véci zhorsite),1966-1984, dlouhé textové koldze vytvorené pomoci slozZitych
nahodnych operaci z rliznych vyrokl a pfibéhd, které posléze cetl jako prednasky.



Cage mél obdivuhodnou, zenovou schopnost Cekat a stejnou trpélivost ocekaval i od svého obecenstva. To samoziejmé
pfinadselo mnoZstvi komickych i brutdlnich komunikacnich situaci, jelikoZ mnozi z nds nemaji dostate¢nou disciplinu
a psychickou vydrz Celit nudé. Autentické uméni vSak neni jenom o vynalézani novych pravidel, ale také o jejich poru-
sovani. Mnohokrat byla ustanovena pravidla jenom proto, aby mohla byt poruSovana. Esteticka pfitazlivost ma svij
plvod v nepredvidatelnosti spocivajici ve faktu, ze v umélecké komunikaci text (neboli umélecké dilo) predchazi kodu,
z néhoz byl zformovan. Jaky paradox!

Stephen Addiss, stejné jako kdysi Cage, se obraci na orientdlni moudrost, aby se dozvédél, kam se vlastné
ubirdme a jestli ma nase sméfovani smysluplnou motivaci. Zd4 se, Ze neni vhodnéjsi zplisob, jak vyjadfit nekone¢nost
a pomijivost, neZ prostfednictvim dokonalého kruhu na nedokonalém, o¢ouzeném papife. Ensa, pradavny zenovy symbol
pro vesmir i prazdno, energii i absolutni osviceni, se v kaligrafické reprezentaci stdva elegantni manifestaci vnitfniho
klidu, nezbytného pro meditaci i tvorbu. Efektivnost vyjadreni se rodi z redukce prostredkd. Také Steven Holl chape
svét jako vécné a nezbytné napéti mezi procesy, funkcemi a proménujicimi se fenomény. Urbanismus a architektura
v jeho pojeti tudiz respektuji podil neurcenosti a ndhody na ,konecnych” podobdch kreativniho aktu. Koncepty houbovi-
tych struktur a poréznosti, jakozto architektonické principy tvarujici budovy podle biologickych a socidlnich interakci,
byly silné ovlivnény myslenkami Johna Cage. Promitly se i do projektd studentské koleje Simmons Hall MIT v Cambridgi
v Massachusetts. Noisemaker GX Jupitter-Larsen se ke Cageovi pfihlasil zprostfedkované — skrze odkaz jeho otce
Johna Miltona Cage (1886-1964), vynalezce propagujiciho teorii elektrostatického pole vesmiru. Digitalni tisk Cage
o polyviné je schematickou reprezentaci entropické predstavy o svété jako interaktivni sumé permanentnich simultan-
nich multidimenzionélnich pohybd na riznych drovnich a v rlznych energetickych manifestacich, jejiz konceptualnim
,Ztélesnénim” se stala ,polyvina”. Predstavy, jez neni zcela vzdéalena filozofii aktivity a promény Cage juniora. Emo-
tivni fotograficky cyklus Barbary Klemm dokumentuje jednu ,kratkou” sekvenci z provedeni Cageovy kompozice
ORGAN?/ASLSP (1987) v kostele Sv. Burcharda v némeckém Halberstadtu. Osmistrankova partitura kusu o osmi vétach
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pro varhany (autor viak nafizuje alespori jednu vétu opakovat) instruuje interpreta hrat ,pokud mozno co nejpomaleji
(ASLSP). 5. zafi 2001, v den Cageovych nedozitych 89. narozenin, se zacal nejpomalejsi znamy koncert v historii, ktery ma
trvat az do roku 2640, celych 639 let (jestli se néktefi z interpretd v budoucnosti nerozhodnout opakovat vic vét).
Proc¢ zrovna 6397 Protoze podle Praetoria byly pravé varhany v halberstadtské katedréle (dokonceny v roce 1361) vybave-
ny prvni moderni 12—ténovou klaviaturou, a tudiz Ize toto misto pokladat za kolébku moderni evropské hudby. Pldnovana
délka Cageovy skladby, 639 let, je vlastné rozdilem mezi rokem iniciace halberstadtského projektu (2000) a rokem
sestrojeni varhan. Nejkrat$i tény z adaptované partitury budou znit 6-7 mésicd a vyjimkou nejsou ani nékolikaleté
pauzy. Svoji doslovnou nadcasovosti je dilo, reflektujici neuréenost, nekonecnost, pomijivost, pokoru a trpélivost, skvé-
lym pfispévkem do teofyzicko—fenomenologického diskurzu o ¢asu a rychlosti. Co déldme? Kam jdeme? Ztratili jsme
snad navzdy trpélivost ¢ekat?

Po cesté z MuseumsQuartier na Naschmarkt je maly secondhandovy kramek, ktery upoutal nasi pozornost nena-

padnou vylohou. Kycovité predméty z druhé ruky v ni byly nedbale naaranzovény a pokryty hrubou vrstvou starého prachu.
Bizarnost celé instalace, jako vystfizené z katalogu néjaké Fluxové vystavy, umocriovala cedulka s oteviraci dobou — kazdy
¢tvrtek od 16.00 do 18.00.
Cely tyden jsme se s Benem téSili na ,sladky ctvrtek”, kdy se tam spolu vydame nakupovat, a v duchu si predstavovali majitele/ku
kramku. Ve Ctvrtek jsme viak na nds plan jako naschval zapomnéli a nepovedlo se mi ho zrealizovat ani poté, co Ben po mésici
z Vidné odjel. Jelikoz mam ve ctvrtek vyucovaci povinnost, netrpélivé cekam na konec semestru, abych konec¢né ukojil svou zvi-
davost i posedlost bizarnimi predméty a situacemi. Ne nadarmo se fika, Ze s odkladanim roste touha.



Stephen Addiss

After studying with John Cage at the New
School more than 50 years ago, in recent years
| have often used the technique of smoked paper
that he developed with the painter Ray Kass.
Above all, | have admired Cage as a model of
joyous and disciplined freedom in all creative
arts, wondrous in his exploration of emptiness.

ENSO (Zen circle)
2010
186 | ink on smoked paper / tus na oCouzeném papife
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Steven Holl

According to a chance operation, these sponge
prints became the public lounge spaces in the stu-
dent dormitory Simmons Hall, MIT, 2001. John Cage
was a deep influence on my work as an architect.
As a professor of architecture my class The Archi-

tectonics of Music, has been taught at Columbia
University.

Drawing for Simmons Hall, MIT, Cambridge, MA
1999-2002

188 | IRIS print of watercolour / IRIS tisk akvarelu






GX Jupitter-Larsen

Cage Sr., not Cage Jr., has always been
a big influence on me.

Cage About the Polywave
20Mm
190 | computer print on paper / pocitacovy tisk na papife






Barbara Klemm

Statements zu geben ist nicht meine Sache,
meine Bilder sprechen fiir mich und fiir sich.

John Cage’s "ORGANY/ASLSP” in Halberstadt
2006
192 | series of silver prints (part) / série fotografii na bromostfibrném papife (¢ast)






New listening, as conceived in Silence, soon became both an aesthetic and poetic tool and a strategy in sound
art as we know it today. Sound sculptures, sound environments, soundscapes, sound walks, sound ecology, etc., are all
legitimate genres and manifestations of contemporary intermedia and as such are unthinkable without “an attention
to the activity of sounds,” as defined by John Cage. New listening requires interaction between a sound source and
a listener. Thus, passive perceptual habits, still prevalent from the past in a civilization that was visually oriented for
hundreds of years, need to be replaced by a new sensibility in the audiovisual era. Today, on the other hand, our dis-
oriented identities are exposed to an ongoing and aggressive multi-sensorial bombardment of the senses that are not
immune to the plethora of information. Sensitive listening, which was once imagined “to hear the music the spores shot
off from Basidia” (John Cage: A Year from Monday: New Lectures and Writings, Middletown 1967, p. 34), must also there-
fore become selective listening, otherwise ingenuous sonophilia can easy turn into disturbing sonophobia.
According to Cage, all mundane sound is worthy of our attention and aesthetic contemplation. But are their sterile digital
representations and repetitions also worthy of the same attention and contemplation? The acute question in the age
of audiovisual pollution seems to be how to meaningfully articulate the plurality of sounds. After “the architecturality
of music became a technical possibilityand poetic fact” (Ibidem, p.33), the commonplace sound situations we experience
daily are often emphasized in sound art creations without any references to music—making traditions and without deeper
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inventive competence and relevant listening experiences. Listening to them, one often has the impression of I'audio mimesis
pour [“audio mimesis, of sampling for sampling’s sake. Nowadays, the concepts of Satie's musique d’ammeublement
or Cage’s 4’33"" have lost their philosophical and aesthetic force and have begun to serve omnipresent technocratic
impotence. We need new ears, now more than ever, to avoid the ever—present digital Muzak and to heal the pandemic
deafness caused by redundant noise and its commodified packages. Happy New Ears!

Volker Straebel has exactly such ears and he knows how to use them wisely. This time, within his sound
observations, he listened to the sounds in front of Cage’s last residence at West 18" Street in New York City. The sounds
of metropolitan rush that Cage so liked to listen to and that he often appropriated in his liberal music, captured in situ,
are animated years later in a 5-channel sound installation, just to remind us, of course in a new sonoristic context,
of the historical variability of sound awareness. A Little Day Music by Paul Panhuysen is, on the other hand, a lovely
postmodern paraphrase of a notorious fetish of classical music culture, being lightly treated here through the transpa-
rency and self-reference of the chosen medium: miniature solar collectors are the eternal sound source, playing a little
“ethereal” music of the currentinfo—sphere. Benoit Maubrey, who honoured John Cage with an impressive birthday
audio—cake from marzipan, also used solar energy. The most striking ingredient of the piece are 100 piezo microphones,
transmitting “Happy Birthday” wishes from various well-wishers. The installation is interactive through two solar powered
radio—receivers, responding to the movements of visitors and infusing the festive greetings with white noise. The physio—
phonograph by Blahoslav Rozbofil is a bizarre mutation brought forth by coupling an old pedal sewing machine with
an ancient phonograph. Even more bizarre was the creator’s idea to play linocut records on its turntable disc. One, with



an inscribed portrait of John Cage, became not only the matrix for exhibited graphic prints in a symbolic 100-piece edition,
but also the generator of ear—rasping noise structures with which the artist occasionally interacts with live musicians.
100 ears, drawn for Cage by Morgan O’Hara, is not an indifferent cumulation but a thoughtful tribute to the man
who influenced her young life and work. The work is an evolution of the concept of socio—topographical portraiture that
she has been developing over three decades. Each ear, as a symbol for emphatic listening, is matched with a question
from book Silence. With its unobtrusive grey-white colour and conceptual coda, the series evokes responsiveness,
ephemerality, and openness, i.e. the attributes of Cage's art of asking questions and listening to answers. Questions
are key also in the film portrait of John Cage by Frank Scheffer. In it, Cage responds to nineteen questions, with his
answers limited by different times, mostly a few seconds, determined by chance operations. The questions on a variety
of subjects and Cage's smart unprepared answers brilliantly reflect the breadth of Cage’s intellect as well as the sharp-
ness of his gentle wit.

In Brno, Richard performed his Threshold Music with Alvin and the students of Janacek Academy. The piece is based
on interactions between determined musical sounds, played by musicians as silent as possible, and the indetermined sounds
entering the concert hall through open doors and windows. This time the sound engineer brought the sounds from the restaurant
at ground-floor into the room, having positioned a microphone there. It worked beautifully. After the concert Alvin said: “I even
heard those sounds while | was playing the pieces following Threshold Music."
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Koncept nového poslouchani, rozvijeny v knize Silence, se brzy stal estetickym i poetickym ndstrojem a stra-
tegif zvukového uméni v podobé, jaké ho zndme dnes. Zvukové skulptury, zvukova prostredi, zvukové krajiny, zvukové
prochazky, zvukova ekologie apod. jsou vSechno legitimni Zanry a projevy soucasnych intermédii a jako takové jsou
nemyslitelné bez ,pozornosti k aktivité zvukd”, proklamované Johnem Cagem. Nové poslouchdani si vyzaduje interakci
mezi zdrojem zvuku a posluchacem. Proto je v audiovizualni éfe nutné nahradit pasivni percepéni navyky, které stale jesté
pretrvéavaji z minulosti v civilizaci, jeZ byla stovky let orientovana vizualné, novou sensibilitou. Na druhou stranu, jsou
dnes nase dezorientované identity vystavovany kontinudlnimu a agresivnimu multisenzoridlnimu bombardovani smysld,
které jiz nejsou imunni v(ici pfemife informaci. Citlivé poslouchéni, aby vilbec mohlo ,slyset hudbu odpaddvajicich vytrusa
z basidii” (John Cage: A Year from Monday: New Lectures and Writings, Middletown 1967, s. 34), se proto musi stat i selek-
tivnim poslouchanim. Jinak se nevinna sonofilie lehce mize proménit v rusivou sonofabii.

Podle Cage je kazdy viedni zvuk hoden nasi pozornosti a estetické kontemplace. Zaslouzi si je viak i sterilni digitaIni repre-
zentace a repetice? Zda se, Ze akutni otazka véku audiovizudlniho znecisténi zni: ,Jak smyslupIné artikulovat pluralitu
zvuk(i?” Poté, co se ,architektonicnost hudby stala technickou moznosti a poetickym faktem, “ (Ibidem,s.33), bézné
zvukové situace, jez denné zazivame, jsou v sound-artovych kreacich zdlrazfiované bez jakychkoliv referenci na tradice
hudebni tvorby i bez hlubsi invencni kompetence a relevantnich poslechovych zkusenosti. Pfi jejich poslechu ¢lovék



Casto ziskava dojem [‘audio mimesis pour ["audio mimesis, samplingu pro sampling. V dne3ni dobé jiz koncepty
Satieho musique d’ammeublement anebo Cageovy 433" ztratily svou filozofickou a estetickou Gidernost a zacaly slou-
Zit vsudypfitomné technokratické impotenci. Potfebujeme nové usi, dnes vic nez kdy jindy, abychom se chranili pfed
vsudypfitomnym digitalnim muzakem a vylécili pandemickou hluchotu, zplsobenou redundantnim hlukem a jeho
komodifikovanymi balenimi. Happy New Ears!

Volker Straebel takové usi ma a umf je i chytfe pouzivat. V ramci svych zvukovych pozorovani se tentokrat
zaposlouchal do zvukd pfed domem posledniho Cageova bydlisté na 18. Zapadni ulici v New Yorku. Zvuky velkomést-
ského ruchu, do kterého se Cage kdysi tak rdd zaposlouchdval a ktery si ve své velkorysé hudb& mnohokrét pfisvojil,
pfistizené in situ pfi jejich pfirozené aktivité, oZivaji po letech v 5-kanélové zvukové instalaci, aby ndm, samoziejmé
v novém sonoristickém kontextu, pfipominaly historickou proménlivost zvukového povédomi. Mald denni hudba Paula
Panhuysena je naopak milou postmoderni parafrazi notoricky znamého fetise klasické hudebni kultury, jenz persifluje
skrze transparenci a autoreferenci zvoleného média: miniaturni solarni kolektory se méni na vécny zdroj zvuku a vyluzujf
malou ,éterickou” hudbu dnesni infosféry. Solarni energii vyuzil i Benoit Maubrey, ktery uctil Johna Cage impozantnim
pfani ,happy birthday” od nejriiznéjsich gratulantd. Instalace je interaktivni diky dvéma radiopfijimaciim na soldrni pohon,
které reaguji na pohyb divak( a kontaminuji slavnostni pozdravy bilym Sumem. Fysiofonograf Blahoslava Rozbofila
je bizarni kombinace starého pedalového Siciho stroje a starodavného fonografu. Jesté kurioznéjsi je vsak napad jeho
konstruktéra prehravat linorytové desky na jeho gramofonovém talifi. Ta, do niZ je vyryty portrét Johna Cage, se stala
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nejenom matrici pro vystavené grafické tisky v symbolickém nakladu 100 kusd, ale téZ generatorem usi drasajicich hluko-
vych struktur, s nimiz autor pfileZitostné vstupuje do interakci se Zivymi hudebniky. Sto usi, jez pro Cage nakreslila
Morgan O’Hara, neni pouhou kumulaci, ale uvdzenou poctou muzi, ktery ovlivnil jeji Zivot a rané dilo. Instalace otdzky
z ticha navazuje na koncept socio—topografického portrétovani, ktery autorka rozviji vice neZ tfi desitky let. Ke kazdému
uchu, coby symbolu empatického naslouchani, je pfipojena otazka z knihy Silence. Nevtiravou Sedo-bilou barevnosti
a konceptualnim dovétkem cyklus evokuje citlivost, pomijivost a otevienost, devizy Cageova uméni klast otazky a naslou-
chat odpovédim. Otazky jsou klicové i ve filmovém portrétu Johna Cage od Franka Scheffera. Cage v ném odpovidé na
19 otdzek, pficemZ jeho odpovédi jsou limitovany riznym ¢asem, zpravidla nékolika vtefin, urcenym ndhodnymi operace-
mi. Otazky z nejriznéjsich tematickych oblasti a pohotové, nepfipravené odpovédi na né skvéle reflektuji Sitku Cageova
intelektudlniho zébéru i bfitkost jeho nézného vtipu.

V Brné hral Richard svoji Prahovou hudbu s Alvinem a studenty Jandckovy akademie. Kus je zaloZen na interakcich mezi
ur¢enymi hudebnimi zvuky, jez hraji hudebnici nejtiseji, jak dovedou, a neurcenymi zvuky, vstupujicimi do koncertniho sélu zvenci
pres oteviené dvefe a okna. Zvukaf tentokrdt pfivedl do mistnosti také zvuky z restaurace v pfizemi, kam umistil mikrofon. Fungo-
valo to nddherné. Po koncertu Alvin fekl: ,Slysel jsem ty zvuky, i kdyZ jsem pak hral kusy, jeZ nasledovaly po Prahové hudbe."



Benoit Maubrey

Dear John,

| never met you but | think that we could have had a lot

of fun together.

Silence is supposed to be your thing but actually it’s

all about hearing.

| am going to make you a birthday cake for your birth-

day but what it actually looks like and how it sounds

must be kept secret until the celebration at MQ in

Vienna in February.

1I: :m experimenting and will let you know when | am
ere...

The bakers are not cooperating as | expected either.

| may have to bake this one myself.

And then there’s the “sound” part.

Becalt(lse that’'s what it’s all about, our “metier” so to

speak.

Flour and circuit boards don’t exactly mix, neither do

magnets and candles.

| hope you understand the dilemma.

Whatever happens | trust you will be proud of me.

Yours,
— Benoit Maubrey

Speakers Cake (for John Cage)
2012
200 | sound installation (detail) / zvukova instalace (detail)



dy

o

'“k_*-: - i?fp.): 1)




Morgan O'Hara

| met John Cage when | was a twenty year old
art student and his thinking and writings and music
have influenced me for a half century. In honour
of his 10 O*" birthday | have been working on a series
of drawings which bring to the forefront his inscru-
table ability to question everything. One hundred
drawings of the ear, universal symbol as well as
instrument for listening, are matched with questions
from Cage’s seminal book Silence, published in 1961,
the year in which | met him.

questions from silence
2011-2012
202 | watercolour and graphite on watercolour paper (parts) / akvarel a uhel na akvarelovém papite (Casti)






Paul Panhuysen

John Cage heeft het geluid teruggegeven
aan de muziek en de muziek aan het geluid.

Een kleine dag muziek
2000
204 | tetraptych of hanging sound assemblages / tetraptych zavésnych zvukovych asamblazi






Blahoslav Rozboril

Johna Cage jsem mél trochu jako emblema-
tickou figuru pro své hratky s hudebnim diletantis-
mem. Z jeho experimentovani na mne dychala
vstricna otevienost a radost.

Hommage a John Cage
1989/2012
206 | linocut record-matrix and linocut print / linorytové deska—matrice a linorytovy vytisk






Frank Scheffer

Marina Abramovic, the well-known performance artist,
mentioned the name of John Cage to me. She thought
it would be important for me to get in touch with his mind.
| met him at a rehearsal with the Merce Cunningham Dance
Company during the Holland Festival in June 1982. | was
still studying at the Film Academy in Amsterdam at that
time. At that moment | wasn’t really aware of how important
he was. | introduced myself and told him that it was
Marina’sidea that | should talk to him. | mentioned the fact
that | didn’t know anything about his work except that
he was a composer. He granted me an interview that lasted
for about one hour. Afterwards he told me that he loved
doing it because it was a conversation without any pre-
conceptions from my side. | must admit that | had under-
stood very little of what he had told me. At the end of
the interview he saw the dancers leaving and he asked me
if 1 had any more questions for him. | replied: “Do you have
anything more to say?” He laughed and said: “The next time
we meet they will come up.” After analyzing the interview
and studying more about John Cage’s way of thinking
| realized that it was probably the most influential mee-
ting in my young artistic life so far. He had freed of a lot
of my past associations. Or to put in his own words: “He
got me out of the cage.”

Nineteen Questions (from the group of films From Zero)
1995
208 |  documentary / dokumentami film






Volker Straebel

Als ich auf dem Gymnasium Cages stillem
Stiick begegnete, dachte ich, die Musik sei am
Ende. Spater laB ich Cages ..Lecture on Nothing®,
wo es heif3t: ..Ich habe nichts zu sagen, und ich
sage es, und das ist Poesie, wie ich sie mir
wiinsche”, und ich dachte, die Kunst habe gerade

erst begonnen.

101 W 18th St. (Sound Observation #8)

2011-2012
photograph-sonogram to 5-channel digital audio installation (binaural version) / fotografie-sonogram

210 | k 5-kanalové digitalni audio instalaci (binauralni verze)






Jozef Cseres — Jii Sigut — Georg Weckwerth

Wanting to Say Something About John
2012

8 plexiglass panels in wooden base with silkscreened texts generated through chance operations out of the collected statements

by exhibited artists / 8 plexisklovych paneld na dievéném podstavci potisténych sitotiskem texty vygenerovanymi prostrednictvim
212 nahodnych operaci ze sebranych prohlaseni vystavujicich umélct
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Milan Adaméiak

* 1946 Ruzomberok (SK)

lives and works in Banska Beld, Slovakia / Zije a tvofi

v Banské Belé, Slovensko
Klangspuren I (Ad honorem John Cage)
2011
mixed media — chance [chemical and physical] operations on tar
paper / kombinovana technika — nahodné [chemické a fyzikalni]
operace na térovém papife; 100 X 100 cm
courtesy the artist / se svolenim autora

70

Klangspuren II (Ad honorem John Cage)

2011

chance [chemical and physical] operations on tar paper / nahodné
[chemické a fyzikaIni] operace na térovém papife; 100 X 100 cm
courtesy the artist / se svolenim autora

Tyler Adams
* 1980 Los Angeles (US)
lives and works in Los Angeles, California / Zije a tvofi
v Los Angeles, Kalifornia
Performing Silence
2009

silent video / video bez zvuku; 4:46 min.
courtesy the artist / se svolenim autora

26

Stephen Addiss
* 1935 New York City (US)
lives and works in Midlothian, Virginia / Zije a tvofi
v Midlothianu, Virginie
MU (Emptiness)
2008
ink on gold paper / tu$ na pozlaceném papife; 23 X 26 cm
courtesy the artist / se svolenim autora

214 |

K
orks/

MYO (Wondrous)

2009

ink on gold paper / tu$ na pozlaceném papife; 23 X 26 cm
courtesy the artist / se svolenim autora

ENSO (Zen circle)

2010

ink on smoked paper / tu na ocouzeném papife; 25.5 %20 cm
courtesy the artist / se svolenim autora

186

Robert Ashley

* 1930 Ann Arbor (US)

lives and works in New York City / Zije a tvofi v New Yorku
The Influence of John Cage
20M

text; 29.7 X21 cm (8X)
courtesy the artist / se svolenim autora

152

Sam Ashley
lives and works in Mojave Desert, California / Zije a tvofi

v Mohavské pousti, Kalifornie

Freedom From Happiness

2003/2012

score with instructions and excerpts of acoustic renditions (version 1
performed by Robert Ashley; version 2 performed by Blue Gene
Tyranny) / partitura s instrukcemi a vyfatky ze dvou verzi akustického
provedeni (verzi 1 hraje Robert Ashley, verzi 2 Blue Gene Tyranny);
courtesy the artist / se svolenim autora

52

Freedom From Happiness

2012

8-channel sound work / 8-kandlové zvukové dilo; 6:00 min.

courtesy the artist and TONSPUR fiir einen 6ffentlichen raum / se svolenim autora a TONSPUR
fiir einen offentlichen raum



* 1974 Helsingborg (SE)
lives and works in Landskrona, Sweden / Zije a tvofi
v Landskroné, Svédsko

4733 Minutes of Stolen Silence

2006

sound installation / zvukova instalace; 4:33 min.
courtesy the artist / se svolenim autora

* 1967 Worcester (US)
* 1945 Singapore (SG)
live and work in New York City / Ziji a tvoFi v New Yorku

MLTVID 4°33"

2009

video installation / video instalace; 4:36 min.
courtesy the artists / se svolenim autord

* 1982 Vilnius (LT)
lives and works in Vilnius, Lithuania and Warsaw, Poland /
Zije a tvofi ve Vilniusu, Litva a Varsavé, Polsko

More Music for the Wonderful Widow

2011

musical composition and text / hudebni kompozice a text;
3:45 min., 40 X32 cm

courtesy the artist / se svolenim autora

* 1912 Los Angeles T 1992 New York City (US)

Water Walk (for Solo Television Performer)

1959

video with John Cage performing Water Walk in January 1960
on the popular TV show “I've got a secret” / videozdznam
performance Johna Cage Water Walk z ledna 1960 v popularni
televizni show “I've got a secret”; 9:22 min.

courtesy the John Cage Trust, New York / se svolenim John Cage Trust, New York

Not Wanting to Say Anything About Marcel

1969

8 plexiglass panels in wooden base / 8 plexisklovych paneld

na dfevéném podstavci; 37 X 61 cm, height / vyska 34 cm
courtesy the John Cage Trust, New York and Margarete Roeder Gallery, New York /
se svolenim John Cage Trust, New York a Margarete Roeder Gallery, New York

Not Wanting to Say Anything About Marcel

1969

8-colour lithograph on black paper A / 8-barevna litografie na
Cerném papife A; 106.5 75 cm

courtesy the John Cage Trust, New York and Margarete Roeder Gallery, New York /
se svolenim John Cage Trust, New York a Margarete Roeder Gallery, New York

Not Wanting to Say Anything About Marcel

1969

8—colour lithograph on black paper B / 8-barevna litografie na
cerném papife B; 104.5X75 cm

courtesy the John Cage Trust, New York and Margarete Roeder Gallery, New York /
se svolenim John Cage Trust, New York a Margarete Roeder Gallery, New York

* 1973 Singapore (5G)

* 1945 Singapore (SG)

live and work in New York City / Ziji a tvofi v New Yorku
Play Me, I'm Yours
2010

video and text / video a text; 4:33 min., 42 X29.7 cm
courtesy the artists / se svolenim autord

* 1954 New York City (US)
lives and works in Chicago, Illinois / Zije a tvofi v Chicagu,
llinois

Meeting John Cage

2011

score, sketches and text / partitura, nacrtky a text; 25X 35.5 cm;
28 X19 cm (2X)

courtesy the artist / se svolenim autora

* 1933 New York City (US)
lives and works in Reggio Emilia, Italy / Zije a tvofi v Reggio
Emilia, Italie
Some Silences
20M
colour marker on yellow handmade paper / barevny fix na zlutém
ru¢nim papife; 42.5x28.5 cm
courtesy the artist / se svolenim autora

Whose Silence Is It When The Piano Is Without A Pianist?

2011

black marker on white paper / cerny fix na papife; 24.3 X34.5 cm
courtesy the artist / se svolenim autora



* 1938 Providence (US) y
lives and works in Rome, Italy / Zije a tvofi v Rimé, Itdlie

Gardening with John 1.1

2005-2006

project sketch for installation / projektova skica pro instalaci; 16 22 cm
courtesy the artist / se svolenim autora

Gardening with John 1.1

2006

sound installation for a small garden shed / zvukovd instalace pro
zahradni domek; 186 X 189.5 tm, height / vyska 208 cm

courtesy / se svolenim Zerynthia, Rome; commissioned for the sonambiente berlin 2006 festival /
objednano pro festival sonambiente berlin 2006; technical setup / technické sefizeni: Antonio Trimani

* 1953 New York City (US)

lives and works in Berlin, Germany / Zije a tvofi v Berliné, Némecko
Writing Cage
20M
series of lenticular text wall objects / série lentikuldrnich textovych
nasténnych objektd; 88 X 100 cm, 49.5 X101 cm, 45.8 X57.7 cm

courtesy the artist / se svolenim autora

Cage Cut Up

2012

8-channel sound work (voices by Sam Ashley and Ray Kass /
8-kanalové zvukové dilo (hlasy: %am Ashley a Ray Kass); endless
loop / nekonecna smycka

courtesy the artist and TONSPUR fiir einen 6ffentlichen raum / se svolenim autora
a TONSPUR fiir einen 6ffentlichen raum

* 1953 San Diego (US)
lives and works in Santa Fe, Arizona / Zije a tvofi v Santa Fe, Arizona

Thresholds and Fragile States (September 11, 2011)

2011

photograph and sound recording / fotografie a zvukovéa nahrdvka;
26 %35 c¢m, 5:54 min.

courtesy the artist / se svolenim autora

*1952 Brno (C2)
lives and works in Adamov, Czech Republic / Zije a tvofi v Adamové,
Ceska republika
Get Out of Whatever CAGE
1992
series of graphic scores, letraset on paper / cyklus grafickych
partitur, propisot na papife; 21x29.7 cm (8X)
courtesy the artist / se svolenim autora
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* 1959 Innsbruck (AT)
lives and works in Vienna, Austria and Berlin, Germany /

Zije a tvofi ve Vidni, Rakousko a Berling, Némecko

(JC{639})

2012

an experimental documentary on John Cage’s "ORGANY/ASLSP" at
the St. Burchardi Church in Halberstadt, Germany / experimentalni
filmovy dokument o projektu Johna Cage ,ORGAN?/ASLSP” v kostele
Sv. Burcharda v némeckém Halberstadtu; 291412 (31'33713)
courtesy the artist and The John-Cage-Organ-Foundation, Halberstadt / se svolenim
autorky a John-Cage-Organ-Foundation, Halberstadt

* 1926 Zvolen (SK)
lives and works in Prague, Czech Republic / Zije a tvofi

v Praze, Ceska republika

Modrd partitura (Opus 1)

1972

graphic score sketchbook / seditovd grafickd partitura; 33.5X25.5 cm
courtesy the artist / se svolenim autora

* 1963 Seewinkel (AT)
lives and works in Vienna, Austria / Zije a tvofi ve Vidni,
Rakousko

Cage 13

1998

graphic score, pen drawing on paper / grafickd partitura, kresba
perem na papife; 21x29.7 cm

courtesy the artist / se svolenim autora

Cage 17

1998

graphic score, pen drawing on paper / graficka partitura, kresha
perem na papife; 21X29.7 cm

courtesy the artist / se svolenim autora

Cage 66

1998

graphic score, pen drawing on paper / grafickd partitura, kresba
perem na papife; 21x29.7 cm

courtesy the artist / se svolenim autora

Silence Cage 138

1998

graphic score, pen drawing on paper / grafickd partitura, kresba
perem na papife; 21X29.7 cm

courtesy the artist / se svolenim autora



Per Cage

* 2008
1944 Montreal (CA) acrylic and mixed media on canvas / akryl a kombinovana technika

lives and works in Hemmingford, Quebec / Zije a tvofi na platné; 250 X500 cm

v Hemmingfordu, Quebec courtesy the artist / se svolenim autora
Silence — Hommage a John Cage
2011

series of drawings on paper / série kreseb na papife;

19X 14.5 cm (6X) * i

courtesy the artist / se svolenim autora 1971 Surbiton (UK)
lives and works in Berlin, Germany and Amsterdam,
The Netherlands / Zije a tvofi v Berling, Némecko a Amster-
damu, Holandsko

* 1951 Santa Monica (US) Tibetan Tunnels (part of the “Sunflood”suite)
lives and works in Seattle, Washington / Zije a tvoii 2006 , o
v Seattlu, Washington graphlc,score on chart paper and and its soqn_(j rea||zat,|on !
! grafickd partitura na milimetrovém papife a jeji zvukova realizace;
Resolution 29.7X42 ¢cm, 6:25 min.
1979 courtesy the artist / se svolenim autora
silent video / video bez zvuku; 1:30 min.
courtesy the artist / se svolenim autora
Bands of Light (part of the “Sunflood“suite)
2006
graphic score and its sound realization / graficka partitura a jeji
zvukova realizace; 31.5 X46 cm
* 1947 Bremerton (US) courtesy the artist / se svolenim autora

lives and works in New York City / Zije a tvofi v New Yorku
Drawing for Simmons Hall, MIT, Cambridge, MA
1999-2002 * 1959 New York City (US)
IRIS print of watercolour / IRIS tisk akvarelu; 37.5 X 44.4 cm lives and works in Hollywood, California / Zije a tvofi
courtesy the artist / se svolenim autora v HoIIywoodu, Kalifornie !

) ) ) Cage About the Polywave
Drawing for Simmons Hall, MIT, Cambridge, MA 2011
1999-2002 _ computer print on paper / pocitacovy tisk na papife; 42x49.3 cm
IRIS print of watercolour / IRIS tisk akvarelu; 37.5 X44.4 cm courtesy the artist / se svolenim autora

courtesy the artist / se svolenim autora

Drawing for Simmons Hall, MIT, Cambridge, MA
1999-2002

IRIS print of watercolour / IRIS tisk akvarelu; 23 X 28 cm
courtesy the artist / se svolenim autora

* 1944 in Christiansburg (US)
lives and works in Christiansburg, Virginia and New York City /

Drawing for Simmons Hall, MIT, Cambridge, MA Zije a tvofi ve Christiansburgu, Virginia a New Yorku

1999-2002
IRIS print of watercolour / IRIS tisk akvarelu; 23 X 28 cm For Merce Cunningham — a performance of John Cage’s STEPS:
courtesy the artist / se svolenim autora A Composition for a Painting to be Performed by Individuals
and Groups; performed on July 27, 2009
2009
i ink and watercolour on nylon fabric / tus a akvarel na nylonové
* 1958 Bratislava (SK) latce: 60 X 345 cm
lives and works in Cifer, Slovakia / Zije a tvofi v Ciferi, courtesy the artist / se svolenim autora

Slovensko



* 1975 London (UK)

lives and works in Cairo, Egypt / Zije a tvofi v Kdhife, Egypt
Iam not what I am
2009

silent animation / animace bez zvuku; 5:00 min.
courtesy the artist / se svolenim autora

I.am not what I am (random titles)
2012

text work / textové dilo; 5484 cm
courtesy the artist / se svolenim autora

* 1939 Miinster (DE)
lives and works in Frankfurt am Main, Germany / Zije a tvofi
ve Frankfurtu nad Mohanem, Némecko

John Cage, Darmstadt 1982

1982

silver print / fotografie na bromostfibrném papife; 21x15 cm (6X)
courtesy the artist / se svolenim autorky

John Cage’s “ORGAN?/ASLSP” in Halberstadt

2006

series of silver prints / série fotografii na bromostfibrném papite;
15%21 cm (6X)

courtesy the artist and Sabine Groschup / se svolenim autorky a Sabine Groschup

* 1933 New York City (US)

lives and works in New York City / Zije a tvofi v New Yorku
Bean Concordance
2010
mixed media on paper / kombinovand technika na papife;
27.6X29.8 cm

courtesy the artist / se svolenim autorky

* 1940 New York City (US)
lives and works in Ridgewood, New Jersey / Zije a tvofi
v Ridgewoodu, New Jersey

In Memory of John Cage

2009

object / objekt / 20 X4 cm, height / vyska 13 cm

courtesy the artist / se svolenim autora
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* 1942 Prague (C2)

lives and works in New York City and Ostrava, Czech Republic /
Zije a tvofi v New Yorku a Ostravé, Ceskd republika

In Four Parts (3, 6 & 10 for John Cage)

2009

musical composition with score / hudebni kompozice s partiturou;
24:27 min., 29.7X21 cm

courtesy the artist / se svolenim autora

* 1947 Philadelphia (US)
lives and works in New York City / Zije a tvofi v New Yorku

Persistence of Memory
2011

working score sketch for musical composition / pracovni nacrt
partitury pro hudebni kompozici; 55 X70 cm
courtesy the artist / se svolenim autorky

* 1969 Memphis (US)
lives and works in Berlin, Germany / Zije a tvofi v Berling,
Némecko

Lecture on Nothing

2010

sound piece / zvukovy kus; 54:50 min.
courtesy the artist / se svolenim autora

* 1968 New Jersey (US)

lives and works in New York City / Zije a tvofi v New Yorku
(—A—G—E Spells Licht
2011

visual perforated score involving light / vizuaIni perforovana partitura
se svétlem; 30 X22.5 cm

courtesy the artist / se svolenim autora

* 1931 Nashua (US)
lives and works in Middletown, Connecticut / Zije a tvofi
v Middletownu, Connecticut

Music for Solo Performer (1965)
1988

silver print / fotografie na bromostiibrném papie;
27X42 cm

courtesy the artist / se svolenim autora



* 1955 (US/CH)
lives and works in New York City and London / Zije a tvof{
v New Yorku a Londyné
Calls for Cage
2011
instructions for participatory piece / instrukce pro partici-
pacni kus; 29.7x21 cm
courtesy / se svolenim Paula Cooper Gallery, New York; White Cube, London

* 1952 Washington DC (US)
lives and works in Baitz, Germany / Zije a tvofi v Baitzu,
Némecko
Speakers Cake (for John Cage)
2012
sound instalation / zvukovd instalace; variable dimensions /
variabilni rozméry
courtesy the artist; cooperation: Christina Egger, Master baker, supported by

Tourismussschulen Modul Wien / se svolenim autora; ve spolupraci s cukrafskou
mistryni Christinou Egger; s podporou Tourismussschulen Modul Wien

* 1970 Coventry (UK)
lives and works in Whitstable, Great Britain / Zije a tvofi
ve Whitstablu, Velka Britanie
Ex Libris
2010/2012
site specific text installation / site specific textova instalace;
variable dimensions / variabilni rozméry
courtesy the artist / se svolenim autora

* 1956 Kingston (CA)
lives and works in Meaford, Ontario / Zije a tvofi
v Meafordu, Ontario
Five Silent Studies
1981
musical composition with score / hudebni kompozice s parti-
turou; 7:33 min., 22.6 X30.3 cm

courtesy the artist / se svolenim autora

* 1942 Newark (US)
lives and works in Helsinki, Finland and Barton, Vermont /
Zije a tvofi v Helsinkach, Finsko a Bartonu, Vermont

Toot "N Blink Chicago

1982

musical composition with score / hudebni kompozice s partiturou;
2:15 min., 29.8 X28.8 cm, 29.8 X36.4 cm, 28.6 X37 cm

courtesy the artist / se svolenim autora

* 1949 New York City (US)
lives and works in Berlin, Germany / Zije a tvofi v Berling,
Némecko

1 Mossostic for JC

201

printed and hand-written graphic on paper, sound / titéna

a ru¢né psana grafika na papire, zvuk; 21x29.7 cm, 2:46 min.
courtesy the artist / se svolenim autora

* 1941 Los Angeles (US)
lives and works in New York City / Zije a tvofi v New Yorku

questions from silence

2011-2012

watercolour and graphite on watercolour paper, text / akvarel

a uhel na akvarelovém papife, text, text; 50.5X40.4 cm (100X)
courtesy the artist / se svolenim autorky

* 1953 Kosice (SK)

* 2007 Brod u Stitbra (C2)

live and work in Stfelice, Czech Republic / Ziji a tvofi
ve Strelicich, Ceska republika

Hommage a John Cage

2011

soil painting on canvas and prepared branch / malba hlinou
na platné a preparovana vétev; 70X 70 cm, 22 X 25 cm
courtesy the artist and his dog / se svolenim autora a jeho psa

* 1934 Borgharen (NL)
lives and works in Eindhoven, The Netherlands / Zije a tvoff
v Eindhovenu, Holandsko

Een kleine dag muziek

2000

tetraptych of hanging sound assemblages / tetraptych zavésnych
zvukovych asambldzi; 25.5 X 25.5 cm (4X)

courtesy the artist / se svolenim autora



* 1934 Pittsburgh (US)
lives and works in Wiesbaden, Germany / Zije a tvofi ve Wies-
badenu, Némecko
Blackjack for Drinkers
2011
installation using the materials and rules for playing a game /
instalace z rznych material(i a pravidel pro hru; variable
dimensions / variabilni rozméry
courtesy the artist / se svolenim autora

* 1962 Paolo Alto (US)
lives and works in County Cork, Ireland / Zije a tvofi v County
Cork, Irsko

Agarikon

2011

4-channel interactive audio-visual installation / 4—kanalova

interaktivni audiovizualni instalace; variable time / variabilni ¢as
courtesy the artist / se svolenim autora

* 1942 White Plains (US)

lives and works in Barrytown, New York / Zije a tvofi

v Barrytownu, New York
Axial Drawings for John Cage: No. 1, 2 [5 November 2011]
20m
diptych of works with four colours in acrylic ink on paper / diptych,
Ctyfbarevna akrylové tu$ na papife; 6044 cm (2X)
courtesy the artist / se svolenim autora

* 1956 Glen Cove (US)

lives and works in New York City / Zije a tvofi v New Yorku
Infinite Object Score For John (Public Score 1)
2012
an open (infinite) score for public design / oteviena (nekonecna)
partitura pro vefejny navrh; 65 X 165 cm
courtesy the artist / se svolenim autora

* 1956 Glen Cove (US)
* 1966 Voorburg (NL)
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lives and works in New York City / Zije a tvofi v New Yorku
lives and works in Den Haag, The Netherlands / Zije a tvofi
v Den Haagu, Holandsko
De/Composition for John (listen ... to the mushrooms grow)
2011-2012
process installation with project sketch / procesualni instalace
s projektovou skicou; variable dimensions / variabilni rozméry
courtesy the artists / se svolenim autord

* 1940 Plymouth (UK)

lives and works in Vallet, France / Zije a tvofi ve Vallet, Francie
Guitar Phase Two
1983-1990/2006
assemblage with prepared guitar / asamblaz s preparovanou kytarou;
62.5 X124 cm, height / vySka 25 cm

courtesy the artist / se svolenim autora

A Drawing Between

2011

IRIS manipulated drawing / kresba manipulovand IRIS technologi;
75.5 %105 cm

courtesy the artist / se svolenim autora

* 1959 Rychnov nad Knéznou (CZ)
lives and works in Brno, Czech Republic / Zije a tvofi v Brné,
Ceskad republika
Hommage a John Cage
1989/2012
installation with physiophonograph, linocut record-matrix and lino-
cut print / instalace s fyziofonografem, linorytovou deskou-matrici

a linorytovym vytiskem; variable dimensions / variabilni rozméry
courtesy the artist / se svolenim autora

* 1956 Venlo (NL)

lives and works in Amsterdam, The Netherlands /

Zije a tvofi v Amsterdamu, Holandsko
Nineteen Questions (from the group of films From Zero)
1995
documentary / dokumentérni film; 14:40 min.

courtesy the artist and mode records, New York / se svolenim autora a mode
records, New York



* 1956 Venlo (NL)
* 1953 Morristown (US)
lives and works in Amsterdam, The Netherlands /
Zije a tvofi v Amsterdamu, Holandsko
lives and works in Montréal, Québec, Canada / Zije
a tvofi v Montrealu v Kanadé
Overpopulation and Art & Ryoanji (from the group of films
From Zero)
1995
documentary / dokumentéarni film; 27:58 min.

courtesy the artists and mode records, New York / se svolenim autori a mode
records, New York

* 1938 Usti nad Orlici (C2)
lives and works in Usti nad Orlici, Czech Republic /
Zije a tvofi v Usti nad Orlici, Ceska republika
Mushrooms for John Cage
2008-2009
series of the works in mixed media on paper / série praci
kombinovanou technikou na papife; 40 X29,8 cm (3X)
courtesy the artist / se svolenim autora

* 1969 Berlin (DE)
lives and works in Berlin, Germany / Zije a tvofi v Berliné,
Némecko
101 W 18th St. (Sound Observation #8)
2011-2012
photograph-sonogram to 5-channel digital audio installation
(binaural version) / fotografie—sonogram k 5-kanalové digitaIni
audio instalaci (binauralni verze); 3590 c¢m, 30:10 min.
courtesy the artist / se svolenim autora

* 1960 Ostrava (CZ)
lives and works in Ostrava, Czech Republic/ Zije a tvofi
v Ostravé, Ceskd republika

John Cage — Music for Marcel Duchamp

6.10. 1987

silver print / fotografie na bromostiibrném papife;
29.7X29.7 cm

courtesy the artist / se svolenim autora

John Cage — Sonata XIII for prepared piano
6.10. 1987

silver print / fotografie na bromostiibrném papite;
29.7X29.7 cm

courtesy the artist / se svolenim autora

John Cage (from Portraits series / ze série Portréty)
2012

acrylic on canvas / akryl na platné; 145105 cm
courtesy the artist / se svolenim autora

* 1939 New York City (US)

lives and works in Bearsville, New York / Zije a tvofi

v Bearsville, New York
For Shakuhachi / Threshold Music (for John Cage)
1973-1974
musical compositions with graphic scores / hudebni kompozice
s grafickymi partiturami; 11:31/10:15 min., 43 X 28 cm,
21.8X27.9 cm, 21X30 cm, 7.6 X12.6 cm (2X)

courtesy the artist / se svolenim autora

* 1961 Nové Zamky (SK)
lives and works in Brno, Czech Republic / Zije a tvofi v Brné,
Ceska republika

* 1969 Révfiilsp (HU)
lives and works in Diésd, Hungary and Rambouillet, France /
Zije a tvofi v Didsdu, Madarsko a Rambouileet, Francie

* 1957 New York City (US)
lives and works in New York City / Zije a tvofi v New Yorku

* 1934 Pittsburgh (US)
lives and works in Wiesbaden, Germany / Zije a tvofi
ve Wiesbadenu, Némecko

* 1969 Budapest (HU)
lives and works in Budapest, Hungary / Zije a tvofi v Budapesti,
Madarsko

5% forJ. C.

2011-2012

assemblage of found scores / asamblaz nalezenych partitur;
variable dimensions / variabilni rozméry

courtesy the artists, flea market in Little India, Singapore and Vishnu Temple, South India /
se svolenim autord, blesiho trhu v Little India, Singapur a chrdmu Visny, Jizni Indie



* 1935 Tokyo (JP)
lives and works in New York City / Zije a tvofi v New Yorku

Ten Haikus of Matsuo Basho — for Harpist

2006

calligraphic score with instructions / kaligraficka partitura
s instrukcemi; 21,5X28cm, (8X)

courtesy the artist / se svolenim autora

A Diagram for Structure of Sound/Silence
2007

graphic score with instructions / grafickd partitura s instrukcemi;
8X21.5cm (2X)

courtesy the artist / se svolenim autora

John Cage Note(s) [Exercise 34]
2011

score for musical composition / partitura hudebni kompozice;
29.7 %21 cm

courtesy the artist / se svolenim autora

100 Sounds for J. C. (Exercise 34)

2012

score for musical composition / partitura hudebni kompozice;
28 X21.7 cm

courtesy the artist / se svolenim autora

100 Sounds for J. C.

2012

score for musical composition / partitura hudebni kompozice;
17.9X20 cm

courtesy the artist / se svolenim autora

* 1972 Mortsel (BE)

lives and works in Antwerp, Belgium / Zije a tvofi v Antverpach, ~ * 1933 Vienna (AT)

Belgie lives and works in Vienna and Gloggnitz, Austria / Zije a tvofi
) ) ve Vidni a Gloggnitzu, Rakousko
Beautiful Day / Goldfish I
2006/2012 1238161/1 Cage

two—part interactive and kinetic installation / interaktivni a kineticka
instalace o dvou ¢astech; 30 X30 cm, height / vyska 151 cm,

60 %X 30 cm, height / vyska 157 cm

courtesy the artist and Annie Gentils Gallery, Antwerp / se svolenim umélce a Annie
Gentils Gallery, Antwerpy

diptych of graphic scores, indian ink and felt pen on paper / diptych
grafickych partitur, tus a fix na papife; 4229.7 cm (2X)

courtesy the artist and Galerie Grita Insam, Vienna / se svolenim autorky

a Galerie Grita Insam, Viden

* 1961 Nové Zamky (SK)

* 1960 Ostrava (CZ)

* 1965 Herzberg am Harz (DE)

. ; . i lives and works in Brno, Czech Republic / Zije a tvofi v Brné,
Herbert Briin: a composer is that without which something would Ceska republika

not have happened lives and works in Ostrava, Czech Republic / Zije a tvofi
2012 . v Ostravé, Ceska republika

recorded performance and text / zdznam performance a text (original lives and works in Vienna, Austria and in Hattorf am Harz

score / pOvodni partitura: Kuo Chih-Yuan/Kuo Ci-Juan; performers-— and Berlin, Germany / Zije a tvoii ve Vidni, Rakousko a Hattorfu
interlocutors / performefi-diskutéfi: Angélica Castello, Michael Fischer, am Harz a Berling, Némecko

Samu Gryllus, Didi Kern, Volkmar Klien, J6rg Piringer, Andrea Sodomka, ) )
Hans Wagner, Ruei-Ran Wu); 51:38 min., 29.7 X21 cm Wanting to Say Something About John
in collaboration with / ve spolupréci s paraflows, Wien; courtesy the artist 2012
and paraflows, Wien / se svolenim autorky aparaflows, Videfi 8 plexi%Iass panels in wooden base with silkscreened texts generated
through chance operations out of the collected statements by exhi-
bited artists / 8 plexisklovych panelli na dievéném podstavci potisté-
nych sitotiskem texty vygenerovanymi prostiednictvim nahodnych
, operaci ze sebranych prohlaseni v%stavujicich umélcl (chance
* 1934 Nice (US) operations by using the Kris Vleeschouwer's interactive installation
lives and works in Hanover, New Hampshire and Royalton, Vermont / Beﬂut’HfUl Day performed by Tyler Adams, Stefanie De Vos and Kris

o ; Vleeschouwer / ndhodné operace s pouzitim interaktivni instalace
zije a tvofi v Hanoveru, New Hampshire a Royaltonu, Vermont Beautiful Day Krise Vleeschouwera provedli Tyler Adams, Stefanie

De Vos a Kris Vleeschouwer); 37 X 61 cm, height / vySka 34 cm
courtesy the artists / se svolenim autord

* 1971 Yunlin (TW)
lives and works in Brussels, Belgium and Taipei, Taiwan /
Zije a tvofi v Bruselu, Belgie a Tchaj—pei, Tchaj—-wan
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(1], 3], [7], [10], [13], [15], [18], [20], [22]

Composition in Retrospect (1981-83/1992)
John Cage —reading / ¢teni

Fragments from the lecture delivered in the main hall
of The Slovak Philharmonic in Bratislava in June 1992./
Fragmenty z pfedndsky pfednesené v hlavnim salu
Slovenské filharmonie v ¢ervnu 1992.

(2]

Eighteenth and Sixth (2012)
Alvin Curran — recordings and electronics / nahravky a elektronika

Eighteenth and Sixth is a very short sound-scape made from
the sounds of John Cage’s laughter and the ambient sounds
of his loft in New York City. Shortly after his death in 1992,

I obtained permission to make recordings inside and outside
of his loft on the northwest corner of Eighteenth St. and Sixth
Avenue — an incredibly noisy corner, but one which Cage
loved for its continuous ever-changing music.

Osmndctd a Sestd je velice krdtkd zvukovd krajina vytvorena
ze zvuki smichu Johna Cage a ambientnich zvuki jeho loftu
v New York City. Krdtce po jeho smrtivr. 1992 jsem dosta
svoleni poFidit nahrdvky uvniti i yenku jeho loftu na severo-
zdpadnim rohu Osmndcté ulice a Sesté Avenue — neuvéritelné
hlucném rohu, ktery vsak Cage miloval pro jeho nepretrZitou,
ustavicné se promenujici hudbu.

Alvin Curran

4]

Freedom From Happiness (2003/2012)
Robert Ashley — piano / klavir

Sam Ashley — production and technical work / vyroba a technické
zpracovani

Being a mystic, I wanted to find a way to create a piano piece that
might be performed by wonderfully capable piano players, the best
piano players I could find, but where the piece would, by its design,
make it impossible for the great skill achieved by the performer
to have any effect whatsoever on the performance. Yet I wanted
the piece to feature the beauty of that particular pianist’s playing.
I wanted the piece to feature luck — the luck of that individual
performer — while relegating skill to the background.

Thanks especially to Robert Ashley, Blue Gene Tyranny and Carlotta
Schoolman for their wonderful help in the development of this piece.
Freedom From Happiness was made with “free and open source”
software, and sincere thanks to all the developers of those programs.
Thanks too to Tom Erbe for his + spectralcompand plugin. For support
in the realization of the MIDI version, big thanks also go to TONSPUR
fiir einen dffentlichen raum, to the Membra Disjecta gor John Cage.

Coby mystik, chtél jsem najit zplsob, jak vytvorit klavirni skladbu,
kterou by mohli hrdt klaviristi s vjjimecnymi hrdacskymi schop-
nosti, nejlepsi klaviristi, jakych dokdzu najit, zdroven by to vsak
byla skladba, jejiz ndvrh by diky velké zrucnosti hrdce znemoznil
jakykoliv jeji ucinek na pfedvedeni. Ano, chtél jsem, aby skladba
predstavila krdsu mimorddného hrani klaviristy. Chtéljsem, ab
predstavila stésti — stésti toho jednotlivého hrdce — zatimco by
odsouvala zrucnost do pozadi.

Deékuji zejména Robertu Ashleymu, Blue Gene Tyrannymu a Carlotté
Schoolmanové za jejich dzasnou pomoc pFi vyvoji této skladby.
Svoboda ze Stésti byla vytvofena s pomoci , free and open source”
softwaru a upfimne dékuji vsem vyvojdfim téchto programd.
Dekuji téz Tomovi Erbeovi za jeho + spectralcompand plugin. Za
podporu pfi realizaci MIDI verze big dekuji moc TONSPUR fiir einen
dffentlichen raum a vystavé Membra Disjecta for John Cage.

Sam Ashley



(5]

Cage 66 (1998/2012)
Franz Hautzinger — trumpet / trubka

(6]

More Music for the Wonderful Widow (2011)

Arturas Bumsteinas — voice / hlas

llia Belorukov — woodwinds / dechové dievéné nastroje
Tadas Zukauskas —violin / housle

Janel Leppin — cello / violoncello

Anthony Pirog — guitar / kytara

Vova Warszawsky — keyboards / klavesy

Lithuanian-language version of John Cage's piece for voice
and closed piano Wonderful Widow of Eighteen Springs (1942),
arranged for voice and instrumental ensemble of winds, strings,
guitar and keyboards. Original lyrics by James Joyce translated
and performed by Arturas Bumsteinas. Composed, recorded
and produced by Arturas Bumsteinas on various portable studios
in 2011, November—December in Vilnius.

Verze skladby Johna Cage Wonderful Widow of Eighteen Springs
pro hlas a zavieny klavir {71942) v litevstiné, zaranZovdna pro
hlas a instrumentdlni soubor dechd, smyccd, kytary a kldves.
Pivodni text od Jamese Joyce preloZil a predvedl Arturas Bum-
Steinas. Zkomponoval, nahrdl a produkoval Arturas Bumsteinas
v raznych prenosnych studiich v listopadu a prosinci 2011 ve
Vilniusu.

Arturas Bumsteinas

(8]
Thresholds and Fragile States (2011)

This recording of a live performance uses unique non-linear
chaotic oscillators capable of generating an infinite variety of
“auditory behaviours” emergent from their status as auto-
nomous electronic systems based upon the theory o[ “biological
autonomy.” The intention is not to simulate the high level
functioning of biological organisms and their cognitive capacities
but to take this question down to its most primary level of
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autonomous-closure machines where self-organization is more
obviously inseparable from their behaviour. Ultimately the emer-
gent complexity of these autonomous sonic behaviours results
from the dynamical attributes of coupled chaotic attractors inter-
acting in a high dimensional phase space.

Tato nahrdvka Zivého predvedeni vyuzivd jedinecné nelinedrni
chaotické oscildtory schopné generovat nekonecnou varietu
»sluchového chovdni” vyplyvajicich z jejich statusu jako auto-
nomnich elektronickych systému zalozenych na teorii , biologické
autonomie”. Zamérem nebylo simulovat vysokou drover fungo-
vani biologickych organismd a jejich kognitivni schopnosti, ale

zredukovat tento problém na nejprimdrnéjsi drover stroju s auto-
nomni uzavienosti, kde je samo-organizace zjevnéji neoddeéli-
telnd od jejich chovdnf. VWplyvajici slozitost téchto autonomnich
sonickych chovdni je v ﬁodstate vysledkem dynamickych atributd
spfaZenych chaotickych atraktord, reagujicich navzdjem ve vyssi
dimenziondlni fdzi prostoru.

David Dunn

[9]

Tibetan Tunnels (2006)

Tom Bugs — bugbrand drone machine, electric guitar / bugbrand
drone pfistroj, elektricka kytara

Seamus Cater — harmonicas / harmoniky

James Fulkerson — trombone / trombon

Johan De Koeyer — sound / zvuk

Alfredo Genovesi — electric guitar, electronics / elektricka kytara,
elektronika

Rozemarie Heggen — double bass / kontrabas

Nina Hitz — cello / violoncello

Hilary Jeffery — trombone, melodica / trombon, melodika
Noortje Kohne —viola

David Murphy — tenor saxophone / tenorsaxofon

[11]

In Four Parts (3, 6 & 11 for John Cage) (2009) [excerpt / vyiatek]
Ostravska banda at Contempuls festival Prague, November 5, 2010.
Tamés Schlanger, Laszl6 Témdskozi, Addm Maros — percussion /
perkuse



In Four Parts (3, 6 & 10 for John Cage) was inspired by two events:
the performance of the TimeTable percussion group on September
2009 at Le Poisson Rouge on Bleecker Street in New York and
the Merce Cunningham Memorial event at the Park Street Armory
in October of the same year. There, I again heard the recording
of John Cage playing his composition Cheap Imitation. Inspired
by TimeTable and moved by the simple piano line performed

by John, I prepared to compose In Four Parts. I finished the piece
in early December 2009, and TimeTable premiered it at Paula
Cooper Gallery on December 15, 2009.

Hudba ve Ctyfech cdstech (3,6 &11 pro Johna Cage) byla inspi-
rovand dvéma uddlostmi: koncertem ansamblu TimeTable

v Le Poisson Rouge na Bleecker Street v New Yorku v zafi 2009

a tanecnim predstavenim In Memoriam Merce Cunningham v Park
Street Armory v Fijnu téhoZ roku. Zde jsem znovu slysel nahrdvku
Cageovy skladby Cheap Imitation v poddni autora. Inspirovdn
hrou TimeTable a dojat provedenim Cheap Imitation tak jak ji
hrdl jednoduse a Cisté John na nahrdvce alespori dvacet let staré,
rozhodl jsem se sloZit In Four Parts (Hudba ve ctyrech Edstechg.
Skladbu jsem dokoncil na pocdtku prosince a soubor TimeTable
uved| jeji premiéru 15. prosince 2009 v Paula Cooper Gallery.

Petr Kotik

(12]

Five Silent Studies (1981)
Gordon Monahan — piano / klavir

Five Silent Studies were written for solo piano in five movements.
All pitches in the score are notated with a diamond-shaped note
head, which indicates that the piano key is to be depressed
silently, without the hammer striking the string. Some of

the pitches are written marcato, so that inevitably some notes
will sound due to an occasional error of touch by the pianist.
The sustain-pedal is depressed throughout the piece, so that
notes that accidentally sound will linger until they fade away,
thus creating a quiet wash of harmony that is a compilation
of indeterminate mistakes.

Pét tichych studii bylo napsanych pro solovy klavir v péti vétdch.
VSechny tony v partitufe jsou notované kdarovanymi notovymi
hlavickami, coz naznacuje, Ze kldvesy maji byt tlaceny tise, bez
toho, aby kladivko busilo na strunu. Nékteré tony jsou zapsdny
marcato, takZze nevyhnutelné budou znit i néktere tony diky
prileZitostnym chybdm zplsobenym doteky klaviristy. Sustain
pedadl je seSlapnut po celou dobu skladby, aby tony, jeZ ndhodné
znéji, pretrvavaly, dokud nezaniknou, a vytvdrely tak klidny
proud harmonie, sestdvajici z neurcitych chyb.

Gordon Monahan

(14]

Lecture on Nothing (2010) [excerpt / vynatek]
David Kurs — reading / ¢teni

Lecture on Nothing is a recording of John Cage’s original text
as read by a deaf individual. According to Cage, silence may
operate as a positive frame through which to appreciate non-
musical sounds and to heighten the experience of listening:
by integrating silence into his compositions, Cage sought to
allow sounds of the world into the musical experience. Appro-
priating Cage’s text, this work aims to further explore silence as
a complex signifier by giving us a voice that cannot hear itself.
In doing so, the work multiplies perspectives onto the act of
listening, and on the notion of being quiet. From an open space
for renewed listening to forms of disciplinary power, silence
and silencing can be heard to perform a complicated influence
onto auditory culture.

Predndska o nicem je nahrdvka plvodniho textu Johna Cage,
ktery cte hluchy jedinec. Podle Cage miZe ticho fungovat jako
pozitivni rdmec pro oceriovdni nehudebnich zvukd a umocnovani
zdzitku poslouchdni: integrovdanim ticha do svych kompozici
chtél Cage vpustit zvuky svéta do hudebni zkuSenosti. Privlastriu-
Jjice si Cageuyv text, toto dilo se snazi ddl prozkoumat ticho jako
komplexni signifier tim, Ze ndm ddvd hlas, ktery se sam nem{ze
slyset. Dilo tudiz zmnoZuje perspektivy poslechového aktu a pojmu
byt ticho. 0d otevieného prostoru pro obnovené poslouchdni az
po formy disciplindrni moci ze slyset, jak ticho a ztiseni kompli-
kované ovlivriuji poslechovou kulturu.

Brandon LaBelle

(16]
Agarikon 1 (2012)

The bracket fungus known as Agarikon (Laricifomes officinalis)
has a relationship with mankind going back several thousand
years. It is thought to have anti-bacterial properties, and was
used in ancient Greece to treat tuberculosis, as well as being

a traditional remedy in Poland. This fungus was also important
to the indigenous people of western North America, where one
of its names was ,ghost bread’. Objects carved from fruiting
bodies of Agarikon were placed in the graves of shamen to guard
them in the afterlife. The fungus had an important role in

the mythology of the Haida people of the Queen Charlotte Islands,
who connected it with female sexuality. The Haida are also
thought to have used Agarikon to treat smallpox and other
diseases introduced by Europeans.



Agarikon is very rare in Europe today, being largely confined
to old-growth Larch (Larix decidua) woodland in subalpine
climates. The greatest concentration of records is in Austria, but
even here it is very scarce. The fungus depends on mature Larch
trees which have broken or dead branches where the spores can
enter. Individual fruiting bodies of Agarikon can persist for
50 years or more. In commercial plantations, the trees are
felled before they become mature enough to host the fungus.
My installation fgatures sounds derivea'qfrom bioelectrica?
recordings I have made from a living mycelium of Laricifomes
officinalis. The video imagery is m sug}ective interpretation
of the mythological and medjllcina uses of Agarikon, filtered
through the pulsing rhythms of the living fungus.

Houba konzolového tvaru zndmd jako Agarikon (Laricifomes
officinalis) md s clovékem nékolika tisic let stary vztah. Domni-
valo se, Ze md antibakteridlni vlastnosti, v starovékém Recku
Jji pouzivali na léCeni tuberkulozy a tradicnim lécivem byla

iv Polsku. Tato houba byla diilezitd téz pro pivodni obyvatele
zdpadu Severni Ameriky, kde ji nazyvalii,chlebem duchia”.
Objekty vystrouhané ze zrajicich tél Agarikonu byly umistovdny
do hrobd Samand, aby je strdZily v posmrtném zivoté. Houby
mély dilezitou dlohu v mytologii lidi Haida na Ostrovech
Krdlovny Sarloty, ktefi si ji spojovali se Zenskou sexualitou. Lidé
Haida pouzivali Agarikon i na lécCeni nestovic a dalSich nemoci
dovezenych Evropany.

Dnes je Agarikon v Evropé velice vzdcny, vétsinou omezen na
staré modrinové (Larix decidua) lesy v subalpinském podnebi.
Nejvic zdznam{ pochdzi z Rakouska, no i tam je velice vzdcny.
Houba je zdvisld na dospélych modfinovych stromech se zlome-
nymi nebo mrtvymi vétvemi, do kterych mizou proniknout spory.
Individudlni zrajici téla Agarikonu maZou pretrvat 50 let nebo

i déle. Na komercnich plantdzich se stromy kdceji predtim, nez
se stanou dosti staré pro to, aby hostily houby.

Moje instalace predstavuje zvuky odvozené z bioelektrickych
nahrdvek, ktere jsem poridil ze zivého mycelia Laricifomes
officinalis. Video obrazy jsou moji subjektivni interpretaci
mytologickych a medicinskych vyuZiti Agarikonu a jsou filtro-
vany pres pulzujici rytmy Zivych hub.

Michael Prime
(17]

1 Mossostic for JC (2012)
David Moss — multi-tracked voices / multi-trackové nahrané hlasy

226

After creating 23 ways to remember silence, but only 1 way to
break it for TONSPUR in Vienna in the summer of 2011, I found
that the word silence was very much on my mind. And of course,
this led to memories: distorted, disrupted and coloured by time,
of Cage’s Silence, which I first encountered at the university
in 1967. The book, its revelatory form, and the personality of its
author had a deep effect on me which resonated over the years
— first through my drumming and then into my vocal work.
When Jozef Cseres and Georg Weckwerth asked me to be part of
the Cage exhibition it seemed natural to offer a visual homage
to Cage based on his Mesostic framework, using the words
“twenty three ways to remember silence”. The result was a small
hand-made print, 1 Mossostic for JC. Then when they asked me
to create a short audio piece for this (D, the next step was clear:
linking the sound-world of 23 ways... with my voice speaking
a Cage-inspired text for the individual letters of “twenty three
ways to remember silence”.

Poté, cojsem v [été 2011 vytvoril pro TONSPUR ve Vidni dilo 23 ways
to remember silence, but only 1 way to break it, vsimnuljsem si, ze
pofdd mi béhd mysli slovo ,silence”. A to mne samoziejmé pfivedlo
ke vzpominkdm — zkreslenym, narusenym a pFibarvenym casem
—na Cageovu knihu Silence, s kterou jsem se poprvé setkal na
univerzité v roce 1967. Objevnd forma té knihy a osobnost jejiho
autora mély na mne hluboky viiv, ktery resonoval dlouhé léta
— nejdrive skrze mé bubnovdni a pozdéji i v mém vokdlnim dile.
Kdyz mne Jozef Cseres a Georg Weckwerth vyzvali k icasti na
cageovské vystavé, zddlo se zcela pFirozené dodat vizudlni poctu
Cageovi vychdzejici z jeho mezostichové struktury a vyuzivajici
slova , twenty th’ree ways to remember silence”. Vysledkem
?/l maly rucné délany tisk 1 Mossostic for JC. KdyZ mne pak pozd-
ali i o krdtky zvukovy kus pro toto CD, dalsi krok byl jasny:
zvukovy svét 23 ways... propojim s mym hlasem, mluvicim
Cagem inspirovany text pro jednotliva pismena z , twenty three
ways to remember silence”.

David Moss

(19]
Threshold Music for John Cage (1974)

Threshold Music was written in the early-mid seventies, and
dedicated to John Cage. It was published in Canada in a collection
called Pieces, edited by Michael Byron in 1976. It clearly grows
out of Cage’s 4'33" and his whole fascination with silence, or
the lack thereof in the natural environment. It is a kind of “silence
plus,” the performers adding on the softest possible sounds
over those of the natural environment. It resulted from living
in the softest environment I ever lived in, in a parabolically
shaped valley about thirty miles north of Toronto in the winter
of 1973. The loudest audible sounds were those of highway 400,
which ran due north several miles outside the valley. Filtered
through the hills around us, they provided a delicate and



beautiful sound world to list to and play with. I played with it
often, usually rolling gently on a Japanese prayer bell with

a soft mallet, trying to match the loudness as exactly as possible.
I started performing these pieces in concerts around the area
and elsewhere, adjusting mhy sound and instrument to the sounds
of each environment in which I found myself. The texts were
written each time I performed it, inspired by the individual
environments of each space.

Prahovd hudba byla napsana v poloviné 70. let a dedikovdna
Johnovi Ca%eovr Byla publikovdna v Kanadé ve sbirce Pieces,
vydane Michaelem Byronem v r. 1976. Vyrostla jasné z Cageova
kusu 4'33"a jeho fascinace tichem, res ]eho absenci v pFiro-
zeném prostredi. Je to jakysi ,,tlcho plus™ koncept; dacinkujici
priddvaji pokud mozno co nejjemnéjsi zvuky ke zvukdm pfiro-
zeného prostredi. VzeSel z pobytu v tom nejtissim prostreds,
vjakém jsem kdy Zil, v parabolicky tvarovaném ddoli asi tficet
mil severné od Toronta v zimé 1973. Nejhlasitéjsi slysitelné
zvuky pochdzely z ddlnice 400, kterd vedlla pFimo na sever nékolik
mil od ddoli. Filtrovdn okolltyml vrchy, vytvdrely jemny a ndd-
herny zvukovy svét, abych ho mohl zaznamendvat a hrdt s nim.
Hrdl jsem s nim Casto; obycejné jsem jemnou palickou nézné
hladil japonsky modlitebny zvonek, snazic se uhodnout hlasitost
co moznd nejpresnéji. Zacal jsem tyto kusy predvddét na kon-
certech v okoli ijinde, pfizpusobujic mdj zvuk a ndstroj zvukim
kazdého prostredi, ve kterém jsem se ocitl. Texty byly napsdny
pokazdé, kdyz jsem kus hrdl, nanovo a byly inspirovdny indivi-
dudlnim prostredim kaZdého prostoru.

Richard Teitelbaum

(21]
Toot ‘N Blink Chicago (1982) [excerpt / vyfiatek]

Toot "N Blink was created for the New Music America Festival,
held in Chicago in July 5-8, 1982. It combines real time maritime
performance with radio broadcast. It honours composer John
Cage, special guest of the Festival. Toot 'N Blink is live-action
radio and TV drama in which radio announcers both describe
and conduct boats, boats waiting for and then greeting arriving
boats. It is good spirited and noisy. Cage was interviewed after
the Chicago performance and said: “I prefer the blinks.” Private
owners and professional captains are rehearsed to perform sound
and light actions on command, toots of their horns and blinks
of their lights. It is a social event designed to bring attention to
the waterfront and to involve a large number of people in a public
event in which the action is re-orchestrated reality. The boats are
auditioned for the sounds of their horns in order to have a range
of sound from low pitch to high, from throaty to clear, from old
to new. It is celebration of machines as music-of-the-people,
with historic roots in Futurism, and to expand the role and
vision of “new music”.

Toot "N Blink (Trub a blikej)7 byl vytvoren pro festival New Music
America, ktery se konal v Chicagu 5-8. cervence 1982. Kombi-
nuje ndmorni performanci v redlném case s rozhlasovym vysild-
nim. Vzddvad poctu skladateli Johnu Cageovi, specidlnimu hostu
festivalu. Toot "N Blink je Zivé rozhlasové a televizni drama,

ve kterém rozhlasovi hlasatelé komentuji i diriguji lodé a Cekajici
lodé pak zdravi dalsi pFiplouvajici lode. Je to dobre naladény

a hlucny kus. Po predvedeniv Chicagu Cage v rozhovoru rekl:
LVicsemi [ibi blikdni.” Soukromi viastnici a profesiondlni kapitdni
jsou mstruovam/uredvadet zvukové a svételné akce na prikaz,
troubeni svych klaksondi a blikani svych svétel. Je to socidlni
event navrzen tak, aby upoutal pozornost na ndbrezi a zapojil
velké mnozstvi lidi do verejné uddlosti, ve které je akce vlastné
reorganizovand realita. Lodé zkouseji zvuky svych klaksond tak,
aby dosdhly zvukovy rozsah od spodnich tonu po vysoké, od chrap-
lavych po cisté, od starych po nové. Je to oslava strojd jako
hudba lidi, s historickymi kofeny ve futurismu, kterd rozsifuje
roly a vizi ,nové hudby”.

Charlie Morrow
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